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DANCI NG OUT A NATION S STATE CF PITY AND
AMUSEMENT: KELANI'S RETELLING OF OGUNDE' S
YORUBA RONU!

*Tunde ON KOYI

Aost ract

This article dispenses wth the continuing dial ogue on Tunde Kel ani,
as a filnmaker wth a conscience and one who strives at di scussing
the on-going palitica quagnres, which have instigated reacti onary
novenents and forces to clanour for an ideal |eadership suitable for
the appropriate governing of Ngeria Tunde Kelani’ s naj or works are
poitically comtted and illustrate contenporary issues and politics
as wel | as critique the inevitad e conundrumof corruption. Inthis paper
thereis anaffirnationthat wth Kelani’s adaptati on of Hibert Qunde' s
Yoruba Ronu, the inaginative conmuni cation in the context of dance
has becone a neans for himto examne issues wth the aid of the
visual e ements of film Danceis enployed inaddressing afauty pditica
systemin Tunde Kelani’ s adapt @ian Yoruba E Ronu. Wth nosic,
song, drama, dial ogue, mine and poetry and the artistry of dance on
screen, Kelani’s postcdonid logcis futher buttressed inhis tenacity
as an auteur filnmaker who i s highly concerned about the very nature
and consequences of Ngerias ossified poitical system

Keywor ds: Tunde Kel ani, Hibert Qyunde, Yoruba Ronu, Dance, HIm
Yoruba E Ronu, Auteurism  nena of consci ence

I nt roduct i on

Thi s paper considers the rare but inextricabl e link between dance
and filmstudies, philosophy and neaning, and the significance of
dance to the natters concerning postcol onia |eadership and politica
i ssues and thenes in the works of Tunde Kelani. Kelani’ s fil nic cewres
are stegped in Yoruoatradtion Inspecid imstances as well there are
inherent cel ebratory and felicitous perfornances. As an experi enced
cul tural advocate his screen works show how nuch he is well versed
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inthe exegesis of Yoruba phil osophi cal worl dvi ew and cosnol ogy. Hs
penchant for producing politically inspired filns has recently
encouraged himto produce a re-wite through the very art of film as
i nspired by the power of dance, of Hibert Qyunde s1963 politica song
and play, Yoruba Ronu.

Yoruba Ronu was first inspired as a song wi ch becane a sl ogan
far the then first repdic paty, Ngerian Nationa Denocratic Party
that rued the forner Western Region of Ngeriain place of the Action
Goup Party after the fallout between uafemd Awol owo and Chi ef
Aintda Against the backdrop of this unfortunate di sagreenent
between the two |eaders, Hibert Qyunde conposed the song and
evetud ly tuned it toaplay inorder toinstigate and foster a reunion
anong the Yoruba ethnic group to avoid any formaof antipathy thet
vwoul d destroy the unity. Boun Gark’ s report on the inspirational song
and dranatic enactnent is relevart in this section

Quunde’s aim in conposing the song
‘Yoruba Ronu’ was to ask Yoruba people to
uni te once agai n to becone one of the nost
poverful and prosperous groups in Ngeria
Gventhe pditica atnesphere of that period,
the recordi ng of the song becane i nmensel y
popul ar . (389

Mich li ke Hibert GQyunde Tunde Kelani’ s attertionis d so dram
to the present situation of the Ngerian pditical quagmres, and the
kind of divisionthat has occurred anong the Yoruba peopl e in recent
tines where factional i zed politics has becone the nai nstreampracti ce.
Beyond this, Tunde Kelani’ s version Yoruba E Ronu cones in the
formof a filmproducti on wth an admxture and conposi te narriage of
dance, nusic, dialogue, poetry, ad so on Therefore, not only does
this version spesk to o criticize the Yoruba ethnic group but all other
ethnic groups in the coutry. The filmpreaches orderliness and a cal |
to dl to daogue as oe nation in spite of owr ethnic ad religous
di fferences

Under st andi ng the Goncept of Dance: A Qursory Survey

Cance can be seen as a socia art nuch i ke theatre, nusic and drana.
This is because such a perfornance art is actually brought to life by
peopl e and professional s who understand the excitenent, neani ng
and potentia that cone wth it when getting inva ved. Dance can be
conpl ex and denanding. It has the potentia ‘to sensitize the soci ety
on how such a soci ety can harvest devel opnental benefits through
the art of dance (Wpd o 232). This kind of sensitization is ooserved at
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several instances in the cinenatic conventions and experinentations
d Tunde Kelani’ s works where dance is enpl oyed to intermingl e wth
every other art form Dance is also a visua art, and because we can
see those who painstakingly partake init, it then becones nore | ucid
to understand why dance is also a structured and stylized novenent
intine and space.

Wthin the Ngerian schene of artistic and socia conceptions,
dance by defadt wll invdve nuisic. Inaddtion to this, “the Ngerian
traditional context of dance wll a so includes gynmastics, nine and
acrobatics structured to or orchestrated by nusic” (Neew 4-5). Dance
isacdtud at becaseit isrdaivetoanindvidud society ad hes
the tendency to be dynanic in its functiona reflection of that society
adits cutue Like every ather at, it is shaped by the cutue of the
people wo gve it birth and fom This is why Goenisol a Adeoti has
rigntly observed that, “what exists is a conmon notion of dance as a
functional and purposeful nanipul ation of the body in a rhythnmc
manner, expressing persond identity and cultura association (19).

Cance is a formof conmuni cation and, it involves in this case,
the efficiency of those wo are capable of interpreting ‘steps and
‘ chor eogr aphed” novenents to pass across a nessage. Therefore, it
isvery signficat tosay that like drana, film and music, danceis the
i nagi nati ve conmani cati on of significant experiences. Gven the subtext
of thisessay, theefae thefusion o dl the at s then cones in handy
as a body of conposite neans of communication. Dance, drana,
nusi ¢, dialogue, speech, rhetoric, and poetry are all fused toget her
to add up and conpl enent the filnic conponents recorded wth a
vi deo canera and presented to a nass audi ence who then vi ens and
consunes the nmessage. Wth the potentials of each conponent that
constitutes and enhances the filmc nedium and as explicated by
dance schd ar and critic and playwight, Felix Ainsipe, wat is observed
is, “a kind of comon fusion of nusic, dance and drana and ot her
related arts. Indeed these el enents are so i nterwoven inthe tradtiona
performng arts that the absence of one renders the whol e
per fornmance inconplete and in nost cases unacceptable to the
peopl €” (224) .

Tod firmAisipg s clam it is extrengly inport ant to nake
ref erence here and patiadalyto Tunde Kel ani, who in his ng or works
enploys the tod s of the total theatre convertions. Hs renni scences
of and cont act wth practitioners of the Yoruba travel ling theatre groups
of the 1950s and 1960s only attest to the fact that he has a penchant
for and coomtnent to using local tropes to exanmine and expl ore
significant issues of inmense concerninhisfilns, nuchlikethey vere
expressed in the perfornances of the forner nainstreamtravel ling
troupes, during the early practices of the thestre on weels in Ngeria
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In Kelani’s cinenatic convertions, there are specificities o the
trave ling troupes that find sufficient space for effective operation
Proninent anong these cinenati c oeuvres (and al so wthin the frane
and sutext of this paper) are CGanpus Queen, Sawor o | de, The Narrow
Path and Arugba.A | four works acconmodat e a great deal of neasure
o the tata popular Arican theatre (Kerr 92), and perfornmance
strategies (Qaniyan 2), which constitute the Yoruba enclaves. These
el enents of the dranatic and the perfornance a so function sufficiently
and significantly as tropes wth semotic neanings at various and
specific level s. Not only do they performthese functions for the purpose
of enjoynent, but al so they subversively chal | enge Vst ern hegenoni ¢
traditi ons, conventions and, theorizing universal |y accepted paradi gns
and standards in order to formulate a set of local ideas and concepts
o irredcide Aricanness.

Tunde Kelani and the Lhiverse of his FIns

Tracing ny journey in the nediumof filnmaki ng, ny
nain inspiration cones fromny cul tural experience.
For exanple, | aminmersed in a fusion of folklore
Yoruba literature, philosophy, art design, dance, msic,
drana, etc. (Kdan 2

It is evidet that Tunde Kelani’ s personality as an auteur of
longstanding is indicative of the filmc oeuvre he has so far
pai nstakingly produced in the last tw and a half decades and are
also specifically dedicated to highlighting and anal yzi ng t he nuner ous
di scourses that surround our inpressions of the socio-politica issues
of Ngeria and he does this in the nost perceptive, sensitive and
consci ous manner. Hs coonmtnent to the problens of Ngeria can be
likenedtowiters and dranatists |ike Vi e Soyi nka, John Repper G ark,
Qa Rotinm, Fem Gsofisan, Bode Sowande, Nyi Gsundare and Kol e
Qwt oso, anong others, who have devoted a lot of their literatures to
such paitica and sociad prodlens. This group of witers are aso vl |
educated in the Yoruba cosnol ogi cal epistene, and such aspect s d
the Yoruba vorl dvieware al so present inthe works of Kelani. Thet is
why he believes that when he traces his journey in the nedi um of
filnmaki ng his inspirations are drawn from“cultural experience ... | am
inmersed in a fusion of fdklore, Yoruba literature, phil osophy, at
desi gn, dance, nusic, drana etc.”(kelani 2)

There is no other filnmaker in Ngeria that devotes his ingenuity
and talent to addressing issues of palitical concerns as nuch as Kel ani
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does. This is renarkably t rue because his works however steeped in
the Yoruba cultural natrix, are geared towards postul ating an agenda
inthecreationof anidea society; toponthe agenda of al third cinena
nakers. Hs career did not begin from fil nmaki ng, but rather
phot ogr aphy; taking pictures of people, places, conmunities and
events, festivals that were eniedded wthin the structures and
epistenol ogy of the Yoruba life and schenes of social existence. It
was this fascination tonards the power of inages and the rhetorical
potentia s of visuals that instigated and encouraged this phenonenal
Cineaste to venture into the art of filmmaking, a profession that has
nade himone of the nost inportat figres in Arica, and that has
also singled hhmout as a forenost fil nmaker and narked hi m out
exceptionally as a ‘pditicaly coomtted cinesste, a the forefront o
paiticdly driven filmconcepts ad artistes dike

| discovered photography fromny prinary
school days. | had seen ny first nobile
ci nena when they cane to ny school and |
can renenber sone of the inages of the
first filmthet | sav. Because | nissed ny
not her | would cone to the front of the whol e
conpound and sit all by nyself and watch
the taxis (Mrris Mnors) zooming past. |
noti ced the shadows of wonen returning
from | berekodo narket, thrown across the
side of the barber’s shop. Wen a car
approached | could see themwth the
shapes of their baskets bal anced on their
heads, bopping up and down the wval |, and |
coul d see the speed as the car pulled a ong
the wall, they noved faster until they
di sappeared conpletely, alytos art again
when anot her approached. These were the
kinds of early inages that | had in ny head,
so | suppose it would not be possible to
igoeadl that. (Kdan in Hynes 3)

It ispossidetoassat thaa Tunde Kelani’ s experiences at t aking
pictures partly shaped his idea about filmmaking. Hs training as a
ci nenat ogr apher at the London HImSchool in England was a plus to
gat her good enough experience at becoming acquainted wth the
techni cal know how; since he had already st arted out as a Technica
Canera Assistant a the Western Ngerian Tdevision Athough, on
his return back to the country everything had changed conpletely
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and the adventurous hope of working nore professionally wth the
celluloid was dashed, as it becane “rather too expensive to nanage
and nake filns on celuod (Bowvwazi 27). It is the death o cdldad
filmmakingin Ngeriathat ledtothe gradua energence of the Nol | ywood
(Esonwanne 27).

The evol ution of the video technol ogy saw the invol venent of
non-artists and busi ness nen and wonen investing a great deal and
heavily on film using the video caneras; wat Tunde Kelani has
conceptual |y described as ‘the aternative technoogy. This is the
technol ogy that has al so nade hi s works popul ar and shaped hi s idea
at producing quality productions; “al of which he arguably and
dstinctively identified as not essetidly Nl lywood” (Qikoyi 69-70).
In the hope of naking a splendid nark around the current trends and
practices in Nl lywod, Tunde Kelani’ s decision to nake filns out of
literatures becane the necessary condition for what he thought good
filmmaki ng should look like. For him these were ready nade works
that any filnmaker could “engage wth and scripting for the screen,
especially as they illustrated issues that affected one's inmed ate
soci ety” (Kerr 92). Hlmmakers of the typical Nl |l ywood genres do not
adapt literatures and nost of them have actually conpl ained that
denands for such serious task of recreation of literature for screen
vere artistically and financially denanding. Technicaly, the at o
adapt ati on was extrenel y denandi ng and tine consuming for the crop
of filnmakers who birthed Nol | ywood. Such enornous consi derati ons
cou d not have been fancied by a set of philistine-nindset narketers
and nutinies whose sole aimhad been occasioned by the sheer
profiteering inclination that folowed the nass production of slipshod
and badl 'y nade fil ns.

For the serious ninded filnmaker who was fully aware of the
advantages of adaptation, theretelling of aliterary source vas nothi ng
nore than avel cone ideafor reinterpreting the deeply rooted historica,
cutura, socidogca, anthropol ogical and paitical experiences of
famlia socieies. Take far imstance, Kongi' s Harvest (1965), a pay
witten by Vil e Soyinka. Because of the subject that dealt wth the
problemof political leadership which it treated, it becane a ready
tenplate for the socialy and pditicaly inclined fil nmaker to adapt for
the screen. The play is steeped in the discourse of sone kind of
revol utionary ethos and cl anours for an agenda t onar ds soci o-political
change by attacking “corruption, the enpty rhetoric of political
sl oganeering, the nanipul ation of the nass nedia to legitimze
dctatorship ad the cut o persodity’ (Kerr 93).

It vas not surprising that filmproducer and director, Fancis Qadel e
ad his Amwrican colleague, Gssie Davies (now |ate) respectively
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decided in 1970, under the Gil penny FHIm Producti on Gnpany, to
produce the book (Kongi's Harvest) irto a filmon cdlddd Tunde
Kelani’s decision to also nake filng out of literary sources is not
suprising too. Arguably, Kelani seens to be the last of the surviving
practitioners of the nai nstreamcel | ul ol d technd ogy, and one signi ficant
figure who nanages to nerge his experiences as a cel l ul oi d technal ogi st
wth the alternative technology to create highly rated filns and
adapt atias. The adapt ati ons and works produced by Tunde Kel ani
and consi dered as productions of imense quality include Ina (1985),
whi ch was adapt ed from | daanu Paadi Mnkailu, witten by Bayo F eti;
Kosegbe (1995), adapted from Ak mnwunmi | shol @ s book of the sane
titte The Wiite Handkerchief (1988), adapted froma book entitled,
The Virgn, witten by Bayo Adebowal e; Thunderbolt Magun (2000),
adapted froma novel by Bayo Fal eti, The Wore wth the Thunder bol t
A DS The Narrow Path (2006), adapted in ful and in cdlaboration
wth Nji Awnji, from The Virgn, again by Bayo Adebowal e; Maa m
(2010), adapted fromFenmh Gsofisan’'s novel la and aut o-bi ography of
thesametitle Dazzling Mrage (2014), adapted fromYinka Eohokare' s
novel of the sane title and recently, (the present paper 's case study,
Yoruba E Ronu (2014), a nusi cal dance adapt ati on of Hibert Quunde’ s
dassic Yoruba Ronu.

Theoreti cal Franewor k

Wit wll be considered here is the postco onial theory, wth one
of its nost critical approaches anongst a plethora. This approach is
not froma Eurocentric notion of the theory which addresses the
encount er between the col oni zed subj ects and the inperiaists. Inths
context, the postcoonia theory is enpl oyed fromthe point of viewof
reactionary schd ars, theorists and critics wo address the potentia s
of the theory a enphasizing the ‘critique-hong paradigm That is to
say, exporing a situation were the theary is ade to exanne |inks
between Arican cutues inthe ligt o their shared histoy and in
relation to accounting for the neo-colonia engagenents. For instance,
isslessd dct aaship pditicd irst dlity, econonnc inst dility, corryion,
despati smin Arica ad the kind of resist ance exhi bited by those who
suffer fromsuch negative paitica tendencies.

The thrust of this approach does not, privilege, as Kenyan
Tonasel Ii would later put it, “od truths” concerning “devel oped-
under devel oped” and “core and periphery” regions.as the “reaity
of dsparity add ineqaities persists’ (12). Such an approach of the
postcolonial inits own terrain a so addresses what Mchael Chapnan
observes as aninterrogati on of “the constitutionof ‘owi cuture, stasis,
bounded; ... It examnes thenes of exile, bel ongi ng and non-bel ongi ng,
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idatity, orality and indigenous |anguages in nodernity...(and nore
sgificatly) Arican constructi ons of thensel ves” (19). Insinpleclarity
and coherence, this is exactly wat Nl lywod tries to offer as an
agenda.

The notion again insists on transcending the possibility of using
nai nstreamVeéstern i deas, |ogic and paradigns to explain or ana yze
Aricanfilms. This thrust of the postcdonia theory is drawn fromArun
Mikherjee's “witing-hong paradi gmwhi ch essentially advocates for
an entirely socio-political critigue of the goings-on wthin one's
i nmedi at e society. The theorist criticizes and argues against the
‘Bpire Witing Back nodel, which sees a whole lot of witers of
postcal oni @ soci eties enark upon such a continuity of over flogged
jourrey of witing back. Mikherjee interrogates post col onialism by
exposi ng the probl ens associated wth the group /canopy theorizi ng
by ‘el postcdond theorists woinsist ontaking about al postcd onid
cdtues wthnthecdtue d sdectivity o issues o idetity, hiridty,
creolization, subversion of inperial text and |anguage, parody and
mnacry wi ch connote the * Negritude and Pan Aricaninst ances.” The
signficace therefare incritiqing the postcdoid inoder to ‘wite
hone’ becones crucia to the ongoi ng di scourse.

Yenh A anda’ s critique and examnation of Arun Mikherjee' s
approach foregrounds this crucial and urgent reception when he points
out that such a positionis easily inspired by “the Giri bbean Ginadi an
witer Donne Brand while interrogati ng Derek WA adt’ s works in her
poetry wth the affirnation of witing hone instead of witing back”
(164-165). Gventhe foregoing, inthis regard, thereis an urgent need
to suggest, as Mkherjee does, acreation of a discursive arena, wWere
postco onia theorists and creative artistes can amto direct ther
inerest and attention, such that they wll be odliged to investigate
their inmedi ate postcolonia society. This advocacy is cruciad to the
survival of docunentation of the contenporary issues wthin societies;
rather than relying heavily on sterectypic narrowhbrand of the literary
teds.

Aanda’ s paper seens very rel evant to the present di scussion of
Kddan’ sfateadtothethrust of this paper. However, while enpl oyi ng
the witing hone parad gmas instituted by Arun Mikerjee to anal yze
Kelan’' s recent attenpt, Arugba, Aandafailedto drawattentiontothe
nativist concept of Kelani’s works. This ‘nativist concept’ is very
sigificat intha it resouwrcefuly helps in the uderstand ng of how
functional the cutura and traditiona tropes are, and which Kel ani
employs indstilling his aesthetics in a large body of filns. A anda
does not address in full this significant part of the postcol onia
requirenents and of artistic denands which, as a natter of fact,
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constitute, toavery large extent, sone of the requi renents needed to
cone to terns wth the Mikherjee approach (167). This is because it
solidifies the toeho d of Mikherjee s approach to the purposes of the
di scourse of post-coonia studies, and wth regard to the chal | enges
nost postcol onial societies like Ngeria experience.

An Explication of Tunde Kel ani’ s Yoruba E Ronu fromthe Roi nt
of Mewof the Postcolonial GQitic of the Witing/ Shooti ng Hone
Par adi gm

Inwat ve refer to as the postcdonid Arican cinemna there is a
neticu ous intention by the Ngerian Auteur to deliberatey anchor the
process nessage entedded in his short nusical -dance political film
By placing the production wthin the earlier discussed theoretical
franmework (witing/shooting hone paradign), the assertion here
sustains the argunent that Kdan inthisfilmnot only criticdly addresses
a comon problemin Ngeria, but artisticaly enpl oys native-tradtiona
arts, tropes, and el enents to drive hone his points. The subtext here
isthee Tunde Kelani deliberately confront s and addresses a national
probl emw th dance novenent s thet are pecliar tothe Yoruba peopl e
and as a veritabl e vehicl e through whi ch the auteur again reminds us
of hisinnovation, unigueness, worldiness and rootedness intradtiona
cadtue

Yoruba E Ronu is adrect parody of Hibert Quunde’ s cassic
nusi cal -dance drama Yoruba Ronu. Gncerned wth the st ae of
Ngerid spditicd situaionadtheresdt ant inbrogios, Tunde Kelani’ s
deci sion to produce a short filmthat cones in the foomof a nusical -
dance presentation is seen as Kelani’s continuing of a patriotic and
passi onate act for the genui ne survival and devel opnent of his country.
H has also affirned that by producing this adaptation of Hibert
Qunde's classic and satirica drana, he is critiquing the excesses
and the antipathy that exist between various Yoruba groups inthe
presert pditica dspensation Another part thet begs for exdicationis
thet thefilmalsogenerdizesinhiscriticismof every other ethnic group
in Ngeria Husas, Ighbos, and other minority groups perhaps, as he
inplores al toput anendtothevariousrivaries that costantly truceate
the progress of the country. Aove al, he believes strongy that by
reproducing the classic he is aso invariady paying a tribute to the
| ate doyen of the arts and the trenendous contributi ons he had nade
to the goth and reputation of the socid histories of the arts.
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Hubert Qgunde’ sYoruba Ronu vis-&vis Tunde Kelani’s
Yor uba E Ronu

The attainnent of noral standards is very crucial to the nany
works that were produced by Hibert (gunde. Hs style was a
confii netion of satiricad overtones wth alegoricad nilieu, and this play
Yoruba Fonu, inpaticda, isanajo vk that vas pditicdly inspred
in1963. It has onthe surface ahistorica thene ana yzing a ni neteent h-
century defection by Feld Mrsha Aonja o [loinfromthe akhority
o the Aafin of Qo, a Awgoye. Aonja dlies hingelf wth the
invadng Flanis, but is evertudly killed by the peogde of lloin (a
Hwgoye is reinstated on the throne, the Rlani are expelled and the
(ra brings a renewed era of prosperity. Athough, Yoruba Ronu is
based on real events o hstay, it ne wthala o serious sethecks,
whi ch were prone to reactionary artistes wo dared to chall enge state
functionaries and perhaps un-constituted authorities in post-co onid
mlieus. Inspiteof thepay straditiona aesthetic premses, it had sone
rel evance that was essentially nodern. David Kerr’s lucid and
affirnative descriptionis usefu inthis regard

The plot was accepted as a thinly disgui sed
al | egory about post -i ndependence paliticsin
N geria s Véstern Regi on. (ha H waj oye was
idetified wth Gief Awd ovo, the |eader of
the Western Region Action Goup. The
defection of his deputy vas para | €l ed by the
creation in 1962 of a splinter paty, the
Ngerian National Denocratic Party led by
Qi Aintola, anay fromthe Action Goup
adinalliance wth the Northern and Federal
pditidas. (9

The consequences that fol | owed Qyunde’ s enactnent of the play
are well-known. But as inportant as the outcone of those events
appeared to be, they arenat sigificant tothis explication or the erntire
essay. Wiat is of greater concern is how Hibert Qyunde’ s Yoruba
Ronu has been transforned i nto a fil mproducti on of the sane nusi cal -
dance drama. The work is tinely, add yet tineless. Ad it is because
of its tinel essness that Kelani chose to attenpt an adaptation of the
work wth regard to its genuine intent and rel evance.

The i nagi nati ve and creative strength of Tunde Kel ani’ s version,
Yoruba E Ronu imovatively replicates the various antipathies inthe
Quunde versi on and al so depicts the sane antipathies that exist even
anong al the ethnic groups; but nostly it interrogates the hateful
nanners and revel ations that occur inter-ethnically. Through a whol e
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plethora of different dynanic dance steps and situational novenents
of neaningful rhetoric, certain aesthetic strategies for understandi ng
the pat develop, since it relies on the artistry of the dancers wo
produce them These novenents of dance are well choreographed
and they also nanifest in nanifold forns such as: conbative
novenents, reactionary novenents, novenents of hatred, novenents
of inhibition, novenents of uoroar, novenents thet instigae etc. W
al so notice the gradual energence, flow, retention and sustenance of
the novenents of conscience; novenents that seek friendship,
novenent s that seek | asting peace or, that showthe subject sinthar
hel pless state, placating (an) inaginary god(s) to cone to their aid.
Like Hibert Quunde’ s dassic, Tunde Kelani al so adopt s the sane
‘rhetorical reasoning as a synbdl of getting a the noral behind the
appear ance of the physical present, nanely, apditicd situetionvhich
devel oped anong the Yoruba wherein one politica |eader betrayed
another only to score a nere political advantage. With an enterta ning
nedi umof dance and nusi ¢, Tunde Kel ani depict s situations of conet,
and a state of anarchy in a society in need of urgent transfornation.
Hs version is a clear broadening of Qunde’s classic and he nakes
the presentation so perfect wthout disrupting the intended process
nessage. The fil mbegins wth an establishing shot of a narket square
in a supposed and obvious Yoruoa milieu. The appearance of every
single personis deplorable. There is a conposite el enent of sadness,
squal or, aject poverty and lack. This scene is const atly judt aposed
wth close shots of two opposi ng groups who are distinctively dressed
indfferent costunes. Qe group seeks the votes of the el ectorates
a the arena. The other group, in conative postures, disrupts their
canpai gn, and discourages the el ectorates fromvoting for the first
gr oup.

Inaseries o boast ful songs and poetry, acconpani ed wth dance
steps that illustrate such boestful ness, the first group reacts to the
various verbal attacks fromthe other group, whomthey assune does
not have the guts to stop themfromcanpai gni ng. Wsi ng vari ous songs
wth colourful poetry and |ineage-derived oral corpus that neasure
up wth the dance steps, the illustration of such reactions fromthe
opposition are aso equally garing. They are full of confidence and
al so show that, they possess the will power to wthstand the
presunpt uousness of the boastful group wthout cowering. Wile these
groups continue in their quarrel sone display, simit aneousl y anot her
scene shows a group of custodians of tradition (priests and
priestesses), in a neasured procession, heading for a nassive rock,
where they retrieve a bi g ca abash. As they begin to nake a novenent
anay in the sane nanner as they arrived, a quick junp-cut revea s
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the gous as they engage inafree-for-dl, beatingandinflictinginuies
upon thensel ves. As this scene goes on, ancther junp-cut reveal s a
young nan who al so | ooks |ike a traditional custodi an, observes from
above the fighting subjects and shakes his head i n bew | dernent. He
breaks into a song that reflects the show of shane of these groups
wo he refers to as Yorubas.

H s song enphasi zes the past; howthe peopl e of Yoruba extracti on
vwere once respected for their unpardlded ineyity, education and
unrival l ed wsdom He criticizes themfor their present invol venent in
what was considered a series of taboo, taking lives, stealing, and
engagng inal sots of corupt practices, onthe strength of acouiring
political power and wealth. There is a constant accusation of greed
and a wll to kill because of pover, rather than seek a ter love ad
unity anong thensel ves. FFomthe artistic angle one can observe
that the figure of the young nan | ooki ng down upon the fighting subj ects
is like an internedi ary between the gods and the people. He speaks
to the gods to intervene in the ongoing natter that has boxed the
Yoruba peopl e into a space of disadvant age and outright hunliation
The figure pleads on the peopl € s behalf to restore themback to their
forner place as reasonable people of leadership qualities that can
coordinate an entire race tonards a call to coexist as a neaningful
SOCi ety .

Gadual |y, the sequence shows an approachi ng entourage of
the earlier procession of priests and priestesses. There is a | eader
anong them who carries a palmfrond while another carries the big
cal abash which i s perhaps filledwthveter. As the two groups observe
the approachi ng processi on they find thensel ves in a position where
they are forced to respond reasonadly to the custodians of tradition,
and gradual |y cling together into one conmunal group. A this part,
thei r dance novenents becone rather peaceful and coordinat ed;
depicting a sense of unity which the internediary craves for. The
processi on has by this tine gat hered anong them They perf or msone
etutu (rituals) and sprinkle water upon the group and the entire
communi ty.

A the end, thereis restored peace and everyone has a sense of
starting al over againto coexist as a comnity, anotif that usualy
perneates every sing e paiticaly inspired work of Tunde Kel ani and a
kind of reassurance that, inspite of the challenges of a nation, there
is hope that those challenges wil one day becone a relic of history.
Suich a neta-narrative only registers Kelani as the nost respected
auter wo sustains his filmwth such dan vital. The leader of the
procession in the art of mne points to each and every one to engage
in neaningful reasoning together, to live as one by inploring each
and every nenier of the conmunity to desist fromany formof i nmoral
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act that could truncate the peace and harnony anong them a sine-
gua-non to a progressi ve and forward | ooking soci ety.

Kdai’s Wse of Dance and other Aesthetics in Yoruba E Ronu

In Yoruba E Ronu thereisacderaiona dl thecdtud aesthetics
thet arelocaedindl Yorubatradtiona societies, adthat are evidently
present inthe pditica econony of lifestyle anongthe Aainotravdling
theatre perforners of the 1950s and 1960s of whi ch Quunde hi nsel f
was an inportant nenber during his fornative years as a theatre
practitioner. Snce these elenent s were crucia to their thriving
perfornances, it is significat to note that enough evi dences have
shown that Tunde Kelani is extrenely influenced by the aesthetics of
Hibert Qunde vis-a-vis the Aarinotheatre groups. Not only does he
retainthe loca tropes (were functional dance pl ays a promnent rol €)
but further enhances these tropes to function as the nedi umthrough
whi ch the process nessage in Yoruba E Ronu is adequetey tdd
Cance as enployed in the filmis not only functional as an aesthetic
but al so conpl enents, to a very large extent, the visua rhetoric of the
film and contributes i nmensel y to the varied functions of the cinenatic
conponent s.

The essence of the cinena of conscience is al so observed in the
filmand nare specificaly Tunde Kelani drives hone his politics and
post-coloniaity as a socialy coomtted fil nmaker. Qe is likdy to
understand that dance, as a notif, appears to have becone a
promnent traditiona natif and aesthetic that recur innost of Kelani’s
narratives, nuch nore than any other aesthetic elenent. Mich |ike
Hibert Qgunde, Tunde Kel ani’ s enpl oynent of dance is very ecl ectic,
adthsisasareudt o his pariaic passion to renvet cuture ad
tradition. This act of reinvention enables Kelani, to confront the
chellenges of ethnicity and cdturd identity. A a cutural advocate,
Tunde Kelani is very nuch aware of the significance of dance in the
Yoruba society and how it functions in nany ways. It serves as an
integral part of coomunity life which takes on severa socia functions
that are at tines closely connected wth custons and rites. It serves
as a neans of social organization anong the African peopl e

Like nost of Tunde Kelani’ s works, Yoruba E Ronu is like a
coni nation of so nany things. A once it cones in the fomof a
conpl ex net aphor, a conpl ex nusical dance enactnent, a short
complex film or arare kind of nusical -dance genre in filmformor, a
post noder n docunent ary. However contentious the af orenentioned
descriptionnay seem it isrichad cdoufu incutura inagery, nosic,
dance, poetry, proverbs, hunour, dran® nagic and characterization.
Anmni-story wth a sizeabl e [ ocation and short but wel | stringed scene
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of sequential order, Kelani constructs a rather conpelling net a
narrative vhichillustrates “the tensi ons between howN gerians grappl e
wththeir nation s corruption, greed, |ack of devel opnent on one hand,
and howthey continue tofind strength and unity intheir unique cutura
resources, on the other hand’(Kein 142).

Tunde Kelani’ s filng cotain elenents of politica econony of
lifestyle and aesthetic preferences. Inthis corpus, thereis acdlection
of cutural business that cones to the fore, a belief that describes the
Yoruba people as cultural producers in their own rights, rather then
consuners of western cultures alone. This adequately explains why
Tunde Kelani, at every opportunity, reinvet s lost cuture in nest of
his works. As a filnmaker and cultural producer, he hes t aken the
liberty to constantly concern hinself wth the disappearance of a
particular elenent of cultural aesthetics, values, worldviews, and
asable (tradtiod cdtue). It is afadt thet the ater is irsgrirgy
and constantly egged on by a tendency of passion and sense of
urgency tostick out hisneck for acuturewichhebeievesis constatly
inastae o innca threat. In his various atenpts at painstakingy
preserving cuture, the only way such preservation can be done is to
portray it on screen

Concl usi on

This article pursued an argunent on the inextricabl e |i nk bet ween
Arican dance and African fil ma rather nuch un-researched area both
inthe field of filmand dance. God enough attention has been drawn
tothe contributions of Hibert Qunde to cultural productions in Ngeria
through the ci nenat ographi ¢ conventions of Tunde Kelani, and
through the explication of the art of danceinhis adaptati on of @Qunde' s
Yoruba Fonu, Yoruba E Ronu. The study af firned that dance functions
anong other arts forns as a neans of historical docunentation of
hunan activities and as nmirror of society. It dso pafans pditicd
functions, social engineering, for educational purposes of teaching
noral s, docunenting historical events, ad paticdaly, conpl enent s
the very functions of the various ora literatures. Hibert Qunde' s
vorks have in the present tines becone texts of |egacies |eft behind
They were produced by the art doyen for contenporary artists to
reconsi der for subversive intensions of which adaptationis critica.
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