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DI RECTORI AL STYLE AND STYLI ZATI ON
‘THE PHOTOGRAPHI C SYNTHESI S' I N FELI X OKOLO S
DRAMATURGY ON THE NI GERI AN THEATRE STAGE

*Mchael Tem tope OGUNBI YI

Abst r act

The crestion of theatre directors like other artistes in Ngeria ad the
vorld at |arge have been known to be i nfl uenced by a vari ety of choi ces.
Fomthe varyi ng choi ces avai l abl e, theatre practitioners strive to nake
the best decisions to achieve greater aesthetic valueintheir producti on
Ineffect, reaing the script to stage by the nedern day director is nat
wthout its challenges as the study of styles of drectorsin Ngeria has
been chiefly ignored in scho arship. This study examnes the styl es of
directing on the Ngerian stage through the works of Felix kol o wth
a viewto docunenting the various directorial codes, directorial signals
and prospect s of drectinginNgeriaand the drector ’s artistic cha ces.
This research adopts anal ytical, participant observation and i nterview
net hods. Productions of Felix kol o were previewed and eval uat ed.
Felix kol o was purposively sel ected as the case study because of
his professional proficiency and consistency. Structured and
unstructured interviews were conducted wth sel ected director, crew
and cast to dicit relevant infornation. Data were content-anal yzed.
Thestyleof drectingisahigilyindvidud at and notw directors can
direct works in the sane nanner given the sane cast, background or
the sane nateria. Basically, six aesthetic codes were found to nake
up the style of (kolo. These codes are the Ta a Theatre Aesthetics,
the Mitit asking Aesthetics, Design and Technical Gonpact edness,
Non- Static Fhotographic Aesthetics, the Actor - Audience Appeal and
the Line cum Denonstration Aesthetics. Fomthe directorial codes
prevaent in the works of Felix (kd o, the ‘Fhotographic Synthesi s’
seens the nost appropriatetonane his style. Wththis style, Ngerian
and indeed Arican theatre directors coud easily learn the various
codes that nake up kol 0's ‘ Fhot ographi c Synthesis’ and pass on to
younger generations of artistes and directars such artistic nous.

Keywor ds: Ngerian theatre directors, Felix kol o, Photographic
Smnthesis, Atistic invetiveness
*Mchael Tem tope OGUNBI Yl isd the Bgpartnent of Theatre Ats, Uiversity of |bedan,

| badan
Enai | s: sol aogunbi yi @nai | . com zol ashow@ahoo. com




EJOTMAS: EKPOVA JOURNAL CF THEATRE AND MEDI AARTS 2

I ntroduction

Drecting is perceived to go beyond script interpretation to have
israd s deeply enedded in the artistic inventiveness of the director.
Through the director ’s artistic i nventiveness, he strives for the proper
articu ation, coordination, and inplenentation of dl the theatrica and
dranatic activities into one wd e for the purpose of presenting before
the audi ence an artistical |y endoved perfornance. The style and artistic
creation of the director is usualy inforned by influence and the
inagnetive drive of theindvidud. Atistic creations ad their authors
are saidto exist having beeninfluenced by a particu ar situation, event
o thing Rgardess of the artiste, one knom fact is that the artiste
does not create out of a vacuum In the sane vein, artistic directors
too do not create out of a vacuum In the case of kol o, his influence
in directing grew fromhis revol utionary stand agai nst what he
perceives as status quo. H's experience wth nunerous directors has
nade hi mcone to the concl usion that directors were basical |y anal yzi ng
the works of playwights and to him directing only begin fromsuch
and ysi s.

According to Qlodo (2002), kol o served theatre apprenti ceship
under several big nanes associated wth the Ngerian literary theatre
— Wil e Soyinka, Dapo Adel ugba, Femi Gsofi san, Bode Sowande, Qa
Rotini, Wile Qunyen, etc. The varied experiences acquired under
these practitioners each representing different theatre idions, nay
be responsible for his nulti-dinensional approach to theatre
performance. Wth this kind of background, kol o opens a new ground
of knowedge as he conpares the stage to a football pitch and the
director to a coach. (kdo (2012) in an interview e ucidated further
the:

Drectingislikefoothdl; peodepay dfferett
wngs, onthe footha | pitch there are e even
players, to you if you are not a coach
(director) you wll think the process is
sonething serious. But if you look at the
departnents, you have the forward, your
mdfiel ders, the back, you have the goal
keeper, dc This explanation is sane wth
the theatre and perfornance where you
have peopl e who take |ines, you have peopl e
who wi I | cone as dancers, you have peopl e
who wil work as nusicians, and you have
peopl e back stage hel ping to change actors
costune because of the nany changes of
scenes. There are people in different
depart nent s.
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Gven the backgroud of a pitch, wth its dvision into dfferent
aress ad the payers into dfferent rdes and positions, it wil not be
far-fetched if inplied that the process of directing on the Ngerian
stage in the 2Ist century invoves conpartnentalization, division of
[ abour, specialization and specification of roles wth a central
coordination fromthe naster artist — director. Qonsequently, inthe
play production process, the director nust understand the roes of
the various departnents for a nanipul ation into his understanding of
the text, wth a goal of presenting a pleasing perfornance before the
audi ence. This process wil therefore invave not just interpretation of
thetext but the expasion of theted tothedasticlinmt o thedrecta’s
cregtivity, ising his tads that futioninthe df ferent departnent s to
achieve isnddegod. It isthe geraionwthinhis dasticlinmt o the
text by the atistic drector thet the style of adrectar is braugt tothe
fae

Met hodol ogy

Thi s study adopts anal ytical, participant observationandinterview
net hods. Through the partici pant observation, the researcher wat ched
the perfornances of Qlia Geimn's Ngeriathe Beatiful drected by
Felix kol o. The perfornance of Ngeria the Beautifu was staged at
the Mison CGentre, Qnikan, Lagos on the 16th Novenber, 2012 The
performance of Qlia Jeinun' s A Feast of Return drected by Feix
kol 0 was previewed on tape and content anal ysed. Using the
interview nethod, the un-structured research question fornat was
devised to gather dat a fromFelix (koo and Abel Uuedor. Feix (kd o
is aleading theatre director in Ngeria Through a random sanpli ng
technique, Felix kolo was chosen as case study for this work.
Interviewwth Felix kol o was conducted on 16t h Novenier, 2012 at
the Mison Centre, nikan, Lagos. Abel Wuedor was the
choreographer of A Feast of Return; his interviewves held a the
June 12 Qi tural Gentre, Kuto, Abeokut a, Qgun State on 22nd January,
2014. Structured research questions were used to elicit rel evant
information fromBEe Myford Qhorha. BHe Myford Qhorha was a
lead actress in A Feast of Return.

Drectorial Gdes and Sgnal in kol o' s Dranat ur gy

In approach and delivery in the theatre, Felix kdlo is often
referred to as an iconocl ast. kol 0's works basical |y are experi nental
in nature. They are often created fromthe artistic virtuosity and
ingenious creation of the author who constantly denand change in
the theatre. The ‘renegade’ artiste has directed severa works which
include but nat lintedta Itoya (A Dance for Aricd), A Feast of Return,
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Madam Kof 0’ s Kitchen, The Havwker and Godfather, Uhder the Arica
Kies, Ngeriathe Beautiful, The WAl king Sti ck, Mekunu- Ml ody, Hi ke
Ikong , anong others. The several works directed by (koo wth the
success accrued to them have earned hima frontal role anong
contenporary theatre directors in Ngeria. Hs penchant for spectacl e
and an admirabl e contrd of large cast in production has built for him
aforte it isnot thensurprising that he vas anarded the Hibert Qyunde
Foundation Frize as Best Drector/Poducer. Influenced by the current
trend of directing, Gkdothinks of nakingadifference by “re-energ zi ng
the Ngeria stage” by neans of “taking the text beyond nere
interpretation, wthafine bl end of nusic, dance and drana’ (Ani kul apo,
2012; kolo, 2012). kolo explained further, inanineviewwth the
researcher, that there is no lawdepriving a director fromconhining
nusi ¢, dance and drana in any theatre production and if one thinks
there is, he shoud ‘bring a handcuff’ (2012).

Quer tine, on the Ngerian stage, koo has injected a radca
approach to his stage realization through the mix of several genres
and styles to nake a wwole. Hs radica approach to stage realization
has pitched for hima tent anongst the experinenta ists and avant-
gardists on the Ngerian theatre stage. For this reason, kol o has
earned for hinself diverse acclains. Geinun (2011) wile & firnmng
this and describing hhmas a stage zea ot states that “no one coul d
have pressed the point (stage production) hone better other than
Felix kolo, the quintessential stage zeal ot, whose penchant of
spect acl e denanded change that was not possible wth the linmts of a
feast. Wiile Qlodo (2002) aptly describes (kolo's theatre as a
hotchpotch theatre — a theatre of al sorts, Qifade avers that through
the theatre practice of koo, kd o has proved that he is capabl e of
squeezi ng water out of a stone (2011).

The above descriptions of koo create in the mind a curicsity
that generates several questions. However, answers to the questions
raised are usually not far-fetched. An attenpt to watch sone
perfornances of kdowll quickly assert inthenind the kind of theatre
he runs since his repertory of directed works speak for thensel ves.
Exanpl es of these were found in the productions of Ngeria the
Bautifu and A Feast of Return, both dance-dranas witten by Qiia
Geimin. These sel ected productions wll be used to draw out the
pecdiarities inthe works of the director and hopefully they wil help us
to drawcertai n concl usi ons on wat we have percei ved to be the styl e
o the drectar. Wat kolo did directorialy in the aforenentioned
productions is exenplary and it creates a niche for the director ad
di stinguishes himfromother nodern theatre directors in Ngeria
especidly in the 2Ist century.
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Style is centra to al artistic and theatrica production and
experience. Appaetly, aesthetic codes, stylistic trats ad stylistic
signals are essentia attributes of hunan behaviour. Invariddy, these
asodfferentiate vorks of drectors. Therefore, to understand the style
of kolo, there is need to underst and his psychol ogy, ided ogy,
notivation and thrust, knowng that al these forma huge base for
wichhisartistic creations have revd ved over tine. Accordi ng to (kal o,
his prine notivation for nm@oring in theatre directing was his
dissatisfaction wth the status quo wiich nainly attenpt to “explain
and adyze' works of playwights by directars. This ‘rebd’ spirit o
kdo to drecting therefore built in himan experinental outl ook for
whi ch he approached his works. Thus kol o (2012) in an interview
d scl osed thet:

| ves nat redly fufilled knowng quite vl
that nost of the people (directors) | was
vorking for were busy trying to explain the
text and | do not think it was enough. | vas
not covinced | vas not satisfiedintryingto
and yze wat is witten. Hence, | thought to
aninate the text to add sone ot her infl uence
thet Wil creste dstinction

By the above statenent, the ideol ogy of (koo about directingis
sunmed up. Therefore, it is not surprising that he is a non-conformst
and an eclectic director wo aninates text wth a blend of various
conventions, approaches and styles to create a newart form kol o
(2012) inaninterviewillumnated that “directingis ajourney you take
fromthe text. It isnat tryingtoreproduce the text, it isthejourrey thet
you take after the text had been read and interpreted. It is ajourney
o bringngthisted tothestage It isnot enoughtointerpret vet the
text is saying, but trying to add a journey to further enphasi ze what
youthink the witer is saying.” Indeed, (ko o aninates his perfornances
through scintillating nusic, perfectly choreographed dances, well
rendered lines, swft change of roes by actors, €l egant and fl anboyant
costunes, appropriate properties, nasterly effect of lighting, well
desi gned and constructed set, use of inagery, nake-up, nask, nulti-
tasking of actors, anong others.

Ngeria the Beautifu chronicles the histay of Ngeria fromLord
Frederick Lugard, the first @ onial Gwvernor General to the tines of
President Goodl uck Ebel e Jonathan. A dance-drana whose title
paradoxi cal |y represents Ngeria to be beautiful, hopes for better
governance and good living standard for the popul ace. The dance-
drana relates the rich cuture of the Ngerian people wth diversity of
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its ethnic groups, the nationalistic struggle for independence, the
gronh of industridization, the several mlitary interregnuns and the
peopl es’ disposition, fear and anxiety and the denocratic or sem
denocratic nonents which clinaxed into into the admnistration of
President Godl uck Jonat han.

Wth a fine blend of dance, drana and music, (koo tells the
Ngeian stoy beatifuly. Wth a fusion of dance, nusic and drana
which interl ocks one another, it becones dfficut to expunge one art
formfromthe other wthout |osing the rel evance and exi stence of the
others. The difficuty in bresking any of the incorporated arts and its
inseparabl e nature as presented and observed in the play trunpets
the professionalismof the director. Hence, kol o' s directing career
nay be said to be sinlar tothat of the experinentalist, R nhardt Mx
wiose styleis eclecticinnature. As well, kol o coul d be said to have
noved a step further in his stage realization gving each character
and action in his theatre a neaningful net aphor. Hs present ation
coud thus be said to contain a mxture of e enents fromdifferent
periods and styl es.

A Feast of Return witten by Qlia Geinun and directed by Felix
kol o explains the South Arican history. The story chart s the course
of the exi stence and co-exi stence of the peopl e, the changi ng fortunes
of the king and the cormoner, the class boundary between the rich
and the poor, the travails of the coomoners, the varring lords and the
pacifists. The story revol ves around the several |eadership styles ad
struggl es of the people during the reign of D ngiswayo to Shaka Zul u,
tothe tines of Mshweshwe, Milikazi and even up to the tines of the
anti-aparthei d struggl es leading into wat is now knoawn today as the
rai nbow nation. Gnsequently, for an indepth underst andng of style
in &kdao s dramaturgy, it isimpotat to first uderst and the codes
and aesthetics in the visual and verbal nake up of his productions.
With specific focus on the production of Ngeria the Beatifu and A
Feast of Return, certain aesthetic codes have been identified to cut
across kol 0's productions. Hence, through observation and an
and ytical study of (kdo's perfornance, the folowng directoria and
aest heti c codes have been found to nake up kol 0's style:

. The Tad Theatre Aesthetics

. The Miti-t asking Aesthetics

. Design and Techni cal onpact edness
. Non- Stati ¢ Fhot ographi ¢ Aest heti cs

. The Actar Audi ence Appeal

. Li ne cum Denonstrati on Aest hetics
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The Ta a Theatre Aesthetics

The treatnent of all elenents of theatre on an equal premise is
not anewart on the Ngerian theatre stage. Rlaively, wat nay be
perceived to be new and can be different is the extent to wich the
various directors incorporate these el enents. Rut together; dance,
nusi ¢, drana, mine, gestures, novenents, etc., have all cone to take
their place in theatre perfornance in Ngeria. The traditiona
per f or nance spaceinthe Arican society is such that readily encourage
thebendof these arts as the peod € svay of lifeis closdy incorporated
into their perfornances. If this is true, then presunabdly, the creation
of the artistic drector nust have a firmroat in the tradition ad vays
of life of the people. Gwon and Ao (2010) explain that theatre is
rooted in the cosnology of a people wthin a geo-pditica etity, the
the nature of theatrica perfornances of such people reflects their
tad life advel-beng

Aricans and nore specifica ly Ngerians are joyous people; their
lifeisahybridd the existetia, esoteric and the sub-consci ous varl d.
This hytrid of existence is reflected in the physical and the neta
physical representati on/presentation in the perfornance space in
Arica Aricans live a conmna |ife wth a perfornative tradition thet
incorporates storytelling, nask, dance, mines, song/nusic, etc., in
their vays of delivery. Rerfornance in Aricareflect s a nixture of
conventions and a | anguage of purpose that has devel oped fromthe
peopl € stradtion Adel ugba, Chafenmi and Adeyemn aptly clarify that:

In nany of the Ngerian ethnic theatres,
dial ogue or dramatic narrative has evol ved.
Studes of lkaki of the kKddari, Aarinoad
Eegun Ckura of the Ckun-Yoruba, Knagh-
hr o the Tiv ad, especidly strikingy, the
Ekong of the Ibibio, reveal that fromthe
preparatory stage of nask-scul pting,
through ri gorous and pai nst aki ng rehearsal s
to staging, an aesthetic of robust, fully-
fledged theatre evolved fromthe peopl €' s
tradition, and this has been recreated,
transposed and crystallized on the
contenporary N gerian stage (2004).

kol 0's creation admts diverse experinentati ons. These
experinentations are usually in the foomof restructuring or perhaps
self-reinventing of the traditiona perfornance nodes of Aricans. Hs
sel f-reinventing technique represents an active ingredient of his own
professional and practical devel opment. This ains to transpose and
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bring change tothe Ngeriantheatre stage especia ly inthe 21st century
vhere we have nassive switchtothe digital screen and cinenatic art.
Inaninterviewwth the researcher, koo admtted thet,

People are getting tired of so nany
dialogues. Wth the nodern day
advancenent in technol ogy, peopl e wal k on
the street nowand listen to nusic, so there
i's no excuse in keepi ng them(audi ence) for
an hour (in the theatre) to just listen to
dialogue when | can afford to keep their
interest, especidly through a bl end of dance-
drana and nusi c. So ny audi ence who | ove
nusic wll see ny perfornance as a nusi cal
show, those vho |ike dance and drana w |
equal |y see that too (2012).

Wth a study of (kd0's artistic crestion, his drectoria approech
for the Ngerian stage fits into the three nain thestricd traditios o
the Ngerian st age vhi ch Adnval e (1993) hes identifiedto be the festival
and ritual theatre, the nasque dranaturgy and the storytelling theatre.
Inthe theatrical productions under investigation, kol o uses nask to
change the rd e of his actors swftly wthout a consci ous recognition of
actars by the audience. Hs directoria inpuse vas to ‘socialize the
nask using it to entertain his audience and to create aesthetics. The
Arican arenatheatreis therefore atheatre that houses and represents
the various categories of existenceinaspatia environnent. Thetheatre
is acentre were the netaphysical action of spirits can be represented
through nasking (kaf or, 1991). Inthisregard, it ismofdsetha (xdo
under st ands that nask in the Arican cosnol ogy function as facilit aors
of sociaizationandinstrunent for the nai ntenance of socia equilibrium
(Jegede in Qunmuci o-Dagron, 1994). Mreover, Qrrigan in (ouh
(2003 121) states that “we all knowhowstrange it is to wear nask,
there is sonething exciting about it and it’s sonething eerie too. In a
sense, we hide our identity behind the nask, but indoing sove liberate
aspects of our secret sel ves.

Paradoxical |y, kolo' s use of nask was to enhance the
inerpretation of his perfornance. The interplay of nask in a rarefied
nanner in Ngeriathe Beatifu blends wth the idea of the playwight
wo after severd urest, cdonization, hardship, pditicd instability
ad mlitary interruptions still dares to describe Ngeria as beatifu in
the dance-drana. The use of nask in several scenes helps to hide
the true identity of the cheracters. In Ngeria too, the true idetity of
the people nay al so be said to be covered by a nask. In this regard,
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the Ngerian nationis such that despite the chall enges and the poverty
level in the coutry, the people still go around as though they are
cotert wth their situetion Ths is like the ‘suffering ad ‘smling
syndrone which Fela Aniku apo Kuti explained in his song, wichis
indicative of the nask of pretence Ngerians wear while suffering yet
smling

The use of nmask in Ngeria the Beautiful aso indicates the
rebellious attitude of Ngerians against coonid rue |If nask hide
idatity, then the peopl e have been forced by the cooniad rue to put
off their dd selves and vear a newlook that helps themto fight for
wet isrigtfulythers; thus opgposing cdonization. A vivid exanpl e of
this is seen as Funnil ayo Ransone-Kuti brings the peopl e together in
oe vace to figt for their freedom Avare of the rde of nosic in his
theatre, Gkd ohuilds his band of nusicians intothe entire sceni ¢ desi gn
of hisartistic creation. &kd o s incorporated nusical band takes a firm
position on the stage and operates at the heart of the ertire artistic
crestion as anindvisibe conposition tied resd uey to the tadity o
the theatrica perfornance. koo, inaninterviewwth the researcher
in 2012, explained that:

Mbst other directors wll not use nusi c except
the script is reqesting far it. Mst wll na
put indance except if it is actualy denanded
by the witer. Bit | see that nast of these
things can still work, wether the witer ask
for themor not. For ne, | can still nove the
scenes and aninate the text in nany ot her
vays, sothat we can at |east, nove wth the
ti nes.

Qhorha, alead actress in the perfornance of A Feast of Return
dfirmng the position of the drectar, naintained in an interview that
“kal0's chosen styleis the conpl ete theatre; drana, dance and nusi c.
kdois unique hedoes not redly do astraight drana like that which
does not infuse nusic and dance into his dial ogue in his productions.
H's nusic and dance are usual ly a nix of both the contenporary and
tradtiad. You see contenporary nusicians playing the sane thing
traditiona nosicians are playing’ (2014).

I nfl uenced by the cinenatic/nedi a art where thene nusi c as wel |
as bridge nusic collaboratively heighten nood and interpret scenes,
kol 0 too uses nusi ¢ in his perfornances |ike sound tracks to achi eve
the sane purpose. Thus, creating and heightening nood of his
perfornances wth a rhythnmc pattern that has been careful |y organi zed
and sequenced into di al ogue and dances. kol o perceives his nusic
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as soundtracks and reveal ed in an interviewthat “he adds a soundtrack
to his production fromthe beginning to the end of the play wthout
saying this is vhere nusic ends. This nusic |ightens up the dia ogue
and dances where applicable wthout dragging the tenpo. If for
anything, it enhances the speed of the perfornance” ((kolo, 2012).
Msicin A Feast of Return ad Ngeriathe Beautifu was a bl end
of the western and traditional nusic. This is evident in the ensenl e
of kolo which is usually nade up of local and western nusical
instrunents. In Ngeriathe Beautifu , perhaps, the reason for this nay
have been suggested because Ngeria was a colony of the British
Enpi re and col oni zat i on was anong t he i ssues whi ch t he dance- dr ana
discussed It is of interest to note that the Ngerian nationa anthem
was used as bridge nusic to link sone scenes while sone cl assical
notes were pl ayed at the background upon whi ch |ines were rendered.
However, d fort was not nade by actors especially those who
represented the British to speak in foreign accent. The classical notes
that were played at the background upon which lines were rendered
sinply suggested the era of colonization in the dance-drana. The
caseisnat df feret wth A Feast of Return, wichstat s wth nusic as
actorsfileacross the stagein‘desert crossing wearingtattered cl othes
and ailling as aresult of diverse diseases. This act vas folloned by a
rigorous playing of Bata druns by three artistes at the down stage
centre to set the perfornance on a high tenpo and suggest the vi gour
to be put in by actors during the perfornance.
Aso, nusic vas played in A Feast of Return and upon it lines vere
rendered. Misic was used too at the start of the perfornance to
announce the arrival of three anong the four nain actors in the
perfornance. As the nusic changes, the characters arrive the st age
one af ter the aher. Import antly too, the nusic was acconpani ed by
heavy dance steps. Qlodo (2002) opines that:

Musi ¢ becones the canvass upon whi ch
ka0 s theatreis painted in exciting strokes
o cdous. Ater vatching his plays, one get s
the inpression that is, before anything is
done in his theatre, nusic nust be ready.It
is onths that dl aher atistic inages are
hilt.

kd o internmingl e dances of the miti-cuturd ethnicities of the
Ngerianpeopleinto an abstractionwththeintentiontoinform educate
and entertain his audience. Indeed, sone of his dances depict the
cutues of the Ngerianpeogde Inaninterviewwth Abel U uedor, the
choreographer for A Feast of Return, he a firned that “as a
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choreographer | have worked wth nany directors hone and abroad.
V& oftenti nes pi ck aesthetics fromoutsi de our own cultures but, kol o
Wl not dothat. (kd o vants to take fromthe cuture of the people He
creates fromthe people s cuture and he is good at it (2014).

It isinportant to note that these cutures stand distinct fromone
anot her . However, other dances that were used are abstract in nature
and vere used to interpret and shed light on sone of the renditions of
the actors. Uuedor inaninterviewstated that “nost of the dances in
A Feast of Return, you nay call themabstract. But, they are i nages
thet edst s ether inthe sprit redm invaer a inthear. Bt they dl
exist fromthe creation of God and they are usual |y things you can see
wth your eyes” (2014). In A Feast of Return, dance was used to
suggest the enbrace of the Witenan's religion as indicated by the
lines of the Priestess of Mnory. The O faquane was a period of
W despread chaos and varfare in the reign of Shaka and Milikazi.
This vas presented through dance wth suggestive steps that first
showed the peaceful co-existence of the people and suddenly in a
ranpage we see dance pattern show ng the breaking of pots, beating
of the people, crying and shouting to indicate tine of var. This war
tine stories was further corroborated wth the Qun/hunters’ dance.
Anongst ot her dances is the Byo dance which hel ped to suggest the
peaceful reign desired by Mshweshwe, one of the rulers of South
Arica W a so had the resistance/solidarity dance whi ch shoved the
fight against the apartheid reg ne.

In Ngeria the Beautiful , the use of dance is quite simlar. Dance
was used to introduce on stage the nain characters who represent
the regions of Ngeria These dances equal |y represented the culture
d thedfferent regons as vell as their occupaias. Asthepda o the
dance-drana progressed, the dance nedi umwas used to express
resi stance and show confrontati on of the Ngerian peoge fightingina
collective struggle against colonization and its nany di sadvant ages
that tranpled upon the rights of the native. The use of the ballroom
dance i nfused wth contenporary ‘ noves’ in the perfornance i ndi cat ed
the conpl ete takeover of the nachinery of governnent by the officials
o the Bitish Quxil. Amal ganati on which took place in 1914 was
better explained in dance as the three main ethnic groups —Hausa,
Yoruba and | gbo peopl es were costuned in their peculiar attires and
had a dance of unison. Qher uses of dance in the perfornance were
to entertain and bridge long dia ogues especialy as found in the
narratives of the Qultan, the Geat Zk, Funmilayo Ransone-Kuti,
(paf em Avol owo and the Bane of Misical Gairs. Inadditiontothis
Uuedor inaninterviewcla ned that:
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Cance is one of the basic el enents that vere
used in A Feast of Return. Dance was
extensi vel y used because nost tines in the
works of kol o, he wants the deaf and duni
to understand what he is doing irrespective
of the understanding of the lines, the dances
too communi cate sone i n-dept h nessages.
Wien you go back to Anerican filns or
Ngerian filns, there is al ways bridge.
Sonetines the director uses this (dance) to
allowthe audience to get their breath (2014).

However, it is wrthy of note that these dances are inseparabl e
fromthe totad aesthetics of the perfornance. It suffices then to say
that wthout the dances, the ertire artistic conposition of the drector
isinconplete It is, therefore, upon theses dances that the conpl ete
explanations of sone of the roles and characters of the actors are
tied Qlodo further clarifies that the dynamnsmof his ((kd o' s) theatre
isfurther proected by the use of highly creative and astoni shing dance
concepts that are uniquely narried wth the ever-thunping esoteric
African rhythm (2002). Perhaps, dance as a communi cative nedi um
inthe works of (kolo was to enlarge and conpl ete for the audi ence
the expressions that the words of the playwight could not bring to
bear in his/her witing. Wth the dance nedium koo was able to
express his inmnernost feelings and interpretations of the work of the
playwight. Thus, he does not anal yze the text, but aninate theminto
broader understanding for the audi ence.

The Milti-tasking Aesthetics

Actor nanagenent has been one of the nost difficult aspects of
theatre practice. This is because hunan beings could be unreliabl e,
unpredi ct abl e and sonetines unst abl e. However, perfornance
excel [ ence can still be achieved if expertise of the director nixes wth
those of the actors in an environnent where discipline and
professiod ismis o toppriority. Actors serve as internedi ary between
the drector, script and the audi ence and the extent to which the actor
is used could deternmine the extent of the professionalismof the
drector.

DBesign, ligting painted scenery, prgos, €l aborate costune and
sone other el enents of the theatre can be expunged froma theatrical
perfornance but wthout the actor, the perfornance process is yet
i nconpl ete. Therefore, the appropriateness and skill of the actor
becones an essential part in the nake-up of the play production
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process. No doubt, the director helps in shaping this skill. In the
productions of Ngeriathe Beautifu and A Feast of Return, the acta/
cast nanagenent gives a lasting inpression of the proficiency of the
director inhisart. ko ouseslarge cast inaconpositionthat presents
very fascinating pictures before the audience. He uses large cast to
achi eve spectacle and comnmunication in his artistic presentations.
kd o brings together a teamof actors that gracefully swtches rde
anongst the various arts of the theatre especially dance, drana and
nusi c. Havi ng wat ched the perfornances under review, itismt at d
pl ace to concl ude wth an inpression that to be a cast of kd o, you
nust be know edgeabl e in the three nain aspects of the perforning
arts which are nusic, dance and drana

kolo nulti-task his actors, naking themchange fromone rol e
to another swftly wth ease and wthout the conscious avareness of
the audi ence. He sonetines converts his actors to properties on stage
using this as an inagery that builds nental pictures in the ninds of
the audience as well as conmunicate vital points. In Ngeria the
Bautifu, koo brings on stage four wheel barrows carrying actors.
Inturn, these actors were carefully positioned on stage to create an
inpression of anount an Inepe aivdy, this hunan created nount an
serves as a netaphor calling on the Easterners by the Geat 4k to
jon hands together to build their weaknesses into strengths and their
little into plenty. The nountain also portrayed the wake of
industrialization and created a roomwhere the peopl e coul d teamup
interns of labour to achieve a greater result of conmunal oneness.
However, (xdd s adept ness goes beyond mul ti-t asking of his actors
because his strength is built in his understand ng of the psychd ogy of
the actors. Qlodo admits that:

The vibrancy of this theatre is seen in the
ease wth which kolo often draws from
various cultura sensibilities and soci o
economc interfaces of the Ngerian setting.
S, one often finds about six actors or so
playing the rde of over 20 characters wth
ease in dance, novenent, nine, songs and
gestural conduits. That transformation
process is often assisted wth series of
suggestive costunes and nake up usual |y
inthe fomof nasks. That is, characters are
delineated wth nasks and as such actors
findit convenet to swtch fromone rde to
another. The itinerant progranme of this
theatre outfit also further inforns this
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conpactness. Inthis theatre, anything goes
and creatively so. Thisiswy we seeit as a

potpourri (a hotchpotch) theatre A thedre
o dl sots (200).

To nake hi s play an audi ence-actor filled experience, kol o goes
outside the box to bring his play to a closer understanding of his
audience. By this, he uses his actors as a league of narrators and
milti-narrators in one single aesthetically and artistically packed
perfornance. kol 0's actors are his dancers as well as hi s nusi ci ans.
For instace, in Ngeria the Beatifu kol o uses three actors as his
narrators and in A Feast of Return, he used four. These
af orenenti oned basi cal |y took the speaking raes in the productions.
kd o does this mlti-tasking aesthetics beautifully wth a contrast
through his use of nale and fenale artistes. Wth the interaction of
the actor-rarrator, wth the caflicd s and resd utions of their acting,
the dance-drana becomes even closer to the audi ence in neani ng
than it would have been wthout such an experinental work of the
drectar. Inaninerview, Ohorha, aleading fenal e actress in Ngerian
the Beautiful and A Feast of Return disclosed thet:

In Ngerian the Beatiful , ny roe there vas
very chal l enging, | played about sevenra es.
I was the only fenale actress in the
production. In A Feast of Return, | payed
the Priestess of Mnory, | acted like three
(3) characters, Mshweshwe, | played the
local wonan who was pregnant and was abl e
to nancewre in al the three rdes. If you
renener vividy, the Priestess of Mnory
keeps coning back as she was at the centre
of the play and she represents everyone's
menory. | think the nany rehearsals and
tranngl hednadeit possibdefor netoessily
change roles (2014).

Wth the aid of costunes and nask it was easy for actors to
break anay froma particular role and get into ancther as nany tines
as desired. Gonsequently, the audience does not have a fixed nent &
picture of a particular character and thus cannot be enotionally
attached. Qhorha in an interview added that “there are tines when
ve perform people do not knowthat it is the sane set of peopl e that
cones out to take the different roes. Wien | played Riestess of
Menory and Mbshweshwe, | al ready had ny Mbshweshwe shorts under
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ny Priestess of Menory costune, to allow ne quickly change from
one rde to the other (2014).

Snce the audience do not have a fixed nenory of the actors
and are not enational ly tied to them they are left wth an only option
of concentrating on the nessage as being rel ayed through the actor.
In Ngeria the Beautiful , for instance, actors were costuned on stage
inaparticuar scene. Hence, by changing into different costunes cum
acting, different interpretation vas dram fromtheir expression. The
rendition of Geat Zik, one of the nain characters in the dance-drana
was better understood by the constant change of the costunes and
actios o the actars. A first, the pegde st arted wth a cel ebration of
their colective union in a bid to defend the people' s integrity by
borrowng a leave fromtheir great heroes. Changing into anot her
costune which was nainly rags and tattered clothes, we saw the
resistance of the people against the inperiaists wiomthey terned
“dehunani zers” (Ngeria the Beautiful , 2011). It is varthy of nention
that all these actions were acconpani ed by suggestive dance steps.

Theatre is not a playhouse of nagic. It is a playhouse for re
enactnent of hunan being's daily life before the audience. This was
the understanding of koo and it could be said that he shares the
sane sentinent wth Bertolt Brecht who propagated the ‘alienation
theory'. By this theory Brecht dissuaded his audience from such
enotional enpathy for the actor and refocuses his audience to the
central nessage as presented by the actor. Herrmand and S | ber nan
(1998) describe this Becht’s theatre as:

M intellectualy anhitious theatre that am
at undermning the relationship between a
conpl acent audi ence and a dramatic
tradition based on entertainnent attributed
toatechnique of distanciation the rugtuing
o redist illusios, adthe nation o ‘gestus’
based on the construct edness of perforner,
spect ator and aut hor .

Tapping into this experinent al outl ook, kol o costuned sone of
his actors on stage whil e remindi ng hi s audi ence that they were nerely
in the auditoriumwhere artistic experience is shared Gofisan in
Qlodo (2002) enphasi zes this when he states that sone of you cone
into the theatre, expecting to see a narvellous vorld of dreans. Vé
are dl inatheare as you well know, and we see no need to hide it.
Therefore, kolo's directorial principle nay be summed to be
aud ence-oriented, noillusionistic, wtharadical dgectivity neant to
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de- enphasi ze enotion for his actors and enphasi ze the central
nessage as presented by them

Desi gn and Techni cal Conpact edness

DCesign is an integra part of any theatrical perfornance. Rut
together, design is an all-enconpassing aspect of play production
and it includes, anong others, set, |ighting, sound, costune and nake-
up. Designgenerally inthe theatre is used to enhance comnmuni cation,
create inpression, set the tone and style of a production, deternmine
period of production and enhance character role. Hwever, one very
inport ant factor is that the designer’s concept nust align wth the
drectar’s for an aestheticaly pleasing perfornance to t ake place. In
the productions of Ngeriathe Beatifu and A Feast of Return, design
concept coud sinply be interpreted to be flanboyant, glitzy, conpat
and non-conventi onal .

In these productions, costune types were basically day-to-day,
special and abstract. Wth these costunes, kolo represented the
df ferent cutures pecdia to the Arican people as well as enhance
conmuni cationin his productions. The opening of Ngeriathe Beautiful
| eaves a fascinating nenory with the el egantly built costunes, choi ce
of colours as well as associ at ed accessori es the dancers are ador ned
wthto depict the rich and unique culture of the people of South-south
Ngeria. Mny special costunes, including those of the Ageno H eni,
Egungun, and the Igunnuko nasquerades are found in Ngeria the
Beatiful . In A Feast of Return, we have the BEyo and | gunnuko
nasouer ades and the different specially built costunes for both actors
and dancers to represent different expressions and communi cate
purpose. | n both productions, acconpanyi ng the abstract dances were
abstract costunes that were used to assist actors to break anay from
one rde to another. In A Feast of Return, acol ytes were costuned in
bl ack during invocation by the Rriestess of Mnory. In severd other
scenes, we have actors costuned in either white or black wth abstract
denonstrations that helped to enhance the interpretation of actors’
lirs In Ngeria the Beatifu , actors were costuned to create the
inpression of a nount dn Aso, aher interpret aive rdes had the use
of abstract costunes but the essence of it al was to communicate.

Property used in the productions of (kolo ranges fromhand to
set properties and were quite effective in the conmuni cation of their
purpose. Amngst the various properties used in both productions
ae sdf, hand fan, handkerchief, wheel barrow, shovel, head pan
drum cal abash, praying nat, shield, club, norta, bicycde eathen
pots, etc. Varthy of enphasis is the use of the four wheel barrows in
the production of Ngeria the Beautifu . The wheel barrows were used
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to convey hunan properties to the stage and this suggested the wake
o imdstridizaion In A Feast of Return, two people struggled to get
their bal ance on a bicycle, while the nan rode the bicycle, the wonan
struggled wth the heavy | oad she was carrying on her head. These
act s created an inpression of strife, hardship, war, strugd e,
dct atorship and poverty. llectively, the act s give a better
inerpretation to the lines of Aiestess of Mnory as she explains the
reign of Shaka. In another scene, the Wiitenan was wheel ed in by a
B acknan on a wheel barrowindicating the tines of apartheid that was
experienced in South Arica This reign vas better explained in the
lines o afigraive Apartheid Mther and Child st ating the wel cone of
the reign of apartheid and its resultant effects and experi ences.

Lighting is another aspect of kol 0's production that deserves
attention. The use of lights in the producti ons under investigati on can
besadtobegnt wththedfferent illumnationstelingtheir omstories
in accordance to the director’s concept. Dverse |ighting equi pnent
and types nake up the productions of kol o. Al these have acarefully
chosen cd our mx and are best said to unify al the other aspects of
production. Wth the interface of the dfferent kinds of ligt such as
fresnel, strobe, profile spot and an assortnent of gels that ranges
fromred, blue, green and anber whi ch were reflected and lit upon the
pai nted scenery, costunes and properties, dif ferent inpressions and
nood were created. These noods range from happi ness to sorrow,
gid, festivities, var, ec. Ligtingadthecarefu sdectiond it s cdour
schene in the productions of Ngeria the Beautifu and A Feast of
Return brougnt great illumnation to the dfferent rdes of actars as
vel | as enhanced the visual aesthetics of (kd0's production. In the
productions under reviewit appears lighting had its om plat or story
cdosdy kntted ino the overd | aesthetic semsibility of xdo's artistic
constructi ons.

St and its design in ka0 s perfornances serve as an insi ght
into the overal neaning of the essence of his production. It is nore
like a predctor of situations ad everts. For hhm his set is a stay
tdligda fomproviding a visua passage for the actors. Ad, for the
audience, it provides a platformto grasp the intended nessage in his
work. Set is a conmuni cator of purpose. Interestingly, this nay be a
newinclusion, but incorporated intothe set design of kdoisthetitle
of his productions wich are often bddy witten a the top of his set.
This constantly reminds the audience the title of the production they
are vatching and it creates a lingering nenory of the situations and
events inthe production. It has al so been observed that the production
of xdo has one locdle. This singe locale provides the setting for
which al actions take place and provides for thema wder area of
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acting. This breaks restrictions in acting and allows for a continuous
flowof action fromthe first nonent to the last. The conti nuumof these
actions is further corroborated wthout bl ackouts fromthe first scene
of his production to the last. Besides, (ko 0's actors conmuni cate
wththe set in ease and their action on the sceni ¢ environnent sinply
shows a nastery of al stage areas by the actors. Wth a quest into
this know how, Qhorha declared, in an interviewwth the researcher
in 2004, thet:

M. kol o al ready knows what he want s, he
has already napped out his stage design
as vell as his costune. He does everything
theatre and that is what he has inparted into
peopl e like ne. V& go as far as constructing
our stage by ourselves. It is not that he
cannot enpl oy carpenters to do his stage
constructions, but he wants to watch artistes
do what they have learnt in schod. By this
act, (ko o gives everybody the opportunity
of havingto dothings, sothat you can stand
out in your dealings.

Fascinatingy, intheproduictiond Ngeriathe Beautiful , the cd or
mx for the set prgected aninsigt into the pay. W have the col our
naki ng up the Lhion Jack as vell as the Ngerian flag. U stage centre
ve have the Ngerian nap boldy designed into the set. This hownever
suggested that the story was a Ngeria versus the Bitish kind of story.
In A Feast of Return, the painted scenery had a represent aim like
that on the cover page of the published dance-drana. Thi s i npressi on
suggest ed abundance and at the sane tine struggle. The struggl e
was between two peopl e who had to ride on a bicycle wth the fenal e
carrying a heavy | oad on her head. However, this sane part ves later
represented in the plot sequence of the dance-drana to nean the
chal lenge the people went through during the apartheid regine in
South Arica Another aspect of the scenery was the picturesque
inpression of the previous production of the play. Infat, thesd is
best described as a poster of the play wth inpression summari zi ng
the concept of the play itself. kd o tries to nake you understand hi s
production fromhis stage. Fomhis stage you can tell what the story
isdl about. He does not just construct his stage for peodetoclap for
him he does it because it has ardetopay inhis producti on @horha
argued in an interview (2014).

St and its design are expected to aid actors’ novenents and
acting. kdoin his theatre considers this as a paranount issue that
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wll alowfor actors’ nanoeuwre on the stage. Hnce, set in kdo's
theatre is hult inlayers. Gses of this kind of set were found in the
productions of Ngeriathe Beautifu aswvdl as A Feast of Rturn. The
plafomprovides different plainstoadthe ddivery of actors. Rerhaps,
the secret of his conposition of large cast rests here. Wth the different
layers, koo brings on stage a large nunber of cast wthout any of
them been nasked by the other. Aso this aspect of his theatre hel ps
to showthe promnence of a particul ar character over another in course
of their delivery especialy through their presentation which usualy
takes place on different plains and level s.

Technically, design for kol o has a percussi on and persuasi ve rhyt hm
that tends tolink together dl the etire artistic ad aesthetic sensibility
inhiswrks. Hs visuad expressions can therefore be best described
to be el aborate, conpl ex, consistent and conspi cuous. Hence, sharing
fromthe sane pinnacl e as other designers, kol o hel ps to “show us
new vays to see famliar things, and howto interpret new situations
and events through various ki nds of visual expression” (Agoba, 2010).

Non- Stati c Phot ographi c Aestheti cs

Wthin a nonent of tine, so nuch takes place in the theatre of
kol 0. Every nonent communi cates its purpose and every nonent
carries different inages and conposition and thus presents pictures
of nonstill, nonstatic arrangenent of actors. kol 0's perfornance is
like a chain of reaction. This chainis broken down into novenent and
the novenent is propelled by the energy exerted by the actors. There
seens to be an energy that has been carefully built into the artistes
whi ch propel s themto act in the nanner they do. Hence, a high sense
of physicality is brought to bear by the dispay of (kdo's actors.
Expatiating on this claim Qhorha opined, in an interviewwth the
researcher in 2014, that:

To be in xd 0 s producti on you have to be
a aert, even wen you are dressed early,
you nust be on a standby for your scene.
S, it is tiptap back stage and on stage as
vel. W1, | bdievetha al these put together
iswa redly brings the cinenatic notionin
hi's producti on.

Wi | e | ooki ng through the productions of kol o, a photographer
is not likely to capture the sane shot wthin a defined tine frane
Wit this neans is that actors in (kdo's theatre exudes this vigour
that translates into quick and snappy novenent built into a rhythnmc
pettern orchestrated by the ingenious creation of the director wthin
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tine and space. However, while drawng this concl usion especidly
wth reference to the productions of A Feast of Return ad Ngeriathe
Beautifu , criticd atetionis futher placed on the actar wo brings
these patterned novenents before the audience in a distingui shed
manner. For the actor to exude such vigour, no doubt, he or she nust
let the aspect of self be overridden by the overal aesthetics chosen
by thedrector. Viat obt ains here is a process of transnut ati on were
actors strip thensel ves towear a newgarb fittinginto the entire concept
o thedrecta. A thispont, it is essy for us to dmserve that xdd s
actors could translate this exerted energy into different noods of
disdain, celebration, freedom worship, anguish, pan wvar, €c Inan
inerviewwth kdo, he stated that “I amtrying to see if | can nove
drana to appear before the audience like video.” (2012). If video
records naovi ng visual inage, then kol 0's theatrical piece strives for
such a nonent in his theatre by the speed and precision he put forth
inhsvork

The Act or - Audi ence Appeal

Appaetly, (kdo attenpt s to achieve a desired unity wthin his
perfornance space. This perfornance space is an integration of the
actor, the audience, the script and the st age. xd o strives to unify dl
these together in his artistic crestion. Frst, he unifies the stage wth
his actor and then the stage with his audience using his actors and
his other design el enents as his conmuni cation tools. In doing this,
he is left wthin space ad tine for vhich dl crestion nost fit. Inthe
voi d space between the auditoriumand the stage, he creates his work
to flowinto a rhythm This rhythmhas precision, speed, tenpo, tone
as wel | as nood.

Wihin this rhythm certain notion that actors are not to give
audi ence a full back in the prosceniumstage i s conpl etel y not adhered
to. Inhis atistic crestion, Gkdo does nat believe in such restriction
(i.e, actors are not to give audience a full back) as his experinent
reved s conplete full-back of his actors in several scenes in both A
Feast of Return ad Ngeria the Beautiful . The backing of the stage
by sone actors could be interpreted to be that the actors share a
sinlar experience wth the audience in a typical prosceniumtheatre
setting kdosinetionhereistoenhance actar to actor rel ationship
giving a doubl e-inpact to the nessages in the script as he percei ves
them Aso, he breaks away fromthe unreal acting where because
audi ence exists in the auditorium actors cannot relate anong
thensel ves freely for fear of giving audience a full back. (kad o through
his art drives hone the nessage that the audience is only watching a
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perfornance divorced of the sterectyped rules as nay be found in
the typical prosceniumtheatre.

In enhancing the actor-audience relationship, kol o severally
puts his actors in bunch and cluster to bring closer to the aud ence
the neaning of his essence in the theatre. 9 nce audience plays a
vital rdeinthe play production process and wthout thema theatrica
production is inconplete. It is, therefore, quite inportant to bring the
audi ence into focus while patterning the drectar’s atistry.

Li ne cumDenonstrati on Aesthetics

Qutting across the productions of Ckolo is the line and
denonstration aesthetics. Snply put, thisis a gven situation wth an
aest hetics whereby kol 0's conposition basically does two things to
achi eve one purpose. The purpose is to communi cate. But, what he
does hereis for an actor torender his lines wth novenent while other
actors denonstrate at the background or foreground to give vivid
explanation of the actors’ lines or at tines just nainly enhancing it by
interaction of actors. This denonstration might also be in form of
reacti on which cones as gestures, body novenent, dance, nusic,
shout, nod, sigh, etc., wth the af orenenti oned; audi ence gets a better
explanation of the narrative of the actor. In A Feast of Return, Gei mun
(2010 inLbaion| states thet:

V& who have crossed gul fs

Ad seas of sand and evil forests,

And deat h-deep val | eys and escar pnent s
And have returned as zeal ots

To the gratto of bitter nenories;

Vé, we'll criss-cross nuck and pai n

In order to be reborn

Wilethese libationlines were rendered, background acting takes
pl ace. W see two actors putting hands across each ot her 's shoul ders
and struggling to nake a leap, another carrying a very heavy | oad on
her head and struggling to nove, while another was seen on the
goud (like in a nnd) and the other exerting al energy to pul the
actor through. By interpretation, this shows the travail as vl as the
nany chall enges the South African peopl e had gone through over
tine. In the sane way, A Conmoner’s Gant in A Feast of Return
narrated the hardship, dctaaid rde var, ad the long suf feing o
the cormon nman during the reign of Shaka. In explaining this
Commoner’s CGhant while lines were rendered, kol o had backgr ound
denonstration wth along line of actors filing in and wearing tattered
clothes, carrying heavy load, all having different ailnents and
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disabilities. I9nlar background acting was seen acconpanyi ng the
lines of Dngiswayo and Shaka in the sane production. Qhorha, in
an interviewwth the researcher in 2014, averred that kdo insists
thet:

Wiat ever actions the dancers are doi ng on
stage nust tally wth what your diadogue is
on stage. SO, he does not just do spectacl e
because he wants to do spectacle. Every
spect acl e you see has one thing or the ot her
to do wth the pay.

The sane instance was foudin Ngeriathe Beautifu , but wtha
little difference. The denonstration that we have here alows for an
actor’s patidpation and reaction to the lines delivered by another
actor. By the actar’s reaction and denonstration to the other actor'’s
lines, the participating actar shares a paformsinilar to those of the
audence interns of reaction. Inthe rendition of The Geat 4k, wve
had actors’ reaction show agreenent wth Zik on the nany struggl es
and how the peopl e have crossed the rubicon on the shoul ders of
their heroes wo were the sources of their encouragenent. Wthin
the sane rendition too, actor reaction and denonstration shows how
the people fought against the inperia yoke that dehunani zed them
and how they sparked up resist ance. Stll, in Ngeria the Beatifu , A
Vdnan of Means figuratively represents the northerners and narrates
their experiences on howthe tal akana (poor) were deprived of goi ng
to schod . Wth tact, those who nanoeuwvre their ways to schoo had it
tough and rough. Through actors’ reactions and denonstrations, we
hear shouts, cries and conplaints as aresut of theill-treatnent from
the Dandokas (local police). V& see the actor denonstrate the
Candokas riding on the horse in their haughty nanner whi pping the
people, raiding for wonen and the farnhands. FFomall of these, we
see reactions of fear, commotion and pai n anongst the peopl e.

Further to this, is the reaction of actors to afemn Awol owo’ s
[ine which depicts agreenent the people owes their notherland in
enhancing her inthe eyes of the world.  pafemh Awol owo’ s lines thus
read:

V¢ nust choose and | earn

not to waver. Not to coner.

becase it isnat lifethat natters

but the courage ve bring toit.

because it is aduty that ve one

to our own dear notherland

to enhance her and to boost her

inthe eyes of dl the vorld (Ge min, 2010).
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As a foreground reaction and denonstration fromactors to A
Bane of Misica Gairs that narrates the uncanny situation in Ngeria
where the people naltreat thenselves wth an ill constitution and
president, we see sick peopde filing across the stage. To expain the
Oepth of theillness of the netionand its costitution, the sick vere | eft
abandoned only to be conveyed by wheel barrows frompoint to point
and al | these happen in a country wth abundance of natural resources
especidly the crude ail.

Namng a Syle for Felix Ckol o: The Phot ographi c Synt hesi s

Felix kdodisclosed, inaninterview, tha he derives nativation
for his creation fromthe cinenatic art. xd o puts into consi deration
his audience and tries to present his works on stage before themin
the sane nanner they would feel when in the cinena. The theatre
director further clained that “I amtryingtoseeif | can nove drana to
appear before the audience like video, it’s like wiat | cal wen | vas
young, cinenatography on stage” (2012). kolo's idea of
‘cinenat ography on stage’ is evident inhis entire artistic creation ad
it serves as pointers tothe dfferent aesthetic codes as were found in
the productions of (kolo. If ci nenat ography according to Brown (2012)
isthe process of takingideas, words, actions, enotional subtext, tone,
and all other forns of non-verbal conmuni cation and rendering them
invisua terns, then by extensionthe works of (kdowll beapay wth
i nages, words, character and interplay wth space. Gonsequent!y, vith
this idea in mnd, it is not bogus that sone characteristics of
ci nenat ogr aphy such as the use of thene and bridge nusic in the
formof soundtracks were extensively used in his perfornances.
Smlaly, speed and precision were other characteristics that were
foud in his work and this is prevaent in the quck transfornation of
roles and actions on stage that gives an idea of a non-static
photographic inage of actors and their action. V@ have called this
the Non-Static Fhotographic Aesthetics. Trdy, thsgves anidea o a
novi ng picture.

Fomthe above, the directoria style of kol o has been percei ved
to be ‘The Photographic Synthesis.’” The ‘photographic’ idea stens
fromthe pictoria conposition of the director which seens to cone
wth a swft rde changing like a photo froma snapshot |oaded wth
vari ous nessages. Therefore, the communication strength of the
director ishuilt insuchaway that even wth a photograph of any of his
conposition, the director still communicates an essence for his
present ation. Mreover, wth a‘dicd o an abrupt stoppage of this
presentation, sonuchis saidfromhis pictoria conposition. The word
‘synthesis’ according to Fornby, is “the act of confi ning separate i dess,
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beliefs, styles, etc.” (2000). If thiswordis adopted into the perfornance
circle, especialy wth reference to the vorks of ko, it wou d nean
that the director puts together various idions, ideas and aesthetic
sensibilities of perfornance art toinvent his omn aesthetics that stands
distinct fromworks of others. This too woul d nean that his works wi |
have such experinental outlook that allows for restructuring and
renodel 1ing of known concepts, practices and theories for staging.

Concl usi on

Style delineates the works of theatre directors and reved s the
inutiveMsand its author. It idetifies as vel as dstingishes the
vworks of theatre practitioners. Wth the growng wave of nodernity
and gl obalization, theatre directors are chal | enged t o be nore t horough
intheir artistic choices as the audience tend to expect nore from
drectos intens of ddivery. By ad large, the taa theatre idiom
whi ch incorporates nusic, dance, pantomne, dial ogue, chants,
staytdling etc., hes beenalinking aesthetics tothe African experi ence
where perfornance usual ly takes place in the village square. Felix
kolo has paid his dues through professional tutel age from great
theatre scho ars and this has paid off inthe severd drectoria idons
prevalent in his works. kol 0's acconpl i shnent chal | enges upconing
directors to take seriously professional excell ence and acadenic
pr ovess.
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