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Theatre is and must inevitably remain a team event,
to which all the players contribute something of
value: the author, the performer, the audience and
inevitably, the company and its venue. It is the
power and ‘celebrity generated by that particular
combination of elements which is the driving force
behind the true impact of theatre as a socio—political
instrument.

A play text can only transform into performance if the playwright
realises the importance of some members of the production team
without which the play text will remain a material for reading. 1 am
not calling for the destruction of the playwright’s order or the total
restructuring of his dramatic sequence, but the truth must be stated that
the theatre director’s personality in the theatre is so important that little
distortion here and there cannot be ruled out in the herculean task of
play directing. The sooner the playwrights realise this, the better for
them in closing the unnecessary gulf between them and the theatre
directors.

Many Colours Make the Thunder King: An Analytical Survey

Many Colours Make the Thunder King is one of the latest plays
from Femi Osofisan, the current General Manager of the National
Theatre of Nigeria. The play is about Shango, the Yoruba King of
Thunder whose overweening ambition leads to his downfall in the
play. Shango is described as a courageous, wealthy and an influential
man in the play. His ambition is to be greater than his forefathers. He
sets his mission straight in the beginning of the play during his
conversation with Igunnu:

I have conquered more territories than any of our ancestors.

But that isn’t enough!

Pushed further the frontiers of Yoruba land, yet that isn’t enough!
I have slaves in my compound enough to populate an entire city,
Yet that isn’t enough!
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Our fields of cotton beyond the city walls stretch away beyond
the keenest eye,

Our markets boast of traders and merchandise as numerous

as many in fabled Ashanti, land of Gold.

And yet that is not enough!

Oranmiyan is still the father!

Well, Oranmiyan is dead! Dead! And I, Shango, I am King!
Today 1 will take up the challenge!

I will marry a river! (Osofisan, 1999:153 —154).

To satisfy his quest for honour and power, Shango marries a river and
a forest. When his two warlords (Timi and Gbonka) are growing (0o
powerful and fearing that he may not be able to control the entirc
kingdom, he listens to the intrigues of his wife, Oya, and sets the two
warlords against each other. Oya, a domineering wife in the play also
plans for the fall of Osun, Shango’s second wife in her own domestic
tragic scheming.

The mountain that Shango cannot conquer remains the jealous Oya.
The fire of intrigue and scheming led by Shango and. gracefully
assisted and supported by Oya destroys them at the end of the play.
And like all tragic heroes bearing albeit arrogantly the cross of tragic
flaws, they endanger their own lives and set the kingdom on the path
of destruction.

The play takes the form of the Alarinjo Travelling Theatre’s style.
Consequently, music, dance, folklore, - acrobatic display and
storytelling become the dominant aesthetics of this creatively
captivating, highly political, emotional and romantically arousing,
domestically instructive and socially relevant play. The play is also set
to provide a friendly and soothing environment. And as Alagemo puts
it in the last page of the play, human beings must constantly:

...Remember whatever you do, and whatever choices
you make in your lives, the Earth is older than all of
us, and after we are gone, she will still be there
(Osofisan, 1999:239).
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Tunji Azeez, the Characterization Coach in the production also
defended this position during the interactive session on the 5th of
October, 2000 at the University of Ilorin, Still, Shango himself agrees
to the usefulness of the earth and before he hangs himself in the play
he accepts the futility and vanity of existence. He laments emotionally,
like all tragic heroes, his self-inflicted destruction:

All I wanted was to be greater than my father!

But see! I ‘ve lost my precious wife, and my dearest friend!
I *ve lost my throne.

And the town behind us, reduced to cinders by lightning!

It is not enough to marry a river and wed a forest.

One must still conquer a mountain,

The mountain within yourself ?

Ah, I'm tired.

Oya, forgive me, but you will have to trudge along by yourself
From now on, and fight your battles!

Let me go, let the earth renew itself.

1 must stop here and return home to rejoin the ancestors
(Osofisan, 1999:237).

This play is highly episodic and has forty episodes excluding the
prologue with seventeen Yoruba songs are partly created and modified
by the playwright. The play is deeply poetical although some aspects
of the play are written in the prosaic form. This mytho-historical
tragedy in the words of Ikwele (2000:26) ‘is structured after Greek
tragedy and tries to capture the weaknesses of rulers using the Yoruba
myth of Shango and the rivalry between Oya and Osun.’

Play Performance: Sola Fosudo’s Directorial Liberty in Many
Colours Make the Thunder King

The ultimate joy of a playwright is the performance of his play text.
Performance however, is ‘an essentially contested concept’ because it
is ‘an extremely difficult concept to define’. Performance is a
dictionary of, and conglomeration of known and unknown words. We
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have such nomenclatures as, social performance. cultural performance.
therapeutic performance, ethnographic performance, anthropological
performance, traditional performance, linguistic performance, ritual
performance and political performance. However, Carlson (1996:195)
implies that performance is “not just doing or even re—doing. but a
self-consciousness about doing and re—doing on the part of both
performers and spectators’.

Schechner (1988:30) also sees performance as ‘an activity done by
an individual or a group in the presence of another individual or
group’. Performance is basically inevitable in the theatre. Izenour
(1982:7) also captures this inevitability succinctly:

The impulse to perform is deep seated in the human
race. To be involved in making a performance is
exciting if that performance is exciting in itself, but it
is much more exciting if that performance is really
well organised. Then it reaches the widest possible
audience and impresses them with the quality of all
aspects of the production, acting, directing, set,
costumes, stage management, lighting, sound, make-
up and even administration and publicity.

Unlike the play text which can be analysed and criticised easily,
dramatic and theatrical performances are often difficult to criticise and
analyse because most performances are not always recorded and actors
are not always forthcoming when interview is sought few weeks or
months after performances.

Convocation ceremonies especially in tertiary institutions are
moments of joy, celebration of academic successes and display of
cultures. Many Colours Make The Thunder King is the play chosen for
the Lagos State University’s 2000 Convocation Play. The command
performance of the play was performed at the Agip Recital Hall,
Muson Centre, Lagos on the 3rd of September, 2000. Celebrating the
theatrical success recorded through the audience response, the crew
and the management team of the play took the play to Universities of
Ibadan, Obafemi Awolowo and Ilorin. My analysis of the performance
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of this play is based on the performance of the play on the 3rd and 4th
of October, 2000 at the Africa Hall of the University of Ilorin Mini—
Campus, lorin.

On the evening of the performance, a carnival — like publicity was
organized by the crew and the cast of the play in conjunction with the
University of Ilorin Students of the Performing Arts Department. The
play started rather late at 9.00pm and the audience was rather sceptical
about what the ‘Eko for show’ boys and girls had in stock for them
having developed high taste for theatrical performances through
Unilorin Performing Arts’ consistent theatrical experiments. The
audience’s indifference was erased five minutes into the performance
and the magic of this was the result of the overlapping dramatic
actions. The tempo and mood were built to crescendo, the characters
were perfectly in order until Sola Fosudo, the Artistic Director and a
Lecturer in English Department at Lagos State University committed a
professional harakiri by stopping the play midway into performance
due to noise, interjections and unruly behaviour of the audience.

Sola Fosudo defended himself for this unexpected interlude that the
audience should “keep quiet and enjoy the show because the wordings
of the play are highly poetical”. Deliberate and slow rumblings still
persisted and decorum was gradually maintained with brief but
positive reactions from the audience until the play ended at 11.47pm.
On the second night of performance (4th October 2000), the
performance venue was totally occupied and the sale of ticket had to
be stopped. The mammoth crowd that night was not surprising because
the performance had spoken for and advertised itself. The audience
was entertained between 8.47pm and 10.30pm.

The observation in this study is that the play text (Many Colours
Make the Thunder king) and the performance under review as
artistically directed by Sola Fosudo have matched each other. This was
evident in the performance because one clearly saw the actors acting
out the words of the play text unedited during performances. On the
second night of the performance (4" October, 2000) at the University
of llorin, 1 deliberately took the play text to the auditorium and as the
play unfolded, I watched the play performance and matched it with the
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play text and [ realized that the written words of the Playwright in the
play text were adhered to in the performance. The play text has thus
been objectively matched with the play performance, a feat that
informed the title of this work and which the Artistic Director, Sola
Fosudo, must be sincerely commended for.

Lessons from the Performance

No performance is totally good, as we cannot have a totally bad
performance. However, I am going to concern myself with the lessons
that can be learnt through this performance.

First and foremost, the Artistic Director (Sola Fosudo) employed
the traditional style of play directing where faithfulness to the
playwright’s directions and intentions must be strictly adhered to. The
play text was barely edited in the performance although the Director
distorted some of the Playwright’s movements. The traditional director
in the words of (Brochett, 1992:310) must:

...retain the time and place specified in the script and
follow (though not necessarily slavishly) the
playwright’s prescription about staging.

Dapo Adelugba, a renowned Theatre Director and a Professor of
Theatre Arts at the University of Ibadan and few notable theatre
directors have often used this method successfully. This directing
method has the advantage of reducing the suspicion and controversy
between playwrights and theatre directors as earlier discussed in this
work. Dapo Adelugba used this method of directing when he directed
Wole Soyinka’s Kongi’s Harvest at the Arts Theatre of the University
of Ibadan in 1998. Adelugba observes that:

[ tried to be close to the playwright’s intention as
much as possible. I am not the kind of the directors
who want to use the kind of scenario for writing their
plays... I see the director of a good play as someone
interpreting a play in its visual, verbal and Kkinetic
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metaphors for an audience. That is the way |
approached Kongi's Harvest and did not interfere
with the playwright’s stage instructions... (cited in
Musa, 2000:203).

Secondly, the director’s media of song and music were maximally
utilized. The affectious, melodious, harmonious and spontaneous ways
that the songs were sang in the performance are highly commendable.
The Director, however, introduced many Yoruba songs into the
performance such.as: Ara tapa o..., Lau erebe..., Ewuro lagba igi...,
Apandede oju orun..., and so on. He also tactically refused to use
some of the songs in the Appendix of the play. The orchestra pit was
not used by the chorus, rather all of them were at the backstage
humming, modulating and harmonising most of the songs and while on
stage, they sang beautifully.

The interpretative and communicative essence of the dance medium
also lifted up the aesthetic success of this performance. The
choreographic concept of the Theatre Director was also good. Free
dances were well organized and synchronised. The dance of the Ants,
Spirit Attacking Porters, Alapandede’s retinue was good and the
choreographer, Felix Emoruwa, a Graduate of Performing Arts who is
also into private productions in Lagos, displayed his artistry in
choreography. Where energetic dances were enacted such as in the
Prologue, they were done with vigour and grace. The performance
again showed that a proper utilization of the dance medium can
advance the proper understanding of plays.

Perhaps the success of the performance lies on proper character
development and portrayal. This was achieved through sharp contrast,
excellent pronunciation, good line rendition and good casting. For
instance, Gbonka’s power and knowledge of charms was shown
through the occasional. yet deliberate, shrugging of his left shoulder. a
sharp contrast to Timi whom he defeated in the performance. Shango
(Kayode Idris) is tall and Alagemo (Dada Olakunle) is of average
height, Oya (Doroty Effiom) is dark complexioned while Osun
(Cecilia Nwosu) is light complexioned. This deliberate contrast in
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casting also advances the frontier of characterization. Correct
pronunciation of words and good delivery of lines also helped to
sustain the poetic aspect of the play.

Although the set constructed was representational, the various
acting areas were judiciously, cleverly and artistically delineated by
the actors. Wings were maximally utilized and down stage served as
the walkways when flashback scenes were enacted. It was a well-lit
performance where contrasts were achieved through the proper use of
special effects and colour gels.

There is also a lesson to learn from the costume and make—up of the
performance. The costumes were fantastic especially the multi~colour
sew—in sew—out of Alagemo’s clothes and the dramatic manner in
which the actor (Dada Olakunle) changed them spoke volumes.
Alapandede’s costumes were exactly like those of real birds. Their
white flapping wings, black bodies, hairy heads, pointed nostrils made
the Actors seem to belong to the bird species. The costumes of the
Attacking Spirits and the Ants were well designed. Contrast was also
established between Shango’s wives through costumes. Oya (Dorothy
Effiom) had on red Yoruba Aso Oke, a symbol of evil. Osun (Cecilia
Nwosu) had on white costume and this depicted her as good and godly.

As erroneously believed, the theatre director cannot play God, he
has to allow other theatre workers to do their job. A look at the
production programme notes distributed during Lagos State
University’s 2000 Convocation Ceremony showed that specialization
was highly demonstrated in the production of Muny Colours Make the
Thunder King. Other than the traditional roles in theatre productions
such as; director, stage manager, set designer, costumier and so on, we
had Speech/Movement Coach (Tosan Ugbeye/Ayo Ayudele) and
characterization Coach (Tunji Azeez) among the production team.
This deserves to be emulated and it has nothing to do with the
usurpation of the director’s power.

Proper human resources and crowd management are other
directorial successes recorded by Sola Fosudo in the performance. In
most of the crowd scenes, all the actors were clearly visible. The
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production had over two hundred casts although only sixty of them
came to Horin for the performance under review.

The overlapping yet orderly and unusual curtain call employed in
the performance cannot go unnoticed.  Actors were coming in their
different groups and individual capacity and took various positions on
the stage.

Reviewing the directorial approach used in the performance, the
Artistic Director, Sola Fosudo says that:

_..this particular production was handled differently.
Even though there was considerable firmness which
is essential for control, discipline and order, the
overriding philosophy adopted in the directing of the
play was that of liberalism all in the spirit of
democracy. Although the play rehearsals started,
discussions were held with actors on the stage during
blocking such that rigidity was replaced with fluidity
in relationship between the actor and the director
(Fosudo, 2002:122).

The above explanation invariably makes the Artistic Director of this
play to belong to the “traditional™ school of play directing with
emphasis on pre-blocking methodology of Directors like Bayo
Oduneye and Ayo Akinwale. He has also shown and demonstrated
through this production that “the artist or indeed the artistic director
should be a democrat™ when play production is contemplated.

Lastly, this performance has re-awakened the Alarinjo Travelling
Theatre tradition of taking performances from one place to the other at
a minimal cost and one sincerely hopes that other theatre organizations
and institutions will move round the country for cross cultural
enactments instead of allowing good performances to die within the
vicinity of their theatre institutions or organizations.

Concluding Remarks

As Alagemo rightly says in the play:
122
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A story—teller must have his own story, and every
Story has an end (Osofisan, 1999:219).

The practice of theatre in Nigeria is now financially rewarding il
artistes can be more dedicated and committed. This performan
speaks for, and markets itself. At [lorin, with twenty naira gate fcc, (I
production team made about twenty—five thousand naira for the (w
nights. At Ife and Ibadan they made higher than that and the story ol
the performance of the ‘Thunder King’ looms larger than the myil
surrounding Shango himself.

Commenting on the dramatic and the financial successes of (I
performance, lkwele (2000.26) says that:

The sixth of October however was to be a landmark.
Not only did they receive a thunderous ovation for
their performance... Indeed Many Colours Make the
Thunder King captures the very essence of the
primordial Yoruba tradition. The choreography and
musical accompaniment were exquisite and were
intermittently punctuated by scenes of rituals
depicting the myth of Shango.

The governor of Lagos State, Senator Ahmed Bola
Tinubu, represented by the State’s Commissioner for
Information Mr. Dele Alake mounted an imposed
interlude to announce the state government’s
donation of M1 million to the theatre troupe...

Other than the dramatic and the financial successes recorded by il
performance, the overall success of any performance can be measuil
by the theatre’s last consumer; the audience. It is therefore worthwhil
to recall that the audience’s reactions to the performance was hilarion
and spontaneous at the University of Ibadan and at Lagos. 1l
Playwright himself says that the performance is:
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A thrilling performance. I was particularly impressed
to find a students’ production to be of such a high
standard (cited in Fosudo, 2002:123).

We want to conclude that the practice of theatre in Nigeria should
move beyond sponsorship and patronage seeking. A good theatre
cupecially of the “total theatre’ concept as demonstrated by the
performance of Many Colours Make the Thunder King will market
itsell. We have also discussed in this paper that the suspicion between
playwrights and theatre directors is misplaced. The function of each
proup does not conflict with the other, rather, they are complimentary
{0 cach other because the two groups are working to change and define
the face of the theatre. Lastly, we have shown in this article that the
play text can be matched with the play-performance as demonstrated
by Sola Fosudo, the Artistic Director of the play, through the
traditional directing’ style.

Note
I. Felix Emoruwa now teaches dance in the Department of the
Performing Arts, University of Ilorin, He has since brought a lot

creativity to bear on so many dance productions on the Unilorin
stage.
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MATCHING THE PLAY TEXT WITH THE PLAY
PERFORMANCE: A DIRECTORIAL ANALYSIS OF THE
PERFORMANCE OF OSOFISAN’S MANY COLOURS
MAKE THE THUNDER KING.

Rasheed Abiodun Musa
Department of the Performing Arts,
University of llorin, Ilorin, Nigeria.

Introduction: Creativity is Endless

Let there be no outpouring of emotion or naked reservation,
creativity is endless. No artwork is a finished work because any
creative artwork is an endless exercise which is subject to analysis,
explication,  appreciation, interpretation  or misinterpretation,
representation or misrepresentation. Creativity is thus an exercise in
navigation and a reflection of the inherent difference in man’s
inspiration and imagination.

There have been dissenting voices from playwrights about what
they termed “directorial arrogance”, or the outright distortion,
misinterpretation and misrepresentation of their play texts by theatre
directors. This suspicious position led to the Budapest Conference of
June, 1979. There, some notable playwrights met to discuss and
harvest solutions to their multi—faceted problems. Interestingly as
well, many alternative solutions were proffered to the dwindling
fortune of the playwrights.

Jerzy Sito, David Edgar, Ivan Boldizar and Arnold Wesker’s roles
cannot be forgotten while attempting to write what has aptly been
described as the “Playwrights Manifesto”, “Blue Book” or the
“Playwrights’ Ten commandments”. Wesker (1981:9) in his own
submission declared ‘the playwright an endangered species’. Majority
of the playwrights who participated in the Budapest Conference agreed
that:
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..the director’s power can become a tyranny, stifling
and inhibiting original creative work. The director’s
profession is only a century old, the result of stage
managers rising above themselves, as it were! Partly
because of the imbalance between new and classical
work, playwrights feel the director has achieved a
position of power in the theatre that sometimes work
against their interest. ~The living playwright is
somewhat disconcerted to find himself undercut and
pushed aside by his dead predecessors (Wesker,
1981:9).

Commenting on Signor Visconti’s production of Old Times
Teatro di Roma in 1973, Harold Pinter defended the author of the play
but castigates the theatre director in a subtle manner thus:

It is certainly an inventive production. Signor
Visconti has in fact invented a new play where major,
significant and quite crucial pieces of action are
introduced into a play by the director, without
consultation with the author. Let me remind you that
a play is not public property it belongs to its author
(cited in Wesker, 1981:9).

Whether a play ‘belongs to its author’ or it is a ‘public properly’ is not
the contention here because each nation has explicitly and
constitutionally legalised the right of writers and producers of creative
work in its various laws. The point one is making here is that the
playwrights are often protesting against the directorial destruction of
their creative works, while the theatre directors are unperturbed in their
own theatre territory. While some playwrights are as constant as the
Northern star in their content and form, most theatre directors often
change the face of the theatre through a radical consideration of the
choice of their audience. They are also consistently at home with their
directorial stylc and technique.

Playwrights can be pardoned for defending their works against the
directorial license of the theatre directors because:
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A play be it a drama or comedy, is the most difficult
form of literature to write. It s difficult because a
play demands that every single individual acting in it
be  characterized through word and action alone,
without the prompting of an actor (cited in Reeder,
1976:26).

If-a play is difficult to write, then to translate those words into actions
may also prove more difficult. Gorky, the Russian playwright admits
that:

Everyone knows that it is much more difficult to turn
words into action than to turn action into words (cited
in Reeder, 1976:25).

In most play texts, the back page blurbs often contain the
playwright’s intention of what the play is all about. This playwright’s
intention is still subject to other artists’® interpretation about the
possibility or otherwise of the playwright’s golden voice. For example,
Wole Soyinka tries as much as possible to underplay the crisis of
culture in The Death and the King’s Horseman and most theatre
directors and critics have approached the play from the angle of
conflict of culture. Frivolities such as, ‘the play is a tragedy of a
hero...”, “the play is about human weaknesses...” and so on which we
often read from playwrights are nothing but emotional reactions of
what they think that thejr plays represent which a critical reader may
even disagree with.

As the play text represents the vision of the playwright on any issue
s0 also the performance or production of any dramatic piece represents
the theatre director’s vision. The integrity of the theatre director and
his knowledge of the theatre are also crucial to the type of performance
to expect. Harold Clurman’s position will help to drive home this
point. He says that:

Though the director does not act; he is or should be,
responsible for the kind of acting we see on the stage
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though he does not usually design the sets, he is, or
should be, responsible for the kind of impression the
sets make; and this applies to everything else on the
stage (cited in Gassner, 1953:273).

The theatre director creates movements and adds the appropriate
gestures. He develops his characters and considers actors’ nuances
such as their social, political, cultural and moral traits. He bridges all
these minute details with his vision and that of the playwright.
Irrespective of the specialization (in the theatre,) the theatre director
coordinates all the mise—en—scene of the theatre. Goff (1980) even
believes that “directing requires that you know everything or nothing
to be somewhere in the middle is dangerous, and one might rise to
success or fame with either qualification” (cited in Ododo, 1999:56).
The theatre director’s vision for his theatre goes beyond the fagade of’
the play text. Most of these hullabaloo and brickbat race about
misinterpretation of plays coming from playwrights are highly
misplaced. They are craft attempt to control, albeit untheatrically, the
creative, innovative and imaginative intentions of the theatre directors
who are the unrivalled coordinators in the theatre. The living
playwrights must avoid unnecessary delusion by shouting the theatre
directors down but should always see each performance of their play
as a web to further help them to either re—write the play or accept the
positive stage treatment of the theatre director in their subsequent
creative works. They should also see their plays as theories and their
performances as practicals. In such adventures, illusions must give
room to reality, if not, then what will a dead playwright do to his play
which the copyright law internationally accepts to be a public property
after fifty years of his death? For example, Shakespearean plays have
been battered, adapted and misinterpreted by both the playwrights and
the artistic directors. The more of such subjective treatment of plays
the better for such plays to run the theatre global village for practical
and objective corrections of such subjective intentions.
Hauptfleisch (1995:331) in his reflection on the theatre says that:
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