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Foreword

I am honoured to have been asked to write the foreword of this
book written by great academics in the field of Performing and
Communication Arts. It has been my pleasure to know and work
with the authors over the last two decades as senior academics with
great passion for writing, excellence and great organisational
abilities. I have had the privilege of watching them grow
academically as they create niches for themselves and I am proud
of their achievements so far.

The authors, Drs. Oludolapo Ojediran, Tayo Simeon and Philip
Arthur Gborsong have distinguished themselves as great scholars
by putting together their intellectual precision to produce this
spectacular book, Dialectics of Texts, Performance and Theatrical
Dynamics, which presents a good reading material on various
discourses on artistic issues in Africa with particular examples
from Ghana and Nigeria to a much wider public.

This important book consists of ten well researched and written
chapters by many scholarly endowed authors from both Ghana and
Nigeria. The book covers all the essential areas of the subject
matter and is a great contribution to changes in various artistic
issues and discourses of theatre and communication arts. The book
expresses the commitment of the authors to enriching, training and

research in Performing Arts.

Each author of the chapters utilises their personal pieces of wealth
of experience for an elaboration of the chosen topics and bring
home to their readers in such ways that the narratives can l?e
properly understood. I am convinced that each author have put in
their intellectual erudity and depth to deal with the various topics.

with varied topics of

The book has ten chapters and each dealt
¢ writing styles, the

interests. The book embraces core academi
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ADEOYE’S NEO-ALIENATION DIRECTORIAL
THEORY RELIVED IN NIGERIAN LEGION CORPS
OF COMMISSIONAIRE CADET TRAINING

Solomon O. IKIBE & Oluwatosin IBITOYE

Abstract

The  Neo-alienation  directorial theory  propounded by

AbdulRasheed Abiodun Adeoye in directing plays, which keeps

cast and crew on their toes from the beginniifg to the .end ofa plaJ}
was recreated sometime ago at the Nigerian Leglon f";{’ fzefv
Commissionaires organised training for the re.cryltmenthgd and
cadets in Ilorin, Kwara State. Using the descrﬁ;::iizzariﬁes in
participant observation tool, the study draws ou ially during the
the style used in the training of the cadets, esp eor} A;;oye’s Neo-
Passing-Out-Parade (POP) and the applzcatlo_;'mem exercise. This
alienation in directing the process of the recm;lienation theory is
Study concludes that indeed, Adeoye’s Ne'o;qals without formal
tovertly applied by Somih01$i2wp;3f:;z. The study therefore,
.. . e .

:::sztel:dihe Cj;)rll;ll;attricolzq of differe"; a:tistlc approaches  to
advance and solve life challenging problems.

Key Words - 7 14 rsal, Nigerian
]Veo Alienation, MISIC/SO’:IgS, ehea sa.
p.; ofCommissionaire, aesthettcs
Legion Corj

% t
tion . . e “estrangemen
Introduc- carta Suite defines al’}enatlon ai ﬂ;Enc arta said that
Redman i1 Eer:)plc, society, or work”. Ho'we:ecgntradictol'}' ways”
from otht:' v been “widely used in sometime )
rm has D
the te
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such as drawing people closer instead_of.CStTﬂ“g‘Tg t]hem. T_hUS;
neo-alienation should be a revival of bringing people closer, either
in the work place or social engagements._ln the same token,
AbdulRasheed Abiodun Adeoye, a the_atre filrector anq sch(.)lar.at
the Performing Arts Department, University .of Ilorin, nge_rla,
came up with the Neo-alienation thec_)ry used in play Productlon.
Adeoye, is known for his simplification of_ Wo!e S(?ylnka’s hard
core plays on stage as epitomised in his directing of Wole
Soyinka’s plays in both his Master’s and Doctorate’s researches.
Adeoye (2010), postulates that acting, technical theatre, lighting,
costume, make-up, music, dance, dramatic theory and criticism (all
put together) make directing a special art of the theatre.

Adeoye, in enumerating the features of his Neo-alienation
aesthetics and African Theatre approach drew his inspiration from
Brecht and Soyinka’s production styles. Their style he
reinterpreted into the Neo-alienation theory. According to Adeoye,

his Neo-alienation theory has twelve aesthetic possibilities which
he enumerates to include:

the aesthetic of theme, son
systematic fraternization,

aesthetics, the aesthetics of
aesthetics of human props
multiple narrators’

g of audience and players’
multiple role-playing
artistic deconstruction, the
and demystification, the
acsthetics, the aesthetics of de-
technicglisalion., on-the-stage make-up and costuming
aesthetics, the aesthetics of complete instrumentation on
stage._' photoramic-caption’s aesthetics, the modem
op_e.rallc aesthetics, trado-modern aesthetics and the
critical recalling curtain cal] aesthetics,

i T style used during the cadets’
fecruitment training, since the training cannot be divorced from the

gx_fncan colonial experience. Having been cloge 1o Adeoye when he
irected two of hig Plays — The Smary Game, and The Killers — it
was observed that the Neo-zlienation theory pe used was br(‘)U.*?,ht

174

he cadets of
. - - Out-Parade (POP) of t
aining and PaSSIPz‘é ommissionaires. As attested to by

“the African performance theory

enres of theatre —
iparti ence of all the three g of the
empc?rgznifs— in a single performance”, this was

offirmed during the Passing—Out—Parade.

S ; f
i .+ at the Nigerian Legion Corps 0

e _Un.derg_Olf;g\S;eogsé?\lllelﬁ that the Training Con?m?nlc_ier 2;1((11
ConnmSSlOW;lIlee, features of the theory to inculcate discip ine ne
uS:clflt SOTlii(l)ls i:ito the cadets under training. We notcdaggg;r;gwas
;Irl;l:l?rg that all that was being done by t-he Co-i]:;?e dant was
nothing less than drama, where _the-tramc?es B e fes
members/actors, other officers serving 1n varlohus ;:ik;; ties 1t
the stage manager, property manager and t e, ks i on
Commandant acting as the Director using Adeoye’s
theory.

. . ino-
Consequently, this study focused on the training ia‘r;di;c)l;eé’sfss gf
Out-Parade (POP) of the cadets of the Nigerian 1.egn s
Commissionaires paying attention to how Neo ali o
comes alive. The study examined whether tl}e us costuminé
instrumentation, dramaturgy, choreography, mmcllmtg,t B
and props are some of the theatrical .eleljnents Ii,ls:. 2 g
training and POP of the Nigerian 017ec,lo
Commissionaires on Friday, 1% December, 2017.

. i the tr
ive in th : s 0
?llle Nigerian Legion Corp

(2017, p.308) that:

Jdvocates th
dance, music an

. Rehearsals

the Training as adets which can be likened to rehearsals were
of the ¢ 4pm and on Saturdays at 6am weekly.
held on Fridays a.tth jgaging for thirty (30) minutes using morale
Rehearsals began t:land bboost the strength of the cadets. After this,
songs to encoufasss were done, parade marching followed. The
physical exelmndcr who is likened to a Director, used all manners
training cof;‘"zz mﬂf(e the cadets do what he wanted. He sang,
of am’“’a;n1 instructed, shouted and of course, did the physical
danf:i’c,: with the slow and quick marches he wanted the cadets to
exe ’

The training
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leamn. Other physical exercise:s included jlfm.ping oyer QbStacles
using hurdles, frog-jump, jack-m-.the-b.oat, lifting one’s neighbour,
tug-of-war, pinning-the-head, wmdmlll,. etc. Anyone who was
unable to do any of the exercise was either ﬂogged or made to
undergo another exercise. No doubt, the exercises were
rigorous just as it is in play rehearsals.

very
Songs Used during the Training

To realise his productions, Adeoye uses Songs to motivate the cast

members during rehearsal. Similarly, the training commander at

the cadet training used different songs during the training sessions.
The songs were to essentially stimulate and encourage the cast
members. Some of the songs are;:

Song 1

Call: Wayo wayo wayo
Response: Wayo yo

Call: Wayo Wayo wayo
Response: Wayo yo

Call: Papa come and see oog
Response: Wayo yo

Call: Wetin man dey suffer
Response: Wayo yo

Call: Dem dey give ys water
Responge: Wayo yo

Call: Der dey call am tea ooo
Response: Wayo yo

Call: Dery dey pin our head 000
Responge: Wayo yo

176

Call: Dem dey call am training 000

Response: Wayo yo

Song 2
Mama no dey 000; Papa no dey ooo.
If you want to fire me, fire me make I die.

[ will never go back from this training.

Song 3
Call: This is the way I wanted to be 000
Response: This is the way [ wanted to be
Call: This is the way I wanted to be 000
Response: This is the way [ wanted to be
All: Ee I want to be a soldier,

Ee I want to be a soldier,

Ee I want to be a soldier,

This is the way I wanted to be.

Although the songs were taught only by rotle] accorfti}llng tt(:i P\/Ilerf{nl
(2014 have been able to notate them without ana ysis.
» p-43), we hav d b ther pl ht
Th an now be used by any other p aywright,
€ notated songs ¢ . ted musicologist for furthe
irector or any other Intereste _musicolog i er
Musicological scholarship. What we did is in l_me with Merenj’s
(203100 ogica ectations that Nigerian musicologists should be able
t 14, 24) cxrlzectly the songs that he has recorded in whatever
coul?oilstca:g contexts they have been done and not “to fence off
ur ”»”
ourselves from the world™.
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Instrumental Music

At the training/rehearsal sessions, the brass-band was adequately

(played) her
-band i actually what

S the military-bang which plays
gements of folk o ® Thi
exactly what the brass-bang did ngs”. This was

The Passing.Q ut-Parade (POP)

The PaSSing—Out-Parade C :

an b
production/performance of ¢ likeneq ' the real
cadet was in full milj

costuming ing, Props, and lighting ag
atic nany

! d the Performance stage.

g‘:kmg rtsfrgrrcx} the performance of the cadets, we had the Column
; rty, du -Guard, Sc?c?nd-In-COmmand (2-1-C),  Parade-
hommag er (not the Trammg Commander) and Squads | and 2
; 8:) made up the parade Providing the live mugjc as part of the

Fo D;;;ngx;fraesc ttc};rc ?}r]assé and with g Drum-Major whe acted as

! " 1€ Brass-Band proyig th i
the entire parade. roves the musi e for

178

pr- Ty

he entire production on the POP day can be divided into various
sTegments which we likened to be movements or scenes in a play
production thus:

Movement/Scene 1. The Regimental-Sergeant-Major (RSM)
marches in the two squads and hands over to the Second-In-
Command (2-1-C);

Movement/Scene 2. The 2-I-C calls in the Officers (Sub-
Guard) to take their position;

Movement/Scene 3. The 2-I-C hands over the parade to the
Parade Commander;

Movement/Scene 4. The Parade-Commander drills the
Squads to attention and at ease;

Movement/Scene 5. The Parade-Commander calls in the
Column—Party;

Movement/Scene 6. The Column Party takes Salute;

Movement/Scene 7. The Parade-Commander signals the
Band to salute various dignitaries at the occasion with
Vvarious salute tunes such as welcome (‘kabo); genera] salute
and the national salute for the State Governor Who wag
represented by the Special Adviser on Security matters,

Movement/Scene 8. Thereafter, the Nj

gerian i
Anthem is played by the Brass-Bapg. s Nationa]

179
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Movement/Scene 9. The Governor inspects the Guard of
Honour as put in place by the two Squads, Column Party ang
the Sub-Guards. This is done with a musical acCcompaniment
of the Brass-Band.

Movement/Scene 10. The main parade begins afier the
inspection of the Guard of Honour by the Governor. The
parade begins with a slow march order by the two squads
with the Column Party in-between them. The parade moves
€na, observes the eyes-right turp

. quick march as the Brass-Band
automatically changes from slow-march-music Ca) to quick

3 - . .
march *s common time music (alla-marCIa) moving round the

arena again with the observance of the o es-right. At th
of the quick march parad ves-right. e end

¢, the Squads 1 apg 2 with the
Column-Party Stop at the command of the Sub-Guard
officers.
MovementlScene 11. Review
Command

Movcme{IUScene 12. Having done the review order parade,
with various Speeches by the Governor and the State
Commander of the Nigerian Legion, the Parade Commander
marches the Columy, Party out of the parade arena.

Movement/Scene 13. Parade 2-I-C takes permission and
marches out squads 1 and 2 and the parade comes to an end.

Movement/Scene 14. The Brass-Band takes time to entertain
the audience with various marches while the Drum-Major
leads by marching and swinging the decorated staff in
different spectacles to the amazement of the audience. The
Brass-Band marched round the arena in straight, diagonal,
circular and semi-circular forms which left us to wondering
if the marches had been choreographed by a choreographer.

The production held the entire audience spell-bound for about.one
 hour that it lasted. Applauses were given by the audience at various

Spectacular moments of the production as appreciation. There was

10 room for lapses and no empty stage was observed as every

Movement/scene of the production was closely linked to the other
Movement/scene in a military way. In fact, we can say that the
Straight

-take directorial style was unknowingly adapted by the
raining Commander.

Dl‘amaturgy in the Passing-Out-Parade

The Passine-Out-Parade activities can be said to be artistic am}
dramatic a; it entailed some elements of dramaturgy. Some o

| these very obvious dramatic elements noted by Atanda (2017, p.

267) include:
i.  Cast and characters
ii.  Stage
iii.  Actions

iv Facial Expression

v Costumes
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and leg made the acti

- mood, change of actions,

vi.  Stage picture
vii.  Directing
viii.  Choreography
iX.  Voiceand

X.  Presence of audience members etc.

The activities of the cadet commissionaires passing out were ful] of
actions or we can as well say acting. This is because it was
consciously stage-managed and performed before a live audience.
The parade commander and the band major could be seen as lead
characters. The lead characters influenced other characters on
stage. The parade commander with a very clear and distinct voice
communicated with other characters o
next movement and action Sequence. Their march was the action in

this context. Their facial expression depicts intense serious mood
which portrays the serious military life.

. - Ons more appealing and aesthetically
Pleasing. Synchromsing with the music from the band which was

dictating f}{e Pace and tempg of €ach aspect of their movements.
The transition from the sjgy, L0 quick match showed a change in

movements, tempo and pace of the
Performance,
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ic/Band
o Western Music/Ban
jndigenisation of the

i isting of
tern band used at the event, pr.edommantlfy COT:]Sjnggthe
. weslfwsical instruments is primarily meant for p gbsgrved
weSteman western music and rhythm: Howe_ver, it wat? e
Eurqpe indigenised to a Nigerian music cultur_e roug
tthas been ! - i ch as highlife, juju, and
hybridisation of Nigerian pop music su
gospel music into the band performance.

Examples of these songs include the incorporation of song like:

Call: Ose, Ose o, Ose o, Ose baba!

Response: Ose, Ose 0, Ose 0, Ose baba!

Thank you, thank you, thank you, thank you Father!

- Thank you, thank you, thank you, thank you Father!

Ibitoye Oluwatosin

T — 1
| 1 -
1 $ s t—f — P——1  —
T — i e e
—— o] i e — i S ' T—t |
e

Sul T'( )Pa d lt e ) = .

: iperi ifically) music. Hence,
5 frican (ngena Speci _ g
promment_ feature:u(s)it;:Ac:ultural features were integrated into the
e Afncairé ::?Jlture Some indigenous folk songs and folk tunes
western mus '

into the band.
incorporated into - .
e mlc r‘c:f these include the incorporation of folk tune like: Kabo
Examples

o kabo.

183
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Kabo o kabo Welcome, Welcome

Kabo o0 kabo Welcome, Welcome
Omo ki’le soro The son who speaks
Omo ki’le soro The son who speaks
Ki’le lanu, kabo!

And the land opens, welcome!

Kabo o kabo

Ibitoye Oluwatosin

The “Kabo .
f : ¢ kzbo tune used to herald the arrival

Oof a promlﬂem personahty or dl N )

therefore say that the ;

Eigiier?;ma?: mf:zeﬂéppeal_ir;g and entertaining while the audience

. g lar wit S| .

information, COmMunicagioy a::he tunes/songs. This made the

music art effectjye,
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The following icons of Adeoye’s neo-alienatin was realized in the
training and POP of the Nigerian Le

gion Corps of Commissionaires
as most of them were actualized and used.

1. Aesthetic of theme;

. Song of audience and players’ systematic fraternization;
iii. Multiple role-playing aesthetics;

iv. Aesthetics of artistic deconstruction;

V. Aesthetics of human props and demystification;
Vi, Multiple narrators’ aesthetics;

Vii. Aesthetics of de-technicalisation;
Viii, On-the-stage make-up and costuming aesthetics;
X. Aesthetics of complete instrumentation on stage;

X. Photoramic-caption’s aesthetics;

Xi. Modem Operatic aesthetics;
Xii. Trado

-modern aesthetics; and
Xiii,

Critical recalling curtain call aesthetics

During training and at the POP, the theme of the program was re.
Schoed for the trainees to understand why they were at the training
ad on the fielq for the POP, the Master of Ceremony kept making
®ntion of the reason for which people were invited from ajj over.
Secm{dly, there was the common songs useg to motivate the
Adience and the trainees, themb).r creating g SySteriingt
fraternization of the players and the audience: mama no e Yo... as
transcribed and notated above.

There was also the multiple role

¢ playi
ocess of training. The trainer ¢
pr

Song leader,
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‘



lauueaswe) Aq psuueds

trainer, band-leader, etc. artistic deconstruction where the players
played instruments and also at column party.

Human props demystification was not however achieved as no one

acted as human props in the POP and training period. Moreover,
there was no application of makeup as the military has no time for
make-ups. Hoewver, cveryone was properly costumed in army
uniforms before attending the POP, During the training, the trainees
were dressed in normal white shorts and short-sleeved T-shirts.

Complete instrumentation on stage was realized as all items of props

and musical instruments were used during the training sessions
which we see as rehearsals,

However, there was Dress and Technical
rehearsals as we normally have it in the theatrical parlance.
The photoramic-caption aesthetics was realized ag many pictures of

i ations were observed during the parades. Modemn

operatic aesthetics were not part of the POP as the music was
basically instrumenta] as provided by the brass-band.
Moreover, trado-modem aesthetics could be seen as achieved
because everything in military POP wag done. Finally,
recalling curtain ca| aesthetics wag missing except for
remarks which wag made by the Commandant of the
Command of the Nigerian Legion Corp of Commissionai
vote of thanks to the dignitarj

Police Commissioner, Sector Commander of Nigerian R,oad Safety
and others who attendeq the Passing-Out-Parade.

V

the critical

has been pre-rehearsed at
the services of the Training

ini i t pass through a thespian
the Training Officer did no h ;
t.hat. 31:20353 he1 was able to apply a meth0.d of galvanizing humanf
msutxurcés to make a para-military production and performe.mce: 0
r;s;l magnitude that held an audience spell-bound and fascinating.

Obviously, Nigerians have what it takes to make things work when
they put themselves together for action.

The Batch B cadet POP was more than a usual or normal POP event

rather a moment of musical appreciation, recciption of the
idigenisation of the western brass-band musical 1n-stru1.'nents as
though they were African musical resources, aest}.n?tlc display of
dramatic actions, gestures and movements in the military and para-

military parade. The POP was also a moment of enacting much more
than the tri

partite presence of all the genres of theatre — dance, drama
and music

because there were props and beautiful costumes in that
single performance.

Having seen the success with which Adeoye’s Neo-Alienation theory
3 been used to impart dramaturgy, musicality and discipline in a
performance, this study recommends that the Brass-Band units of
Various  Music Departments of Nigerian higher institutions —
Universiﬁes, Polytechnics and Colleges of Education be invigorated,
*Mpowered and equipped to perform with all enthusiasm as was seen
I the Nigerian Legion Corps of Commissionaires, Kwara State

Ommand, Again, Brass-Band trainers in various institutions should
apt the Adeoye’s Ne

o-alienation theory to impart musical skills
and knowledge on their students.
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