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ABSTRACT

This study is the result of a field work carried
out in Aguata Local CGovernnment Area of Ananbra State
of N geria between April and Decenber, 1981. The
aim is to survey the literary qualities of folktales
and song s as perforned within the socio-cultura
mlieu of Aguata. The study also ains at show ng
how t he social, religious and econom c pressures
| npi ngi ng on Aguata society have affected these art
forms. It also wll denonstrate how these art forns
performed the twin functions of entertai nment and
soci al i zati on.

Chapter one is a survey of sone earlier approaches
to the study of oral literature. This begins with
a global review of the studies, tappers down to
early studies of the subject in Ngeria and ends with
what has been done on oral literature of Aguata.

Al'so included in this chapter is the research approach

adopted in the work.

Chapter Two | ooks at the social and cultura
context of the performances. It also explores the
hopes and fears of the people as reflected in the
art forns. The chapter then | ooks at the training,
status and renuneration of artists in the society.
Al'so included in this chapter is a |ook at how
these art forns have Paired in the face of nmulti -

faceted pressures comng frompolitical, social,



vii,

economc and social changes which the society has

been passi ng through.

The third and fourth chapters are literary
anal yses of the art forns. The analysis are based
on whatever inpressions and insights that were
gai ned from participation in the perfornmances
during the fieldwork as well as discussions held
with both the narrators and sone nenbers of the
audi ence. The art forns are given in Igbo and

Engl i sh as Appendi ces A & B,
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CHAPTER ONE

INTRODUCTION

A lot has been written about oral literature in
Africa. 4 thorough look at the vista of what has been
published shows a marked segmentation into schools of
thought. These theoretical studies can be categorized into
three phases.

The first group comprises colonial anthropologists
and folklorists. To this school belong the functionalists,
the survivalists and the historical geographical
diffusionists. The second school has, as members, those
who, dissatisfied with the angles of vision of the first
group of theoreticians, decided to approach the subject
matter from a holistic viewpoint - a viewpoint which
allowed for an analysis of the various aspects of the
subject matter. In the third category are those scholars,
especially Nigerians, who, because of their fuller
understanding, have given oral literature a contextual and
indepth study which has placed it in a proper perspective as
a vibrant art form.

Theoretical studies into oral literature in Africa
caught the attention of the intellectual world when colonial
folklorists anthropologists and ethnomusicologists such as
Janheinz Jahn, Chadwick, Boar Herskovists and Bowra came
onto the stage. Jahn appears to be the most controversial
among his contemporary researchers. This can be attributed

to his claims in Muntu: An Outline of Neo-African Culture.1

This book was published in the early sixties when the



world was hungry for information about Africa. It made
many ambitions assumptions. Ignorant of the complexities
of the African environment, Jahn attempted to "define

what is really African", and then "to what extent Afriean
poetry, literature and art are really African, and to

what extent they are not.“2 He went as far as trying to
devise philosophical modalities that would help to describe
African activity. This ambitious attempt made him confuse
the various worldviews existing in Africa especially South
of the Sahara. It is therefore not surprising that Muntu
was scathingly criticised. A reviewer for the British
Spectator described it as "strident with Jjargon and with
existentialist arrogance. .... Essentially on the other
hand, it is not a work of scholarship at all. Assembling
a number of classifying words from several African
languages, Mr. Jahn then proclaims them master concepts

and selects whatever evidence he can find to fit them."3

Jahn was not alone in this effort to rush to
generalizations about Africa. Various schools of thought
held sway at certain points in time. The members of
these schools fed their home audience with conclusions
aimed at proving that Africa was a dark continent peopled
by 'primitive savages'.

There was the evolutionist school which dominated
the late nineteenth and twentieth centuries. These re-
searchers approached folklore investigation from an angle

which believed that there are unilinear and parallel



stages in social and cultural evolution through which

all societies must pass. They held that society evolved
from the crude and primitive stape which was highly
communal towards a more differentiated and civilized
stage. The evolutionists concluded that the stage of
evolution by non-literate communities - a block into
which all Africa was pigeon~holed despite every evidence
of writing among the .rabs, Egyptians and Swahili
speaking people for ages - could be akin to what obtained
in prehistoric EuroPe.4 This approach viewed folklore
materials as communal and devoid of individual creativity
and social relevance. This theory influenced Marian Cox

5

in his Introduction to Folklore’. Cox contends that:

"Certain usages and myths which seen
intelligible when found among
civilized races are the relics of a
stage of thought which is dying out
in Europe but which still exists
among savages"6.

Another evolutionist, C.M. Bowra, in his Primitive

Song?, asserts sweepingly while discussing the composition

of the songs:

"The task of composition which is
treated with such care and seriousness
is helped, as in all oral poetry,

by the existence of formulas, add of
ready-nade phrases which a man

is entitled to is even expected to

use when he makes a song"8.



This assertion suggests that creativity is absent in

'a primitive song' since there are already phrases and
formulas which the artist can just pick up for a song
to be made.

Evolutionist framework cannot be used for an adequate
study of oral literature. Perhaps more because of
prejudice than lack of information, evolutionists could
not imagine that the 'primitive' savage was capable of
artistic creation or could engage in aesthetic pleasure.
In spite of Bowra's hope to "establish some illuminating
conclusions about the earliest types of literature"g,
he could not realize that much as idioms and proverbs
may be ready-made phrases or statements, they are no
keys to artistic creation. In Aguata at least, the best
user of idioms and proverbs may not necessarily be a good
poet or story teller. The creativeness must be in the
individual before he can use idioms and proverbs 2as
embellishments. In literature, allusion is a medium of
reinforcement of meaning; and this is Jjust what idioms
and proverbs do. This is what the evolutionists missed
in their hurry to determine the rung of evolutionary
ladder on which the societies they described as primitive
were. They therefore failed to realize the creative
force and social climate which gave (and still give) oral
literature its vibrant and dynamic existence. Hence

folklore materials were rerarded as survivals of a very

distant past - implying that oral literature is static,

a very illusive concept.



Venetia summarizes the views of the evolutionists
thus:

"Folklore was held to be a survival
from the past and folklorists used it
to reconstruct the prehistory of
mankind. They focussed on cultural
data that appeared to be functionless,
crude and superstitious, TIlliterate
peasant societies were thoughtto
retain these fossilized survivals

of a pagan detritus, souvenirs

from an earlier, nore primitive

stage of existence. This approach
which saw folklore, as in effect,
archeology of the mind, reflects

the view that novenmcent of time is
unilinear,"10

The historical geographical or diffusionist school
did not fare any better in studying folklore from an
angle that would have put it into a proper perspective.
This schocl was more interested in the patterns of
distribution of similar tales. The adherents believed
that by collecting variants of tales, they could trace
patterns of distribution snd in the long run, would be

atle to trace their origins.

Captain R.S. Rattray's work on folktales among
the Akan - Ashanti of Ghana is a good exXample of a

diffusionist theoretical approach. In his Akan-Ashanti

Folktales, he feels that "an imteresting line of research
would, in fact, be a comparison of tales - in order

to see the changes which have been introduced into

the stories according to the peculiar psychology of

the people recounting them.“qq ¢ ~  Fa

He is s0 dogmatic about +the diffusion



of tales that he is convinced that:.
"Much new literature, g0 to speak,

and many a fresh plot, found their

way into .shanti owing to this Qau&e‘"12

and feels strongly about the possibility of a link
between the Hausa stoties he had earlier studied and

the Akan Ashanti tales.

One major flew of diffusionist approach is that it

- relegates the literary qualities of the tales and their
social functions to the background, as if the origins

of the tales are ends in themselves. Stories are

created by societies in response to their peculiar social
and aesthetic needs. The themes and forms of the stories
are merely means to these ends. The ethos of a non-
literate society are enshrined in an oral literary -
tradition. It is through this tradition that the society
transmits its norms from generation to generation.

The singer, the storyteller and the nmasquerader are at
the centre of this tradition. That the diffusionist
approach is inappropriate for an appreciation of oral
literature and its essence and intrinsic qualities has

been emphasized by Stith Thompson who contends that:

"the origin of all folktales and myths
must remain a mystery just as the
origin of language is a mystery.
There is of course nothing mystigal
about it: it is merely impossible
to recapture the needed facts.

And in the absence of the facts,

I would wish to leave the ultirate

origin of any tale or myth with a large
question mark rather than with a
dubious answer.'"1%
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A third dominant approach was the structuralist theory
which was mostly concerned with the external elements of
a tale such as form and structure. This approach implies
that a proper study of oral literature ends with the form
or structure of the material at hand. Harold Scheub

is a prominent scholar in this camp.

In an introduction to Tales From South Africa by

A.C. Jordan, Scheub argues that oral narratives among
the Xhosa peoples depend on "a complex system of

remembered cliches from which full performance can be

n 14

fashioned... After his analysis of the mechanics of

production, he concludes that:

"The performance has as its dynamic
centre a core-cliche, an easily
remembered song or chant (which
may sometimes be flattened into
sayings) around which the narrative
plot is constructed."15

In his The Xhosa Ntsomi, Scheub's obsession with

the structure of tales becomes more manifest. He

asserts:

"The core-cliche is the remembered
element of the ntsomi tradition,
the stable element; 1t is

recalled during the production

by means of a complex process

of cueing and scanning, whereby
the artist dips into her rich
repertory of ntsonmi



images and brings into performance

appropriate images and image

segments which combine to create

the finished work."16

According to Scheub, the remembered element which

is often central is a clhiche - sometimeg a chant or a
song. ..s the performer sings, she remembers some images
which she assembles to make the story. In his attempt
to look at the ntsomi as a builder would look at a
prefabricated house, Scheub ran inta the mistake of
regarding the refrains as the pivot 6f the tale. He
failed to discover the real functign of the songs and
chants as attention getting devices In story telling.
He shifted the chants from their adjunctive roles to the
centre. Scheub thus analysed the stories without
attention to the psyche that created them and the social
context that led to their creation. Thus, what would
have heen a brilliant work was denied a contextual

placement.

Close to the structuralists were the functionalists
whose main concern was the utilitarian value of the tale
at the expense of its aesthetic qualities. They saw
oral literature as existing mainly to ensure the continuity
and cohesion of the soc¢iety. Perhaps they believed
that the 'primitive' african was not developed enough
to engage in aesthetiec pleasure. Such colonial
anthropologists as Rattray, Herskovits and Pritchard

subscribed to this view.



In Akan-Ashanti Folktales, Rattray explains that

the stories afford the people the opportunity for

"vituperation by proxy”qv. He explains this process as
the pecple's use of tales or songs to lampoon an adversary

or a persfn one cannot insult directly. He concludes:

"Having thus relieved his pent-up

feelings, the offended one professes

to feel much better.... This is a

discovery which should he of some

value to us in all our dealings

with them.'"18

The bone of contention here is not the use of

lampoons or satire by the society in question. The questicn
is whether Rattray understood the real use of these art
forms., Satire has been used by non-literate peoples as
a tool of social contrcl. Making such a vital tool a
means of "vituperation by proxy" or of relieving pent-
up feelings is trivializing it. Rattray was looking at
the surface of a satire, and having seen what he wanted
to see = the mind of the native and how to handle it -

he concludes that it "is a discovery which should be of

some value to us in all cur dealings with them."

The Herskovits espoused this functionalistic theory.
In what they claimed to be a cross-cultural analysis
of Dashomean narrative, they concluded that story-telling
was "a mutually agreeeble digression" when a delicate
matter of cult detail was being discussed, especially
when the supernatural founding ancestor of a clan was
touched upon. If a tensinn rose, they “elt, the best

way to diffuse it was to tell a stnry.qg
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Rattray and the Herskovi®$  were mainly preoécupied
with egtablishing that talcs provided escape valves for
welling tepsions. The fact is that sueh conclusiohs
came from lack of inwdepth knowledee of the #articular
dulture of the authorsy hence the inability cof the
authors to investigate beyond the top soil of the soclety
s0 as to appreciate the aesthetic sensitivities of the
people, If the authors understood the aesthetic values
of the tales, perhaps the Herskoviis would not have
stated:

"nor was it necessary for such '
interludes to focuss ca huropous tales,
Indeed, after these tense sessions, the
elders found relaxation in telling
about the royal ancestors and the

greatness of the kinpdons they ruled."20

We are not arguing that oral literature does not
serve aome functions. That ornal literature exists at
all and has survived for nany generations implies that
it has been serving a function that has led to its
preservation. This function, however is determined by
many other social factors. This is exactly what was lost
to the Herskovits. They failed to renlize that they
were studying a society with orai'traditibn ﬁhére the
history, tredition, wisdom and collective conscience of
the people were pasgssed from generntion to generation
through the agency of the story-tellers, singers and
masqueraders as they engaged in their different forms

of entertainment.
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They did not just provide escape valves for tensions.
They did far more than that.

The work done on oral literature by the colonial
theoreticians was Jjust a scratch on the surface - a
classical example of blind men attempting a description
of an elephant from their impressions of the parts of the
animal they touched. This approach led these theoretieians
to such misleading conclusions as exemplified by what

the Chadwicks wrote:

"We have, in fact, no reason to think
that .ifrica possesses such rich
literary material as the regions
already studied. The literary types
which call for the most sustained
efforts on the part of the composer
or reciter appear to be little
developed or indeed wholly absent.

We have not found any trace of
developed narrative poetry in Africa,
and oral prose saga, rarely rises
above the level of folktale."21

They went further to contend that even though
"composition of extempore poetry is general, the
quality is not such as dermands great artistic powers from

the reggpter or composer."22

This contention, to say the least, is simplistic
and shows little knowledge of what goes into the
production of oral performance. The Chadwicks did not
know that each piece of oral literature is complete on
its own and depends on the virtuousity of the performer

for its quality. There is nothing like "memorizgtion
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23

of exact verbal tradition" ns they asserted because
there is no text to memorize as in a written art form.
The artist merely depends on his imagination and

understanding of his society to create and/or perforn

what will generate rapport between hin and his audience.

~ This lack of understanding of the true nature of
oral literature lcd Cope inte the kind of contradictions'
he runs into in his treatment of vrnise poems among the
Zulus, In one breath he ¢laims th-% there is no
individuality of style in a folksong, and that the
singer is "a specialist in collecting and in committing
to mémory and pafticularly in reciting the praises

ek In another he

rather than in composing then...
discovers that the praise poems -~
"Provide an outlet for artistic
creation., Everyone composes and
the competition in praise conposition
sharpens creation."25

A traditional (oral) poet does not have réady made
texts which he can conmit to memory as Cope asserts.
Furthermore, if =211 the songs lack individuality of
style, competition in praise conposition cannot exist
since the existence of competition implies a desire to
ghow off individual excellence. Profcssor C.M. Bowra
grudgingly bears testimony to the act of composition in

oral poetry while describing the nmaking of sacred songs:

"Tn them we can detects the same
kind of selection and energy
which go into the composition of
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secular songs, and we can hardly

doubt that their makers are move

by a truly creative desire to make

the most of something which presses

urgently on them and demands, to

be fixed in meworable words."26

Cope's argument that there is no individuality in

oral poetyy and that the reciter merely collects and
commits to memory pieces that already exist would imply
that skill i~ & secondary consideration and that anybody
can decide to become a poet. Babalola debunked this

fallacy in The Content and Form of Yoruba Ijala.

Babalola reports that all Ijala chanters he interviewed
agreed that the desire to chant Ijala "beautifully took
them to a master chanter as apprentices."27

The implication of Babalola's findings is that not
every chant can pass the aesthetic test. There are
yardsticks which the chanter must meet before his
performance can be accepted as beautiful by the
audience. He learns to meet these yardsticks during
his pupillage. According to Babalola, going to a
master chanter for apprenticeship is determined by
whether the child shows interest and has the natural
flair for ijala chanting as this primary skill is
necessgsary for successful pupillage.

The approach of some of the theoreticians cannot
provide a proper framework for an understanding of the

oral art form. They have failed to sce the art

form in its totality, prefcring to rush to conclusions
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from their impressions of the aspects of oral art they
studied. A proper study of oral literature must see it
from its form, content within a social context in order
to arrive at whatever other function it performs apart
from entertainment. This awareness must have led to a
total distrust of the swecping generalizations of the
theoreticians thereby giving rise to a second category
of rcsearchers into oral literature. This group, informed
by data from comparative ethnological studies, feel

that a contextual and holistic approach is a more
appropriate way to investigate the nature of oral
literature. Ruth Finnegan, Ulli Beier, John !Mbiti have,
2ll in their different writings, borne testimony to the
appropriateness of a contextual approach to the study
of oral literature.

In an incisive study of folktale among the Gbaya
people of Cameroon, Philip Noss emphasizes the role of
creativeness in the production of 2 story. He asserts
that:

"The creation process begins with
observation. The tale must first

be thought of, and in thinking,

the artist scans the world of events
about him. The tale arises from
human expericnce and is usually the

result of some cvent that its
creator has observed or experienced."28
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From his insight into what goes into the production
of a tale, Noss likens the arrangement of the episodes
in a tale to a novelist's arranpgement of chapters in
such a way that a denouement consistent with the theme
is arrived at - an analysis that is a big jump from
Scheub's core-chiche obsession,

Following the contextual analyticnl approach,

the Reverend John Mbiti, in his ikamba Stories?,

deals extensgively with the background of the society
that creates the stories and then analyses the
stories in terms of structure and types before
arriving at the conclusion that the stories are:

"to a certain extent, the nirror of

life: they reflecct what the people

do, what they think, how they live,

and have lived, their values, 30
their joys and their sorrows."

This work represents an advancement on the works
of the evolutionists and diffusionists. It looks at
the stories from the angle of the cultural ecology that
gave rise to them.

Ruth Finnegan is another scholar who has written
quite extensively. Her works show a bend towards

contextual analysis. Her Oral Litersture in Afr10331

apart, she has also written Qral Poetry, Its Significanesf

Nature and Social Context>> (1977) and Oral Poetry’>

(1978). Her incisive treatment of oral literature

recommnends her research appronach. In Oral Literature
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in Africa she states:
"any analysis of African literature
must take account of the social and

historical context - never more so
than in the case of oral literature.'"34

She then goes into a comprehensive study of the subject
matter taking into account the linguistic, social and
literary background. Enough attention is paid to

poetry and prose though the balance tilts in favour of
poetry. In spite of that, she gives prose an indepth
analysis considering such elements as form, content, plot
characterisation and function. She studies and analyses
poetry under such generic headings as panegyric, elegaic,
religious, work, hunting, topical etc. This holistic
approach adequately justifies her earlier d ebunking of
the views of the colonial theoreticians., Her analyses
do not go deep enough largely because the book aims at
providing a panoramic view of oral literature.

In Oral Poetry, Its Nature..., Finnegan makes her

strongest case for a comprehensive analysis of oral
literature. §She soundly condemns the temptation to
relegate oral literature to the background when issues
about literature are being discussed. She contends
that its being oral does not detract from its wvalues
or qualities. She writes:

"Oral poetry is not an odd or

aberrant phenomenon in human culture,

nor a fossilized survival from

the far past destined to wither away
with increasing modernization. In fact,
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it is of common ocecurrence in huma%*society;
literate as well as non-literate."2?
. i__' - % 1 - vy b

.

‘The third éategory of work already done on oral
literature, af ieasf}for the purposes of fhié sé@dj,
is Sﬁ fhe Nigeriaﬁ s¢ene. Tﬁese studieé pay det&ile&
atéention to ofal literature in Nigeria perhapé beéause
the scholars enjoy thc advantage of first-hand informat';lon
since most of them are indigenes. However, most of these
studies have been on Yoruba oral tradition, with fewer
studiecs coming from the east of the Niger and from the
riverine cultural environment.

Among the Nigerian researchers, S.A. Babalola appears
to have set an intepesting pace with his studies in
Yoruba Ijala, the spoken art of hunters practised all
over Yorubaland in honour of Ogun, the god of iron.

In the book, The Content and Form of Yoruba Igfala

Babalola gives a historical account of the possible origin
of Ijala chanting. He also surveys the gen¥é and
performance contexts, and also the aesthetics and

criteria for assessing performance. What Babalola's
approach to the study of Ijala demonstrates is that oral
literature studies must take into account not just one
aspect of the subject matter but the whole of it against the

8ackdrop |, of the society that created it.
: ¥
Ulli Beier has also done an extensive and impressive

work on Yoruba oral art forms, especially poetry. In

his brilliant work titled Yoruba Poetry’® Bei#r shuns the

earlier inhibiting thcories., Operating from a deep
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understanding of Yoruba language whiéh he aﬁcepts as
tonal, he is able to realize that "Nobody who attempts
to translate Yoruba into English will doubt that poetry
is what is left out in the translation. For the musie
inherent in this language is something no rendering,
however clever, can attempt.”BQ
East of the Niger, there is relative pawcity of
analytical studies of the oral literature of Igbo people.
Early works by such pioneers as F.C. Ogbaluanid not
transcend the level of collection of s“ories in vernacular.

A deviation from this trend came in Umeasiegbu's

.39
The Way We Lived which is a collection of stories

translated into English. This collection has no
analysis. A major flaw in the work is that the

translation divorced the stories from their roots.

Attempts at analytical work on Igbo oral literature

appear to have started in earnest after the publication

of Poetic Heritagéug. Despite its concentration on Igbo

poetry, the book is a major shift from The Way We Lived

in that the analysis takes into cognisance the lifeways
of the people. The book may be faulted for its narrow
coverage (the poems are from Ydi and Owerri areas of
Igboland) but it provides a good evidence of the

appropriateness of contextual analysis of folkart. -

While Egudu and Nwoga were interested in poetry,
Ugochukwu and others focussed on folktales in their

Omalinze: A Book of Igbo Folktaleg*1. 1In an interesting
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introduction to the book, Emenanjo gives an incisive
background to the tales, tackling such issues as
orthography, setting, narrative technique and
characterization.

A major work from the riverine cultural environment

2

is J.P. Clark's The Ozidi Saga'> published in 1977,

the book is the recording "of an actual performance of
the Ijo epic drama of Ozidi, told and acted in seven
nights to dance, music, mime and ritual."43 After a
detailed introduction in which he explains the myth of
Ozidi, Clark gives a night by night verbal presentation
of the drama. One thing that makes the work invaluable
is that apart from its being rendered in Ijo and English
side by side, the comments from members of the audience
are also given. This aspect reduces the watering-down
effect which attempts at writing down an oral performance
have. TFor an oral performance which is composite and
multi-faceted loses such intergral parts as music,
dance, tone and costumes when it is reduced to writing.
Oral literature, in Aguata though, has not been
given its deserved attention by literary reseachers.
What one gets in a while are passing ccnmments.l"iL or
attempts that do not pierce the skin. The intention
is to subject oral literature in Aguata to a literary
analysis which will throw some light on the context,

form, aesthetics and function.
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Literature, mirrors 1life. Its subject matter is as
wide ns human experience. As such, any study of orsl
literature must be situated within the ambit of the human
experience that gave it birth. This is why neither
the approach of the historical-geographical
diffusionists nor that of the structural-functionalists
is adequate for a full understanding of oral literature
in Aguata. They are too narrow for a study of tThis
nature since they give a one-track approach to their
analyses. Only a holistic framework which appreciates
oral literature within its context of creation,
production and performance - the approach adopted by
Beier and Babalola in their studies on Yoruba oral
art form is preferred in this study. This preference
is based on the understanding that oral literature can
only be fully appreciated if the psyche which created
it is understood. This psyche is an amalgam of the world
views and lifeways of its cultural ecology which, agéin
is the end product of the anvil of human exXperience.

My data was collected in Aguata between January
and December 1981, No research assistant was used.
Rather, the extended fanily links were exploited. The
collections were made in those towns in which female
blood relations are married. This link became handy
when the stories were being recorded. Without the help
of thesge female relatives, it would not have been easy to
record because story telling in Aguata is mostly a

night affair. These women arranged for the performances.
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The recordings were made at Achina, Amesi, Enugu
Umuonyia, Umuchu and Umunze., As Umuchu was the base during
the trips, more collections were made there. But tThe
predominance of materials from Umuchu does not detract from
the representative nature of the collection.

A portable cassette recorder was used. TFor the folktales,
arrangements were usually made with the female relations im
the towns so that at might there would be a gathering for story
telling., The songs were recorded during EEH&S, New Yam, and
Easter and Christmas festivals, though there was a regording
during the farming season in &Lpril, 1981,

The choice of festivals for the recording of most of the
songs was based on the understanding that during the festivals,
the audience of these performances is largest and hence most
demanding on the artist. The villages swell in population at
this time as a result of an influx into them of indigenes
sorjourning in urban centres, Recording during festivals has
the added advantage that the performance will not be indused
and, as such, will be more natural. in earlier attempt to
induce performance for recording was an abyssmal failure,
because once the tape recorder was brought out, singer, chorus
and instrumentalists began a competition for decibel with the
result that when the tape was played back, there were simultaneous
solo efforts and not a group performance. One more point in
favour of recording during festivals is that the groups tend
to have most of their members around as those living in the

urban centres return for the festival.
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The materials were recorded in Igbo, and transcribed:

and translated into English by the researcher himself.

These materials and the transla%ions in English are given

ag appendices.,

However, copious reference to the materials

will ve made in the body of the work. The orthography

used in the franscripfion is the official Onwu Orthography

of 4961 which is as follows:

" abgbdefgghhiijklmnAhoopkpr s sht

uuvwyazch

% as
h as
© as
1;1 as
kw as
hy as

e

ng

or

[

q

nn

in
in
in
in
in

in

gw kw nw ny

basgket

working
order
around
frequent

annual

In order to retain the dialect forms, however, some

innovations have been made so as to retain the peculiarities

of these dislects.

awho wh
azhiokwu - zh
The tones

as wWh in when

Examples of these innovations are:

a8 s in pleasure

are not marked.

The I.P.i. vowel representation

of a, e, i, 0, u together with the onc¢s approved by the

1961 orthography being used are preferred.

These vowels apart, ideophones that defied any english

rendering are left as they are.

The translations were guided

by the desire to be as faithful to the meanings of the
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original materials as possible. Some names eannot be
translated without mutilating their meanings. The way
out has been to retain their original and explain them
in the endnotes.

The transcriptions and translations are mere dry
bones of the original. Writing is not the proper medium
of presentation of oral literature. So, any attempt :
to reduce it to writing loses the spiriﬁ or egssence
whieh is in the performance. During this performance
the artist, by a deft use of hands, head and feet,
and by a virtuous application of tonal and facial
inflections, gives life to the art form and merges the
art, the audience and himself into an aesthetic force,
When the technique of writing is introduced, this drama
of oral literature is sacrificed. The eSrie feeling
created by the masquerade with its mask, esoteric music,
guttural voice, rattles and other paramphenalia are gone.,

Like most field studies, research into oral ’
literature has its difficulties. Froblems encountered
bordered on performance. When the probhlem of performance
context is solved, one discovers that one has to wait
till the song is properly 'cooked - till voices and
ingtruments have marged into a symphony and the gates of
poetic cereation thrown open ~ before sny meaningful
recording can be done. The singers and those handling
the instruments need to reach a cerbain height of
excitement before their gates of creativity can open.
This peak can be achieved rore quickly with adequate

entertainment with especially palmwine. In the case of
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masquerades, one hés to tread cautiously as there are
many taboos about the cult. The penalties for bresking
these taboos are very expensive (for example, if one
desecrates a masquerade, for instance, goats, sheep and
fowls in his vicinity are killed at sight, and the one
Bas $0 pay for all the livestock so killed) and tradition
does not draw a line between a reseprcher and an ordinary
citizen.

Another problem comeés at the actual recording.
Even if the song is recorded when it is performed in its
context, the acoustic results are not often satisfactory.
During a masqucrade performznce, for instance, a song or
daﬁce may he performed while the performers run or dance
over a wide area. There ig always a lot of difficulty
following their pace and movements with the microphone. Since
This study of orsl literature in Aguata assumes a holistic
viewpoint, its : approach to the subject matter will take

cognisance of the peoples socio-cultural background.
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CHAPTER TWO

SOCIOLOGICAL BACKGRCUND AND FPERFORMANCE
CONTLXT OF THE ART PFORMS

Some understanding of the sociology of Lguata is
essential to an appreciation of the oral art forms indigenous
to the area, The peculiarities of the people - their cosmic
perception and their sesthetic bend - give their literature
its distinctive texture and colour. It is difficult to draw
a line between the act of living among the people and
literature. Everyday,activities end up providing occasions
for performance. A normal discussion is often spiced with
and punctuated by proverbs; a religious ritual may dovetail
into poetic chants; a farmer tending tendrils in his farm, a
blacksmith or a matweaver often lessens the tedium of his work
with songs. '

The family is the strongest unit in Aguata society. A
family in Aguata comprises two or more nuclear families living
within the same walled compound. The head of the family is
usually the father of all the grown up men in the compound, or
at times their eldest brother who inherited the headship at
their father's desath,

Polygamy is widespread. Each married man provides for
his nuclear family, though, as a sign of respect, the wives
in the compound send food to the paterfamilias from time to
time in his 3211, Headship among the womenfolk is fluid,
Whereas the oldest wife, most often the mother of the

men, is regarded as the head of the women, there are
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cases of younger women becoming tacit heads because of

their wealth, wisdom or enterprise.

Rivalry among wives is common in such a polygamous
se% up. Wives often jostle for the favour of their husbands.
Many even go to the extent of employing underhand means
to ensure that they are better loved than their co-
wives. This aspect of a polvgamous set up is edecountered
in the story of "How Leprosy Entcréd the World"
(Appendix A3). In the story, a woman, Jealous of the
gdod fortunes of her co~wife Ogecchi, sends ﬁer uncouth
son to the farm at night to pick his flute that was
(purposely) 'forgotten' there. The tbrip leads to disaster.
The boy's lack of respect and his mother's greed lead
him to select the bigger pot which, on being broken contnary
to the instructions of the king of spirits, causes their
death when all the abominable diseases locked up inside

it flew out, killed them and dispersed in the world.

Another featuré of family life we encounter in the
stories 1s the maltreatment of orphans hy step-mothers.
When a woman dies leaving behind some children, and the
man decides o remarry, the future of the orphans is bleak.
The new wife usually neglects and mallreats them while
ensuring that her own children are well catered for. The
explanation often proffered for this is that the new wife
is anxious to see that her children develop well so that,
in the event of the man's death, they will inherit his

wealth. In the story, "How a Motherless Child Got an Udala
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Tree" (Appendix 42), the new wife takes good care of hey
children while virtuelly starving the orphan until a god .
mother comes to his rescue by giving him a magical udala
seed. The seed germinates, grows and bears fruit on the
same da& it i8 sown. The fruits are so delidious and
inexhaustible that the orphan becomes rich from the ssles

of the fruit.

Aguata people are fastidious about marriage. The
women bhoast about their men and shun marriage offers
from other places. In Egede (Appendix B6  lines
10 - 16) the .persona recounts how Amaronu, after
rejecting marriage offers from other places beamed with
smiles immediately an indigene came, and adorned her
costumes for a dance of joy. In BY7, the persona pleads

with a suitor not to reject her because of her sqguint eyes.

Extreme fastidiousness in the choice of a marriage
partner is, however, discouraged not only because a
girl's bloom is short-lived but also because ghe may end
up marrying the wrong man, as evidenced in the story
"How SBkull Married the Most Beaubiful Girl". In the
story, the girl is so pretty that her parents named her »
"8un". After rejecting well-~meaning suitors around, she
ends up marrying Skull - a patchwork of borrowed human
parts. She ends her days as a soro~ridden leper in the

market place.
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Children are the gems of a marriage for an Aguata
family. A& male child is valued more because he can
¢arry on the family name. A well-bPought up child is the
pride of the parents and an asset to the community.

A bad child brings misfortune and shame to his family
community. "The Pot of Life (Appvendix A5) deals with
the guest of a well-brought up virgin for Goals home,
through many obstacles and temptations. Her good nature
and upbringing enable her To overcome her tasks and
eventually accomplish her mission. In the end, she

not only brings honour to herself but her parents are
equally elevated. The community is saved the agony of
the king's sickness. In the story, "How Leprosy Entered
the World", two boys with contrasting characters are
presented. The well-brought up boy goes to the farm in
the dead of the night, encounters spirits and returns
safely with riches because of his humility. The uncouth
boy goes to the game farm at about the same time,
encounters the same spirits, but goes home with calamity

for his family and humanity.

Aguata people are highly religious. They are
polytheists though they also believe in the existence
of a supreme deity (Chi-ukwu,, the Great God) who lives
on high. They see life as a conbinuum in which there
is constant and continuous interaction between the

living and the dead. The gods are omnipresent and have
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anthropomorphic gualities, hence in Egede (B7) one hears
Ishigwu2 atuchie vuzo ya shi na mpio

>

l
Uc:hu3 azhi ngugqu' enyi Egzekoro

Ishigwu who %akes trapdoor when hemmed in

Uchu, peer of Ogwugwu, friend of Ezekoro.

There is = sfrong velier among the people that these
deities have formed strong alliances for the effective
disﬁﬁarge of their duty of guarding the society. These
deities apart, everybody is believed to have a personal
god to whom he must offer sacrifices constantly.

In "It Gould Have Been Worse", when those who plan to
ambush and kill the brave hunter and his son in the
forest come to the hunter's house, they meet him offering

a fowl to his personal god.

The Aguatsa world view centres on é conplex three-
dimensional world of the living, the dead and the unborn =
on the one hand, and the Chukwu, the gods and the spirits
on the other. The gods are represented by either streams
or mighty grooves in the forests. Uchu, Diawc and
Ezekoro are stream deities while Ighigwu is an eerie
groove, The lavish praises the people sing to these
gods reflect the reverence snd awe in which they hold
them. One of the ways of discerning the wishes of the
gods is oracular divinationu, In "The Dot of Life" the
titled men have to consult the oracle twiwe before they

c2n know what to do for their king to survive,
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In "One Who Does Evil..." the new king has to consult
the oracle to know the mystexry behind the death of father

and son.

The people also have faith in talismans. The efforts
of cﬁristiani%y to destroy this faith altogether have
failed‘ Occultists have scores of patrons. Some of
these patrons go to reinforce themselves, especially
before maosquerade performances. The persona in "Rich
man with Big Pzunch" (Appendix B2) threatens to bewiteh
the headmaster, a symbol of christianity, if the head-
master obstructed him in the ccurse of the performance.
To emphasise his talismanic straneth, he claims that five
of hig fermer colleagues who are dead keep prepafing his
talismans from the land of the dead while three of them

living carry on with the masquerade.

Rivalry between christianity and traditional religion
is strong, perhaps because of christianity’s outright
condemnation of traditional religion as pagan and devilish,
This is why adherents of traditional religion seize
every opportunity to caricature and embarrass christianity.
In "Rich Man with Big Pzunch", after threatening the
headmaster, the masquerade calls the square where he is
performing his altar - an attempt to trivialize a church
altar. In "Ikpem (Appendix B11) by Icheoku6, the headmaster
ig satirized because he, a chrisgtian, consults an oracle
for divination. Suech an ambivalent stance of a flag-

bearer of christianity generates suspicion.



- 35, -

Farming ig the major occupation of Aguata people
with such tuberbus crops as yams, cassava and cocoyam
és the main prodﬁcts, Legumes and corn are also grown.
Parming plays such an inportant role in the life of the
people that %heir calendar depends on the cydle of
farming activities. A man's wealth is measured not in
terms of money but in terms of the size of his barn and
his abilit~v to sustain his family all the year round with
the produce of hig farm. A man 1is praised if he is a
renowned farmer, as in the song "Mbaike" (Appendix B10).
The young girls sing his praises as "The young man with

7

ten columns’ of yams in his barn". In "Mgbapujionunu"
(B4) the age grade which uses the song as an anthem
liken their speed on the farm to their speed at drinking

sweet palm wine.

Farmlands are usually far from home. This distance
from home is evidenced by the guests who shared palmwine
with Ojembaenwilo in "How a Man Drank One Keg of Palm-
wine for Seven Years" (AppendixX A46). The hePo's compound
is situated on the road to the farm. Those who share thé
wine with him are all returning from the farm. When he
neets them in their respective villages, he is quite far
from home. The Story "How Leprosy Entered....." makes
the distance even more ominous as the farm is situated

where spirits hold nocturnal meetings.
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‘Though farming is the main occupation, some engage
in other occupations. There are those engaged in such
other pursuits a&s pot making, mat weaving, bladksmifhing
and carving. There are also occultists and priests who
are the mediums between man and the gods and the spirits.
However, no matter what other occupation one is engaged

in, one is bound to farm no matter on how small a scale.

The art forms recorded for this study reflect the
people's view of themselves and their relationship with
the world. They show the people’'s pride in their culture.
In the song "Ijeregwu" (B1) the people claim to be the
only experts in masquerade cult, while the masquerades
from other neighbouring towns of Izuogu and Akokwa are
anathema. The singers in Egede devote a greater portion
of the song to lavish praises on their menfolk. For
the girls, it is almost a calamity to be married to a
man from another area. The masquerade occupies a very
important place in the people's lives. In their view,

a strong man is one who, apart from his other achievements,
is also good at masqueradding. Hence the statement in

"Rich man with Big Paunch that "Twiwe the wooden gong
calls a young man. It calls him while alive and when he
dies". The wooden gong csglls a living person only when

he is involved in masquerade performance. And the
masquerade is seen as a link between the ancestors and

their descendants.
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The living and the dead are believed to be
interacting always. Because of this constant presence
of the dgad, when a kolanut is broken, sbme bits are
thrown outside for them. Palmwine cannot be taken
without some libation bheing offered to them. It is also
believed that spirits are always around. They atle
however, believed to react to a man according %o his
character. If one is wicked or greedy spirits are bound
to punish him, while gentlec and kind people are helped
by these gpirits. The humble boy in "How Leprosy Entered
the World" is rewardéd while his uncouth counterpart -
hig parallel - is punished. Powerful occultists claim
the ability to bind spirits through protective chawmms.
Ezhiokwubundu in "The Pot of Life" receives a mystic
bone and stick with which she accomplishes the tagk set
for her by spirits threshing palmnuts with their heads._
Her journey back after collecting the pot from God is
made easier by the use of the bone given to her by a
gpirit.

Most performances of the art forms take place during
the dry months after harvest, During the farming
season, performénces are not frequent, except when a
group is relaxing in the evening after working. The
member on whose farm the group worked must entertain
them in the evening with delicious food and plenty of
palmwine., As the members relax, a performance usually

takes place. Apart from this instance, performances are
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‘uncomnon during the farming period. The ground is usually
wet because of the rains. Feople are also tired after
working hard in_the farm. Moreover, the weather is cold
and the m@qnligﬁt, which normally catalyses night
entertainment} is pale becauge of the rain clauds.

People tend to retire esrly to bed,

During the dry months of the harves% senson and
after, the situation changes. Farm work is leas.
People go to farm.in the morning and return before noon.
There is plenty to eat and drink, and enough time for
relaxation., The moon 1s bright. Iven when there is no
moon, the sgky is star-spangled. This is the period the
children enjoy most because immediately after supper
they can romp about in the village square or cluster
round their mothers' huts for stories. There is always
a reason to celebrate: perhaps a funeral rite that had
been postponed because of the lean barns and the wet
season; it is a period for title taking; it is also the

time for major religious festivals,

Sﬁory telling in Aguata is mainly a night affair,
once supper is over and utensils are stacked away in
the rafters. The audience which comprises mainly childeen
and women gathers either in front of the hut of the
oldest woman in the compound or in fromt of the obi if
the eidefs'are ndf'hblding any serious discussions there.
Staying in front of the obi affords the male adults
the apportunity to oversee what members of the audience

are doing. At times the audience sits in front of the
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hut of the womean who has more stories, or in front of
the hut of the mother of the girl who equally has more

stories,

No compouhd is a fixed venue for story telling. But
where a compound has a large spa¢e, children from the
neighbourhood are attradted to it. If members of the
cbmpound are hoapitable, the venue graduaily agsumes a
permahent status for stories and other pas%iﬁéso A good
example is Ama Oti in Umuchu which hag served as a
playground for generations., It is common to hear very

0ld people still talking about their days at Ama Oti.

The audience normally sits in a circle with the
narrator in the middle. There is no rigid sitting order
but the youngest often prefer to sit in front . while
the wémen sit at the back. Their position at the back
affords them the chance of controlling the children
should they become unruly. In addition, they may add
one or two points to steer the story in the rightcourse
if the narrator slips. inybody who comes is welcome;
no fees are charged. As a matter of fact, members of a
compound take pride in hosting such audisnces. It is
not compulsory for all the children and women in the
colipound . to be present. It is usual to see those who
have pressing chores to attend to busy with their work
while a story is going on. Children, however, detest

being sent on errands when a story is about to start.



Scheub writes that among the Xhcsa and Zulu,

"There is a popular tradition...
that, if a production takes
place during daylight hours, the
artist and her audience will
grow horns."8

Aguata people have prescribed similar taboos.
They frown at performances at a time when women and
children should be going atouf %$heir day's duties.
An adult seen at such times& éngaging in story telling is

ridiculed with the proverb "Qnye ibe ye n'achu mgbada

va n'achu oke" - one whose mates hunt antelopes while he

hunts rats. There are oc¢casjons,though, when daytime
narrations are permissible. Children on their way to
and from the farms, streams gQr bush to collect firewood
often tell stories. When a woman is not fit enough to
go to the farm, she can keep children together in the
compound by telling them stories. Even adult males

tell stories to explain a proverb during a discussion.
The reason why night time is preferred for story telling
is its appropriateneds as the terminal part of the day
when most of the serious activities of the day have been
attended to. DMoreover, darkness heightens the imagination
and helps to concretise the imaginary world within

which the stories are set.
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Professional story tellers are non-existent in Aguata,
nor are there families from whose lines performers usually
come. In a story telling session, anyboedy who has a gtory
can tell it. The composition of the audience is dynamic.
Once a narrator ends a story, he merges with the audience
while another member of the audience who has a story
automatically becomes the narrator. That professional narrators
do not exist does not mean That the art of story telling can
be performed by anybody. Training, though on an informal
scale, is essential, Narrators interviewed all agreed that
they learnt their stories either from their elder sisters
or from their mothers. Obiageli Eze who performed "The Pot
of Life" added that for one to be a good narrator, one has
to participate in story telling often. She said that as a
small girl, she was always listening to stories either from
her mother or in the neighbouring compounds. There is however,
no formal coaching as cbtains in a writing class. &
narrator learns a story from others and remains faithful to
the basic outline and theme. The plot is unchanged. Other
embellishments become his media of imprinting his creativeness
on the story. This is what actually makes each performance
of the same story entirely new.

‘Costumes are not used to enhance effects. The onus lies
with the narrator to tap his own imagination and apply
such histrionics as mime, volce modulation and inflections

of the face to transform the story into a fresh performance,
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The narrator beings his story in a conventionalized

pattern thus:

Narrator: Chakpiil :
Audience: Vioo!
Narrator: There's a story I want to tell you

Audience: Tell us

The narra%3£ fhen sets %he story in 8 vague time in

the distéht pas%. The setting establishes the antiquity
of the story. ALpsured of his audience's attention and
participation, the narrator then begins to give iife

to his story using any form of dramatigzation appropriate
f9r his delivery. He initates the characters in gait

and voice,

If a story contains a song, the narrator usually
says so, VWhere it is an entirely new song, the
narrator teaches it before starting his performance.
Members of the audience #ften prefer a story with a
song as it enhances their sense of participation in the
production of the story. The participation of the

audience is vital to the performance for, as Priebe says:

Literature 1is & shared experience -
that is its very soul. This is

of course a great deal more obvious
in an oral, narrative situation
where artist, audience and

art merge into one explosion

of e¢reative energy in which- 9
creation is itself the art...”7.
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It is usual for a member of the audiende to cut in
and supply a vital detail which a narrator has missed,
or even raise objections when something extraneous %o
the original plot has been added. The narrator is
expected to accept this in good faith as he ig
expected to safisfy the aestheti¢ as well as the
entertainment interests of the audience. DMost often
%he audience is not bothered whether the story has been
heard before. For instance, in the story "Sltow and Steady
wins the Race", the audience was not so much interested
in the outcome of the race for that was already known.
Itg main interest was in the narrator's ability to
imaginatively retell the story, act the Antelope, as
well as the Tortoise, The narrator drew her greatest
applause from her mimetic efforts when acting Tortoise

singing "Mpalia gbashiben'ike, agham ije eme ihie ozo".

As a tall girl, her efforts to shorten hergelf and hook
her legs to approximate the height and gait of Tortoise

WAS very amusing.

The relstionship between the audience and the
narrator is therefore personal and dynamic, unlike the
impersonal static relationsghip between a novelist and his
readers. A narrator influences and is influenced by the
audience in the ?rocess of praCtiéiﬁg his art. The ability
to generate rapport between audience and narrator is one
of the signs of a good artist. His verbal dexterity is
another. This verbal dexterity aids in the creation of

characters, moods and settings. A narrstor who spices
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hig narration with proverbs and idioms makes his rendition
more interesting., When a narrator is not good,. one of
the signs is noise from the audience and such a performer
may be asked to step down. Dozing among the audience
is another bold testimony that the performance should
wind ﬁp. |

Whereas story telling is an essentially night
ac%ivity, most song performances are held dufring the day.
Song perfo;mance is a composite activity, a nulti-
. faceted art Whose other integral partg are audifory and
visual. The stature of a song performance can be fully
appreciated when its vocal and instrumental aspects are
gset side by side with the visual. The rhythnic movement
of the body, the face changing from anger to happiness,
exaggerated gestures, the hands extended in supplication
and a considerable range of vocal dramatics all combine

to produce a balanced performance.

Songs in Aguata can be broadly categorized into
masquerade and non-masquerade songs. Masguerade songs
are the preserve of men while the other category can be
performed by all. No formal song performance is ever
held without instruments. These instruments are of various
categories and vary in their importance in a performance.
The most important instrunents are irg (gisnt metal gong),
Ekwe (wooden drum), Qja (flute), ogele (small metal gomg),

oyo (rattles), gkere (xylophone) and the twin metal

gong. ©Some performances may require the use of ybo,
a netal xylophone played with the fingers like a guitar,

udu, a pot with an opening around the neck and une, a 1lyre,



Erede performers in addition, use acha, a.edglabdsh with
beads stringed around it. The arc and gja are tentpal
in most performances. The dancers are controlled by the
flutist and the man on the aro. They dance to what
ﬁhose two instrumentalists play. These instrumentalists
gontrol the tempo and duration of a performnance. In 2
nasquerade perfornance, the, flutist virtually 'pulls'
the masquerade like a puppet. The unde¥standing of ‘the
language of the flute and the other instrunents is

gentral in a masguerade perforrance.

The masquerade is a core cult in the area and its
perfornances nust be approached with care. The nasquerade
cult is a fall out of ancestor worship; the people believe
masguerades are spirits of ancestors energed fron
antholes within the cormunity to oversee what their
degcendants are dcing. This belief has conferred great
powers and immunity on then. Penalty for desecration
of a nasquerade is heavy. They also act a8 policeren
of the society enforcing regulaticns and exacting sanctions.
If, for instance, a comnunity decides that people should
not go to farm but clean the market square, nasquerades
check for defaulters and exact the prescribed fines

from then. Difficult land canses nre adjudicated by them.

Song, perfornance in Aguata is a formalized open aip’

activity., There are many proups of performers. Age

10

grades or kindreds c¢an decide to forn groups. There

are nany fanilies that have nasquerade groups to which all
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members must belong. Children fopm 22}322 groups when
festivals are approaching. The membership of such groups
is open. A child visiting his relations from another
village may Jjoin the group provided the child can sing and
dance well. Immediately after the festival, the group
shares whatever gifts it received and disintergrates.

Unlike story telling in which performers learn the
art in an informal way, songs are learnt after a period of
pupillage. Even in an ad hoc group, members hold series of
rehearsals to polish their steps and synchronize their voices.
Before a child is allowed to join a formal group, such a
child must have shown that he has the talent which can be
developed by training. A fifteen year boy is ripe for
knowing the secrets of the masquerade cult and is initiated.
The initation qualifies him to follow a masquerade as one of
the umu nkwu mmowu (servants of the masquerade) during .’

its outings. This is the period when he learns by
participation such masquerade performances as songs and
dances. He also learns how to handle, make or repair all
the accoutrements of a masquerade. Above all, he must
learn the language of the instruments, especially the
flute. Because of the secrecy surrounding the cult, the
language used by masquerades is more or less coded and
the neophyte must learn how to decipher the codes

which are made more esoteric by the guttural voice of

the masquerade. It is only when the boy has mastered
these various aspects of the cult that he is allowed to

'call out'qq a masquerade.
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This pericd of traiﬁiﬁg is not linited to masquerade
cult alone. It extends to other sonpg genres where the
training is even more formal. A group whieh wants to
learn a dance pattern or song hires a group that has +
specinlized in that form to coach it. Each membet of the
host group accommodotes a member from the guesf group ﬁho
.plays the part or instrunent he will study. In this
way, the one who will handle the flute accommodates
the guest flutist. This arrangenent enables hin to learn
his part faster because his puest will be within easy
reach and the coaching will not.be linited to the
nornal practice sessions. In sone cases, those who want
to learn travel to the base of thelr would-be coaches,

as happened in Esede (B7) lines 123 - 131.

When a group has learnt the new form, it bhegins
to localize it by substituting the names that are
foreign with the ones thnt reflect the locality. An
exarple of this localization of a song occurred during
the practice session of a group at Ekpaeke Umuchu on
Decenber 27, 1981, Menbers of the group had returned
to the village from different urban centres for the
Christrnas. They were practising hard for Uku festival
which .wag a week or so away. One of them had learnt
a dirmpe into which they wanted to incorporate the nene
of their mentor, Ihezi Obiagwu, who had died earlier in

the year. The original song went like this:
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O jereni bata

Anyammiri ekweheye ee
Mu ju,baniya kedu

M!' anyammiri ekweheye ee
Ovuru akgk? t?gbg

Na Mgbeke anwuona.

Pranglation: He walked in

Tears overpowered him

I asked him what happened
But tears overpowered him
He tThen dropped the news
That Mgbeke is dead.

The group's rendition of the dirge went thus:

Owere leta bata

Tie aru emene ee

Mg tgghaa leta guo

Whg aru emene ee

Mu lee anya n'iro

Tie na nne anyl anwuona
Elee ere anyi j'eme

Ntihezi anwuona.

Translation: He came in with a letter

And shouted czlamity has struck
I opened the letter and read
And saw calamity has struck

I looked outside
And shouted our mother is dead
Then what shsall we do

Because Thezi is dead.
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The tune is not original, as is the ease with many
musical compositions, hut the ideas and theme are. It
i
is only wheh a grour has completely indigenized a new song

that it perflorms it for the publiec.

This practide of groups learning from other groups
has led to variants of a song or dance as evidenced in
Egede and Mkpdkifti. Epede was started in about.1919 at
Amihie UmuChu,qg by a women named Nwornraku. It has now
spread to almost all the parts of the ¢ld Onitsha Province.
Likewise Mkpokiti, an accrobatic dance which started at
Umunze. after the rcroup won the Golden Gong 2t the 1972
_National Festival of Arts and Culture in Lagos, the dance
spread like wildfire. Today, virtually all towns in

Aguata have Mkpokiti groups.

As 1n the tales, there are no professional musicians
in Aguata. ZEach of them has a full-time occupation and
plays music or engages in dancing as a pastime. The major
difference between story tellers and the singers is that
whereas story telling does not attract any material
gaing, singers and dancers ret rewsrded in cash or kind.
A good singer or dancer is often rewarded on the spot
by admirers who paste money on his face. A& group may
also be rewarded with ¢ifts of fowls, yams and money by
a host. At the end of the performance, the takings are
lumped together, a part kevt for the running of the group

while the rest is shared among members.
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Good singers and dancers are held in high esteem.
They are regardéd as the custodians of culture and
the livewires of most festivals. In Aguata, especially
44 the Southerly parts of Umuchuy Achina, Enugu
Unuonyia and Umuomaku, virtually every young man has
been initiated into the masquerade. Onde a boy has
been initiated into the cult, he is looked upon as dapable
of keeping the secrets of the community. If he is
good at performances, he is highly respected. This is
different from what obtains anong some Hausa communities

as reported by Ames, who writes:

.- -though the Hausa like
music, they do not respect
the persons who produce it.
Even famous musicians are not

- socially respected, though
they may be admired for their
artistry.... Musicians
readily rank themselves low 3
compared to most other Haugs.

- Nor do Aguata people denigrate wverbal artists
as Babalola r ports of some Yoruba communities.14
Artists in Aguata do not form any identifiable social
group and none of then depends on hig earnings from
his art for his livelihood. This means that the

typre of professionalism that obtnins armong the Hausas,

where a man lives on praising others, or the type

among the Yorubas where thepe are the lowly Iya 0Ologun

and Baba Ologun, dees not exist.
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artistry, for his other achievements in life. The social
recognition accorded these artists encourages them to

stay long in the art. It also encourages others,
egpecially children of artists, to aspire to become

artists too. This is different from what obtains among
the Bala of Zaire. In his study of Bala music, Merriam
noted that the society regards musicians as weak neople who
drink a2 lot and need others to work for them. 1In the

words of one of his informants:

"Musicians like to profit
more than other people.
They like money. They

like to eat meat. They
drink more. They anger
quickly. They demand
things. They loock for
trouble. They are lazy 15
for other kinds of work."

During festivals artists perform uninvited, their
performances being part of the festival. At other times,
they have to he invited through a formalized channel.

If a man is, say, holding a funeral ceremony and wants
to invite a group to entertain at the ceremony, he must
follow this formalized channel if the group is to honour
the invitation. His first step will be to approach

the Nna Egwu (patron)qﬁ of the group with a keg of
palmwine to broach the subject. The patron then invites
the head of the group to Jjoin in the discussion. The
agreements reached at the discussion will form the
agenda for a meeting between the man and the entire
group. At this meeting, all the modalities of the

invitation and performance are ironed out.
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Song performances are open air activities held mostly
during the day. At festivals, the major perfnrmandes are
held at the village squares and such other s2renas that
are centrel and wide encupgh for a lavme audience,

At Umuchu, such performances are held =t Mbareke, &ma
Oti and Ojukwu. The square at Unuomeku is Ame Mbecha.
Female performers entertain from morning till the afternoon
while masqueradcs perform in the late ofternoon. It is
usual to sec such nasquerades =8 Icheoku, Opbamgbada
and Ulage rerforming at recadsides. The performers fornm
a crescent while the audience surrcunds them. Usually,
there are wvoluntecrs whe control the erowd by beating
valm-fronds on the ground so that the arcna is not made
smallcr by the surping crowd. In the course of the
performance, anyone who feels apprecintive can get into

the centre to give the pgroup some noney.

The major mmgwuq? performance called Egba Mmowy is

unique. It is an all male affair. Women watch from

a safe distance and dare not anproach the square while
epba mmowu is in progress. This event takes place when
the sun's he~t has started tc mellow down. The square
becomes a sea of people and masquerades. The masquerades
s8it or stand on one side while those who handle the

instpurents form a crescert nt the other end of the

square. The sudience eneireles thum and the masquerades.

The masquerades =t first dance in twos and threes.
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At the peak of the performance, a dancing contest begins
among theml Thir is the time for solo daneing. Though
no prizes are given, it is a thing of pride and social
recogniticn to win such a dompetition. The winner is
nornally deeclared by the oldest masquerade who gomes
forward to embrsce hirm, That sipnals the end of the

performance.

The pericd immediately -fter the performance is full
of fun as the masquerndes chnese pe ple abont. Often this
takes the form of an athletics competition between the
masquerndes and the reople. If a masquernde catches a
person, such 2 person is bhooed by those watching. The
masquerade either flogs him lipghtly or gives him a knoek
on the head. To avoid being causht, people 2 run into
Tarms that have been harvested, and therefore, clear.
Masquerndes do not like running into such farms because the
dry yan tendrils lying here nnd there often bring them down

o the anusenent of the ~udicnce.

At dusk, the rasquerades return to their groups and
head for hore, <+he group first retires to the compound
of its patren. There the masquer~des 'ro hack' o the
antholes from where they crevrced. The mroup tankes stoek
of its takings and hands them over to the patron. While
the stock taking is going on, the patron refreshes the
members with palmwine. Latter, the menbers take turns to
host and entertain the group, This stope lasts into the
small hours of the morning. 4s the entertainment continues,

there is also singing nccompanied by instrurents.
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Some genernl yordsticks exist in dguata for ngsessing
artists, ond performances. The concept of a good
perfornance is multi-faceted incorporating such elements
ag the handling of the instruments, the length of the
song anl the wisdom expresscd in the contents.
Mellcwness of voice and how this merpes with the
instruments to achieve synphony also eount. Members of
the audience ususlly 4d¢ not speak out their judgements
on the spot, though ovotion or lack of it is n tacit
Judgement. During discuseions 27ter the performance,
such criteria as length ~nd qun~lity of repertoire, the
cohesion of the group snd the stens of the dancers are

vsed to pnss judgements.,

One of the hallmarks of a ;good artist is his ability
to play different roles. It is usual for ceach member

of a group to specinlize in cne aspect of the production -

gay the flute, rong, singing or dancing. There are,

however, some nembers who become perfeet in many aspects

and ecan be seen helping others in their narts during o
performance., So, much ns8 everycne spceinlizes in an aspect
of the total production, some peonple ean still stand out

in relief as the kingping of the rroup. Anyvedinanwa Njo
has a mellow volice, sings and daneces well, »nd can handle
many instruments. In her XEiede group, she stands out as
the best. Iikewise Mmaegbu Ohaeghu, a speceianlist in
nagquerades. He c¢nn dance and sing well for a long tinme
without losing his ¥oice. When he stops, the audience

usually asks for more., Kach artist strives for a situation



in which his absence would he felt in ony perforuanee.
There have been many a flutist of whom it heos been

said, "oja yo n'emebi ihie"; his fluting is bléod-

stirring. This is an asgestment which attests to the

high level of the flutist's performance,

Performances, however, have becen on the decline
both in finesse and regularity. One of the saddest
agspects of the intrusion of christianity into Igboland
is ite iconoclasm. This hns led to a2 near-violent
and total destruection of the traditional ways of life
and the foisting of Weatern life patterns on the people,
Today many have been 'schooled' in the whiteman's ways
which see Aguata culture as pagan and primitive.

According to Npugi, culture is:

a way of life fashioned by

a people in their collective
endeavour to live and come

to terms with their total
environment. 1In the

course of this crcative
struggle and progress

through history, there evolves
a body of material and
gpiritual volues which endows
that society with a unique
ethos. ©Such values nre

often expressed through

the pcople's songs, dances,
folklore, drawing, sculpture,
rites nnd ceremonies. 8
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When the material and spiritusl valucs which endow
the Teople with their unique ethos are distorted by an
extranoons set of volucs, the ethos of the people.
alsc becomes digtorted by the incorporation into it of
the new values. This is the situnticun in iguata today
where the effects of christian teasching nnd education
have threatencd the survival of the people'’s culture

and the art fornms sranating tnerefrom.

It is difficult to et children sitting behind.after
supper for stories. Ther are either going for Block
Rosory Crusndqu or watching television or listening
to the rndio. The women do not seern to hoave tine for
the children because they, tooy are engrossed in making
noney, since that is where the emphasis is now. The nmusic
that uscd to waft fthroush the nirht sky from the various
quarters of the society balming tired ncerves as people
rolled on their beds is now absent. The younﬁ boys and
girls whe used to make such pusic during their practices
no longer practise the art. Many have drifted to urban

centres =nd cime to the villages cnly at Christﬁms and
other festivals, Those 5till in the rural areas have
'outgrown’ such cultur=al nctivities because they have 'gone
to schnol'. The girls in their stilleto heoled shoes,
the boys in their pencil jeans ~ negntive £all cuts of
Western civilizgation - rre more interewted in digcos

and cincemea houscs,

Thig, however, is not saying that indicenous cultural

activities have died out in iguat-. They nre still alive




albeit on a2 scnle thnt is a2 pale inmare of the "Hast,
Of pecent, though, there has been a resurrence of
interest in inlirencus culturnl nctivities. The
¢civil wor sent nany people back to the villares.
With nc other place to escape to, pecple sought
reccurse in cultural lifewnys. % thc end of the
war, the dlrrion ¢~11 beénme "cultural revival,
Thig seens to be yielding fruit -s evidenced by the
nunber of new dnancc grouns enerrins an? the interest
of male youths in nesquerade cult. There is every
evidence thot if this new interest in our oririnal
ethes is palvenized and properly directed, there
nay be a recapturing of the past, if nct entirely,

at lerst to an apprecinble extent,
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"o Qbi ~ & centrally located reception hut in a

traditional Aguata compound.

Ishipwa =~

Uchu

a deityi

a strenn goddess ~nd supposed nother

snd protector of Unuchu.

Ogwupwu -

Izekoro -

Icheoku -

Columns -

A deity. The oriminal lecation of this
deity is unkown ~nd there nre nany
villares in LgUete thet took thedr

nomes ofter this rod.

a streen deity and protector of Achina.
n menre of masquernde whose oniy node
of entertainment is philoscphical songs

and satires.

yams -re stacked in barns in *eolunns
with c¢ne column containing about four

hundred tubers.

Harold Scheub, The Xhosa Ntsomi Oxford Univergity

Press (1975) p. 9

Richerd Priebe, Introduction In: Artist and

Audience: .. frican Literature as

a Shnred Experience. Selected

Progceadings fron the 1977
Lfrican Literatupe Lssonoglation

Meeting. Three Contlnents Press

L (1979) p. 4
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10. ze Grade: ..¢cordine to the nre rrade systenm,
peonle born about the sare peried
beloni~ to the s~re nize rrnde. People
born within a three ye~r neriod éan
belone £ the s re anre rmrode. lembera
of and are gradce sce themselves as
brothers and sisters. The systen
serves both cconorie end disciplinnry

functicns.

1 Cnll nut a nasquerade - In ..runta, it tantanounts
to desccerntion of the nrsquerade if
one says that a mon pute on the mask
to beeore a masqueradte., One can only
cnll out a masquerade. He dows not

hecerne one.

124 Interview with Nwanyiorie, nied about 75, on 29
Decerber, 1981, BShe snaid there were
80 many deaths nt the time because of
what she c¢alled 'iferenza'. This
I gssume to bhe 2 corruption of
'influenza'. The date 1919 was
arrived =t becsuse she srid that Eprede

started one yeor after the epidenie.

13 . D.We smeg, "o Soeciocultur~l View of Hausa Musical

activity" In The Troditicnnl .rtist in

(frican Bocieties Worren L. d'lLzevedo (Ed.)

Indiana University Press (1973) p. 156
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For a detailed reading on this see S.4h. Babalcla,

Gontent rnd FPorm of Yoruba Ijala, Oxford

University Press (1966)

£lan P. Merriam, "The Bala Musician” In The

Trrditionnl aprtist in ifrigan Socicty, p. 267

Nnna Erwu or Pantron of a rroun is the nman in

whcse conpound the mroup is bnsed.

Mnowu - This is the rost inportant cenre of
mnsquerade. lirowu torether with Achikwua
and Ayaka which perforn at night only are

the cncs which woren nre forhidden to see.

Nirupd Wa Thicfig'o, Honceonine: Issays on [Lfrican

and Crrribean Literature, Culture and
Polities. Heinenann Eduecstional Books

London (1972) p. 23

Block Rosary Crusade: This is a Roman Catholic
Church moverent which assembles people,
especinlly sdolescents and teenncers in the
evenings to recite the rosary. The venue nay
be a perticular compound or members nay take

turns to host the e¢venine prayers.



CHAPTER THREE

ANALYSTS OF SOME OF THE FOLKTALES

In analysing oral art forms from Agusasta, we are faced

with the question of content and form. The Princeton

Encyclopaedia of Pectry and Poetics defines form as

"the manner in which a poem is composed as distinct from
what it is about = its substance or subject matter.."/1

~But Boultcn Marjoric, in The Anatony of Poetryg, views

as improper any attempt to establish n clear-cut
demarcgtion between content and forr, as they are
complementary. Conftent and form are inseparable as form
enhances the quality of content while content imbues

form with significance,

Form in the perforning arts of the Aguata people
includes such elenents =8 word play, refrain, musiec,
dance, mime, repetition, dramatization, and all those
elenents which combine to give them gestalt -~ a stable
unity that shows that the art forms are not accidental
but represent the conscious efforts of the peocple to create
art. Our understanding of these apt forms as cultural
practices that perform multiple functions, hoth latent
and manifest, will help us to sec them as devices for both
sccial and civic acculturation in the society. The
structure and form of these art forms, play a major role

in this acculturation process.
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Oral art forms are cultural expressions of lived
experiences that become fully alive only in the process
of performance, with the result that any analysis which
fails to take cognisance of the social circumstnnces
informing them will lead to inadequnte understanding.
The ultimate form of a song or tale depends on the
expertise of the performer. /.And no two performers of

the same tale or song can produce identical performences.

Thig notwithstanding, there are still some general
characteristies observable in stories and songs on the
basis of which one can attempt an analysis of form which
here includes those aspects of 2 narration such as the
opening which are relatively permanent, and which a
narrator must adhere to in spite of his efforts to give

the tale his own imprint.

Stories in Aguata have a conventionalised beginning.
The narrator begins his story with the statement
"chakpii", to which the audience replies with a "woqQ".
The statement miptht mean nothing but its harranpuing
effect helps to capture the attention of the audience.
The opening also effords the narrator the epportunity to
impress on the audience his stature as a performer.
For example, when an experienced performer such as QObiapeli
Eze was starting her performance of "The Pot of Life"5

(A5), her rendering of chakpii was captivating.
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Immediately she came to the centre of the audience, shé
yelled "cha cha cha chakpiil" This novelty sent the
paudience rosring in response. The way she clenched her
fiet and threw it as if beating the air was dramatie,
Thia contrasted with the lack-lustre opening of “How
Skull Married the Most Beautiful Girl" (A1) narrated

by Ngozi Okpala, a form two student at o Brammar School.
Her opening was poor hecause she failed to adhere to
the conventicn. Even when she was corrccected nnd she
decided fo start properly, she merely routhed the
statement nnd did not dramatise it. Sc, much as there
is a conventional pattern of npening stories, how
interesting the opening is varies according to the skill

of the narrator.

Folktnles in Aguata do not have titles. But
titles are uscd in thig study for ease of identification
of the stories. I narrator usually identifies a story
by saying."I want to tell you a story sbout....", and
then menticns the subject matter of the story to \
complete the sentence., For example, "I wont to tell
you the story ~f how leprosy entercd the world." This
statement of intention often follows inmediately after

the opening "chokpii".

More experienced narrators like UgCchukwu Ezendu
withhold the statement of intention till later. They
incrense the curiosity of the audience by the usze of
'inverted repartees', We call them inverted repnrtees
because the replies of the audience to the nsrratne's



statements complement then rather than heing retorts,

arrator: Thie egbe nury
What was sired by a2 kite
Audience: Aghaghi ivu okuko
Must not fail to prey on chicks.
Naprrator: Nkita ny-ra akpa
If a dog slings his bag
Audiece: Nghi agwu n'?hia
Tacces will be exhausted in the bush
Narrator: ghin ibara vute ozu nza n‘nb9
The bush you enter and see two dead wrens.

Audience: Mara n'ihie n'egbu nza di ya

Know that what kills wrens is there.

Both the narrator's statement and the response by the
audience meke up one proverb. After making three or
four such statements, the narrator then launches into

his story by saying "I want to tell you...."

There are yet others like INkeonyere Lgbasiere who
prefer tongue-twisters to whet the appetite of the

sudience. Ayodele Ogundipe describes tongue-twisters as:

Words ar phrases designed to
test ore's ability in prapid
ennuncistion... Tongue twisters
are A gequence of intentionally
constructed words ~nd phrrses,
sometimes alliterative, and
difficult to ennunciate

guickly because of a multiple m
of similar consonantal sounds.



~ 65 -

These tonpue twisters serve to arouse the interest of
the audience before the narration itself, Nkeonyere

used the following tonpue twisters:

Pia mrbabe plakwasa mpgbabe
Pin nphbusi pinkwnsan arbusi.
Crush the white ant crush the white ant again
Crush the hlack ~nt srush the black ant arain.

~

Ayl gara nrbha n'Oban Oba hin mpgha hayil
We went to wrestle at Oba Oba people canme

toe wrestle at ur honme town.

Nwanyi n'eri arwa n'afu arwa n'aboiri apwa
ada.nlikwu
The won@n whe eats besans, 'r ws beans and

nddg gnil to the root ”f‘HCﬁnSn

These inverted repartecs and tonrue twisters
contribute to the linguistice development of children who
are rrodually beine intr-duced intc their lincuistie
cormmunity. In opder to develcp the child's speech, the
tonsue twigtcrs concentrnte on such difficult consonant

combinations as 'H', 'kw' 'nw' 'rw Tonrue twisters

therefore help in gpeech trainine,

There is also a conventi~nnal way of endinp a story.
This closing pattern, thouph, is n't an escppe route
for a narrator who fets strok in the niddle of a narration.
The closing staterment nust come at the end - f the story

when the narrator is expected to say "Thie nkukca

n'emoshi ayi bu....", "what this story tenches ns iseee."
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This is followed hy the moral derivnble from the story.
The closing statement acts like the fall of the cuftain
in o theatre shubtins the audicnce off the make-believe
world of the story. Once a narrator has concluded a

story any other person who has a story comes to the centre,

One of the factors that inhibhited a full appreciation
0f the aesthetic qualitics of c¢ral tales was the view
that they were naive tales of monsters and simplistic
explanaticns uf natural vhenonens an? the oririn of
thinrs. The Weatern world in particular held the view
that "good literature has dinmensivn and depth while the
African folktale lacks degcriptiom ond therefors
dimension"5. Such a comparison is misleading because
the baslig of the assessment is written literature such
as the novel, or short story. The folktale is an
entirely different senre in which deseription is both
aural and visual. With bedy movements, tonal and
facial inflections, speech rhythm, a narrator describes
character, setting and situatkon. Description is also
achieved by the use ©f repetiticn, names, imagery,

narrative description, exarperation, proverbs and idioma.

When Qbiageli Eze wanted to describe distance in
"The Pot of Life", she said, "she trekked and trekked
and trekked", or "she nassed seven towns and seven wilds,
seven towns and seven wilds, seven towns and seven wilds

until she came %0 a place inhabited by skulls”.
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This repetition also suggests the wecariness of the

traveller as a result of the distance traversed.

Names of characters can also be descriptive in
Aguata tales. At times they describe the themes of the
stories, In "The Pot of Life" we have such names as

-

"Onyemaechi", Who Xnows Tomorrow, and "Ezhiokwubundu",
Truth is Life, Onyemaechi's name describes his attitude
to life, as is borne out in the story, while the
heroine's name, Ezhiokwubunde, reflects her character

and the moral of the stoery.

Equally in "How a Man Drank One Keg of Palmwine for
geven Yecars" (A6) a name is used to describe the theme
of the story. Ojembaenwilo, a Traveller Should not Have

Enemies, the name of the hero synchronises with the
message of the story. The name "Anyanwu", Sun, is given
to the girl in "How Skull Married the Most Beautiful Girl"

to describe her dazzling beauty, while "Ogechi", Gods Time
is the Besgt, is the name of the good woman in "How Leprosy

Entered the World" (4£%). 1In all thesec cases, the outcome
of the events confirms the general view expressed about

such names,

In "How Leprosy Entered the World", for instance,
the good woman, Ogechi, goss about her duties oblivious
of her co-wife's Jjealously. She is satisfied with what
she has and rejoices at other people's fortunes., At the
right time she is rewarded with fortune and becomes rich
while her jealous co-wife and her uncouth son are

punished. The descriptive nature of the names apart from
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enhancing description in the storics also teach
children that names are given for effect znd that people
should try to live ®p to the names they bear.

Proverbs and idioms may also be descriptive.

According to Obiechina,

Proverbs are kernels which
contain the wisdom of the
traditional people. They

are philosophical sand moral
expositions shrunk to =~ few
words, =znd they form a
mnemonic device in societies
in which everything worth
knowing and relevant to
day-to-doy life has to be
committed to nmemory. OFf
their nature, they perform

an ideclogical function

by making available the

ideas =and values encapsulated
in these mermorable and easily
reproduced forms,.6

When a narrator uses proverbs, he is therefore
merely invoking the collective imaginetion which
"eagily understands the link between the literal surface
snd the undérlying nllusive amplificntion which etches
the experience in relief by Justapcsing it with another

which hcars a stamp of apprOVal."7

In "The Pot of Life", when the head of the
titled men arrives at the house of Onyemacchi, his
host apologised thet "Anyasu ataana oji", night has

eaten kolanut. This literally means that the darkness of



the nirht hnas nade it inpessihle to start loocking for
kolanut., #%his, however, is an idiomatic and polite
way of aprlorizing to a puest for the fact that theee
ie no kolanut - a symbol of hospitality in the culture of
afpuate, The head of the titled men then “hrourht

down his mission whieh he broke like "Nsurbe coconut" -
an idionm which shows that the spesker went straicht

to the point. Onyemaechi says to Ezhiockwuhundu "1
have neither yams nor cocoyang", which is a proverd
used to remind the Ristener of the poverty of the
speaker. In ..uata, the wealth of a man is mensured
in terms of the size of his yar barn. Tzhiokwuhbundu's
nother “lesses her ﬁy sayinr: ' "The sky will not trip
you, nor will the earth trip you". This is a prayer
for the safety of the traveller. The diviner talks

to the titled men in nroverhs, He first tells them:
"What you are lookins~ for in the cciling rafter is in
the floor rafter", which nenns that what they are
gearching for is not for from wheére they are. He also
orders the head of the titled men to "raise his right
lep", which implies that the r~irl they are lockineg
for is very close to the man and can “e found on the

rirht hand side of his compounad,

Other mnemonic devices abount in these stories,
Mnencnic devices nare pithy statements whieh act as
menory naids either because of their firarative nature

or because they rely on collective imarination.
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The hero, OJjembaenwilo, gives weary wayfarers wine to
"aall down" their throats. This implies that the
wayfarers are fired, thirsty and in need of drink.

In "The Pot of Life", when the chief becomes geriously
il1l, the narrator deseribes the situation in two
idiomatic ways. First she says: "It appesared as if
death was pricing him". Then she says: "When he was at
the mouth of death". The use of these idioms and proverbs
in the stories help to train children in the art of
spicing speeches with idiomsg and proverbs, Among the
Aguata people, effective use of proverbs is a sign

of wisdom and ability to speak well.

Some narrators use ideophones to make their

gtories more captivating. According to Fhilip Noss,

The ideophone is a descriptive
werd that, unlike the adjective
{(which only describes an item),
creates an emotion. I¥ creates
a picture; it is sensual,
enabling the listener to
identify a feeling, a sound,
colour, texture, expression,
movement or silence through
his owi: senses.8

The narrator of "How Leprosy Intered the World" renders
the sgtaccato steps of the gpirits as they dance to

the tune of the boy's song while pleading with .
Ezedimuo thus: "Igbampitirmpiti igbampiti”. This has

no meaning outside the sound which conjures the c¢lumsy

ateps of the spirits as they rush to dance the boy's song..
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The bad boy resets to the overpowering stench fronm

the spirits by nakin~ the sound "phun phun".

Narrators also resort to nore eonventional
descriptions of charscter, settinr and situation., In
the story of "How Lenrosy Entere? the World", Umochukwu
beran the story thua; "Onee upen a tire, a ran martied
two wives. Cne of them wns contented with what she
had. The other one wrs a wicked woran to such an extent
that her nates called her raw cocovam or whitlow".

Nrozi Qkpnla who performed "How Skull Married the Most
Beautiful Girl", started with: "Once upon a tine, there
was a very beautiful ried in & villame. She was so
beautiful that her parents called her Sun". This type

of description:. sets the stare of the story. Narrative
descriptions may make a story dull and aesthetically
unsatisfactory, but when a narrator combines it with
nares, actiovns, and idécphones to present a composite
whole, as hapnened when Nkeonyere .Lfibasiere performed
"Show and Steady Wins the Race” (.B), it adds to the
overall heauty of the perfornance. sfter narratively
settin~ the stame for the contest, and after creatinpm
the inare of the tortoise 28 the underdor, she hrirhtened
the performance with her voice rodulation te mindamke..
intelope tauntini: Torteise: "Come on it is time for action.
This is not fellin~ Irnkn trees with the tonrue". After
her demonstration of ‘ntelope mallopin~, she hent down to

act Tortoise's sony; "Mpnlia rhasibenike, &rhan ije eme

ihie ©zo"%
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The stories reflect aruata society and its helief
systems, +« typical political structure is portrayed
in "The Pot of Life". The characters include the chief,
the diviner, and the titled men - the three tidrs of
Aruata political set up. The ngg titled men form what
could be termed the council of elders who take important
decisions for the society. +heir leader is the one who
has taken the third and hirhest title first. In the
story, when the chief becones seriously ill, the titled
men meet to decide what to do. Ther lecide to consult
the oracle throurh the diviner who tells them what to do.
Their leader roecs imnediately to Onyenaechi, the father
of the rirl whe has been found worthy to run the errand.
Because the titled men speak with the authority of the
comnunity, Onyemaechi cannot refuse his daurhter's

permigsion to run the errand.

We also encounter a typical day in the life of
an Liuata fanily in "How Leprosy Entered the World",
During the farming season, rost of the day is spent
in the farm, which is usually far fron home. Once
hack Prom the farm, the family prepares and takes supper
and retires for the day. .part from showinr the daily
life of a typical family, the story also shows the
structure of a polyram~ug home. The nan duilds a hut
for each of the wives, and stays in his own hut often
built directly bhehind the g:i.w. fach woman fends

for her children and is resnonsihle for their upbringing.
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Some of the stories are set in a fairy world in
which facts become blurred with fiction and the
supernatural become more predominant than the natural.
Distance between God and man is only spatial and can
be overcome, as we obgerve in "The Pot of Life". 1In
these stories, Apuata people set up 2 world in which
the living, the dead, rods, spirits and animals not
only interact but also influence one snother. This
world is, in turn, partly a reflection of the Aguata
world view with their strong belief in spirits, witches,
magic, and communication with the gods and ancestors
through divination. This helief is passed on to the
growing generation throuph being constantly upheld in

the stories.

So, in the tales, a variety of representatives of
apparently different worlds meet. The category of these
representatives consists of human beinpgs who interact
within a contemporary real environment with sll the
characteristics of the people's culture. A good
example of this category is found in "It Could Have
Been Worse" (A9). The hero has achieved fame because
as a youth he represented what the community calls
'a good young man' - he is a brave warrior, hunter and
wrestler. Ih spite of all these personal achievements,
he is still a humble man whe practiees his religion
with zeal, sacrificing to his personal god as appropriate.
There is also the wicked chief in "You Reap What You Sow",

who, 1living within his cultural environment, acts contmary
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to the mores of the society and pets divine
punisghment. The human realn is also peopled by titled
men, women, hoys and (irls - Loth good and bsd. There

are also beggars, princes, slaves and diviners.

4 second category of these representatives is
made up of supernsatural creatures which are capable
of miraculous feats only possible in a magical and
fabulous world. BSome of these supernatural heings are
encountered in "How Leprosy Entered the Worlid", and
"Phe Pot of Life". In "How Leprosy Entered the World",
Lzediruo, the king of spirits rives the good poy s
mafical pot which, when broken, fills the compound with
wealth. To the bad boy he pives an equally magical
pot which brings diseanses and death to the family and
humanity when it is broken. In "The Pot of Life", the
spirits whe enjoy the heroine's beneficence give her
some marical weapons that facilitate her quest.
Among, this group of characters we also encounter the
great God, - Chiukwu- who lives on high with his
gservants. We also encounter personifications of human
parts such as skull, lep, teeth who 1liVe independently
and even marry wives as happens in "How 3kull Married
the Most Beautiful Girl". Spirits live in coffins as
in "The Pot of Life" and hold meetings at nights as in

"How Leprosy Entered the World",

A third group is the aninal world in which animals
are imbued with human qualities. They live and act like

human beings. Tortoise in "The Basket of Wisdom" has






