CRAL LI TERATURE AS A MEDI UM CP EDUCATI ON
(The Case O Aguata Oral Literature)

BY

EBUBECHUKWU BEN S.  ANYAEGBUNAM

A THESI'S SUBM TTED TO THE PGST- GRADUATE
SCHOOL, AHVADU BELLO UNI VERSI TY, ZAR A
I N PARTI AL FULFI LMENT OF THE REQUI REMENTS
FCR THE DEGREE OF MASTER OF ARTS
AFR CAN LI TERATURE

DEPARTMENT CF ENGLI SH
FACULTY OF ARTS AND SOO AL SO ENCES
AHVADU BELLO UN VERSI TY

ZAR A



MAP OF AGUATA

LGA SHOWING SOME OF THE TOWNS
THE AREA OF FIELD STUDY

LEGEND
Fedaral Road

—— — Access Road

e Towns anda Yillages
& Study Area

SCALE
0 15 30
1 Ll

p

.,\'

/

-

Njikoka ./

g

/

//. |
/ J/'- o

\

MAP CF NIGERIA SHOWING
ANAMBRA STATE

- — e —

Awagu



ii

DECLARATION

I HEREBY DECLARE THAT THIS THESIS HAS BEEN
WRITTEN BY ME AND THAT IT IS A RECORD OF MY OWN
RESE.RCH WORK. IT H.4S NOT BEEN PRESENTED IN ANY
PREVIOUS APPLIC.TION FOR A HIGHER DEGREE, ALL
QUOTATIONS ARE INDICATED AND THE SOURCES OF
INFORMATION ARE SPECIFICALLY ACKNOWLEDGED BY
MEANS OF REFERENCES.

BEN ANYAEGBUNAM



144

DEDICATION

This work is dedicated to three women:

Theresa Umenwa .inyaegbu, my mother; Magdalene
Uduchukwu Obiakor, my eldest sister; Ihezikanya
Abaliagwughinigwe Onye Uwaoma anusi Obiagwu my
mentar- the threc women who,in many ways,
contributed to my educﬁtionql ascent, and boldly

demonstrated unqualified love for me.



iv

ACKNOWLEDGEMENTS

This work is the collective effort of many people.

It is a credit to my supervisor, Dr. Aderemi Bamikunle
without whose patience and unassuming nature much

progress would not have been recorded. My sincere

gratitude also goes to Dr. Emma Odumuh who spared no efforts
to ensure that this work is completed. To colleagues

and friends such as Sani Abba Aliyu, Sunny Ogede and

Steve Abbah, I owe immeasurable gratitude for making
available some materials that sharpened the theoretical focus
of this work. I am also eternally indebted to Dr.

Dr. Mbulelo Vizikhungo Mzamane for all that he did to
encourage and steer this work on the right path. His
readiness to discuss this work even along the road and under
trees was a welcome catalyst.

With sadness and a great feeling of loss I express my
gratitude to the late Madam Thezi Obiagwu. My interest in
folklore studies could not have been sustained but for the
generous contributions she made towards my initiation into
the masquerade cult. To my father, Fabian Anyaegbu, I owe
all my achievements. I pray earnestly that I will be able
to repay him for all the deprivations he suffered so that I
could achieve this much. To my wife, Ngozi, and two sons
who came to complement the work, Nnado and Ugonna, I am

highly thankful for their forebearance during my long absencese.




To such people as Marcel Obiagwu, Lawrence
Ononuju, Isaiah Eboh, Vincent Okpala, Mmaegbu,
Anyadinanwa Njo, Elizabeth Ezecoguego, Mmuoneme Oria Laa
Ofeke and others too numerous to mention, I extend my
sincere thanks for their cooperation to ensure the

success of this work.

For the neat typing of this work, I am indebted
to Mr. Appolos Ikeya of Information and Publications,
Ahmadu Bello University, Zaria for a neat, fast and

efficient work.



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.
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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



- 38 -

‘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



- %9 -

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:



- 48 -

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.



- 62 =

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.
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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
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a wife capable of making the 'larrest baskeﬁ' in the
world. The shrew in the smme story is a winetapper.

In "Slow and Steady Wins the Race", aninals argue

among themselves and even devise a competition to
resolve an arpument. They have a market called
Orieymuanumanu. The antelope rallops and other animals

alap for him. He even takes snuff,

Performers usually introduce the characters in
the narrative by sex and are. They are either good or
bad, wicked or kind. In the openinsy sentences narrators
gset their characters in their roulds. However, they
do not only draw their charscter sketches verhally.
They also use hands, and at times legs, to etch out the
stature snd structure of their characters. When there
is a meed to recapture the thundering voice of the
great God, the prowl of the lion, the childlike speech
pattern of the tortoise or the nasal tone of spirits,
narrators use voice modulation. They also ermploy
other histrionics to bring these characters to life.
Chiageli Eze used miminp effectively to create the
picture of the spirit freezing from cold in "The Pot
of Life". Bhe had to tuck in her stomach and almost
bend double to paint the picture of the spirit dying
of hunger. Lzinwanne Cbiapwu, in her performance of
"How a Man Drank One Key; of Palmwine for Seven Years"”,
demonstrated the novements of the weary men with whom
Ojembaenwilo shared his wine. The eidetic quality of
niming aids the imarination of the audience by vivifying

the characters and scenes. It therefore enhances the
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reality of the story, helvps hold the interest of the
audience and adds to the hesuty of the ovorall
performance. It also helps to facilitate the

entertainment and aceulturation functions of the stories.

Modulati®n was alsec employed by Qoiapeli Eze to show the
thundering voice of God. When she coame to the part of
spirits, Ugochukwu Ezendu closed her nostrils with her
fingers sc that her voice would sound nasal as she
performed the part of Ezedimuo in "How Leprosy Entered

the World".

The limbs, cspecially the arms, also come in handy
in characterisation, They are used to demonstrate
size. The narrator of "The Bagket of Wisdom" (A7) used
her arms to show the size of the larrest basket which
the wife of Tortoise had nade for him., The arms are also
used to imitate the movements of anirmals. Nkeonyere
used her arms to demonstrate the palloping of the
Antelope and the slow and clumsy movements of the
Tortoise in "Slow and Steady Wins the Race". Narrators
also use other body gestures. At times strong emotions
are reflected on the flace whilc the eycs can be used to
show anger. The visual denonstrations strencthen the

verhal portraits of narretors.

The characters are part of the narrator's vehicle
for commenting on the society. They are representatives
of the human socicty who act out the human foibles in
the storieg. This is why anirmal characters have

anthropomorphic gualities. Thus dressed in human garb,
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they are presented as nirrorainnyes of the human
socicty. They demonstrate those traits and hehaviour
the socicty approves or disapproves of. Having
presentcd the malefactors and their malficence in a
protesquely exagrerated manner, the namrator shows
these characters outwitted,. or ridiculed to such an
extent thnt they are 'tamed' thereby pointing out to

the audience the danger of following in their footsteps.

The usual namnelesgsness of most of the characters
indicates their representative nature, BStories
achieve their objectives of cducsting while entertaining
throupgh the agency of thesc characters. These
characters objectify the themes throupgh their actions.
Through these actions, and the rcewards or punishments
they set throuph them, They uphold the society's
views of such actions or traits, thereby passing on

such views to the children.

In "You Reap What You Sow" (i4), the chief
represents wicked rulers who, perhaps bhecsuse of
their good circumstances, despise and maltreat the
poor. He is stripped of all human qualities when he
plots to e¢liminote the harmlcess hegpar. Hig evil
machinctions hoomeranr. The viper kills his son instead,
and he slso dies henrtbroken. The outcome of the
events oundly condemns the trait which the chief
represents, theroby discouraging the children from

developing such anti-social traits.
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The characters in "How Leprosy Lntered the
World" derict a typical polywamous sctting with all
the rivalry ~nd jealously. Two women and thelr two
song arc pitched in the strugrle. The first group
of Ogechi and her son is good while the other group
is jealous and bad. Opcchi brings up her son properly.
Her co-wife, who reprcscnts the stock of jealous
co-~wivcs, is wicked. Her charactcr influcnces her
son, who grows intc an uncouth nnd rrecdy youth.
Thesc qualitics lead mothour and son te perdition. The
humility and truthfulncss of Opcchi's son lead him
and his mothcr to rood fortune, true fto Opechi's

name which means "God's Time is the Bast".

In "The Pot of Life", the hceroine is an example
of a pood ;mirl. Her sterling qualities qualify her
for the task of travelling to God's home to bring the pot
of lifc. She runs the errand successfully. 1In the
end she is elcveted from her position as the daughter
of a poor winetapper to the wifc of a prinee, Her

parents ar¢ equally elevatced.

The plots in the storics are episodic with the
hero or villain forming the main link b tween the
episodcs. However, much as the plots nre episodic,
ecach of the e¢pisodcs rciterntes the theme of the story.
In "How = Man Drank Cne Ec of Palmwine for Seven Years",
for instanec, therce arc three episodes. The first

episodc shows the man doinm nood #hile the lost two show
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his rewards for his rood deeds. ¥qually in "The
Pagkct of Wisdom",therc are three episodes. The
first establishes the avarice and conceit of the
Tortoisc. The second episode puts his intelligence
to a test, which he fails. The third deflates his

pride and brings him to ehnare,

The first episodc in "The Pot of Life" begbns
with the first visit to the oracle ond culminates in
the discovery of Ezhiokwubundu. The episode
cstablishes the fact that food choracter is highly
valued in the socicty. The next brief episode
conmpriges the dinlorues bhetwecen Onyemacchi and the
head of the titled men on the one hond, and Onyemaechi
and Ezhiokwubundu on the other. This episode is
important; Ezhiokwubundu's reply to her parents
portrays her as a humble and obedient pirl who is
thus qualified to undertake the HJourney. Subsequent
episodcs expose the heroine to tests which she over-
comes by virtue of her strenpgth of character. The
climactic episode occurs when she encounters the two
spirits who emerge from coffins and nsk her for her
yan and cloth. BShe gives them what they ask for,
They then rewnrd her with the magicsl tools that
facilit~te her Jjourney. The final episode is the
recovery of the chief and the roewzrd of the heroine
and her parents. The story runs into ten episodes so
structurcd thrt coch contributes towards the advancement

Of thc ‘the::’lb.
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The themes from which the lessons and, indeed,
the functions of these stories derive are often not stated

but always revealed through the actions of the |

dramatlg_personnai, These themes may be domestic or
sodial, Oﬁ the domestic front we encounter the
relatiohship'ﬁhét obtains in a polyg&moul! home. We
also encounter the harsh treatment meted out to orphans
By their stepmothers, For examplei in "How a Motherless
Child Got an Udala Tree", we encounter an archetypal
stepmother who ensures that her children are well-fed

while the step child is virtually starved. She |

demonstrates the heartlessness characteristic of some

stepmothers when she sendg the orphan to go and collect

fruit from hig dead mother. As usual, the boy goe;

to his mother's grave to cry. ' ,  w
Social themes cover behaviour which the socieLy

approves of or abhors. The socialization function of

the stories is thrust forward by the actions of the

characters which are fundamental components of the tales.

"The Pot of Life" deals with the theme of the
proper upbringing of children while also emphasizi;g
the reward for being a good child. The story opens
with the problem of the chief's illness which is |
compounded by the divination that only a humble,
obedient and virgin girl can go to God'e housc to hring
the pot of life which alone can make the chief recover.

After a very long sesrch, the right girl is found.
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Her humble parents have brought her up well. In the
course of her mission, her character is put to several
tests which she overcomes. The first test she encounters
is when, tired and hungry from long trekking, she reaches

a place inhabited by skulls. One skull tests her for
greed by asking her to eat up all the delicious dishes
around sincc the owners were not at home. She rebuffs
this temptation saying in a song, "I'll not eat food
meant for another so that what should happen to another

should not happen to me."

Her chastity is also tested by the comely young men
who want her to sleep with them. They promise to make
her the wife of their chief. ©She overcomes again.

Her last and climactic test comes when two spirits ask
for her yam and cloth. Her sympathy for the hungry and
freezing spirits make her oblige. She is instantly
rewarded with the magical tools that facilitate her
mission. On accomplishing it, she becomes the wife of
the prince while her parents arc also amply rewarded.
The message that good upbringing and strength of
character are essential and often lead to a happy life

is thus delivered effectively through the events in the
story.

"You Reap What You Sow" (A4) and "It Could Have
Been Worse" (A9), condemn wickedness and jealousy.
The pattern is the same. The chief in "You Reap .
What You Sow" is first shown as wicked when he begins
scheming to kill the harmless blind beggar. He executes
his plan but it backfires causing the death of his

only son.
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-He'dies of heartbresk while the beggar lives on to
continue with his song. In "It Qould Have Been Worse¥
the brave hunter is saved from the evil plans of the
three young men who are Jealous of him. These men cut
each othcr up in a fight that erupts among them when
they suspect treachery among themsgelves, thereby proving

that such negative emotions as Jealous¥, can be destructive.

Condemnation of pride and conceit is the theme of
"Slow and Steady Wins the Rch“ and "The Basket of Wisdom"
(A8). In "Slow and Steady Wins the Race', antelope is
| cocksure of victory in a race with the shhggish tortoise.
To all spectators the result of the race is a foregone
conciugion. Filled with pride, antelope stops for a
rest along the way, convinced that tortoise is still far
behind., After resting, he resumes his galloping towards
the finishing point. There he is shocked to sec tortoise
acknowlegging cheers from other animals and having the
lagt laugh as the winner., "The Basket of Wisdom" opens
with tortoise so conceited that he wants to collect all
the wisdom in the world into what he callsg the largest
basket in the world. 3Satisfied that he has collected
all the wisdom into the basgket, tortoise sets off with
the basket on & journey to a place where he will remain
alone as the only wise being in the world sc that he can
cheat anyone he deals with. His conceit is shattered
by the dimunitive shrew, who teaches him how to croas
the fence with his basket. The message is rubbed home

by shrew's sarcasm. "Our master tortoise, the wise one
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why have you been fooling yourself for the past three
markets?" The shrew follows up this Sarcas? by esiving
torfoise the solution to his problem. Tortoise has no
option but to accept that he still has something to
learn. In these two stories irony has been used to

direetly condemn the anti-socinl traits.

A sub=theme that runs through some of the stories
is divine intervention in the affairs of man. There
are instances when the people have to seck recourse to
oracles to know what steps to take. 1In "The Pot of
Life", the oracle is consulted for direction. In
"You Reap What You Sow", the new chief refuses to
ascend the throne until he has consulted the oracle
to know why son and fath~-r died. In each of the cases,
the oracle proves a source of guidonce. The girl who
is appointed fn "The Pot of Life" runs the errand
well while in ~ "You Reap What You Sow", the secret
behind the sudden deaths of gon and father is revealed.
This emphasis on the oraele being a source of direetion
is to induct the audience into one of the cardinal
beliefs of the traditional religion - belief in the

veracity of divinakions.

These themes are part of the means through which
these stories perform their dual funetion of entertainment
and socializeotion. While being entertaincd, the

audience is also heing socializcd or educated.
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The two functions are carried out simultaneously. The
songs, dramnties and other histrinnNics employed by the
performer s well as the humorous nspects of some of
the events in a story provide the entertainment.
Poetie justige - evil punished and good rewarded -
fenturcs often in the stories. The educational or
socinlizntion function hinges on this poetic justice.
All the aspicts of » performance which entertain help
to sustain the interest of the audience. Around them
is woven the mesh of plot and themes. These are the
real actions of the stories, nnd thesc are what carry
the messages through which the audience is educnted.
These anctions stem from the functions of the dramatis

personn®. .

Propp describes function ns "an act of » character,
defincd from the point of view of its significnnce
for thc course of ﬂction.“ﬂq These nctions of the
charncters are often structured in such n way that at
the end of the story the messnge which performs the educntional
function is delivered. Viewed as a whole, thereéfore, the
content and fform of a s=tory have a synergetic relationship.
They combine in a unity of purpose which is to educate
while entertnining. /it the end of the story when the
villain is punished and the good hero rewarded, the moral
of the story, which is always the view upheld by the

society, is passed on to the audiencec.
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CHAPTFR FOUR

ANALYSIS OF SOME OF THE SONGS

Songs presented in this study represent a tiny
fragment of the Aguata folksongs. These songs
constitute an important aspeet of everyday life among
the people. They perform various functions ranging
from socialization, entertainment to social control.
Thgse songs perform their various functions through a

unity of effect between their form and content.

Form here includes such elements as genre,
repetition, versification, rhythm, stanzaic form and
such other structural devices which the performer employs
while executing hie art. Bince sotg performance in
Aguata is often combined with instrumental music, such
elements as chordal sequences, melodic patterns, and
vocal tones all combine to give form to a complete song.
It is, however, pertinent to state that the form of a song
cannot be seen as rigid, as the eventual form of a song
is determined by the performers. Form is the mould
into which the artist or performer pours his material -
subject matter or theme. In oral performance, this form
i8 fluid. This notwithstanding, there are some general
characteristics of the songs which will help in our

analysis of form and content.

Some of the songs like Egede (B6~7)are rendered
in a narrative form. The poets sing about serious

issues in a series of sclo declamations Founded off Wye.
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refrains from the chorus. The poetic lines correspond
to the brentizggethe performer. This, however, is
fluid ns the iden the poet wants to expound may
influence the length of a line. Th orddr to keep
within the general rhythm of thc performance, the poet

contracts some words and speaks the line faster.

"Mp enye ghi ybi" becomes "M'enye gh'ybi". It is
therefore correct to assume thnt the breath pauseg of
the poet adapts itwelf to the rhythmic needs of poetry

and not vice versa.

The poets begin with invocation:
Qra kam nna pdn cgwu
Qra kam naa oda egwu
Public let me take permission for my song

Public let me take permission for my song

After the invocation the poet declares her credentisls
as a top performer and states her intention to ging
about her exploite in music. The song is divided into
three stanzas of unequal length. Their unegual length
reflects %7 the stnges of development of the performance.
The first sizteen-line stanza is Jjust the invoeation
and statement of intention. This is followed by the
second stanza which is almmst double the length (29 lines)
of the first., By this time the bad is in top form
and she declares:

Olum sara nye ngbat31

Agbatn leleerem si edi mma

Amaronu nw'Aihuknekwe

Onaha nghqgotcg'
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The ¥oice I washed and showed to the audience
Phé audience heard it and said it was good

Amaronu, daughter of Ahukaekwe

It has started coming up gradually5

The third and concluding stanza runs into 101 lines and
contéins the essence of the performance. The second
Egede (B6) follows the mame three stanza pattern. The
firgt stanza is 49 lines, the second 16 while the

last is 68 lines. The end of a stanza is marked by a

break during which the singer remains silent while those

handling the instruments take over the stage. Each
stanza begims with an invocation which helps the singer

get back into the performance rhythm.

Some of the songs have a sustained non-stanzaic
form. There are yet some in which there is antiphonal
collaboration between cantor or soloist and the chorus -
which Nketia c¢alls "call and response"4. The structure
of such gongs derives from the alternation between the
two.,

The antiphonal call and respnnse form features
in "Ijeregwu" (B1}. The cantor begins with:

Cantor: Welite olu na chi cjie iya

Raise your voices for night is falling

iya, and the chorus replies with "ijeregwu i jeregwum".

This pattern continues till the end of the song when

the chorus sings the refrain twice or more to

signify the end of the song. The cantor repeats iya

at the end of each song line. This serves two PUrposes.
First, because a song line may be longer than others

as a result of the idea(s) it is expressing, the
expression helps the line to fall into the general

rhythm of the song. Another is that it helps the chorus
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to know when the cantor has ended his line so that

he comes in appropriately to avoid discordance.

This eall and response strueture is also the
pattern of "Rich man with Big Paunch" (B2). At the
beginning, both cantor and chorus sing the refrain
together, Then the cantor.breaks off and sings

three lines:

Nwata nwoke b'anyioe
Nwata nwoke b’anyioe

N'ekele kwem gi kele chim oo (B2, 3=5)

Young man of our town
Young man of our town

I salute you and salute my personal god

and the chorus responds with the refrain

K'anyi naa ?ﬁalanyatoloaf? k'anyi naa
Let's go rich man with big paunch
let's go.

The two examples cited above are all masquerade
songs, and therefore, an a2ll male affair. But their
antiphonal structure is also obscervahle in "Ikpem" (B8),
a satire performcd mainly by females. The solo

opens the song with:

Agboghobia gara iza Jjiakwu

Chetckwe nkwa ikwerc okoro (B8,1-2)

The young girl who stole cassava

Remember your promise to young men
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and the chorus follows up with the single line

"E-ee c¢e iynhee cee ce eec iyahee", These socunds may
be uninspiring to the resder, nnd they literally mean
nothing outside their idcophonic congt-tions. But they
bring about a rhythmic bnlancec in the song. Moreover,
the vulgar conot~tion of 2 woman shamclessly opening
her laps which "iyahee" conjures rcinforccs the aura

of repugnance which the song nims n~t building around

the behaviawpr being sotirized.

‘nother featurc prevalent in some of the songs
especially in the two Ichecku songs is rcpetition and

cross - linking. /.ccording to Hodza,

Cross-linking is n structurnl principle
which may be ured to form a verse out of
successive lines by the repetition at the
beginning of s line nn clerent found at

>

the end of the line preceeding”,

In Icheoku (B11) for instance this linking is evident.
The satirc is built around two statements between

cantor and chorus:

Cantor: /'nam eje
Chorus: Ibiara c¢lem
Ilere rmmowu ilere ikorobia
L P

Cantor: anam cje uka (311, 1-4)

Cantor: Do I go?
Chorus: If you come to watch me
You see mngquerade and see youthfulness

Cantor: Do I go to church.
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Both cantor and chorus alternatély repest their parts

of the refrain while the cantor alsco knits in the lines
that contain the message of the song. In this
particular song, the lines of the chorus complete the
senge of the lines of the cantor. In this way, the
linking device helps to advance an idea by extending it.

While performers use these various forms for their
songs, there are still some other devices which help

to give a song performance its textures Like a folktale
narrator, a singer employs histrionics to give

dimension to his performance. To give the aura of
the voice of spirits, masquerades use mirlitons. A

nirlitoni is a membraphone that modifies the sound of
the human voice. As the masquerade sings, the
sympathetic vibrations of the membrane of the mirliton
act as amplifiers and colour the tone with a buzzing
ngsal timbre, thereby giving the masquerade's voice an
eerie guttural touch. Miming and bodily inflections

also gome handy. The rhythmic movement of the body in

tune with the instruments and veice, hand clapping

and feet stamping and use of language all contribute

to the form and beauty of a song.

Language in Aguata songs is highly contrived and
quite different from what obtains in everyday speech.
This difference is e¢ssentially because the melody of
the song imposes its own requirements on the language.
There are also many words that appcar mcaningless
when reduced to writing but whose meére sounds are

ideophonic enough to suggest the ideas intended in the

song.
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Such suggestiveness gives a non=-verbalized dimension

to both the song and the overall performance.

The chorug Eee ece iyahee, eee ee ee iyahee which
occurs in Ikpem (B8), as mentioned earlier, means nothing outside
the context of the song. The song is a satire ¢n
sexual misdemeanor. While singing the refrain, a
chorugs of three girls or more would clap their hands,
nod their heads up and down as a sign of accepting
a man's passes, open their thighs from the knee and shake
their waists a8 in sex act. These demonstrationg reinforce
the intension of "ee" which c¢an mean yes in Igbo, and
the "iyahee" which approximates s vulgar way of saying
"open the laps". The combination of the refrain and
dramatization emphasize how morally loose the object

of the satire is.

Apart from dramatization which folktale narrators
also use, singers use figurative language and
apostrophization. Language in these songs is therefore
lofty. In Egede, the singer uses simile while
refering to a man as:

Oje ka polishi nw'iwe n'ewe (B6, 59)

One that walks like an angry policeman.

Apart from straight forward use of simile, there is
constant comparing of one person to another. Thisg
type of cecmparison comes in the form of rhetorical
questions, and is n devicc used when attempting to

establish the superiority of the personality to whom




the singer is refering:
Oje adi ¥a Mbaike nw'Ezenkwu
Ude ayi.. n'ede na mba
Lje akpoya Qkwamma nw'ikuana
Ude ayi n'ede na mba

Ude ndi egwuo efuom oo

Ije agbalikwe ka Mbelu be Nnenebe (B6 lines 18-23)

Would he have been like Mbaike son of Ezen'twu
Our fame rcsounds in other e¢lans

Can he be called Okwamma (kiiffe deflector)
son of Akuana

Our fame presounds in othur clans

The f ame nf singers oo, I'm lost

Can you dance like Mbelu of Nnanebe's compound.

What the artist is doing is bringing low the competitor
by Jjuxtaposing his puniness with the unique physical
and morsl qualities of the village heroes which make

them reference points, and objects of admiration.

In Tgede(B7) there is a good use of metaphors.
These come in long compound words which foBm the praise

names Of the village heroes:

Odonye -wgwu boro boro
Nwata nari n'uzo
Oguejiowho mma n'efe n'ute

Mma edere ede (B?7 lincs 78-81)



Odenye the slippery hill
(that) a child shouldn't climb early in the morning
Oguejbowho the comeliness that affcets a bed mate.

The comeliness that's the hardwork of God.

These metaphors help the artist give dimension to the

characters she has named as heroes.

The artist uscs hyperbole to peint the picture
of the effeet of her performance on the audience:
boshi m'gara Elugwu Umuonyia
Oku eshihi ite mma abaha ji (87 lines 5-6)
The day 1 went to Elugwu Umuonyia

Pot did not cook on fire, knife pecled no yams.

Mboshi m'gara [.china Umurenne
Mmiri zobe (B?7, lines 24-25)

The day I went to ..china ny mothcr's clan

It started raining.

The rain here is not the natural rain. The artist is
suggesting that the symphony of her performance is like
the music of a steady reinfmll. Moreover, she is
implying that music was issuing out of her voice in
the steady mannexr of 2 rain. This is why she earlier
claimed that the people of Elugwu Umugnyia were so
enthralled that nobody remembered to put a pot on the
fire or even peel yams. E£he even makes n more exaggerated
agsessment of her performance when she sings:

IMboshi n gara Elugwu Imuonyia

Olum n'aha ka nja



Olu udu n'abo dataras shishi ise
Ejerem Ibughubu Obuohia

Ha 8i Jje choban kanaka m'anona
Nguchaa egwu n'Ibughubu Obuchia
Ha were ogu ego ito n'cdukuwam
Msi ha ejehem ewe |

N'ihi ogu ego ito awotyhu (lines 67-75)

The dey I went to Elugwu Umuonyia
My voice was scnorous like bapglhes

Two tunes from my pats

attracted five sixpenses
I went to Tbughubu Obuohia

They insksted I should be brought from

wherever 1 was

sfter my perfcormance at Ibughubu Cbuohia

They wanted to escort me home with three

pounds

I told them I will not take it

Beecause three pounds is not worth (my voice).

Other wverbal devices feature in the songs. In the
cultic masquerade songs like "mbem" (B3), "Qgalanyatoloafo"
(B2) and "Ijeregwu" (B1), language is esoteric and full
of symbols. This is because masquerade secrets should
not be known to the uninitisted. The nare "Ogalanyetoloafo®,
Rich man with big paunch, itself is symbolic. It denotes
that the masquerade has so much talismanie powers
that all efforts to bewiteh him have only succeeded

in giving him beg belly. Thst is why it boasts:
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Okirikiri k'ansa agba ukwu ose
Linaghi ari ukwa ose ari

Okudaibube nwoke di ike

fnukwu udu anaghi aghafucha mmiri
Okuda oke osisi k= ibeyn

Na ndu ma na mkpo nnunu bi n'enu ya
OHuda ome nke afulu n'anya

Wel'oso wel'ije /

N'ife mbu n'isi n'arugbum n'oku (B2 34-42)

Round and round one goes a pepper plant

No one climbs a pepper plant

ngdaibube brave man

The big pet that does net spill all its water
Qkuda the tall tree thnt is greater than others
Alive or deand birds nest on it

Okuda the one that performs visible wonders

Run and walk at the same time

For what I'm carrying is unbearably hot.

These are idioms which found on the society's beliefs.

The name "QOkudaibube" is borne only by strong medicine

men. The full meaning is Okudal.ibube ofeke amanye ye aka,
when ash covers the face of fire the naive will poke

it with his fingers. This explains how dangerous the
medicine man can be for Jjust as the fire will burn off
the finger of the naive, so will he destroy anyone

who mistakes his simplicity for weskness. Reference

to pepper plant is to demonstrate that all that people

can do is to look zt him ns nobody in the audience is

capbble of causing him any harn.
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That is why Ogalanyatoloafo boasts:
Isato ayi diri bido ngala
M'okwanu ito di ndu ise nwul'anwu
Itg d? ndu n'ebu ngala
M'okwanu ise nwgl'anwg n'emel'anyi ife
(B2 15-18) .
Eight of us started this masquerade
But three are alive while five are dead
The three living carry on with the masquerade

While the dead five strengthen our forde .vitale.

Masquerades are seen as spirits of ancestors emerged
to oversee what their descendants are doing, hence

their commanding of pgreat respect and awe from all.

another aspect of the people's religion manifested
in the songs is their strong faith in magic and
talismans a2s well as their polytheism. OQgalanyatoloafg
is rich in talismans and even threatens to bewitch the

local headmaster should he stand on his way:

Hedimasita blanyio

Gi sqpulukwamu n'ilo igiligi
Maka inpchielum uzg akoom 71 nsi
Nkiri nkiri k'anas ekiri ikolo
Anagh eno ikolobia n'afo

Onye ma nke nwa oji ya mee

Maka n'alikwasalugon n'enu olutan (B2 49-55)



= 99 -

Headmaster of our town

Regpect me during my performance

Beceuse if you obstruct me I bewitch you
One can only look at a yvoung man

One c¢an never swallow a young man

e who knows what he can do should do it

Because I've ascended my altar.

This allusion to the church altar from where the
priest conducts the service is part of the running battle
between traditional religion and christianity. The
masquer>:de cslls the square wherc he is performing his
altar so as to demean the 2ltar. This friction between
traditional religion and christi~nity is observable
in Ikpem (B8). 8 happened in other parts of Igboland,
and indeed most parts of ifrica, christianity eame to
Aguata and condemned traditional religion as papgan
and devilish. With the aid of schocls which the
migsionaries established, it threatened the very existence,
and survival of traditional religion as it recruited
its membership mostly from the younger generation who formed
the school pupils. Faced with the danger of extinction,
it wns only natural for adherents of traditional religion
to view with suspicion every move of the christians,
and to seize every opportunity to dbring the new religion
to ridicule and disrepute. In this exercise, the
headmaster was always the ever ready target because

he was the symbol of christianity in the community, and
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the head of the greantest threat - the school,
Hence a headmaster who has gone to consult an oracle

for divination is satirized for his ambivalence:

Hedimasita b'anyi Qkwa ndi nwa nwe ulka (B11 line 9)
Headmaster of our town is one of the owners
of the church

and then the masquerade adds

Ewere ytuty jec uka

Bwere anyasi ghaa afa (B11 19-20)

Morning is for church service

Night is for oracular divination.

The singer first admits he is not »n christian but one who
stands firm by the tenets of his own religion unlike
the vacillating headmaster:

Anam eje

Ibiara elem

Ilere mmowu ilere ikorobia

Anam eje uka

(B17 1-4)

Do 1 go
If you come to wateh me
You see masquerade you see youthfulness

Do I go to church.
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The singer of Lgede (B7) pays tribute to the gods and
goddessus:
Ishigwu atuchic uzo ya shi na mpio
Uchu aghi Ogwugwu enyi Lzekoro
Diawo Qgaranya puru  obi n'ikpa norg
(R7 34-36)
(Po) Ishipwu who takes trapdcor when hemmed in
(To) Uchu peer of Ogwugwu friend of Eeekoro
(To) Diawo the richman that founded his compound

in the wilderness.

Ighigwu, Uchu, Ogwugwu, Ezekoro and Diawo are the major
deities of the people. There is a popular belief that
they have formed an alliance for the effective

protection of the society.

Apart from religiocus themes, the singers also deal
with social issuwes. Igede (B6) echoes the fastidiousness
of the girls in their choice of husbands, and their

pride in their men and clan:

Ameranu ekee yie Uhuala ?jg

Ekee je Oleohia oju

Ekee yre b'ayi, okwechaa ochi

Chiri mbenukwu chiri inwirinwa bed pigyes
Amara gbara egwu lugbha

Amara gbara egwu 1ugba na mba

Ghara egwu luoba Amara

Ude ayi n'ede na mba (B6 10-17)

¥
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Amaronu refused marriage offers from Ujuala
She refused offers from Oleohia

When an offer came from our town she beamed
with smiles

She adorned her dance skirts and inwirinwa8
Amara dance homewards

Amarn dance homewards to a ¢lan

Dance homewards iLmara

Qur fame resounds in other clans.

A maiden afraid of losing n cherished home boy suitor
plends:

O Nwankwo Ayarn oil

O Nwankwo Qb?hg anyn ego j'achu

Anaha eri mma eri

Obu emere k'ana eri

(B6 51-54)
O Nwankwo Ayara oil
O Nwnankwo squint eyes should not debar
(our narriage)
One does not eat beauty

Rnther it's character cne cean eat

The girl is nfraid the suitor nay break the engagement
because of her squint eyes. She therefore reninds hin

of the socicty's priority in the choice of a spouse - good
character. Aguats girls prefer marriage offers from
home, hcnce Anargnu adorns her dance paramphenalia

for a dance of . joy once an offer cAre - from home.
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The singer then reels nff the nanmes nf the heroes
that justify her insistence on being narried by a fellow
clans nan:

Oje adi ka Mbrike nw'lzeDowu?

Ude nyi n'ede na nbn

Eje nakpoyn Okwarna nw'ikunna?

Ude nyi n'ede nn nba (B6 18-21)

Would he hrve been like Mbnike son of Ezentwu?
Qur f-ne regnynds in other clons
i

Crn he b Cﬂllcd "Knife Deflcetor" son of Akunna?

Cur fame presounds in ethop clans.

The two Igede textg are respledent with lavish praises

for the menfelk., A nan is praised ss:

Lziza dbu rnne ala Nw'Ezeukokwe
Igwurube ghara nji n'obi
5f ¢ra bia lelee aji y'ogbara a'obi

(B7 95-97)

Broom that is the beaunty of the ground son

of Ezecukokwe

R

He is thelocus¥ that grew hairs on his chest
And invited everyone tc see the halrs on his |

chest

while another is: -

?guejiowhq rma n'éfe n'ute

¥ v A
P Opuejiowhy, comeliness thet affects o bedmate
=¥,
S+ % Qutstanding women nare nlsc praised. One successful

wonman .1s roferred to as;: P
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Nwagbcribe ofu nuowajjeru ogbo
Nwagbs ofu nnwa gboro agurye nhwa:
Nwagbo okpopuluorg nneye na nro
Nwagboribe ofu nnwn eji eje nba

(B6 26~29)

Nwagberibe the lome child that fills the square
Nwn@gbq the l-ne child thnt sgatisfied the
craving for children
Nwagboribe the one that brings her nother

back from drean
Nwagboribe the 1one child with whim one can

gc places.
inother is called "Shopu glqv ego”™, "shop house ~f money".

It is net only the fennlce singers that indulge in
this lavish praise of the ¢lan's herceg. Mngquerades
also indulge in it. They, like the female singers,
praise thefrcelan nas the best in the vieinity. The
song "Ijercpwu" (B1) is devoted to praising Umuachu and
the fanous mnsqueradeps from there. The sonp insists
that Urnuchu men alone arc expert nosqueranders:

Ejecharnan ije rute Nnewi n'Ozubulu iya
Ijerepgwun ijereqwun

Ejechnanan ije bats Uruchu na Nncbi iya

Ijerepgwun ijerepgwun

Ebubedike di epwu dco naa o na chi ejie iya
Ijerepwun ijerepgwun

Inakwa mba bu mba Obu so Umuchu Nenmeni mmowu iya

Ijeregwun ijercpwun
(B1 13-21)
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I've travelled r un”® an?! re~che! Nnewi and
Ozubulu iya

Ijerervur ijercwun

I've travellcd pound and entercd Urmuchu and
Nn bi iyn

Ijerepwan ijureprwun

Frightful Edbudbedike please e ne f£or nicht is
£~llingp iya

Ijercpwur ijereryun

Cf nll clons it's only Umuchu thot knows much
abcut nasquern'es iyn

Ijererwun ijererwun.

The singer then condemns the kind ©f mesquerndes in
neishbouring Lk kwa -nd Izucru as anathera and then
nanes s:me pr-ninent masquerntes in the cultural

environnent all of which erne from Umnuchu.

The people's prile in their family lines reflects
in the nmanner singers ilenfify people. The armntic
line is supreme. Even when n irl nnarries, she still
maintains 2 strong link with her aynatie family. It
is this pri''c in rne's fanily that nakes the girls very
fastidirus in their chaice of a hushnand. The Erede
singer proudly snnrunces:

Mmaejionu nw'Odeniprbe

Oya mun
(B6, 28-29)

Mmnae jionu daurhter ~f Olenicho

She is nmy mother.
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411 through the two Epede scongsy pecple are identified
by their fanily lines. This insistence on identifying
people by their family lines has the effect of making

pecple enleavour to protedt the family inmage.

Death in a family, especinlly ~f a nale,is felt
and mourned heavily. Becnuse ~f the numcrous deaths
which occure? Auring the influenza epidemic of 1918, -~
the period when Egede was started, the s°npgs contain
laments because of the deaths of belcved cnes:

Pnwa gburu Judu nwna Lebehi
Omezugonm ihie dunm
Olu n'nkaru. Igbo "nwa Njonamma
OnWwu naaram ya
(B?7, 117-120)
The Aeath thnt killed Jude son of Lebehi
Has dcne everything (ba2d) to ne
The voice that aptly talks abrut Irbo son
of Njcnamma

Death hns snatehed him from re.

The thenes of these songs are reflecticons of th?se
traits and activities the society regards as gned ar
bod. The wWay mrnsquerades are praised shows that
nasqueracding is cne cf those petivities the society
approves of. Farming is the major occupaticn of the
pecple. Great formers are held in high esteen as

evidenced by the npostrophe "Mbaike" (RB10).



The young man is enlled
0ji ogu aba ala ogu
0ji azu eche anwu na mmiri ngba
Dike n'agbanyerhi n'ypu bu onwy
Okorobia sgbazu n'eri
(B10 2-~5)
The cne who poes to battle against the soil
with the hoe
The ~ne who faces sun and rain in a wrestling
with his chkg
The brave man whe does not bother that battle
is death

10

The young man with ten colunns of yams in

his ba=n.

The young men is praised for his stamina for farm work
and bravery in battles. He¢ battles the soil with his
hoe while hoeing in the farm. In the process his back
is exposed to rain and sun, This, of ccurse, does not
daunt his energy or craving for more work. He has
demonstrated the value of hardwrrk by the size of his

yam barn which cnntains ten ¢olumns of yans,

"Mgbapujignuny” (B4) cqually extols stamina for

farm work. Thc sentcnce Mpbapu ji gnunu may be difficult
to translate 2s its literal English rendering means
exactly the oppesite of its intenBion. The literal
English neaning is "pouring retamds drinking” whereas

the statement actually means "not pouring out the wine

retards jidsconsumpticn”. The statement is idiomatic.
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The group is merely likening farm work to drinking
palnwine., They are boasting that the ease with which
they consume palmwine is the enase with which they
"drink' all the work in a farn:

Kedi ife bu ngbapujionuny?

Mgbapnji mgbapu@i

Qkwaya bu ngypu Jji oruru

MebapuJi mpbapudi

baa ntelu pgba n!ala ?ﬁuﬁg

Mgbapuji nebapuji

~suc n'elu suo n'ala oruru

h ' (B4 7-13)

What does slow pouring retards drirking mean?

Slow pouring slow pouring

It means slow clenring retards completion

(of the farm)

If it is poured out in heaven or on earth it

will be drunk

Slow pouring slow pouring

If it is clenred in heaven or earth it will be

conpleted,

Egwu Icheoku (B9) extols the benefits of establishing

"#priendly .relations with people in other clans. Perhaps,

*.

because iguata people are great travellers, emphasis
is on expending one's sphere of friendly relations as
wide as possible so that in cases of emergency, the
one would have a place of refupe. . proverb which

underping this approach to social relations states that



- 109

"a birl with a mid-way nest

is not easily trapped".

Limiting one's sphere friendship to the dlan is

discourapged.

Enyi mlo menta ihie
Ije eme enyi

Enyi ul¢ menta ihie

4t bBest horme friend
If you want to nake

At best home friend

onyeni g'utara g'iloe

onyeni ¢'oty r'ira
(89,1113}

gives you foofoo to gwallow

friends

ives you vagina to fuck

while this scng encourages distant friendships,

"Onyeaghananwannaya" (BS) warns acninst placing more

emphasis on friendships than on blood relations. It

encourages being one's brother's keeper and draws

attention to how even the birds of the gky appreciate

the importance of unity. In these lines:

Mgbe nd'enyi j'ala imarakwa uuum

Onye apana nwanneye ool

Mgbe afufy uwa j'abia imarakwa uuum

Onyeaghana nwanneye ool

(B85, 7-10)

When friends shall desert you'll realize uuunm

Let nobody forsake hisg brother

When life probleme will arise you'll realize uuum

Let nobody forsake his bpother.

It warns of the conseguences of placing all one's trust

and

in friends who are, of coursc, strancerségre limited in

the scope of help they can render in very difficult situations,
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especially those requiring the pres-nce of blood
relatives, apuata people wrap up their view on this

with the proverb "0Ozu sibe ngi enyi ka nwanne alaa",

when the corpse starts putrifying the friend that used
to be more importsnt than a brother will go. At such
erucial norents, it is a relative who eomes to perform

the uhpalatable tasks.

Traits considered unwholesome by the society also
form subject matters of the songs. BSuch traits would
attract ikpem or satire. Ikpen depends on a sense of
hunan dignity shared by all in a homogenous society
to succeced. For one to discover he has suddenly
become an object of ridicule and finger-pointing can
be a great punishment. The whole socicty is made
aware of the malefactor's offencc in songs that are
quickly composed linking his or her name with the offence,
The aim is to give the offcnder such sleepless nights
and internal battles that he will be forced to change
for the better.

One such trait that attracts ikpen ecasily is
sexual perversion, especially on the part of a girl.
Stealing also. The song, "Ikpen" (BB), is a satire
on a waywerd girl - a school teacher who ghows gighs
of sophisticaticn and cares less about marriage. 1In
many cascs the satirist exapperates the offence

© op even adds sone other offences the object of
the satire is assumed capable of comnitting. The effort

is to so emoticnally punisgh him that he changes.
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In B8, the satirist sings:
Lgboghobia gara iza jiakwu
Chetekwe nkwa ikwere okoro
(B81 1"'2)
The young rirl who went to steal cassava

Remember your promise to young nen.

and then adds:
sagboghobia ofiri pilo me nnwa
Chetckwe n'ore n'agn kwa
(7-8)
The young girl who nskes pillow Her child

Remember time is passing.

The singer first reminds the miscreant of the tacit
promise to young men to be of good behaviour to merit
being married by fellow clans men, and then touches on
those traits in modern pirls the society frowns at:
Nwa misi jiri udo hie ime
Chetekwn n'oge nka n'erukwe (12-13%)

The lady teacher who tied up pregnancy with a rope

Remenber old age is coming.
Qturuna opobana omuruna jide n'aka?
She is pregnant and you are rejoicing has she

actually delivered the child?

The song captures the socicty's aversion for the fashion
of lady teachers who wore gowns and put on belts, In

the eyes of the people, these girls were tying up their
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wombs against pregnancy. .s mentioned earlier, the
object of the satire may not commit all the offences
mentioned in the song. The satire affords the
opportunity of reaffirming the communal aversion for
the traits mentioned so that potential deviants are

warned and brought into line.

A& man who is incapable of declaring for a stand-
point is often viewed with bsuspicion. That is why the
vacillating heasdmaster is a target of satire in B11.
As the flagbearer of Chrisfianity; his decision to
consult the oracle for divinstion tantamounts to lack
of conviction in christiamnity. In a situation where
interclan warswere rampant, such a man could be a
security risk. Moreover, Lhe running battle hetween
chrigtianity and traditional rcligion makes the headmaster's

position highly suspect.

Cur discussions on these songs have focussed on
content and form. This approach has been dictated
by the vieaz?gnction is a product of eontent and form.
The themes which make up the content may be communal
while the form essentially is not., Form is the performer's
mediam- of stamping the imprint of his individuality
and c¢reativeness on the performance. S0, by a deft
manipulation of form into whieh mould he pours his
subject matter, the performer is able to achieve the
ultimate gosls of his art-socialization and entertainment.

The enterbtainment aspect may be very obvious and this

helps to hold audience attention while the socialization



= 113 -

or educational aspect is subtly achiewved through the

overall impact of the performance on the audience.

In these songsy the word or language is not
merely a technique or simply a device for communication.
It is the embodiment of the people*s world view and
therefore represents or dramatizes their modes of
perception within their cultural environment. The
singer, therefore, converts his feelings and intentions -
to educate while entertaining intc words and inflections

and patterned movements.

The songs, therefore, reflect the background
and .soeial |, 11£F of the community.
The goal of each genre of song is predetermined - to
educate while entertaining. The praise songs play an
important part in aguata social life. These praises
are expressions of public opinion and afford a very
gecod means of social control because host occasions
when they are performed, they are for all to hear.
In this wey, they help educate because they not only
act as incentives to and reward for socially approved
actionsg, their performance reminds all present those
qualities and conducts considered praiseworthy by the
society.

In their educational and social control functions,
the satires operate in the same way as the praise songfe.
The miscreant is placed in the full view of the sociepy.
His misdeed is no longer a secret. Since everybody wants
a good image before the public, the malefactor suffers

emotionally, and often socially too. Just as a praise
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is a beacon to laudable traits and activities, so is

a satire a red light to unwholesome deeds. The overall
effect on the audience is to dissuade then from doing
such things. It can then be said that these songs
teach the audience thosge things they should and should
not do. This moral upbringﬁng-apatt;t‘heﬁperfmrmance
of these songs affords the andience tﬁa‘bpﬁortunity

of learning something about their society. By
participating in the performancesy one learns which
instrumeénts are for which rites and performances.
Education in the societal controls on the usage of
these instruments and the context of the wvarious types

of performance® is achicved.
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NOTED

B7 lines 1 - 2 | %
B7 lines 42 - 45 o
The singer might have been finding extemporization
difficulty initially but must have started overcoming

the difficulty.

J.H.K. Nketia African Music in Ghana, Longmans
Accra (1962), p. 28

baron C. Hodza, Shona Praise Poetry, Oxford

University Press (1979), p. 102

Pot - This is a pot stringed with tiny beads which
give a rattling sound when beaten. It is

a c¢entral instrument in an Egede performance.

See Francis M. Denp, The Dinka and their Songs

Cxford University Press (1973) p. 48

Inwirinwa - a traditional costume worn round the

waist by dancers for its rattling

sound.

The - young man wrestles against sun and rain with
his back becsuse no matter the weather, he is bent
working on his farm., The rain or sun may beat

his back but these do not daunt his determination.

Colemn: This is a unit of measurement of yams
staeked in a barn. 4 column contains sbhout
400 yams. Ten columns would then be

4.000 yams, ~ a no mean achievement

for a young man in a non-money economy.



CHAPTER FIVE

CONCLUSION

This study has emphasized the view that only a
contextual approach to the study of oral literature can
reveal the literary rpems intringie in this genre of
artistic creation. This is the point which early
anthropolegists and folklorists who studied the subjeet
missed, hence their rushing into many ridiculous
assumptions and conclusions.

Today, however, we know more about oral literature.
It is a relevant material for sociological and historical
analysis. It portrays the society as dynamic, responding
to and equally resisting outside pressures that continue
to impinge on it daily. It reflects the conflicts,
the joys and sorrows of the society that creates it.
Orgl literature is not mere extemporization but a
conscious effort of a non-literate society at
entertainment and acculturation or socialization and
even exercising sccial control. Its subject mattem are
the comron issues which are essential to the existence
and survival oftbthe society. This means that oral
literature subsists on the society's beliefs and yet adds
to and refines these beliefs with the result that it
is a significant force which c¢nsures social homeostasis.
Oral literasture, therefore, forms s stweng conduit line

through which the society passes its 'soul' from the
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older generation to the younger one. They contain the
ingredients for traditional edgadtlon, a process that
derives from the people's belief systems and ways of
life. It thus ensures that the younger generation
develops the personality of the society.

Today, howe#er, this pristine set up has been
disturbed by christianity and its twin Western formal
school system. Right from the onset, christianity has
regarded traditional lifeways as pagan and devilish,
Products of the formal schocl system have imbibed this
erroneocus belief and have always looked down upon their
counterparts in the villages as 'bush' and primitive.
The tragedy, however, is that those who have become
'schooled' metamorphose inte total strangers to their
traditional environment. They have missed the
intellectual, moral, aesthetic, social, emotional and
spiritual development available in their society and
have embraced s cultural system that has deracinated them.
But in the words of Smith Lester, education is:

the culture which each generation
purposely gives to those who are
te be its successors, in order to
qualify them for at least, keeping
up, and if possible for raising,

the level of improvement which
has been achieved.,

The present Western system of education by implication,
therefore, is deficient in that its products are highly

incapable of hecoming successors who will raise or

improve the leWel of indigenous cultural achievements.
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The emergenc® of such sophisticated contraptions
as cinema and television has helped to reduce the number
of those who participate in the folk art forms. The
radio and cassette player have had their own toll.
The ability of the radic to play on dry cell batteries
makes it a handy entertainment tool with the result
that in the farm or house, one is able to listen to
programmes. This is alsgso the case with the cassette
recorder which the young generation finds very attractive
and easy means of listening to any rnusic other than the
traditional ones. The Block Rosary movement is another

distraction children eneocunter today.

This movenent away from the oral ert forms as
means of entertainment and education should not be
surprising. Oral art forms thrive in non-literate
and homogenous societies. As literacy increases and
the society becomes more complex as a result of the
introduction of a money economy, dependence on them
diminishes. This has generated the fear that oral
litergture will atrophy in present day society in which
it is facing stiff competition for patronage from the
electronic media.

This fear is not justified. Oral literature
materials by their nature, have such intringic qualities
that make them easily adaptaﬁle to the electronic media.
They are oral. B3Some agre also dramatic and s¢ can fit
into radio and television programmes. A video recording
of a story telling performance can be a good programme

for children., The Nigerian Television futhority Enugu
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alréady has a programme in thisg direction.titled "Tales
Under the Moonlight" which is aired on waational network
gBlot on Sunday evenings. Stories are acted and recorded
for the television screen. There is a similar and

older programme from N.T.i. Jos under the title

"Puppet Theatre”. In this programme which ig on fthe

air on Sunday meornings, puppets act out episodes of a
geries whose underlying theme is drawn from a folktale.
The popularity of these two programmes is a pointer to
the potentialities of folkLore materials for the
television. The radioc can equally benefit from oral
literature materials in an effort to indigenize its

programmes,

Our educational system can be made culturally
richer, more rewarding and meaningful by a conscious
national policy of integrating thage oral art forms
into the school curriculum as a part of a cultural
revival policy. Our present educational system is
culturally alienating. Apart from half-hearted exposure
of children to stories, songs and other cultural materials
in the early years of primary school, no other sustained
effort is made thereafter to expose them to cujtural
activities within the school system. The vacwun created
by this absence of our cultural activities is filled by
foreign influenced with which the children are bombarded

from print and electronic media.
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This trend can be reversed if as part of a national
cultural revival policy, ample time is deveted to our
folklore in primary and post primary tiers of education.
Teabhers can be encouraged to organiae competitions as
incentives during such open days as 8peech Day or Founder's
Day. Part of the way to encourage participation in our
cultural activities can be making the vernacular of an
area compulsory in the schools there, Courses of
instruction in such a vernacular should then include
the pral literature of the cultural environment. This
will make ¢ducation more relevant to the personality
aspirations of our society.

Thc study of oral literature is coming of age.

That it is a dynamic literary genre which responds to
the vagaries of time and society is borne out by the
nunher of political songs tumbling from the imagination
of poets at the dawn of polities. The civil war in
Nigeria provided an opportunity for creative minds

to respond poetically. The contents of these songs
demonstrate a reaction to basic realities of the day
and the poetic acuity of the composers. BSo, instead

of bemoaning an 'endangered specie', it is time for
more comprehensive gtudies into oral literature so that
its intrinsic qualities can be exploited to better

our modern socliety.
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1. W.0. Smith Lester, Education: An Introductory

Survey, Pengium Books, (1957), p. 9
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APPENDIX A

OTU OKPOKORQISHI SHIRI LU NWAGROGHO KACHA
IBLYE MMA

Place of collectiont Achina

Date of Collection: 20/12/481

Situation : Story telling session at night
Narragtor : Nggozi Okpala, aged 15

Narrator: Agam akoro unu otu Okpokoroishi shiri luta

nwagbogho kacha lbcye mma.
Audience: Korg ayi

Narrator: Oruru ofu oge aha, onwere ofu ngagbymhq mara
mna. QOnachara mma nke na nneye na nnaya n'akpo ya
Anyanwy., Oge oruru iJe di, ndi ez¢ na ndi nze nile
abiara ya di, oju. Umu okorobia nile ahiara ya di,
cju. Ona ewute nneye na nnaya ctu oshi aju ndi di
nile na abiara ya. Owere ru ofu mboshi, Okpokcreishi
jekwu ndi enyi ye gwa ha na ya chygro ije lyru
nwagboghoa. Ha nye ye ukwy, aka, nti, imi, anya,
awho n'akuku ahu nile onwehe. Mgbe ha Jizhichara
ya ka mmadu, Okpokoroishi je nurukwuo efe n'akpukpy
ukwu. Mgbe ojizhichara onwe, ye, Okpokoroishi Jee
be nne na nna awagbgghoa. Eghigbo nwaghgghga n'awhy
Okpokoroishi, ya gwa nne ye na nna ya na y'awhyna
onye J'aly ya. N'izhighi, ha juru agu, ma mghe
nwagbogho gwara ha n'oburu na ha ju, y'oje agbaso
nwoke aha agbaso, he kwere, werce kebhe Ckpokoroishi

nwagbogho sha. Okpokoroishi na nwunye ye were laba
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Ha puta be onye onutara akwa n'akpukpu ukwu, o nyeghachi
ve efe n'akpukpu  ukwu. Hwantinti oge, onyc nwe anya
nagharaha ya anya ya. Nwunye ye duruzhie ye n'aga maka
Okpokoroishi anazhihi awhu uzo. N'ofu n'ofu ha
ragharahachaa ya ihie nile ha nyere ye. Mgbe nwagbogho
aha whury na di ye bu okpokoroishi n'akwu n'ala, ya tie
mkpu bido akwa. Ukwy puta gbaa ya. Aka puta maa ya ura,
Imi n'@ny puta vuo ya ukwara n'ihu. Mgbe ¢ dara n'ala
n'ebe szkwa, Eze puta takarichaa ya shu. Ura aha Aka mara
ya bido baba onya. Ehe nile Ezw tara ya aru ghoo ekpenta.
Ya bekata bekata bekata ike akwa g@u ya. Mgbe Okpokoroishi
whuru n'udi odizhi, ya Jju ya chuchighaa ya azy ka glakwuru
ddi be ha. Mgbe obataruru n'ohodo ha, ihiere ekwehe ye
ala be ha. Obuzhihi nwagbggho makariri ibe ye. Ihie
obuzhi bu onye ekpenta onya juru shu. Ya kwushi n'ahia,
Ebe aha k*'ono buruzhie ihiec yka ochi were rukwee mgbe

onwuru. Akukoa n'egoshi na igbafe nho d4i ofe adihi mma.
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HOW A SKULL MARRIED TH;‘VOST BEAUTIFUL GIRL

Place of collection: fichina

Date of collection : 19/12/81

Situation

Narrator

Narrator:

Audience:

Narrabor:

Story telling session at night

Ngozi Okpala, aged 15

I will tell you how  Skull married the most

beautiful girl.
Tell us.

Once upon a time, there was a very beautiful

girl in one village. BShe was so beautiful that her

parents called her Sun. When she was ripe for marriage,

many kings and titled men came to marry her but she

refused. All the young men in the village approached

her but she refused., The parents became worried.

Then one day, Skull went to his friends and told

them of his intention to go and marry the girl.

They lent him legs, hands, stomach, eyes, ears, nose

and other parts of the body which he lacked. When

he was assembled as a man, he also borrowed a pair

of suits and shoes. When he was fully dressed, Skull

went to meet her parents. Immediately the girl saw

him, she told her parents that she has seen her

hubband. The parents initially objected, but when

the girl threatened to run away with the man, the

parents agreed and handed her over to Skull. §Skull

set off for home with hig wife. On the way, the

owner of the pair of suits and shoes ¥fook them.
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Bhoptly after the owner of eyes collected them, The

girl had to lead Skull on as he could no longer see.

One by one Skull gave back all the parts he had borrowed
for the journey. When the girl saw that what she had

for husband was a mere skull rolling on the ground, she
screamed and cried. Leg came out and kicked her. Hand
slapped her. Nose and mouth plastered her face with
mucus., When she fell down, teeth crawled out and bit her.
The weal left by the kicks and slaps turned into sores
while the bites from teeth turned into leprosy. She cried
and cried and cried until she had no strength to cry.
When Skull saw her present condition, hc rejected her

and sent her back to her parents. When she got back to
the ¥illage, she was too ashamed to go home. She was no
longer the most beautiful girl but a leper full of sores.
She remained in the market place, and there she lived

as a laughing stock for the remainder of her life.

This story shows the evils of being over.fastidious

in choosing a husband.
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APPENDIX A2

OTU NWA ENWE NNE SHIRI NWETE UKWU UDALA

Place of collection: Umuchu

Date of collection : 28/12/81

Situation : Story telling gession at night
Narrator - Susanna Igwe, aged 13

Narrator: Chakpiil
Audience: Woo!

Narrator: Thiec unu ga n'ekwerem bu Nda

Oruru ofu oge aha, ofu nwoke luQ nwenyi. Nwanyi ya
aha amutara y s@so ofu nmwa were nwuQ. Maka ihi na
nwokea chorg otutu umu, ya luQ nwanyi QzQ. Nwanyi nke
abu9 a amutmera ya mmyg atg. Ma nime umy atpa, onwehe nke
mara mma m'Qbu mara ihie ka nnwa nwanyi nke mby. Ya
n'ewute nwanyi nke abuq aha, owere bido imewu nnwa nwanyi
nke izhizhi. Oshie nni, ya nye umu ya ebe kacha mma were
ebe adihi mma nye nwa enwe nne. Ihiea mere ogologo oge.
Soso ihie nwa enwe nne n'emelipu bu ije n'ili nne ye n'ebe
akwa. Owere ruo ofu mboshi, nwanyia ejee ahia zuta udala.
Ya kee ye umu ya sosQ. Mgbe nwa enwe nne p}ara k'onara
nke ye, nwanyia bara ya mba si yn k'ojekwuru nne ye
k'onye ye. Nwat; enwe nne a jekwa n'ili nne ye bebe
akwa. K'obekatara akwa, ura vuru ye. Mgbe obiliri, ya
whu ofu agadi nwanyi no ya n'askuku. Agadi nwanyi a aguguo

ya, nye ye ofu mkpprp udara na nkwgkwg oje ahia ya tupu
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okuo ya, gwakwuo ye egwu oje agu m'on'qkq ya. Mgbe nwa

enwe nne laruru, ya kuo mkpuru udala aha n'agu: Udala m puo

Audience: Nda

Narrator: Udala m puo
Audience: Nda

Narrator: Puoro nw'enwe nne
Audience: Nda

Narrator: Puoro nw'enwe nna
Audience: Nda

Narrator: Nwunye nna m oo
Audience: Nda

Narrator: Gote udala n'nh%a
Audience: Nda

Narrator: Rachawo nw'enwe nne
Audience: Nda

Narrator: Rachaw? nw'enwe nna
Audience: Nda

Narrator: Elu uwa bu oriri
Audience: Nda

Narrator: Onye nochaa olaba
Audience: Ndaaaa

Narrator: IMkpuru 9dala aha puo ozhigbo, nwata aha agukwara
egwu 0z0: Udala m too
Audience: Nda

Narrator: Udalam too
Audience: Nda

Narrator: Too too too
Audience: Nda

Narrator: Tooro nw'enwe nne

Audience: Nda
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Narrator: Tooro nw'enye nna
Audience: Nda

Narrator: Nwunye nna m 00
Audience: Nda

Narrator: Gote udala n'ahia
Audience: Nda .~ . '
Harrator: Rachawo nw'enwe nne
Audience: Nda

Narrator: Rachawo nw'enwe nna
Audience: Nda

Narrabbr: Elu uwa bu oriri
Audience: Nda

Narrator: Onye ngchaa olaba

Audience: Ndaaaa

Narrator: Oshishi udala aha too ozhigbo. Nwata aha
guohara ya egwu k'ohaa iwhuru mia mkpuru. Oshishi
a haa iwhuru mia mkpuru. Nwata aha aguohara y'egwu
k'ochaa. Ozhigbonje udala aha chaa. Mgbe ha chara,
ha bido @aba. Ha were byru udala tuokarichara n'uwa
nile. BShitezhie mbgshj aha, nne umuazhi atoa bido
rioba nw'enwe nne udala. Ukwu udala aha were mjba
ihie nke na onwehe mgbe mkpuru koroya n'elu. Ndi chara
acha n'ada nke na nwata aha rckatara mipuru ydara
were buruzhie ogaranya. Akukoa na egeshi ayi n'onye
obuna n'emegbu nw'egbenye marakwa n'ogbenye nwere

ike iba ogaranya.
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HOW A MOTHERLESS CHILD GOT UDALA TREE

Place of collection: Umuchu
Date of collection : 28/12/81
Situation 3 Story telling session at night

Narrator : Susanna Igwe, aged 13

Narrator: Chakpii!
Audience: Woo!

Narrator: The refrain is "Nda"

Onpe upgn a time, a man marricd one wife. This wife
bore him only one child and died. Because the man wanted
many children, he married another wife. This second wife
bore him three children. But none of the three children
was as beautiful and intelligent as the child of the
first wife. The second wife was not happy about this
and started to maltreat the child of the first wifec.
Whenever she cooked, she would give the choice parts to
her own children and give the bad parts to the motherless
child. This continued for a long time, All the motherless
child could do was to go to her mother's grave to cry.
Then one day the women went to the market and bought
some udala fruits. She shared them among her children
only. When the motherless child came for some, the woman
scolded her severely and told her to go to her mother for
some. As usual, the child went to her mother's grave to
ery. After crying for a long time, she fell asleep.

When she woke up, an old woman was sitting besides her.
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The old woman consoled her and gave her an udala seed.
She also gave her some leaves to rub on the seed before
planting it. BShe also taught hcer a song for the seed.
When the motherless child reached home “he planted the

seed singing: "My udala jgerminate”

Audience: Nda

Narrator: My udala germinate

Audience: Nda

Narrator: Germinate germinate germinate
Audience: Nda

Narrator: Germinate for motherless child
Audience: Nda

Narrator: Germinate for fatherless child
Audience: Nda

Narrator: My step-mother

Audience: Nda

Narrator: Bought udala from the market
Audience: Nda

Narrator: Denied it to motherless child
Audience: Nda

Narrator: Denied it to fatherless child
Audience: Nda

Narrator: Life is a sojournment
Audience: Nda

Narrator: When it sends one goes

Audience: Ndaaaa

Narrator: The udala secd germinated immediately and the child
sang again: My udala grow

Audience: Nda




Narrator:
Audience:

Narrator:
Audience:
Narrator:
Audience:
Narrator:
Audience:
Narrator:
Audience:
Narrator:
Audience:
Narrator:
Audience:
Narrator:
Audience:
Narrator:
Audience:
Narrator:

Audience:

Narrator:

the song for the tree to flower and fruit,
flowered and fruited immediately.

fruits to ripen and they ripened immediately.
fruits were ripe, they began to fall.
sweetest udala fruits in the whole world.
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My udala grow
Nda

Grow grow grow

Nda

Grow for motherless child

Nda

Grow for fatherless child
Nda

My step-mother

Nda

Bought udala from the market
Nda

Denied it to motherless child
Nda

Denied it to fatherless child
Nda

Life is 2 sojournment

Nda

When it ends one goes

Ndaaaa

The child repeated
The tree

The tree grew immediately.

He again sang for the

When the
They were the
rom that day,

the mother of the three children started begging for udala

fruits from the motherless child.

The tree kept on

fruiting without stopping and the ripe fruits kept on

falling.

The child sold so much that he became rich.

This story warns us against maltreating the poor as a poor

man may one day become rich.
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AFPENDIX A3

OTU EKFPENTA SHIRT BATA W'UWA

Place of collection: Umuchu

Date of collection : 28/12/81

Situation : Story telling session at night
Karrator: : : Ugochukwu Ezendu, aged 15

Narrgtor: Chskpii!

Audience: Woo! |

Narrator: Nkita nyara akpa!l

Audience: Nshi agwu n'chial

Narrator: Oawere ofu akuko m g'akorc unu
Audicence: Koorg anyi

Narrator: Thie unu ga n'ckwe bu "Igbampitimpiti igbampiti (twice)

Oruru ofu oge aha, ofu nwoke luru MU nwanyi abuo. Ofu
n'ime ha bu ezhigbo mmadu, nwee obi Qma, nwekwuo awho
ojuju n'ihie pbgna onwere. Nke 0z0 gbara obl o0joo nke
na ibe yc n'akpo ya cde ndu m'obu agbu aka. Unu ma etu
agbu aka sh} ado onye o n'eme meg etu ede ndu shi
agbaka n'ahu. Aha nke ezhigbo nwanyi aha bu Ogechi.

Unu nwany} abgg A nwere 8080 ofu nnwa nwoko ofu nnwa nwoke,
Ogechi na agba mbo @nulite nnwa ya 9fgma, 50080 ihie
nwanyi nke ©z0 n'eme agwuna ighu anyaoku. Ihic obuna
Ogechi emenc, oje agba mbp mee ye. Oburubedi n'onwthe
ago, ojee mbibi k*owere whu n'9ch9ghgd9r9 nwunye di ye.
Oruo ofu mboshi, Ogechl na nnwa ya Jee }kpa. Mghe ha
ruchara ory laba, nnwa ya echewhuo oja ya n'ukwu oshishi

di n'ikpa. Mgbe ha richara nni anyasu, nnwa ya chete gja
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ya were gwa nne ye na y'oje eje icho @ja aha n'anyasy
aha. Nne ye rig ya k'ghapu ma chi who, ma nwata aha
ekwehe. Nne ye kwe ye nkwa gzgtarn Y2 9ja Qz0, ma
nwata aha ekwctgkwaha, n'ekwuleghi na y'oje eje jchg goga
aha n'anyasuy aha. Nne ye were sji ya ya gaba ni ma ya
hubekwere onye 9bpna oje awhy n'uag ishi. Nwata nwokea
were jebe, n'ime nderi aha. Oge ¢ na abjakete ubi ha
nso, ya nu ushi 0Jog ndj mnye, ma Qvupy huy tpm. Mgbe
pbiaruru  ubi, o whu na umy ndi mmuo ng nzuko ebe aha.
Ezedimuo baa mba, kpoo ya jy? ya ihie gb%ara eme n'ubi
n‘anyasp aha. Ujo tug nwata nwoke aha, owere n'ekwe:

Ezedimup biko gbagharam oo

Audience: Igbampitimpiti igbampiti, igbampitimpiti igbampiti
Narrator: Ezedimuo biko gbagharam oo

Audience: Igbampitimpiti igbampiti, igbampitimpiti igbampiti
Narrator: Ojam ka m biara acho

Audience: Igbampitimpiti igbampiti, igbampitimpiti igbampiti
Narrator: Nnem s}kwa n'ejene

Audience: Igbampitimpiti igbampiti, igbampitimpiti igbampiti
Narrator: Bike mee ebere hapu ofu mkpyrg nnwa

Audience: Igbampitimpiti igbampiti, igbampitimpiti igbampiti

Narrator: Ezedimyo meere nmwa aha cbere were goshi ye oja
ejiri igwe me. Nwata aha ju si n'obuhy nke ye. Ezedimuo
goshi ye nke ejiri ola ocha me, ya ju nke aha.Ogoshikwuo
ye Pja eji ?la edo me, ma nwata aha si ya na nne ye na

nna ya bg ogbei, na ha ejehe egolipu udi oja ahy.

Ezedimuo werezhieweputere ye ¢ja nke ye. Nwata aha wulie

elu, Auria, kelee Ezedimyo were nara ya ¢ja aha,
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puhigrg ya udu aha vuru ye gbaban n'imulug ha. Ya gwa
nnwa ya k'gkpshichqn yzQ na ntapu n'ile di be ha. Mgbe
nwata nwoken k?r9 ya ihie Ezedimuo kwuru, ya baara ya jyba
ya m'?chgrq ka nd% 020 soro ha kete ihie gma nke j'abiara
ha., Y2 tiwaa udu aha n'echekwube n'ego, akwa n'ihie gma
nd} 0z9 di iche iche j'qb}ﬂkwute ha. Kama nkea, ekpenta,
okpomila, ukwaranta n‘?riﬂ ?j?? nd% 0zo fepute gbuo ha,
Mgbe chi whoro, di nwany}a echeknt2 ka nva na nnwa ya
p?ta, ma nk%t%. Ya kykntn akn n'yz? ha m'onwehe onye
zara ya. Mgbe opbawazhiri yzq, orin Qj?? nile aha
Jjuputere n'El?? aha fepuishic feshaishia ywa nile. Etua
k'anyagkg ofu nwnny} n?*anyaukwu nnwa yo nwoke shiri mee
?rén ndja bata n'ime ywa. IThie ﬂkpk?ﬂ n'akuzhiri ay} b?
ekworo n'anyaukwu nd%h% mna,
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pph%grg ya udu aha vuru ye¢ gbaban n'imulgq ha. Ya gwa
nnwa ya k'ykpshichqa yzqQ na ntapu n'ile di be ha. Mgbe
nwata nwokesn k?rQ ya ihie Ezedimug kwuru, ya baara ya jyba
ya m'?ch?rq ka nd% 0z0 S0ro ha kete ihie gma nke j'nb%ara
ha. Ya tiwaa udu aha n'echekwube n'ego, akwa n'ihie gma
nd} 929 di iche iche j'ab}akwute ha. Kama nkea, ekpenta,
okpomila, ?kwnrnntn n'?rin ?j?q nd% 9z9 fepute gbuo ha.
Mgbe chi whoro, di nwanyja echekata ka nva na nnwa ya

p?ta, ma nk%ti. Ya kukata aka n'yzq ha m'onwehe onye
zara ya. Mgbe opbawazhiri yzq, orin 93?9 nile aha
Juputere n'gl?g ahn fepuishic feshaishia ywa nile. Etua
k‘anyaqky ofu nwanyi n*anyaukwu nnwa yn nwoke shiri mee
?r}a ndja bata n'ime ywa. Thic nkgk?n n'nkuzhiri ay} b?

ekworo n'anyaukwu nd%h% mmrA.
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HOW LEFROSY ENTERED THE WORLD

Place of collection: Umuchu

Date of collection : 28/12/81

Situation : Story telling session at night
Narrator : Ugochukwu Ezendu, aged 15

Narrator: Chakpiil!

Audience: Woo!

Narrator: If a dog slings his bag!

Audience: TFeaces will be finished in the bush!
Narrator: There's a story I will tell you
Audience: Tell us

Naprrator: The refrain will be "Igbampitimpiti igbampiti (twiwe)

Once upon a time, a man married two wives. One of them
was a good woman, kind and contented with what she had.
The other one was a wicked woman to such an ‘extent that
her mates called her raw cocoyam or whitlow. You all
know how whitlow worries its patient or how irritating
raw cocoyam can be on the skin. The good woman was called
Ogechi. The two women had a son each., Ogechi made

every effort to train her son well. The other woman

was prc-occupied with jealousy. Whatever Ogechi did,

she would quickly do. Even if she hnd no money to do so,
she would borrow to make sure she equalled her co=-wife.
One day, Ogechi and her son went to the farm. When they
finished their work and set for home, her son forget his
flute under a tree in the farm. After supper, the

boy remembered his flute. He told his mother that he
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forgot it in the farm and that he was going to the farm
that night to look for it. His mother pleaded with him
to leave it till morning but he refused. She even
promised to buy him another flute but the boy still
refused and insisted on going to the farm that night.
The mother then allowed him toe go but advised him to be
humble and gentle to whoever he mipht mcet in the farm.
The boy set off for the farm in that dead of the night.
As he was approaching the farm, he perceived the over—
povwering stench of spirits. He did not say a word.
When he entered the farm, he discovered that gpirits
were already holding a meeting there. Ezedimuo (King of
Spirits) growled and called him, and asked him what he
came to do in the farm at that time of the night. The
boy was frightcned and sang:
Ezedimuo plense forgive me™
Audience: "Igbampitimpiti igbampiti, igbampitimpiti igbampiti"
Narrator: Ezedimuo please forgive me
Audience: Igbampitimpiti igbampiti, igbampitimpiti igbampiti
Narrator: I c¢ame to look for my flube
dudience: Tgbampitimpiti igbampiti, igbampitimpiti ighampiti
Narrator: My mother warned me not to go
Audience: Ighampitimpiti igbampiti, igbampitimpiti igbampiti
Narrator: Pleage have pity and spare a lone son

Audience: Igbampitimpiti igbampiti, igbampitimpiti igbampiti

Narrator: Ezedimuo had pity on the boy and showed him a
flute made of iron. The boy refused the flute saying

it was not his. Ezedimuo showed him a gilver flute and
i,

e
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the boy also refused it. When the king of spirits showed
him a golden flute, the boy said that his parents were
poor and cannot afford such a flute. Then the king of

spirits brought out the boy's flute. The boy jumped for
joy and thanked Ezedimuo, and accepted the flute.

Ezedimuo showed him two pots, one big and the other small
and asked him to select one. The boy chose the small one.
The king of spirits advised him to carry the pot home and
break it in front of his mother's hut. The boy carried
the pot home and did as he was told., Immediately, money,
clothes, bicycles, goats and fowls filled their hut.

From that day, they became wealthy people. This type of
fortune that came to Ogechi and her son filled the other
woman with jealousy. She guickly ran to the market and
bought a flute for her son. The next day she dragged him
to fhe farm, and warned him to ensure that he left the
flute in the farm when they would be going home. When they
were leaving the farm, the boy picked his flute. On the
way, the woman asked him a%out the flute and he showed it
to her, She scolded him and ordered him back to the farm

to drop the flute. He did as he was ordered and they went
home, After their supper, the wicked woman sent the boy

out to the farm to fetch the flute. The boy resused. She
pushed him out of the house threating that she would not
allow him in unless he went to the farm to bring the flute,
The boy went off to the farm in anger. When he got near
the farm, he perceived the odour of spirits and shouted,
"Phuu, phuu, I'm choking with the foul smell of spirits.”

One wry spirit came out and asked him what
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he was looking for. The boy replied, -~ "Taa move out

of my way for I know where I'm going. I don't want any

tiny spirit to talk to me. You are choking me with your
odour. I want to see Ezedimuo only". The spirit he

so insulted led him to Ezedimuo. Ezedimuo brought a

golden flute and asked the boy whether it wns his,

and the boy said yes. Ezedimuo ga¥e him the golden

flute and showed him two pots, one big and the other

small. The boy chose the bigger pot. Ezedimuo then

advised him to carry the pot home and break it in front

of his mother's hut. Before the boy reached home, the
mother was already waiting for him at the gate. When

she saw the pot he was carrying, she rushed to him and
snatched it, ran into her room, and instbucted the boy

to lock all the doers and windows of the house. The boy told
her of the instructions of Ezedimuo, but she scolded him

and asked him whether he wanted others to share in the
fortune that was soon to befall them. She broke the pot
hoping to get money, clothes and other good things. Instead,
leprosy, yaws, tuberculosis and other abominable diseases
flew out of the pot and killed them. When day broke, the
husband waited for the woman and her son tc come out but

in vain. He knocked at their door for a long time but nobody
answered him. When he broke open the door, all the
abominable diseases trapped in the house flew out and speead
all over the world. That was how the jenlosy of one woman
and the az2greed of her son brought these diseases into the

world. This story teaches us thot jenlousy and greed are

bad.
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APPENDIX A4

OME KJO N'EMERF ONWEYE, OME MMa N'EMERE ONWEYE

Place of collection: Umuchu

Date of collection : 28/12/81

Situation 2 Children telling storieés at night
Story teller : Nneka Uchendu,aged about 12

Story teller: Onwere ofu akuko m ga akoro unu

Audicnce : Yoro ayi.

Oruru ofu oge aha, onwere ofu onyc ishi. Onye ishia n'arig
ar%r%Q n'akpaghar%. On'akpagharé 9n'ag9, "Ome njo n'emere
onweye, ome mma n'eémere onwcyec." Onye nyeye ihie,
obukwa ofu ihia aha k'onasi "ome njo n'emere onweye, onme
mma n'emere onweye." OCnwekwereni ofu onyeze di n'obodo
aha nwere obi 0joo nnukwu. Sooso ihie n'agu ya bu ita
umu ogbenye awhuwhu. Onyeishia din'eje b'onyezea irio
aririo. Mak'ihi n'onyeishi n'agu egwu di utuo, ofu

> es . o oo
nnwa nwoke onyezea mutara whuruya n'anya nnukwu. Mgbe
obuna onyeishia biara na b'eze, nnwaya nwoke aha
abiakwuteye nyanaya noro n'sakpa nkata. Lvutereye nni, ya
rieye elu elu vuru nke whoronu vui onyeishi ya rie.
Onyeishi richaa, ya si, "Ome njo n'emere onweye, Ome mma

n'emere onweye."

Otua onyeishi na nnwaya shi atug n'ewute onyeze nnukwu.
Obido tuyba aro ihie ojeme onyeishi. Oruo ofu mboshi

onyeishi biaruru na b'eze irio aririo ma nwaeze anoho

n‘ulug. Onyeze were akpa baa n'ime ohia nwuta ajuala.

Mgbe ojiri ajuala aha bata, ya kpoo onyeishi vui ye nni.
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Ka onyeishi no n'eri nni, onyeze vuru akpaya, were nke

aha ajuala d;,nn ya dobaraya. Mgbe orichara nni, ya

kelee onyeze si, "Ome njo n'emere onweye, ome mma

n'emere onweye." Ya bilie koro akpa aha ajuala di naya laba.

\

K'onala, ozute nwaeze k'onaluota ebc ojere. Nwaeze kelee

) o
ye si ya wete ihie ndi mmadu nyéreye di n'akpa ka ya lee.

Ozhigbonje omairi aka n'ime akpa ahay ajuala nnaya tiri
n'imeye tyg ya. Odaa n'ala tie mkpu. Ndi mmadu gbakgg
vuruye vulara nnaya. Ka ha n'abata na b'eze, nwaeze
ekubie, nwug. Oge ana eliye, onyeishi kuru mkparaya
guru egwuye n'aga i, "Ore njo n'emerc onweye, ome mma

n'emerc onweye.

Mgbe onyeze nuru egwu onyeishia, obi ebido piaba ya

gtar}. Ochete n'oya rury aryruala gburu nnwaya. Obi

gbowaa ya, onwukwuo. Onyeze 020 bidozhie chiba obodo

hha. Ma tupu ya r}kwashara n'ocheze, ovuru uzo Jjee

n'‘afa ;jgpgta ihie nnwa na nnaya jiri nwuo ofu mgbe.

Afa gwaraya ihie mereni. Mgbe aha k'oha n'eze jiri mata
nscala onyeze ha mbu mereé, ya na ihie - egwu onye ishi

n'agu, "Ome njo n'emére onweye, ome mma n'emere onweye"
putara. Akukoa goiﬂiri n'ygwo diara onye n'emegbu nw'ogbenye

maka n'ehi n'enwehg odu nachil ye n'achuru ya ijiji
A
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YOU REAP WHAT YOU SOW

Place of collection: Unuchu

Date of collection : 28/12/84

Situation i  Story telling session at night
Narrator H Nneka Uchendu, aged 4

Narratory Chakpiil
Audience: Woo!
Karrator: There's a story I want to tell you

Audience: Tell us

Narrator: Once upon & time, there wag one blind man.

As he went round the town begging, he used to sing

"he who does evil, does it for himself, he who does good
does it for himself. E¥wen if somebody gave him some alms,
he would still say the same thing. There yos aleo & chief
in that town. This chief was very wicked. The only thing
he enjoyed was punishing the poor. This blind man was
always golng to his palace to bepg. Because he used to
sing interesting songs, the only son of the chief loved
him s0 much. Whenever the blLind man came to the palace,
his son would stay with him to chat. When food was
brought, the prince would eat just a little and pass the
rest to the blind begger. If he finishes e¢ating, he would
say, "he who deces evil doeg it for himself, he who does
good does it for himself. The friendship between his son
and the blindman was displeasing to the chief. He started

plotting how to deal with the blind man. Then one day,
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the blind man came but the prince was away. The chief
took a bag and went into the bush, He collected a live
viper. When he came beck, he called the blind man and
gave him some food. While the blind man was eating,

the chief swapped his bag with the one containing live
viper. When he finished eating, he thanked the chief
saying, "he who does evil does it for himself, he who

does good, does it for himself. He got up, took the

bag containing the viper and left. On his way, he met

the prince coming back from his journey. The prince
greeted him, and aske¢d him to show him what people had
given him. Immediately the prince dipped his hand into
the blind man's bag, the viper struck him. He shouted

and fell down. People gathered and carried him to his
father. As they were entering the chief's compound,

the prince died. During the burial, the blind man passed
bye singing, "he who does evil does it for himself,

he who does good does it for himself." When the chief
heard the blind man's song, he was filled with remorse.

He remembered that he was the architcct of his eon's
death. He immediately died of heart break. Another

chief started to rule the town. But bhefore he ascended
the throne, he first went to the oracle to find out why
father and son died 8o mysteriously. The oracle revealed
what had happened. It was then thot the community realised
the outrageous thing their former chied did and the meaning
of the song of the blind man. This story shows us that
there is a penalty for those who maltreat the poor because

God chagses flies away for a tail-less cow.
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APPENDIX AS
ITE NDU
Place of collection: Amesi
Date of collection : 20/12/81
Situation : Story telling session at night
Narrator - Obiageli Eze, aged 32

Narrator: Chakpii!

Audience: Woo!

Narrator: Onwere ofu akuko m g'akoro unu
Audience: Kooro anyi

Narrator: Ihie unu ga na ekwere m bu zam;r; za

Oruru ofu oge aha, ofu obodo mwere ofu onye eze maara ihie>
nwekwuo obi oma. Ndi obodo ye whgrg ya n'anya nnukwu

maka obi ¢ma na amariihie ye, DMgbe obuyna ha ejene agha,

ndi obodo ye n'emeri. Ezea nwere otubu aku n'yba nwekwuo
otutu omu. Onye ezea were daa ofu nnukwu oria. Dibie

elu gwoo, nk%t@, dibie ala gwoo, nkiti. Ezea riakata riakata
riakata were nodozhie k'agasi n‘qnwg n'ekwe ye onu.

Oge o ha no n'onu onwy, ndi nze obodo ye jee n'afa

?ch?pyta ihie ejeme k'owere dih}. Afa gwa ha s} n'gbgrg
n'‘onye eze ha j'ndéhi, he jee choo ofu ogba nziza nwagb9gh9
dui na be Chukwu k'oje vute ite ndu. Nwata nwagboghoga

je n'ekwu ezhiokwu, n'ehube ishi, nke ka nke bu n'ojehe

ama nwoke. Oburuy n'ovuru ite ndu a luotsaruo, etiwaa ya,
eze j'adihi. Ndi nze were dupu mmu odibo ha n'obodo

nile gbara ha ereghede ka ha je choo ydi nwagbogho agbaran'afa.
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Ha chokata chokata chgkata mana onwehe ebe ha whuru

udi nwataa afa kwuru j'ejelipu ?d@ ozhia. Ha chochaa

na be nd@ eze nd@ 0z9 nile mana onwehe onye ha whuru,

Ka mgbe aha, oria ji onye eze n'ejitu ye nnine nnnine.
Ndi nze gmaha izu 0z0 chighaa n'afa. lgbe ggba afa
ch}liri mkpggg afa ya Bido yoba, oygo ya yokwa, Qyoo ya
yokwa, 0yoo ya yokwa, ihie o na awhu gbara ya ghar?%.

Ya ygkwa mkppry afa ya 0zo ma ihie ona awhu byrgré ofu
ihie aha. Ya were gwa ndi nze si ha "Thie unu n'acho
n'uko elu di n'uko ala. Unu laruo, gwanu onye ishi ndi
Bze ya welie ukwu aka nni ye elu. Ndi nze ﬁgrga laa.
Onye ishi ndi nze nwere ofu agbataobi bu ote nkwu anakpo
Onyemacchi. Onyemacchi na nwunye ye nwere 5080 ofu nnwa
nwanyi anakpo Ezhiokwubundu. Ezhiokwubundu bu nngo ihie
onu j‘akp9 ezhigbo nwata., O na e¢je ozhi nnukwu h'ehubere
ndi mmadu ishi. Nke kacha nke bu n'omsha nwoke.

Ozhigbo erichara nni anyasu onye ishi ndi nze bata be
Onyemaechi. Udi ije abalia gbara Onyemaechi gharit

maka gbghg ovueme. O kelee onye obia ya rio ya n'anyasu
ataana ?jé. Onye ishi nd; nze si ya y'esogbune were
tgtuo ihie ojiri bia were gbuo ye aki oyibo Nsugbe.

Oria onye eze bu ihie onye obuna ng na obodo aha ma,

Onye ishi ndi nze zhie Onyemaechi n'afa si n'obu
Ezhiokwubyndu je eje by Chukwu ivute ite ndu k'onye

eze were déh@. Udi ozhia gbara Onyemaechi ghargi. Omaha
m'o ya chiba ochi mobu bebe akwa. Onwehe mgbe obatara
ya n'uche n'obu na be ye k'ejeshi whu onye j'eje udi ozhia.
Ya duo na nchukuvu si "Onye ma echi". Onye ishi ndi ngze

gwakwuoye n'achoro ka Ezhiokwubundu pug echi ye bu Nkwo.
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Mghe glara, Onyemaechi kpoo nwunye ye kggrq Ya ihie ¢
nuru. Ozhigbo nwunye ye ral aka n'ishi tie "Anwaom, efuocm
ool Chim obu otune ka muna uwam shiri jeel" Obere
akwa ogologo oge. Diye guguoys n'asi "Onye ma echi®.
Chi were who. Onyemnaechi na nwunye ye kpgo Ezhiokwubdbundu
k9grg ya ihie oha obodo choro k'om¢e, Ya za ha si,
"Nnem na nnam, obury n‘gby uche yny kam jee, agam eje.
Oburu n'ijem J'ceme k'onye eze d;h%, affam eje." Nna ya
were de ya odu si, "Enwehen ji nkc m ji enwe ede.
Sooso ihie m n'enye ghi bu ezhiokwu, obi ebere n'iwhunanya
n'ebe mmadu ibeghi no. Ka i n'cje, kwyba akaghi oto.
Booso ihie ije evu n'obi bu ite ijeje ivute be Chukwu.
Were ofu oghbe jia. ﬁggrg guo, ghi, tabere ye were luo
mkpgasgf‘ ‘Wne ye si ya, "Wna ghl ekwutechagwene ihie
nile. Ma sogso ofu ihic whorg bu id¢ ghi aka na nti maka
umu nwoke. I n'eje, ele kwene h'anya. Dobe obighi
80080 n'ite ijeje ivute, Elu ejehe akwa ghi nke ala j;
akwa gh%. Tje eje n'udo l?qta n'udo. MWere ofu ukwu
akwa a k'oje abu oyi tubaghi, i kpuo ye. Ezhiokwubundu
were puo ije jide 800SQ ofu ogbe Jji n'ofu ukwu akwa.
0 jeghudo jeghudo jeghudo, chaa ikpa n'asaa mba n'asaa,
ikpa n'asaa nba n'asan, ikpa n'gsea mba n'asas were pyta
obhodo 80050 okpokoro ishi juru. Efere di ebe aha by
SQ0sq azly, Ji awal na ede mbicri Juru na ha, Ofu okpokoro

ishi kpoo ya si ya:
F I 4
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Ezhiokwubundu lee¢ umu ihie ndis rie. Amam n'aguru je
n'agughu. Nd§ nwe ha anoho n‘glgg. Rie he 93}89 tupu
ghi gabaaha njem ghi." Ezhiokwubundu zaa ya n'agu
"Aguru ansha agum"

Audience: Zaﬁir@ za

Narrator: ﬂgprg anaha agum

Audience: Zamiri za

Narrator: Nnem na nnam nyerem ji n j'eri

Audience: an§r§ zAa

Narrator: Aguru n’nggbedim 00

Audience: Zamiri za

Narrator: Ejehem eri nni edobere onye 0z0

Audience: Zamiri zna

Narrator: K'ihie j'eme onye 020 ghara imem oo

Audience: Zamir} za

Narrator: Ezhiokwubundu bidoaha njem. Ya jekata jekata
jekata were puta ebe enwere 50050 uluo elu ike were

gwu ya. Ndi bi n'uluo elu ndiasha by ymu okorobia n'enwu
gcha by so mma. Ha kpoo ya k'obia rawhu be ha. Ya ju.
Ha kweye nkwa na ha j'emeye nwunye onye eze ha ma ya
jyleghi, hapn ha gaba ebe o n'eje. Ogaghudo were puta
ebe umu ndi mmuo bi n'akpati ozu. Ofu ndi mmuo shi n'ofu
akpati ozu puta s% ya, "Biko AgUryY n'aggghum, nyem ji

aha iji". 0zo naputakwa si ya,"Biko oyi n'atugbum, nyem
akwagh'aha." Ebere umu ndi mmuo A juputere Ezhiokwubundu
obi. O nye nke aguru n'agu ji, nye nke oyi n'atg akwa.
He kelee ye. Nke onyere Jji enye ye ofu mkpirishi oshishi

gwa ya k'qk99 ya 9gbqr9 ato n'ala oge obuna qwhqrq ihie
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0joo obuna m'obu egwu tubara ya n'uzo. Nke o nyere akwa
nye ye ofu mkpirishi ?kpgkpg gwa y2 n'buru n'ojechaa ebe
o n'eje, ya t?gbg gkpgppga n'‘ala zodoye ka? oje evula
ya be ha, Ezhiokwubgndu bidoaha njem. Ogaghudo gaghudo
gaghudo pgta ebe ndi mmuo Ji ishi asu akwg. Nd? mnuo
aha bara ya si, "Taa nwa mmadu, were ishi ghi suchaa akwy
nile d% ebea m'?b?ghg etuanha nny% egbuoghu." Ha baa
n'ehia je vukuluo akwa nile ha gburu k'owere ishi sugq.
Ozhigbo okury oshishi ye ugboro ato n'ikpo akwu aha,
asuchaa ha. Ndi mmuo hapq ya ognfee. OUwere rute ogige
be Chukwu. Onu egwu n'ada be Chukwu. Umu odibo Chukwu
juputere n'ahuri makn na nkea bu izhizhi mmaduy d} ndy
n'emeri onwunwa nile di n'?z? were ruo be ha. Mgbe
?batnrﬂ na be Chukwu, Chukwu kpoo ya, nghie ye were vui
ye ite nd?. Ya kelee Chukwu were vuru ite ndu. Ozhigbo
0 n'apgtnhana iro, ya togbo gkpgkﬁq ya sha n'ala zokwasha
ya 9kwg. Kamgbene kamgbene ya wuchna n'obi eze ha.
Umu eze na nd% nze ha chicha ume n'aka n'eche ye. Ha
duru ye baa n'ebe onye eze dine n'akwa oria. Ozhigbo
onye eze whuru nya na ite ovu, obi juputeye n'anyri,.
Mgbe etiwara iten, onye eze agbakee. Enwere oriri n'phuny
izu n'asaa n'obodo aha. lMgbe oriri n'ohufiu gafechara,
onye eze werc kpoo Onyemaechi nn nwunye ye weré kelee ha
maka otu ha shiri zu nnwa ha nwanyi. Ya kee obodo ye uzo
abgg nye Onyemaechi na nwunye ye ofu uzo ka ha chiba.
Okpg? digkwaraya gwa y= k'?lpbﬂ Ezhiokwubgndu. Shitezhie
mbPShé aha, Onyemnechi bqr?zhic onye eze, make ihi ezhigbo
ada ya. Ezhiokwubundu ﬁhgrp nwunye digkwara eze make ihi
ezhigbo omume ye. ﬂkyk?a goshiri ayi uru o n'aba bu irubere

nne na nna ayi ishi.
*
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THE POT OF LIFE

Place of collection: Amesi

Date of collection : 20/12/81

Situation : Story telling session at night
Narrator : Obiageli Eze, aged 32

Narrator: Chakpii!

Audience: Woo!

Narrator: There's a story I want to tell you
Audience: Tell us

Narrater: The refrain will be "Zamiri za".

Once upon a time, there was one town which had a very
wise and benevolent chief. His subjects loved him very
much because of his wisdom and kindness. Whenever there
was a battle, his army always won. The chief had many
children and was very rich. One time, this chief became
sick. Many doctors came to cure him but failed. The
chies ailed and ailed and ailed until it seemed as if
death was 'pricing him'. When he was at the mouth of
death, the titled men of his chiefdom went to the oracle
to find out what to do so that the chief might recover.
The oracle told them that if the chief was to recover,
they should look for a2 damsel to send to God to bring
back the pot of life. This damsel should be 2 virgin,
truthful, humble to her parents and should be of
exceptionally good behaviour. The titled men sent out

their servants to all the surrounding towns in search of
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this type of girl the oracle said could run such an errand.
They sought and sought and sought, and went to all the
neighbouring chiefdoms without success. By then, the
chief's condition was worsening. The titled men met again
and went back to the oracle. When the diviner splayed
his strings, what he was seeing surprised him., He splayed
again but still saw the same thing. At last he got up
and said to his visitors,; "What you are looking for in
the ceiling rafter is in the floor rafter. When you get
home, tell the head of the titled men to raise his right
leg." The titled men rejoiced and went home. It
happened that the head cf the titled men had one neighbour
who was a wine tapper. His name was Onyemaechi,
Onyemaechi and his wife had only one daughter called
Ezhiokwubundu. She was what could he described as a
good girl. She ran errands with dispatch, was very obedient
and humble, and above all, was a virgin. Immediately
after the night meal the hesd of the titled men went to
the house of Onyemnechi. This type of nocturnal visit
surprised Onyemaechi because it was unusual. He greeted
his visitor and apologised that 'night had eaten kolanuk.'
The head of the titled men told him not to worry and
brought down his mission which he broke ™1like Nsugbe
coconut,! The chief's sickness was something everybody
in the town knew about. The head of the titled men
informed Onyemaechi that the oracle had said it was
Ezhiokwubundu that should go to God's home to bring back
the pot of life so that the chief would recover. This
type of information surprised Onyemaechi. He did not

know whether to ery or laugh. Never did it occur to him
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that it would be from his house that the person who

could run such an errand wbuld come. He shrugged his
shoulders and said "Onyemaechi", (who knows tomorrow).

The head of the titled men further informed him that
Ezhiokwubundu was required to set off on her journey

the following day, Nkwo. When he left Onyemaechi called
his wife =2nd narrated to her what he had been told.

She immediately clasped her head and wailed, "I'm dead,

I'm lost oo! My God, is this how I have gone with my world."
She cried for n long time. The husband consoled her
saying, "who knows tomorrow". The day broke. Onyemaechi
and his wife cnlled Ezhiokwubundu and told her what the
community said she should do. 8She replied them, "My mother
and father, if it is your will that I go, I shall go.

If my mission will save the chief, I shall go". Her

father then advised her saying, "I have neither yams

nor cocoyams. The only thing I'm giving you is truth,
sympathy =and love for your fellow human beings. As you

go, kcep your way upright. The only thing you should have
in mind is the pot of life you are going to bring back

from the home of God. Take this one yam. When you are
hungry, eat part of it to swallow saliva". Her mother
said, "Your father has said all that need be said. The
only thing left is to warn you against men. Do not look

at them as you go. Always focus your mind on the pot.

The sky will not trip you, nor will the earth trip you.

You will go in peace and return in peace. Take this

cloth so that whenever you feel cold, you can cover yourself

with it." Ezhiokwubundu set out on her journcy with only
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the yam and cloth. ©She walked and walked and walked,
pased seven towns 2and seven wilds, seven towns and
seven wilds, seven towns and seven wilds until she came
to a place inhabited by skulls only. The plates in
that place were filled with meat, fish, yam porridge,
and cocoyam prcpared with vepetahles. One skull called
her and snid:

"Ezhiokwubundu, tnke these things nnd eat. I know you
must bc hungry. The owners nre not at home. Eat them
quickly before you continue on your journey."

Ezhiokwubundu replicd him singing: "I'm not hungry"

hudience: 2Zamiri zna

Narrator: I'm not hungry

Audience: 2Zamiri za

Narrator: My parents gave me yam to cat

Audience; Zamiri za

Narrator: Even if 1 were hungry

Audience: Zamiri za

Narrator: 1I'l1l not e¢nt food meant for another

Audience: Zamiri za

Narrator: ©So that what should happen to another should
not happen to me

Audience: Zamiri zo

Narrator: Ezhiokwubundu once more continued on her journey.
She trekked and trekked ~nd trekked and came to a place
where there were only storeyed buildings and became very
tired. The inhabitants of those buildings were fair-

skinned and come€ly young men. These ydung méntinvited




her to sleep in their place. ©She refused. They promised
to make her the wife of their king but she still refused
and left them to continue with her journey. She continued
trekking until she came to a place where spirits lived

in coffins. One spirit cmerged from one of the coffins
and said to her, "Please l'm dying of hunger, give me that
yam you are holding." Another emerged and said to her,
"Please I'm dying of cold, mive me thot cloth you have."
Ezhiokwubundu wns fillcd with pity for those spirits.

She gave the one some ynm and the other her cloth,

They thanked her. The one she gave some yam gave her

a piece of stick and told her to strike it thrice on

the ground whenever she became afraid or came by anything
frightful on her way, The other spirit gave her a piece
of bone nnd told ker to pleace it on the gound immediately
she accomplished her task, and that immediately she
stepped on it, she would be transported home. She
continued agsain on he¢r journey. She trekked and trekked,
and trekked until she came to 2 place where spirits were
treshing palmnuts with their heads. The spirits growled
at her: "Taa, human child, use your hcad to tresh all

the palmnuts here or else we shall kill you". They went
into the bush and collected all the palmnuts they harvested
for her to tresh. She struck her stick thrice on the heap
and ant once all the palmnuts were treshed. They let her
pass. She then rcached the outskirts of God's home.

She could hear music coming from God's home. God's servants

were rejoicing because that was the first time a living
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human being had overcome all the tests along the road

to reach their home. Immediately she entered God's
palace, God called her, blessed harand gave her the

pot of life. 8She thanked God 2and carried the pot.
Immediately she went outside, she placed her bone on the
ground and stepped on it. No sooner had she done this
than she was transported into the chief's compound.

The chief's children and the titled men were already
anxiously wniting for her. They lcd her into the chief's
sick-chamber. When he saw her with the pot, he was filled
with joy. Immediately the pot wns broken, he recovered.
There wns gre~t joy in the chiefdom becouse of the
éhief's rccovery. There w:s fonsting for seven morkets.
After 21l the feasting, the chief c¢nlled Onyemnechi and
his wife, and praised them for the wny they brought up
their daughter. He divided his domain into two and gave
them one part o rule. He then cnlled his first son

and nsked him to marry Ezhiokwubundu. From that day
Onyemaechi became 2 chief becnuse of his good daughter
while Ezhiokwubundu becnme the wife of the chieffs son
becnuse of her good chnracter. This story teaches us

that it is rewarding to obey our pnrents,
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APPENDIX AG

ETU OFU NWOKE STIRI NU ITEQOTU MMAT AWHO ASAA

Place of collection: Unmuchu
Date of collection 28/12/8"
Situation % Children telling stories at night

Story te¢ller

Ezenwanne Ohingwu

Story teller: Chakpiil

Audience i Wool

Story teller: Chakpiil

Audience ;. Wool

Story teller: Onwere ofu akpk? m g0 koro unu
Audience :  Kooro anyi

Story teller: Agem akorg ynu ctu ofu nwoke shiri hu

iteotu mmal awho asnn.

Onwerc ofu nwoke anakpo Ojembaenwilc. Nwokea nwere obigma
nnukwu, Omaha etu eshi nsi mmndu mba ma ario ya ihie
L} L]
onwere. Be ye d}shiri uz9 ndi mm~du shi echu iyi, m'obg
. L

e je }kpa n'ahia.

Owere ruc ofu mboshi ya lute ofu iteotu mmaj noro n'obi

ye n'nfly ya. Mgbe otataharana iko ~bug izhizhi fuo,

oletia anya na nt? AMA We TG wh? ofu nwoke gbu n'abja ka
onye ike gwuchara. Onrkwaha onye nwoke aha by maka ihi
n'?whgghabche ye¢ mbu. Mo okpoleghiri nwoke nha k'obata
zuru ike. DMgbe nwoken batarn, Ojembrenwilo ta% ya iko mmai
n'abo k'owere kpoturu akpiri. Nwcken riuchan, kelee

ye nnukwu ckele laba. qunt%nti oge onye ozo agnfetekwe,
L] L



- 162 -

okpoo y~ ko obfita were mmni kpoturu skpiri. TIhiene
n'omeghudore, Onye olerc anyn ?diyn k'ike opwury,
okpotabay~ n'obi ye tni yn mmeci. Onye nya na ya gere

ike mmai 2hn bu onye nke asaa.
" .

K'awho n'agbshigete, Cjembaenwilo were jee ije tere aka.
Mgbe ona aluota, ozute nd% abalidegwu cheshiri nd? mmadg
n'ng. He choo %pgkgr? ¥ya ihie nile oji. Ofu olu mkpu
otipuru, ofu nwoke shi n'uluo yn m@r@ obejiri ye p?ta.
Mgbe nd% abalidegwun whuru onyc ji obejiri nbin, ha
gbalagn. OJjembnenwilo kelee nwoken nnukwu ekele,

Nwokea were zn ya si, "Ekelezhinem. tht? awho gara aga,
§z9p9tﬂrﬂm, y» ru n'awhona, m zgpgtngh%." 1"'Ojembaenwilo
echetezhihi otu oshiri zoputn nwoken. Yo were chetereye
eshi y'oshi ebe tere nkn aluotn ?kpgmﬂtﬂrw ya n'obi ta¥
ya mmq% y' owere kp?turu ﬁkp%r%. Okp?r? Ojembaenwilo

baa beye, nyeye nni n~ mmai, zhikwuoye ebe oje nrawhu

ka chi were who,

Orukwn awho 0zo, Ojembnaenwilo biliaha njem. Oputa ofu

obodo ?bg gkp mniri n'ﬁk9 nnukwu. Ike gwuchaaya, akp%r@
kpokwuoye nku nnukwu. Ochekatna ihic oje eme m'ochetehe.
K'pngzhi n'ofu ukwu oshishi ezu ike k'ofu nwoke putara

makuoya j?bnyn ihie 9b§ﬂrﬂ eme n'obodoha. Mgbe Ojembaenwilo
kowachara y» mkpnyn, nwokea kporo ya 1na beye, nyeye

mmiri ?ﬁgﬁg na nke oji ghu nhy, nyckwuoye nni na mmai nyana

ebe oje edinn ka chi were who. DMgbe orichara nni, Ojembaenwilo
kelee nwoker nnukwu ekele. IMn nwoki:~» znara si, "Ngi bu onye m
jenekele mankana ewepu iko mwné n'=hg nhe itn%r?m eshi m

shi ikpna 3190, ejerchem alarulinu®.
‘ .
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Otua k'Ojembaenwilo shiri n'awhy ihicoma n'otubaha anya

ya were rukwee awho asan onakpaghari k'9whqzuo uwa
. .

gbara ya okirikiri. Ihie nk?kgn n'akuzhiri ayi bu

na onwehe ihie oma mmadu mere n'elu uwn lara n'iyi.
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HOW ONE IAN DRANK A KEG CF PALMWINL FOR SEVEN
YERS

Place of collection: Umuchu

Date of collection : 28/12/81
Situation : Story telling sesgion at night

Narrator : : Ezinwanne Cbiagwu

Warrator:’ @hakpiit-'i,

Audience Wool e

Narrator: OChakpil!

Audience: Wool ' .o

Harrator: There's a story I want to tell you

hudienco: Tell us

Narrator:

Onee there lived .a man called Ojembaenwilo (a
traveller should not mnke enemies). This man was kind.
He did not know how to rc¢fuse any request that was within
his means. His compound wns on the way to the stream,
market ~nd farm. One day he bought a keg of palmwine
and sat in his obi to drink it. Hardly had he taken
the first two cups thnn he snw a man who looked weary
approaching his compound. He did not know the man beczuse
he had never met him before. But he still invited the
man to come in and rest. When the man ceme ; in,
Ojembaenwilo gave himthohoups of wine to ‘cnall down
his throat.' The man drank, thwked him very much and
went on his way. After a while another person come bye.

Ojembaenwilo called him in »nd gave him of the wine to
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call down his throat. This was what he kept doing.
Any pegson he felt was weary, he would invite for some
cups of wine with the result that it was the seventh
person with whanhe shared the dregs of the palmwine.
After some years, Ojembaenwilo went on a long journey.
On his way back, he encountered night maraunders who wanted
to kill him and take his belongings. Once he raised
an alarm, one man came out from near By with a natohet.
When the marauders saw the man with a matchet, they ran
away. Ojembaenwilo thanked the man. This man replied
him saying, "Stop thanking me. Many vesars ago you saved
me, and this year I have saved ycu." But Ojembaenwilo
could not recollect how he hnd saved the man once, until
the man reminded him of the day he invited a weary man
into his obi for gpme wine. The man took Ojembaenwilo
him
to his house, guqufood and wine and showed him where to
sleep. The following yenr, (Qjembaenwilo went on another
journey. He came to a togn where there was scarcity of
wqtté. When he became very thirty and tired, he sat
under a tree to think of what to do. As he was sitting
under th¢ tree, one man came out ~nd embraced him, and
asked hirm what he came to thcir town to do. When Ojembaenwilo
explained his plight, the nan took him home, gave him
water to bathe, drink and some food to est and wine to
drink. He also showed him a place to slcep. When
Ojembaenwilo hrd eatemy he thanked the man. But the man
replied, "You are the pnfson I should thank because dbut

for the two cups of wine you gave me on the day I wns
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from the farm, I could not have pot home." This was
how OJjembaenwilo was getting good returns he leanst
expected for the seven yenrs he was travelling round to
see the world »round him. This story teaches us that
whatever good one does on earth, he will surely get the

rewnrd.,
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APPENDIX A7

UKPA AMAMIHIE

Place of collection: Achinna
Date of collection : 29/12/81
Situation 3 Children telling stories at night

Narrator : Nkeonyere agbasiere, aged 42

Narrator: Chakpii!
Audience: Wool!
Narrator: Onweré_ofu._skwku™n gakofo @imi~ -

Audience: Koppo anyi

Narrator:

Oruru ofu oge aha, IMbe chorq k'qbgry nhn? ya by onye
mara ihie n'ywa n'ile. Unu mn na I[ibe bu onye nghugho
n'onye anyaukwu. Mbe si nwunye ye ya kparaya gkpa
kacha gppa nile di n'ywa. Nwunye ye kwe were bido
kpaba ukpa aha. Owere ye awho asaa iji kpacha ya.

Mgbe nwunye libe kpachara ukpani. Mbe were ye bido

n'evukglg? amanihie nile n'atui. DMgbe Qdiya k‘obuk?l?qchaana
amamihie nile dé n'ywa, ovuruzhie ye chog ije ebe tere

aka biri nani ya k'ogabuzhi n'9b9 nani ya ma ihie nke
J'emezhi n'onye nya na ya emekona ihie, ¢ ghowne onye aha.
Ovuru 9kpa aha gaghudo gaghudo gaghudo were puta ebe

agbara ogige. Ovuru ikpa aha n¥ishi n'achq irife

ogige aha. Origobe rigobe rigoruo n'elu ogige, ukpa

shi ye n'ishi dan, smamihic nile di na ya aghawhuo n'ala.
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Ya bidoaha n'ishi tgtgkglggbnha, Thien k'o n'eme were
ruo izu an'nto. Nkapi nwekweren'cbe ¢ na ete nkwu

n'akpk? ogige ahn. O biakwan'ite nkwu, ya whu ka libe
n'ukpa n‘alg. Nkapi n'~sl n'ine obi ye, 'Ging tinyere

Mhe n'pdi nzuzua.' K'oruru izu nke at?, ya kpqq Mbe

'Nna anyl Mbe, onye amamihie, ginidi k'in'ezuzu
L} [] . I
ka mghe izu n'ato. Yaby imanha n'ishi n'okpuru
mgbnla vufee ukpaghi, inwezhiri ike rifee
¥

vuruaha Pkpaghi?'

Mgbe Mbe mere otu Nkapi gwarna ya, yo were nwee 1Ke
ivufe ?kpa va n'ogige. Nnukwu iwe wee yo. Ya tie mkpu
si y'?kquwasi y'ovukulq?chaana c.amanihie nile d% n'qwa
n'?kpg y'ova, Ya were fesha%sh%aaha amamihie n'ile ovu
.nr?kpau Akgkqa n'cgoghi na qd%h% mma ileldi mnady maka
n'opere mpe. Onye @kwene ka obere ihie oma ju ye ishi

maks n'uche bu akpa, onye ?b¥na nya nke ye.
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THE BASKET OF WISDOM

Place of collection: Achina
Date of collection : 29/12/81
Situation i Children telling stories at night

Narrator : MNkeonyere Agbasiere, aged 42

Narrator: Chakpii!

Audience: YWoo!

Narrator: Therels a story I want to tell you
Audience: Tell us

Narrator:

Once upon a time, Tortoise wanted to be the only wise
being on earth. You all know Tortoise is a very crafty
and greedy one. He called his wife and asked her to
weave for him the largest basket in the world. His wife
agreed and began to weave the basket. It took her seven
years to complete the basket. When she completed the
basket, which took her seven years, she gave it to her
husband Tcrtoise. Tortoise began to collect all the
wisdom in the world into the basket. When he felt he
had collected all the wisdom in the world into the basket,
he decided to carry it to a distant place and live alone
s0 that he would be the only wise one, and be able to
cheat anyone with whom he had any dealing. He carried
the basket and travelled for 2 very long time until he
came to a fence. With the basket on his head be started
¢limbing the fence, Whenever he got to the top of

the fence, the basket would fall and all the contents scat!
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He dould come down and pick them up again. He kept
doing this for thrce markcts. Shrew had a palmtree
he was tapping very close by. IEach time he came to
tap, he would sce Tortoisc strupgling with the basket.
Shrew said in his mind "What put Torpoise in this type
of stupidity". In the¢ third week, he called Tortoise
and said to hin:
*Our mastcr Tortoisc, the wise one, why have
you becen fooling yourself for the past three
markets. So in all your wisdom you do not know
that one does not c¢limb a fence with a loas
on the head. You should first push thc basket
across from under the fence and then climb

. 1
over and carry your basket apgain.'

When Tortoise did as 8hrcw told him, he was able to

across the fence. He was highly annoyed. He moaned saying
he though he had collected all the wisdom in the world

into his basket. Out of angur and shame he scattered

all the wisdom he was carrying in his basket. This

story warns us against neglecting a person because he

is small. Nobody should sllow what he knows to make

him proud becausc wisdom is like a bag, cverybody

carries him own.
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APFENDIX A8

NWAYO BU IJE

Place of collection: Achina
Date of collection : 29/12/81
Situation $ Children telling stories at night

Narrator H Nkeonycre Agbasierc

Narrator: Chakpii!
Audience: Wool
Narrator: Onwere ofu akgkq m qu?r? unu

Audiencc: Kooro anyi
L] L

Narrator:

Oruru ofu oge aha, umu anumanu azo onye n'ime ha
kacha eme nka, n'onye kacha apgba 080, LB pgta s@ n’qb@
ya. Osa B% n‘9b9 ya. Enwe si na mak'ihi na y'ojiri
elu mere ala, ya kacha eme nka n'ime umu anumany nile.
0si na nke kacha nke by na ya nwere ike ishi n'ofu
oshishi wufee n‘gzq. Elec dnpv n'gch%. Nganga e jupute
ye ishi maka 0 ma n'gmg anu nile ma na ya bu onye 989.
Iwe wee Mbe. Owere si umu ang nd% ozo: "Unu amabekwenihi
n'abym onye 0sg. Unu cchefuone na nna nnam ha naara
agbali oso. N'aka ha kam shiri kete ykwu qég." Um?
anu ndiozo were si ka Mbe n'Ele gban 080. Ozhigbo
ekwupuru nkea Ele si Mbe, "Ngwa, oruo n'onume. Nkea
abuhu iji onu egbu qjé." Mboshi eyiri oso were ruo,

Bgwa Agu n'@dum ka ha je cherc n'Orie Um%anqmanq. Umu

1 -
anu nd@ 0zQ n ¢che otu Mbe j'eshi meri Ele n'oso.
LI |



- 172 -

Mbe n'Ele were pu 080, Mk a %hi n‘?kw? ya di mkp?mkpy,
Mbe enwehe ike igbashi ike. 0 n'agba 0 n'agy

"Mpalia gbashibenike, agbam ije eme ihie 939", Ma spso
owuwu ka Fle n‘aw?. S0SQ Qwuwu n'ab? oJe awu, ya wufce
Mbe. Ogbakata gbakata, ochighaa azw n'cbe ebidoro

080, Unu any nd% 0z0 n'akyury ya aka. Obidoaha wuba
wufekwa Mbe Q20 k'gn'adQRQ% @sg. Mggbe qwhqd?rq
nkekanke k'eruo Orie Um?an?manv, Ele kwgshi k‘? kpg?
anwury zukwuo ike. Ovu n'obl na Mbe ka no n*azg nnukwu,
K‘g no n'ezu ike, ura vuruyc. lMgbe obiliri, obidokwa
?W? 080 029, Ihie obuna angshirineyc uzo, ya wufec ye.
Ogbakata gbakata gbakate manngwhghp Mbe n‘qz?, Ya
kP?S? y'awufegwene Mbe H'FZ? kp?q va mkpirishi oshishi.
Mgbe o n'awybata n'Oric Um?mngmang, Ele th k'umy ang
ndiozo n'ckele Mbe n'ekweys n'aka. Mbe chia Ele nnulkwu
ochi si ya n'ofu ilu nna nnaya ha kKuzhiereye by

"Ihie ¢ji ony cme ansha arara wmazhi ahu." Thie

akukan n'akowa bu na nganga bute uzg, ?dida esoroye.
¥ ¥
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S10W AND STEADY WINS THE RACE

Place ofcollection: fchina

Date of collection: 29/12/8

Situation S Children telling stories at night
Narrator 3

Rarrator: Chakpii!
Audience: Woo!
Narrator: There's a story I want to tell you

Audience: Tell us

Narrator:

| Once upon a time, aninmals ﬁére arguing which of them
was the fastest and nmost aglle. Tiger camc out and
claimed to bHe the fasteat. Bo did Squirrel. Monkey
said that because trec-tops were ground for him, he was
the most agile among animals. He boasted that he could
Jump from one tree to ancther. Antelope burst out
laughing. FHe was full of pride becausc other animals
know he was a fast runner. Tortoise grew angry and said
to other animals: "You are yet to know how fast I can
ran. Have you forgotten that my forefathers were great
runners. I inherited my ninmbleness from them.,"

All the other amimals agrecd that Tortoise and Antelope
should run in = competition. Immediately this was
arranged, Antelope said haughtily to Tortoise: "Come on
it is time for action. This is not felling iroko trees

with the tongue." On the appointed day, Tiger and Lien
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were asked to go to Orie Umuanumanu, the farthest
market to wait for the contestants. All the animals
were wondering how Tortoise would beat Antelope.
The race began. Because of his short legs, Tortoise
could not run fast. As he ran he was singing:
"Mpalia run fast, I have nothing else to do but

rn, '

Antelope merely galloped. Twice he galloped and passed
Tortoisc. After running for a while, he would come back
to the starting point. Other animnls were cheering him.
He would start again and psss Tortoise as he was hobbling
along. When what wes left to be covered was a short
distance, antelope stopped to snuff and rest for w while.
He was sure Tortoise wns still very far behind. As he
was resting, he fell asleep. When he woke up, he started
galloping once more. He would jump over any obstruction
on his way. After gnlloping for a long time, he did not
meet Toryoise. He felt he must have Jjumped over him

on the way mistaking him for: a trec stump., By the time

he got to the target, he saw other animals cheering

victorious Tortoise and shaking his hands. Tortoise laughed
at Antelope and told him that one¢ of the proverbs he learnt
from his forefathers is that "It is very easy for children
to make some achievements with their mout®®s but when time
for real action comes they foil woefully." This story

teaches us that pride goes beforc a fall.
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APPENDIX A9

OBURU NA NKEA EMEGHI, NKE KA NJO JERE EME

Place of collection: Unuchu
Date of collection : 28/12/81
Situation 3 Children telling storics at night

Narrator $ Nneka Uchendu, aged about 12

Oruru ofu oge aha, onwere ofu nwoke bi n'ofu obodo.
Nwokea na nwunycye bu ngq czhigbo mmadu. Ha anaha acho
okwu, Mmadu ch9r9godu okwu chg% hn n'9kpn, ha shere

ukwu hn. Ma obukwalla na nwoken bu onye uje. Mgbe ono
n'okorobia, Qn'qng n'ihu ogu. Onwehe agha ejere ona agba
aka ishi aluo. Obu ogbantn na Qgba ngba amara abaya.

Ike nilea m'obu ilie nilea omegoroemehe nwoken k‘Pb?rq

onye nganga m'gbg onye okwu n'ykn.

Mana onwcl e etu mmndg j'eshi abu ezhi mnadu were
ghar'inwe ndi iro. Ihie onyoqbgnq Je n'ar%g chiye bu
k'ngp?tnyq n'aka ndi iro n'omaha. Owerc ruo ofu oge,
ump dimkpa ntQ bido ghube nwokea anyaocku. Ha tuba alo
otu hn j'eshki gbu ye. Oruo mbgshi nwoken kwadoro %kpq
nnwa y~ nwoke cjc nta, ha puta n'gzg, ofu ogbe ykwa
gbah}qrg dajic nmmwaya akn, Nd% mnndu ghakoo n'cti mkpu
make ihie mereni, n'ekele ya2 ne nnwa ya ndo. Nwokea

zara ha si, "Oburu na nkca emechi, nke ka njo jere eme.”
. . E

Mana nwoken amsha n'umu dimkpa 1o ndia n'eghuye anyaqu
echeneyari n'gzo oshi Jje c¢je nta k'9mabp ha puta, egbuo
ha k'odika obu umu anu ohia gburu ha. Ilgbe umu dimkpa

. [ LI ' ] . . . ]

nd?a chercyc n'ime ohia chekatara chekata chekata, ike Ewu ha,
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Ha were jebe beye %chgpgtn ibhic kpatara ojizhihi Je nta.
Ka ha ruru‘buyc, ha whu ya k'onepbu ngkg n'ihu chiye.

Ha jp? y2 ihie mereni; owere koro ha ctu ya shiri
kwadobuo ije nta were puta n'gz? ogbe qkwa ghnh%qrg dajie
nnwa yn nwoke aka, Ka ha n‘nch? ikcleye ndo, 9si ha hapy
ikeleyc maka qbgrg na nkeaha emepghi, nke kaya nuq jere -
eme. Onyc ma ank ohia ojere atawu ha m'?bg nd% aJ? mmady
ojere ccheshi ha n'?z? ghuo ha. K'okwuharana nkéa obi
mApu umu dimkpa ntgq makn ha kpgsg n'gmatnrq na ha
cheshiburuye n'ng chpq igbu y2 na nawaya. Ha bilie

laba.

Ka ha n'ala n'929, ha bido takariba onweha, n'ataghari
onweha ?ta. Ha bido bode onweha cbubo onye ghaara
nwokea ana. H'ato bido lubn gpu, were mma pekarichaa
onwehn ahP were nwgchnn ¢beaha, Maka ihi ebe ha noro
l? ogu were gbuc onweha b9 uzo ohia, onwehe onye whgry
ozuha. Udele n'?mq anu ohin ndi ozo rie anuha. Chi
nwoken were gbaaraya ?tgtg maka n'?kw?bara aka¥ya 9tQ.
Chi umu dimkpa ndd~ were pbahapuha makana ha mere ihie
ala n'asg. Akukoa goshiri ay; na chi ezhigbo mmady
n'agbara ya ogu oge ?hgna. Ihie ojoo mee mmady,

y'echegbuzhine onwe ye maka n'echi di ime.
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IT COULD HAVE BEEN WORSE

Place of collection: Umuchu
Date of collection : 28/12/81
Situation 3 Children telling; stories at night

Narrator 3 Nneka Uchandu nged about 12

There was that one time, one ran living in one town.
This man and his wife were very good people. They were
not trouble mnkers. Even if somcone fonnd trouble up
to their feet, they would withdraw their feet, But it
did not mecan that this man was n coward. When he wgs
in his youth, he was nlwnys in thc¢ frontline of battle.
There wns ncver a battle from which he returned without
2 head. He wns a renowned hunter nnd wrestler. All
his strength and rcputation did not mnke him a proud

man or a2 troublesome person.

But there is no way a man could be such 2 good man who
had no encmies. What cverbhody should pray to his
personal god is to protect him from the enemies he did
not know. Then at one time, some three young men becane
jealous of this man., They atarted planning how to kill
him. On the day this man wes going to hunt with his

son, on the wny, a brcadfruit fell and broke his son's

arm., Pecple gathered shouting hecausc of what happened,
condoling him and his son. This man replicd them saying,
"If this one did not happen, a2 worse one could have

happened.”
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But this man did not know that three young men who were
jealous of him had laid ambush for him so that they would
¥ill him and his son so that it would appenr that a wild_
animal had done that., When these three young men who
were lying in walt in the bush waited and waited and
waited, they got fired. They went to the man's house to
find out why he did not go for hunting again. When they
got to his house, they met him offering a fowl to his
personal god. They asked him what happened and he narrated
to ther how they were going for hunting when a breadfruit
fell on his son and broke his hand. As they were about to
condole him, he hushed them from condaling him saying,
"If that one did not happen, a worse one could have
happened. Who knew whether a wild animal would have killed
them, or some bad paople would have waylaild them in the
bush, and killed them," Immediately the man said this,
the Three young men were frightened because they thought

he already knew that they had ambushed him. They got up
and left. '

On their way going, they started blaming one another for
the betrayal. The one would tell the other that he

informed the man of their plan. ~ fight ensued among them,
and with their matchets they out themselvyes up and died
there. Because the scene of their fight was a forest path,
nobody saw their corpses. Vultures and othcer wild

animals ate them up. This man's god stood by him because

his hands were upright, while the gods of those young men
forsook them because they did what the earth forbade.

This story teaches us that the personal god of a good man
is always protecting him. Nobody should worry himself so

much when a misfortune strikes because tomorrow is pregnant.
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Ijeregwum ijeregwum
Ewoo mu na Onwubariko iva

Ijeregwum ijercgwum

Onwubariko ddo naa 0 nn ehi ejie iya

Ijeregwun ijeregwunm

Ebubedike di egwu gkwani nd'obu n'eme mmowu iya
IJeregwum ijeregwum |

Izuogu amaghi nd'ozo n'ene mmowu iya
. ' ' ' * ¥

Ijeregwum.ijeregwum

M'Ojionu n'enwu uzu qkaWa Umuchu n'emenu ya iya
Ijeregwun 1jeregwum

Obiars akom ogwy doa nha' o n'any? alaa iya

Ijeregwun ijercgwun

Obira egere udu doo naa @ n'nnyi alaa iya
Ijeregwun 1ijeregwum

Vifeuti doo noa o0 ntanyi alas iya

Ijerehwan ijeregwun : .

Obedo abu obodo Umuchu n‘awwnq Jio diya
Ijeregwum 1ijercgwun

Ebubedike di e¢gwu mebe qs%sq na chi c¢jie iya
Ijeregwun iJjercgwumn

Obu %maghi mmadg @makwa onyeé bu Oknome 1yn
Ijeropwun ijercawun

Egede mu na Produce Nd%ﬂwn iya

Ijeregwun ijoeremwun

Muna Omariko iya

Ijeregwun 1ijeregwum

Omariko doo nan o na chi ejfic iva
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Ijeregwu 1ijeregwum

Ojionu n'enwu uzu okwadi Umuchu n'emenu ya iya
Ijeregwum. ijeregwun

Obu imaghi mmadu imakwa onye bu Okaome iya
Ijercgwum ijeregwum

Ebubedike di egwu okwadi ya bu Okaome iya
Ijerepwun ijeregwum

Ejechaanam ije rute Akokwa n'Izuogu iya
Ijeregwun ijeregwum

Izuogu amaghi ndiozo n'eme mmowu iya

Ijeregwum ijeregwum

M'Ojionu n'enwuzu obukwa Umuchu n'emenu ya iya
Ijeregwum ijerepgwum

Anam afu aru n'Izuogu iya

Ijerepwum ijeregwum

Ebubedike di egwu Ojonya agbaka mmowu mmowu iya
Ijeregwun ijeregwum

Ogbuoturugo doo naa o na chi ejie iya

Ijeregwum ijeregwum

Ojonya doo naa o na chi ejie iya

Ijeregwun 1ijeregwum

Achanko doo naa o na chi ejie iya
Ijeregwum ijeregwum

Ckudaibube doo naa o na chi ejie iya
Ijeregwum ijeregwum

Ikpa Ekubo doo naa o na chi ejie iya
Ijeregwum ijeregwum

Obodo ezumezu Umuchu n'emenu mmowu iya
Ijeregwum ijeregwun

Ijeregwum ijercgwum
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I JEREGWUM

Raise your voices for night is falling iya
Ijeregwum ijeregwum
Benedict son of Anyaegbu from the land of Uchu iya

Ijeregwum ijeregwum

Benedict son of Holy land that is Umuchu iya

ITjeregwum ijeregwum

Frightful Ebubedike please come for night is falling iya
Ijeregwum 1ijeregwum

All clans do you know that Umuchu is eating yam iya

Ijeregwum ijeregwum

Ewoo I'm dancing in Uchuland iya

Ijeregwum ijeregwun

I've travelled round and reached Nnewi and Ozubulu iya

Ijeregwum ijeregwum

I've travelled round and entered Umuchu and Nnobi iya

Ijeregwun ijeregwun

Frightful Ebubedike please come for night is falling iya

Tijerepgwun 1ijeregwumnm

0f all clans its only Umuchu that knows much about
masquerades iya

Ijeregwum 1ijeregwum

I'm shouting that night is falling iya

Tjeregwum ijeregwum

Ewoo I and Onwubarike iya

ILjeregwum ijeregwum

Onwubarike Please come for night is falling iya

T jeregwum 1jeregwum

Frightful Ebubedike is one of the masquerade experts iys
Ijeregwum ijeresgwum

Izuogu does not accept that others make masquerades iya
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Ijerepwum 1ijeregrwun
But the famcus Ojinnu it's Unuchu that mekes it iya
Ijererswun 1ijererwun

He that camc to bewiteh me ple-ge do quickly for we're
about to go iya

Ijeregwur 1iJjercewun

He that carme to listen to music please do so quickly
for we're about to po iya

Ijerepwur ijereswun

Vincent pleqse come for we're about to po iya
Ijerepwun ijererwun

All elans Uomuchu is celebrating New Yam Festival iya

IJererwun ijéreﬁwum

Frightful Ebubedike hasten up for night is falling iya
Ijeregwun 1jeregwun

If you don't know people don't you knew Okaome iya

Ijerepwun ijeregwun

The day 1 ﬁerformed at Ndiaws Produce Station iya
Tjererwun 1ijererwun

I =md Cnariko iyn

Ijerepwun ijereswun

Onmariko plense come for nicht is falling iya

Ijeregwum 1ijerepwun

The fanmous Ojionu it's Urucru th~t nakes it iya
Tjereswun ijeremwun

If yru don't know people don't you know Okaome iya

Ijeregwun ijerepwun
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Frightful Ebubedike it's he that is Okaome iya
Ijerepwun 1ijeregwun

I've travelled round and entered Akokwa and Izuogu iya
Ijerepwun ijerepswun

Izuofu does not accept others make masquerades iya

I jeregwun adereﬂwun

But the fancus OJjionu it's Unuchu that makes it iya
Ijerecwun ijererwun

I saw nnathemn at Izuoru iya

Ijererwun ijercpwun

Frightful Ebmbedike Ojonyn that moves not in vain
a proper nasquerade iya

Ijerepwun 1ijereqmwun

Opbuoturugo please come for nircht is falling iya
Ijerepwun ijerepwun

Ojonya please come for night is falling iya

Ijerepgwum ijerepwun

Achanko plense come for night is falling iya
Ijerepwun ijererwun

Okudaibube plense come for nicht is falling iya

Ijerepwun ijereiwum

Ekeubo quarters please come for night is falling iya
Ijerepwun ijere:wunm

All clans Unuchu mnkes mnsguerades iya

Ijeregswur ijerepwum

Ijerepwun ijeregwun
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APPENDIX B2
OGALANYA TOLO AFO (Masquerade performance)

Place of collection: Umuchu
Date of ccllection : 5/1/81
Context : Uku Festival

1 Klanyi naa, ogalanya tolo afo k'anyi naa
K'anyi naa, ognlanya tolo afo k'anyi naa
Nwata nwoke b'anyi o

.

Nwata nwoke b'nny% o

5 N'eckene kwen "@ kenc chir nol
Ogalanya tolo afc k'anyi naa
Kedi kary 'eme onwen ool
Kedi komu f'eme onwe n 00!

N'ife m bu n'isi n'arygbum n'oku

10 Opalanya tolo afo k'anyi nan
Nkwa n'abg ekwe n'akpo ikolo
Nkwu n'abg ekwe n'akpo ikolo
Okpqg ya n'nndg, Qkpq: ¥a n'gnwg

Isato ayi d@r@ bido npala

15 Isato ayi d%r} bido nmala
' o~ : § e [ 238
M'okwonu itq di, ndu isc nwud'*anwy
Ito di ndy n'ebu nraln
M'ckwany ise nwul'anwy n'enel'snyi ife

Oralanya tolo ~fo k'nny% nan
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Ejiron opwy ebu ngalam

Bjipom ogwu ebu ngalam

N'gbg ikolo kam Ji eje mba naa
Opalanya tolo afo k'any% naa

Okudaibube nwoke ona mnu

Okudaibube nwoke oma mu
Ajonwn sili owele ba nneye af?
M'lotanu g% obi esiem ike
Akpochipider yzo anaam niaja

Opalanya tolo nfo k'anyl nna

Ezigbo dike anaghi 2ko na mba
Ezigbo dike anaghi akg na nbn
Egbuo dike na mba 020 adichie
Oralanya tolo afo k'anyi nnaa

Okirikiri k'anagba ukwy ose

Anaghi ar@ ukwu os¢ ari

qudaibube nwoke di ike

Nnukwu udu anqgh@ aghafuche mniri
Okuda oke osisi ka ibeya

Na nd9 ma na nkpg nnunu bi n'enu ya
Okgdn orre nke nfglq n'anyn

wel'osg wel'ije

N'ife » bu n'isi n'arygbum n'cku
Ogalanya tolo afo k'qny? naa

Hedimasita b'anyi o
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Hedimasita b'anyj o

G? sgpglqkwamu n'ile onyeocha
IM'inochielum uzo etiem g'ife

Ogalanya tolo afg k'ﬂny} naa

Hedimasita b'anyi ©
r a

G% sgpglgkwanu n'ileo igiligi
Maka inochielum uzq akoom @i nsi
Nkiri nkiri k'ana ekiri ikolo
Anaghi eno ikolobia n'afg

Onyeria nke nwa ona ene ya nee

o~ . S

Maka n'alikwasalugom n'enu olutanm
L} L} i |
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RICH MAN WITH BIG PAUNCH

Let's go rich man with big paunch let's go
Let's go rich man with big paounch let's go
Young, man of our town

Young man of our town

I salute you and salute my personal god

Rich man with big paunch let's go

How shall I do myself

How shall I do myself

What I'm carrying on my head is unbearably hot

Rich man with big paunch let's go

Twice the wooden gong calls a young man
Twice the wodden gong calls a young man
It calls him when alive and when he dies
Eight of us started this masquerade

Eight of us started this masquerade

But only three are alive while five are dead
The living three carry on with the masquerade
While the dead five strengthen our force vitale
Rich man with big paunch let's go

I don't use juju in my masquerade

I don't use juju in my masquerade

It's youthful vigour that takes me to and from places
Rich man with big paunch let's go

Okudaibube my handsome young man

Okudaibube my handsome young man

The enfant terrible that entered the womb from backdoor

When I remember you my morale rises
If I'm locked up I jump over the wall
Rich man with big paunch let's go
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Resl brave men are never extincet in a clan

Real brave men are never extinet in a clan
If a brave man is killed another takes his place
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Rich man vith pig paunch let's go
Round and round one goes a pepper plant
No cne climbs a peppcr plant

Okudaibube brave man

The big pot that does not spill all its water
Okuda the tall tree that is preater than others

Alive or dead birds nest on it

Qkuda the one that performs visible wonders

Run and walk at the same time
For what I'm carrying is unbearably hot
Rich man with big paunch let’'s po

Headmaster of our town

Hcadmaster of our town

Respect me on the whiteman's road
For if you obstruct ne I flog you
Riech man with big paunch let's go

Headmaster of our town

Respect me during ny performance

Because 1f you obstruct me I bhewitch you
One can only look at a young man

One can never swallow a young man

He who knows what he ean do should do it

Because I've ascended nmy altar.
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LPPENDIX B3

MBEM
Place of collection: Umuchu
Date of collection : 5/1/81
Situation : Uku Festival
Singer : Masquerade

10

b
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M'kobara ghi iburum kpaghariba
M'kobara ghi iburum kpaghariba

Ije abadi m'obi mara ihiec m bu n'obi
M'kobara ghi iburum kpaghariba oo

Ogori nwanyi emegbune di gh oo
Ogori nwanyi emegbunc di gh oo
Cgori megburu diye j'abu ajndu oo
Ogori megburu diye Jj'abu ajadu oo

0 k'onadi n'alusi njo na mma

Oh o k'onndi n'alusi njo na mma
Ijee " Jjee Jjec ikpa nti gh'nka
Inaa nan naa ikpa nti gh'akn
Onyc nti ike n'akpa nti y'aka
Ijee jee jee ikpa nti gh'aka

Nwata e¢jcne Owerre oo

Nwatz ejenc Owerre oo

Nwatn kachie nti jue Owerre

Nd'Owerre kachie nti tii ye aju n'anyn
Mmoghi n'ebu ngala m 0o

Qo k'onndi

Oh oo k'onadi n'alusi njo nn mna
Apnodi nwanyi den nda n'abo aguo ihie
Apmo ihie obu n'ukp2 onu o.

Di nyi aguo ihic obu n'ukpn onu o

Oo k'onadi
Ch oo k'onndi n'alusi njo na mn~.
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MBEM (= s0lo performance)

If I te¢ll you you carry my story nround
If T tell you you carry ny story around
Con you e¢nter ny mind and know what I have in mind

If T tell you you carry ny stery sround

Womnn don't mrltreat your hushsnd
Woman don't mnltreat your husband
A wonnn who naltpents her husband will become a widow
Womnn don't m=ltrent your hushind

That's usually the cnse £ festivol &ff good and bed

Oh that's usually the ense in fostivel of good and bad
If you go and go and go touch your ears

If you return s#nd rcturn nd feturn touch your ears
Onc hard of henring nornally touches his esrs:

If you o and o and 0 yeu touch your ears

Child do not go to Owerre

Child deo not go to Owerre

The child stubbornly went to Owerre

Owerre people stubbornly flopred hell out of his eyes

And yet I continuc with my masquerade

Oh that's usually the case
h thoet's usunlly the ense in festivel of mond and bad

If ~an o0ld wornan f~1llg twicoe the enntents of her basket
are counbed

Wh=t she is ga2rrying in her brsket are counted

My friand whnt she is coarryine in her basket are counted

Thnt's usually the cose in festival of rond and bad

Oh thr~t's usually the case in foustival of good and bad.




& 199" -

APPEITDIX B4

MGBLPUJI ONUNU (Work Scons)

Place of ccllection! Umuchu

Dnte of collecti-n i 2/4/81

Context : Lije="rode members relaxing after

10

15

prreup work in the farm

MybappJi Mrbﬂpvdi 2i yenm
Misbapuji Nebapypdi ai yen
Kedi ndi bu Mrbopuji ofiuny
Qkwnyi bu Mebapuji onudu
Mizbapuji Hitbaouji

Kedi ife bu NTan?ji gﬁgﬁg
Hrbapyji mebapuji |
Okway~ b? nsupu Jji oruru
Hgbrp?ji ﬂfbﬂp?ji

Agbaa n'elu rbaa n'ala ?ﬁgﬁg
Hgbﬁpgji mibrpuji

Suo n'clu suo n'nala Qruru
ﬁ:bnp?ji nvbnpyji

Ole ndi bu mbapuji grufin
Mrbopyuji mibapyli

Igu Nsieghc mizbopuji ohuafiu
Mebapyji ncbapyji

Okudaibube mebapuji ofufu
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Mgbapuji mgbaqui

Scorpion Dagrer mgbap%ji qﬁqﬁ?
Mgbapuji mgbapuji

Ogwuna nd% bu mpbapyji gﬁqﬁg
gﬁb??*d; Hﬁ?apﬁjigh- T,k ¥ VA
Inaghkkee ndi. bu mgbapuji ?ﬂl.}ﬁq.
Mgbap?ji mgbaqui

Nwepbipwe mmhapyji gﬁqﬁ?
Otakagu mebapudi qﬁqﬁq

Oku na nsiegbe bu mrhapuji qﬁuﬁ%
L] ] I .

Oya 1'ofeke b? mEbapuji ?ﬁqﬁq
Isikogwo bu mebapuji gﬁqﬁg
Mgbapgji mnbaqui

Inatago ife bu mgbnpgji qﬁQﬁq

Mgbaqui, ngbapui ai yem
'

Egbuo n'elu gbuo n'ala orury
LI |
Mgbap?di ngbapuji ai yenm mgbapuji
L) L

Agbaa n'elu gbaa n'ala ?ﬂQﬁq

Mgbapuji mgbapuji ai yen mﬁbapgji mgbapgji
4 L]
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SIOW POURING RETARDS DRINKING

Slow pouring, slow pouring ai yen
Slow pouring, slow pouring ai yem
Who are "Slow Pouring Retards Drinking"(of wine)

Slow pouring, slow pouring

We are 8low Pouring Retards Drinking

Slow pouring, slow pouring

What does Blow Pouring Retnrds Drimi;mngﬁ‘.menﬁ?
Slow pouring, slow pouring

It reans slow clearinr retards completion (of the fmrm)

Slow pouring, slow pouring

IT "i? 3 poured out in the heavens or on earth it will
be drunk

Slow pouring, slow pouring

If the farm ia cleared in the hesavens or on earth
it must be completed

Slow pouring, slow pouring

Who make up Slow Pouring Retards Drinking
Slow pouring, slow pouring

Igu Nsiegbe is Slow Pouring; Retards Drinking
Slow pouring, slow pouring

Okudaibube is Slow Pouring Retards Drinking

Slow pouring, slow pouring
Scorpion Dapggmer is Slow Pouring: Retards Drinking
Slow pouring, slow pouring

Are these 2ll the members of Slow Pouring Retards
Drinking

Slow pouring, slow pouring
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Do you no longer know Who make up Slow Pouring
Retards Drinking

Slow pouring, slow pouring

Nwegbipgwe is Slow Pouring Retards Drinking
Otakapu is Slow Pouring Retards Drinking

Oku na Nsierbe is Slow Pouring: Retards Drinking
Oya 1¢efeke is Slow Pouring; Retards Drinking
Isikopwo is Slow Pourinit Retards Drinking

Slow pouring, slow pouring

Do you now know the meaning of Slow Pouring Retards
Drinking

Slow pouring, slow pouring ai yen

If the farm is clenred in the hesvens or on earth
it will be completed

Slow pouring, slow pouring

If the wine is poured out in heavens op on earth
it will be drunk

Slow pouring, slow pouring ai yem, slow pouring,

Slow pouring.
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APPENDIX BS

ONYE AGHANA NWANNEYE

Place of collection: Ununze
Date of collection : 6/4/81

Situation : Ape=i"rnde members relaxing after
frroup farm work.

1 Uuun onyearhana nwanneye ool
Uuum onyeapghana nwanneye ool
Inadikwa nnunu ofe na ng'ipwe oo kuziri
1]

Onyeaghana nwanneye ool

9 Imadikwa eburu ayi n'agu epwu oo uuum
Onyeaghana nwanneye oo!
Mgbe nd'enyi J'ala inmaraskwa uuum
Onyenpshans nwanneye ool

Mgbe afufu uwa J'abia imarakwa uuun

10 Onyeaghans nwanneye ool
Imnd?kwa s'eburu ny% j'eme ife oo uuum
Onyeaghana nwanneye 00!
Inadikwa eburu ny} j'etuo ctuo uuum

Onyenghana nwanneye oo!

15 Onyearhana nwanneye o0o0!
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LET NOBCDY FORSAKE HIS BROTHER

Uuum let nobody forsake his brother oo!
Uuur: let nobody forsake his brother oo!

Do you know that birds flying in the bowels of
the sky teach uuur

Let nobody forsnke his brother ool

Do you know our 2ye-rrade sinims and says o0 uuun
Let nobody forsske hig brother oo!

When friends shnll degert you'll realize uuunm
Let nobody forsake his brother ool

When life's problems will arise you'll realize uuug

Let nobody forsnke his brother oo!

Do you know our ape-rrade will do thingss uyuum

Let nobody forsake his brother oo!

Do you know thnt our apre-prade will one day grow up uuum

Let nobody forsake his brother oo!

Let nobody forsake his brother oo!
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APPENDIX B6&

EGEDE
(&)

?lace of collection: Umuehu

Date of collcetion : 20/12/81

Situ~tion : Mat maker ot work
Singer L EXiznbeth Ezeoruero
“ Ude ndi eprwu eel!

10

15

Ude ndi crovua eeil
Orie nw'Amaronu kwee!

Ayi jedi agha k'Amaronu

S'nyi jedi arba ka Agunwa b'Ezeamama -
hApunwa be Kemancha kweel

Ay@ jedi apgbalikwe ka Mbelu be Nnanebe
Apunwa ? Foabee achnrido m‘enyegh'?bi

Ejem ach;hagh'ubi k'iwere gbaha

Amoronu ckee ye Uhuala oju

Ekee ye Oleohin oju

Ekce ye b'ayl okwechaa ochi o
Chiri mbenukwu chiri inwirinwe bei n'ulewu

Amnra gbara egwu luoba

Amarn gbara erwu 1gqﬁn na mba
Gbara epwu luoba Amarn

Ude ay? n'ede na nba

Qjc nd? ka Mbailke nw'Ezenkwu

Ude nyi n'ede na mba
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Ejc akpoyn Qkwamma nwa Akuana

Ude =yi n'cde nt nba

Ude ndi epgwu oo, «fuom oo!

Ije agbalikwe kn Mbelu be Nnnnche
Oo! Nwagboribe kwo:e ch! eh!

Nwagbo o kwa ¢ghbe bere ugo bere
Nvapgboribe ofu nnwa juru ogbo
Hwnbe  ofu nnwa gboro nguru nnwa
Nwagrho okpopuluoro nneye na nro
Nwacboribe ofu nnwn e¢ji ¢ge mba

Nwaho igbnbece necharido nm'enyeph'ubi
Ejen enyerh'ubl iwere habn

Ayi kpona Kelceb okwa ¢ghe bore ugo bere
Or~ kelerem ndi or~ nn ndi egede

M kpoyn Twarboribe cnwu n'<bia mberede

Onye j'adi k'Ochiora ckelen gi ol

Efcreupo igbabee acharido n'onyegh'ubi
Cnye j'agba k'Oracke be Nnameze

Oracke igbabee nchnrido nm’enycerh'ubi nh eh!
Ij'2kpoya Agunwa be Kamaacha eh! c¢h!

Eleorn irbabee ach-arido n'cnyeph'ubi
Aluchara yochna ankp~ be Nnarmeze

Akporoya okworo nnn luo uwa m'onaha nnaya
Ayi ma no Kelcb bara nnwayn Obiapeli
Obhiam ij'ndi k'Acunwn be Ezcanana ~h! ehl

Cp'ihu op'enyo nw'Ezcukokwe ah! eh!
Ekrcle kclercn ndiora no ndi epede
0 kwn kelerem ha o ~h! ch!

Obinra niere udueejihi udu nln

Atunnn Nkwoirbe ony. be nnan
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O Nwankwo Ayara oil

O Nwankwo Aynrn oi!

0 Nwankwoe Aynra oi!

0 Nwankwo obuhu anyaecio j'achu
annha ¢ri nma eri

Obu emere k'ann eri

Ugocze orbatara kei orn

Uzo icbabee achnarido m'enyeprh'ubi

Ije »di k'oje ka polishi nw'iwe n'ewe
Op'iru op'enyo ckcleren i ol

fdamu enere k'tnn cri

Ofbanuko igfbabuc ~eharide n'cenycerh'ubi
Iraro opn nma c¢pzinidi n'eme n'uluo
Ijec ndi kn Mbelu be Hnanebe

Oracke onyv n kporo kpoturum ibeye

0je ka nw'Okonkwo efuor ool

0 Nwankwo Lyarn eil!

0 Nwankwo Ayarn ei!

0 Nwsankwo obuhu anysego j'achu
Anaha ¢ri mm2 cri

‘neha eri mma eri

Obu emiere k'an~ cri

Litbaeze be Nnanmeze

Obu ginidi n'eme n'ulun
Oracke nbnam nTiwu etiri eti

akz n'ikpere nla

Ko nwerhu ji anu nneye ara
Iwvunbn nw'Egbeke

Iwvunba ckelegm unu ol

0! ndiora ckeleem unu o!
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LJjuon cre m Jjeme na nmba
Iwumbs bia were

Ivumbn kam n'nkpo

Ekemmn ekene iyci ckene o
Ekerma ekene Ikerna iyoi

Elee Oyirincu

Oyirinfm kamu n'nkpo

Craeke nw'Uka2phachi kemu n'akpe
Ije adi k'iru ¢nyo nweta he nnan
I1j'a2kpoya Orbanuko nnws Lzenwanne

Ek¥ene kene o! iyei ckene

O banuke i:"bnbee ncharido ni'cenyerh'ubi
Ekene ckene o iyei ckonc

Eferc n ji ¢ri aku nwanne nken

Ekene ckene iyoi ckenc

Ij'akpoyn Odaneze nwnta nnan

Fkene ckene iyci ekene

I1je adi k'Uprboirwe b'Udunamn

Ekene e¢kene o iyei ckene

Urboirwe i“babce acharido m'enyerh'ubi

Bkene ckene o iyoi ckone
Ij'akpoyn Apbreke nka eke nnwn
Shopu ulue cro ekeleren ~i o iyoi
I1j'akpoyn ~pbaere onye ije nrinla
kitbnere pini n'eme ghi

Lebacre bin werc

Lyaruire karmu n'akpo

Lirbaeke ruc ¢ruoc

alarm zodoro okpa ya ndenne ckele

Ekecleren nl- werc kelec clu
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The fame of sinfers ceil
The fame of sinpers ceil
Orie, daughter of amaronu join the chorus!

Cnn we dance like Anaronu

I ask ¢an we dance like irunwa of Ezeamama's household
Liunwa of Kamancha's household goin the chorus!
Can we dnnce like Mbelu of ln=nebe's household

17

Apunwn if you break your achorido " I give you 32118

I'1l ive you ubi to continue dancing;

LInaronuy rcfused nmarriscre offers from UThuala
She refused narriage offcrs from Olechin
When an offur enre from our town she beamed with smiles

She adorned herself with her dancine skirts and
- - - C“
inwirinwa

/mara dance homewards

Anara dance homewards to e clan

Dance homewards /marn

Our fame rescunds in other clans

Would he have been like Mbalke son of Ezenkwu

Our fame resounds in othcrs clans

Can he be called Enife Deffgctor son of Akuana
Our fame resounds in other clans
The fanmne of sinpers ooy, I'm lost
Can you dance like lMbelu of manebe's household

Oo! Nwagboribe join the chorus ch! eh!
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Nwagbo it is live and let live that that is our motto
Nwagboribe the lone child that filled the arcenn
Nwaisbe the l1one child that gatisfied the craving

for children

Nwarbo the one that brinps back her mother from dream
Nwagboribe the lence child with whom one can o places

Nwarbo if you cut your ~charide 1 give you ubi
I'11 pive you ubi to continue dancing

Let's e411 Cnleb -nd rermind him that it's live and
Let live

L¢t the ~udicnece gnlute the cormunity ~nd ecede
einrers for re

I'11 e¢nll and rerind Mwasrboribe that death eones
suddenly

{ne¢ who wenld be like Ochisra I salutc you

Efcreure if you bronk ycur acharido I rive you ubi

Whe will donce live Oracke of Nnaneze's houschold
Oracke if you cut your acharido I rmive you ubi eh ch!
Will you e¢all hin .¢yunwa of Koranehn's household eh! chl

Lloora if you cut ymur acharide I fiive you ubi
She for whoge bride price purses were emptied
deurhter of Nnarcze

She is ¢nlled one who reinearnated because of her
f~ther but does not knw her fither

We knoew Caleb named his daucrhter Obiapeld

Cbinn will yru bhe like Srunwe of Ezearmena's
hruschold ah! eh!

The ¢ne wha ecarricd face »nd mirror, daughter of
Lzeukokwe

Salutatisns tc the nadicnce nd erede singers

I ncan cne should snlute then for nme ah! eh!

OCne who e nes to listen to the pot does not po
with the pot

+tunna of Nkwoiitho child of ny father's household
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O Nwankwo Lynra oi!

0 Nwankwo ALyara oi!

O Nwankwo ayara onil

O Nwankwo squint eyes should not debar
Onc dees not et benmty

Rather it's choracter that cne can eat

Uroeze the dancer that shares his prescnts with
~udicnew

Urro if your achnrido ecuts I rjive you ubi

Will you be like onc that walks as an angry policenan
Cne who carrics fnce and nirrer I salute you o!

Aderu it's choaracter that ene can ent

Orbanuko if your achnride cuts 1 rive you ubi

Irugo Oparrn whnat's happening at hone

Will you be like IMbelu of I'nancbe's household
Cracke whocver T salute should salute others for ne

Once who walks like QOkenkwe's snns I'm lost ool

C Nwankwo iyara ei!l

0 Nwankwe aynra eil

¢ Nwankwo squint e¢ves should not @ebar (cur marriape)
Beauty is not eaten

Beauty is not eaten

It's character that one ec2n eat
Aftbneze of Nnoarmeze's household

Whot's happenine at hone

Oracke I now bepin with enacted norms

It's with hands and knees on the ground
That a young cont sucks its rother
Iwvurba son of Erbeke

Iwvarba I salutc all of yea ol

Ol audicnece I snlutc you =211 »p!
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80 I ask how shall I do in n foreirn clan
Iwunmba coime and tnke
It's Iwunba thnt I'm calling
Ekerma rreetincs iyoi prectings o
Ekermna grectings Lkemna iyedi

85 Where is Oyiriam
It's Oyiriagu that I'n ealling
Oraeke daughter of Ukarhachi I'n calling
'%ill you be like rirror face child of ny father's
household
Will you ¢~21l1l hinm O;b=nuko son of Lzenwanne

30 Greetines oliyei rrectines
O banuko if your nchnarido cuts I pive you ubi
Grectines reetinrs o iyel rreetines
The plate from which I ¢nt wenlth my own sister
Greetings greetinits iyoi mreetines

95 Will you cnll her Odancze child of my fnther
Creetings rmrectings iyei rreetiness
Will you be like Urboirwe of Udumagn's household
Greetings greetings o iyoi rrectings
Urboipwe if your achnrido cuts I rive you ubi

10C Greetings rrecetings o iyoi rrectings
Will you ¢211 her I backe hand docs not ereate children
Shop, house of noney I salute you o iyei
Will you eall her ihacre of proud gaits
Arbosere what's wron;- with you

105 Lrbnerc corme “nd take
It's yaruro that I'n ealling:
Lrtbnere cone very near
The pround on which I stand I salute you
I snlute the ground nnd salute the sky
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Good things are often distant and not near
It's Ojiugo that I'm calling
Ojhugo ndenne
Ojiugo how shall I do
Okegku and Amadieze I am calling

Okeaku if your acharido ocuts I give you ubi
Will you be like lwumba son of Egbeke

It's Iwumba that I'm calling

Apgu, Knife Deflector I salute you

Agu, Knife Deflector run homewards

The ant that stings both host and puest alike

It's Father's aura that protects the child that
I'm calling

Ifeoma of God the greator come and take

One who dances like Oganigwe if your acharido cuts
I give you ubi

Iyooi greetings o greetings iyooi greetings o

Omenine of Anameze's household greetings o

The plate with which I eat wealth, my own sister
greetings iyei

Agunwa of Ochieze's housechold greetings iyei
It's Apunwa that I'm calling
Agunwa how shall 1 do

Agunwa come and take N
It's Ochiora that I'm calling

Ochiora come and take \

L
Greetings iyoi iyei greetings o iyoi greetings ool |
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APPENDIX B7

EGEDE
(B)

Place of collection: Umuchu

Date of collection : 19/12/81

Situation : Mat nmaker at work
Singer : Anyadinanwa Njo
1 Ora kam naa oda efwu

1

10

15

Ora kam naa oda ceprwu
Ono na mba mba na akwara akwa

Udo dikwa b'unuy

Mboshi m gara Elupwu Unuqnyia
Agam akoro ora kar shiri je
Twuora ghbara egwu lugha
N'egwu n'aram shu

Mbpshi m gara Elugwu Umuonyia

Oku eshihi ite mma abaha Ji

Mgbori nwa Nnumma olum ekwemhar?bn
Mboshi i rgara Okporo nw'Ajala
Obodo ehiri ogwe n'?kpa Ekeubo

Egbegote yzuqu uzy Ikpaeke n'enwu

Eu nwannem hnpg akwa uwa

Matayas nwe Njonamma onwu pburuye
0o nwea Ekekwe ol

0o nwa Ekekwe i!

0o nwa Ekekwe o!
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0o nwa Ekekwe il
Agam akQrp ora kam shiri je
0o nwa Ekekwe ol
0o nwa Ekekwe i!

Mbqshi m gara Achjina umurenne

Mmiri zobe

Ach%na Idegwu Ephevuru?kg
Obodo d'egwu

Mmaejipn? nw'Odeniprbo

0 ya mum

Ikele kelee gra

Kelee irukwe nw'am?rp n'Ikpacke
Keleren Og?ama Anyad%nanwa

Okgkq bu ishi ak? oghenye n'akpa

Ishipgwu atychie yzo ya shi na mpio

Uchu azh% Ogwugwn enyi Ezekoro
Diawo ogaranya puru obi n’%kpa nero
Ude maru uzo nkar9 eru n'ah?

On? na mba mba n'akwara askwa

Udo d?kwa b'gn%

Mgbori p9t9k§r?p9 ije ka mma n'iro
Chiezend? nn'ego dlum ekweghar%ba
Olum sara nye agbata

Agbata lelerenm si od% mma

< 5

Amaronu nw'hAhukaekwe
I's ¥ L
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Onsha apbarote

Ijgrg nw'Ongnimwe ajuju

Ejeren jgr? nw'Cngnirwé n'erwu ayi o Je
Ijuru nw'Ononifwe eh! eh! )

Nnen ejerem juru nw'On?niﬁwe

B'Epwun oje abakwa

Ijgrg nw'Ongnivwe ¢h! eh!
Elemna nwa ljanshi eh! ehl
Elenma ana clere uke ch! eh!

Elemna bia were

Two ingkwn i na Ikediobi
Tkedi nwa Lebehi

B%n nuru iten

Ingkwg ,dgkwuru gl n‘ng
Iya na Linyadinanwa

0 kwa nne ji ha

aAdukwuru agu n'uzo ajuo onye mu ya
Ldgkwuru n'inyadinanwa o kwa nne ji ha
Ldanne Ezepwu mniri rfigbe nnen

Okwani ya mum

O Nwude Ikebudu nwanne Otiakanabg
0Jdi arborho ja nm oncnwa nw' Ugbala
Ebeshi n iara Elurmwua Umggny%n

Olurt n'a2ha ka njn

Olu udu n'nb? datara sh}sh% isc

Ljerer Ibu;~hubu Obugh§1

Ha s% chobam kanaka n'anonn

M mgchaa.eﬁwu n'Ibu;~hubu ObuThin
Ha were ofu ero ito n'edu19?m

M si ha éj;hen u&e-

nbakwa
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75 NW'ihi ogu ego %tg aapt?hg
Obejiri ndar? Nwankwo Ayara
Ud?n? Ezenwa b%a were
Od9nye ugwu b?rq b9r9

Nwata ari n'uz9
L *

80  Oguejiowho mma nfefe nfute
Mmza edere ede
Ugb9 nk%r%sh%ala aks eke mma
Efereugo nw'Ogbuqny-rq

Gbara egwu luoba

v

85 ﬁgb?gh? baa g'eme ?Egrg diriye
Dkw?r? echem qkpa n'ejiye
Ukam puo ama onye iro vurum eje
Czonigwe Hned?mma idei wvuru ?y?ha
Mb?shi m gara Nkpgr n'Umaoji

90 Mmiri zobe
Ogwara agbqghq k'gd% va laa chehe
Ejerem juru Elen n'egwune oje abakwa
Onunkwo Elem m n'akpara imo ya na ﬂzmi
MuOShl m gara Okporo nw'hjala

95 Az%zn bg mma ala nw'Lzeukokwe
Igwurube ghapra aji n'obi

Si ora h%a lelee aji y'ogbara n'odbi
' L}
Agbovuine lnedimma nwunye nabupgwu
1

Onwg ghuruye

100 Ude wvuru uzo nkar? eru n'egwn
Egbutu ugiri mne eligwe n'ada
Ono na mba mba n'akwara akwa
Udo dikwa b'unu

Uzurma Iche nw'ono n'ogwe ario agbogho ngba
. “ ' . ! [}
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ipunwa be Kanmancha gbara cimwu luoba
Iisbaa elu rbaa ala

Ije arba k'Efereuro nw'Ogbuonyara
Ije arba k'inyadinanwa nw'Ezeanana
Ije adi ¥k'Ucheahanwa n'Onyenara

Nwazuora Efwu ina nke m n'ene
Oraeke nwa Mbarcke olum ekwerhariba
Iwucra nwa Mi~beke

Ezenwanyi nwa Nworaha

Bia nuru item

Ejerem oru jee Irho

Oru ka Irbo nso

Onwu isburu Judu nwa Lebehi
Omezui~on ihcdun

Olu n'akaru Irbo nwa Njonanna

Onwu naran ya

Nna diri nnwa o n'arnla

Nnem noro nnam norcn ejem acrala
Lshi m Jeje amunu epwu

Nnem n'abaran nnan n'abaran

M si ha na m je ejeriri ije erwu
M Jjechaa ije egwu

Oghaghi ibaram uru

Erswu bu ohuogeri

Ona emefshari nmmadu uche

M'onye were obi ndidi
Ojechaa obara ya uru
Mmuoka nw'Ezeibenne

Onwu rburuye

Mboshi m gara Unuinem Lkpo

L I
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135 NMniri n'ezo ~nwu n'?m?
Ejerem orn obodo Juo eren shi j'eje
Ho sim Jebe
N'ijen d} nna

N'obhodo m'ejene

140 M'Ejehe nkpo ahia
Hn s%n n'erwunm d? mna
Gn9 na basikoro ghqu " 8u n'iro
Mb?nu mechnna nkg ?kp“ nwarthorho aln

i1ladi odupussere dimkp~ puru ya egbeye
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Public let me take permission for my song
Public let me take permiseion for my song
One in a foreign clan and the clon complains
Is there any peace in your home town

The day I went to Elugwu Unuonyia

I will narrate to the community how I went
Iwuora dance honmewards

For music is difficult for me

The day I went to Elugwu Umuonyieas

The pot 4id not cook on fire, knife peeled no yam
Mgbori child of Nnumma my voice is disgressing

The day I went to Okporo, offspring of Ajala

The village that is hridge between wilderness, Ekeubo
If you come up to uzuluo the fame of Ikpneke wvibrates

Eu my sister, leave bemoanirs the misfortunes of life
Matthias son of Njonammn was killed by death

0o son of Ekekwe ol

Oo son of Ekekwe i!

Oo son of Ekekwe ol

0o son of Ekekwe if
I will narrate to the community how I went
0o son of Ekekwe ol
0o son of Ekekwe i!
The day I went to Achina, my mother's clan

It started raining

Achina Idegwu Egbevuruoku

A wonderful town

Mmae jiconu daughter of Odenipgbo
She is my mother

Extend my salutation to the audience

And to Arukwe, c¢hild born &t Ikpaeke

And to Ogoama ALnyadinanwa

The hen that is the first capital of the poor
To Ishipgwu who takes trapdoor when hemmed in
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To Uchu, peer of Oirwurwu, frisad of Ezekoro

To Diawo, the richman that founded his compound in
wilderness

If fame comes first, caricntures are of no effect
Cne in n foreisn c¢lan and the clan conplains

ls there pence in your hone town

Msbori potokiripo, at begt while on the road
Chiezendu, nmother of money my voice is dipgressing
The voice I washed nnd showed to the sudience

The audience henrd it "nd s~id it was rond

amaronu, daurchter of _hukackwe

It has st-rted comine~ up rradually

Did you inquire from dnurhtor of Ononirwe

I went to inquirc from daurhter of Ononigwe to know
if ocur perform2nce will 2o ahead

Did you inquire from dauchter of Ononigwe eh! eh!

My mother I went to inquire from daurhter of Ononigwe

To know if our performance will o zhead

Did you inquire frem daurhter of Ononipswe eh! eh!
Elemma dauchter of Njanshi eh! eh!

flemnma throurh wherm peonle admire the creator eh! ehl

Elemrna come nnd take

Ewo see ne and Ikediobi

Ikedi son of Lebehi

Come and listen tc¢ ny pot

Come nnd see 'If y u meet tijer on the road!

He snd .nyadinanwa



60

65

- 2 1 4&1

They =are from the sane mother

'If you neet ticer on the read' you n2sk who is the mother
He and isnyadinanwa come from the same mother

dnnne Ezeswu, reserved water in the house

She is ny mother

O Nwude Ikebudu, brother of the onc that beats
with both hands

The one who uses a damsel as play toy, pampered
sun of Urbala

The dny I went to Elupwu Unuonyin

My voice wns as sonorous ns bangles

Two tunes from ny not ~ttracted five sixpences
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70 I went to Ibughubu Obuochia
They insisted I should be brought from wherever I was
After my performance at Ibughubu Obuohia
They wanted to escort me home with three pounds
I teld them I will not take it

7% Because three pounds was not worth my voice
Two edged sword, Nwankwo Ayara
Udonu Ezenwa come nnd take
Odonye the slippery hill
That a child shouldn't climb early in the morning

80 Oguejiowhor, the comeliness that affects a bedmate
The comelinesg that's the handwork of God
The nkirishiala plate, beauty is not hand made
Eferugo, daughter of 'Xiller of tiger!
Dance homewards

85 If a maiden threatens in vain sheme is hers
Whoever stands waniting for me wgstes her time
If my issue passes the compound gate detractors spread it
Ozonigwe Nnedimma, the flocd that clears paths
The day I went to Kkpor and Umuoji

90 It started raining
A girl told her faults should go and think
I went to inquire from Elem if our performance will
g0 ahead
Onunkwo Elem for ywHem I clear the dews for him to
go forward

The day I went to Okporo offspring of Ajala

child
9%  Broom that is beauty of groun@éof Ezeukokwe

He is the locust that grew hairs on his chest

And invited everyone to see the hairs on his chest
Agbovuine Nnedimma wife of Nnabugwu

Death killed her

100 If fame comes first caricature is powerless to music
If ugiri tree is smatcheted, the heavens resound
One in a foreign clan and the clan complains
Is there any penace in your home town
Uzumma Iche, the one that stands on a bridge to dare
another to a wrestling
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105 Agunwa scn ©f Kanancha dance homewards
No motter how well you dance
Will you dance like Zfereupo daupghter of
'*Killer of tiper!
Will you dance like Anyodinanwa doughter of Ezeanama

Will you be likec Uchea hanwa nnd Onyencra

110 Nwazuoraerwu dc y-u kn~w what I c¢=n do
Crecke, Mbarekce child, my voice is dirressing
Ivucra son of Mebeke
Ezcnwanyi daurhter of Iiwornha

Core and hear my pot

115 I went to Oru, went to Ipbo
Oru is nearcr thon Igbo
The death theat killed Jude son of Lebehi
Hag done everything bad to me

The voice that aptly talks about Igbo, son of Njonamna

120 Decath has snatched hirm from ne
When father is alive the son prides
If rny mother is living and ny father is living
I will pride
The day I was roine to learn ny song

My mother seclded me, ny father sconlded me

125 I defiantly told them I nust o
That after learning ny sonr
I rust surely benefit by it
But mypsic con be 21 danrer~us pastine

That ean distract one from other ventures
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130 But if one hns patience
Cne must eventuslly reap the benefits
Mrnuoka son of Ezeibenne
Wrs killed by death

The day I went to Unuinem ikpo

135 1t was raining and the sun wns shining
I went to the pecple "nd asked how I should ¢o
They told ne t9 me ahead
Th2t ny Jjourney had end onen

That wherever I rnicht po

1440 I Bhall never be of n. value
Thcy confirmed that iy senrs are pood
Onc on ~ bieyele could spit cn the rnad
..fter the bride nrice c¢an Mbeonu 0 with the maiden
4l~di the "ne that cscorts out a youns nan only

to snatch his gun fron him,
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IXPEM

Place of collection: Enupgu Uruonyia
Date of collection : 26/12/81

Context : Girls dancing at Christnas

1 &gb?ghgb?a gara iza Jiakwu
Chetekwe nkwa ikwere 6koro
Eee ece iyahee eee ee iyahee
Agbgghgbia garn %za jiakwg

5 Chetekwe nkwa ikwerc okoro
Eee ee iyahee cee ce iyaljee
Agboghobia ojiri pilo me nwa
Chetetwe'n‘oge n'aga kwa
Fee ee ?yahee eee ee iynhee

10 Oturuns ogobansa omuryna Jjide n'aka
Eee ee iyahee ece ;e jyalee
Nwa misi jiri udo hie ime
Chetekwe n'ope nka n'erukwe
Eee ee %yahee eee ee iyahee

i Iwhu ya n'okpaa otanjele
Imars n'oge Opupu €Iuoe
Eee ee %yahe; eee ce %yahce
Otgrqna ogobana omuruna jide n'aka

Eee ee ?yahee eee ee iyahee

20 Agboghobia gara izsa Jiakwu
Chetekwe nkwa ikwere okoro
Eee ee iyahee eee ee iynhee



10

15

20

- 218 -

IKPEM {SATIRE)

The young girl who stole cassava
Remember your promigse to young men
Eee ee iyshee eee ee iyshee

The young girl who Btole cassava

Remcnmber your promise to young men

Eee ee iyahee eee ee iynhee

The young pirl who makes pillow her child

Remenber time is passing

Eee ee iyahec cee ee lyahee

Shgé is prepnant and you are rejoicing has she actually
delivered (the child)

Eee ee iynhee eee ee iyahee

The lady teacher who ticd up pregnancy with 2 rope(bell)
Remember that old are is coning

Eee ee iyahee eee ee iynhee

When you see her applying otanjele
Know her time for pgoing out has corme
Eee ee iyahee cee ee iyahee

She is pregnant and you are rejoicjing hns she actually
delivered (the child)

Eee ee iynhee eee ec iyahee

The young girl who stole cassava
Renmbaber your pronmise to young men

Eee ee iyahee ece ee iyahee
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APPENDIX B9
EGWU ICHECKU

Place of collecticon: Umunze
Date of collection : Easter, 1981

Context ¢t Merriment for Easter festival

1 Sh'onye emene enyi n'ulo chasa
. r
Onye emene enyi n'ulo chaa chan
Ije ere enyi

Sh'onye emene enyili n'ulo chaa c¢hana

5 Onye mene enyi n'gl? chaa chaa
dje eme enyi
Onye emene enyi n'glq chaa chan
Ije eme enyl ijee na mba mere

Ije eme enyi

10 Onye emene enyi n‘glq chaa chasa
Enyi qlg menta ihie onye ni g'utarn g'etroo
Ije eme enyi .
Enyi ulo menta ihie onyeni ¢'oty g'aras
Ije enme enyi
15 Onye emene enyi n'ulo chaa chaa
Ije eme enyi L
Ichecku aguba nkenwa 0jl j'anwu
Ije eme enyi

Ogelem adaba nkenwa oji j'awsa

20 1Ije erme enyl
Onye emene enyi n'ulo chaa chaa
I .
Onye emene enyl n'ulo chaa chaa

Onye emene enyi n'ulo chaa chaa
’ '
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ICHECKU SONG

Let nobody ever make friends nt
Let nobody ever nmake friends at
1f you want %o make friends

Let nobody ever make friends =t

Let nobody ever mnke friends at
If you want to make friends

Let nobody ever make friends at
If you want friends 0 to anoth

If you want to make friends

Let nobedy ever nmake friends at
At best a home friend gives you
If you want to make friends

At begt a honme friend gives you

If you want to make friends

Let nobody ever mnke friends at
If you want to make friends

Icheoku has started sinping in
about its death
If you want to make friends

My metal gong hns started sound
will lend Yo its breasking

If you want to make fiiends
Let nobody ever make friends nt
Let nobody ever make friends at

Let nobody cver moke friends =t

home at all
home at all

heme at all

hone at all

home at all

er clan and nake them

home at all

foofoo to swallow

vagina to fuck

home at all

a way that will bring

ing in 2 manner that

home at all
home nt all

home at all
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MBAIKE

Place of collection: Umuchu
Date of collection : 25/12/81

Situation : Teennpge girls daneing ot Christmas

1 Mbaike okwaghi bg
0ji opu aba ala opu
03i azu eche anwu na mmiri meba

Dike n'agbanyeghi n‘cvq b'onwu

5 Okorob?n ngazg nteri
Ngwn goshi ay@ ihie %hg
K'Apbqnma oruona ?Vﬁtﬂiﬁ
“'nﬁb?nmq oruona ovataim

Ngwa ngwa goshl ayi goshi ayi

10 Okcrohéa ogu ogbazu goshi ayi goshi ayi
Mbaike ngwa goshi ayi

K'Agbomma oruona ovatain.
. 1 L) [ i
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MBAIKE (name of n village strong man)

Mbaike it is you who are
The one who goes to bnttle agninst the soil with the hoe

The one who faces sun nnd rain in 2 wrestling with

his bhack

The brave man who does not bother that battle is death

The youn¢g man with ten columns of yam in his barn
Now show us whnt you nre

Or hasg Aghomma worked overtinme

Or hasg Agbomma worked overtime

Now come on show us show us

Young man of twenty columns of yam in his barn show
us show us
Mbaike now show us

Or has Agbomma worked overtine.
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IKPR (By Ichecku)

Placc of ecllecticn: Ununze
Date of collection : Lastox 1981

Situation Merriment for Enster festival

-

1 wnom eje
1 biara elem
I lere rmowu i lere ikorobhia

/narm eje uka

5 “nam ¢je
I biara ¢len

e

1 lere NIROWN lere ik”rvbjﬂ
anan e je

Hodimagita b'anyi okwn ndi uka unu

10 qan eje
I biarn elen
I lere mnowu i lere ikorobin
.nam cje wka
Hedinasita b'anyl okwn ndinwa nwe uka

15 Lnan eje
I binra elen
I lere mmowu i lere ikorobin
anan eje ak; .
Vere Pt?té Jjee ?kﬂ

20 Were anyasu rha nfa
Jnen eje }
I biera clen
I 1Lru muowu 1 lere ikorohin

nam eje uka

25 Hedimasitn b'anyi crrsiben’'2nyi uka
inan e ;jé . .
I biara elemn
I lére nmowu i lere ikorobin
anam eje éké '
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IKPEM (By Icheoku)

Do I go

If you come to watch ne

You see masquerade, you see youthfulness
Do I go tc church

Do I ge

If you come to watch me

You see masquernade, you see youthfulness

Do I go

Heodmasgter of ou® town is one of your church people

Do I go

If Zyou come to watech me

You see masquernde, you sec youthfulness

Do I o to church

Headmaster of our town is one of the owners of church

Do I go

If you eome to watch re

You see masquerade, you see youthfulness
Do I e to church

Morning is for church service

Night is for oracular divinstion

Do I go

I1f you come to watch nme

You see masquerade, you gece ycuthfulness
Do I go to church

Headmaster of our town is showing us the ehurch
Do I go

If you come to wateh nme

You see nasquernde, you see youthfulness

Do I go to church.



