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ABSTRACT

Rural Tourism Morphology: An Examination of Masquerades and Artistic
Elements in the Rivers State Carnival

BY

EMMANUEL WESLEY OKACHI
NCE, B.A. (HONS), M. F. A.
Ph.D/ENV-DES/02392/201€2011

This study appreciated Masquerades and Artistic Elements and the manner in which
they are presented ancethstream of impart on Carnivals. Interest in the research was
motivated by the prominence accorded masquerades during carnival festivals in Abuja
National Carnival, Carnival Calabar and the Rivers State Carnival from 2008 to 2012:
their role in tourism dvelopment and the dearth of literature on the subject.
Interestingly, these carnivals are hosted in the state capitals and the federal capital
territory respectively away from their original habitats, in variance with Section 10,
1992 Nigerian Tourism D&opment Corporation Decree (NTDC) which empowers the
Local Government Areas the responsibility to host this evdns. action however, does

have its consequences on the masquerade performance and the motive for hosting the
eventLiteraturereviewed inclde; Masquerades in Africa, Masquerades in Rivers State
and their significance in Carnival Rivers, Origin of Carnivals, Origin and Growth of
Carnival Rivers and the Artistic Elements in Carnival Rivers. The research adopted a
combinationof different resedrcmethods but centered on the historical method. It
employed the step recommedd®y Ndagi (1999) which dealth with the documentation,
evaluation and explanation in appreciating over thirty (30) masquerades identified in the
Carnival Rivers. Findings reviesl that Carnival Rivers commenced in 1988. The
significance of masquerades in Carnival Riveuas purely to entertainand attract
tourists to the State.Whileostingthe carnival in the State capital (Port Harcourt) has the

question of authenticitgnd sutainability to deal with, e Artistic Elements such as,

vii



masquerades, floats, dance, drama, posters, comedy and sculptures were identified and
described. It was recommended that, Rieers StatéMinistry of Culture and Tourism

and theRivers State TourismDevelopment Agencyshould engage researchers to
document all aspects of the carnival to enhance the availability of literature for
posterity. Further study sbuld be carried out in the ared design elementby a
Graphic Atist and the impact of the cawval to the economy of the State by an

Economist.
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CHAPTER ONE

INTRODUCTION

An indigene of Rivers StateMr.Ogwuonuonuafter attending the iRers State
Carnival in 2009 concluded that carnals have activated and revivegisism and
Satanism and thus discourages the organization of carnivals in theHisaséatement
might not be unconnected with the participation of various masqueregieEsenting
different local government areas in the carnival. In hosting these carndoalse
practices are changed or modified while in some cases new are introduced to
garner theifull benefits.

In Africa, before the advent of the major religions (Christianity and
Islam)Africans believe strongly in their culture and dukal ties. This belief
encouraged eldert® teach or inculcate in their childrethose aspects that haal do
with the etiquette of reggt for elders, dressing, folklores, family values and
community continuity This was carried outhrough meetings, festivals and varso
forms of annual celebrations during whittasquerades fully participated.

A report which is similar t®© g w u o n u2009wiévs is that of Rev. G. O. M.
Tasid s esperience i n Bakana, t he home t ow
Government Area of Rivers State. An old man in good standing in the town and a full
me mber of St . Andrewds ChurchgafishnBakana
expedition and did not return when he was expected back the previousisiégmily
promptly notified theirchief and a search team was dispatched to locate him. The
following daywhile at Sunday service #ise search was still ongoing in theeeks and
adjourning high seabasiecould hear some drumming which was later explained to

him. The preacher Rev. I. O. Samuel whainderstood the drummingabrubtly



concluded he church service in five minutes 1in
revealed thatthe dead body of the old man who went fishing had been found.
Invariably the drummindgpead by Tasie nnounced the discovery o
some kilometers away. On receiving the message through the drunthengeveral

search partiesimultaneously made their way home. Fascinated about this experience
Tasie saw the need to take some lessons in the drum lore lajmyuages discouraged

by some Christ Army Church member who happened to be his relations. According to
Tasie (1999)

€ .l was told thatt was only by becoming a memberkEiine SekiapClub that

| could do my studies more easily. But | was also warned that as a Christian, |
could not afford to be seen having anything to do withEkineclub, described

to me as simply abnchristian Cultic Club, which played the masquerade of the
water spirits and deities and recognized the ancestors tonwhey offered
libation. The dilerma was initially too much for me untilréad some literature
especially those of Professors Robin Horton and E. J. Alagoa and in addition
watched theEkine Sekiapwplay. Neither my reading nor watching the plays
resolved my diemma as to whether a Christian édlhave anything to do with

the Ekine Sekiapor not. The matter of incompartilily with Christianity was,
asperhaps to be expected, not of particular interest to the two eminent scholars,
presumably because of their own persuasions. However, for me as a church
historian and Christian, | thought it wasrribly naive of my Christ Army
Church relatives, and indeed a display
of Christ(as indeed gnChristian ought to be} more so, those who have
adopt ed ta@kr insatmeA rondintérésted in knowingbow the
strength of the armoury in quality and quantity, at theedsti an enemy, if
indeed theEkinevas an enemy of the Christian Church.

The rest is history as Tasie did not oldgrn the drum lore, but also publishedok on
the Kalabari Drum bre. Tasie did not only appreciate the arts but had high regards for
an aspect of culture that fascinated him. Contrary to the pasitib©gwuonuonu
(2009 and the United Congss of Mbaise Christians (UCMGpyinka in Jari (2007)
bemoans the destruatioof no fewer than 100 shrines after the end of a itege
Restoration Crusade organised by the UCMC. Soyinka vea bothered if thehrines
were destroyed when certified by appropriate organs to be hazabdbishould have

been done after the retrivall cultural items for posterity (Jari, 2007).
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Thesecomments and incidence as narrated above exemplify the diversity of
behaviar and opinions exhihibited by individuals and groups towamimeaspecs of
African cultureandtradition According to Jar{2007) his suspiscion or reservation that
some individuals and Christian converts have about art imidgesnasquerades as
being object of the propagation of indeginous religimran be understood within the
perceived functions of art in traditional societies in NigeBiame art imageso doubt
perform some religiousunctions; it ishowever,not entirely true to assume that all
traditional African art images perform religiofisnctions. This is whyfor instance
Brainin Jari (2007)had begun to categorize African art into rioreligious titles such
asfArt as Entertainment

Claude (1999) viewthe presentation afultural heritagehrough ceremonieas
one of the main wayby which a society may establish a link between the padt
present. The author assettisit, cultural heritage consists of a wide range of historical
products that reflect life, activities, creativity and relationships of various groups and
individualsin the past and present. According to hitris an important component of
memory, and constitutes a major aspect of the historical background of any society.

Masks and masqueradeas aspect of cultural heritaggake many forms.
African masks and masquaeles are still usedating back from prehistoric timesto
symbolize various aspects of African life and ethipicFoster (2010) avers that,
AAfrican mask is an ancient form of huma
costumeo. Scr i b slertockbhaz (201R))and Fevietl (20&1) all agree
that African masks take many forms, and are made of carved wood, tree barks, animal
skins, plant fibres, leather, metal and fabrics often with cultural and traditional
significance depting prestige, religius ritesand reinforcing cultural norms. These

masks, acording to Grahame (2010), gpewerful symbolic iterg, linking the wearer



with his ancestors, the animal kingdomdathe spiritual worldUzo (1997) observes
that,

é the term masquerade can refer to masking
performance, a maskegerformer, or the character
embodied by thenask itself.Masquerade is aimportant
mode of cultural expression for several groups from
Nigeria. The purpose of masquerade can be to entertain, to
commend achievers, to chastisavil-doers, to bring
messages of hope, peace, opémding disaster, to mourn

the dead or to receive a special newborn, or to grace a
ceremonial occasion like a festival. To theseds, its
elaborately created physical presence evokes a gregg ran
of feelings, from approbation and appreciation to fear and
awe. A good masquerade has admirable human or animal
features and is a great dancer. Traditionally, masquerades
have the higheadevel of freedom in a village. In view of
their awesomeness, masquerades cannot be unmasked,
fought, revealed, and once under the mask, he becomes an
embodiment of the spirit and sacred.

In the same vei, Igbo Culure (2000) revealshat,
MasqueradesMmanwy are held in accordance with the
communi tyos nati ve cal endar s durin
festivities, burial rites and other social gatherings. The
masquerades are geared in colourful robes and masks made
of woodor fabric. Some masks appear only at one festival,
but the majority appearat many or all. Masquerades are
associated with spiritual elements, as according to Igbo
belief, they represent images of deities or sometimes even
dead relatives. The identity dfie masquerade is a well
kept secret and performed exclusively by men.

Masquerades in African societies, as enunciated by Charles (2002), Foster
(2010) and Ferraton (2011), provide entertainment, define social roles, communicate
religious meanings, inécate societal valuesnd depict defense. They arsed during
harvest seasons, fertility ceremonies, renewal of ritwaald,for status and funerals,
passed down from one generation to another. Groups such as the Yoruba in thie South

West, the Ibo in th Southi East, the Ikwerre, and ljaw in the Soiitsouth of Nigeria

and the Chokwe of Congo hold masquerade festivals. The Dan of B&idsoand the


http://www.igboguide.org/

Ibo of Nigeria believe that the spirits of the forest act out masquerades. Powerful water
spirits perfem during yearly masquerade ceremonies in Kalabari, Ogoni and Okpoma
communities in the SouthSouth of Nigeria. These spiritagcording to Charles(2002),
acting through masked performances, oversee the symbolic rebirth of adolescents into
adulthood, anact as guidig spirits to thecommunities.

In the modern African world, masquerades are taking on new forms and
purposes to meet new needs amhditions whil¢hey continue toplay significant
functions. There hasebnmore interest in issues that oftaddress politics, theatre,
economy sustainable developmesnid tourism.

i R U Taurism Morphology: AnExamination of Masquerades and Artistic
Elements inthe Ri ver s St a tingestigatathen histoachl ooverview of
masquerading in the Rivers Statarfival, the significance of masqueeadin the
Rivers State Carnival anthe aristic elements in the Rivers S¢aiCarnival Others
included how manycommunity masquerade grouparticipated in the carnivathe
description of masquerades and artistiorgets in the Rivers State Carniaid the
existence or absence pblicies and legislative frame work backing the Rivers State

Carnival.

Background to the Study
Salawu (1993hRivers State: Background Information (2003), and Rivers State
ATr eas uofe tBhaes (@014, travealnthat, Rivers State was created out of the
old Eastern Region of Nigeria on May 27, 1967. However, the agitation for the creation
of the state predated Nigeriabds independe
period, Bitain signed many treaties of protection with the chiefsmahy communities.
Some of suchc hi ef s had hoped that with Nigeri:e

protection they signed with Britain would also lapse and thus, they would become



independent stats . The 1958 constitutional conf e
nationhood dashed such hope, but agreed to some extent to allay the fears of the ethnic
minorities in the area.

As reported in Rivers State: Background Information (2003)
between 1941 and9b2, an organization known as ljaw Rivers PeopEmsgue agitated
for the creation of a distinct Rivers Province. In 1953, another body called the Council
of Rivers Chiefs replaced the | eague and
1954 and the Rers Chiefs Peoples Conference in 1956. The leaders of these
organizations cooperated with the Calabar Ogoja Rivers (COR) State Movement formed
in Uyo in December 1953, but later broke away to press their own case before the
Willink Commission

To allaythe fears of the minorities under the dominant ethnic groups within the
Nigerian state, the British made an important concession by setting up a commission
headed by Sir Henry Willink to look into the migigpgs of the ethnic minoriti€Rivers
State: Bacground Information2003).The commission recommended the setting up of
the Niger Delta Development Board (NDDB) to address the probldm o
underdevelopment in the aréiche NDDB did not meet the agitations of the people and
thus, in February 1966, Isaac Adaka Boro, Sam Owonairo and Nottingham Dick with
their supporters proclaend t he 6 Del t a (RRexsoSpate:eBackghoendu b | i ¢
Information, 2003). This was quashedybboth the Federal and Eastern Regional
governments. The continued cries of political marginalization, economic pauperizations
and deprivation, and environmental degradatied,to the creation of Riversté&e by
General Yakubu Gowon through a Decree967.

Rivers Sate, located in the SouthSouth ged political zone in Nigeria, was
part of the Oil Rivers Protectorate from 1885 to 1893, when it became part of the Niger
Coast Protectorate. In 1900 the region was merged with the Chartered ésriatoiine

Royal Niger Compay to form Southern Nigeri@Rivers State Treasure Base of the

Nation,2011).



With a population of five millbn one hundred and ninegyghtthousand seven
hundredand sixteen (5, 198, 71People( National Population Commissip2006).the
state is divided into twenty three (23) Local Government Areas with divergent and
diverse, rich and unique culture and cultural heritage. These ethnic nationalities have
existed together for centuries long before the creation of the stateH&wourt, the
state capital, i's Niger i adter Lagosand has thé ar g e s
secand busiest sea port in Nigeria after Lagos.

Covering a totalandmas®f 30,000 square kilometers (Ejii, 2009), Rivers State
is bounded in the southy the Atlantic Ocean, in the north by Abia and Imo states, in
the east by Akwa lbom and Cross River states, and in the west by Bayelsa and Delta
states . The stateds inland consists of t
swamps towards the ast with a network of creeks and rivers including New Calabar,
Orashi, Bonny, Sombreiro and Bartholomew Rivers (Ejii, 2009). The State accounts for
over forty eight perce(d8 %) of the crude oijland one bndred percent (100%) of
Liguefied Natural Gas pruction in the country (Ejii, 2009).

The hosting of the Rivers State carnival in Port Harcourt, the State capital, has
given rise to activities that attract visitors and tourists alikeht event since its
reintroductionin 2008 In planningthe eventdifferent cultural groups are invited to
participate including the masquerade groups. Against this backdrop, it has become
imperative to investigatéf this canival will achieve its desiretesult.Furthermoe, the
study examinedhe historical overviewof masquerading in the Rivers State Carnival,
the significance of masquerades in the Rivers State Cardesdribe the masquerades
in the carnival,the aristic elements in theRivers State Carnival, the number of
community masquerade groups that pgrate in the carnival and if there we

policies and legislative frame work backing the Rivers State Carnival.



Statement of the Problem

Authors who have documented masquerades from Rivers State had done so
without adequate analysis and description of sualsquerades. These authors, in their
publications, have only documented selected masquerades védthguention made to
their artistic elements. For instance, the masquerade images in Eyo (2008) and Kleiner
(2009) shown in plates XIX (Saimon Face Mask) and plate XX (Duen Fubaradl recor
very scanty or limited analyseand descriptions. Even where some austlike Brown
(2009) and Makoro (2009) have atteeghtto document masquerades, their studies are
silent abouthe new role that masquerades have begun to play both in performance and

touriam in the Rivers State Carnival which this research set out to dotume

Aim and Objectives of the Study
The aim of tle study is todocument and appreciate the image and form of
indigenous masquerades that participate in Rivers State carnival. The objectives of the
study are to:
I. obtain a historical overview of masqueragli in the Rivers State
Carnival,
. investigate the significance of masquerades in the Rivers State Carnival,

ii. identify and describe thartistic elements in the Rivers State Carnival,

2 describe the masquerades in the Rivers State Carnival,

V. identify how many ommunity masquerade groups are represented in the
carnival, and

Vi. establish if there are policies and legislative frame work backing the

Rivers State Carnival.



Research Questions
Some questions thapured the course of this study are as follows;
I What s the historical overview of masquerading in the Rivers State
Carnival?
il. Whatis the significance of masquemslin the Rivers State Carni?al

iii. What are thartistic elements in the Rivers State Carnival?

iv. How cantheMasqueradds the Rivers &&te carnivabe described?

V. How many communyt masquerade groups participatehe carnival?

Vi. What are thepolicies and legislative frame work backing the Rivers State
Carnival?

Justification for the study

The cobnial government (Britain) ceded Rivers Stiatehe Eastern region. This
singular ecision had its owronsequences on the various ethnicamaiities within
the stateas they were subsumed into a regional government that was dominated by a
major ethnic group. Consequently, little or, in some gasething was known about
their history, culture, cultural heritage and festivals, as even till date they are referred to
as Igbo people in many quarters. This situation resulted in the dearth of the
documentation of the history, cultural heritage andtiviaels of their respective
communitieswhich this research addressed. Present day iconoclasm haswriisaed
to be detrimental to the preservation and documentation of artifacts and heritage items
in most Nigerian communities. In the same vein, the lack of adegtaatye facilities
in some communities hagven rise to the invasion of suelntifactsand heitage items
by weathering, thieves and tetes. No wonder, Soyinka (200&fers to the UCMC as
OTer mi t es dliere dsuherefdre, the Wgent need to document the few in

existence.



Furthermore, the nature of the network as proposethé&yNgerian Tourism
DevelopmentCorporation Decree of 1992 between resource controllers, planners,
stakeholders and tourism businesses has not formed d¢he & much research h&
concept of intergrated rural tourism suggests that the activities s# tireups are vital
in providing a combination of services to residents and tourists alike, raising the profile
of the area, and fostering processes ofwation and change (Saxena anukehy, 2008).
These lapses have made this research inevitable.

Significance of the Study

The study is significant because it provides a guide to artists, researchers,
government officials, tourismlanners andtakeholderinterestd in planning, studying
and aquaiting themselves with masquerades and artistic elemernke iRivers State
Carnival. The study isequally significant because it will help in correcting
misconceptins held by individuals towardgthe masquerades performanag
participation in the Rivers State Carnival.

Scope and Delimitation

The Pilot study bthis research waf@cusedon the Abuja National Carnival and
Carnival Calabafrom 2008 t02012. The researchéelimited the investigation on the
description and documentation of masquerades, and artistic elements in the Rivers State
Carnival staged i2012
Conceptual Framework

Semioticsis the theory of the production of interpretation and meaning. Its basic
principle is thatmeaning is made by the deployment of acts and objects which function
as fAsignso 1 n r e l|Baybndthe mastdasit tednitiantsand@oticsisi g n s
not only concerned withintentiona) communication but also with ascription of

significance to anything in the world (Chandler, 2013g@miotics is a field of study
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involving many theoretical tances and mbbdological tools. @e of the broadest
definitions according to Chandler (2014is that of Umberto Eco, who states that
semiotics is concerned with everything that can be taken as a sigrdinand de
Saussure (1857913) and Charles Sander Pierce (:8B914) were respectively the
pathfinders in the field of semioticMajor semiotic structuralists include Claude Levi
Strauss (190&2009) in anthropology and Jacques Lacan (1B@81) in psychoanalysis.
Structuralists engageesion uan dseerd rycihn gf arh ed does
of phenomen@hough Saussre was atually acclaimed the founding tfeer of
semiotics, Pierce offered it a broader scope (Chandler, 201Hi)st for Saussure,
60Semi ol ogyd was a sci ences pah ofcdtial bf¢; tod i es t
Pierce oOiSweas otthesdédf or mal doctrine of O&6sig
logcFor him 6éa signd is somet hi nggimdomec h st &
respect or capacity.

Semiotics begantbecome a major appach to cultural studies in the late 1960s,
partly as a result of the work of Roland Barthes (123980) titled i Mthologie®
(Chandler, 2014). Brthes decl ared that o6Semiology ai ms
whatever their substance and limit; imagesstgres, musical sounds, objects, and the
complex associations of all these, which form the content of ritual, convention or public
entertainmer@t These Barthes claimedconstitute if not languages, aast systems of
signification (Gandler, 2014). Cdaamporarysamioticians study signs not in isolation
but as a part of semiotic sign system (such as medium and ,géme)study how
meanings are made: as such, being concerned not only with communication but also
with construction and manitainance of rgal

Chandl er (2014) advises that Ain Vview

application offisemiotic theory what individual scholars have to assess, of course, is
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whether and how semiotic may be useful in shedding light on the aspect of their
c 0 n ¢ @RuralsTourism Morpholoy: An Examination of Masquerades and Artistic
Elements in the Rivers State Carndvalill adopt Sagsure Semotics which offers two

part moded of the sign and their relationship as reflected in the diagramme below.

sign

signified

signifier

Figure 4:Semiotics for Beginners (Signs), Daniel Chandler (2014)
Sourcehttp://visuatmemory.co.uk/daniel/Document/S4B/sem02.html. Retrieved on
June 202015, p.1

Saussurg(1857%1913) defined sign as being composed of: the signifier and
signified. The 6ésignd being the whole that
with the signified; the O6signifieeddaast hi
concept or content it representshw | e t he rel ationship betwe
6signi fied®d S refered t o as 6sighs ficat
diagramme above by the arrows.

The signifier, signified and signifidan as applied to this study will mean; the
form, contents and significance or interpretation of Carnival Rivers. This will help to

indicate the distinction which seperates one from the other; as each triggers the other

(Saussuren Chandler2014).
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Inhorder to carry out this study Fel dmar
was used. The researcher described, analysed, interpreted and evaluated the
masquerades and Artistic Elements in the Rivers State Carnival documented.

Research Limitations

Basdon the field work experiencéhe folowing limitations were encountered:

a. There wasinadequate knowledge of the history and names of the masquerades
by the Local Government Coordinators, Leaders or Representatives of the
magjuerade groups interviewed. Heavere inimical to the research relating to
the retrieval of comprehensive and accusigaificantinformation.

b. For financial reasonsnost masquerade groups did not have the opportunity of
participating with the full complement of theirasquerades

c. Some of the masquerade groups did not make use of the assigned venue
(Carniriv Village at theElekaehia Liberation t&diunm) for their dressing up or
preparation. This, perhaps, can be attributed to the reason of secrecy in order not
to identify the masker.

d. Unsuccessful efforts to interview thBirector General of the Rivers State
Tourism DevelopmenAgeng/ and the initiator of the CarnivaAlabo Tonye
Oyibo GrahamDouglas rtobed this studypf vital information

e. In view of the fact that some masquerade psodid not make use of their
designated points for dressing, the researcher was only able to interview
masquerade group leaders and coordindtora thirteen LGAs out of twenty

threeLGAs.

13



CHAPTER TWO
REVIEW OF RELATED LITERATURE

Introduction

The review of literature inthis chapter is made up efght subsectiong hese
include literature on (a) Origin and Historical Development of carnivals, (b)
Masquerades in Africgc) Masquerades in Nigerigdd) Masquerades in Rivers State
(e) Major Carnivals in Nigeria, (f) Tourism, (g) Cultural Tourism) Rural tourism and
Sustanable Development
Origin and Historical Development of Carnivak

Laopodi (2003)statest h a t the word o60f eLatiniwarchl 66 ¢

=]

f est us, deastdike mrmbeldnging tp a feasalso used as feastivus. The word
Afestivuso is explained as |lively, gay, fe
A festival is therefore, defined as a special day or period, usually in memory of a

religious event with its smal activities, food or ceremonies, or an organized set of
special events, such as musical performance or play, usually happening in one place
(Laopodi, 2003).In the same vein, a festival would be said to be a series of
presentation, or a gathering ofhegitors in one or more of the fine arts, crafts or such a
gathering based on a central theme, season or the like.

Festivab started as religious celebrations and evolved into celebrations of a
specific theme usually as repeated events in one specifee dfimthe year or an
agreedeason in a communityestivals, according thaopodi (2003),are cultural
artifacts which are not simply, 66bought
meaning through their acti ve ssencecobstagiogr at i o
festivals therefore, suggests that their role in any society is fundamental in contributing
to the everyday existence of that society cultural§ome of such festivals welcome the

seasons of the yeasuch asthe harvest, rains, the fumoon, religious occasions,
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birthdays of saintsand divine beings Similarly, the end of the yeahasbegun to
witness the hosting afamival festivalsin some Stat®in Nigeria in particular and
Africa in general.

Festivals have changedear the yees. Theywereinitially associated with key
calendamoments as reviewed above, andevinked specifically to particular seasons
and celebrations. Over the last decade, tesgpecially in Nigeria havehanged and
have beerdeveloped upon. There is now a broad and diverse range of festival events
taking place all over the world, which are directed towards community emmpeaner
and development. They are presentbnsidered to contribute significantly to the
cultural and ecoomic development of nations in the world. Governments now support
and promote eventsuch as carnivalsas part of their strategies for economic
development, nation building and cultural tourism. The events in turn, are seen as
important tools for attractg visitors and buildinga positiveimage within different
communities. Raj (2003)is of the view thatthe revolution in festials has been
stimulated by commercial interest® meet the changing demand of the local
community groups and increaasines®pportunities forevent organisations and local
businesses. Festivals play a major part in a city and local community.Festivals are
attractive to host communities, because they help to develop local pride and identity for
the local peple. In addition, fetsvals playimportantroles in destination planning for a
host communityinorder to enhance tourism and commerceithin the community
Some aspects of this role include: events as image makers, economic impact generators,
and touristattractions, overaoing seasonality, contributing to the development of local

communities and businesses, and supporting key industrial sectors.
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The Origin of Carnivals

The word carnival, according tdistory of Carnival (nj§l is coined from the
Latin word m€amineg Vadg o @d Iy eto theameednte ase uypd a |l |
meat before lent. Grove Art Gme (nd) is of the view thathe etymology of the term
has long been debated, bt consensuseached by various authors on the origin of
carnival isCarmen Levare.lifhplying, 600to put away the fl esh
derived Carnis Levamen, Carneleverium, Carnilevaria and other tétistary of
Carnival in the U.S. Virgin Islands(nd), The History of enten Carnival (ndand
Caribbean Cainv a | : It 6s or i gkod2)all hlludetbitsonginbed pr es
from the Europeans, specifically Italy, because of its Roman Catholic tradftioent
(fasting period) . In elaborating this line of argumehhe History of Pre_enten
Carnivallnd) st at es that, Aconsidering carnival N
wider circle of Christmas and Easter celebrations, there appears to be continuity
between it and the winter masquerades that manke Chr i st mas #eason
narates further, that the structural relation between the two periods is still explicit in
Provence in France, where carnival is knoars Car ementr ant (6com
Belgium,Mardi Gras is kown as Quaresinia, (the Roman Catholic term for lent).

Furthemore, Grove Art Online ( ndasserts that, the opinion widely held by
folklorists is that, carnival is a historical and structural transformation efGPnéstian
winter festivals, such as Roman Saturnalia (Kalends of January), Lupercdliard5
16" February), Brumalia (late February) and Matronalia (Kalends of March). The
overall symbolism of Saturnalia, for example, is considered by many to be the most
probable historidamodel of carnivali like behaiour. One hypothesis is that the
carnival is ale linked, etymologically, with carrus navalis, a besitaped wagon drawn

by horses, which carried the revelers. In the same vein, ibitlye History of Rome
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11.xxi in The History of Prd_enten Carnival (nd}ells of how the Saturnalia were
officially established in 495 BC.

On the contraryGrisso (d), and Bethel (200uggest a different view to the
positions held as enumerated above. Grisso (nd) regreslsieddod being perpetuated
thatthe received teaching in all countries of the New Worldre/tvarnival has become
an institution notably Rio de Janero, MeOrleans, and Port of Spaiascribe its origin
to white planters and costumed partiesther than to its palpably African roots. The
author argues that, everywhere in the New W@arhsil, New Orleans, Port of Spain,
Mexico, Jamiaca, Trinidad and Tobago, Bahamas, Barbados, Haiti Panama, Haiti,
Cayman Islans and Saint Loiushere there is a carnival, the creative presence of an
African genius is found. He substantiates his pasifiurtherwhen he notes théin
Rio, you have African and Portuguese, in New Orleans , African and French and in Port
of Spain you have African and again French, and African presence/ energy is present
throughout Hispanophone America. The one constant in all of these variations of
cami v al is an African presencedd.

In his robust argument of tracintpe carnival historically to African origin,
Grisso (nd) further points out that, 600¢€i
name called Junkanoo. There the British, he contends, rmarécipated to any
significant extent and therefore, there was no attempt at European expropriation, and in
Bermuda, where again it is an undisputed African engine that propels this form of
cul tur al expressionddo. Junkcawhernitused®be t o0 k
celebrated in North Carolinand other parts of South Ameriea one time. There, for a
time, it even crossed cultures and was adopted in Angelos. Grisso (nd) concludes his
posi ti on un e carivalascaa Afticgn, exptsibratihrough @nd through,

whether directly out of West Africa via the slave trade, or indirectly out of Africa
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(Egypt) via Greece, Rome and Western Europe. He buttresses his view point by stating
that, the sounds heard and the variations felt in carnivdale New World, are clearly
06out of Africado.

In support of the above, Crawfurd (2004) notes that, most summer carnivals
however seem to have other roots even further back in time and from another continent.
The author remar k sns; viéewothei celduduh stredetoparadésether h y t
masks and featheisthis can all be traced back to ancient African festivals, of which
many are stildl being celebrated6b6. The a
evolved in different parts in the worldn event that breaks the daily life with music and
costumes. O66Li ke in Europe, the festiviti:
of harvest or in honour of spirits and ancestors. While European masks were often
meant t o hi dey, the Afriean masks dave anadhermpurgoge: to represent
and bring alive some kind of spiritééo. H
differences and similarities between the African and European mask/costume
celebrations, but South America and thariBbean are the places where traditions
finally met and merged to some degree. Descendants of slaves kept the African
traditions alive to keep in touch with their roots. Europeans brought their religious
festivities and masquerades and added the commhoala fAcar ni val 0. The
the greatest carnivals geitlearly points out where theatholic Europeans settled and
met with slaves from Africa: Brazil, Barbados and Trinidad for instance. Another
exampleis the Mardi Gras in Louisiana (USA) whereekch settlers also met with

people of African descent (Crawfurd, 2004).
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Masquerades inAfrica

Africans have kept their cultural traditions alive through their festivals, art,
myth, legends, folklores, rituals, prayers, proverbs and songs. This hascbemrea
through masquerade festivals or celebrations that are staged at particular times of the
year. This assert i (2606)iwken sha gnihusesthatd by OO T o

€ in African cultures masquerades are used to assist adolescents to

become responsible adults, to foster good health and wellbeing, to assist

the elderly in preparation for death, to spiritually link the living with the

dead, sustain food supply, and to teach interdependence between the

environment and the community. d¢e tachingsare passddom the

elderly to the young.

Some of these masquerades are used in dances and ceremonies to teach lessons
to initiates, serve as symbols of the spiritual force or authority that validate the basic
belief of the society, and irdorce acceptable soc¢ianodes of conduct, and symbolise
the spiritual authority that eradicates sbemls( O6 Tool e, 2006) .

The traditional African maslks, therefore worn during celebrations, dances and
festivities and ritual ceremonies to commen@rsocial and religious events. It plays a
very significan spiritual and functional rolan the community. Somexamples of these
masquerades include; the Dandai masquerade of the, Btsnsknown as Loma people
of Bande and Kissi, Liberia, Guinea and i&eLeone (Sieber and Walker, 2000), the

Chi Wara masquerade of the Bamana peoples, in Segou region of Mali (Sieber and

Walker, 2000), and the Zo ge masquerade of the Dan people of Liberia
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Plate IDandai Masquerade of t Toma also known as Loma peaipBande and
Kissi, Liberia,Guinea and Sierra Leone.
Source Seiber and Walter (2000).

The Dandamasquerade ordinarily preseiitiself as a non celestial being. It has
a head that stretches out into a snout that looks like the crocodile. It also spots a few
strands of beards below its jaw bearing openfangs just like a crocodile. The
inspiration behind this lookalike of a citile is not clear but might have been inspired
by the possibility of the existence of a crocodile spirit. Bbdy is covered with long
ropelike straws that further strsiit to create fear in the mind of the onlooker.

This masquerade is associated @iliaed with the multiethnicmenés Por o
association. It symbolises thegndary ancestor and speaks a secret language. Due to
its great size, itid not dancgHarley 1970 and Celenko, 1988, Seiber and Walter,
2000).

The Dandai masquerade appearpublic when it is time for male youths to be

initiated into adulthood. The masquerade captures the boys and seems to chew and
20



swallow them, keeping them in its body until it was time to be born again. In reality, the
youths so consumed were hidden under thma s k 6 s  vberl skirte,i andoties  f |
blood drippng from the mouth of the masquerade is the fluid from kola nuts being
chewed by the wearer of the mask. During the three years the school is in session, the
boys learn discipline and traditions of thpeoples, as well as etiquette, a trade, and the

art of welfare. Dandai appears again in public when it brings the youth back to town as

initiated adultgHarley, 1970 in Seiber and Walt&)00).
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Plate It ChiWara Masquerade of the Bamana Segou egion of Mali
Source:Seiber and Walter (2000)

The Chi Wara masquerade is inspired by the antelope spirit of the Bamana
people of Mali. It is a headdres$ slender carved mask$here is a male and a female
type headdress. The male headdtess a frontal head that stretches up into the horn.
The neck is a carving of four rows of wooden curvature that forms the neck. The

female headdress as depicted has two figures. drhe figure infront only shows the
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head that stretches up into the hamd a short neck of one wooden carved row. Behind
it is a depiction operhaps théemale antelofs kid depicted in full figure in a stylized
manner. The twdheaddresseare worn by two performers to indicate perhaps the
participation of the whole family the concept of productivity, growth orrfiity.

The Chi Wara is the fifth of the six graduated initiation associations of the
Bamana. Membership is open to women as well as men, however, participation in
certain initiation rites is restricted to circumcised mdléshan, 1974 in Seiber and
Walter,2000). The association teaches its members all aspects of food production, the
success of which requires cooperation between men and women.

Paired male andefnale headdresses as in Plateshbwnabove, appear in the
Chi Wara performance. The headdressesesspmany levels of meaning. For example,
the carved animals on the headdresses are composites of different species of antelopes.
To the Bamana, these forest animals, with their grace and strength, embody the ideal
qualities of champion farmers. The malé¢hs sun, and the female is the earth; the fawn
on the femaleds back symbolizes human bei
headdresses represent water. As there must be a union of sun, earth, and the water for
plants to grow, there must be coopenatinetween men and women possessing the
requisite physical and moral qualities to ensure that agricultural progasketing
clearing the land, tilling the soil, planting the seeds, and tending the-&etplace on

schedule to ensure a successful asir¢Seiber and Walter, 2000).

22



Plate 1ll: Zo ge Misquerde of the Darof Liberia
Source:Seiber and Walter (2000)

The Zo ge mask has a grotesque appearance. It has a protruding forehead, two tubular
projections for eyes that perhaps suggest its aliditgee deep into the humaeart
Prominentfeatures of this mask are these and lips. The upper lip is about thrice th
thickness of the lower lip underneath which hang some pefidardppendages that
look like amulets or charms.

The Zo ge is useatcontrol epidemic diseases that do not respond to the efforts
of herbalists and diviners, with the belief that an unknown pestilence is caused by men
bewitching one another. Zo ge emerges from his forest home to put an end to such
behaviour. His tubular yes, jutting cheekbones, and hinged jaw with audible
attachments, present an otherworldly appearance, thereby reinforcing his role in social

control . Il ndi vi dual s wh o recover from
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areobligated to give thanksgivingdst for the whole town in the presence of the mask

(Harley,1950 in Seiber and Walte2000)

¥ \;" e P S A
Plate IV and V: Banda Bqueade and mask of the Nalu Guinea
Source: Seiber and Walter (2000)

The Banda masquerade of Guinea stands tall in gownlikeaagoee that makes
it look like plump woman in a dense forest location. The mask has a face and a super
structure that striches from the forehead upwards with a ring at the top. The carved
super structure on top of the face of the mask is suggestinayalty the masquerade
carries in its realm. Visibly pminent on this mask are geometric motifs of various
sizes seen on a projection stretching from the bridge of the nose to the textured hair or
crown. The motifs are also applied on a part of th@esstructuresuggestingbraided
hair, eye and eaais shown on Igate V.

Banda masks and masquerades are composed of attributes of man and different
animals that live in the forest and sea. The large polychromed masks were worn
horizontally on the head wiita long, dense skirt made from grass fiber. According to
nineteentkcentury description, the Banda mask assumed different disguises, for

example, as a bird, an animal or a shapeless leafy @aulme, 1962 in Seiber and

Walter, 2000), givingthe impresson that the mask coulfly, swim or crawl. Banda
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maqueradeappeared at fierals of important individuals arat harvest celebrations
(Geertruyen, 1976; Hat, 1978 in Seiber and Walt@Q00).

In the past, the Banda mask was the venerable emblem of theshigyade of
theSi mo, a menodos secret association that r
disparate villages among the Nalu, Landuman, and the Baga p&mitange, 1974).
Only members could see the masqueraetéorm; when it approached, nonmigers hid
in their houses for fear that they would die if they looked atatigzinger, 1963)

The Senufo, with a very exotic culture
Mali and Burkina Faso. The men engage in blacksmithing, weaving or leatkeamner
their women in pottery. Their multiculturalty is reflected in the varied forms and styles
of their art especially their masquerade tradition. Each occupational group in a Senufo
community has its owPoro (Mendb s Secr et Soci etylLidemapnd i n
Guinea and Ivory Coast)rhe Senufo according to Visona, Poynor and Cole (2008),
have a large corpus of masks, and most masking is directdte®gro. The maskers
perform in funerals, initiations and other public spectacles. e recurrentask is a
small face mask with clear, refined features (Visona, PoynoCaitel 2008), as shown
in plate VI.

Funeral dancing is most essentially a celebration of life and family of the
deceased. The youthful energy of the dancer is reinforced by the bcgtves and
cloths worn by the masker as emblems of civilized life, and by active arm movement. In
contrast, the mask itself is meant to remain nearly motionless. Their symbolism is

usually both rich and esotel(¢isona, Poynor and Cole, 2008).
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Plate VIBrass Mask in performance at a Senufo fungralBoundi al i ana, 1
Photographeth 1984Source: Visona, Poynor and Cole, (2008)
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Plate VILGbon and other maskers performing &emufo funeral, Poro Dikodouguo
District, 1970.
Source: Visna, Poynor and Cole 2008 p.149
The senufo funerainasquerade wears a raffia sciéké& a cape that covers its

shoulder from its head down to the elbow. The oblong shaped mask has two horns
carved from the forehead curving up to a center nearly touchicly @her at theop.
The eyes are a slguggestive of eyes that are closedin death to perhaps capture the
significance and function of its presence at funerals. [diver pat of its regalia is
made ofraffia that reaches down to its ankle. It is vital nnote that the overall
appearance of this funénamasquerade might remindany of the ultimate end (death).
Laying downon an improvised mainbetween the legs of the masquerade spread apart
is another masqueradbat spots a black and white headdre$schperhaps suggests

supremacy
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The Gbon masqueradghown in Fate VIl swishes his raffia skirt over the
wrapped body of the deceased three times to recall the three stages of Poro that the man
went through before becoming an elder, but of course, the transition and transformation

here is to the revered ancestor, effectethieyritual (Visona, Poynor and Cole, 2008).

Plate VIII: Title: Mwana pwaViask Origin: Chokwe, Angola, Medium: Wood, fiber,
raffia, wire and beads, Height: 20cm, width 12.5cm,
Source: Kilengi, African Art from the Bareis family collection
The Mwanapwo masqueradshown inPlate VIII standsslender with strands of

raffia running from the head to beyond the shoulders without arms. The manner in
which the shoulders are depicted by the raffia is suggestive of the celestial supremacy
that sorrouds the nasqueradeThe face has sublime features that are ssiijgg of a
benevolent spirit.The facial part reveals a slightly open mouth. Thasquerade

indicatesa woman in her late forties adorning a wig that is similar to what some ladies

wear in contemporarymes.
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The carving of gpwo mask is considered to faespiritual or supernatural marriage and
the client or masker must give a copper ring to the sculptor as a price for his new
fiancée Herreman, 1993 in Roy000). Among the Chokwe, Lunda, Lwena, Seuth
Congo, and Northern Angola, appgararge group of masksd male female pairs. The
female, calledmwana pwoor pwevorepresentghe beautiful, graceful impoverished
weak young female, while the male mask, calledihongo represents the wise,
awkward coarse, wrinkled, aged, wealthy, powerful mdleese masks perfornrom
village to village, and are paid for blessings of fertility and prospevitych their
performances bring to the community (Roy, 2000).

Both masks belong to the set of masks dadleishia Kuhanganadance masks
used for adul pwadidn iwo naabmivya nar , edeked thedfemale
ancestor, propitious tite fertility of the ethnic group. Dressed with care and chéren
dancer moves witlkelegance before the audieneed teaches the spectators grace and

good mannersBastin, 1982 irRoy, 2000).
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Plate IX Dancers wearinglatanuaMasks, OriginPinikinduVillage, Central New

Ireland, New Guinea, Year: 1979, Medium: wood, vegetable fibers, ¢tatteand
pigments, Size: 43x33c@ource: Stokstad M (1995) Art History, published by Harry M

Abrams, incorporated, New York, USA, p.900.
The Tatanuamasquerades reveal more of terrestrial beings. Both of their feet, arms and
hands are visible to the adker. Again the performers are seen to be wearing shirts
with white colours on the collars, helm of the pockets and sleeves that terminate around
their elbows. Adorned round their waists are wrappers that are partially visible due to
the leafy or fibrougnaterial they are wearing. They also wear fibre bands above their
elbows.
The Tatanua dance, as reported b$tokstad (1995)exemplifiers the male

power. Six (6) weeks before the festivahen avoid contact witwomen . Thenask,

worn for the dance, peesents the spirit of the dead. The heliiket mask iscarved ad
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painted with simple, repetitive motifs such as ladders, zigzags, and stylized feathers.
The paint is applied in atually specified ordertime white for magic spells; red ocher
to recall the spirits othose who died violently; bl&cfrom chacoal or burned nuts, a
symbol d warfare yellow a symbol of hope and blue symbolising eternal truitte
magnificient crest of plant file is a diffeeent colour on the right and left sides, perhaps
a reflection of a lost hairstyle in which the hair was cut short and left naturally black on
one side and dyed yellow, and allowed to grow long on the other. The contrasting sides
of the mask allow dancets present a different appearance by turning from side to side.
A good performance aftatanu@é dance according to Stokstad,995 is considered a
demostration of strength, while a mistake can bring laughter and humiliation.
Masquerades in Nigeria

Maggquerade practice is known all over Nigeria, a nation of about 250 ethnic
nationalities, blessed with various cultural festivals as vast and unique as the number of
the ethnic nationalities that make up the polity. The above assertion is supported by
Media and Culture (nd)wh en it states that 660festival
masquerades appear and come in different versions not only to showcase them but also
to represent the peopleds culture and val
the di fferent ethnic groups in Nigeriabdo.
South West; Ekpo, Odum, Ekine Sekiapu, Pioru, Otobo, Owu ama, Ofrima, Nwatam,
Ogborukwe, Owi Igo, Egukele, Amanikp&kpeand Owu Ogbo fronthe Southi
South, Ekechi, Echeaneand Igede in thé&lorth Central, Obuofofor, Omap&mawu
and ljele in the South East.

Among the Yoruba, immortality is not personal and perpetual, but rather
communal and recurring. Every person is presumed to have at least two souls: an

individual and transient soul represented by "breath of life" (emi) and an ancestral
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guardian soul (iponri), which at death (if the person had led a morally responsible life)
returns to something like a pool of spiritual essences in order to reincarnateltaigain.
the soul of a recent ancestor that comes back to lifpasi with a newlychosen
destiny to live out, but this in turn is part of the soul of a more remote ancestor whose

essence is thus shared among a host of descendants.

Plate X Eyo Masquerael
Source: www. werunthings.com (2009) retrieved on November 18, 2012

The Eyo masquerades aggpance because of its whiteviing gown will elicit
some mixed feelings from an onlooker seeing it for the first time. The wide brimmed
fedorahat isin five different colours representing each of the five clans that participate
in the masquerade festival. During the festival all the five clans also carry a long
wooden plank measuring about six feet long perhaps used to ward offlevivooden
plank i s cal | eda dng adsninscBptionson each. The hats have
motifsdistinguishingeach of the clan from thether apart from the different colours of

the hats
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Eyo Festival is unique to Lagos Staéhe masquerades perhaps the most
popular sociaimasquerade in Lagos. It was broughbihagos in1750 by Ejilu and
Malaki the two male cousins to Olori Olugbani, the wife of Oba Ado and mother of
Erelu Kuti 1 of Lagos (Olushola, 2009). On Eyo Day, the main highway in the heart of
the city (from the enaf Carter Bridge to Tinubu Square) is closed to traffic, allowing
for a processiorfrom Idumota to Iga Idunganrgirestivals in Nigeria, 2012Here, the
participants alpay homage to the Oba of Lagbse Eyo festival takes place whenever
occasions andddition demand, but it is usually held as the final burial rites for a highly
regarded chief.

Among the Yoruba, according f¢-estivals in Nigeria, 2012Yhe indigenous
religions havdargely given way to Christianity and Islam, but the old festivatsstitl
observed. The traditional leaders of the Yoruba are the Oba, who live in palaces and
used to govern along wit h pasitiomis nowanaihly o f mi
honoraryand their chief role is during the observance of the festivals. Ydestaals
honour their pantheon of gods and mark the installation of a new Oba. The Engungun
festival, which honours the ancestors, lasts twenty four days. Each day, a different
Engungun in the form of a masked dancer, dances through the town, possessed by
of the ancestors. On the last day, a priest goes to the shrine of the ancestors and
sacrifices animals, pouring the blood on the shrine. The sacrifices are collected, and

they become the food for the feast that follows.
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Plate Xt Egungunmagjuerade.
Sourcelmages for images of egungun masquel@@e8) Retrived o october 1, 2012.

The wordEgungunor Eegunin Yoruba languag means masquerade. The one
shown in Rate X is flambouyantly dressed in colours gellow, red, green and blue
with white. In giving insight into the significance of the costume and natbéirthe
masquerade, Omosule (2011), reveals that the apparel worn by the masquerades and
followers provide visual aesthetics. The costume ensemble consists of colourful strips
of fabrics and pieces of leather of different designs and coldbesnasqueradavears
aheaddressvhich is a wide strip of thick fabric that spreads across its head and a large
gown like dress that spreads open when it does its twisting dance moves. The fabrics are
adorned with geometric shapes of half drop regeatgn patterns isome cases hile
on the other parts of the fabric the simple repeat pattern is made using two colours of
green and yellow.

Egungunritual was established to appease the anger of a neglected dead father

of the Ologbn lineag (Kunle,2006.The deceased's iggse had baesimply abandoned
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on an ant hill. Among the Oy¥oruba (who trace their politicalopver back to Shango),

the Elder EQungunmasquerade is alwaysgungun Oyathe goddess in the form of
clothr-segment&unle (2006) statesthat Egungunis the return of the ancestor in
masquerade form among the Yoruba. It is a presentational religious art which imagines
the collective spirits of the ancestors, and builds them out of overlapping or stitched
segments of cloth.

At times of the commemoratin of theyearly deathfestivals and successive
funeral rites, these remarkable assemblages "come out" to dance, to astound the viewer,
correct if need be, and offer blessings from the spiritual world they normally inhabit.
Kunle asserts thatEgungundeveloped as an institution patently to strengthen and
consolidate the kingship, the founderifogllapsing)state and its people by theatrically
evoking ancestral sanctions, and by lending supernatural authority to the suppression of
disloyal, even dissident voices. The use of masquerades as political whips and
purgatives (which is often the case and the interesting part during the festivities) of ill
i ntentioned el ement s within c o fofffamilyi t i e s,
defectig from the Nupe enemy or from Nupeis Yoruba living along the Niger
River 6606. The ancestr al -Ydrubaen gadison dself irsthee mme d
transcendent person of Shango, a legendary earty &inOyo, divinized as Orisha
(Kunle, 2006).The authamotes that, the concealmeuit the masker from head to toe
connotes elegance, beauty and good packaging as the secrets of good living. He further
reveals that, the masqueradare of various types, which includéAwodegbo,
Alapansanpa, Adiro, Alekewogl®anjo, Ajetumoband AgekuEjo.The Awodegbofor
example, is adorned in very long red coloured attire decorated with cowries and
beautiful items, while the costume worn Byapansanpa, Adirand Alekewogbeare

very long akin to the Eyo masquerade costume which reveals beauty in royalty. The
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third category the EQungun Banjo, Ajetumobi, AgeKijo and otlers, according to the
author, haveher 6 6 gb d e b 6 -0 d e ldudieasécloth or costumepade fom
animal skin bedecked with charms of different colours and designs. The fourth category,
Egun Eleru and Gbebolajacarry atop, a life chicken, animal heads, pigeon and palm
oil to give colour to their appearance. This, the auttates, signifies beautand
availability of agricultural gifts that should maintain and sustain good character. While
the axe(aake used by the masquerade is to pghd way for the people and facilitate
easy passage into the world beyond, the use of the whip by the follow#remselves,
demonstrates courage, endurance, perseverance and camaraderie, which are virtues of
good character.In transmitting and sustaining this masquerade tradition, though
controlled by adult associations, children are given space at the edgesntd &v
experiment with their hommade maks and costumes. Masquerade performancé

as Geledeor Egungunis oftenorganized so that children can perform first. Some
families even purchase or make elaborate costuming for their children in a similar style

to that worn by the adults (Stokstad, 2009).

Plate XIIL Ekpe Masqurade (2005)
SourceEkpeMasqueradesCulturei Nairaland Forum.
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The Ekpe masquerades shown idaie XII wear some ballke maslks with
doughnutlike ring stretching from their neck dm to their shoulders. Their wrists and
ankles are covered by small rings of puffy materials made of. Wwoel colours that are
common with this woolen ringsayellow, red, green, orange witkack. In some cases
the closely knit colours ofellow and red givean appearance of geometric shapdile
their facial parts are marked with white rings and black dots at the center to depict their
eyes.

Effeffiong (2012)in her responselisclosesthat the decorations on the body
(Esik of the Ekpe masquerade are divided into different parts. Thiestude the
forehead, head, waist, the right and kefhds. The raffiaNyayd she disclosesused to
adorn differentparts of the bodyvhich includethe hands, chest and leghe reveals
that the degration used to adortine forehead is called theuenwhich symbolizes the
level or stata of a member within the ekpe cult group.

By the side of thewaist(Mbobol) is adorned the big bellNkarika) which
introduces the arrival of the masquerade to thiiesnece. On the right han@&gang of
the masquerade is usually a staff thamhisolizes authority and royaltyhile on the left
hand QOboti) the masquerade holds a bunch of leafs symbolizing the aignegeture
of the community or sacredness.

Yetunck (2009) observethat masquerade celabions are important occasions
which arevery popular amondefik people in Cross River State. There are different
types of masquerades for various events like the coronation ddlbeg (King of
Calabar), burial, chitaincy title ceremonies as well as other seasonal celebrations. The
most distinguished and highest of all the masquerades isEkipe masquerade,
according to the author.

Akhenaten2011) inOsewa(2005- 2012Yeveals that:
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€ . there are two principle masquerades, both dalle
Ekpe. Ekpe (lgbo) survivingoasically in the Southern
Ngwa and Ndokki area. The other Ekpe (Egbo) from
theCrossRiver diffused from Calabar and Aro Chukwu
with grades or separate masquerades known as Okonko and
Akang. These have costumes of close fitiiegy and skin
covered heads. More recent Masquerades called lkem
diffused from Calabar to the Ibibio and Umuahraa.

Plate XlIl: Odummasquerade display
Source: Odum Festival Rivers State of Ni ¢

The Odum masquerade which moves slowly because of ite lengthy nature is
built to take the form of 8oaConstrictor Fabricsof various coburs are used to cover
the ringlike body with human assistants performing along with it in the shallow part of
the sea. The masquerade laawonderfully carvetlead, which is attached to a designed
structured body. It also floats on theases it displays. The image shown ifate XIii

depicts the mouth of the masquerade wide open. During its performance it beats its tail,
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shakes its body in rhythmic movement to the sound @fdilum with the assistance of

its attendants.

The Odum masquerade according to Nwibani (1977), grew out of the
mythology of the Rivers people of the nineteenth century. Reflecting the majesty and
aquatic dexterity of the Be@onstrictor, theOdumdeveloped in an era when popular
beliefs in the existence of water spgrisea gods and mermaids were rampant; in an era
when fishermen were frequently reported as seeing strange happenings on their fishing
sprees. Two fishermen from Ayundgiri in Okirika had reportedly witnessed the water
display of a BoaConstrictor on onef their fishing expeditions. On their return, the
display was recreated in the form of a giamulti-coloured aquatic masquerade. In the
passing of time, this display was recognized as a major cultural event illustrating the

aquatic disposition and tratihal belief of the people of Okirika (Nwibani 1977).

The Odum has since become one of the most sensational and spectacular
traditional performances among the Rivers people. In the twentietargent was
performed five times to mark major traditionalreligious or state fiesta, with
tremendous success in 1916, 19084 1974and 1977 Nwibani, 1977).Ereso (2012)

reveals that the masquerade performance also took place in 1992.

Masquerades in Rivers State

Cultural traditions and beliefs were keptvaliby traditional African societies
through the visual and performing arts since there were hardly written documentation.
These included, masquerade performances, myths, legends, rituals, prayers, folktales,
proverbs, songs, festivals and ceremonies wharred as avenues used in some cases
to record and transmit historical events, beliefs and social customs on to future

generations.Most Africans use the word masks and masquerades interchangeably
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because to them they are one and the same depending oarthigeiithin which they

are used.This assertion is supportgd bO6 Tool e ( 2 0s0 6t)h anth,e né és hée
interesting to note that in most African cultures their language lacks a word for what we

call mask, because to them the masquerade istheentrost ume i ncl uding
African masks were dominantly carved with wood, perhaps because of the abundance of
trees within the West African region where the culture of masquerading thrived. These
masks were carved as face, shoulder and headdress. Mhskiace masks are the most
common f or m, which wusually cur vestoppmger t he
right before the earshie helmet mask fits over the entire head and rests on the maskers
shoulder whilethe headdress rests top of the masquea d e 6 s domedaoder hisA
faceisr af fi a, grass or cloth to conceal his i
two main types of masquerades, the social and personal ritual masquerades.Social
masquerades, he contends, argerformed in public while the entire audience
participates in some manndhrough singing, dancing and clapping of hands in
conformity with the musi&Some of these masquerades that fall under this category, she
opines, are used to assist the elderly in preparation for dgmtityally link the living

with the dead,sustain food supplies and to teach interdependence between the
environment and the communifyO 6  T2006) Irethe personal rituabccording to

the authorprivate masquerades are performed by secret socmtiexe only members
participate, such as the Sande society of the Mande in Sierra Leone.African
masquerades, therefore serve as symbols of spiritual forces or authority that validate the
basic beliefs of a society, reinforce acceptable social modes oficand symbolis

the spiritual authority that eradicates sb@ail. Furthermore, they sergefunctions

which included, celebrating initiations from youth to adulthood, fertility, life and death,

bumper harvest, ancestral worship, security, political polealing and prosperity. In
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the past, according tgbo Culture (2000jnasquerades were regarded as the means for
maintaining peace and order, and were primarily used as law enforcement agents.The
whole village would come out for the ceremony of the edld masquerades. While
entertaining through dances and exhibiting ektrenan feats, the masquerades would
walk up to certain individuals and loudly expose any bad habits, crimes or misbehaviour
of that person. As people would always take corrections) feoich exposures, the
masquerades were effective in keeping up with traditional norms and values in the
communities.

With colonization in the 20th century, masquerades became more relevant as an
institution for cultural entertainment. Nowadays, they amsed more for tourist
attractions when they come out in colourful costumes accompanied by traditional
dancers and music. The masks worn by masquerades are determined by local traditions
and beliefs.

Bestknown are those that represent the spiride€eased maidens and their
mothers, symbolising beauty and peacefulness. The masquerade may be accompanied
by an elephant spirit, representing ugliness and aggression, which frightens the male
spectators away from her. Other characters include the Eurdlgiakg, a pair of a
boy and a girl Mba). The boy dressed up as a girl satirising his counterpart or as
animals (crocodile, snake and other forms of reptile) representing various local deities.

Nigeria has many local festivals that date back to the tiefere the arrival of
Christian and Islamic religionsyhich are still occasions for masquerading and dance.
The local festivals cover an enormous range of events, from harvest festivals and
betrothal festivals, to the investing of new chiefs and funeltaé&ems odd to Western
ways of thinking to see a funeral as something to be celebrated, but for many of the

African ethnic groups, death means joining the ancestors, and so the deceased must get
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a good senaff. The dances that were once performed bynlmers of each village have
now been taken over by professional troupes, who tour villages performing at each local

festival.

Masquerades usually embody the seen and unseen, the real and surreal, they
often reflect dominant influences in their respectisenmunities. They may bartistic
symbols of the forest. Thegan connote or represent a definite or some aspects of a
communityds | ife circle which only those
society can elucidat€éhey may underscore the maitife of the people, while the head
usually reflects the i magery of the peop
farmers, hunters and fisheem In some cultures in Rivergeée the local authority &t
organizes the masquerade performanalso furctions as the traditional police to
enf orce decisions in theOweOgninuof tBkiheamhese
Sekiapuwof Kalabari,Kiri - Owu of Okirika, theAmanikpoof Ogoni, Owi Igo of Rumuiji
and Egbukele of Ahoada people.T h e ma s q u e rbatidne t® sthe social t r |
development and commentary in communities are often lost on the urban culture.
Leadership is an attribute of some masquerades in some communities in the state. The
choreographies of either the Pioru masquerade of Oki@kabo masqueade of the
Opobo or theOwu amaof Abua require the leader to be of exemplary conduct for the
followers to copy (Brown, 2009).Masquerades in the twenty three (23) local
government areas of Rivers State wear different forms and varieties of masks which
conprise of three types namely, vertical face mask, vertical mask mounted on
horizontal or circlar base and horizontal or circular mask type that is also mounted on a
base. The first type (the vertical face mask) is carved from wood and is often depicted
as the face of a human beingnimal or representation of the spirit wofike the

Amanikpo masquerade of the Ogoni (Brown, 2009hvisions are made by the carver
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for the masker to breathe and see through carved openings. In the second type of mask
like the EKing the base which is properly covereests on the head with only the mask
made visible to the onlooker. The third tyjleelthe Nwotamis mounted on a base and
is held with some contraptions that are not seen byatitgence. The masquerade is

dressedvith appropriate fabric or woven raffia to cover its face.

Plate XIV: Face Masktakpo taporo Wood and Pigment, 37cm, 2Century, Eyo E.
(2008).

The Takpo Taporanask is a small oval shaped mask with two holes depicting
the eyes and a very small hole for theuth. In Pate XIV shown above the mask is
presentedd evoi d of a nose and t he pmgaddnhhati s si |

stretches a lite above the head whiglortrays the hosiof an animal.
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The Ogoniaccordingto Eyo (2008), inhabit two LG#&in Rivers State, namely,
Gokana, and Khana. They have distinctive horned animal mesd¢§s takporoand
Saimon which are used on the occasion of the crop fertility play knowKaaspo,
which honours a founding ancest@akpo takporaepresents the agile antelop, while
saimonis a composite entity combining human and animal qualities. The masquerades
perform acrohtic dances for the comunity and are hailed as heso(Eyo, 2008).
Eyobs claim that the Ogonis inhabit t wo
Ogonis presently inhabit three LGAs in Rivers State. These include Gokana, Khana and
Tai LGAs.

NwaotamMasquerade

The origin of NwaotamMasquerade inOpobo Kingdomwhich performs o
December 3lannually according to Ogolo (hds traced to Ndoki people of South
eastern Nigeria in the present Abia State of Nigdriee author avers that tiNwaotam
cult emeged from the deity of ancient Ibani people called the Ottam people. These
people were brought in mostly to satisfy
in the 18th and 19th century. Furthermore, he states that: The Ibani tradition has it that
the Nwa-Otam originated from a dark mythical grove in Mkpajekiri amdWWhambele
Ndoki.The Ndokiwhi ch i ncluded the Ottam tribeds
OMmohé (gods) believed to be heterosexual
of theyear. Dappd2013) reveals thahbse dances were mostly orgaed based on age
grade systemsfAt e r sever al year s, t htee mdsqueradee s 6 h
head of the Nwaotam.The nucleus of the Nwaotam masquerade at that time
metamorphosed into a cult, becaukis domestic deity at Ndoki had acquired a great
deal of ritual authorityThe respondent (Dappw@ahhile refering to Ogolo said that was

at these instances th&aptain Uranta and the Opobo peopldopted the cult of
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Nwaotam <call ed 0 Nen demiad thd kmale @ativa worayinalt tbtem
(mummified Nwaotam head) through Azumini river to Imo river, then to Qamewmn

by 1920 on the authority and assistance of King Arthur Mac Pepple, the then
Amanyenabof Opobo kingdom.

Ogolo (nd) opines that,

the nucleus of the Nwaotam cult originally as a secret society was its strict

hierarchy and important religious and judicial roles as the Okonko of the South

East and the Ekpe cult of the Calabar people, but could however not stand as

such in Opobo over #éhyears. Later, it became a great carnival parade and

display with its religious and judicial roles being watered by the presence of the

Owuogbo cult. However, the masquerade is still guided by sengjths.

These mythdgnclude the myth of the cemeterytribal marks, spirits gender,
peculiar foodstuff, shooting canons and gwarg]cult. Ogolo reveals that the Nwaotam
nucleus group has become a cult, because only those in ¢hisaseknow the rituals
and spiritual challengesvolved. Hence, the Ntua Mkpa, or Mkpa Nwaotam Oruke
Mkpa as in Queenstown, Opobo town and Bonny respectively have borat&a
initiation process, whichonly their members can tell. Ogolo contends that in
contemporary times,

nwaotam masquerade head represents both, hence diwvanasquerade not

being a display of riverine origin have however rejected the Owuogbo cult of the

Ibani people of Opobo and Bonny through the singing pattdemse styles and

the drum patterns. Though the drum beats of the masquerade is stilllagina

in the Ndoki hinterland with differences in the display probably because of

spiritual efficacy and originality. Traditions have suggested that the two original

deities that became masquerade heads of Mmkpajekiri in Ndoki and

Queenstown Opobo aread | ed 6 Nwaot amo; whil e ever

masquerade are called 6Nwaot ambd.

The high point of the masquerades performance is when it climbs to the roof of a
building to continu@&6 sperformance irrespective ofhe height. The end of the
masquerade performance is heealdshen the masquerade jumps down from the roof of

the building. Nwaotam masquerade group performance has become a constant feature in

the Rivers State Carnival.
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Plate X\ NwaotamMasquerad,
SourceWari S, and PEARSE D. J, 208@stivals and Treasures of Rivers State,

Plate XVL Procession of masquerade Group
SourceWari S, and PEARSE D. J, 200®=stivals and Treasures of Rivers State

The Nwaotammasquerade shown in Plate XV, iessed ira navy blue dress

covering its head down to its waist, with a white fabric at the middle. From below the
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white fabric down to the ankle &yellow ochrecovering that resemblegaffia regalia.
On the navy blue part of the fabric are thick limésvhite running from the centre of
the head down tthe waist. In its right hand it holds a broom symbolizamgmplement
used to ward off evispirits while on its head is wothe Nwotam mask.

Nwotam mask of Opobo and Bonny towns in Rivers Stateisd forthe ease
with which it climbshouse roda$ during theyearly festival performance. This usually
begins the night before the festival day. The top membddkedikpagroup (the most
senior club in Opobo), which is responsible for bringing oeinlask and for supplying
the Nwotammusic;sleep in the cemetery where they fortify themselveshfe ordeal of
the next dayOnoura,1987and Ogolo, 201

Plate XVI portraysthe procession that forms part of the Nwotam masquerade,
the little boy in the catre of the picture is dressed in the customary regalia. In both
hands he holds two horse tails. He wea beads round his neck and red cap. The
top of his regalia has white bands of single lines that stretch from his shoulder down to
his elbow as dggns. On his face rnming across his eyes & white chalk or kaolin
while his wrapper looks similar to the black and white pgth Kwagh-Hir Tiv woven
cloth of Benue StateCovering his ankle to his feet is a-ike materialwhich he is
wearing as fotwear. Behind him are the other performers, dressed in the same attire
carrying the Nigerian flag which stands inbetween them.

The image shown in Plate XVdlepicts a man in Nwotam regalia. He is adorned
in a dark coloured wrapper with white stripes rimgnfrom his neck down to his knee,
from his shoulders down to his wrists and around the helm of his longsleeve shirt. He is
also wearing a pair of canvahoes at variance withe furlike footwear that the boy

leading the processi@hown in Rate XVI is wearing.
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Plate XVII: Member ofMkpa NwotamSourceWari S, and PEARSE D. J, 2008
Festivals and Treasures of Rivers State,

Plate XVIII: Face MaskSaimon Origin: Ogoni, fom Nweoe Village, Medium: Wood
and pigment, Year: 30century Height: 25cr$ource: Eyo E. (2008:p244), from
shrines to showcases: Masterpieces of Nigerian Art.
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The Saimonface mask of the Ogoni shown itate XVIII has a boyish look
with round holes for the eyes and pouted open lips. The top of its heguerhaps four
horns wih three been noticeablen@he crown of the mask is a dikke appendage that
suggests that the mask may have been inspired by the spirit of a young Phiecese
is large with abridge that extends over the forehead. Thazsgll earis carved on the
temple making itappearclose to the eye. There are subtle holes made around the
cheeks, the horns and the disc behind its ear. The aaasad the cheeks caass for
decoratbns or scarerifications.hHEflat disc running down é&hind the earmay have been

used to aid the wearer have the mask properly attached to his head.

<~
:4{.

Plate XIX Title: Screen for ancesto®uen fibara Origin: Kalabari group, Medium:
Wood, cane, raffia, and natural pigment, Height: 127cm, Ye&rcastuy.
Source: Eyo E. (2008:p245), From Shrines to Showcases: Masterpieces of Nigerian Art.
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Plate XXa: Ancestral Screen (&en fubara), Kalabari ljaw, Nigeria.
Date:late18c ent ury, Medi um: Wood, fSburce Kleinemnd cl
S.F.(2009Gar dner 6s Art Through the Ages: AConc
publishedby Clark Baxter, p.532

Plate XXb: Funerary ScreeB@en Fubard, AbonnemaKalabari ljaw), Nigeria.
Date: late19" century, Medium: Wood. Source:
http://www.artsconnected.org/resource/259/funesamgen. retrieved on July 2015,
p.1
The Duen (the dead) ancestral screen as showRlates XIX,XXa aad XXb

according to Horton (1981) are theme(the spiritual or immaterial) of human beigns
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which escaped from their bodies at death and continued existence on the immaterial
plane. They are believed to retain the character and values they held while alive, and to
participate in a society not unlikihose of livingKalabari. Like village heroes and
water people, the dead too are portrayed in a detailed olggly describing their life

while on earttProminent heads of thi€alabari families may be commemorated with

the wooden assemblage calldden fulara, a screen to which is attachedcarved

image symbolic of the head of the famdlong with his emblems of office and other
trappings representatiw# his life and accomplishmeng&yo, 2008).

In the traditionalKalabari system, the living dead or eestors are highly
revered spirits who have a great influence over the daily lives of the living. The
Kalabari attend to the needs of these ancestor spirit, knoviduas in order to esure
that the spirits will continue to bring good to the family intigatar and the community
as a whole. Relatives therefore, commissioned an artist to produce an elaborate
memorial screen inorder to honour and proMesnwith a special and secure resting
place. This memorial screen is produced only for an importantb@ewf a trading
house calledbuen Fubaraawhi ch connotes fAf dhe&&dlabarid of
people believe that an individdalimmortal spirit or life force resin the forehead or
Fubara during the persds lifetime.When the person dies the splatves the body in
search of another resting place. Meral screens therefore proedhat place for the
most mportant ancestor spirit, hentteere namgféreheads of the deadBy giving the
duena place to rest, the members of a house are not onlyaabteour 1, but also, to
some extentgontrol it.

Traditionally, a screen was constructed from one to several years after the death
of the person it represents. When completed the Screen was placed in an inner room of

the trading house, behind an alt#rthreemud pillars where offering wagenerally
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made to lhe deceased spirit. Followirglaborate consecration and installation rituals,
the head of the deceased household brought food and drinks to the altar every eight
days.

There are varieties ohé Duen Fubaraas shown in Plates XIX, XXa and XXb
This isdue to either the artist that was commissioned to produce themsmroduced
to reflect a particulafTrading House (family).The Duen Fubarahownin Plate XXb
was produced during the "i@entury. It is made of wood and raffia and depicts three
figures in a seated positiom ar ved fr om twoad (Hinerry Saeenno
2009).This wood was chosen because of its legendary association with orderly human
social life. The constructive natucd the screen is typicalf Kalabari art The heads,
hands, bodies, le@ppendages, and other accessories are individually carved and
assembled with nails, raffia, staples, and pegs in relief against the backdrop of a rigidly
framed wedker screen. This fye of assembled relief construction produces a visual
effect that is quite different from a three dimentional sculptime central figure stands
for the leader of the trading housevitbhom the screen pays homadée large size of
his body emphasises himportance in relation to the two figures that flank his sides,
which probably represent his kinsmen or servamtge artist does not depict the leader
through individualized features as in a portrait, instead, by the accessbitds he
wears or holdsbewise each trading house owtie right to certain masquerade
performancsor headpiecg This is why the masquerade performance was an important
means of identity for raindividual or a trading house (Funerary Screen, 20085
important persaality weas an Ekine Sodety headdress of th@lagba masquerade
which projects above the screieame, which symbolizes prestige amd statire within
his society. Some of the objects he and his attendants once held, though migsmg in

frame, are shown in PlageXIX and XXa as ivory tusks (sign of authority) intricately
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designed with motifand staff of office. All the figures in the§ates wear cloth skirts
araund their waist as compared tafe XXb whose skiris conspicuously absent. There
are pegsabove the frame which suppodsgroup of small heads that symbolized the
number of depedents this leader had.

The figures are abstract in representation, symmetrical and are frontally posed.
The artist reduces the various anatomical features to styjechetric components of
large oval heads, eyes and mouths, flat recti@ngorsosrigid outstretched arms and
bent legs. The tongeghaped flaforms may represent their chest or shoulder blades.
Running from their chest regiodown to their navel is bBody <arification used to
identify a particular trading house eeflected on the figures in Plates XIX, XXa and
XXb. There are triangular motifs which run from the tophtebottom on eitheside of
the figures. The colourased to partinate the screere assentially derived from the
natural céours of the wood, earth coloof brownwith blackand white. The symbolic
use ofthese colours may be knowmdy serve as decorative additions to this all

important art of th&alabari people.
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Plate XX Ekinela Masquerade
Source: Objects of Power (PDRCTLab,

www.actlab.utexas.edytincess/Vision/objects. retrieved May, W13

Represented by means of masquerad€alabari are the village heroes, water
people (water spirit) and the dead. Responsibility for these masqueradekatabHri
villages is vested iftkinean association containing most of the adult members of the
community named after the hegoddess who is supposed to have been shown the
secret of their dancing by the water people (Horton, 2086¢ording to theKalabari
legend, a beautiful woman namg&#tinebawas abducted by the water spiritsn Ger
return to the human world, she taught people how to perform the masquerades, which
she learnt from thepirits. Presentl¥kinebais the patroness afie masquerade society

named afteher, but only men eabelong to thékinesociety, wear masks or perform

in masquerades (Vajdad). Entry into this association is secured by finding oneself a
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A

member who has been i mpressed with oneos
one before the association. A snyalyment and seven bottles of palm gin must then be

given. One of these bottles is takenthe priest oEEkine Ba who invokes her on the

new memberds behalf after the priest pour
t he candi dat e gnbol 6f assoeiitienandth the Qdds sgnifees entry into

the association.

Ekinemasquerade festival heralds actizét for those who have to sew together
the cloths and decorate the wooden headdresses which cover the dancer as symbols of
the gods. Horton mines that in the evening before the masquerade performs those
responsible for the cult assemble in the shrine where the headdresses are painted and
purified. This is done by the killing of a cock or sometimes a goat before the
headdresses with a prayeathheowu should spare thdancer fromany accident and
that peace and prosperity should come toatheers of the cult. fier dawn, theEkine
drummer calls the masker to the dancingfield. Male helpers crowd into the shrine,
sewing and strapping the dandeto the nany cloths they must be dresseih. The
author states that as each vanishes slowly into his cloths and the headdresses
securedtheo w up&aple take the dancer to the squaredst shouts of praise eHakes
thefield to perform after henust have visited the shrine of Ekine Ba, patroness of the
masqueradeWhat is principally displayed by the masquerade is special knowk#dge
instructions from the drums. As he makes his way through the town the drsimrtell
to point at the thirty tfee (33)shrines of state heroes and royal ancestors. Vajda reveals
that, should the masquerade @ilto understand the instructions or falter et

performance, henay be disgraced by the crowd, by revealing his human face.
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Plate XXII: OkonkoMasquerade group of Bonny in Rivers State
Source: Rainbow on the River, Opobo International Boat Re§attival Magazine,
2009.

The origin of Okonko masquerade is highly contesus. In Bonny town in
Rivers Sate Warisenibo Levi Allison (Obinukwu), Wapusenibo Blesbee Fapu
Jumbo (Ekereme) and Warisenibo Fubara Juwosomie Jumbo(Ekereme) from the Jumbo
IshileogonoOkonkaq put the origin of Okonko cultural club iBrand Bonny agd949.

They said it staed from Ishileogono Jumbo.rdcing the origin ofOkorko in Bonny,
however,Warisenibo Abel Banigo (Ohungbokwu) and Mr. Felix Tamunonengiyeofori
Allison (Obinukwu) of IbaniséOkonkdNwaprabietogha cultural club of Bonny Island
said that the late Kiepirima Willam Jumbo brought the masquerade into Grand Bonny.

They claimed that their own club was thesfito perform in Bonny KingdonfGrain

Consulting, 2009).
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Plate XXIll: OkonkoMasquerade group of Abia State, Nigeria
Source: Rainbow on the River, Opobo International Boat Refattival Magazine,
20009.

The chairman oDkonkoin UbaKala Clan of Umuahia in Ali State in 2009,
Elder AnawntiNwankwo laughed off any suggestion tkikonkocould have originated
from anywhere else. He said it was a cultural dance that is as old as Umuahia land
because his fofathers sawOkonkq and therefore nobody would be able to give an
account of when it started. Elder Nwankwo sakonkoas a powerful cultural society
that was not only used for entertainment during annual festivals but also served to
maintain pace and orer in the past. Blregretted that the combined assault by state and
religion, had assigne®konkoand other traditional institutions a bleak future. He
further revealed that in his youthful days it was easy to identify the nine types of mask

for Okonkoin Ubakala tan, which is not the case presenfijne nine types oDkonko
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masquerade incudékparakpaoji, Ogbarebe, Egede, NwaUdeghinbe, Nwa Ndanala,

Ubu Ugwu 13 and Ati.(Grain Consulting2009.

Plate XXIV: Title: Swordfish ldaddresgSaw Fish) Medium: Wood, Paint and Mirrpr
Origin: Abua group, Length: 203.2cm, Year™2Dentury.
Source: Eyo E. (2008from shrines to showcases: Masterpieces of Nigerian Art.
Though theOki (Swordfishor Saw fishimasquerades a common feature of the

Rivers peple the headdress depicted in Plate XXBbove is from Abua
communityThe headdress is usually worntla¢ Oki festival held during the Christmas
period. It is performed to cleanse the community of awito usher in a season of
abundance of fish for éhpeople in the coming year. During the ceremony, dancers
portray a family of fish with the head of the family reprase asOki a sea creature

resembling a sword shahk the course of the celebration, each fish family takes turn t

display their fishlike dancgJones, 1930 and Eyo, 2008).
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The mask is placed on the wedsehead as captured Riate LVII. It consists of
a large horizontavooden structure with colouwleedges around the lower part of the
mask. In the central part are numerous curveadtibar shapes and designs on either
sides, amongst which five prominent fins are seerm,dothe sides and ora the top of
the fish. There are also other smaller and mediwedsiins carved like the claws of a
crab. The frontal part of thisorizontally carved fis has jagged edges which represent
the sharp teeth while the two bdike structure on the top of the head stand for the
whiskers. At the top end of these teéike forms are two bold shapes representing the
eyes. The impressiohd whole headdress elicitsthat of a skeleton of a fish stylized
abstraction of a sword shark. Bones as in the case of this headsfresserdd in a
skeletal form symbolizémmortality or the spirit of the sword fish. The Abua people,
like most cormunities in Rivers State venerate water spirits and are represented in sea
creatures like the sword fish.The colours of the headdress are derived from the natural
colours of the wood and earthlgors of brownredwith black and white,The meaning

of these colours may be for aesthetic reasons

Major Carnivals in Nigeria

Staging of festivals in Nigex have been an age long event in most localities.
Prominent cultural festivals showcased in Nigeria include: Qfeda festival of the
Onitsha people in Anabma State, thérgungufishing festival held in Gurbin Kokuwa,
Augie Local Government Araea of Kebbi State @sln Oshogbdestival celebrated
yearly in theOshogbaSacred Grove, along the banks of @&unRiver, in OsunState.
Others includeEyo festival held in Lagos, Lagos State, the New Yam festival of the
Iguruta people in Ikwerre Local Government Area and the Wrestling festivals of the

Aluu and Ovuahu (Ibaa) people inkwerre and Emuoha Local Government Areas in
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Rivers State. Worthy of note is tli@ct thatthe National Festival of Arts and Culture
(NAFEST) organized by the National CounairfArts and Culture (NCAG3 rotated
amongt the States in Nigeria while tigvers State Festival (RIVFEST) which used to
be organized by the Rivers St&ewncil fo Arts and Culturglater metamorphosed into

Carnival Rivers.

Carnival is a vibrant tradition thatome countries for various reasons have
begun to take advantage of agehicle for national unity angarticipatory spectaclier
its citizens. Some notable carnivals include the ®Raonival of Riode Janeiro of Brazil,
Salvador Carnival in Bahia, Brazil, Trinidad and Tobago Carnival, Jamaica Carnival,
Northenham Carnival in the United Kingdom and New Orleans Carnival in thedJn
State of America. However, in Nigeria the threeognized carnivaiscludethe Abuja
National Carnival, Carnival Calabar and Carnival Rividis.Abuja National Carnival
is arganised by the Federal Minigtof Culture and Tourism, Abuj&arnival Calaaiis
organized by Cross ifRers State Carnival Commission asdpervised bythe Cross
Rivers State Ministry of Culture and Tourisieind Carnival RiverCARNIRIV)was
organised initially by the Rivers State Ministry of Culture and Tourism before the
Rivers State Tourism Development Agency was created in January, 2012hiEee
Major Carnivals wereonceptualized to encourage tourism and diversify the economic

base of Nigeria.

Abuja National Carnival

The Abuja National Carnival was initiated by the formeeditdent Olusegun
Obasanjo as a platform for the peoof Nigeria to showcase their rich cultural heritage
and tourism potentials to the worltih support to the above statementtioemer

President Obasanjo observes a t 060 the Abujan toCamivals of a |
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other nationsthat he had been invited to, and that such carnivals had historical
experiences and contributed immensely to the cultural growth of the host countries in

addition to projectingtheingppe s of such comg 2012 i esd606 ( Ayako

The Aluja Carnival was billed to commence 2004, after it was endorsed by
the Presidential Council on Tourism (PCT), made up of the 36 State Governorswith the
former President Obasanjo as the chairinaihwas shelved for adequate arrangements
to be nade However, he first edition of the carnival took place in November 2005,
when Ambassador Franklin Nchita Ogbuewu was the Honourable Minister of Culture
and Tourism. For the Tourism Sectore to thrive and make contributions to national and
cultural devebpment the former President Obasanjo reasoned that A Tourism Master
Plan was needed for the sector. Inorder to achieve this objen@venitiated a
Presidential Committee for the Federal Tourism Development Master Plan.
Subsequently, at the request ot thederal Government the United Nations World
Tourism Organization (UNWTO) and the United Nations Development Programme
(UNDP) took responsibility to partly fund and implement the production of the Master
Plan (Tourism Development International Limited,8). The project commenced in
Abuja on " Feburary, 2005 after the United Nations World Tourism Organization
contracted the Tourism Development International Limited as cihresultants to
produce the PlanAn inception Report was delivered in March, 2085Mid Term
Report on ¥ August, 2005 and a Draft of the Master Plan Report on December 12,
2005 Tourism Development International Limited, 2006)ccording to Tourism
Developmen International Limited (2006)before the final Draft of the Master Plan
Report andits eventual production a number of Consultative Seminars on the findings,
Key Conclusions and initial Recommendations were held with the Stakeholders in

October and November, 200%he conclusion of the PCT assignment provided the
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country with a gide for tourismAccording to Ayakoroma (2012) the Federal Ministry

of Cultureand National Orientation packages the Carnival through the Abuja Carnival
Management Committee, while the Federal Capital Territory, as host, provides facilities

and camps fortate contingents. Brands in the carnival inclu@arnival Street Parade,
Masquerade Fiesta, Durbar, Boat Regadtéa, i | dr ends Fi /eTsatlitonal Cul t u
Cuisine and Bush Bar, Contemporary Music Fiesta, Polo Tournament and Command

Performances.

Carrival Calabar

The Carnival Calabawhich started in 2004tagged 6 Af ri cabés Bi gge
Partydd was <concept ual ofCess Rivey StdtehDonald o r me r
Duke(Babatunde, 2019h conceptualizing the ideauke envisioned thtie event will
place the State as the number one tourist destination nationally and internationally.
Carnival Calabar is a Street Paradeganizd by bandsiressed in identical costume
(Carlson, 2010pkuch as, Bayside Band, Masta Blasta Band, Freedom Carnival Band,
Passioni 4 Band and Seagull Band@he Carnival Brands includ&;alabar Carnival
Queen, Kings and Queens, Cultural Parade and Childrens Ca@araival Calabar
Commission is the regulatory body for the carnival events. It is responsible for the
planningand execution of the event within the laid down rulHse carnival also has
other cultural events, such as, music performance from both local and international
artists, boat regatta, fashion show, simmas village, Traditional Dances and the annual
Ekpe festival (Ayakoroma, 2012). Furthermore, Ayakoroma asserts that there are
activities that have been incorporated. These activities include, Essay Writing
Competitioninvoving both secondary schaahd tertiary students. The coatpions are
aimed at resutating the reading culture among the youths in the state. The carnival

which is organized annually starts on tfieol December and ends on*3ecember.
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Origin of CarnivalRivers

The commencement of the Rivers Sttate C
was known, was an inherited idgam Col. Anthony Ukpowhich was implemented by
the Military Governor, Group Captain Ernest O. Adeleye in 1988. Adeleye (1988) in

corroborating this statemein his welcome address stathat,

On assumption of officeas Military Governor of Rers

State in August, 1988, was briefed on the Rivers State

Cul tur al Carnival, ot her wi se known
which had already been put in the pipeline by my

predecessor. On close study, | found that the carnival was a

very welcome idea with great potentials and laudable

objectives. Apart from being tool for the propagation of

the rich cultures of Rivers State and developing her tourism
potentialities, 06 CARNI RI'Y 88066 Wi
various cultures of the great Niggn nation as a veritable

instrument for unity in diversity. Realizing the determined

support of the Government and people of the state to make

the carnival a huge success and the great deal of time and

effort put into the preparations, it was only mead @aroper

to lend my wholehearted support for the fiesta. In order

tostimulate worldwide desire for leisure and relaxation, and

use the carnival as a focal point of tourism development, in

the Rivers State, OO0 CARNI RI'V 8866 h
for all interested groups or persons to participate. In

appreciation of the enormous power such a carnival holds

in harnessing the mass mobilization and -sdlfance

efforts of our belged country, the Rivers State IGuwal

Carnival will be made an annual event. ®ehalf of the

Government and people of Rivers State of Nigeria,

therefore, | am highly delighted to welcome all and sundry,

who have aptly taken advantage of this auspicious

occasion, to Rivers state and in particular, to Port Harcourt,

t he Gar deAMRNIiIiRIyV. 86866 wel comes you a

Honourable T. O. Grahafdouglas, the then Commissioner of Youths, Sports
and Culture supported the Governoroés Vi ey
0O6CARNIRIV 880606thathen he observed
For me, 60 CARNeaRdome t@18 Wilenthes a dr

new Ministry of Youths, Sports and Culture was created in
February, 1986, | saw the need to give culture its rightful
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place in our national aspiration. As a result, having been

appointed the commissioner for the Ministry, | tookthe

challenge and conceptualized what might be the foundation

for the development of our future tourism industry. This is

the background upon which the Rivers State Carnival,

ot her wi se Known as 66 CARNI RI V66, W
strongly believe that with thstaging of the carnival, there

will be a new awareness of our cultural values and

potentials as a vehicle for establishing a VIRILE

TOURISM INDUSTRY both in Rivers State and the nation

as a whole. Culture has always been a veritable instrument

for national cohesion, inter communal harmony and

peaceful interaction in all nations of the world. This quest

for harmony is one that has always attracted the singular

interest of every peaedoving person. Expression of this

desire has been given in various fornfscaltural and

sportingevents, educational exchanges and youth activities.

These occasions have enhanced and are still enhancing the

eradication of distrust, suspicion and prejudices and in their

place, sowing the seeds of healthy entertainment and

enlighenment among the diverse peoples of the world. It is

no mistake therefore that the theme of the Rivers State

Carni val has been underl ined as 0
Diversityobo. The diverse cultures o
the world constitute a rich heritagwhich resides in the

heart and soul of the people. Thus, we can make each

culture live by not turning it exclusive but stimulating

perception of its usefulness as a constant factor of

patriotism, nationalconsciousness and international

understanding. Welome t o O6O6CARNIRIV 88066 (Gr
Douglas, 1988).

The Rivers State Carnival bears auniqueness as it combines two cayiesl s
inone,apurely cultural carnival where masquer
respectiveLGAs parade and perform aral contemprary Carribbean style carnival
where participants are geared up in flamboyant costumes and regalias, which are
recognized as bands that can be formed by persons of like Disdsibed as the oldest
carnival in Nigeria, CARNIRIV suffered a longeriod of lull after its maiden edition
until its revival in 2008 (Itayemi, 2013)During thewaiting period,the festivalwas
staged aRivers State Festival (RIVIFEST) until 1998, when it was finally discontinued

until its eventualrivival in 2008y the administration of His Excellency Chibuike
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Rotimi Ameachi. The Carnivahas been in its"5season in 2018¢cording tomegwu
(2012), the Honourable Commissioner for Culture and Tourism,Rivers State.

The 2008 CARNIRIV which held on the™5and 6'Decembe was tagged
OWARNI RI V, Carnivwewlthnt Reveleg&hat 660ur Cu
2008 event had the 23 LGA®ntigents National YouthService Corps members, and
per s onbs the State i atentdancealporateorganizations suchsahe MTN,
Grand Lager Beer andk$ Bank also participated in the event (Ejii, 2009).

The evens highlight includel, Cultural Exhibitions, Walk for Life, Gala Nhyht,
International Film Festival, Miss ECOWAS Beauty Pagent and CARNIRIV Musical
Concert.

The 2009 edition commenced from Monday December 14 to Sunday December
20. The event began with a parade involving the 23 LGAs council masquerdde
Dance troupesTheeight day fiestavas flagged off by the Governor and hisainet
members The Carnival preession commenced from the specially constructed
CARNIRIV Village at the Artillery junction to Aggrey road amidsthythms of
traditional drumbeats by various LGAs 4, dawca troupes andvelers.The carnival
was supervised by the Rivers State MinigifyCulture and Tourism. According to the
Rivers State Commissioner of Culture and Tourisfn. Marcus Nle Ejiiotihe event
reiterated the comportment of the peopieRivers Stateand the return of peace and
nor mal cy wi tThe carniallwaseSpbnadred Bydhe International Energy
Insurance (IEI) PLC, Total E and P, Oil and Gas Freezone Authority with support from
Shell Petroluem Development Company (SPDC), while Yibs Esemble and ZMC served
as the Consultant and Marketing and Communicatiors@tants.

The 2010 event which spanned from Monday December 13 to Saturday

December8 was supervised by tiiavers State Ministry of Culture and Tourism under
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the leadership of The Rivers State Commissioner of Culture and Tourism, Mr. Marcus
Nle Ejii. The Carnival procession commenced from the Rivers State College of Arts and
Science ompound to Aggrey road amidst thyns of traditional drumbeats by various
LGAG6s float, d aenadeegroups and peeeters atemm@nsitgd at the
village, theLiberation StadiumElekahia

The 2011 fiesta commenced from December 10 to DecembeFhhl yeaits
edition kicked off with the Economic Community of West Africa Peace Pagent, which
was held at the Polo Club, ( in GRA Phase IlI) Port Harcourt. The Kids Claweas
preceded with the Carnival Opening ceremony in the evening at the cultural village, the
Liberation StadiunElekahia The week long event was organizadl superviselly the
Rivers State Ministry of Culture and @iasm under the leadghip of Dr. Nalbs
Imegwu, the Honourable Commissioner ofthe Mi st ry. The year 6s st
took off from the Rivers State College of Arts and Science had the 23 Local
Govenment Area Councils participatingith their respective masquerade groups,
dance troupes and constructed flaatsongst the bands and revelgtgghlights of he
eventincludedGarden City Freestlye Paradg@pat Regatta at the Rivers State Tourist
Beach, Borikiri and Local Government Ared&ouncils performance at the Carnival
Village: the Liberation StadiumElekahia Othersinclude Ladies Nite, Reggae 360,
Hosh Jam, World Peace Concdtgjelege and Ekere Rhythm of the Tibes Old Port

Harcourt town @oveand Miss ECOWAS Peace Pagent.

Tourism

Hunziker and Krapf (1941n Okachi aad Saliu (209) definetourismasfit h e
sum of the phenomena and relationships arising from the travel and stay -of non
residents, in so far as they do not lead to permanent residence and are not connected

with any er ni ng dAoartsm 8dciety ad England (1976) @kachi and Saliu
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(2009) see tourism as Athe temporary, short
outside the places where they normally live and work. It includes movements for all

p ur p oEkhe Btérnational Association of Scientific Experts in Touri¢h®81) in

Okachi an Saliu (2@9) define tourism in terms of particular activities selected by
choice and undertaken outside the hor@euntries like Thailand, GreeceEgypt,
Bahamas, Fiji, MaldivesUnited Kingdom, Italy, United States and France, have been
witnessing large turnout of tourists, which implies increase in the ecoreamings of

these countriesesulting from increase in goods and services (employment and
opportunities/establishmertf industries). Such servigadustries and public places
include, transportation services, such as airlines, cruise ships and taxis; hospitality
services, such as accommodations, including hotels and resorts; and entertainment
venues, such as amusemeatks, casinos, malls, various music venuesand theatres.
These also include museums, galleries, public parks, gardens, public arts, monuments
and culturafestivals (Okachi and Saliu, 29).

The World Tourism Organisation (WTQ01995 in Okachi and Saliu2009)
estimates that, annual tourism arrivals grossly increased to 455 million in 1990 from
about 25 million in 1950. In 1995 tourist arrival got to 567 million which is over one
tenth of the global population.

The benefits of tourism to the Economy ohaion cannobe overemphasised.
Iskat(1998)observes that it is a well known fact that one out of every eight citizens in
the world is employed in tourism, and that each year, well over 30 million tourists spend
more than 300 billion United States dodldrom travellingi supporting 127 million
jobs. Active tour development is taking place on every continent, giving access to
careers in new and exciting settings worldwide.AccordangvTO (1995)more than a

billion peopletraveledin 2010. In 1996, aaverage of $559 was spent by each tourist
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on travelling, contributing to an industry worth a total of 360 billion United States dollar
(10.6% of gross global produckpurism in Nigeria is by all standards, under

exploited, and thus accounts for less tl8 of total continent receipts. In 2003,

Nigeria received 2.4 million tourists. The largest contingents came from Niger
(503,066) others are Benin (316,716) and Ghana (167J167hur i s m6 s econ
benefits are touted by the industry for a variety of reasdd|l ai ms of Tour i
economic significance givilie industry greater respect among the business community,

public officials, and the public in general. This often translates into decisions or public
policies that are favourable to tourism. Tourism busses depend extensively on the

local community. Thusthe economic benefitsf tourism reach virtually everyone in

the community in one way or another. The economic impact of tourism therefore,
becomes an important consideration in local, national andnemity planning and

economic development.

Cultural Tourism

In its broadest definitigrcultural tourism is travel directed towards experiencing
the arts, heritage and special character of unique places. It includes arts (galleries,
studios, performing anglisual arts), cultural activities (festivals, celebrations, rituals,
events), and physical heritage (buildings and environme@igjural tourism is an
i mportant way to celebrate, preserve and
opportunities for artists, promote public arts participation and boost economic
development.

Cultural tourism enables any country globally to market her rich cultural heritage
and diverse culture to her citizens and visitors alikecording to theAga Khan
Development Nisvork (AKDN) (2007), the essence of the act of travel is an expression

of interest in different cultures. At its best, it allows the diversity of the world to be
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experienced at first hanid through food, architecture, music, language, customs and
rituals. In the process, travellers begin to understand the differences among cultures
while coming to know theircommon humanity. In many cases, however, the most
alluring locations are also the most fragile. The great numbers of visitors, and the
infrastructure rquired to accommodate them, have often burdened local envirtgaimen
to unsustainable levels. These visiterscourage the development of specific forms of
tourism that highlight environmental and cultural assets, while providing local people
with alternaties to the degradation of these assets.Furtherm@gg Khan
Development NetworkAKDN, 2007) asserts that
@This approach has sever al defining at
culture and environment as assets that are the principal draveitors; a long
term investment that assures a sustained interest in preserving the local culture
and environment; and a commitment to sustainable environmental practices that
reduce the ecological footprint of a tourism propé&réy
Working withinthese principles, as captured by AKDN, agencies can work to leverage
cultural and environmental assets in poor areas where these assets are the only means to
raise incomes to stimulate investment and creation of jobs.Akama (2002) is of the view
that the deelopment of tourism in Africa in general, and the development of cultural
tourism in particular, is at its incipient stage. However there is a great variation in the
level of tourism development in the 53 African countries.
As Dieke (2000) in Akama (2002pntends
the variation in the theoretical tourism development
continuum ranges from the dominant (i.e., most developed)
to the late entrants (i.e., least developed). Within this
spectrum of tourism development, countries such as Kenya in
the east, Mauris and Seychelles in the Indian Ocean,
Morocco and Tunisia in the North, South Africa and
Zi mbabwe in the South, and Cote doi\
west, (the sealled African success stories), have a well
established tourism industry. Whereas, othmuntries such

as Nigeria, Cameroon, Eritrea, Siertaeone, Angola and
Zambia, for one reason or another, have limited tourism

69



development, but by comparison have considerable potential
for future development.

Akama (2002)urther states that, even in 8@ African countries, especially in
eastern and southern Africa, which are col
tourism is currently narrowly focused on a limited tourism product based on wildlife
safari and beach tourism. Even in those coerdri, especi ally Senegal
in West Africa which have developed elements of cultural tourism, the product (usually
referred to as O0rootsd touri sm) I's targe
Africa-Americans and other Africans in thed3pora. Thughe author concludebatin
most African countries, the rich and diverse indigenous cultures (the living heritage of
the African peopl e), with Afri c-anéterial mul t i
culture have not been developed for teor. Nevertheless, the diverse indigenous
African cultures can be perceived as having a latent comparative advantage in the
development of cultural tourism because they possess unique cultural and nature based
attractions. These are the very tourist atioms which people from major tourist

generating countries are looking for.

Rural Tourism and Sustainable Development

Attempts have been made to define rural tourism as its own form of tourist
activity, and to explore the processes of integrating touristo wider rural
developmengageras (Sharpley and Roberts, 2004 in Jane2@89). Davidson (1992)
in Janecka (2009) nt r oduces rur al tourism as a fAcor
devised and managed by local people, and based on the strengtiesnaitural and
human environment. O

Lane (1994) inJanecka (2009jurther explains rural tourisnas a form of

tourism which is located in rural areas, rural in its function, scale and character and

represents a complex pattern of rural environment, econanayhistory. He goes on to
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propose that, rural tourism includes activities in farms, nature, heritage, sport,
education, culture and adventutkanecka (2009broades the view of rural tourism to
embrace all activities occurring in the countryside, dtgting that rural tourism as
simply tourism which takes place in the countrysiibarpley and Rwerts (2004) in
Janecka (2008popt a different approach to defining rural tourism, and contend that it

is a concept unlikely to be shared by North Americaind Europeans due to the vast
interpretations of this form of tourism. They imply that, rural tourism is a socially
constructed and culturally bound concept and therefore, perceptions must be examined
in order to fully understand its true meaning.

Noémi Q009 states thatthe term rural tourism has different meanings in
different countries. In Greece for example, the main provision of rural tourism product
is bed and breakfast with accommodation in traditionally furnished rooms and with
traditional breakfats often based on homeade products. Complementary activities
include restaurants and refreshment facilities or the organisation of cultural and
recreational activitiegTurner 1993 in Rati Puczkd, 1998)In Finland, it usually
means renting out cottag to visitors or providing catering services in the countryside.
In the Netherlands, the rural tourist product means especially camping on thevitirm,
most farm services being linked to rodteund activities as cycling, walking or horse
riding (Peterset al, 1994, in Ratz Puczkd, 1998).

Rural tourism has been seen as a tool through which many developmental
problems in rural areas can be resolved. In less developed countries h&ahswan
Africa, afflicted by debilitating rural poverty, tourism pgrceived to be one of the few
feasible options for developmerBriedenhann and Wickens, 2004he presence of
rural areas has been cited as one of the reasons why rural tourism should be promoted,

but ironically rural tourism is well established in rhdeveloped countries of Europe,
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North America and Australia, while it remains unacknowledged in most developing
countries KMlahony and Van Zyl, 2002)

Sustainable tourism describes policies, practices and programmes that take into
account not only theexpectations of tourists regarding responsible naatresource
managementbut also the needs of communities that support or are affected by tourism
projects and the environmenfThus, sustainable tourism aspires to be more energy
efficient and climate amd (for example by using renewable energy); consume less
water; minimise waste; conserve biodiversity, cultural heritage and traditional values;
support intercultural understanding and tolerance; generate local income and integrate
local communities witha view to improving livelihoods and reducing poverty. Making
tourism businesses more sustainable, benefits local communities and raises awareness

(United Nations Environment Programme, 2011).
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CHAPTER THREE
RESEARCH METHODOLOGY
Introduction
Tobin (2006)reveals that, research methodology provides the framework of any
researchhences el ecti on of the O6right©é& methodol o
research to be carried out. Therefore, research methodology of a research is the general
approach or planguide or a roadmap to achieving a good reEhik research is an
attempt to document and analyse, the form, content, context and signification of
Masquerades and Artistic Elements in the 2012 Rivers State Carnival. For theepurpo
of carrying out thisstudy the descriptive andistorical methods of research were

adopted

ResearchDesign andProcedure
Thefieldwork and qualitativenethodologywere used in carrying othis study

While the Descriptive,and Historical approaches inquiry were also appéd for the
researclThe use of the descriptive approach created a real vivid picture of the object or
event investigated, by interpreting the experiences of the people in their traditional or
contemporary setting. the historical approach contextualizeduleral practices and
symbolic forms and beliefs in their social contekt. justifying the need to adopt
effective methods in visual arts resear8ullivan in Jari (2006)contends thahew
visual arts research methods which may differ slightly fronh,complement methods
employed by the social sciences, can achieve similar researchivaget¢ie further
observes that,

In recent years, several discipline specialists published texts

that deal with the topic of visual research and related

approaches tanguiry. Generally, there are three strategies

followed by the authors of these texts. First, there are

approaches that build on descriptivdbased research that
have a tradition of using visual means of gathering and
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interpreting data. These titles drawn careas such as
sociology, anthropology, and cultural studies. The second
uses a discipline that draws on areas of visual arts such as
art history, art theory and criticism. This research tradition
is based on historical inquiry, literally based interpre¢a
strategies, and post modern critical perspectives. A third
kind of research genre is artbased educational inquiry.
Those who promote this approach see the ass
comprisinga set of practices that help to broaden the way
we understand things and thus can be used to expand how
information is gathered and represented.

As contained in Adogbo and Ojo (2003), Gartner (2008), Jenecka (2009),
Danjuma (2010) and Sullivan (2010gveral authors or researchers indeed favour the
use of multii faceted approach because, it ensures that the research is complete, reliable
and valid.

In this study thereforethe Descriptive process wasilized to document the
masqueradeand artistic ements in the Rivers State carnivhecause the approach
reports what is seen, heard, and observed with the intention of coming up with
intelligent plans that are improved upawhich entail the understanding of people,
material culture and factors in agon to their environment. As posited banDalen
(1973), Verma (1981), Barnet (2003Ndagi (1984), Adetoro (1986), and Adogbo and
Ojo (2003),the descriptive process or approach attempts to create a real vivid picture of
the object or event in the miraf the reader, and is therefore ideal for portraying the
present. It is also reportedly ideal for investigating material culture and its respective
characteristics. In this study, the masquerades in the 2012 carnival are descriptively
reported and documesd. Each masquerade group was photographecharfdltowing
information provided: the Local Government Area the group is representirey,

masquerade showcased and the historical backgroursmtive masqueradés) in

the group.
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Historical appoach, according to Ndagii n Duniya (2009),
documentation, evaluation, explanation of events essentially for the purpose of gaining
a better, clearer understanding of the present, and making a more reliable prediction of
t he f ut ur e 0 be authoustateshtieat, though eéhe study could be scientific, it
nevertheless, differs from the researches into nasaiahce;hence it is not based on
experimentation, rather on the record of observations which cannot be repeated, but can
occur in simila circumstances. Thus, the approach was adopted in this study to
documnent, evaluate and explain thrasquerades in the Rivers State carnival
Sources of Data

The researcher depended largely on achieving this study by sourcing his data
through the primaryand secondary sources. The primary source involved collecting
information relatingto the area of study througdireld work. An investigation was
conducted on the benefits, significance, origin of the masquerades and indeed their total
appearance so as tooperly document them. This approach of data collection is evident
in the studies by Egonwa (1994), Saliu (1994), Babalola (2002), Jari (2007), Duniya
(2009), and Danjuma (2010).

Field Work

Field work entails that the researcher travels to the area ayf stuobtain first
hand information. All successful field work studies, according to Adogbo and Ojo
(2003), must focus on the following;

I Where and from whom to collect information

il. The methods used for collecting the information

iii. The process, analysis aimderpretation of the data collected.

Von Sydon in Yohana (2000) colbrorates the above view when he notes that,

only field work could produce adequate documentation, WAiléet in Duniya (2009),
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observes that o0d6art hi smndonore t Afsca asradieldrofot o n
study but also undertaking studies in the field which superficially, at least, are difficult

to differentiate from those of anthropol oc¢
their studies includ@ascom (1973), Fos(1986), Kafir (1999) and Gushem (2011).

The researcher, having critically reasoned out the enormous benefit of this method,
relied primarily on fieldwork as the basis for the investigation. The researcher used oral
interview, personal observation, questimire and photographin undertaking the

fieldwork.

The field work was embarked upon after testing the reliability of the
instruments. Despite the challenges encountered during the pilot study, necessary and
adequate arrangementeng put in place for thadministration of the qetionnaires to
two hundred and eighty (2p@espondents. The questionnaires helped in sampling the
opinions of the respondents (masquerade groups) in line with some of the objectives.

The secondphase of the field work was am depth interview with the
Government Officials. Some of the interviews were carried out at the carnival venue
(Elekahia Liberation Stadium, Port Harcourt). Letters were written, seeking audience
with the second group of respondents. In the same veitteawas also written to the
Director General of the Rivers State Carnival Development Agency seeking permission
to conduct this study at the venue of @went. The plates as indicated from Appeaslic
XVI- XVII depictsome sessions of the interview with the Masquerade group Leaders,

Local Government Area Coordinators and Government officials.

The secondary source of information had been adopted by researchers who used
this as their literary source in art history likelepegba (1995), Babalola (1998), and
Okoli (2007). The researcher reviewed and extracted information on masquerades

generally, and in Rivers State carnival in particular from available literdhisestudy
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is based on the recommendationHefathcote (189) and Barnet (2003hat stipulate

that the art historiansd activities shoul
that posses truth, sincerity, expressiveness, originality, instrumental value and
historical importancén order to further dueve the objectives of this study, other

relevant research procedures, such asl fiebrk, pilot study, photographyersonal
observations, identification of the population of the study and sampling techniques,
using the qualitative form of investigatiand treatment of information gathered on the

field were carried out.

Instruments for Data Collection

In this study instruments used to obtain data in building up reasonable
information included, questionnaires, interviews, personal observation, literary
materials and equipments such as tape recoder, camera and video coverage were

employed.

Use of Questionnaire
The questionnaire consisted of a set of questions designed to obtain information

on specific issas under study. Structured anddtructured setsf questions were used

to source for information relevant to the study. The advantages of the questionnaire

method, according to Adogbo and Ojo (3pdnclude,

I. Wide circulation: nore people are covered by the use of questionnaires.

il It provides the opptunity for independent judgment and choice as the
respondents give their responses without interferbpdke investigator, and

ili. The information gden through the questionnaire could easily be tabulated or
analysed. For the purpose of this research, tiyp@s of questionnaire were
designed to provide opportunity for the Government Officials, Leaders and

Coordinators of masquerade groupsespond

77



For the purpose of this research, tteuctured andunstructured method of
designing a questionnaire was adoptétie questionnaires were validated by the
resear cher 6swas depigned\oi provde sppaatumidy to the respondents to
express their views and make suggestions. The struajuestiors wereadministered
on thirteen (13) LGAMasqueradéroupesthis enabled them texpress their views and
even disagree as the case may be, with the opinions held by the invesiijaterthe
Unstructured questionnaires were used to interview the LocalvéBoment Area
Coordinators, Leaders, Government officials and Stakeholders in the tourism industry

andrelevant Scholars within the area of the study.

Personal Observation

The researcher applied the personal observation technique by being at the venue
of the event(Liberation Stadium, Elekahiggnd where the masquerade groups were
accommodated was equally visited. Visiting the respondents where they were housed
enabled the researcher to carefully study the masquerades, during their performances
and out&le the venue of the event. This was crucial as it gave the researcher the unique
opportunity to establish a rapport necessary in obtaining unbiased and unprejudiced
information that contributed meaningfully to the study.
Oral Interview

Oral interview involves a faceto-face discussion witlthe respondents. The
researcheuseda camerayideo, tape recorder and other relevant materials like jotter for
the interview. The researcher notified the respondents through writing, while some were
met physicallyto book an appointment. It was, therefore necessary for the rese@archer
prepare some questions key issues to be investigated. Usually, during the interview,
further questions may arise; this becomes desirable as it would add further credibility

and ognness to the subject under study. Hence, oral interview was conducted on the
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sampled population. Questions for the interview were designed in such a way that they
were open ended, to openly discuss issues that were raised, thereby examining critically
theissues being investigateln the words of Ndagi (1999),

fiOral interview is flexible and applicabke different types of problemd&he

interviewer can observe both whhe respondent says and how halog says it.

It is very useful in collecting psonal information, attitudes or beliefs and it is

particularly useful in probing information if the need arises
Photography and Video

Photographs and Videtoverageof the masquerades attendancend artistic
elements such as: floats, sculptures)cgatroupes and a comediamere taken, which
became the basis for analysis. The photographs went a long way in corroborating
information that the researcher sourced. Yohanna (2000), Jari (2007), Danjuma (2010),
and Gushem (2011), among others, benefftiaa this approach.

A Sony Cybershot (16.1 mega pixels) digital camera and a Sony Video Camera
Recorder (Handy Cam with wide LCD) were initially udsefore engaging the Nigeria
Television AuthorityHeadquarter, Abuja, Calabar and Portharcant| a pofessional
photographem photographing some masquerades, and deogithe interviews, while

draftedinterview questions by the researcher were used in obtaining information from

the respondents.

Pilot Study

Pilot studies werearried out during the Alja National Carnivaland Carnival
Calabar between 2008 to 2012 which whedd between November 24 to 27 (Abuja
Carnival)and f'-31% DecembeiCarnival Calab3r Based on the above, the researcher
was able to ascertain the unique and peculiar naturenafucting a research during a
carnival. In the same vein, this helped the aed®eer to validaténstruments that were

used. The pilot study furthdrelped the researcher in identifying questions that were
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necessary. Scholars who have used this approattideOkoli (2007), Duniya (2009),

and Gushem (2011).The pilot study revealed the quick pace of activities inherent in
carnivals, as the first interviewee excused himself to attend to his troupe mid way into
the interview. This reaction can be attributedhte desire to win prizes lyoupes

Having experienced this disappointment by the first interviewed person at the
Abuja National Carnival, the researcher had to seek the help of Mr. Biodun Balogun
(the Deputy Director, Operations) of the Nigeriartelision Authority, Headquarters in
Abujato assist in carrying out the interview. Arrangements were made and agreements
reached orthe honorarium to be paid to respective research assistants available to the
researcher. This eventually formed the modus operéa o f t he r esear che
gatheringespecially through interviews conductedra Carnival River§CARNIRIV)
in Port Harcourt (December,-25, 2012) and Carnival Calabar (DecembeB]112012)
where similar arrangements were made. The outcoma® stunning, as every State
Coordinator or Leader who was apparently reluctant to grant the researcher interview
indicated their willingness and readiness to be interviewed.

Furthermore, the pilot study also revealed that the organizers of the event wer
time conscious because of the numerous activities and the number of the contingents
and masquerade groups from all over the states of the federation being represented at
the event. This rubbed off on the performances showcased by respective masquerade
groups at the Eagle Square Abuja, as they had insufficient time to adequately showcase
their performances.

Population and Sampling

The population for this study comprised tbirty three respondeni83) from
eachmasquerade trougdeom the twenty three (23) local governmeauteas of the state

totaling 759respondentsOthers include, Local Government Area and Masquerade
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Troupe Coordinators (13), Masquerade Troupe Leaders (13), Government Officials and
Stakeholders (), and Scholars ( Twdroferssors of Art History and a Professor of

Thearter and Performing Arts).

According toKostas (200}, a sample is a portion of elements taken from a
population, which is considered to be representative ofpthygulation.Saundersn Jari
(2007plso finds justification on manageable sample sizes in conducting qualitative
research. Adogbo and Ojo (2003) further give a better insight and explanation on the
sampling methods when they aver that, 60S
small part & a given population in order to determine the popular views of a people
targeted for the researchobo. They stress
Probability/Simple Random Sampling or iBr obabi | i ty sampl ingéo
Probability samphg, according to the authors, researchers usually depend onalers
judgment which results o t he i ndividual 6s choice rath
target that gives impetus to bias and reductionism in the research findings. The most
popular and idal sampling method in the humanities, they submit, is the
Probability/Simple Random Sampling which has taken several forms in the Humanities
to include;

I Simple Random Sampling

. Stratified Random Sampling

iii. Cluster Sampling
The Simple Rndom samplingechnique wasised. In the Simple Random Sampling,
each number of the targeted population has equal opportunity of being selected. Also,
all the segments or groups that make up the area of study must be covered. Bearing in
mind the suggestion dfostas 00) 6 6t hat sampl e si zes | arge.

500 are appropriate f or nis study coresistedadod h 6 0 ,
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respondents comprising @0 respondents from the thirteen LGWasquerade troupes
(260) Local Government Masquerade Coordinatorg13), Local Government
Masqueradd_eaders(13), Government officials and Tourism Stakeholdétd) and
relevant Scholar€3) within the purview of the study
Data Analysis

Information obtaied during the field worksianalysed andiscussedn chapters
four and fiveof the study.Two hundred and sixty (260) structured questionnaires were
administered on the Masquerade Troupes as earlier stated, two hundred and forty eight
(248) filled questionnaires were returned, while twelve (2¢stionnaires were not
returned.The discussions and analysis are done using the descriptive approaches as

used by Jari (2007).

82



CHAPTER FOUR
DOCUMENTATION, ANALYSIS AND DISCUSSION
Introduction

This chapter contains the analysis and discussions offaiatais study. The
data covers the area of the research (Rural Tourism Morphology: An Examioftion
Masqueradeand Artistic Elements in the Rivers State Carnivatjistic elements such
asmusic anddance floats, drama, comedy, posters, sculptured #mrty masquerades
that participated in the 2012 event are analysed and discussed. The discussion is based
on the information collected through oral interviews, structured gquestionnaires and
photographs.

The Rivers State carnival (CARNIRIV) is an annuadique display of the
Nigerian culture in general and the Rivers State culture in particular showcased through,
music, dance, dram and visual creativity which areeflected in the costumes,
masquerades, floats and the total ambience of the.@ARNIRIV commences from
the first or second week iDecember of every year for the past five years sthee
inception of GovernoC hi bui ke Rot i mi Ameachi 6s admini

of the earliest in Nigeria with about thirty thousand revelers.

Rivers State Carnival 2012

CARNIRIV 2012 featured bands from twenty threecad Government Areas of
the State as well adnambra and Akwdbom community bands resideimt the state.
Sections of theolourfully dressed revelers credta spectacle along thHeurteen (14)
kilometer routewhich they tookaccompanied by live music (traditional and pop), well
decorated floats and exotic masquerade displays.

At the CARNIRIV Village (Liberation Stadium, Elekahia which is in the heart

of the city) conspicuously seenene colourfully decorated boots of parpating Local
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Government Aremidepicting activitiesnherent within each Local Government Area.
Despite the masquerade displays, other activities during the pedhdle, children
carnival, wrestling competitionpoat regatta, Miss ECOWAS competition, street
parades and musical fiesta.

Just as water dominates the topography of the Niger Delta, it runs strongly as a
t heme throughout the regionds art. Beaut i
underwatercities, areallegedlya source of fertility, wealth and good fortune. Both the
spiritual and visible denizens of rivers aids ea ar e common subject
art, and many festivals take plagboard boat and water. In thisgion art therefore,
helps to maintain the balance of life, both spiritually and physically (Roy and Walter,
2000).

Eyo (2008) in supporting Roy and Walte
imaginative, the masks and figures of the Niger Delta vividly mirror the peamil®als
and spirits that inhabit the densely populated and ethnically diverse coastabrégion
The parade and performances of various ethnic masquerades are elaborately dressed and
costumed. Some fiercely looking and others colourfully dressed, put éogethturing
the total ambience and expectations of the visitors and tourists alike.

The documentation helped in capturing the images of masquerades through
photographs, which resulted in producing a comprehensive list of the number of

masquerade groups the Rivers State Carnival as captured in the plates below.

Masquerades at the Rivers State Carnival 2012

The 2012 CARNIRIV celebration which coincided with the centenary
anniversary of Port Harcourt was supervised by the Rivers State Tourism Development
Agency, headed by Dr. Sam Dede as the Director General, a reknown Nolly Wood actor

and Lecturer in the Department of Theatre Arts, University of Port Harcourt, Choba.
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The carnival which commenced on Sunday December 9, 2012 at 2:00 pm with the Kids
Carnivd parade from the Elekahia Road, Portharcourt was followed by the Carnival
Praise Jam at 6:00pm. Attractions at the event include the International Heritage Parade
held on December 14, 2012 with the dance troupes, some masquerade groups, of the 23
Local Government Areas, the Akwa lbom and Ibo communities masquerade groups,
carnival bands and revelers taking off from the Rivers State College of Arts and Science
through Aba Road terminating at the KCC Bustop. The respective Dance troupes and
Masquerade grogpwere assessed by the Carnival Ajudicators at the KCC Bustop in
Aba Road. Other brand attractions at the carnival were, Ekere: Rhythm of the Tribes,
which showcased the rich cultural heritage of the people of Rivers State from the 23
Local Government Amgs. The Internationl Aquatic Fiesta which was held on December
12, 2012 at the Rivers State Tourist Beach, Borokiri showcased Boat Reggata displays
by some Local Government Areas. The Old Port Harcourt Town Grove held on
December 13, 2012 and the World E&&oncert on December 14, 2012 at the Carnival
Village heralded the closing ceremony. It is however, vital to note that the Carnival
2012 Programme of events was not strictly followed perhaps due to logistic challenges.

Masquerades in the Rivers Stafarnival 2012 were showcased in various
forms. Their headpiece often took the form of abstract human heads, figurines, reptiles,
predatory fishes or composite land or water monsters. Some of the mediums they
incorporated in their adornments include raffisetals, feathers, cloths, mirror, beads,
glass, wood, fibers and plastics. Their full regalia became not only aesthetically pleasing
but also portrayed the role they played.

Their costumes consisted mainly of head ties, expensive wrappers,
handkerchied, trousers, long sleeve shirts and sweaters. On their feet were rattles tied

around their legs, which jingling sounds added rhythm to their dance steps. The face
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cloth they wore was transparent in most cases, so as to enable the masquerades see
through. hese clothes were mostly attached to the masks pedestal on the head of the
wearer. Most of the masquerades had clothes tied and contraptions fastened to their
waists which protruded or projected backwards. This exaggerated the buttocks of some
of these magpuerades. Stockings are in some instances worn on their feet, while in some
cases from the knee down to the ankle region were painted with native chalk (kaolin)
indicating motifs of various designs.

The masquerade dance in the carnival was a creativetstl part that was
undertaken by different actors as the stage created the necessary atmosphere for a
wholesome performance. The drummers dictated the steps in the choreography of the
dance. While the dancer 6s skidtdetdal foespons
of rhythm of emotions, as they skillfully scintillated their audience with varied degree
of pitched rhythm. They led the dancing to a crescendo reminiscent of a possessed
masquerade during its performance. These masquerades knowletige ofd r um | or e
were tested by these seasoned drummers even as the rhythm of the dance built into
frenzy.

During the masquerade performance, the dance and drama sequence demand
that the support dancers copy from the lead dancer as accurately as possible. T
enshrined leadership by example as exemplified by the type of masquerade
choreography been performed. Masquerade dance became an avenue where lessons
were taught, knowl edge transmitted and i n
cultures and fors o me masquerades, the dance I s a

observations epitomises the masquerades described below.
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Local Government Masquerades andasquerade Groups at the Carnival Rivers
20120yibo Local Government Area

Plate XXV: Members of th@®©konkoCultural Society2012,
Photograplby Emmanuel Wesley Okachi.

The Okonkomasquerade society is a male dominated clubdbafers respect
on its membex. Honesty, maturity and responsible attitude, being successful either in
business, farming or widely acclaimed culturaévent, are criteria for membership

(Grain Consulting, 2009).
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Plate XXVI. AtunpiMaade of the Okonk Cultural SocietyOgfibo LGA, 2012.
Photograplby Emmanuel Wesley Okachi.

The Atunpi Masquerade of the Okko Cultural Societghownin plate XXM is
posed in a walike stance, legs wide apart, balanced, with both hands raised and the left
fist clenched, while the right one clueh a reddish shield. This shield is sparsely
decorated with white geometric motifs which stand out clearly against the red
background. This contrasts with the dominant black and gray attire which shrouds the
whole figure from head to feet. Around the wasstied a George wrapper, a national
symbolic dress worn commonly among the people of Rivers State. A white loin strip
cloth with two black stripeand frilly edgedut out in front of the masqueradeerhaps
as an archaic gn of covering for its grin. The head gear of themasquerades almost
merged with the rest of its body. A gold band winds round its head, which is crowned
with dozens of menacinigorns that shoot out in differedirections. This indicates that

the masquerade is an animal form; asdoeing imbued with many horns, signifies that
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it can fight for the people it is meant to serve as a guardian. So being an ancestral spirit,
the confidence it @okes in its gait, poise and carriage, can garner courage for the people
in times of need. Its perhaps plusible to reason that, in tHisne of relative peace in

the geepolitical regionthatthis research study covers, one may tend to forget that these
masquerades were guardian spirits of the people, serving to maintain law and order, and
also giarantee peace, and fight for the territorial integrity of their naiates at

periods when wars ravaged the region.

Plate XXVII: EkpeMasquerade [lof Oyibo LGA, 2012,
Photograplby Emmanuel Wesley Okachi.

The Ekpe Masquerad€l) shown inPlate XXVII was one of the masquerades

that was showcased byetlDyibo Local Government Arearedsed in black with jet
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strands of ochre colouration covering its upper body, the waist, wrists and feet. In its
right hand is a white fly whisk, which it daintilyoints downwards towards its feet. Its
head is completely shrouded with the same cloth it adorns its whole body with. A strip
of George material is wrapped on its forehead like a bandana and floats down its
shoulder. On the very summit of its head, is edigleliately an intriguing animal
headwith twowhite hormrs at the bridge of the noswhich resembles that of a
rhinoceros The menacing teeth formation it bears, betotmythat of an alligatorin
variance to the dentition of the rhirwhich is herbivoros in nature The mouth is
gaping wide in clear readiness to devour its victim or at least, inflict injury if it is
sufficiently provoked.

This masquerade, most probably, exudes dread among the people considering
the ferocious nature of its head gear.déms to be imbued with a correctional spirit
meant to keep in check, the excesses of members of its parent society. However, the fly
whisk it holds, wields power and authority atfte casual show of its ability to control

situations and waveff trouble resembleshow it can wade off buzzing flies.

Plate XXVIII: EkpeMasquerade ()| Oyibo LGA, 2012,
Photograplby Emmanuel Wesley Okachi.
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The photograph shown irPlate XXVIII depicts a variation of thdekpe
masquerade witla head dress bearing aarved figure of ehuman head. This head,
which rests daintily on a bundleceGrge wrapper, is fair in complexion and resembles a
femaleteenage It has a cosmetic appearance as if the owner of the head was prepared
for an occasion before it wasut off for some ritual. This is evident ithe lip
colouration and well groomed eye brows. The fate which awaits registered in the
salness that reflects on its faé@ne can surmise that, such a head dress is meant to jolt
human beings in the parent sogieif the masquerade into the realization that, the
ancestral spirits and guardians of their communities could dispense with dissent, evil,
lawlessness or immorality by means of capital punishment.

This does not remove the aesthetic quality of this maadaewhich, when
examined critically, performs itséhtrical role perfectly. While on stagedances well,
follows the rhythm of the drums guerly, and stridesfronone end of the appatied
dance arena to the othét such times of performance, spectatare bound to forget
the original purpose of this masquerade and simply just enjoy the entertainment offered
them.

This sort of tourist attractioils one wortly of examinatiorsince it means that, as
an entertainment, such masquerade performanceduifiman &pectations but then,
since the masquerade is far removed fronoiitginal rural locus, it calls to question its
validity as a traditional heritage.

Is it possible to conjecture that, such aspects of Nigerian dutergage when
removed fromits original context lack validity as being authentic weapons of social

change and viable tools of educationtad young members of the society?
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Khana Local Government Area

Plate XXIX: From Right to leftTobo, Ikobeeee, Loo, Torboo, Karikphoo andLoo
masquerades d&thana LGA 2012Photograptby Emmanuel Wesley Okachi.

The uncertain origin of the Amanikpo masquerade is part of the myth
surrounding it, without which, (myths) according to Makaro (2009) and Letam (2012),
the value of a masquemdlance would be ordinary and not fulfilling. The Ogoni, as
elucidated by Makoro (2009), are of the thinking that the masquerade has been part and
parcel of their society right from creation, and that the performance, which is acrobatic
in nature, enlivenshe people and inspires the younger generation to aspire to greater
heights. To attain membership of the masquerade group, the individual must be married,
responsible, trusted, lead exemplary life and a person of good standing in the
community (Tai kingdm of Ogoni land). The Amanikpo masquerade performance is
held during the new yam festival, coronation ceremonyth& installation of a

chieftaincy title or during the outing ceremony for the maidens (Makaro, 2009).
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Plate XXX Karikpoi Loomasqueradefdhana LGA 2012,
Photograplby Emmanuel Wesley Okachi.

KarikpoT Loo masquerade bearing an animal head dsassvn in Plate XXXs
barely garbed in raffiavhich coversits upper shoulders and loins. It stands erect, hands
slightly spread out by its sg8 and hanging down limply. The feet are bare with white
tattoos of several circular shapes decorating the legs. This mask is the type that does not
disguise its human attribute, and a spectator encountering such is clearly aware of its
humanity. Thus, théare trunk with an exposed navel almost redemmbomeone the
spectators magven know. However, masquerades being what theyKamépo-Loo

still strikes spectators with the awesome terror for which the masquerades are known to
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convey. The unpredictablmovement and summersaults of its performance and its
ability to offer spontaneous action and reaction to live events, grant the masked figure a
superior hold of suspense, and even deep levels of fear tlwe audience. The mask
shown inPlateXXX is a horned animal in the region of an antelope. It evokes a feeling
of agility, resilience, speed, cunning and endurance. Perhaps, as a mask form, it is
meant to inspire in the people some level of confidence in the authorities matwdated
take care offtteir welfare and protetheir lives and property.

Though the animal mask by its aquiline nature betrays some female origination,
meaning its performance is subtle, it is a deception which disguises the strength that is

usually found in fragility. Thenimal maskperhaps depicts that of an antelop.

Plate XXXI: Torbomasquerade dfhana LGA 2012,
Photograplby Emmanuel Wesley Okachi.
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The Torbo masqueradshown inPlate XXXI features another animal form with
much the same characteristics as Kaikpo 1 Loo shownn Plate XXX. The dyed
raffia tassels only minimally camouflage the wearer of the head dress. A blue strip of
cloth is tied round his waist to hold the bogus red boxer shorts in place. The blackened
aquiline head gear is highlighted byie vertical lines running from the forehead down
the nose and spread out thinly over the chin. The two horns of this mask are entwined at
the top in an X shape which tappeif with sharp ended tips in twisted form. Through
this axis, there is establisth a sort of link with the entities that occupy theeskabove
the heads of human3he motif decorations on the legs tbe masquerademperhaps

depictsacrednesattached to the masquerade®gyoni people

Plate XXXII: Loo Masquerade of Khana3A, 2012
Photograplby Emmanuel Wesley Okachi.

The Loo masqueradshown in Bate XXXII is the simplest attired masker of the

group. Its animal head gear is of a dark umber colouration. The face is small, narrow
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and its poise is such that it is looking downwards. Its aquiline form is further enhanced

by the set of dark horns which terminatgh sharp tips. The raffia tassels are short and
barely cover the mask b eeaarees asGtardysatitbewohed er s .
discussedabove and poses with confidence. This sort of posture gives the animal mask

a dignity which seems to emanditem within the mask itself and radiates to embrace

the bearer.

At the instance of its entry onto the arena and its eventual performance, the
maskerds cour age, gait and confidence wou
traditional settings, onean only imagine the theatrical effect this sort of perforoe
would have on the people. Thus the masker goesround the community,
disseminating its responsibility, the message it bears can easily be assimilated.

However, no amount of serious intiemt on the part of the originators of these
mask forms can transmit ancestral values to its contemporary audience, nor deprive the
people of the awe, of the spectacle ttie# masks attract. In this regatigderefore,
consideing thatits contemporarpudignceismadeup of touristghis groupof people do
not lose sight of the awesomeness of the maskpleéeknow that humankear the
masks, yet as they perform they see animals in action in a sort of fantastic folkloric
nimbus.This is nothing compared to #weosphere of a traditional setting where mask
bearers and masquerades are most likely to appear at night to strike terror at the hearts

of ordinary minded people of their parent societies.
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PlateXXXIIl : Ikobeei neeMasquerade of Kana LGA 2012,
Photographby Emmanuel Wesley Okachi.

The Ikobee- neemask bearg¢Plate XXXIII) is an interesting variation of the
animal form since its facial features are enhanced with glaring white cosmetic paint.
This is possibly meant to emphasite feminine attiputions. The mask beafacial
scarifications on both sided the cheekThis is further elborated by the black colour
used to painthe lips. The eyes similarly #&cho this black aspect, creating a unified
design on this face. The two large bluertsare curved backwarddose to its head. On

its edges are decorations of a series of dark red triangles. The apparent beauty of this
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mask does not deter it from performing its function. In fact, this feminine aspect is even
negligible when the masked dancer, takes on theeatdéige. This calls to mind the
duality of purpose apparent in most cultures of the Rivers State and perhaps Nigeria at
large Female spirits, goddesses, queens and heroines are depicted by feminine looking
masks quite alright, but it is the male membdrsariety who dramatise their qualities
during festivals. Women members of the various communities tend to perform as
spectators, helping hands and choristers in the band stands.

This sort of roleseems to be a contradiction in African society. Why calebr
womanhood and feminity that much, yet deprive them of the fulfillment toaatayhat
role? Would they not be better agents of play? Would the women nat aeitelate
these roles if givera chance to plagct their own nature? These are questwosth
examining to ascertain the viability and continuity of certain cultural practices that seem
clearly inhibitive.

A similar case is the Echeane (festival of women) of the Ebira, in Kogi State
Central Senotorial district. The festival featurtt®e outing of different types of
masquerades that display for a minimium of three days. The masquerades are totally
managed by men, forbidding women to have the knowledge of the masquerading. They

only form part of the spectatq&aliy, 2015)

98



Asari i Toru Local Government Area

Plate XXXV : Fiyasiri Masqueradef Asari Toru LGA( Side view)at the Main Bowl
of theLiberation StadiumElekahig 2012Photograptby Emmanuel Wesley Okachi
TheFiyasiri masqueradshown inPlate XXXIV stands readypoised to pounce

on stage and move into action. It is an elegant stance full of meaning, hardly revealing
the direction in which it may move. It is a colourful mask with carefully decorated items
on it. The minutely detailed handcrafting of the head pie@mazing and dazzles the
beholder. This impressionistic element, the glare that it creates, seems to be a deliberate
attempt to hypnotise onlookers to draw their attention to the richness robdtguerade
culture of the people. So the masker achievelia purpose; a cultural role and a

display of wealth.
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Plate XXXV: Fiyasiri Masqueradef Asari Toru LGA (Frontal view) .

The Fiyasiri masquerad@late XXXV) attracts the attention of the onlooker to
notice the glare of the white lace attire, tleatmess of the elements which constitute the
whol e costume of this masked pattirefisopetiyme r . N
howeverwhenlooked atcloselyt wieldsin both handsmachets.Are the reddish spots
insinuations of blood stains? If s@here do they originate from? Does the masquerade
slaughter animals or other forms of life? Is it a gimmick to frighten the populace and
keep them in check or a rendition apossible verdict that awaits human defaulters in
the society?

Such dualisticcharacteristics of the masquerade performances are embedded
into the cultural matrix of the Rivers peoples. The performances narrate stories about
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the peoplebdbs cultural heritage, whet her
evil; whether educatinal or as glorification of the royalty of the day; or even as praise

of some ancestral prowess. In essence a story is told each time a masquerade comes on
stage. These essences could be lost in carnivals such as the one under study. This is so
because baepg a tourist event, both the entertaining masks, masked dancers,
masquerades and their cultural entourages are concerned chiefly about entertainment.
So the story is lost, the meaning hidden, the nuances go undetected in attempts made to
outshine other copeting troupes. People at carnivals may be absolutely enraptured by
the dance calisthenics, they may be struck dumb by the athletic displays, they may be
enervated by the charging performers, or enthralled by beautiful gyrations of maidens;
but they stillknow that this is all plasacting.

In the cultural context from which these masked dancers and masquerades
emanate the story is different. They retain their cultural authenticity and strike the right
cord of awe in the people they are created to serVicey erect structures of social
control and so, build checks and balances to control the excesses of leaders and also

impose the right doses of fear in the populace to attract their obedience.
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Ikwerre Local Government Area

[

Plate XXXVI: Members of the lkwerre MasqueradeoGp, Ikwerre IGA, 2012,
Photograplby Emmanuel Wesley Okachi

Plate XXXVI above depicts a loose gathering of masquerades and tiverdra
and constrainers. In the platge three masquerades, tineadakerby the right,
followed by twoNwemngbe/ Uwemngleasquerades.t&ding in between them is the

group leader Mr. Ameachi Isaac.
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Plate XXXVII: IbineadakerCrocodile) Masquerade, Ikwerre L& 2012,
Photograplby Emmanuel Wesley Okachi

Hayden(2015) asserts thatocodiles are large, prehistotmoking reptiles that
are found throughout the world's hottest tropical regions. The crocodilian family
consists of 23 species, 14 of which are commonly referred to as crocodiles. Crocodiles
in someforms, according to Hayden (201%)ave been on this planet for around 65 to
245 million years. The author points out that crocodiles are-agquatic reptiles and
spend a lot of the time swimming. They are ebldoded, like all reptiles, so they have
to spend time on land warming up in the heat of the day. Crocodiles are found around
the Americas, Africa, Asia and Australia in the warmest wetland regions. Their large
bodies are generally more agile in the water where they use their powerful tails for

propulsion. The authorurther opineghat crocodilesare entirely carnivorous and have
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the most potent stomach acid of any vertebrate animal, so they are able to digest bone
and sh#. They feed on any animahat are large enough to tackle. Crocodiles are
ambush predators and will often swim close to their prey as it drinks from the river. The
crocodile then uses its powerful tail to lunge forward so it can bite its prey, trapping it in
powerful, toothsome jaws.

In view of its characteristics and nature Ibfing (amphibious), humans,
according to Uchendu (2013), got attracted to it and overtime became a part of the
masqueradeulture of the people. In Emohua town, Uchendu states that the crocodile is
worshiped because it is revered. It is believed to hard ef goodness that can grant
wealth to its worshipperdertilityto women seeking the fruit of the woménd become
anadjudicator when there is a disagreement between two parties. Its Mérdagh the
chief priest if not adhered to can lead tleath. The repiie shownin plate XXXVII is

umberin colourand its white carnivorous teeth are clenched as if in anger
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PlateXXXVIIIl : Nwengbe/ Uwemnghdasquerad, Ikwerre LGA,2012,
Photograplby Emmanuel Wesley Okachi

The headgearsvhichthis set of masquerades bear are thidd&erent types of
designs. fie head of th&lwemgbemasqueradeshown inPlate XXXVIII is huge and
has an abstracted aspect to its design. It is grey with black dots, perhaps representing
scales of anlkgator. On its body grows protrusions which vivify its fearsomeness.

The masquerade has raffia trusses dangling down the mask and covering the
shoulders. The elegant laces, elaborate George materials, high decenaiasible on
the costume The masquerade is elagt and colourful and so canrfm¢ missed in the

crowd where several other masquerades are competing for attention
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Emohua Local Government Area

Plate XXXIX: Agwu/ OguMasquerade, Emohua LG2012,
Photograplby Emmanuel Wesley Okachi

In Plate XXXIX above is théAgwu or Ogulion) masquerade in roaring pose as
it seems to gently stroll to an intended destination. It is clearly alone on its path, and
might be so due to the fact that many people have seen better lions. It wears a
manufactured print fabric. These depictionsnafsquerades continue to be preserved by
the various cultures and societies so as to keep their philosophies alive albeit the
spiritual significance than functions in most cases.

The masquerades from Emohua depecocious land animals. IRlate XXXIX
albove, there are two animals shown; the animal in thegfound resembles a lion. It
seems to beoaring, maybe due to anger or some other forms of provocation. Its
countenance is clearly one that should instill fear in peagio encounter it. Even on
the stage, with a red rug serving as the forest region, the animal form does not lose its
ferocity. As it prowls and rages moving back and forth on stage, spectators are on guard

watching closely, making sure they are not pounced upon without their knowledge.
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The head of the lion masquerade seems to be made from animal skin, for it bears
the texture of a real animal. The black mane is thick and runs from the top of its head to
the neck region, and falls over the shoulders slightly. The rest of the body ik-a da
spotted fur which looks more like a hybrid of a leopard and tigegusued i the body
of a lion. h essence, this animal form is a composite form representative of a fearsome
forest creature that conjures awe in the lives of pedpls.not a singleanimal form
rather it represents all that is embodied in animals of the forest kingdom surrounding

Emohuads real aiewl i magined worl d

PlateXL: Action Boys Masquerade Qip, Emohua LGA2012,
PhotograpfEmmanuel Wesley Okachi.

In plate XLabove,the lion has killed a human prey and is about to devour its
kill; while in the background, thevokom (wild cat) stretches up in glee obviously

celebrating the big catcand by the right hand side of the stagea ibunterin a blue
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overall posed with thentention of eliminating these wild animals as the lion devours its
prey. Will it have its share soon after the lion has had its fill, the likely thinking of the
otheranimal.However the lion goes ahead and has its fill. The victim can be seen lying
helpless on the floor totally at the mercy of the beast that begkisg its sumptuous

meal from the innards.

Plate XL Nkita-Okwuu(Dogs Leg)MasqueradeEmohua LGA2012,
Photograptby Emmanuel Wesley Okachi

The Nkita-Okwuumasqueradshown in Plate XLls usually the first amongst
the group that takes to the arena toaltkthe masquerades within thpup especially
the Ekpo Etiaba the hrgest amongst the group (Eva@615). In the same veirit
creates a charged atmosphere bystiggaroundthe spectators at the venu#&hile the
movement of théNkitae-Okwuumasquerade is reasonably fast, that ofgkpoT Itiaba
is somehow sluggish because of its massive size (Evans, 2015nabegierade is
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totally covered with ochre coloured fiaftassels anit most of the time performs with

fire to showcase its misterous nature. The masquerade does not reveal any affinity to
humanbeings as the persamearing the costume is completely wrapped up in raffia.
The aweinspiring head is covered witan elaborately decorated attire which flaps
down over the chest. Several clumps of intricately woven woolen tassels of different
colours are attached to the head gear.

This is a beautifl masquerade, it is elegashmmands respect, it is dignifying
and seems to encapsulate all the good that thaplpeof this particular culturean
muster to add value to the rich heritage that has been inherited from their plarents.
action, the masquera@atertains as it turns and gyrates in a circular manner, spinning
and causing all those fine raffiropes to swish in the air, attempt to conjure up a
whirlwind into the performance space.

Asari-Toru, Ogu/Bolo and Okirika LGAs

Plate XLllaz Owu-Akongpbamasquerade2012,
Photograplby Emmanuel Wesley Okachi.
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Plate XLIlb: OgweinMasquerade2012,
Photograplby Emmanuel Wesley Okachi

lyaye (2012) and Ereso (2012) poiotit that thed O g w enasquéradshown in
Plate XLlb is an amphibious masquerade and has been in existence sinceetitt t
their forefathers in OguwBolo, Okirika and some parts of the coastal (riverine) areas like
the AsariToru and Akuku Toru LGA. Ereso (2012) recallhe history of how their
forefathes, being predominantly fishemm came in contact with the birds and fishes
while carrying out their tradegnd observed their actions and imitated them. In those
days the forefathers, he claimgould undestand and communicate with theds and
fish gecies in their languages, and enacted their observations into performance for the

people to watch.

Ereso (2012) alsetatesthat, theOgweinmasquerade is amphibious in nature,

henceit can perform both on land and sea, and that it originated from Balonanity
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in Ogu/Bolo Local Government Areaf Rivers State. Th&gwein masquerade, he

statesis a mermaid spirit that mysteriously appears during the raining season when the
sea becoms calm to dancen it. Its presence is felt with the illumination oétkea with

beautiful bright colours that are difficult to be looked at disectWhen it makes its
appearancé displays by making adequate use of the sea surface during which time, the
privileged fisherman or person, as the case may be, will be helagimiyum beats while

the drummers are invisible until it retir.
who were basically fishermen were aware that coming in contact with this spirit
physically do come with consequences, this results to the migmemwatching the
Ogweipm®$ or mance in hidingb6d (Ereso, 2012)
returnto the communityfrom their fishing adventurethey reenaetd their experience

from the sea through this masgade. In view ofthe fact that the llabari people

inhabit the coastal region mangrove areas of the stgeographicallyther masks and
masquerade performanaee in aquatic images like crabs, fishescodilesand so on.

The spirit behind theDgwein according to Eres@2012), intentimally sometimes

comes afloat to be watched by the fishermen when they perform because, their intention

is that they want to be noticed, adored and perhaps get converts that will worship them.
Themasquerade festival, he asserldscelebrated during the Bember period suoe the

performersare fishermenhey find time duringhe season to take a bresakd relax

This masquerade, therefore, represents a water spirit. Her gyrations are
enthralling and as she moves forward, she seems to be slatingliding and not
walking. This exudes the sensation of flogtion water and not ever sinkingmastery
of the forces of nature which conlfttbe water mass that surrourttie people of Rivers
State. The human being has always t@drio have control over naturghis illusion is

intensified by thehold that nature has on humansnagural disaster abon&ain and
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lightening cannot be controlled; the seasons come and go and yet humanity wants to
subdue them, to keep them unde biddng sk s o
water masquerade depicts the aspiration of men and women of this cultural matrix to
control water and the forces that inhabit the wateras to empower thero tlecide

their destiny

This is gparently one of the populasuccessful and nianally acclaimed
masquerades originating from Rivers 8talt depicts thecrocodile. It is elegantly
attired with elaborate lace, organza, taffeta, silk and George materials and other
accessories. Several coloured ribbons, frilly, puffy polyester démesatdorn the
masquerade. Its shape is that of a boat or ¢cammellating floating motion on a river
and still able to capture the form of a magnificent mermaid. In the riverine areas of
Rivers Statethe belief is that the mermaid rules the rivers. Alomith other river
spirits, it wields power and influencand can subdue anything or living creatutieat
comeits way. It could be strong, ferocious, brutish and friendly and even though it
moves slowly without making noisé& can in one swift motion idappear before it is
noticed.

The irony here is that this masquerade dance seems to only depict the beauty of
its motion on the body of waters it reigns over. The elegance of the head dress and the
rich attire of its costumarenoticeable. Sacrednesktbis masqueradeowever can be
garnered from the redness of the dress worn by the masquerade, and in the

polychromatic display it carries on the head dress.
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Omuma Local Government Area

Plate XLIIl: Nmanwu Masquerade 2012,
Photograplby Emmanuel Wesley Okachi

The Nmawumasquerade shown Rlate XLIII, the last in the series emanating
from Omuma Local Government Area, is accompanied by several dancing maidens well
attired in white blouses and green George wrappers. It bears a gargardtesgue
wooden mask with multiple faces on it. It is burnt and has charcoal coloured layer
defacing it. The mouth is open which revegdared discoloured teeth clenching a red
cloth in between them. On the flattened head arefomnms of a seated huan figure
and an eaghike bird with wings spread out as if in flight or in the act of alighting.

The human form is female that has the semblance of royalty. leftitsand is
held a symbolic objeawvhich resemblg a bottle the symbolism is not clegrdefined.
On its head, is wrapped a red head tie; it is long and reaches the back of the neck of the

mask head. This head has a black hood at its edges that falls across the chest. The rest of
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the body is covered in bright red attire with the same colalure as that on the head

gear of the seated figurine on the maskos
Curiously, there is an orange Ccross en

arm. Can one discountenance the plastic bottle of pure water this masquerade is holding

in its left hand? It seems that as society imbibes the useodém technological icons

thatare reflected in the attires and paraphernalia that masquerades use in their repertoire

this has perhaps informed the Alien Masquerade depicted below. It is not uncaonmon

see masquerades of this era bearing handsets and using them tchovakeadls during

performances. fie possession and use of these Western elements in anpayaryot

diminish theefficacy of masquerades in the Rivers State Carnival but is alien to the

tradition of the masquerade of the pecoptese influences of modernism, in whatever

mould they manifest themselyegould inevitably find expression in these dance forms

and theatrical performances.

Tai Local Government Area

Plate XLIV: Alien MasqueradeTai LGA, 2012,
Photograplby Emmanuel Wesley Okachi
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Contemporary events such as scientific breakthroughs and space expeditions
seem to have been the insgima for the production of th&nidentified Flying Object
(UFO) like masquerades from Tai LG& shown in Plate XLIVMembers of the troupe
were captured here while on parade wearing space suites simulating some alien beings
from out of the earthdés sphere of infl ue
assimilation where influences can be gaed from contemporary Western scientific
culture, and used to enrich the already existing repertoire of Rivers State masquerades.
Theseandroidsshownin Plate XLIVhave large oversized bulbous heads that
hang on huge fraes which dwarf any other beiran the carnival arena. They are
attired in silver garbs with prominent circular holes at the centre of their chests which

serve as peepholes for the mask bearers.

Plate XLV: NuwaloMasquerade, Tai LGR012,
Photograplby Emmanuel Wesley Okachi

AccordingtoMpigi (2012), the coordinator of Tai Local Governmene#rthe
masqueradeshown in FPate XLV is used in celebrating the new yamstival and to

115



usher in the newear. The masquerade symbolizes a rebirth or a transition from the old
to the new, represéng the tradion that the Tai people praatid in the olden days. The
mask is used to depict the faces of elders and things that happened in the
community. The masqueradiepicthow the Tai people lived their lives before now. It
also symbolizes peace,canciliation, and hope. The mask is decorated basically with
raffia which depicts sacredness oolpibition as the case may be. Mpigistatest there
are about ten masquerades in this group of masqueerade

This mask represents a female spirit that cdndcan ancestral figuréut most
likely a water spirit or goddess. The facial features betray beauty with a blue
colouration reflective of watefborne origin The lips are painted redith fine gey
raffia tassels swarminghe head, protruding from the mask and radiating outward

creating a nimbus around the female form.

Plate XLM: KparakwaaMasquerade, Tai LGA2012,
Photograplby Emmanuel Wesley Okachi
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The responde(itpigi,2012) opines thathe Kparakwaamasqueradgust like
the Nuwalo masqueradeportrayed in plate XLWVI, symbolizes rebirth, peace,
reconciliation and hope of a better future, and is showcased during the new yam festival
or the occasion ofishering in théNew Year The face of thenask headshowninPlate
XLVI, is purplein colour, with red lips an@dpen smiling face revealing itaptooth.
The gaptooth in someculturesindicates a source of attraction to the opposite sex. A
woman bearing such would then be adjudged to be beautiful. The demeartbisr of
figure is such that it is aware of its social status and effect on pdepthapsthe
purpose of this kind of mask to portray the importanagf women in the society and
their crave to look appealing.
Ogu/Bolo andOkirika Local Government Areas

The Ogu/Bolo and Okirika LG# paraded the same masquerades (Pioru, Piri
Angala and Ogwein masquerajleghis is becausef their close cultural affinity even

before Ogu/Bolo LGA was created out of thitda

Plate XLVII: Cross sectioRioruMasquerades2012,
Photograplby Emmanuel Wesley Okachi.
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According tothis respondent (Amis@012), the leader of the Okirika Local
Government Area, the masquerades representing the LGA aRiathe Sekidiawo,
Ibiawo and Ekule masquerade groups. He clarified that Elelle masquerade group is
based in Port Harcourt. TH&oru masqueradehe statedcame into existence in the
192006s thelwr grand dathers, which is applicable Sekidenwoand lbiawo
cultural groups, which ra the indigenous masquerade groups. Furthermtre,
informant opined that the Ibiawo cultural group came ietdstence in 1985 by the
youths andthe Sekidenwoin 1995 and each group had seven masquerades. These
masquerades are performed during the sBimas and Easter periods of the year or
under i nvi taxdounbigin varkmwith tha of anotherinformant Eresq
2012), whose opinion is thahe Pioru masquerade had its origin from their forefathers
and was unabletguess or suggest atdaf its coming into being.

The Pioru masquerade is from ¢hmain Okirika, Ogu/Bolo and Elemeocal
Government Aregsand because the Ogu/Bolo LGA was carved out of Okirika LGA
both LGAs do have a lot in common in terms of culture. Plegu masqueradéas a
small face, a long beak, depictingking fisher bird often seen around the mangrove
forest or riverine area.

The origin ofPioru masquerade, according to Ereso (2012), stemmed from the
keen observation of somerters who observed that, therereveertan types of birds
that usually came togethehen they wantetb feast o eat. In the process they shook
their bodies at intervalperhaps to drive off fliesThere was, thereformonstant shaking
or movement of the body by thgirds while feeding, rd at the slightest external
movement around them they reattby jumping. The smarovement of the birds was
eventually enactedby the performers of th masqueradBioru is therefore a smart

masquerade because itande steps mimithe restlessness or unstable nature of the
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birds mentioned. During their performance, what is regular or constant is the wriggling
of the waist, depicting the unsteady nature of the bird.

Although there are some masquerades that are scheduled to peatfaam
particular season or period of the yeagpecially when it has to do with rituals like
appeasing the gods, weyam festivals and initiationshé Pioru masquerades do not
have a specific time set aside for their performance. During festive peRas,
masquerades perform.h&y canas well be invited to perform atoccasions by
individuals or groups, and as an indigenous masquerade group, they can equally be
invited to entertain the chiefs during their gatherings, hence the masquerade is not
strictly restricted to a particular time or period of the year to perform Fioeu
masquerade is performed in most of the coastal (riverine) communities and some upland
communities like B2 me i n Rivers St at e intred intthe t he

masquerade.

PlateXLVIII : Pioru Masquerad¢Closer view) 2012,
Photograplby Emmanuel Wesley Okachi.
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The Pioru masqueradé shown in Plate XLVIllabove. Itis shown leading the
procession. Istrides the street with the utmost confidence of a leader takingckstpa
a conguest of sorts. The head gear, a reddish bunch with white and blue pieces of cloth
ribbons, adorns a well kitted figure. Itsesh is full ofgoldencoloured medallions, and
the arms covered in white sleeves swing back and forth in a calcthgtbch. The rest
of the troupe is garbed in yellow ochre George material with similar waist coats and

white shirts. They march on in a synchronized fashion around the parade group.

Plate XLIX: Pioru Masquerades, 2012,
Photograplby Emmanuel Wesley Okachi.

PlateXLIX showrabove presents an astonishing parade of many coldriduu
masquerades in one areriBhe paradehas the effect of intriguing the tourist and
revelers who will want this festival to last for as long as possilile. Rivers carnival
brings together people of diverse cultures to congregate in one place andfttoeir
cultural manifestations.The richness of the cultural attributes of masquerades and
masks, and the combination of dance, songsic and spectaclareaspects of culture

which are reflective ofte Nigerian cultural manifestation.
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Plate L Pei - AngalaMasquerade, 2012,
Photograplby Emmanuel Wesley Okachi

Plate U: Peri - AngalaMasquerade(Closer view)2012,
PhotograpfEmmanuel Wesley Okachi

The Pei i Angala masquerade of Okirikdocal Government Areghownin

Plates L andLl is on a float performing at the Carnival Rivers 2012 Street Parade. Ereso
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(2012) o piAn g sid asstick foundamund ¢hmangrovdorest. Some of the

sticks can be very long in length which is preferradtiie masquerade display. Thade

the sticks are put on about the same spot for the performaweeof the sticksare
crossedwhile the third is without a crossed bar.the course of its display on a Iyt

that is unimaginable, thBeri- Angala masquerade tilts and jumps at will from one of

the sticks to the other which makes spectators to be apprehensive for fear that the stick
might snap. In view of this excitement duriitg display, spectators troop in, to watch

the performance. Spectators begin to question or wonder if actually the masquerader is a
human being or a spiri(fPlate U). The symbolism ofPeri-Angala masquerade is
courage, smartness and agility. Persons wittivzese qualities will be unable to take on

the challenge of performing this masquerade because, there has been an instance where
the angala (wood) snapped and the performance continued because of the agility and
smartness of the masquerader who on toughihe ground within seconds, continued

with his performance with the remaining angala stick. Should the masquerade fail to
continue its performance as a result of the fall from such a lofty height, the essence of
the masquerade entertaining the spectatordd have been defeated. The spectai@s

really thrilled at the agility ofhe masquerade.
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Port Harcourt Local Government Area

Plate LII: Cross 8ction ofOwembeviasqueradef012,
Photograplby Emmanuel Wesley Okachi

The Owembemasquerade group is one of the groups that represented Rivers
state at the Abuja carnival, and also performed at the Rivers State Carnival, 2012.This
masqueradergup hails from the Ikwerre atit groupof the StateOwembe literally
meansd 6 | d o nmietd Kehnadsgeeraties arery quickto finish their performance
as the name implies.

Common in their performance are steel machetes and rattles that are tied around
their ankles. The machetes are used against the rattles on their legs to synchronise
skillfully with the rhythms of the band or drums. The Ikwerre are basically farmers, and
are skilled with the use of the machete. The emphasis iRithia dance lies on the
waist, while that of th®©wembads on the rattling with the aid of the machetes (Ereso
2012).

The blue and white attire@wembemasquerades depict aquatkiems such as
the shark, saw fish, mudskipper and crocodile. They wear head dresses with shark
heads, bearing sharp teeth jutting out menacingly to scare any adversénysabdue
their prey. They dance togethterthe music in choreographi@rmony
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Abua/ Odual Local Government Area

Plate LIIl: OgumaduMasquerade, 2012,
Photograplby Emmanuel Wesley Okachi.

In plate LIl aboveis the Ogumadumasqueade of the Abua/ Odual LGA
holding a white walking stickt the Street parad&he respondent (Georg2012) and
Coordinator of Abua/ Odual Local Government Area of the state statedthieat
Ogumadumasquer ade i s a member Odw .a Amacsoqgrudeirnagd
himovertre vy eCguws h@s b eomial cuduracnesqeenade dance which can
be invited to perform duringraditional weddings, burial ceremonies and any traditional
occason. George revealed thalDgub masquerade dance was leam 6 Ek pey a 6
people of RiversState who shared common boundary, tradiin and cultural tiesvith
OAbuadé people before the creatOgunadbloef t he

statedis usually adornedwith i ch tradi ti onal costuares whi
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expensive wrapper n t h e Ri naleoutft.dt isttherafdrasignificant, George

maintairs. Another eample is presented in plate Lbélow.

Plate LIV: OgumaduMasquerad¢Close view) 2012,
Photograplby Emmanuel Wesley Okachi.
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Degema LocalGovernment Area

Plate LV: Ofirima (Shark) Masquerade, 2012,
Photograplby Emmanuel Wesley Okachi.

PlateLVI: Ofirima (Shark) masquerade (A closéeWw),
Photograplby Emmanuel Wesley Okachi.

Ofirima masquerade shown Rlates LV and LMk usuallyheld in place by

some contraption that is concealed from the audience, while the head is covered with
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appropriate cloth material or woven raffia. The cloth materials are usually ddsign
sown with the intention ndb blindfold or to suffocate the masgrade.

Just like the Hindu hold a s&ciness to the bull, so the Degema people
uphold the shark fish. The masquerade image is an effigy that is made to revere the
spirit of the shark. It is important to add here that these were not seen as arbutorks
receptacles, yehe responséhat the works presently generate in scholarly discuss are
endless. The depiction in the image above is one that shows the shark in gentle mood to,
perhaps, evoke the need for inner peace in the minds and hearts ofshgpers. The
man carries it with flowery accompaniment that points to the regard accorded the shark
as a spiritual receptacle of the people. As earlier pointed out, the importance and place
of thesein the lives of various peopli@ their societies is fadeing eroded by Islam,

Christianity and modernisation.

Plate LVII: Oki (Saw fish) Masquerade, 2012,
Photograplby Emmanuel Wesley Okachi.
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The National Oceanic and Atmospheric AdministratidlOAA (2014) states
that the Sawfish, like sharks, skataad rays, belong to a group of fish called
elasmobranchs, whose skeletons are made of cartilage. Sawfish are actually modified
rays with a sharkike body and gill slits on their ventral (abdominal) side. In the same
vein, NOAA (2014) asserts that, Sawfigat their nara from their rostrum or "saws"
long, flat snouts edged with pairs of teeth which are used to locate, stun, and kill prey.
The saviish becomes aggressive when provoked. Perlilaigssthe reason why
Olu-Fubaraconcluded that the fish igsery wicked. Its nature is reflective of the
masquerade performance while on stage. The spectators distance themselves from the
arena because of its aggressive natdsecording to OldFubara, the mudgiper
attaches itself to the séish when it is tied of swimming. He concluded by revealing
that, the fabric materials on the masquerade are basically used for decdmation,

neatnessand to conceal the identity of the masquerader.

Plate LVllla: Sika(Sting Ray) Masquerade, 2012,
Photograplby EmmanueWesley Okachi.
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Plate LVIIIb: SikgSting RayMasquerade, (A Closei&w),
Photograplby Emmanuel Wesley Okachi.

The Sikamasquerade (Platé¥Illa and LVIIIb), according to OluFubara, is a
fish usually found in the sea bed. When caught with a hbak difficult to pull out of
the rivebed becausetican glue itself to the riverffoor, and if the fisherman is not
careful, and it is eventually pulled out, can attack by flogging the pevgbnits tail,
hence it isdangerous. Performing thimmasqueradecreates the awareness the
dangeous nature of some oceareaturesr cadions individualsof the wicked nature

of thesikafish when encounter@dtheocean(Olu- Fubara, 2012).
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Gokana Local Government Area

Plate LIX ZimkoMasquerade Group, 2012,
Photograplby Emmanuel Wesley Okachi

Plate LX ZimkoMasquerades, 2012,
Photograplby Emmanuel Wesley Okachi.

Barimabari (2012) was the coordingt@okana Local Governemnt Area at the
CARNIRIV 2012. The Local Government Area showcased Ziveko and Koromu
masquerade groups respectively. He statedtiese masquerades shown in Plaies
and LX perform based on the historgnd tradition of Gokana peple, thereby

showcasing he communi t y 6 ® thawotld. et opired thath@aZimkad i o n
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masquerade group is made up of fifteen masquerades. The masquerade ffestival
assertedis celebrated yearly in Biera community in Gokana Local GovernAresat.

The Zimkomasqueradeof the Gokandrom Ogoni ethnic group in Rivers State
come in a group of fifteen. As mentioned earlier in the thesis by the informant, five
were represented here due to logistic proklagsociated with the carnival. Each loé t
five masquerades chosen epitomizes the major grafipthe masquerades. This is
evidenced in features and diversity of the mask won. Zingkomasqueraderepresent
the animistic forces of mare, thus are made to have tgague forms. Since they were
meant for entertainment, these forms were to elicit various forms of responsesdrom th
viewer.

The mask won to elicit humour are three and have exaggerated forms. They
have no jaw and thened paintednouths stretch from one edo the othemwhich give
the inpression ofsmiling face that resemblea mickeymouse cartoon. They have
shorthened fore hdand rounded eyes which gisewideawake expression. They have
exgygerated cheek bones which makdifficult for the audiencéo see when viewed
from bebw.Their nose are disapproportionately shorthengtving them a conicé
desposition. On the top of théiead ardird-like forms which reston the lower margin
of the forehead. Just below it is a diadem painted in white.

Four out of the five masquerad®® painted in black, with bright white eyes and
white diadem. The three conical masie/e diadems which vary in sizEhe mask on
the left hand sle of the picture in plate L wide and roundedvhile the others have
dot-like diadems. No reason was/gn for this differencebut it may appear that since it
is the first in the row of masquerades, it could be a distinguishing quality of a group
leader. It dances with short staggered steps teasing demeanor which eliG@ughter

from the spectators.
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The Zimkomasquerag which evokes fear, is the gesque one. It does not have
exaggerated forms like the conical madst a stylized and slightly distorted form
which gives it a weird appearance. It has slightly closed amillesweyelid, a short
nosethat seens to start and end on the bridge of the nose. The mouth which projects
frontally also stretches wide to the end of the backjaw and seperates into two halfs. The
two halfs are held together by loose strings which make the mouth flap. Perhaps this
flappy motion is provoked through the facial gestures of the wearer. This is done
intentionally especially when it gets close to the spectators for the purpose of
frighthening them. Besides the machete held by all the mtmskgparticular mask also
carries an abstract object in its left hand which appears to be an ancestral totem.

The third group of maskis the one which evokes awe. Unlike its counterpart
described above, it has a benign look and takes the form of an antelop. It has a light
brown colourwith dark brown stripes which rdrom the top of the head straight down
to the snout and it stands out from the group. It has an open mouth which flaps like a
lapping dog. The eyes like its counterparts are buldgy and painted white which gives it a
seemngly horrified expression. The horns are carved in naturalistic style and are darker
than the rest of thiead. This particular mask & faint reflection of a chiwara mask.

The gestures and movements of this particular masqueeadgnga sword is that of
dignity and panache.

There are general qualities which run through the three major categories of the
Zimkomasquerades at the carnival. All the five masks are bedecked withaffging
loosely to the shoulders of tiveearers who o#rwiseappear nude right dowto the
waist. The nudity represenstrength, courage and manly valpand gives insight to
the age and nature of the wearer. The well built muscular bodies of the wearers of the

Zimkomasqueradeshow that the masqueradeiratis worn by the youth who by their
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nature must show strength and dynamism. The entire masquerades also wear an
identical blue and white George fabric. The George fabric is one of ghéy hialued
cloths worn by the SouttSouth and Southdstern ethnigroups in Nigeria, especially
the Ogoni, Kalabariljaw, Ikwerre and EtcheWhile they perform baréooted, round
their waist are wortbelts which carry the shdwt or pouch of their swords. The ttio
worn starts from the waist dowa the kneeand is ted loosely to the side to give room
for movement when dancing, jumping or running.

The masquerades have attendants who are also dressed in George wrapper with
matching white singlets and dangling stripped head warmers worn by the dignitaries or
title holdes in sane of the ethnic groups in the Soiithouth andSouth Eastern states.

The attendants regulate the activities and excesses of these masquerades.

Plate LXt KoromuMasquerade Group, 2012,
Photograplby Emmanuel Wesley Okachi.

In their respons®arimabari (2012) and Barikpowa (2012) the coordinator and
leader of Koromu masqueradeespectivelywere in agreement that the masquerade
group is of the Yege community in ward fourteen (14) of Gokana Local Government
Area. Barikpowa (202) emphasized that théoromumasquerade group is owned by an

elderly man who is too old to attend the event. He stated that the group performs during
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chieftaincy coronations, burials and cultural festivals. There are back home chiefs and
elders that guidand head this group who could not make it to this event due to their
age hestressed. Tdinformantclaimed that the grouis gender friendly as womeare
admitted as members, hertbeyare allowed to attend the gradus me et i ngs.
that the memérship of the groupvasmuch more in numbebut due to e capacity of

the vehicle sent to the grolny the Local Government Argaouncilto conveythemto

the venue of the everanly few could travel

The Koromumasquerade ofege people are fifteem inumber and are divided
into three majorgroups, he Aganaga the Yaakookoand a thirdgroup which the
respondentc oul dndét as atmbkemtime rof the interviewThe symbolic
significance of the entirKoromumasquerade to the Yege people is that, thpyesent
the earthly benefactors of theist of their ancestors, the menders of their heroic
deedst he subtl e custodians and promoters
Eachof these fifteen masquerades waade to symbolize one form of an animal or the
other, the cow, crocodile, fish, hen, antelogetea:the form may not exactly resemble
these animalsbu their dance steps mimibe behaviar of the particular animal they
represent.

The gaeral charaatristics of these masquerades are their small white and black
faces covered with camaffia and mufflers which dropight down to the shoulders,
transfoming them into neckless and ¢gsque forms. All of them except threare
adorned with whitesinglets,shorts and raffia which come down to théh and knee.

All koromumasquerades wear long multicoloured sox which stretch up to the knee. The
three thatare not adorned with white shorts are &ganaga They are the elderand

wrapped around them aree@ge wrappers which flow down to the ankle. Like their

Zimkocounterpag, the Yegehi ghl y regar d t hadsedteenagage 60
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adornment of nobility and wealth. They wear colouredgl sleeve shirts or sweaters
ofblack yellow, stripped bldc and red. Since thAganagaare elderly masquerades,
their dance steps are calm, graceful, studied diginified. Members ofroup that is
adorned with the yellow and stripped black and, ygerforns during marriage and
chieftaincy coronationwhile the ones that wearblack performduring burial of a
prominent individual, royal or title holders in the community.

The Yaakookomasquerade group represents the youth. Thesmask by them
are white incolour with black marksepresenting the cornea of thgeethe eyebrow,
mustache and beard. Unlike tAganaga,the Yaakookomasqueradis dance steps are
dynamic, aggressive and athlectic. It is interesting to tietheir look and facial
marks represent the age and category of the masks. The ones thatalirand are
devoid of mustache and facial markse perhaps the youth Yaakookowhile the
namelesgroup which look mature in appearance, have mustache. Ademnagathat
represent the elderly look aged, have beardsfacial marks. They look gesque anl
their masks carry dolls on theiead which signifies their position as leaders and the
revered custodians of the peogeculture and traditions. They also have those who
wear white singlets and multicoloured George materials. They play significies n
checking the excesseswblent masquerades.

The symbolic significance of the stripped red, black and wiesdwarmersis
nobility and sacredness. Blue representgalty, red and yellow represemtanger,
sacrifice, dynamism and strengtlihile whiterepresergpurity and peaceand the black
worn by the elderly represents mortality.

Akwa- Ibom State Community resident in Rivers State
The Akwa Ibom community resident in Rivers State also showcasékioe

masaerade as reflected in pda LXII and LXIII below.
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Plate LXII: Ekpo NyohdMasquerade, 2012,
Photograplby Emmanuel Wesley Okachi.

Plate LXIII: Ekpo NyohdMlasquerade, a Closaéiv, 2012,
Photograplby Emmanuel Wesley Okachi.

The Akwa lIbom state contingent at the Carnival Ri&8$2 showcased one of
their most popular masquerademlledekpo. The ekpo masquerade is perfornaeding
the initiation title-taking or death of any member of tlekpomasqueradeDue tothe
present ével of civilisation, Islam and Chrianity, reverence for the masquerades

thinned out to just those in the villages and rural areas.
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Ikat (2015), Udo(2015) and Idiong (2015 an interviewalludethat theEkpo
Nyohois the adulEkpoperformed by men (adult) initiates who must belong to the cult.
The masqueradaccording to the respondentgas used to enforce law and order in the
community before the arrival of the colonial masters. The masquerade festival was
celebrated during thdeath of an initiate or between August and November of every
year. The costumeccording to Ikat (2015)s adapted from the dressing of the chief
priest (mbia idiong with the belief that the spirits dress in like manner. The
masqueradethey perform is usually adorned with thedam (raffia), nkpatat (palm
fronts), uyayak (beads) ayei (waist dress) which symbolic meaning can only be
disclosed to initiates. In most cultures in Nigeria, the fresh palm fronts held biypihe
masquerade dég, caution, dager orarestricted area when it is tied within a portion of
land that is in dispute. This perhapenveys the sacredness attached to this masquerade
by its initiates.

There are variants @kpomasquerade known by the types of mask and custome
worn. Theone showcased at the carnival is the double faced type which towers high
above the masker due to the elongated masiked at the topmost paof the wearers
head. @nse clustersf raffia which streanfrom the upper mask to the second and right
down tothe elbow of the wearer.

The ekpomasqueradevears a tight fitted whitstaineddress withared band &
the sleeves. It carries in isft hand a palm front and a bow is ieft. From the waist to
the thigh, is a shaggy multicoloured skirt. THagh down to thdoot is bare except for
the short rdk of raffia worn at the kneeh#s and ankle of both legs. The skas bare
footed, symbolic of the connection of the mask spirit with the elemental forces of the

earth.
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There are symbolic relevance oblours and images of thekpo masqueade.
The double masks represehe dualityof existence, life and deathnd perhaps man
and woman. The dark mask, raffia and blackened body hints of a transformation of man,
the wearer of the masgrade tothe spirit world. The cutlass heldchihis right hand
represents valour, while the palm fdomarks a symbolic connection between the living
and the dad. The bow and arrow epitomisens belligerence in the face of evil forces
of the world.

The ekpomasqueradéas a companion who is decked in white shirt, a George
wrapper a black head geand arouad his neck is a fresh palm fran@n his right hand
is a stick; on his |left is a gong and a ml
direct and restrain éhmasquerade from straying off to cause halas also the duty of
the attendant to care for the costume before, during and after each performance.

The Ibo Community resident in Rivers State

PlateLXIV : ljele Masquerade, 2012,
Photograplby Emmanuel Wesley Okachi.
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Plate LXV: ljele Masquerade, a Closdaew, 2012,
PhotograpfEmmanuel Wesley Okachi.

Nwarlkenga (2011) and Alahiya (2008) state thatljake masqueradehown in
Plates LXIV and LXV which originated from Anambrdaf isk nown as t he naK
al | masquerades. 0 | n an cwhiehperforredanepofit,i t h a«
which are now represented by 45 figures. It was also used to scare away some of the
early missionaries in Igboland. In the same vein, in many aamties in Anamba
State Alahiya (2008)asses 6 6cel ebr ati ons, burial s, cer
occasions take place during the dry season to evoke jeralitd bountiful harvest
featuring theperformance of thfelema s quer ade 6 6. The mask i s
so large that it takes a hundred men six months of work to prepare the costume and
build an outdoor house to hold it before performance (Alahiya, 2008). This assertion is
in variance with the researcligmobservation at the Abuja National Carnival, 2012,
where the ljele masquerade was built within hours before the commencement of the
event. The masquerade, dividedo an upper and lower segmdmnt a python at the

centre, is constructed of colourful faboo a skeleton of bamboo sticks and decorated
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with figurines and depictions of every aspect of life. The towering mdgka® dances

withot her masquerades, protected by six O6po
to draw in and punish evildoersh& masquerade plays a number of important roles in

the community: spiritually, it marks both festive and solemn occasions; politically, it
provides an opportunity to reaffirm loyalty to a chief or king; and culturally it provides

a popular entertainment agung boys and girls sing and dance to the tunes of

Akunechenyi music (Alahiya, 2008).

Artistic Elements in the Rivers State Carnival

Rivers State Carnival was visibly enriched with numerougueimasquerades
some of which @& analysed above. Howevehete were still many other &stic
elements prevalent in the event. These include, the magnificent and ostentatious
carnival floats, theatrical elements such as dance, music and drama. iGthets,
sculpture, comedgraphic desigr{Posters and Carniv@dlrand Logos). Some of these
elements ardlustrated and discussed below.
Float

The name 066floatdd is derived from the
and were towed along canals with ropes held by parade marchers on the shore. They
were firstintroduced by the churches in the middle ages as mobile stages for religious
plays where pageant wagons were used as movable scenery for passion plays
(Goldberg, 201p Built and decorated by artists, the wagons were most noticeable
during Corpus Christi Kestival) established in 1264 by Pope Urban IV where 48
wagons would be pulled through the town with each one representing a play in the
Corpus Christi cycl¢Goldberg, 201p

At the time of research, floats in the Rivers State carnival had become assenti

artistic adornments with characteristics like reliability and functionality. The floats took
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a lot of effort and time to buildbecause they also served as performance space for
carnival artistes. The floats themselves, played an important role in sogptire

troupes, who took part in the procession by providing them well decorated mobile
platforms in conformity with the theme
played by a disc jockey or a live band. Participating Local Government Areas (LGAS)

were mandated to build and parade with their respective floats, as exemplified below.

Plate LXVI. Title: Obio/ Akpor LGA FloatFront View,2012.
Photograplby Emmanuel Wesley Okachi.

Plate LXVII: Obio/ Akpor LGA Float, Side \éw, 2012.
Photograplby Emmanuel Wesley Okachi
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Plate LXVIII: Obio/ Akpor LGA Float, Side ew, 2012.
Photograplby Emmanuel Wesley Okachi
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Plate LXIX: Obio/ Akpor LGA Float, Side éw, 2012.
Photograplby Emmanuel Wesley Okachi

Floats in the Carnival Riverare therefore, a distinct and unavoidable feature.
They represent the dynamism, gaiety and lively people of the state. Carnivals without
floats will be dull and bereft of the pump and peagentry which characterize such events.
They manifest in all shades@manner of vehicular decorations which take the form of

portraitures, installations, and animal life such as crocodiles, shark, whale, lion and
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peacock, as exemplified in the Obio/Akpor Local Government Area. These animals are
perhaps never ramdomly clers as perhaps they are of great symbolic importance to
the particular ethnic group within the state that displays them. They are either
representative of the occupation, bravery totems or life style of the people.

The Obio/Akpor Local Government @a flaat captured in plates LXYLXV I,
LXVIII and LXIX is a vehicular truck decoration which takes the form of a bird. At
first glance the eye confronts a colourful mysterious peacock gliding towards the
beholder. On close examination the distinping featwes of a peacock amsvident on
the body of the truck. The small head, long neck and upper wings of the bird covered in
blue silk fabri¢ is mounted on the front roof of the driver and passefge. The
blue lower torso of the peacock is decadatéth a gold plated fabrievhich endsin
pleats of green silk fabric. Thigangs loosely on the rim of the upper windscreen. The
windscreen is left bare to give an uninterrupted view to the driver of the float. The
bunnet, headlights, chasis, down to the friynes ae covered in jade green fabric
decorated with various colours and motiBetween the two headlights & circular
yellow and blue form which represente logo of the Local Government Area. On the
circular logo is a blue half cicular form withgged edges which represgmtdustry. In
the middle of this form is a structure like an off shore rig, which represents oil and gas
industries within the Local Government Area. Belowsta hoe and cutlass depicted in
alternate diagonal position represeg farming. Bordering this logo are spiral motifs
painted in orange and dark green hues.

The sides of the float have masksrms and motifs depicted on them. Perhaps
the masks are stylized representation of a major component of the logo of the Rivers
State Tourism Development Agency (RSTDAhe other stylized floral motifs are

used purely for their aesthetic purposes. The strikingifea of the float are the mask
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forms which are represented in low relief and painted with various shades of blue
purpe, pink, orange, green and brown. These maskg$ramed on the lower pant the

float with relief form painted in brown and highlighted with gold. Attached to these are
multicoloured silk fabric pleats of blue, green, yellow, pink and brown stretcburglr

the float. On the upper sides of the masks to the upper part of the truck, is covered a
viridian green cloth with a repeatéidh pattern Abovethis covering is a model house
which perhaps giv&further insight into the educational institutions located in the Local
Government Area.

Inside the float are huge loud speakers with music playing in high pitch,
expressing the mood of the fiesta. Also sighted are hurbeupantsengaging in one
activity or the othe On the left hand side of tHilat are grapic depictions ofemale
figures carrying basins full of various wares and commodities which give vivid insight
into commercial activities inherent within the Local Government Area.

Music, Danceand Drama

The Emuoha, AkukiToru and Khana Local Government Areas performance

presented at the CARNIRIV 201corporated music, dance anchoha as described

below.

Plate LXXa: Emuoha LGA Dance Troupe, 2012,
Photograp by Emmanuel Wesley Okachi.
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Theatrical elements such as music, daand dramaplay important roles in
cultural festivals. The close relationship between dance and music is based on the fact
that both are organized in rhythmic patterns, thus the rhythm of the accompanying
music of repective Local Government Area troupes in the Rivers State Carnival,
determined the rhythm of the dance which gave emphasis, or helped the respective
performers, revelers, tourists and dancers maintain the same beat. The rhythmic pattern
of music determinethe style of the dramatic quality of dance as inherent in its tempo,
beat and dynamics in the Rivers State Carnival as epitomized in the Emohua LGA
troupe grformance showin Hate LXXaabove.

The male dancers dreskin an orange €érge wrapper stripadgith brown,with
milk colouredEtibo shirts, and each holding a white handkerchief in each hand. They
were supported behind by their female counterparts wr@ dso dresgd in striped
blue wrapper and a brown blouse also with a handkerchiegdachhand. At the
background wee the drummers all male seated, and @éeéke the male dancers,
while the singers are standing behind the drummers on the same constructed elevated

platform.
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