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Phsatitenl events durlng the olassionl period even show that the playwrights were in
sl af the ataging and pertormance of thel plays, Huborman, Pope and Ludwig
(1881 230) ghaerve thal

B the elissionl thentres of anclent Greece mnd Rome (the sixth century B.Cto the sixth
centiny A the playwiights themselves held the responsibility of mounting (heir
Wil Following the example of the pioneering performer Thespis, the carliest
frpde dimmatists trained the choras, invented the music, conceived the chorcography,
bt deall to the netors, and even acted in their own plays...

Fronding behind the playwright-directors is the actor-manager-directors. This
titepaty ofdivectors considered the production from the perspective of the role they are
playting an actors and managers of their companies and as the artistic coordinators of all
e theatrieal and (echnical activities (as directors). Because of over-concentration of
finetions i the hand of one artist as the case was under the actor-manager-director,
wine directorial functions suffered and there were limited rehearsals, uncoordinated
muvements and directions and actors were often turned into robots because of the mode
of thelr mochanical acting.  Historically, the phenomenon of actor-manager-director
pnned between 1750-1850. However,

e final manifestation of this system was the actor-manager, the leading actor who
tended fo retain the limelight; the best roles, the most sumptuous costumes, and the

down centre arca of the stage (Huberman, Pope and Ludwing, 1993:229)

Fatemont nctor-manager-directors included Edmund Kean, David Garrick, Charlotte
cnhinan, Bdwin Booth, Ellen Terry, Charles Lemble, Thomas Betterton, Henry Irving
and many more,

I'he producer-director is the third category of director in theatre history. Directors
tnder this category bring ‘individualism’ into the theatrical art of play directing. Edwin
and Gollarb conclude that:

Ithas sometimes been argued that the director did not exist in the theatre before 1874,
when a German nobleman, George 11, duke of Sax-Meiningen; began supervising every
clement of his theatrical productions and coordinating them into an integrated whole.
Beginning with Sax-Meiningen, the director emerged as a full-fledged, indispensable
member of the theatrical team, taking a place alongside the playwrights, the performers,
and the designers. (1993:35)

After the duke of Sax-Meiningen, the following theatre directors also functioned in the
hyphenated producer — director capacity; Andre Antoine of the Theatre Libre or Free
I'heatre of France, Constantin Stanislavski, a producer- director — actor and co-founder
ol Moscow Art Theatre, Max Reinhardt who was famous for ‘imaginative, theatrically
cllective and spectacular productions’, Vsevolod Meyerhold who created the director’s
(heatre, Robert Wilson of the “Visual tableaus’ which he called ‘the repetitive movements’,
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Paul Fort of Theatre d” Art in Paris, Jerzy Grotowski of the poor theatre fame, Peter Brook
who admonished fellow directors to play God.

In this study, we have categorized the evolution of Western play directing and
the theatre directors into three categories (the playwright-director, actor-manager-director
and producer-director). It is pertinent to observe that professional theatre directors are
also the products of these three categories. This classification is speculative because
some theatre scholars have also come out with numerous categorizations. For example,
Cohen (1988:145-153), presents us with a four-part categorization- the teacher-directors,
the realistic-directors, the stylizing directors and the contemporary directors’. Wilson
and Goldfarb also provide two categories, the author- director and the traditional director.
Whiting (1961:147-151) recognizes the following theatre directors as the historical egg
heads of the art of directing; David Belasco, Tyrone Guthries, Elias Kazan, Edwin Booth,
Lawrence Barrett, Gordon Craig, Max Reinhardt, Appia Wagner and the Duke of Sax-
Meiningen whom he described as a ‘strict disciplinarian’. These theatre directors evolved
different directorial principles and numerous styles, concepts and different directing
processes that change with time and period. This is crucial because

...the job of directing calls for the imagination and sensitivity of an artist, the skill and
patience of a teacher, and the efficiency and organization of an executive. (Whiting,
1961:156)

Nigerian Theatre and Drama

Nigeria as a country is essentially heterogeneous and what can be called ‘the Nigerian
theatre’ is the theatrical cum cultural activities and performances of the numerous ethnic
nationalities that made up Nigeria. Ogunbiyi, while tracing the evolution of Nigerian
theatre and drama in his widely celebrated article, “Nigerian theatre and drama”. A
critical profile” observes that

...the origins of Nigerian theatre and drama lie in the numerous traditional religious and
functional rituals to be found in practically every Ni gerian society. What is however not
clear and therefore remains speculative, is the question of the precise evolutionary
growth of drama from rituals, that is if at all it did. (1981:4-5)

The classification and evolution of the Nigerian drama and theatre have always been a
controversial issue and this contention is borne out of the theatre scholars’ desire to
define the boundary between drama and theatre. While Nigerian theatre scholars traced
the evolution of the Nigerian drama and theatre and have attempted various
classifications, it is pertinent to state here that the celebration of culture constitutes
what can be aptly referred to as the Nigerian theatre and drama and the unwritten record
of most of these custom-related festivals makes the evolution of the Nigerian theatre and
drama an exercise in theoretical speculations.

Modern Nigerian theatre and drama include the refined cultural festivals and
traditional performances celebrated regularly, the numerous stage performances which
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are the products of scripted plays or improvisational picces, the dramatic actions ol the
colluloid and the ‘Home Video® industry, Radio and Television drama, community and
street theatres and so on. 1t should be noted that all these traditional theatres make usc
of almost all the available performing arts medium (dance, music, puppetry, pantomime
Aramatization and so on) to exhibit their theatrical and dramatic conceptions. In the early
part of this study, we have carefully drawn out six categories of theatre directors that
have dominated the checkered history of play directing in the Nigerian theatre. We shall
proceed to examine the functions and characteristics of each category.

The Community/Traditional Theatre Director.

The theatre directors in this group are hardly aware of their nomenclature as theatre
directors. They are the leaders, organizers and controllers of traditional festivals,
community-related performances and social entertainment and all forms of cultural
performances. Their position as leaders of the community-related festivals and cultural
performances is thrust upon them as a result of their lineage or occupation, at times they
are spiritual leaders who must organize ritual performances for societal edification and
social well-being. There is no written record as regards the exact date of the beginning of
the community or traditional theatre director. However, they are the facilitators, and the
organisers of most Nigerian traditional festivals and cultural performances whose date
{00 can be traced to the pre-historic period of all Africans

A close look at Ekpe festival of the Igbo people and the Alarinjo festival of the
Yoruba people will further help us to analyze the history of the existence of the community
or traditional theatre director in Nigeria. In the Ekpe festival, Amankulor (1981:118)
observes that

...Ekpe combines the tragic and the comic aspects of the proceeding ceremonies.... Ekpe
takes place on Eke day. It is preceeded by the Ekpe €ve, a free-for-all —night of dancing
and rehearsals for drummers, dancers, chorus leaders and their choric groups.

Their leaders who are the unsung theatre directors in a community-related cultural
performance such as the Ekpe festival coordinate these rehearsals. The Alarinjo travelling
{heatre is a unique theatre among the Yoruba of Nigeria. The uniqueness of the theatre
lies in its ‘repertory system’ where the ‘masque-dramaturge’ is utilized. Itisalso a total
theatre conception that celebrates the social, spiritual, political and cultural aspects of
the Yoruba. J.A. Adedeji recorded that:

..Ologbin Ologbojo founded the Alarinjo theatre... It s claimed that it was on account
of his hybrid son, Olugbere Agan, that he established the theatre as a permanent part of
court entertainments. To launch him, Ologbin Ologbojo got Olojowon, the master
carver, to carve a wooden face mask and Alaran Ori, the costumer, to build a set of
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costumes. With these Olughere Agan careered as acostumed actor and atrolling player
Ologbojo himself served him as the masque dramaturge or animator who handfed th
improvizations while Akunyungba, (he patace thapsodists: provided the ¢ Troral Chind
(Ogunbiyi: 223-224)

Ologbin Ologbojo was essentially a theatre director if the above is critically considered

Firstly, he founded his own theatre, instructed a carver to carve for him, engaged the

serviee of a costumier and *handled the improvizations’. All these functions are basically

that of a theatre director who must coordinate all theatrical activitics.

The Bornu puppet show, the Hausa (Yankanmaci) comedy, the [Kwaph hi
theatre, Ekong drama, Mbom-Ama festival, Eyo festival and many more festivals i
performed in villages and major cities of Nigeria whose theatrical coordinators orartisti
leaders® functions necessarily compel us to conclude that the community or traditional
theatre directors are the first notable theatre directors in the Nigerian theatre,  Theu
directors are actors as well as dancers, choreographers and musicians. Theatre directors
in this category did not allow job specialization in the theatre. They were and are the
ones responsible for most of the direction of theatrical activities.

The Actor-Manager-Theatre Director

This category of theatre directors surfaced in the Nigerian theatre during: the
dawn of professionalism and the establishment of many theatre outfits and troupes i
the country. Among the Yoruba of Nigeria, the actor-manager-theatre dircctors spriny,
up after the formation of many travelling theatre troupes. Adedeji again observes that
“several new troupes sprang up beyond the Ologbojo lineage and these were free (o
entertain any individual or group of people who invited them. Names of troupes Tk
Aiyeba, Lebe, Aiyelabola and later Agbegijo, Ajangila, and Ajofeebo emerged” (1981:2.20)
Most importantly, these troupes have managers who were actors and the dircctors ol
their various troupes.

In the modern theatre of Nigeria, The Music Research Party founded by ¢
Hubert Ogunde can be linked to the beginning of the actor-manager-theatre directon
nexus. Late Hubert Ogunde the founder of the Ogunde theatre travelled far and widc
and produced, acted and directed many theatrical pieces (scripted and improvised)
They include Strike and Hunger, Human Parasite, Towards Liberty, Tiger’s Lmpire,
Darkness and Light, and so on. Ogunde was an iconoclast who was loved by his
Yoruba people and their neighbours. Clark, while making reference to the design of the
gate ticket of Ogunde Theatre quoted the West African Pilot that the original tickel of
the Ogunde Theatre had the following wordings:

Hubert Ogunde

Managing Director

The African Music Research Party
88, Cementery Street,

Ebute Metta. (1981:297)
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Phe appetiation, "Managing Dricector prosents Ogande s the manager of his troupe, th
Attt dbvector and anactor, who acted o almost all of his major works. He had a deep
Feaumant yet metodious vaice e wisnmaster in character portrayal and the varieties of
Hewn dunige mont of his protogue before most o his performances mark hin out as a
thetee director At the same time, the success of his theatre company presents him as a
drewd mnaper of men and material resonrees. 1K Ogunmola, Duro Ladipo, Moses
Oty (b Sata), Bretlo Sadami, and many more were and are still in the actor-manager-

thentie dhrecton s lexicon

Phie Playwiight Theatre Divector i

Pk proup o divectors are the weriters of scripted dramatic play texts who also direct
(et creative wiitings for performance. Most notable Nigerian playwrights such as Wole
oyinka, Ol Rotimi, Zalu Sofola, J.P Clark, Femi Osofisan, and numerous budding
phaywiights hiave written plays and directed them for performances before publishing
(et This proup emerged in the early 60s and were mostly art scholars in the University
civironment where the urge to write and perform override their other scholarly intentions.

Fhe Litevary or Academic Theatre Director

Iheatre directors in this group can be divided into two. Amateur directors who
iy not be playwrights nor possess degrees in play directing or play production but
wha direct plays. Most of them can be found in various categories of institutions of
leiining - At primary schools they often help to put the play together especially for the
cinl ol the session entertainment activities. At the secondary schools, they are the
{eachers of literature in English and English language. The second category can be
foundd i the universities. They are the force behind most successful theatrical
petformances, These are most likely to have a background of theatrical training at various
levels: The literary artistic directors are concerned with the staging of plays, as the
pliywrights have written them. Play editing is often ignored and they pay serious
directorial and artistic attention to the creative intentions of the playwrights.

F'he Student or Apprentice Director

Although the theatre directors under this group might look insignificant, their
televance is often borne out of the output of their successful theatrical performances.
I'hey include mostly theatre, performing, creative and dramatic arts students in Nigerian
jpost-secondary institutions. Some of them are learners in the non-formal sector, learning
under renowned theatre directors or through theatre companies and troupes. Student
directors often have the opportunity to exhibit their directorial acumen during
departmental seasons of production, in play directing and play production classes, and
(uring the annual Nigeria University Theatre Arts Festivals (NUTAF) staged by students
ol theatre and dramatic arts in Nigeria.
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e Professionnl Theatre Diveetor
With the frequent political instability and cconomic recession m Nigeria, the
still manage to produce

(heatre arts profession suffers, | Jowever, some theatre directe

numerous successiul performances. On the live stage, names 1ch as Hubert Ogunde,
[ola Ogunmola, Moses Olaiya, Ola Rotimi, Dapo Adelugba, Femi Osofisan, Bayo
Oduneye, Chuck Mike, have at one time or the other, directorially produced highly
professional theatrical performances. Theatre directors in almost all the performing troupe

unit of the state council for arts and culture are also professionals. Their directorial
works are relevant to the Nigerian theatre paradigm. So also are the theatre directors in
some new privately owned theatre outfits and troupes set up by graduates of the numerous
drama and theatre departments in Nigerian universities.

Conclusion

Nigerian theatre directors have variously expressed diverse opinion on the art
of play directing partly because of the difference in their styles, educational attainment,
proffessional experience and the demand of the play they are working on. Bayo Oduneye
equates directing with the art of cooking. He says, “You add a little spice here, a little
spice there, with flavour- you stir it all and you have a good meal” (cited in Okorie: 33).
Wole Soyinka’s definition of play directing is broader and more analytical and it expands
on Bayo Oduneye’s metaphoric definition. According to him, directing is

...a complex business. ITtisa sociological phenomenon It relates to the environment,
the cast in hand, how much time one has, how many actors there are, how to balance the
amount of time given to each actor in view of just how much time one has to put a play
on stage and of course the overall theatrical images which one wants to represent, the
dynamic tensions of the various special images which one wants to create on stage.
(Musa: 35)

While Oduneye’s opinion represents the directorial symbol of the Nigerian National
Troupe, Soyinka’s vision is the icon of the academic environment. Chuck Mike, the
committed director of Theatre For Development sees play directing as:

..an experience in which ideas or an idea is shared and corroborated with animate and in
animate consideration which manifest in display. (Okorie: 33)

Essentially, play directing in Nigeria places great premium on the total theatre phenomenon.
With some basic principles and techniques, the theatre director’s choice helps him to
define and shape, focus and build his own directorial style.

In this paper, I have described the evolutionary identity of six categories of
Nigerian theatre directors. Again, this evolution is relatively speculative although there
is high degree of interconnectedness between the six categories of theatre directors
discussed. It is pertinent to observe that a single theatre director can belong to three or
four of the six groups identified. It will be contestable to conclude that Late Hubert
Ogunde and Ola Rotimi belonged to one group or to see Dapo Adelugba, Wole Soyinka
and so on as theatre directors of one of the six groups identified, they transverse many
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PLAY DIRECTING AND DIRECTORS:
AN EVOLUTIONARY DOCUMENTATION
IN THE NIGERIAN THEATRIE

Rasheed A. Musa
University of llorin

Introduction

Theatre documents life aesthetically in different performative forms. While it
reflects on the attractiveness of man’s glorious moments, it also celebrates in an absurdist
manner, the nothingness of his existence. Many artists and theatre designers make
things happen in the theatre through their creative, imaginative, intellectual and
inspirational endowments. One of them is the theatre director who engages in the art of
play directing and who is the facilitator and organizer of the totality of the mise-en-
scene in the theatre. Drawing from the above, this paper is set to trace the evolution of
play directing and the theatre directors in the different theatres of the world, to critically
evaluate the art of play directing and the Nigerian theatre directors and comment on
play directing and the Nigerian theatre. The evolution of the Nigerian theatre director
can be traced through six major stages:

The community/traditional theatre director

The actor-manager-theatre dircctor

The playwright-theatre director

The literary and or, academic theatre director

The student and or, apprenticeship theatre director
The professional theatre director

OF Wil Ry I =

We also observe in this paper that some Nigerian theatre directors belong to two or
three of the above categories and that play dirccting is still a part-time and an all-comers
profession in the Nigerian theatre. For the Nigerian theatre dircctor to come of age there
is a need for exposure, education and technological understanding so as to enable them
cope with the ever-rising challenges of play dirccting.

There have been diverse opinions about what play directing should be. Nwoko
observes, “In all the theatres of the world, the dircetor has always been a controversial
figure and still remains so as his functions vary with theatrical styles” (1981:477). The

46
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theatre director's ubiguitous personality i as aresult ol the numerous thentre convention
and quite sizeable numbers of dramatic genres available (o hinto work with. The theatrical
demands of staging a tragic play differs from that of a comic orabsurdist play. Fasentindl

the theatre director’s major concern is theatrical and dramatic performance, o web, which
his art depends on. The position of Kolzelka on the process of play malcing and the
theatre director is relevant here:

A great play does not just happen on stage but is the wearing together in an artistic unit
the talents, visions and skills of many workers under the intelligent, planned and shifled
guidance or leadership of one artist, the director. (1968:15)

The theatre director must be versatile and understand the vital arts of the theatre. T
own ‘jack of all trades’ must be master of all. While not attempting to ignore the social
significance of ‘theatre as a group art’ or the division of labour through job specialization
in the theatre, one is certain that the theatre director is:

Someone with a passionate interest in acting, plays, and the creative process that leidy
to performance, yet with no desire to take an active part in stage managing, acting, o1
designing: a finger in every pie...(Morrison, 1984:14)

If the director cannot dance properly, he has to know the artistic relevance of variou
dances prevalent in his environment and their relevance to his repertory. If he cannol
sing melodiously, he must understand music and know when discordant tunes and tonc:
are to be corrected. As a designer, he must also know the relevance of colour (o his
varjous theatrical conceptions. If he has not received any formal training in costuming,
and make-up, he must be a willing collaborator and adviser in the art of costuming, and
make-up.

Cole (1992:5) in her book, Directors in Rehearsal further confirms Nwolo'™
assertion that the director ‘has always been a controversial figure” (1981:477). She draws
her examples by observing theatre directors practically at rehearsals. She also captures
and catalogues various scholarly and definitive notions about the theatre director. Some
of the attributive metaphors of the theatre director include:

Director as Father-Figure, Director as Mother, Director as Ideal Parent, Director as Teache
Director as Ghost, Invisible Presence, Director as Third Eye, Director as Voyeur, Dirceton
as Ego or Superego, Director as Leader of an Expedition to Another World, Dircctor i
Autocratic Ship Captain, Director as Puppet-Master, Director as Sculptor/Visual Artisl
Director as Midwife, Director as Lover, Director as Marriage Partners, Director as Litcrary
Critic, Director as Trainer of Athletic Team, Director as Trustee of Democratic Spirit
Director as Psychoanalyst, Director as Listener, Surrogate Audience, Director as Author,
Director as Harrower/Gardner, Director as Beholder, Ironic Recuperator of the Matcinal
Gaze.
The above summarizes the position of the theatre director in the art of play dirccting,
Directing can also be described as the organization, management, interpretation,
coordination and manipulation of human and material resources towards the sole purposic
of creating an artistic whole for the audience. Directing is teaching what to do as it also
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e st e demonsteation of what i been gt Directing s communicating as it is
e by b e 1 b orgamizing TE s watehing, s 1 as pretarizing and

Pt St sees the et ol play divecting “as the most extensive and demanding of
e theatie art (L0740 vib) Drivecting s o parasitic art whose artist muost survive on the
wiiste corapertion of other theatre designers and performers, - Al these technical,
Sttt and managerial ke make the evolution and the development of play directing,

e e theatre director astudy m theatrical progressivisn,

Prpec ting and Thentre Directors: The Global Expericence

PHatoriently, itis an aceepted theoretical proposition that great Greek dramatists
il playwiights such as Sophocles, Buripides, Aeschylus and Aristophanes wrote and
directed thew own plays during, the classical period. What has not been recorded is the
Pl ol enders of troupes before the craft of playwriting began. During the Elizabethan
pertod, Willinm: Shakespeare, through two of his plays, Hamlet and A Midsummer
Vigght's Dream, provided information about the importance of good actor’s voice and
peech ia some of the results the director must strive to obtain from the actor. In
Hamlet, the eponymous hero takes the place of the director and tells the players what
fie wints them to do in the play-within-the play. The following are his preliminary
intrne tiony

Hamlet Pray God for your voice, like a piece of uncurrent gold, be not crack’d
within the ring ...come, give us a taste of your quality, come, a passionate
speech.

Iirst Player: What speech, my good lord?

Iamlet: I heard thee speak me a specch once, but it was never acted, or if it was,

not above once, for the play, remember, pleas’d not the million, ‘t was
caviary to the general... an excellent play, well digested in the scenes, set
down with as much modesty as cunning... (cited in Jacobus, 1996:235)

In i desperate attempt to ensure that the players are ready for the play-within-the-play,
IHamlet reminds them:

Hamlet: Speak the speech, I pray you, as I pronounc’d it to you, trippingly on
your tongue. But if you mouth it, as many of our players do, I had a
life the town-crier spoke my lines...but inexplicable dumbshows and
noise. I would have such a fellow whipp’d for o’er-doing Termagant...

First player: I warrant the honour.

Hamlet: Be not tame neither, but let your own discretion be your tutor. Suit
the action to the word, the word to the action, with special observance,
that you o’erstep nto the modesty of nature. For anything so o’erdone
is from the purpose of playing, whose and, both at the first and now,
was and is to hold as’t were,the mirror up to nature...(cited in Jacobus,
1996:240)
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on the nature ol drama, the
I'his makes him a playwright

hrough Hamlet, William Shakespeare teaches his players
advantages of acting and its disadvantages when over-done.
director

Another celebrated Shakespearean play, A Midsummer Night’s Dream, which
centres on the illusion of reality and man’s unending struggle to define and understand
himself, his social environment, the world of fairies, dreams and the pendulum of love
establishes the historical nexus of the playwright — director:

Bottom: (Awaking) when my cue comes, call me, and I will answer. My next is
“Most fair pyramus... (cited in Jacobus, 1996:203)

Bottom is obviously preparing for his entrance through the above excerpt and the simple
literal interpretation of the above lines is that, ‘I have not forgotten the stage direction
given to me by my director, I will enter when it is my time to do so’. Theseus, the Duke
of Athens in the play also plays the role of atheatre director through his directions
although he is symbolically represented as a majestic monarch in the play.

Moliere, a French dramatist was another playwright-director who through his
one act play in 1663 titled L’Impromptu de Versailles documents theatre history. The
following encounter between Moliere and his players in the play further helps us to
illustrate the fact that the playwright-director through the art of play directing has been
in existence for long:

Moliere: Ladies, gentlemen, come on now, cut that out! Are you trying to be
funny? Listen now- oh a Plague on you! Listen now, roll call: Monsieur
de Brecourt?

Brecourt: ~ What?

Moliiere: Monsieur de la Grange?

LA Grange: What is it?

Moliere: These people are driving me insane! God! You want to turn me into a
madman, gentlemen?

Brecourt: What do you want us to do? We know our parts, so you’re the one who’s
going to drive us insane if you make us perform today.

Moliere: . Actors are animals! Wild Beasts!... Ah well,. Take your places, we have
two hours yet, you 're already in costume, so let's at least rehearse while
we can...

Mille. du Parc: My God, I'll be terrible. Why in the world; you give me all these affected
parts?... There’s no one in the world less affected than I am.

Moliere: That’s true, and it makes you an even better actress to play roles so
contrary to your nature! Try to catch the character of your part, and do
believe in what your represent. (Turning to du Croisy). You play the
poet, you must fill the character with yourself. Get that pendantic air
that he assumes before the world, the sententious tone, and the pre;
pronounciation of each syllable; don’t miss a single letter of it!.... (cited in
Cohen, 1988:148)





