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ORAL PERFORMANCE TECHNIQUES IN THE WORKS OF
D. 0. FAGUNWA

Olanike Olaleru

of African literature was occasioned by the [ transmutation of the
ality to the written

Abstract
The emergence
into the written mode. With the transition from or
both in the local and acquired

oral tradition
ded by Western education, Nigerian writers =
skills in constructing modern

culture, ably ai
foreign languages, began to engage their creative writing

gradition to achieve their purpose. Thus,
inued to exist side by

narratives while utilising resources from the oral

the oral tradition, Ta ther than diminishing, waxed stronger and cont

side with the written (radition to reinforce and enrich Nigerian literature. D.0. Fdginwd,

an indigenous Yoruba writer, is 0n€ of the best known for his skilful adaptation of oral

material, as well as employment of oral presentation rechniquies, which makes his written

works unique and unforgettable. Among oral presentation Strd tegies exploited by Faginwa
declamatory speech,

humour (&f¢)

to maximum effect are rhetorical language: manifested in h yperboles,
rkable two-way communication.

reiteration, and sty hor, proverbs, T epetition,
among others, which

the oral performance tradition take for granted that enactment
of an audience who enthusiastically participate in the

The crucial aspects of
e at a show. This attribute would thus explain the

takes place in the lively presence
enactmient and do not just specta

(inwa narratives, and their unique descriptive

gerian literature-

distinctively oral-written peculiarity of Fdg

flavour. These qualities have secured @ Jasting influence for his legacy inNi

This paper concludes that Fdgunwd's in-depth grasp and deployment of the intricactes of
the Yoruba oral performance ST tegies gfully aid his effectiveness s an exceptional

raconteur and performance @ rist.
Audience, Enactment, Techni

gradua

actively engage

meanir

ques, Fagunwa narratives

Keywords: Oral performance,
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Introduction

. and the

In his 1945 article entitled ;::::J;fpﬂﬂs ok ;irnpt?gnel.. Geoy
HItiTr ] e .

= onatuly for dre posiEve s publicly.: Apar Promg : €Ir poe ouq UPue

R U et e Pt roach as a v, A8 frigh, > Nemgo

may have it, Orwell sees this app fses Of puttip, ght

audience, thereby anticipating their resp 1

for sEh‘E
4 exXpecyay, . POt in the Why,
particularly the possibilities oflthe radlf:} “l:"ef“ 1S Of achjay, - OF his
expressed the opinion that a writer (poe in

" 8 set dOWn at g the fo 80in g
into a new relationship with his work ch (2).Th dea herq is ;‘m ;mbhnne' . Eh?g[:'
se¢ and handle his work “as sound rat ;1' than 4 4 Pattey © Doet b; q
considered opinion, will radically transform g, Dreseﬂtation &Dapfrn ("j}n gl:i”e to
known as “poetry reading” (3) iﬂtﬂ‘ _.nDl‘ma_l ®XChangy oM “that gy,

This concept of a “new relationship” gfthe wyjyq, it
audience sets ¢

he tone for this paper,"éSPECially
which is Faginwa's Successful performance pyea,
moulded audience.

€N work 0 al: fucuS;
The acclaimeqg success of D.O. Fagﬁn\\.ré Al his gy Objectiye "
of his influence” (Osundare, 2017) on Nigeriap, literagy, r
ders till the present time. re"l‘-l‘berat.ES with
L unmistakable disengallgemen of mog; ACtivitie
0se of the emergent Written culpyre has h
of the arts in modern times. Int

Unpreceq
. € eXample of e usente
the farther literacy Spreads, the g - c

]
as it Suceip tly sy
Entati()nc, a :

culture from th
different areas

general public), beca
Carrying along the
at the onsey of Nige
that the author con

use they did oy know how to tra
riginal audien

rian literatyre
scioy

. S by
nsit into the new literary :.EJSU_l:[ |l11»,
F ) Ll 0 'was Wn s
ce of poetry. In the case ufFagmlwzi::?e we observe
1 C J PRy
'S transition from oral to bt ot oo far removed
sly incorporated into his works an audience n
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ginal ambience of orality. In this way, Faginw? effecti
al) audience whil_e.winning over a new (literate) aud ie:(:el); retained the
litera®re- This quick adaptabilty he'lpe’d l}im in avoiding the oraliw-litsraor hl.s written
discussed O orwell. In other words, Faglinwa adopted an attitude of rheq; disconnect
“new relalionship" between the artist and his work, necessary for t[? l-important

OS]_ng

am.
According 10 Ato Quayson (1997), this kind of move would be a good e
ugrrategic rransformation” and a tradition experiencing “continuity,” or COntix;mple ofa
Even though he did not mention F4gtinwa nor usegrany of his books in his ex;r usness.
perhaps because Féginwa wrote in the Yoruba language; yet Quayson’s overall a:g-:;; ion,
as he looks at strategic transformations in Nigerian writing, perfectly captures w;nt.
Faginwa did. On a general note, Quayson sees a situation where “the pec l.at
configuration of orality and literacy in African contexts lends a special quality t 3 Af:-]i iar
literature” (2)- The special quality of Fagunwa’s (Yoruba) written literature andc?tz
wide acceptance ata time when the entire literary landscape was still largel;v jgiven 10
orality is a Strong focus in this paper. D o Turn w24 orad vy - %
ga;gwwl_.a_bﬂ_iwg_,y;@isfullx deploy the essential aspects of the oral
erformance tradition in a newly literate environment reverberates all over his works. ks
The performance characteristics show up in the verbal compositions and syntactic i
structures of the narratives. And, according to Osundare (2016), wherever we find these
characteristics in a written text, «j’s only the writer/composer that can put those things .
there ...” This means they are deliberate acts of the artist. Fagunwa deliberately composed -,
his writings in a way that reflects his own essential oral background and to appeal to his _or:

oral- predisposed audience.
Also, the didactic/moralistic tendencies of a typical Faginwa narrative often attributed
influence are actually a feature of Yoruba oral (wisdom) %

to his Christian/missionary 1
literature. In wisdom literature, wise and philosophical precepts embodying the society’s

moral codes are taught to the young in the storytelling process (i.e. itan yikéwapé ...

i.e. this story teaches us that ...). Moreover, Faglinwa’s unique ability to present his

narrations as if not written continually stand as credit to his reputation as an accomplished
oral artist. Faginwa, even though writing, still consciously dons the garbofthe traditional
storyteller, whose success depends very much on his inner resources 0 hold an audience
spellbound with his verbal skills. That Fagiinwa truly anticipated his peculiar audience

and adequately prepared for them and also succeeded in transiting his tradition from
:hat it was into what it becamejis proven by his continued relevance many decadesafter
E;Scﬁ?ﬁ:‘sc::lffpﬂﬂure from the literary scene. His works continue t0 simulate new an

es of research.

I

Lite
rary Development and Its Many Phases
ght about by

As pointed .
any Emefg;’:: 2_}' the hte;ary critic, Izevbaye (2017), (ransformations brou 2 gisive
moments of cha“pt!_msanon actually represent phases that are “jdeal 1 “f’ ?‘ (ding 10
im, are “USehﬂl}ge inone or more aspects of the culture” (7): And phase> o o
or describing forms of transition in a culture” (ibid.)- 1M
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ar
Cy ]d GEndEr S .
f iti Ihd‘f-’s
i ethanaform q transition g evolyy
changing phase is no more t : : s Utiop suc
ace them as tools to aid 3 Culture in jgg Necesgy Me tery .
to embrace self, wh 5 Fiey Nt the llght
In this way the culture jtse] » When configy, 10 the tr tive Ne
rather than atrophy or suffer loss foy lack of adaptablenes
phases are meant to 8Tow or ady

and in effect is society,
writers embrace and res
adaptability wil] re
his works,

ley,
Map, g,
oS SUggag aRds

€, not tg te;

therefore, will on

*Hiter, "oy
¢, SUccessfy tr Iy Urady;
pond POsitively 1o 1he challenges Ofthe pe

flect in thejy Writings, Thisis 5

Notab|e achievement {?fF
o Slnwy ing

he Englang of hig time, the gta -

follow the pro i - Poets succum

try urgeny rnisé . POpulg, an
uld have SUccessfy]ly EStablisheq , Felationgy; }E“’nter). wh
between himself, pj Work ang g Audience: d
Ve beep Te€paired,

» ANd mycp 0

is remarkable. But
arrive at thijg high note. He wﬂrk"j
BUnWa configure his audience? W[E]lw
s o
Writer iy AN emergen; tradition? The a:1s'r-":!r:mﬂg,Lh
Us further op e keys to Fégﬂnwais EW_"_S":;H
Crormance qualities of his works in this iw’saged the
im, byt Faginwy Seems to have clEﬂr}i-‘;ush- towards
il ts MsCl o
Obscurity” ang “unintelligibility” and worked co

ssibility &
. i s - b[u. pnh\jiL
nting this undesirable

id not jug;
Sit. How didF3

Oach at Circumve
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noteworthy because in retrospect we compare jt to the “Obseyrien %68
allegations against the first generation Nigerian ( Anglo hllﬂ ang “““inle]n :
engendering the initial lacklustre public reception to Wriuef, one) Writers, aCCusslhie-.
10 consciously conﬁguna his own reading audience withou pe;‘::‘{'!ﬂ Fagunyy ed of
but, rather, preserving continuity with oral tradition ig 5 credit‘léms any dige
achievement of FAgunwa as a pioneer during this phase of YOrubu h“.n
For Fdgunwa to have recorded this success, it meant that y, 4 Written literatyre

had to know more than just how to write, He had ajsq to com r;ihlgh]y literage Writer
of getting what he was writing to get read. He had 1o directly r'Ea Ch%’;;l Ways ang Means
his task at this time. Given the fact also that he was readers, i
flowering of English !jtﬁ! rature and the entrenchme

n‘::fu:;'g in;foruha At the dawn of
: ! = € colonj

know exactly how to get his game together. His manner of addresszl:i;nu%u age, he had 1,
his narratives confirm this. Another notable ac € Structuring of

hievement of F4gyinwy ir 11
that while doing these epochal things, he had no one 1o learn E":;’:n""'?}r N this regarg js

needs to be contextually situated. observation
While tracing Fagunwa’s literary circumstances Bamgbose (20 .
B Ny ’ 07)d

at the time of FAgunwa’s first attempts at writing, “there 7) did obserye that

was hardly any written tradition

in Yoruba to fall back on” (13). This assertion calls for qualification in the light of Karj
n

Barber’s well-documented h_istorical narrative (2017) that before Faguinwa there haq
been others such as E. A. Akintan and I. B. Thomas who “could reasonably lay claim 1o
being the earliest Yoruba novelists” (21). However, as Barber notes, these men were not
primarily ‘writers’ but “editor-proprietors of successful Papers.” It was in these papers
that these men “launched their serialised fictional narratives, later recognised as early
novels...” (ibid.). Moreover, by contrast, Fdgiinwa's book was an “extended print fiction
in Yoruba,” and the concept at this moment in Yoruba literary history, was “new” (19).
This means Fagiinwa did not have to serialise first and then gather the series for adaptation
into a complete work; rather, he began a novel and completed it as such. So, perhaps,
this is the context in which Bamgbose situates Fagiinwa's literary circumstances, and
concludes that he was the first in the Yoruba novel tradition. Nevertheless, the task
before this pioneer writer was an enormous one and he set about it with gusto.
Embarking on the intricate venture of Yoruba story-writing was, and still is an
undertaking which no mean adventurer without a firm grasp of the rich complexities of
the Yoruba culture and its traditions would dare contemplate. However, Figinwa not
only succeeded in this endeavour, he also succeeded so well that an entire literaryAtradmc:n
emerged out of his ground-breaking efforts. Vibrantly alive till the present time, this
tradition parades some of the finest of Africa's literary scholars and writers in its stock;
a lestimony to Fdgtinwa’s success as a pioneer. _ -
Classifying them as “Yoruba writers”, Irele (1982) explains that the rationale behin
s quite broad categorisation is that the writers’ works, diverse as they are, and rﬁgmﬂl;sg
of their language of expression, serve as a form of “continuity of direction }f{[);zztwe
g“’"ffss originally pioneered by Fégiinwa (108). The Fégiinwa process, for WI:l::f having
t:kr::i?;ﬁ’;edfthe term Yoruba tradition,’ just as Irele did, is one u;wmc:; ‘:Ed o
tradiion, ¢ ;ﬂ the elements of Yoruba culture, particularly the ﬁ]cglr:l at the end of the
day, excel] nnels them through an individually created form w - entity” 7).
» EXCellently reflects “the harmonization of two ways of life into a n€




=

_T' % '\" (‘:
N X
.fr_'l'*

1 f ll' [ "L HISTIC I‘, {
- o 1 r ’
{ t or

jous choice, just as we saw Fighinwa doing with
FONSCIONLS ke
18 4 consc

toos e o ruba Ly 8¢, in
b \pl'(‘“i"’m' becomes the main aim of the Cl"EElllVQ.Ende.lavgm-, as Ihl} indi .hlth
. ac A - . ey . g 5y Ak
h".n‘ adopts whatever aspect to focus on, v I . - Thg v'd'*lal
wnuh[ as Irele has identified Tutuola and Soyinka with this
Just as X

dare be identified with it. Osuyndare w!m. despl.l(.‘ Writin Mainly jp, E“S.Ii‘h Cap
D"_;m:n;“\. declared that “the substructure” of his poetry is Yorubg, while “its 5 §
f:';:mhqh (2003: 455). Identifying himself defy

1 h&s
_ Nitively with the ba trag Mg
Osundare declares to Stephen Amold in AN Interview: | Would like 1 vors ein ,ﬂ:"'}a.‘
e —r write in Yoruba, I am !'re}er ' My expression, ang | am gy, ba,
iﬁo But writing in Yoruba would definitely limit my audience” (45 In Y freg,
but for the exigencies of audience reach, Osundare would rathey Vords,
this he even does whenever occasion permits, as ip "Aduﬁl’aﬂr&dan“, a Yorup a, ﬁu?d
Tender Moments (2006:17), and recently in; “Akinwiim; isola w FT in
Awdko) (2018), his Yoruba poetic dirge for the late Yorubg Poet anq scholay Akle Pény,
Isola. i
" Furthermore however and very mportantly for the English.g
tradition, (Yoruba éxpressmu'\yemam ;

“The intertextual Tange and interp|
that each wo

ay of forms are com
Tk could be adapted a5
(47).

plex and variegated such
epistolary, story

-telling ondramagjc performance

: o Lo one,
T, poet, singer, verbal gymnast, orator and allolled i
who while tleaching ang informing, »

lso brilliantly entertains his audience.
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Fggﬁnwi” Reading Audience as the Olugbé (HEARERS
/LIST

n the opinion of lzevbaye,‘whq sees the “importance of the aud: ENERs)
rimary motivations fqr Fég.ynv:é s creative activity,” and the fac l:]fle ce as gne of X
haped his writing” (1), his narratives also contain * a:j his "COHCepng,i Qf

his audience‘s . '
(6). 12evDaYESs obscr.vz_mons about Faglinwa's audience-consciousnes Performance”
from an earlier opinion by Bamgbose who identifies that in F; TeceIves much boogy
gllf]wﬁ'g w )

orks, the

rformative seed of “direct address” (100), which comes to

e : : ) play becau

is indeed acutely aware that he is addressing an audience. As a se the performer
gamgbose asserts that this technique of direct address “is ilnti m[[’erfgnngnr:e technique
informalipr“ (101) between the performer and his audience Ri H;d gives the effect o'f
pages of Ogbjii Ode, Fagunwa makes clear that he is addre;sing from the opening
reader somewhere, but an audience in whose warm presence he f[nl)t Jist an isolated
uses the Yoruba plural referent ‘e’ or ‘eyin’ (‘you’ plural) in his adznds. chmmf&n[ly
mi.../e ko bi mi...Nko fekiejo... kaka be ki e joilu na dada...kie 'ortesses: Enyin ore
«inu mi dun lati 1l enyin ore mi ti e joko wonyi” (21), “...enyin na tiJle ;gotayo..." (15),
(25)," “‘Ekori . (31), “Enyin nale fi oju inu...” (34), “Enyin ore mi E3l;: fope...”
elegbe mi gbogbo. .." (39/48), Enyin ore mi...Enyin ore mi... (67). ... (36), “Enyin

This performer-audience intimacy, which Faglinwa creates consciously, acc

: : ; . o , accounts for
the ambience of his written language coming across “as if he is talking directly t
group of people sitting in a room” (Bamgbose ibid.). The intimacy ambience isa tecJ'l};li Oua
used also by performance poets whose works have been categorised by Hoffman (20?]{;
as “written oral poetry,” especially as far as the language of the texts is concerned. Such
texts, according to Hoffman, though written, are to be experienced as oral. Therefore
the composition “seeks to encode in it a quality of oralness” (5). Itis a deliberate doing!
of the poet. In the words of Osundare, a successful performance poet, this is a“parameter
of perfonnance“ which is “integrated into the entire composition” ofa work and it takes
the poet to doit (personal interview with this writer on 5th June, 2016).

Despite the fact that he is literate or even highly educated, in a situation such as
above, the poet’s language is not elevated or grand because his intention is to reach his
audience. For Figunwa at the time of his compositions, primary orality still largely
subsists and it therefore furnishes the original context of his conceptionofan audience.
In Izevbaye's explanation, this concept is that of the audience in the “original literal
sense of the listener or hearer..., olighd” (7). This implies that even though writing,
Fagtinwa sees himself originally and essentially as @ narrator, story-teller, and therefore
his audience must be essentially listeners, and not readers.

. This understanding consequentially informs his no holds barred 1;115'3 of ;iuab;&
escri « re able to caim
bed by Osundare as seamlessly exp 1l that the

deliver “the burden of experiences” (ibid.) as well as ]
s bt Ode appears & i
bojt pP=, ira/efe, 1an

writer wished to convey to his (reading) audience. Og '
novel were a series of different poetic movements comprising alo, e apar e hat
- incantation, songs, all delivered with the different requisite emOHSU;[;[‘;:ﬂO;L
ﬁexiflg m. The author engages in rhetoric, evident in the Us€ of hyperboles ative
tions, epithet-piling, parallelism, play on words, and other s’uc ces i
audience, Fagunwd ==

elem
ents that make the work so memorable. With his
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36 fshared values and mores of the Yoruh
ich interchange 0 _mzm techniques, Emcnéw mwo.mmsﬂmz« Creates the
“,:m unique m_o;‘.:m the Yoruba love $o much in public entertainmen,
Awada kerfkeri tha Dele Layiwola, rests upon the fact th
as pointed out _umam framework of his craft on the be
predicates ﬂw m.w_mammm and linguistic resources”
reference of |2 m, rhetoric and other narrative ve beeq mn_Sos_nnmmn .

Hrn.mﬁnma byall who have encountered them. The sounds, ghe thythm, g gy
mﬂsﬁmmﬁ inwa’s expressions are crucial 1o the overa]| Presentatjo, pot ma:amﬁ
_um:nawmo P mm”. ay say the competent deployment of these oral Performariy, Poteng mﬁ_;
HMMMM an atmosphere which in turn resylgs in anEmnnm of Performance. This i q_M
power of personal effect which Permeates an ayq and earpg for the atist
reputation of unforgettable Sundare, the Successfy) o
acclaimed African lyric poe

a _mzmsmmm ang Culty

% 3.5::
is aree "SPhere
1 This ey Sceng!
At Fdglinwy i 1
auty, evocative SUength aco W
(2017, 46) ¢ smgg

o AMlist ey
Fhis Yorubg _m:wcmm
Qualities ha

rable-ness, o
t, declares as fo]|

in acknowledging these prized nsmzaw

n Faginwa, While Délé Layj him as “a griot” and “a _uawﬂma

(47), Ostings ...knows how to Emwﬁ& _,E%_wmﬁs_p.m
make g wosﬁ. and how g make us ay” (43). These are not commendations a%a of his
Writing ag «, Pattern on paper (Orwell 4), but rather as recommenda
is Meaning

Fagunwas deploymeny of the |
ﬂmﬂm:a o:::ﬁ
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his audience base today. They unc ) 369
confer on them their u_amwma.q E%%ﬁmﬂh& to the te i1
Right from the author’s opening m_.cczs. 5%.”. .
what was to come with the drum-sounding s_%. _d_wom%_._m Ode, he give
a kind of talking drum. Not unlike most En.ﬁ_. -g1-di-ghé (d: d: - aw o
encrypted and it takes the discerning to En_ﬂr h Yoruba talking e | .w_.._.a._‘mg is
readers to pay careful attention to his oa&mf:” its message. The E.___:W beats are
deep-rooted philosopher-listener (ologbén) can an :._E_umﬁ.m » whose messa " ges his
pagunwi could not have had only readers m_a,_sﬁ Mn_u._ﬁ.ﬂo%&_m Ode 1), wwﬂwaw the
not be making reference to a talking drum. Nobod earers in mind, otherwise he erence,
0 the drum with their ears. The concept of the & ﬁm.wnn__um the drum, but rather _rozn_ﬂ_&
the Yoruba saying of ‘dwe T'esin brd, drd lesin ws 8 M*n_:d:_ proverb onazmsﬂ _m”s
(parables /proverbs are the horses that carty E,m burd .M.._ - oﬂ bd sonii, dwe I fi p sq”
discuss weighty matters, we search out the right proverb/ Ms _m__m_ >E when we need 1o
It is instructive to note that the writer, even though s_.z.% fable to deliver the message).
the traditional oral society where the spoken word is sgmmwﬁﬁwﬁnc&%w to the mores of
communication. Ina primary literate culture, Faginwa would Eogﬁ a-“”m_ other forms of
his readers by saying; greetings! and told them to take note of 5%__. ve just addressed
to themin the stories. He certainly would not need to precede his mﬁ_ﬂ“n“.:ﬁ :%_Ea_ e
oral Yoruba manner of discourse. The second notable observation amomw:ﬁ_ Lo
Faglinwa’s prefacing of his presentation with a characteristic Yoruba oral Mm_x:sm .
method of using the drum as a means of mass communication. Drum _m__m:wmm mw_ﬂm_._m”
wraditional culture i highly recognised. When the ayan (drummer) beats the drum _M”:m
market square, he brings a message o the entire village from the king. Notable also in
the author’s opening greetings is the performative element of reiteration, an element
which features pro minently in the call-and-response format of l6 apagbe (folkuales)
performance. While relating the encounter of his hunter father with a mysterious being
atened to kill him, the narrator, Akard

:.. ili Y ¢
n_.."—:. 0 ._d., narr, ti 54
15 I Vs nd

a foretasye of

-Oglin constantly repeats the refrain
[t was a way for

who thre
made by the strange being: “afi bimopao dandan” (Ogbdjt Ode, 3, 4)-
the storyteller to keep emphasising the entire import of the encounter: that the mysterious
being was bent on killing Akara-Ogin’s father. .
anguage was no stranger 10 the E..__E._m
qth s

ring that Yoruba as al

Secondly, conside
fFaginwa’s debut, thelan

culture as at the time O

own orthography and enjoying pri

instruction (Barber, 2017), jt meant that Féglinwa must

the words, phrases and expressions he used

as a writer to get an equally enthusiastic audie i

a performance artist.
Faginwa, who clear!

guage having

y has an ear for
as a language of expression, demonstrates his grasp of
any popular Yoruba Rloﬁ:mn\mnﬁnmima realises qui
are quick to find their ways into the general flow ©
credit that he is reputed to have Ecmzﬁsm
M_._s_.na the register of common publi

uch word that easily comes 10 min:
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child, given to wicked mischievousnegg ang
ssence Of gven though Ajantdld as a name, has no adequate €Quivalence
depravl™> o the situations created around the emergence of the nap,
slatior. ) mww meaning is not lost on a Yoruta PETSON. A-jan g 14
o nwa, it o se pronunciation partly suggests its meaning, hae
by q..mma_.av the musica’tty rything evil, undesirable, troublesome and pestilenjy in
gma,a.m the m&nn:«ﬁmﬂ”nm_% even community wishes to have in their domain. In 252”_
child, and ..._EG no w..}ﬂc_ Alakara,” a ribald, metaphor-suffused performance poetry,
Lasisi’s poetry video, n,qwoaw? invents the euphemistic expression jinkosha’ to refey :,
this Yoruba poetalso Emu. ! _g:wnmm_oQ weapon against the unwary female. The worg % )
the male sexual ci.,_ﬁ:.._ female character in the poem who was being seduced b o
put in :a_ EM_H“__%E“_F? Now, but for the sounding of the word Yjin-ké'shy’ E”%,M.__w
p_umnmﬁﬂmﬁw%a dance moves of the female character in question, this word o%m_é,w%
:_”n homsmm_._im. It has no _u:wqmann.nn o?._.mmmm in Yoruba language either. Lasis; Create
it for this occasion. Asa result, lexically _._ mmsqoﬁ be translated as a Yoruba worg into
any meaningful word in English. The originating context only supplies its meaning
However when people use it now, they do know what it means. =
Words and expressions, even descriptive names, such as above, which tend g tell
their own stories, or simply create drama, are abundant in Figiinwa’s creative CoSmos
Such words and the followership they subsequently draw are comparable to Emmm:_.r_m_a.\
performance situations where contemporary “stand-up comedians”, sometimes improvise
words/expressions in the course of their acts, which afterwards end up on the lips 3
virtually everyone out there, and take their pre-eminent signification from that created

(range boy:

by the performer.
In Ogbdjti Ode, words and expressions such as: Egbin (“Filth"— name given to a
n_,._mn_aﬁ« whose very person is utter grime and filthiness), Ibémbé Olokunriin (Barrel H“ﬁ
m_nfﬂ.nmmml name of a character who is as fat as he is a moving ball of diseases), Baba
OEE:mwo: yéiiké (description of an ancient man whose distinctive n:mﬂmnﬁ.:.n:._n .E.E.v_
overflowing snow-white beards), Ajantdld (as described above), were orSomm:\,E(.mE d
by the author for the situations he needed to portray in the Q.Eamn of his story-tell g
Mmmw._um_n& him in creating certain atmospheres :.H.H:m stories. In inventing H.:mmzh__w_mm
g WW_HM “< Mw MMMH__U__N ﬂﬂo %mcmwrzﬁ.# seems to plunge EB :_.m nsmnﬁﬁnmnn Yoruba behaviour
s amiton S E_W g _Mﬂ name for a baffling situation. Ajantald, the character,
e ir m:mvSoE‘ could not w._m explained by anyone, so the
e s nmzm wzcjmxu_mﬁmzm (not meaningless though) name which fits
i et Emnr.nﬁ_ m__gmﬂmn.érnmm m_._:\m.:nm into the family, community and
naming ceremony wh. e :ﬁ._ e .cm ginning of their sorrows. Unlike in a typical Yoruba
happiness at having the nﬂmm_ d _.m mEmj hame(s), .S.En_._ shows the ﬁmwm:ﬂ._.oz =
Faglinwa’s tragi-comic intent i s Mg .m,ﬁ._,:qm.nnﬂacaQ it iz :EHJ
vividly paint a curse of a child m”:.& S .Emﬂm_m. - S.m iy I,W_.a., :.% ;
the very anti-thesis of joy. Fron i o&@.m_ﬂﬁ_ :o:.ﬁm:‘x e .z_ nts’
lives, and his EEE:Mm m.. B_:.H the very first day of ‘Ajantald’s arrival into his mmﬁ_%.
M, there wag s involv ement with everyone else, including even the med = 5
Al Y confusion, destruction, pains and unimaginable sorrows. Subsequer
S a name connotes something that completely negates joy to anyon i
pletely negates Jo} ‘



hears it, but instead serves 4 + - Fdgiiny,

all. sSince FégﬁﬂW&’S creatlor?i)??h?;gﬁ;g:’;l f?l’ an afflj a | | 371
expalzduiclj II;:: zime to be associated also “?itihen

zi:;;sance. He is aclgl?rﬁe Ani an‘ordeal. On the 1::3& r Volvem, 45 hurthey
ght on their bright spots. To C;;O]"i‘i:fx an ‘j\jélnt;n éFis a"ﬂth Otherg
i Paineq vj i
omes), “Akotileta” Ofepit_het‘l?ilingfoo;e:éil' ,
/ Squanderer) « hi

C
yone whose in

(ruinous fellow).

Another name of interest js ¢
Akara-Ogun had a duelling ¢n
description of this characte

. s Obalye' n
vy . e
Agbdkd’ given to the other- )
counter. Q
1o ha ‘ne Il:lay NOt even need g
V€ a pictorial imagin read the writep

. : ne’or ‘calamity’, in hi ation of his person, ‘Aghgya
the veracity of his terrible nomenclature {6g?£;fgg€oumers with Akira-Ogiin g‘l?;\]::d
e, ’

N : : . .
;};e‘:i:;: E::So (pffrpllexlwm"fusi'on)- In the town of ‘Emol“:tiége re1salsoa town by
.p n, including the king. All the inhabitants };ave Isnota Single normal
other while none of them talks audibly but rather ¢ o5 rupaimment or the

) ; . Oommunicate by murmuri
entire market square was also littered with corpses of dead babies "«‘u):ltrl‘? no S ke
) one making

any attempt to do anything about the situation. In :
. . th L 1
clothes inside out, they are all deaf and blind Pl - People wear their
if , even though their eyes are open and
appear as if they could see. A person attempting to hit someone who runs i i
he wrong person. That wr: Sped iy
t 8P . ong person slaps another wrong person and, with time, the
whs)le place eruptsina free-for-all which results in babies dropping from the backs of
then.r mothers, w1t1_1 no attempts to pick.them up, and the head of the unfortunate babies
serving as the playing field for the ensuing commotion. It's as if this abnormality was the
norm here. Therefore, the author rightly names the town ‘Emo’ (Ogbdii Ode, 17).
When he engages in ewi, the author employs epithet-piling, a keen feature of the
oral performance tradition. This is the case in an episode where the ghomids (iwin)
were praising their king, Olori-I gbo: ‘Olori-igbo o! Olori-igbo o! Iwo oloja iwin, mo ni
iwo Oloja iwin: ko si oloja to dabi ire. Apa omo araiye ni iwo ﬁn}e iyan, genge aiya
won ni iwo fi nje oka. Atari won niiwo fi nmu eko: kini omo araiye ma fi o se! (Oghoj

Ode, 7).

ou're the king of the
ur meal of pounded
ly the meat for
your ko (comn

the head of the ghomids. I say ¥
ke you. You who accompany yo
he chunk from their chests supp
e as the drinking vessel for

“Oh Chief of the forest. You're
ghomids: there is no other one li
yam with meat from human arms, t

your oka (amala) meal. Their skulls serv £
ren of men do 10 you?

pap): what can the child |and
ire nove
. rife throughout the ent ique
Instan i ili h as above are quit€ rife t _ ular technid
ces of epithet piling suc 5 49).Itisa particularly PC_‘E - audience

the author employs them with gusto (€€ 9,1 of plumbing

in the Yoruba oral performance tradit P
for avariety of responses, ranging from thunce

: t
the pe ' iati jmes, getting 'v

rfo or sometimes, a :

rmer in appreciation thets does 0% e a5 repett

COntinues. Whichever way i iling of epithets €77 1 ices's
Th§ strategy is also closely aligned to the use of rhe{sl?lic peakers create
alliterarion particularly, techniques often used bY P

use it is a way fmoney o1
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[ ] Literary an ) “Kii .
372 ; following: “Ki ise €JoTe g i .
N heir speeches. no:m_.ﬁ_nis.m te; emi ni mo fi owo ary i Mg Pe
morability et c:.._. ni mo pe ote Ul .._w_w.w do. e _Sa_.mvm
me i pgun; ,
i mo 1 08 . ore ...(
ogun i 3_.._1 mo ba alaisododo's
at M
mora; ¢

at called for war and gotwar. | 4 "
It. 1 am the one th: .
ol Rﬂ_&_:_ uoﬂ_uﬁocn_.rm.éc and got treachery. | am the one that _uw y : :mazau ;
that call _...u_. y w:_z upon myself. | am the one that chose to ake end; _.aQ m:
down the v:nE p h
:1.,:.5?_?:02. make frj ew

-epetiti hrase ‘emi ni' is to underscore
i aﬂzg &:5._ mﬁw_wmmﬂw_ﬂo%& the calamity that came u
o _ﬁmmﬂmrwz_“a:i for it. The technique of repetition was
it w_aﬁw mﬁ spirit of his dead mother. Employing a pletho
_._HAHM“”E_& epithets eulogising the nmma.ao&ﬁ to mm.?mamm h
M&a moment of need: "A! iya Em.oéo.n..ﬂ.wm mi toto, fy
mu yanyan, iya ti ki ise iya _mmms. iyatiki ise fya rm_.ﬁ.:
0 je bokini laiye, iya ti o je gbajumo _oEH.r iya :.n ]
iya alailabawon, ibikibi ti iwo ba wa loni, masai jeki

the Speaker's Strong
Pon him anq that e
on display Where p,
ra of noun ﬁ—.ﬂ.mmmm Z.E
: mw 10 come tg hg aid g
atio Pe, iyatio nilari, jy, tio
€, lyati iise jya _EcE,:. iya tj
e laiye, iya tj i muloryp, 4, iwo
nrio.” (39),

Ah, my precious mother, cherished mother, com,
effective mother, successful mother, no-small
mother while alive, admired mothe
while on earth, mother that has en
wherever you are today,

plete mother, conse,
mother, no-mean m
rin heaven, the mother that h
ough to drink in heaven, Al
kindly make yourself available to me

quential mother,
other, admirab)e
a5 enough to ey
You stainless Mother,

lteration, the performance techni

:mcnsﬁrmﬂmé:mz today, some fifty years after Dr. King’s delivery, ‘1
Have a Dream” is stil] celebrated as a rhetorica] masterpiece.

listening audience. It was deliberate act. In like manner, Fagunwa's unleashing of %w
virtues of his ‘iya’ in the above passage is so strong and stirring that the sheer power o

sed the mother even if she had been dead a million vears and she had
etting up from her slumber. . ) 4 his town
Another interesting use of repetition occurred where Akard-Ogtn extolle

. . . dition t0
and its people just as he brave hunters were about to set out on their great expe .
Langbodo; “Bj i1 enik

i o dabi ori
; s Co ‘g s i ti o dabio
&re ti o dabi ite eiye, ilu eni ni ilu eni: bi ilu eni %n:c ninily
atan, ilu enj pj i)y eni, bi ilu eni re ehin (i oju awon alugbe re ko la _..m.Hw.:: kekere di
€M, awon onily p; 5 ise ilu, awon ni iso ily idoti di mimo, awon ni si is

No intention of g

 d



nla. Sugbon enikeni ti o ba wipe jjy onkiise ron -
» 80Ngosy ep;

Even wﬂ oam_w town is 50 small thar it looks 1ike ;

town; if one’s town is so dirty that jrs like 3 n_::m- Just _u_ﬁ. Yetitis
town is so backward that its inhabitanes are Psite, yet itis stil] opers ﬁo..cug
citizens of a town that cater to their town :._mo poor, yet it j n
a clean one, and they are the ones o E:.._ . Mw_m_% the on
who disparages his own town tha it s no _..._EM :M_M,“H i

Just for the singular purpose of emphasisin
that town great, the writer repeats the word U6 (tow ;

; . n) thi i '
speech. Otherinstances of repetition for emphasis mgcb%._: hwaho:hﬂﬂ
55,57). )

In what can be termed “Movement Two” of the stor . <L

i . ry-telling of Ogbdgix 0,
narrative shifts to the Langbodo expedition, Figtinwa, in the Hmm h:ﬁahhswﬂﬂ:m
traditional ewi performer, sets the stage by whetting ¢ Ypica

he appetite of his aud;
listeners as follows: “Mo gbé t'and danit mo gbé dmiran dé gbogbo yine ma E_MN”MVM..
se.” (p-47)-

ani” (56,

S Nes, |||
One's
¢ ] 1 if ope
s still one's town; it jg z_m
- » 1]
es to _:.w:_ adinty own inig
Nto a big towy, But anygne

ch a one is 5 foolish person

g that it takes prige ;

I have discarded the left-over from yesterday. I've come now with something special,
All of you begin to re-tweak your ears.’

This could have been a line straight from a rmﬁms.m_._..__ Adepoju record, where the poet
tantalisingly coaxes the listening pleasure of his mﬁ&mﬂ_nm.? the commencement ofa
performance, the performer entices his eager audience with ..rm promise ofa mmmﬁ.&
brewed, newly minted, and juicier noE_uOmEo:.;mn the previous ﬁwsa_moa:. _s_vmwﬂwmm
these things, Faglinwa also tantalisingly offers his H.mmﬁ_wa irww H.,a imself descri

the “imiidinmuidiin” (meaty treats) of Yoruba story-telling tradition.

Conclusion

. fon oy o
i hich influenced Fégunwa an
the three basic factors W
Thus far, we have been able to see

i i d ultimately resulted
tim i ing of his narratives, an Py
" ivotal roles in the shaping bis concept of his
q mnm_w.wﬂmmwﬁﬁwmﬂmﬂzzw and continued relevance. The Mﬂ%ﬁﬂiﬁ v
. i e i as .
a M._m“.n”.wm olugb (listene rs/hearets), by ir.mu :mm H&SQ exercise of writing: awm
sddres live audience and not just enEaBe f the artist as 2 mediator of 3
addressing a live ding of the important role 0 ' 1o alienate but ather
second was his _.Enma.nmn S rstandin his job was 10t
transition. By this, Fagunwa,

engage his readers and thus connee ++o being highly €
Emwwmn_ma could easily Em::@wﬂhw WMMMW@WMEM Fagunw
newly literate 1 e to an emels t BER Jish
by Eﬂsmﬂ Em:_wmwﬁwm but manmm.m._c_m languag® d Faginwa ©© et
phrases. Quite importanly t00, (NISBPEERL 1, agition: THEZ 1 e
for his works with the existing Yoruba m_. ig ’ .
factor in the almost immediate mnnm_unm_wm:__.m deepened
Wwas Fagunwa's audience-consciousness:
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