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ABSTRACT

Until now, the oral art of lyara-ljumu people in
Kwara State has received no serieus academc attention. The
present research work is born of the strong need to
explore a specific art form- the traditional poetry of
lyara hunters - anong the people. The work focuses on
the conplex and fascinating rel ations between form and
content in the traditional poetry of lyara hunters.

This enabl es us to appreci ate the phonaesthetic and
intellectual patterning of the art, along with its

functional values in society.

The first chapter provides a sociol ogi cal framework
for some major forns of lyara oral poetry; this hel ps
to establish some general patterns which are useful
for evaluating the perfornmance context of the hunters?
poetry. A sointhis chapter, there is a statenent of
t he research net hodol ogy enpl oyed. Chapter two reviews
sone theoretical approaches to the study of oral poetry
in order to give us an insight into the state of oral
poetry and provide a sound basis for the researcher's
own approach. Chapter three is a detailed critical
anal ysis of the formand content of the hunters' poetry.
The first part of chapter four exam nes the issues
relating to the education and career of the hunter poet |,
whil e the second part of the chapter contains the
concluding remarks. In the appendix, the full length

of the chants is set down as recorded during the work,
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Chapter 1

INTRODUCTION

The Background

lyara is the administrative headquarters of Ijumu
District in Kwara State., The District itself is bounded
on the east and north by Iyagba and Ikiri communities,
on the West by Bunu and Kabba (Owe); and on the Sguth
by the Ekiti and Ebira {see map of Ijumu, p.viii),

By current estimate,* the Iyara people number 5cma.1560'P
and are predominantly peasant farmers,

They speak a dialect of Yoruba, share a oommen
heritage of oral tradition with their sister communities
in Tjumuland made up of over 3‘ semi~urban and rureal
settlements, and maintain some cultural affinitics with
the rest of Yorubaland in Nigeria.

The exact origin of Iyara seems to be lost in myth,
Though the people, like most other Yoruba COmmunities‘
claim descent from Ile~Ife there is as yet not much
historical information to back up this claim.t

Ijumu has been described as a mini-state, among,
several others in the North-East of Yorubaland, Unlike
the large Yoruba kingdoms, the mini-state is characteygigeg
by an absence of a powerful royal dynasty or a highly
centralized government, This feature, notwithstnnding.
there is ample historical evidence that the machinery
of govermment is sufficiently developed to ensure a
peaceful and orderly state.2

Like other African societies caught in the web of

change, Iyara has witnessed tremendous socio-economic

*¥Dar al Hardasal Consultants in the Ministry of Statist‘..,
Tlorin (1974) put the rough population estimate of

Iyara in 1985 at 8,900 at the (annual) growth rate of
3.600, but the estimate is generally considered too low,



and political change for decades. The most obvious of
the material changes is, perhaps, the massive drift of

the younger generation from the community to urban centres
as a result of the numerocus attractions of Western
industrialization. This trend has been most devastating
to the community's rural ecconomy as agriculture is

abandoned by ablebodied hands,

Iyara Oral Poetry: A Sociological Overview

Some understanding of Iyara socio=political, economic
and religious gystem is necessary for an appreciation of
the peoplets oral poetry for some major reasons, Firstly,
their oral poetry is not only culture=bound, but also
an inseparable part of the people's artistic tradition,
This artistic tradition consists of poetry, prose
narratives and dramatic forms which are all unified by
cultural elements, that is, the shared experiences of
the people in their day-to-day strive for stability and
progress, At political gatherings, weddings or religious
festivals, song-poctry is rendered to reflect the _
importance of the occasiens. Thus, one finds that froﬁ
culture oral poetry draws its contont and form,

Also, a sociclogical study of Iyara oral poetry
would show the complex relations between poetry and culture,
Oral poetry, for instance, functions as an invaluable
vehicle for the transmission of the community's customs,
beliefs, and practices, Taboos, mores and other communal
lore all find expression in the peoplets poetry, In this

way, poetry embodies values that help to give them a sense



of identity and reinforce their commitment to common
?-social goals and ideals.
| Similarly, the continuity of cultural practices
usually ensures the preservation and development of poetic
forms produced by the culture, Culture itself is
perpetuated throuéh diverse forms., It may seem indepeéendent
of art forms but in reality they depend greatly on each
other for proper functioning. 1In fact, the transmission
of culture is often incemplete without a recognition and
use of art as an educational tool,

In addition, a review of Iyara oral poetry and its
social context helps to establish the general patterns
of form and content for the study of any one poetic form
in the culture. These patterns relate to composition,
performance, transmigsion and certain stylistic features,
For instance, a successful performance of poetry usually
involves the collectiﬁé coopaeration of poet and audience
even though the poetts individual creativity and talents
would largely determine the quality of production,
In this regard, composition is mainly a function of the
ornl poet/performer rather than audience/performer.

The poetry is characterized by complex imagery
that touches on the very foundations of the people's
life, Much of the poetry takes a definite, identifiable
forﬁ, particularly when it is set in its musical context,
involving singing/chanting, drumming, in addition to
the use of musical instruments such as 253325, gggﬁé
and gjé, The performance of Iyara oral poetry is,
furthermore, antiphonal, whereby the lesding performer

and the chorus group are actively involved in the



production of oral art,

The classification of ﬁrnl poetry in any culture
would vary, depending on the criteria that are applied,
In the light of growing knowledge of this art, such
criteria are constantly bheing modified, or even changed,
Tyara oral poetry can be classified into two major 1:35'13@5.‘!+
Performance modes can be differentiated from feature
types, Performance modes, that is patterns or forms of
chanting, singing and recitation refer to poetic forms
that are immediately recopnizable by their contents and
mugical forms within the culture.

Contents and musieal forms enable the nudience to
differentiate one mode from ancother, Examplaes of
performance modes include e¢rin gde (bunters' chants),

[
erin iyawd (wedding songs) and erin isé (fermers chants),

Feature types which include Ezihi {praise poetry),

Eﬁﬂiﬁ (incantatory poetry) and 3ghe (proverbs), on the
other hand are forms that recur constantly in the modes,
They are the more flexible features which can be identified
and analysed as integral parts of performance modes.
Moreover, both the performance modes and feature types

in the culture are usually unified by raligious and

other themes, which demonstrates the predominance of
certain motifs over traditional art forms, For instance,
there is a recurrence of the values of religious devotion,
valour, honesty,fﬁmininﬁdrtue in marriage sSONES, shaonts
celebtrating local gods/goddesses, and in the traditional
poetry of hunters and farmers. In the fellowing sections,
cnly some selected poctic Forms and their contexts would

be reviewed, viz:- chieftaincy songs, wedding songs,




religious chants, farmers' chants and hunters chants,

A major institution in Iyara that has survived
the eroding influences of Westernization is the political
set=up , Iyara traditional government is characterized
by the absence of a permanent royal dynasty and hence
the Eléiés and other ranks are achieved rather than
ascribed functions, This implied that seniority and -
claim to offices are realized only when certzsin traditional
demands such as title-taking bhave been met, Thus, offices
cannot be inherited and no family has the monopoly of
any office, All the freeborn can aspire to any leader=-
ship positions provided they can meet the laid-down
traditional demands of the positions being sought,
Only slaves or their decendants (gmg-ods) are denied
this right.6

The position of Eleta is geined on rotationary basis
among the four Quarters (bgi, i}gﬂé, Qtun, Ararémﬁ)
which make up the Iyara community. This device helps to
ensure a considerable amount of political stability as
unnecessary political wranglings are easily curtailed,
The Eleta enjoys the image of the supreme leader of
the people, but in reality he can take political decisions
only within the confineg of traditional laws. He
adJjucates in scrious cases, with the active assistance
of his council of Chiefs (ijéxé)7 and imposes fines or
other forms of punishment on convicts in nccordance with

the gravity of their offences,



Male adults are often identified by their status,
as either non-title holders (gbhriufi or géldé) and
title holders or chiefs (ijoye). 1In this case, age
consideration does not count, for a middle-nged man will
remain a gbarufu for life if he seeks no admission into
the Council of Ijoye. He may hold politicnl views but
he cannot participate in any political decision; in fact,
his political limitation is comparable to that of a young
male or female adult who holds no political position at all,

Betwcen the gbarufu and ijoye is the class of 0155un
(hunter-warriors) whose leader is known by the title =
Akogun, Though the Ologun were originally non-title
holders, they have now come to assume socio=-political
positions comparable to title holders', In one respect,
they are regarded as leaders and co-ordinators of the
gbarufu, particularly when there is an important communal
task, At other times, they function as emissaries and
perform military duties as demanded by their training
and ability.

There are clear distinctions in seniority within
the rank of ijoye which has four distinct categories,
They are: Igemp or single title holders; Ordtd or holders
of two titles; ih%kbn or holders of threce titles and

0161h (The Big Four) who hold four or more titles. The

Ololu themselves who are also known as mini-gbas are
the heads of their respcctive OQuarters, and from among
them the Eleta is crowned, subject to a set of prescribed

traditional laws, In general, all Ijoyc are distinguished




- by their exclusive privileges such as wearing an odi
(a brand of red cap) and parading with an Erﬁkéré
(whisk)., Hence, the people have read the following
lyrical lines from the popular ijoye drum poetry:
Trukdre 1'qwo oldyd;
Ard 35 3¢,

The oloye displays his'magnifigent whisk;
He commands reverence and awe,

Ry virtue of their office, the Ijoyc are expected
to maintain their dignity and reputation, They are also
required to work towards order and progress of the
community as well as the protection of hoth their individual
and corporate interests, They cannot divulge information
or éecrets traditionally regarded as confidentisl or
sacred. A breach of their oath of office results in a
corresponding punishment of the erring mcmber(s), In
addition, definite punitive measures are imposed on
overambitious and mischievous members.9

A male adult seeking membership of the Council of
Ijoye must demonstrate the requisite qualifications -
wisdom, good reputation, powerful oratory and the financial
means to carry him through the traditional rites and
ceremonies. Title-taking (oye jigg) itself takes a
complex but definite political process, though it has
undergone some modifications in line with changing
social realities. An ijgﬁg aspirant must first meet
the ikénkh demands, That is, he is required to first
demonstrate, in material terms, that he is qualified

by informally declaring his intention to Council members



and presenting them with token gifts. The quantity of
these gifts, usually in cash, varies according to the
aspirant's means and seniority of members/ranks within
the Council,

Having satisfied the Tkonku demands, the Council
can now consult the If4 Oracle for advice on the
selection of a hitch-free fortunate date (igiié) for the
igigzg, the Irinye is the aspirant's processional parade
in which he formally presents himself to the pﬁblic.
Also, on the advice of Ifa, the candidate solemmizes
the igégba rites on an appointed date; This is merked
by killing of ram for the feasting of the Council of
Ijoye and other members of the community,

The candidate can now preceed, on an agreed date,
to iﬂéﬁé the gacred heart of the community to pay due
respects to the gods and his forebears, This procession
is marked by the typical drum poetry interpreted seomewhat
homorously as follows:

Leader: 0 d'gaa .

'iworo—@n9°
Chorus: dgn a b'gmu
Pepelel
lLeader; We shall meet
To celebrate at Iworo-gQmo

Chorus: There 1s the attraction of the young

maiden with pointed bredsts.

After the solemnization of the relevant rites, the
emergent oloye is deecmed to have re-united with his
people through certain symbolic gestures of brotherhoeod,
He proceeds home amidst pomp and festivities, Various
mugical groups, in particular, emerge from all corners

to escort him back home., The celebrants lavish cash



gifts and rewards on these performers, The 01625 is

continually reminded of his newly acquired status as in

the following:

Leader:
Chorus:

Leader:
Chorus:

Food and

Piry 1é'wé

Frird 1 éwg

Ki o m' wu‘qg wu,
OmQ Aum f11 11w
¥i_o m! i pb'odi o
ori 3z a ygnﬁyé

orii rg yon'ye

Display your whisk

Display your whisk,

And put on your attire ¢ 10
Display your whisk, nun
Put on your de??qv
The elder's ori deserves a title
Your Ori des®Tves the title,

drinks are served lavishly to entertain

visitors and well=wishers, The celebrants are urged to

greater heights and create a name for the family as

revealed thus:

.

Oni kA& m'oni
Ghé s'oyé;
o fyron 3t eran,

g 31

Mrelébl yéye

Today do we know him

Who takes a title;

I am overfed with meat,

T am overfed with fish

Today do we know him,

Who prides himself upon mammoth kith and
kin,

The celebrants are filled with a deep sensec of

appreciation and songs of gratitude may be rendered

immediately after ritual fulfilment, which ends the

religions part of the ceremonies, Some of the songs are

rendered by the drum:
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Leader: Aribhdi d'dpé

Chorus; %Ygéggaélépé,

Leader: The dove sﬁows appreciation

Chorus: For being fed with the guinea~cornj
Do join me to give thanks,

The ceremonies are rounded off (iﬁégg) by calling
and feasting an assembly of TJjoye usually on the day
following the izégé ceremonyy f#hereafter, the status
of the new 2&213 is in no doubt. At iggééé12 and ﬁgé
assemblips, he can now Jjoin his colleagues at the Elcta

or mini=-obat's palace or bhoth to discuss important

communal. - matters arising and take resolutions on themnm,

Unlike the political set-up, the Tyara traditional
marriage institution (}gbézﬂwB) ig faced with 3 serious
Thrent of extinction by Western and Eastern forms of
marriage., 1Its future is all the more blcak because it
has Yittle significance for the younger generation who
shiould serve to maintain its continuity. Even among
those who have never been through formal Western/Eastern
education in the community, this form of marriage is
gradually losing its value,

But when traditional marriage is effected with the
necegsary pomp, its values are c¢learly brought out,
The occasion is a festival of joy in which the beauty,
strength ond glory of the land are celebrated, It is
also a means of demonstrating a sense of commitment to
communal welfarce and progress. The extended family
(ggi) and relevant age-groups (gubé) strive to meet
their fraditional obligations, Songs, marital exhor-

tations and performance of marriage rites are the major
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cultural and religious features of this form of marriage.

As in other traditional African societies, marriage
is a familial rather than a personal affair, Before a
young male adult ever sets his eyes on a2 suitable life-
partner, his parents may have found him one, If there
are no dissenting views about such a choice, preliminary

marriage arrangements may commence, after Jfa has upheld

the wisdom of the choice, The suitor's family now
appoints a middleman (or, in some cases, more in number)
to seek the girl's hand in marriage through her parents
who not only make relevant investigations but also seek
Ifa's advice, If the marriage request succeeds,

certain traditional rites, which have marked stages, are
actualized, Usually, the parents and extended family
of the fiancee are feasted with palm-wine and kolanut
ameng other things (gigé gmu). Changes are continually
affecting the mode of these fulfilments, so that it is
now possible to waive them for cash substitutes, For
instance, the traditional arrangement of joint labour
(oko kﬁﬂé) by the suitor's age-group on the f~rmlands

of his prospective father-in-law can be paid off with
cash, Having fulfilled all relevant demands, a date
mutually apdeeable to both parties, may be gixed for

the marriage,

A few days to the consummation of marriage, all
arrangements for the on-coming festivities are
finalized, During this period, the fiancée's age=group
organizes a number of humanitarian activities as a mark
of respect for their member and to help the extended

families of the couple-to=be, These activities include
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fetching of firewcod, doing laundry work or deawing

of water, As members of this age-group arrive from
their verious assignments, songs are rendered to receive
them as follows:

Chorus: Qya o, Oy

Leader: gﬁg kérhbt oko
rubg koko'

Leaders: Emo kerub omi
Chorus: 0 y& o &yg

Erubd koko'
Leader: You are welcome from the field
Chorus: Tt is a trip well made

You are welcome, indeed}
Leader: You are welcome from the stream

Chorus: It is a trip well made 1%
You are welcome, indeed}

We'dinrm songs ~re a pepular featuresin tro'itional
marriages, They consist of very short lyrical sections
delivered by various categories of female performers,

The soloist sings the lines which are immediately taken
up by chorus group, There is often a definite rhythmical
pattern of rendering, reinforced by clapping and rattling
of aje to timed beats, A few of the songs carry satirical
overtongs: they ridicule weak manhood and pose sexually
provocative challenges to the menfolk, But generally,
these songs express feminine virtue and beauty as well
as the ygreatness of the land:

nkere &16mi ojo

3§E€§ig%g§irgjg'516ri e

L
binrin wewe tén

L kose danu
Obinrin 'Gharh k'816ri oge




Phe toad is lord of rain-water

The toad is lord of rain-water

The Iyara maiden excels in beauty
See hier revel in a bath of beauty
And, alas, discard her cleansing soap
The Iyara maiden excels in beauty.

There is a pervading air of festivity, coupled with
a sense of accomplishment among the celebrants as well=~
wishers are feasted and entertained by a variety of
wusical performances, The bride is distingulshed by
occasional traditional adornments and before being led
to her groom's residence, she is blessed by Eleja, the
goddess of beauty and fertility, To merk this singular
occasion, prayerful gsongs are delivered thus:

Leaders: “ﬂvﬁm wo'be ghalé
Chorus: @ yewuyowu;
Gbohun kbke.

Leader: Come home a pregnant woman

Chorus: Your home will over flow with children;
Get yourself fully decked from a
calabashful of red camwood paste,

After the occasicn, the bride becomes = blessed
daughter of Rledja and ber procession back home assumes
great significance: |

Leader: WfomQ EleJa,
Ye, 1tbr1n°
Refrain: Itnrln
wo bh aé1é soyan kere,,
'Ba d'akodi gbdmo pdnyin,
roko 1nom1,
lana, ilana,

- Leader: See the dauvghter of Eleja,
3 As she moves with reg a§ Jdignity:
Refrains Indeed, with dignity does she move,
' Get pregnant as you step in,
Be a nursing mother as you settle down
God about your chores on the farm, at
the strean,
See her move, and pave way for others,
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Iyara operates an agraricn culture that places much
premium on farm yields as a source of fortune, To this
end, farmers pull their resources towards not only food crops
but also valuable cash crops such as cocea and coffee, Many
able hands are required to make such ventures o success,

And fortunately, the polygamous system helps to cnsure
the availability of enough farm hends,

Prior to Western influcnces, virctually 211 in the
community were farmers. Huntere and bhlacksriths, for
instence, were primorily farmers. To a large oxtent,
one*s pcrsonality could be perrured vy the ciriousncss
attachcd to this age-old nrofess.on, & lunter may, thus

make overt references to it in his chents:

Is§ 1lila ki oko idi »ro
Iya k'oko abu ponnon;
E mg mg déko h'onon

Ase mele,
Tajéd t'éron ki buni.

(11,308-312)

To farm the wild mango must entail bhardship
And wayside loafing can only yield
suffering;

He that farms by the wayside

Should avoid loafing,

A loafer becomes the centre of public
ridicule,

(11, 308-312)
Farmlands may have three major categories, nomely
Zkurg (marshy land), Egatb (semi~marshy land) and Qfe
(grassland)., Because of the obvious differences in

soil texture, these categories call for varying, even
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specialized attentions if they are to have maximum
yield, An archedypal farmer thus prides himself on
being able to maintain some sizable portions of these
three categories of farmlands,

Farming activity takes a variety of forms, PResides
individual/familial ventures, social clubs and age-
groups (gggé) may decide to enhance their fortunes by
embarkinz on joint ILbour in turns (A3si), the results
of which are often as fascinating as they arc rewarding,
Traditicnally, the Eléta and his mini-gbas enjoy the
privilege of seasonal communal labour on their farmlands,
In the latter case, the people are provided with an
opportunity to show their respect for traditionnl
authority, A suitor may, alsc, request his age-group
to render some services on the farmlands of his pros-
pective father-in-law, Here, chants frequently
feature and brotherhood and friendship are sclidified
through the ensuing social interactions,

In modern times traditional farming has been almost
virtually abandoned by the younger generation and the
pride derived from it has been diffused, ¢ head of the
household can no longer muster able-bodied farmhands =
not even his children on holidays - to demonstrate
the valour of the preliterate days, Farm yields also
seem to be unable to cope with the social and financial
commitments that Westernization hns set in. Moreover,
as this researcher witnessed, small-scale mechanized

farmin:; bas been introduced to ccnpensate partially for
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the loss of farm-hands,

Despite this state of affairs, traditional farming
system, with its values, has not gone into complete
oblivion, There are still cases where manual work is
desirable and these provide an avenue for the performance
of oral poctry, For instance, community labour on
royal farmlands gives the talented farmer an opportunity
to demonstrate his chanting skillss Such 2an cccasion
is marked by drumming which is reéserved only for the
royalty, From the people's experiences, only distinguished
farmers nre known to be expert chanters, The major
functions of their chants are to arouse workers' sense
of heroism and strengthen their commitment to labour,

In Zoin - this, these chanters appeal both tc emotion and
reason, though much more to the former, The need for
workers to perform their lepgitimate tasks is often
stressed:

Af@re ise,

ghokun o s
ro k&in 1{ni oko 1iLbijo'

Amgmo JAth |
L*arun suru suru

A
Ma niwg 1iyin
Nm§ sbbuton?
J4 h'éhe t¥mi,
Mé md ko yalayaln.

To the magic wand of labour,

I give my due grectings

See the usual crowd of diligent workers}
So rapid is your work-pace

That you make others mere panting ncvices

Could I lean on you

And still fear to play the woman?
Spare me your effort awhile, 14
But do it not with thoushlessness,
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Tact and restraint are the chanters' guidelines;
they know their workers! soft spots and the stage of
labour that is most appropriaste for chanting, They
are so versed in their art that they cannet but compel
such workers to 'submission', Their chan‘. have a
magical effect that soothes, enlivens au@ 'ropels them
to & greater achievement,

Of paramount importance to this re'iew is the
relationship of Iyora poetic expression with the pcople's
religious system, From evidence available to this
researcher, religious concerns are centrel to the
people's day~to-day existence, This is clear frem the
various religious expressions that run through their
occupational, social and political engagements,

Fortunes or misfortunes are attributegd to thc supcrnatu'a,l.,
the god of fate (ori) which every individu=l is endoweq
with, though it is also belicved that progress ean be
promoted or impeded by one's personal efforts,

A brief consideration of the people's pantheon is
important, There is the Supreme Deity known variously
as Qlorun, Eledumgre et cetera who controls the affaigy
of mon through the lesser gods and spirits. Notable
among these gods are Ogun, the god ef war, iron and
heroism; Ifa, the divination oracle end god of wisdom;
Sgngo (Apara) god of thunder and lightning; F1§jd, the
goddess of beauty and (female) fertility; ond yet an'the‘
E1£j4, god of the fields end productivity. They are

belicved to play distinctly recognizaeble, nd yct relaged
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parts in the mailntenance of peace and social stability
among the people,

For his wisdom and vision, Ifa is basic to meaningful
human existence, Through him, the feelings of the
other gods are revealed, and tius he has to be consulted
before one embarks on any major assignment. TFor instance,
before a marriage is contracted, or prior to hunters!
expeditions, the wise counsel of Ifa is usually sougbt,
Similarly, the causes of misfortunes may be discovered
when the god has been duly consulted,

Ogun commands significant followership among
hunters (gdg), farmers (agbg), blacksmiths (alagbede),
and motorists (olimoto/awakg),in. fatt, all workers or

users ol iron implements, The various mythical beliefs
surrounding the god portray him as the major pguardian
god and patron of all these vocational groups., A busic
knowledge of the Ogun myth is necessary for the
understanding of parts of the wunters!. poetry used for
this research, They myth has a religious form that is
highly valued by devotees of Ogun, and assumes many
versions, some of which seem contradictory.

Central to the myth is the claim that Ogun once
led some other gods in the pantheon to earth from heeven
in very heroic circumstances, On the way to earth,
they were confronted by a2 demoralizing barrior - a
thick Jjungle which Ogun cut through with his uniquely

effectively blade to make way for the .»p:dition... It was
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in recognition of Ogun's invaluable function that the
gods bestowed on him the title t'a chief among godst -

ghin imgle =~ an epithet that is recurrent in the hunters!

poetry (see appendix),

Qgun is an anthropomorphic god like most Yoruha
gods, He is, by nature, restiess and adventurous and
his ceaseless travel took him to Tle-Ife and later to
Ire, where he was well received and made King, As

explained in Oduyoyets The Vogabulary of Yoruba Religious
15

Biscourse

— s st &

Ire is a mythical town on top of a voleanic
mountaln, symbolically known as a 'Town of Fire', Ogun
is believed to have come down to earth in a fiery flame,
hence the Tendency to invest him with the fiery and
violent qualities of fire,
An opposing versiocn ¢f the myth stateg that Ire
is not Opgunts home, maintaining that he only called there
to drink palm-wine. This view is, however not shared
by my major informant, Mr, Sallu Clugbemiroc, {(also
referred to as the poet in this research), Despite the
symbolic status of Ire, many of his devotees now
readily associate Ire-Ekiti in Ondoc 3State with the ged.
An extension of the myth, which is probably peculiar
to Iyarn«~Ijumu locality, is Ogun's hercic feat among the
b{éﬁi ~ a powerful female cult in the community, whose

16

symbol is ajere ide - brass colander., When members of
this cult were faced with difficulty of crossing a huge

river in order to reach their destination, Ogun emerged
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end solved their problem in a singular effort, As a
gpesture of appreciation, the cult group offered Ogun
some Eﬁggg - white bean-cake, Because the hunter is
Ogun's human representative, the relationship between
the cult and the Hunters' Guild has been most cordial,
The cult never fails to acknowledge the valour and
supremacy of the Guild as a mark of respect.

Religious festivals such as oro provide an
opportunity for the seasonal worship of the gods and
spirits of the land. Such a ritual worship is, however,
confined to esoteric male followership which servés a |
link between man and the spirit world, Qro itself Is
symbolic of the combined strength of the pecople's
spiritual forces, The festival has a material represen=
tation and the power derivable from it belongs ultimately
to the people &' no one sect or individual can claim
sole posgession of it, TFemales are generally barred
from any public appearance when orc is abroad but all
categories of citizens can participate in its feasting.

Though adherence to traditicnal worship has dwindled
sipnificantly, obviously due to the dominant influences
of Islam and Christianity; a few traditional devotees
survive up to date, There are yet others who hmave been
cavght in religious conflict; they have accepted Tslam
er Christianity but have not yet succeeded in detaching
themselves wholly from traditional religious allegiance.
This, in itself, is a measure of the profound hold that

traditional religion has on the people,
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Traditional religion, in general, provides an
appropriaste means of imparting religious values as they
impinge on social and religious balance, These values
are brought out through religious poetry which is a
regular feature in religious worship and celebration,
Thus, such poetry is an inseparable part of the whole
religious culture and gives vent to both individual and
joint needs as well as feeling of attachment to the
supernatural, The essential components of such poetry
include: praise in honour of the might and benevolence
of the pods and goddesses; allusions to history, divine
laws and precepts in relation to the obligations and
fortuncs of man in society; declamation of the strength
and glory of the land and prayers for peace, prosperity
and triumph over evil, A typical section in the ritual
worship of g;éjé a water goddess runs thus:

MO mé wa wo
E1¢ja ol

Qmo 016d4 ide.
Qmo gbbgbb 1'Eyd;
Omo irqn O}upeka
omQ atit , .
H'i“g ghun nhdnrin
Fo r s'oyun,

Af rifc

£5°

f ho=0z0,

61 hun—un—un,

0f kekiréd kee,

To you, I give my greetings

The unmistakdble Elc jal

The famed possessOr ol the brass mortq;
You are the givem of health from %gg;
And a noble descendant of Olupeks
From your divine drops,

You richly bless the barren

And make them fruitful,

When you consent,

It is always so.

When you give your word,

It never wavers;

Your voice is sonorous and unchanging
like the cockcrow,
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Performance Context of the hunter-poet

Hunting in Iyara is, no doubt, an age-=lonjg socio=
economic activity, Its origin here, as elsewhere, can
probntbtlybe traced to man's basic effort to meet his
nutritive demands; hence his need to hunt and obtain
game for food, Despite alternative modern means of
sustenance, the tradition of hunting hss continued to
exist, Hunting activities have, however, been seriously
curtailed,

As a chanting mode, Iyara hunters' chants interpolate
feature types such as praise poetry, incantatory poetry,
proverbs, riddles some forms of religious poetry and
songs of lament, Similarly, these chants cover an
astonishing range of subjects and it is fascinating to
note that hunting, which arosc originally from economic
needs, has developed a poetic expression, encompassing
the total world=-view of the community, Thus, the chants
may include: history, mythology, magic, religion,
economics, heroism,solidarity, fortunc, morality and
general loye and values of the land,

Investigations by this sresearcher have revealed
that Iynra hunters perform at three major occasions viz:=-
the annual ritual worship of Oiun, routine hunting
expeditions and JIpAdde or funeral ceremonics of their
deceased leaders, As my major informant claims, hunters
may also perform at occasions such as chieftaincy
ceremonies if invited by celebrants. It would seem
generally that Iyara hunters' peoetry is meinly performed at

three occasions, and hence, its functions are not as
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diverse as the Oyo-=Yoruba Ijala.19 For instance, Iyara
festive occasions relating to farm work and marriage

have specialized poetic forms, erin is§ and erin 1yiwd

respectively; hence, hunters rarely perform at such

occasions,

Hunters' chants are often tied to their practical
field experiences, But the chants may also he distinct
from them, as in the ritual worship of Opun when
interested members of the community . are entertained on
an open stage or from house to housc,

Major hunting expeditions may be preceeded by ritual
sacrifice to Ogun as a means of appeasing him and
invoking good fortunes. Preparatory to expedition,
either in the case of ipadg or in routine hunting, hunters
may scek the aid of the gbarufu or }gﬁ age=groups who
constitute th: most virile members of the¢ community,

But these ape=groups are not expected to hondle guns in
the hunting proper, As more hunters join the cxpedition,
their sense of comradeship is heipghtened:

L
Dgun On'Ire, P
Tkon khjig se 1'imulg;
All_ye e,
Leader: A dl"wege o,
Chorus: B'¢d¢ r'¢de,
A di 'were pb;(ll 424-29)

Opun is Lord of Ire
and we are one in communion;
AM ye e;
Leader: Relatives they become,
Chorus: As bunters perceive one another,
They become members of one family;
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The expedition sets off in high spirits, emphasizing

the worthiness of their trip:

Rora o - B

E m¢ ire baj

Ale 1\? O o

Qgbéri deyin,

Qde ire ba, - -
) (11 490-G4)

Take care, I say,

Now do they depart;

For night is falling;

Let the novice step back,

The worthy hunters now depart,

| (11, 490=04;

The huntersg! bélief in the supernatural determination
of thiir fortunes during hunting expeditions i imrense.

As a rule, they seek divine advice through any of the
divinition processes, before gelecting any one zone for
their operation. On arrival 2t the possible operation
zoncs, silence is maintained and some divinatory rituals
are effected., Hunters line up their guns across a log
that iz long enough for that purpose. Ritual articles
such as salt, alligator pepper and palm~oil are presented,
Then, a four-lobed kolanut, separaeted into its component
parts, is cast and interpreted by a seasoned membeéer whe
is versed in the art of divination. Thus, the expedition
is advised where to emhark on its assignment and have
fruitful results,

For maximum success, certain hunting strategies are
adopted. The expedition breaks into two parts - tThe
hunters or game~killers on the one hand and fTlU.ir assistants
who serve as rousers on the other. They form two opposite

rows wnich are considerably distant from ecach other,
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Then the rousers whistle, drum and utilize all possible
vocal resources to stir up the becasts and force them
towards the bhunters who, in turn, shoot at them from
their hide-outs on tree branches,

The hazards of game-hunting have btecome an inevitable
part of hunters!' experiences, Because of the obvious
limitations of physical combat against the wild beasts,
hunters have been known to place much premium on magicel
power20 as an invaluable element in humting,

Apart from possible counter-=attack from dangerous
beasts, it is also believed that human mischief can
manifest in form of deadly aggression from such beasts,
Hence, hunters sparec no efforts arming themselves for
both defence and attack, They often claim that medicinal
herbs do help to open up their inner vision to perceive
the subtle devices of malicious individuanls, Such
individuals are said to disjuise as beasts who are fully
ready for an engagement at the slightest sign of attack,
Hunters who cnn assess the situation may, hence, decide
to attack or simply to ignore such assailants,

In the event of -inevitable clash, transformation
or total dis~ppearahce of a hunter is possible with magic
formulas as the poet reveals in the following lines:

~
ora o = 0

T bd bAmi
L*ing Igbo,
a dtedd igho;
I bé bami 1'alyju,
A ddpdnzdn igi,
(11, 40-45)
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Gently, I pray

Should I face a hostile force

In the forestss

I immediately metamorphose into the bushgoat;
If challenged in the Jjungle,

Instantly do T transform into a log,

(11.40-45),

In their expeditions, hunters and their assistants
are united in the same fate, In emergency, members of
an expedition are assured of immediate attention, For
ages, hunters have developed a complex communication
system understandable only to their circle or the
initinted few, Such communication may be effected by
hooting or whistling, This seems to be a common

phenomenon clsewhere in Yorubaland as Beier has notede

When one has heard hunters comminicnte

with each other across long distances in

the forest, one begins to understand the
extraordinary carrying power of this (Yoruba)
langusage.

Booty derived from such expeditions is normally
shared out by the AsiEn, a leading official of the
Hunters' Guild, Traditionally, certain parts go to
killers of jrome while other parts are shared out to the
hunters' assistants,

As they proceced home, chants are rendered, and a
festive mood dominates the procession, The themes of
the chants are arbitrary and wide=ranging, but chanters'
praises of Ogun and heroic individuals may be dominant:

N
TR o
Erikg ghin p"gﬁn= ’

138 Ogbn bd gha'ye,
Asg ing kb mb bo'ra,

-

Awu gig k'Ozun wa,
Imdriwdo K'aso reg,
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Take care, my comrade,

The swift-moving one who takes his victim in violence

Is the name we give to Ogun

The day Cgun appeared on earth,

He clothed himself with a fiery flame

And draped himself in bloods

The palmefronds arc his sacred attire.
(11.461-67),

Apart from joint expeditions, hunting is undertaken
singly and in limited groups, depending on personal taste
and convenience or other prevailing circumstances,

Ipadg occupies a unique place in the hunters!
professional career, and it is an exclusive privilege of
their deceased leaders, The ceremony consists of three
related phases: a hunting expedition to provide material
assistance (gome) for the family of the deceased; the
ritual sacrifices to appense the gods and prepare the
dead leader's spirit for an undisturbed transition into
the spirit world; the final rites in which the dead
leader is tcut off!' from the hunters' fold on earth,
This is part of the attempt to fully integrate him into
the world beyond,

The procedure for ipadg game hunting follows the
general pattern of the usual hunting expedition., There
are some notnble differences, though, All game obtained

never prepared, nor shared out in the fields,
Rather brought home by appointed carriers who
lead the expcdition back home, Some distance from home,
food and drinks are brought to meet the expedition
which consumcs them therc and then, Thcreafter, random
gunshots announce their arrival, Also, there is

continuous antiphonal whenting thus:
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L.eader: Od? iI‘OdO i Odo T
Chorus: Qomo g’t'gpbn dé .
Leader:  (de¢ rodo ' '
Chorus:  (mg odg a t'Ygin aé

L.eader: Indeed, hunters retire¢ home

Chorus: Hunters are back ¥rom tree tops ..
Leader: Hunters are back home ‘
Chorus: Hunters are back from tree tops22 oy )

The expedition marches in 2 single procession and
drums and gon;gs beat solemnly nt slow, calculated
intervals, Differing remarkably from the melodic ottraction
of the usual musical performance, the musical accompaniment,
in this case, carries an awesome quality which leaves
citizens in no doubt about the nature of the arriving
expedition, Wry is paved by all (no matter how headstrong)
for an undisturbed procession of the group right to the
celebrants!' honme,

The bulk of the booty derived from the trip goes
te the extended fomily of the deceased, while token shares
are given to members of the expedition,

The ritual requirements for an‘igggg ceremony
include male dog, a he-goat, a cocck, kolanut, palm-oil,
salt, pepper and palm=wine, These are offered to the
gods, particularly Opgun as an invocation of health and
good fortunes on the family of the deceased member, The
slaughtering of ~nimals is of central importance to these
ritual fulfilments, The slaughtering has to be done in
one violent stroke, otherwise the ritual procedure up
to this stase will be annulled, A failed attempt
indicates that something has pgone wrong and the e2remony

gannot continue until Ifa has been consulted to find out
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the precise cnuse(s) of failure, Such a failure may

have resulted from some mischief or malicious intent among
the celebrants or participants, Or in excepticnal cases,
the slaughterer may have been bewitched} Whatever the
situation, appeasement of the pods and cleansing of the
people should follow and a seansoncd member of the Guild
who is also a strong religious devotee prays for all,

as in the following lines, after which various festivities
and artistic performances may follow:

Ogun, Alayeéeluwh
dtowg re

Iwg k& 14'nd irimgly gbogbo

A md obi ko'w

A mu epo ko'wQ |

W mi atare kotwo

Gbogbo gmedé ns§ ghon tilé
ngifhon t'ode

N Y ipalira ghé
i;hi isé
bi gbogbo,

Otin, the guardian god of men

For survival, we dcpend on your blessings
You arc the revered leader of the gods

we offer you kola

Ve give you palm=o0il

Mmd yet alligator pepper

.« o @

Guide ~11 children at home

Offer them your protection abroad
Distroy the obstacles before them
At their place 33 work

and everywhere,

The concluding phase of the ceremony is the symbolic
depositing of the dend hunter's figurc in the wila fields
at midnight, 'The rite, which is strictly limited tc the
Guild, indicates the dead man's total departure from the

world of the living., He is no longer considered a disturbed



being and can now be fully integrated inte the world
beyond,

Apart from the President and Qgigg, there are other
important officials of the Guild that contribute to the
successful staging of musicnl performances, There is

an Organizing Secretary (Adnrf ﬁtb} who may =21so function

L]

as the Finnncinl Secretory (AkKapo). He supervises the
smooth progression of porformance and enforces observance
of procedural rules or points, If he has any point of
order or gencral comment to make, he signals by blowing
his whistle n~nid interrupts performance, He may also
keep an account of gifts offered by individuals who are
impressed by the quality of pcrformance, Also important
is the policeman (Qléﬂé) who checks mischief makers and
unruly persons during performance, His efforts help to
ensure order arnd bring deviants to book,

In performance, thcre 4g usually a leading chanter
(add erin), who tokes the lead§and the chorus group
(agberin) that sings the refrains, But allowance is
often made feor budding; chanters to lead other chanters
and prove their mettle in turns, The interlude sections
allow for the full participation of the audience as they
dance, clap o~nd sing, Such a scene, in fact, fuses
performers and audience and make their productions richly
entertainin:;, The degree of performers' success can
be measured by the nature of response, that is, random
commendations and comments as well as the variety of

token gifts received, Variation in musical performance
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is a notable feature, Sometimes the flautist

(Afon Akutl) enriches performance as he blends his own

tunes with the basic melodic pattern of performance,

My major informant, for instance, recollects nostalgically
how he used to sing the praise of his master, Kolawogle

on the flute, 7Tt is not uncommon to find hunters!
performances taken round the community, that is, from

house to house,

Research Methodolopy

The crux of the present investipgation is Iyara
hunters' poetry as it may be chanted at three major
occasions: during routine hunting expeditions, hunters'
funeral ceremonies and the ritual worship of bgﬁn. They
were collected from Mr, Saliu Olugbemiro, a hunter and
motor=driver from Tlupa Quarter in Iyara between July and
December 1984, This researcher personally induce’ the
performance, and hence it was unaecompanied by the usual
drumping, dancing or commungl porticipation,

However, this inadequacy was, to some extent,
compensated for by the active involvement of the performer
and the two-man research group, The researcher and his
nssistant forumed a chorus, tapping their feet on the
floor to give n desirable rhythmical pattern to the chants,
In addition, the chanter took some time to explain the
main points cf the chants in a post~performance interview,
Thus, the art of the chanter and the context of his

performance were clarified,
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Oral literature rescarch is currently being intensified
in various parts of the world, This results from the
genergsl view that it contains values which sre yet to be
tapped by literaty researchers, snthropologists ~nd folklorists.
In this light, many writers such as Abimbglcza cgree that
the tope recorder is still the literary resesrci ur's best
instrument for collecting oral litersturc, cven though
it cannot fully cepturce the intric~cicvs surrounding setual
perform-nce,

Thus, this researcher relicd horvily on thoe tope
recorder as an invaluable device, dcspite its clbwvious
drawbnacks, The recorded moteri~ ls were tronscribod in
their original version = Iyara = Ijumu Dianlect - with the
hopc of reteining much of their essential volucs, In i}
the chonts were broken into 107 parts of 788 lines, based
on the researchert's perception of the patterns of renderipg.
Each port is considered as a major sense group which
corresponds to a short, lyrical composition. Fach part is
often signalled by a2 repetitive formpla sueh as 'Rora o,
gnikcji mi*, A line is marked off by a pause of breath and
consiats of a secondnry sense group as chanted in performance
{Sce Chapter 3),

Thore are numerous diffcronces betwoen Iy-roe-Tjumu
PDinlcet #nd Standard Yorubr,® but the most significant

of these exist at the phonetic ~nd lexicnl lovils, In

this respect, tonsl patterns mny vory consid.r~bly,
.
For instance, Ogun and imgly in Iyara Dirlect -rv Ehe

equivrlents of bgﬁn and imgl§ in Stoandard Yorubn
regpcctively, Similarly, there are significont lexical

*Standard Yoruba (8Y) itself is a dinleet which drows its
lexis, structure end phonology mainly from the Qyg-Yoruba
specrking areas, The present clnassification of Tynra=Ijumu
dialcet ns a subsystem within Yoruba rather thon an
independent language is tentative and should awnit
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clear by Abimbyla when he states that
the best approach, then, would be
to moke translation in the target
lanpguage as literanl as possible so
as to transfuse part of the culturnl
content, imagery and other literary

characteristics of E?e materinl into
the terget languapge,<"

Examplcs of ~ttempts nt achievini near-literal i
translations =zre: 'Q nd p'ode OlijinWiﬁin' and '0run ng
im¢ re ibi Arbe wd' which are rendered as 'We that calls
the bunter Olijinwinin' and 'The sun is retiring home!
in place of the more strairhtforward and conventional
English expressions - 'He that slights/insults a hunter!
end ''phe sun is setting' respectively,

Where there are no reasonable English epquivalents
or English equivalents are not known, the relevant
lexical items are retained and explained by notes
accompanying translations in the appendix or elsewhere
in the study, [Ixamples of items retained include
brunmilﬁ, ihgfé, é&hﬁ and éﬁéﬁi* In many instances,
therefore, notes serve comﬁlomentary functions to
translations that are considercd inadequate, Such notes
may relate to myth, history, or cultural belief and
practice, The translation - 'rhe famed possessors of
the brass colander/who zive the white bean-cake/By the
riverside' mnkes little sense without an accompanying
note on the myth surroundin;; the biéﬁi cult,

It has not been possible in a number of ceses to
give near=litcral translations bececuse of the danger of
concealing or losing the essential ingredients of the
original version, This problem is understood in the

light of the wide cultural disparity between Iyara Dialect
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and English, Abimbgla cautions researchers on translation
from the original version into the targét language:

If translation, however, is too literal,

it no longer makes sense in the

target language and therefore loseg the
effect it is designed to produce,27

It must be stated here that translation work in
this research, as in previous research efforts in this
direction, is not altogether satisfactory, But given the
sociolinguistic constraints of the second language user,
the translations (see appendix) should he regarded as a
fair attempt. They illustrate a genuine effort to express
the essential elements of Iyara hunters' poetry,

A sociological framework has been used to analyse
and appraise the poetry in this research, This is based
on the premise that a work of art must be grounded in a
gspecific cultural envircnment, To appreciate art,
therefore, its essential cultural elements need to he
considered. That explains why Tyara hunters' poetry,
in particulsr, is examined within the people's historicel,

meral and religiocus and other values,
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Notes to Chapter 1

P, C., Lloyd, ‘'Political and Social structure!’,
Sources of Yoruba History (Oxford, 1973) pp.208-9,

A. Qbayemi, 'The Yoruba and Edo-Speaking peoples

and their neighbours before 1600' in History of

West Africa Vol, 1 (London: Longman Troup *za.,
Pe <02,

Agogo is a musical gong and aje is a musical
Ins%rument made from a small-sized gourd and covered
by a net-like material, to which small spherical
nuts are attached, Agogo and ajé can be beaten and
rattled to timed beats respectIvely, Akutbh on the
other hand is a horn flute with which The Tlautist
can sing his tunes,

This classification approximates that of O, Qlatunji
in *Classification of Yoruba Oral Poetry! in
Yoruba language and Literature, ed by A, Afglayan
(Ife & Iﬁaﬁan: UPL & ULIP, Press, 1982) pp.58=64,
Since not all poetic forms can be identified by
the way they are performed, the criteria of
identifying and classifying forms by their mode of
performance and certain characteristics within their
internal structures become very useful, The new
classification represents a development over earlier
classifications by A, Babalg@la in the Content and
Form of Yoruba Ijala, (London: OUP, 196b) p. 23 and
Wande Abimbola in al Poetry' Introduction to
Nigerian Literature ed, by B, King, In both works,
e basis ol classification is the 'group of people
to which the reciter belongs and the technique of
recitation he employs' rather than the contents
or structure, By Lhe new classification, ample
allowance is made for the recognition of local
variations in performance modes/feature types,

Eléta is the title for the Oba of Iyara=Ijumu.

Some democratic principles are upheld in Iyara=-Ijumu
as regards title-taking and kingship affairs. Every
freeborn, for instance, can aspire to any leadership
position, including Qbaship, if he has the means,
strength of character and reputation, Despite

this condition, slaves or their descendants, gg@h
odo,are denied certain rights and privileges, ere
Ts a bar i their rise, For instance they cannot
take more than one title in any event,
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The term ijoyk usually refers collectively to titled
men (chxefs? while 0ldyé applies to individual
title holders, particularly the emergent ones,

Qye ; Je 13 the act or process of taking a title.

This and subsequent sections relating %o Iyara
politicel processes were chantsd by Madan-
Tiyesori Salsgu and recorded in May, 1985,

Such overanbitious and mischev ous members may be
deprived of their right to acquire more titles or
have any effective say in the deliberat;ons of the

Council of Qoxe

The eriki of the incumbent Olujumu, Qba David
Plorunmaye.,

The god of fate, Every individual is believed to
possess his own ori’, as the determiner of one's
fate and fortune on earth,

Ighbra in this sense, is the assembly of all chiefs
n the community while ko6 is confined to the meetings
of chiefs separately he y any of the four Quarters,

This, and subsequent sections relating to traditional
marriagé in Iyara were chanted by Madam Sala Funmilays
and her musical group and raecorded in December,

1984 at Iyarae

These lines were chanted by Mr, Rowland Dada and
recorded in July, 1984 at Iyara,

See M, Oduyoye in The Vocabulary of Yoruba Religious
Diascourse (Ibadant DaysStar prress, 197¢) pp;73~§.
The colander is a perforated pot, artistically
decorated. Its existence and function are embedded

in myth but it has remained the symbol of the
spiritual power of the Ofdsi.

Refers to Eleja's spiritual home, The poem was
recited by Omo¢kele IWgola and recorded in July,

. 1984 at Iyara.

A noble mythical/religious figure with whom Elg¢Jja
shares her virtuous qualities.

A Babalgla, the Content and Form of Yoruba Ijala,

(London: GUP.. 1900, Refer to the varicus chapters for
the wide-ranging socio-economic and polltlcal coneerns
of Ljala.
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The efficacy or otherwise of magic in human affairs
in a debatable subject, 1In my analysis of Iyara
hunters' poetry, I have only expressed hunters'
own impressions about magic, rather than allow nmy
own viewpoints to influence this controversial subject,

U, Beier (ed), in Yoruba Poetry (Cambridge Cambridge
University Press, 1970) p.1Z,

Chanted by Mr., Saliuv Olugbemiro in April, 1985
at Iyara,

Recited by Pa Qnim@la in July, 1984 at Iyara.

We Abimb@la, 'Notes on the collection, Transcription,
Translation and Analysis of Yoruba Oral Literature!
in Yoruba language and Literature (Ibadan & Ife:

UPL and University of 11€ bress, 1982) p.75.

Abimbola, pp, 76-7
Abimbela, p. 77
AbimbQla, p. 77
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ChaEter 2
LITERATURE REVIEW:

THE NATURE AND FUNCTION OF ORAL POETRY

In various parts of the world, there is a growing
interest in oral poetry (and oral literature in general)
as a distinctly recognizable form of art, Some modern
scholars of anthropology and literature have, in the
recent past, geared their efforts towards the discovery of
the values of oral poetry, rather than work on the Blases
of earlier scholars in this area., Particularly refreshing

are Ruth Finnegan's1 efforts in her OQral Poetry and

Oral Literature in Africa, Many seminars and symposia

have also been organized with a view to exploring the
essential worth of oral literature, resulting in a
proliferation of stimulating materials on the genre,
Such materials have, in turn, produced publications such

a8 Folklore (ienres edited by Dan BenAmos2 and, more

relevant to Nigerian needs, Oral Poetry in Nigeria edited
by Abalogu and other's.3 |
Oral pcetry has suffered from a serious crisis of
identity. It was, for long, dismissed by early European
schclarsa, missionaries and explorers, as artless, simple,
primitive and hence, unworthy of serious study., The biases
and ignorance of these scholars were further reflected .
when oral art was equated with oral tradition, folklore

and popular culture,

But we now know that oral art forms - poetry, prose

narratives and dramatic-forms'- are merely a segment of
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toral tradition' or 'folklore' which, usually refers to
the aggregate of a people's lore, beliefs and practices.
Oral art derives its living, distinctive quality from
oral tradition/folklore. On the other hand, 'popular

culture' was used as a loose and derogatory term implying

that oral art is simple, backward and communal. Consequently,

one finds that the stress on the communal nature of oral
art often falsely suppresses personal creative ingenuity
as an important quality of the oral artist.

The poetry of pre-literate societies, partisularly
in Africa and Asia as mentioned by Finnegen in Oral
Poetry is

ess likely to be placed in some special
category - like 'oral tradition, or folklore!
or perhaps 'popular culture'. This firmly
separates it from mainstream literature as
something with its own rationale but which,
while no doubt spgendid in its own terms,

need not be taken into account when discussing
literature proper.,

There is no doubi that such Buropean scholars were
not only ignorant of the cultures being assessed, it is
also apparent that they had teoo little material te analyse.

Denys Thompson in The Uses of Poetry explodes such erroneous

views when he states:

Many of the explorers, missionaries and anthropologists
who have made contact with pecples labelled 'primitive!
recorded examples of their poetry and noted the part
it played in their lives. There is no reason to
suppose that these peoples resemble the earliest
human beings more than us, products of Western
Civilization; they may be nomads and have few
possessions - but over pillenndia they have developed
codes of ¢ behaviour, forms of social organization,
and languages of complexity and rich exgressiveness,
none of which can be styled 'primitive'
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i substantial amount of oral poetry has now been
recorded from various parts of the world and we can thus
make a more objective assessment of its values. Indeed,
as a result of efforts in this direction, oral poetry has
been differentiated from written poetry by its form,
method of composition, transmission and performance, For
instance, oral poetry is now seen not simply as a precursor
of written poetry, but as an art form, with its distinctive
characteristics and valijes, which should co-~exist with
the written form. This implies that the introduction of
print and the eletronic media does not necessarily change
the status of the verbal art; rather it serves to enhance
its preservation and propagation in an age domipated by
written art,

A number of compgting theories and practices relating
to oral poetry have emerged. These will be reviewed and
then followed by a comparative analysis of their strength
and weaknesses.

First is the Romantic approach to poetry that emerged
in the 18th century Burope, mainly as a reaction against
the preceeding classical period. The typical Romantic
temper is marked by love of mature, primitive life,
simplicity of art, imagination and, ultimately, freedom
of expression. Thus, typical Romantic writers such as
John Keats and William Wordsworth sought a break with the
restrictions and formal orthodoxy of classicism. The
Romantic theory emphasizes the spontaneous and simple

L T PR ™ 3, ~1
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qualities of poetry and the poet, These qualities are

believed to exist in the earliest forms of poetry and in
primitive language and culture - that is, in pre-literate

culture, Moreover, as A. E. Powell states in The Romantic

Theory of Poetry, romantic poetry is characteriszed by the

'exaltation of con&ent above form' and the romantic poet
usually yearns for 'a form that is merely 'shadowy and
suggestive' in sharp contrast to the classical poet who
‘cares first for form and scarcely knows what he forms
until it emerges in the completed work‘.7

Closely related to the Romantic approach is the -
Evolutionary perspective which perceives poetry on the
continuum of human evolution, as propounded by the 19th
century British Anthropologists such as Edward B, Tylora
in The Origins of Culture, Oral poetry (known under the

name folklore) was conceived as a permanent art form in

a changing human society, It is believed that though

forms of oral poetics have remained constant, they are
nonetheless bound to lose their values as man's culture

and knowledge advance, Historical or evolutionary

factors, for example, mould reduce a myth to the status

of a fairy tale within a specific culture. Dan Ben-Amos
highlights the central views of this school of thought when
he writes in the introduction to Folklore Genres:
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In fact folklore genres stand in reverse order
to the evolutionary phases, As a permanent
form a genre continues its existence in a
changing society, but while the culture
progresses upward its position in society, and
in the hierarchy of genres, is downgraded,
Folklore forms that were central in the
cultures of early evolutionary phases remain
identical in form in later stages of progsess
but began to occupy peripheral positions,

On the other hand, the History-of=Civilization-Approach

conceives of oral poetry not as an unchanging element but
as an evolving form, Again, as Ben=Amos puts it

the idea that genres are evolving forms

is based on the premise that at the root of

each genre there is a distinct field of

meaning. Folklore and literary Types are

storical variations of the respective

fields of meaning mQBifested in bhuman and
verbal expressions,

Andre Jolles11, a German writer, is a leading proponent
of this school, His main thesis is that poetry, through
the ages, has changed from simple to complex forms,
To him folklore forms, nine of which he identifies, are
elemental and natural and they have generated more
sophisticated forms in the evolution process, Poetl:
forms, therefore, have the ability to multiply, rutate
and transform in accordance with human development,

The Structural-Morphological Approach assumes the
universality of folklore genres and the supremacy of their
structural - formal features, For instance, genre forms
that are identifieble within European/American cultures
such as myth, legend, proverbs are said to maintain their

forms universally though the theme and style may differ
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from one culture to the other, This theory has been

2

clearly expounded by Robert Georges1 and Alan Dundes

in Journal of American Folklore, Scholars of this school

believe that the discovery of the distinctive features

of -oral poetry, for instance, should preceed any analysis
of it., The immediate pre~-occupation of the structuralist
is, hence, to define the genre in terms of its morphological
characteristics,

An approach which has generated a lot of controversy
among scholars of oral literature for decades is the
historical=-geographical model, It primarily concerns
itself with retracing the life~history of a literary piece

using Type and Motif Indexes.13

Plots, episodes and
motifs are identified, classified and labelled in order
to facilitate their historical reconstruction and assess
their geographical distribution, The greatest exponents
of this model are European diffusionists such as

14

Stith Thompson ° whose work Motif Index of Folk~Literature

in six volumes illustrates a typical working of the
motif-index, Though this approach is most developed with
regard to prose forms, sometimes it applies to verse
forms,

In African Folklore and the New World, William Bascom'~

presents and analyses the diffusion of a Yoruba myth

(in verse form) to Cuba and Brazil, He shows that though
the myth differs, even within each of these regions, they
have a common root, Bearing in mind the historical and
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geographical experiences of the West Indian Blacks,
from whom some versions of the myth have been collected,
the writer deduces that the myth could only have
originated from the Yoruba of West Africa, He also maintains
that the central strands of the myth, despite its diffusion,
help to explain and validate various religious beliefs
and ritual practices among the Yoruba and their descendants
to whom the myth has diffused,

Though sociological and functional approaches to the
study of poetry have been part of man's artistic culture
for several centuries, they only became formally recognized
in Europe from the 19th century.. Notable is the
publication of the materials such as Leslie Stephen's16
English Literature and Society in the Eighteenth Century,

stressing the relations between literature and society,
Other works were concerned mainly with sociology of
literary creation and influence, Having discovered the
functions which literature could serve in society, it
was seen not merely as a vehicle for expressing cultural
values, but also specifically as a political tool., For
instance, Cerman literature of the late 18th and early
19th centuries served to prepare the people for the
bourgeois~democratic revolution. In this case, literary
values and structure mattered very little; literature
existed as part of the cultural - political superstructure,
and was used to effect changes in society,

Allied to this perspective is the functional approach
which maintains that genre forms-myth, legend, folklale,
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history et cetera = do not merely exist as constant

verbal expressions, but also play an active part in social
affairs, In fact, the function of art in relation to
social realities is given more prominence than its form,

Bronislaw Malinowski17 in A Scientific Theory of Culture

and Other Essays argues that genres are culturally

effective forms, Besides their functions as transmitters
of culture, they al%o help to stabilize society through
a system of checks éhd balances and to encourage continuity
of social habits which give various peoples all over the
world their distinctive qualities,

The Romantic and History-of-Civilization approaches
share a common weakness of dismissing oral poetry as
simple and primitive without convincing supportive evidence,
The Romantic approach, in particular, often wrongly
assumes that oral poetry is artless, that is, devoid of
grtistic merits, It also overgeneralizes about the
communal nature of the art,

There is the need to distinguish personal artistic
creation from communal performance in order to arrive at
a balanced assessment of the nature of oral poetry, The
oral poet is an individual creator whose personality and
ingenuity determine the nature and gquality of his
composition and performance, Since he operates within a
specific cultural context, his art only becomes meaningful
of it reflects his people's values and ideals. Also, due

to the close, immediate interaction between poet and audience,
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performance becomes not only a personal.but aiso a
collective affair that i3, involving active participation
(singing, clapping, dancing) by the poet and audience
alike, Thus the performance context allows for a communal
union which is desirable for successful production,
Depending on the personal qualities of the poet, the degree
of personal creativity and group involvement would vary,
Modern pioneer studies carried out by, especizlly,

18

Finnegan and particular researcher on African oral

literature by Kunene 2 in Emperor Shaka the Great and

Anthem of the Decades; Abimbolazo in An Exposition of

21
Ifa Literary Corpus and Babalcla in The Content and Form

of Yoruba TJjala among others show that African oral art

is not only complex but also stimulating and artistically
valuable, Moreover, the fact that the art is deeply
rooted in its cultural context implies that the analyst
needs to be well versed in the language and culture,
The findings resulting from the above researches confirm
that the claims of the Romantic and History - of -
Civilizgtion schools are mainly simplistic generalizations
which cannot allow for a fruitful study of oral poetry,
Another major weakness is shown by the cbvious bias
of FEuropean scholars whose value Judgements on the nature
aﬁd worth oral poetry are bound to Huropean culture,

22 of oral

For instance,Jolles! recognition of nine genres
literature is based on his knowledge of European culture

and is not necessarily valid for other cultures. Similarly,
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the Evolutionary and Structural - Morphological app®oaches
wrongly assume that genre forms and formael features
identified within European culture are universally
applicable.~ Cultures determine genre types and knowledge
or lack of knowledge of a language limits the kinds of
features gn analyst may identify in a work of art. Moreover,
the over-emphasis on technical presuppositions by the
Structural-Morphelogical approach tends to inhibit a full
and cohercnt analysis and understanding of art, The
approach has little relevance to the study of oral poetry,
varticularly cutside Furopean culture, Dan-~Ben-Amos has
cast a doubt on the validity of the approach:

Whether these attributes are universal and

common to respective genres in all cultures

or Whether they are particular and are

part of the cultural system of communication

is still a controversial point.23

Attempts at classifying literary genres in different
cultures or even within the same culture may yield

24 On the whole, the Evolutionary and

different results,
Structural-Morphological approaches have limited
Interpretative value because they are culture-gpecific.
They fail, in the main, to recognize that oral poetry -
like any dynamic art, functions in accordince with socio=-
cultural changes.

The suggestion by the History-of-Civilization
Approach that written poetry is a natural advancement
cn the oral form indlcates a serious error of judgement,
It is based on the premise that oral art is, in general,

a primitive art form associlated only with simple, non=-

literate cultures. Thils approach has little place in
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modern scholarship because it fails to recognize that
the values of oral art are not necessarily tied to written
1literature, though the study of one cam help to throw
1ight on the other, as Finnegan®’ has argued., In fact,
oral poetry has evolved its own forms which keep develeping
as cultural beliefs and practices underge inevitable changes
or modifications. The oral poet, fer instance, drews his
themes not only from established beliefs and norms, he
also infuses current social experienges, which probsbly
account for the unique attraction of his art.

The Historical=-Geographical sehool hns set on n serious
controversy among Africanists and scheolars of znthropology

and literature., Crowley in the preface to African Folklore

in the New World summarizes the usefulness of the Type

and Motif Indexes which are central to the approcch:

In use for most of a century in every
major folklore study and archive on
earth, these indexes are invaluable
bibliographic aids te the comparative
study of narrative whiech cannot be ignored
or discarded, However, since their
obvious European bias was admitted by
their mest recent eompiler, the late

Stith Thompson, and beecause African
collections are only minimally represented,
they provide more eonfusion than
enlightement on the patterns of Egles
across Africa and the New World,

In pursuit of their goals, diffusionists oftcn fail
to distinguish clearly one genre from anothcr, In addition
they pay little attention to the cultural siturtions that
give birth to verbal art and thus fail to accept that no
meaningful study of art can be done without a consideration

of prevailing social conditions, Diffusionists hardly
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_offer notes concerning the social contexts of the materials
they gather, Moreover, the failure of the school to find
2 comprehensive set of indexes to cater for all cultures,
despite the highly developed nature of Anrne-Thompson |
Type and Motif Indexes, has been its most serious drawback.
The approach on the whole is useful only teo the anthropologist
and hardly to the literary researcher or the sociologist
of literature. _

Sgciological and Functional approaches to the study
of oral poetry have proved to he more useful than other
appreaches hecause they encourage the study of art in o
context. However, sociological approaches are defective
in the view of the literary analyst because they do not _
give esncugh emphasis €0 the exploration of the literary A
and aesthetic values of art. The idesl situation can,
logically, be realized by drawing on a number of approaches
such as the Romantic, the Functional and Sociological i
which are useful to the literary researcher in his endeavour
to interpret a work of art. This multidimensional %
rerspective is, thus, considered most useful in evaluating |
the form and content c¢f Iyara~Ijumu Hunters' poetry,

Also basic to the study of oral peetry are a number
of theoretical perspectives on the composition of oral o
poetry, First is the oral=formulaic theory whose major
plonceer exponents include Milman Parry and M, Murko in
their studics of the composition techniques of Yugoslav/
Homeric poets. They found that the poets were skilled

in improvisation and the use of formulaic epithets.
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Their findings were later confirmed through Albert Lord'328

study of Yugoslav oral poets in The Singer of Tales. From

these and subsequent studies of oral artists, some clear
principles of composition emerged. Oral poets are known
to build up or memorize some literary patterns such as
verbal clichés, figures of speech, formulaic epithets %
and verbal resthetic devices vhich enable them to compose
easily during performance. Having mastered these techniques;
they can manipulate their themes to fit these patterns.,

This naturally leads to the often debated role of ?
memerization in oral poetic compeosition. The view that ;
memorization is the major, or even sole tool of oral
rerformance as held by Magoun29 in his essay 'Oral-Formulaic
character of Anglo=-Saxon narrative Poetry! published in
Speculum 28 has been attacked by schelars such as Lord
through his research findings. It is now known that the
cral poet does not merely recall from mumory what s been i
compoSed« He may have learnt some stock of formulas to i
facilitate fruitful and fast composition during performance;

yvet he is, to some extent, a creative artist who fashions
his work according toc the realities and domands of a

particular performance.

The above argument hence implies thot coral poetry
is a somewhat fluid arrangement in which <lements such as
episodes, metaphorg and other devices c'n bo altered or

deleted from one performance tu the other. Alsoc, as Finneganjo

gtates in Oral Poetry, the poet is central To perflormance. i
He compeoses and develops his art accorédiag to the demands

of the auddence., He is, ultimately, a creative individual -
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and the degree of memorization varies from poct to poet
or from one region to the other.

The oral poct is both cogmposer and performer. iHe
composes singly or along with co-poets, depending on the
specific demands of his art, such as the need tc structure
thematic concerns within a suitable musical framework,
Necessary modifications are constantly being suggested
and effected if considered apnropriate. But the text is
fluid at any stage and when it is being publicly performed,
alterations may still be made, The audicence arc cften
co=performers whe may influence changes or even partly
dictate the trend of performance by the nature of their
response(s). This is possible when the usual distinction
between the poet and audience ~thins down significantly
in active performance,

Specific researches on l'igerian oral poetry by

32

Olajubu51 and Abdulkadir”® in Qral Poetry in Nigeria, as

well as the present study on Iyara-Ijumu Hunters' Poetry,

confirm the validity cof the oral-formulaic theory. Yriting
on the composition and performance of Yoruba oral poetry,

Olajubu maintains that a potential oral poet needs to
internalize certain tochniques which will help him produce
spontanecusly and meaningfully:

in case of Yoruba Qral Poetry the artist
receives his training informally through
performance, .. He has to learn the style of
performance, intrinsic structure, recurrent
themes and language peculiar to the particular
genre of Yoruba oral poetry of his choice.

He also has tc learn the devices and techniques
of Yoruba (oral) poetic language., These include
verbal ¢ligh-, formulas, various figures of
speech ond verbal aesthetic devices.’3
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Similarly, in his essay 'Oral Composition: A Historical
- Appraisal' Abdulkadir cites the example of the Hausa
cral poet Mamman Shata who often relies on a2 formulaic

framework or 'what the brain hes pa't*t:er':ned'.3'1'L

Yet, these writers, like Bowra35 and others, submit
that oral poets are creative artists who do much more than
reproduce from memory. Due to the flexibility of oral
compositions and performances, oral texts are continually
changing and different performances may be marked by new
creations and, hence, different poems. There is neo correct
¢r final version of most oral poems., |
Variability of oral poems has been explained in terms

other than creativity. A number of writers such as

Gerould36 in The Pallad of Pradition have argued that the

Vinconsistencies' or variations that one finds in oral
peems result from faulty human memory. In his research
findings through the study of Homeric poets, Chadwick37
finds such variations and contends tat the oral poet is
vulnerable to the omission of certain elements in his texts.
The argument is partly plausible bucause the oral poct who
forgets the storyline of n received composition or a
statement of fact is likely to f211 back on his own
improvisation and alter parts of the text to suit his
immediate leocal necds. While we - can accept this as a
natural development in verbal composition and delivery,
variablity 1In oral texts must also sometimes be explained
in terms of the poot's genuine needs to create and satisfy

the varying needs of his audience.
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But the composition -~ in - performance technique
does not invalidate composition - prior-to=performance
thesis. Certainly there are poets whose compositions can,

in a way, be regarded as separate from performance, |
Andrzejewski and Lewis,38 who have Jointly carried out

an elaborate research on the nature of Somali poetry in

Somali Poetry: An Introduction, find that Somali oral

poet labour feor a considerable period in private composing
and perfecting their skills before meking a public
performance. Oral artists could, therefore, have rehearsals
during which improvements are effected. My investigations
into Iyara=Ijumu poetic culture confirm the relevance of
this method of oral composition.

The performance of oral poetry is its major distinctive
quality, Unlike written poetry, it allows for a dipgct
and immediate relation between the poet and his audienbe.
The communal nature of the genre enables the audience to
reapond spontanedusly te the delivery by clapping,
singing and dancing, as noted in the pérformance of various
forms of Iyara-Ijumu coral poetry., The values of such

performances are formidable, Boulton in The Anafomy of

Peetry, for instance, states that

a great many poems gain enormously from
performance... To hear a poem read by

a gkilled, sensitive reader may eormously
improve our understanding and appreciation
of it, We do well to remember that poetry
began as an c¢ral art and is still to some
extent oral,?® '
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The style of oral poetry is determined not just by
the pcot's creative talents but also the audience who could
influence the contents and patterns of delivery, Due to
the special relationship that exists between poet and
audience, the poet has to be creatively involved in holding
the attention of his audience, Thompson identifies this
trend with orel poetry among early Chinese, English poets
of the Middle Ages and 'halfecivilized? or 'primitive!
peoples described in the piencer studics of Cecil Sherp

the Chadwicks, Milman Parry and others:

In cultures before the invention of print,
there was this direct relationship between
word and thing... s0 that when the poct
ceme to compose,; his need wag $o clothe this
theme in language that would ®oth hold the
attention of the muﬂ%ence and be readily
intelligible to it.

Stylistic features of eral poetry differ from -one
culture to the othecr though certain key petterns, sueh
as the repetition of ideas, using gewtain teehniques sgem .
to be universal constants, Alsg, the peeuliarity of
certain features is tied up with the nature of longuage

that conveys the art form, For instange, cs Finncgrjn41

4

and Beier - in Oral Poetry and Yoruba Peetry state respectively,

tonal patterns rather than rhymc or metrieal considerations
are strictly central to Yoruba oral poetry, Hence, Finnegesn's
warning thet 'one has to look to cultural rather than
purely external criteria' in order to fully evaluate its
stylistic trends in multicultural settings.

The function of oral poetry as a transmitter of

traditional values is hardly ever in doubt. It is quite
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logical that since this art form operates within a cultural

context, it inevitabdly helps to propagate the beliefs and
43

values of the society. As Daiches stresses in Critical

Approaches to Literature,poetry serves to instil moral

values, Similarly as noted by .ﬁ.jl,lwon!44 and this researcher,
the Yoruba Hunters' poetry is a moulder of public morality.

It is in these and similar regards that the oral pet
has heen described as & spokesman for society. Ile is seen
variously as moralist, historian, critic and entertainer.
He is able to open up new insights for his audience by
keeping in touch with the past and present in order to find
a meaningful direction for the future. In other words the
influence that the poet in performance exerts on the
audience - and the larger society - is considerable,

Indeed, this researcher's findings, from the investigation
into Ivara-Ijumu Hunters' poetry, amply support Daiches!
view45 that the oral poet is a ¢reator who draws on his
creative talents and the experiences of the larger society,
using available resources of the language.

Thompson has argued that the modern industrial age has
increased man's control over his environment Lut repressed
his humanity. As a result, he recommends the re-activation
of poetry performance as a means of regaining what has
been lost, Afterall, cral poetry can help to point ocut
the essential truths about humen existence and 'recreate
for each age the traditional wisdom of mwan, to reoreate old

themes, to retell old tales%46
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phaEter 3

ANALYSIS: THE FORM AND CONTENT OF IYARA

HUNTERS' POETRY

The relations between form arnd content have heen
variously stated by many modern literary writers such as
Boulton1 in her 'Anatomies' such as the Anatomy of Poetry

and Richard32 in Practical Criticism, It is generally

contanded that 'form' and 'content! are fnseparable and
. @ proper fusion of both is desirable in a work of art.
A number cof wviews alsc support the thecory that 'form!
gives 'content' its meaning or effect. Hclman in

A Handbook to Literature states that 'form' is used to

'designate the organization of the elements of a work of
art in relation to its effect3. He then goes on to
distinguish petween the various types of 'form', such as
verse form, stanza form, form of images and form of ldeas
and to place them in thelr related context.

Ancther useful definition, in Encyclopaedia of

Poetry and Poetics by Preminger and others, makes it clear

that form is the

actual welding of all parts into a whole
the individual organization of a work

so that all its constituents however
defined ~ words, thoughts, giction or
metre cohere and harmonize.

From these and similar definitions, one can percelve

two major critical positions. There is the Conventional or

Btructuralist « Farmalist 8chool which places more emphasis

on the external preconcelwved structure of a work., That is,
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the School presupposes certain characteristics of
organization or pattern which must be present in the work.
There is alsc the basic agsumption that the quality of

art is measured largely by the kind of order and harmony that
the- artist imposes on the content = the raw substance

of human experience., Proponents of this Bchool generally
hold that form is superior to content, |

The Radiecal School, on the other hand, strongly claims
‘that content — the innate or organic form is really the
dynamic and significant aspect of art, The lchool also
contends that there is no need for a preconceived form;
form should be allowed to shape and develop as the artist
presents the realities of human existence with all Its
inherent contradictions, This means that content
determines whatever form art may take.

In theory, one may distinguish between form and content
but they are practically inseparable. Whether the Radicals
see them as a fugsion of opposites or the Conventionlists
see form as superior, it should be accepted that form
has far greater significance than 1s generally believed,
That is, form refers not only to the structural and
linguistic elements of a work but also -to its thematic
structure, Thus, if a work of art has internal unity,
one form coheres with another,

In the case of oral poetry, its musical form should
provide an appropriate background and blend with the
general structure and design of the art, Similarly, the

‘rhythmical form, the form of lineation and the pattern of
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diction need to bear some relationship with the form of
ideas =~ the message that the artist wishes to send to
his audience, Though these relatlionships may not be
easily perceived, they are likely to be ultimately . --
diccovered and appreciated if a work of art should be
seen as ccherent and balanced. Since content refers mainly
to the pattern of ideas, it follows that no rigid division
should be made between form and content in any
purpeseful literary analysis,
There 1s a need to establish the true relationship
between musical form and tonal form as they relate to
the traditional poetry of Iyara hunters. Tonal form
refers to the tonal quality of language, that is, its
inherent musical quality, The poetry is expressed in
Yoruba, a tonal language which really functions when it
is spoken with its proper tone patterns, rather than
stress patterns, Despite the fact that its syllables
can be indicated by a high (# ), mid ( ) or low ()
tone, this musical form camnot be satisfactorily rendered
in translation., As Beler has rightly noted 'the music
inherent in this language {Yoruba) is something no
rendering, however clever, can possibly attempt.'.5
A tonal language can be placed somewhere between |
speech and singing; it is the tcmal quality which allows
it to be set easily to music, In this case, there may
be musical accompaniments such as drumming, clapping,
beating of agogo, rattling of aje or blowing of the
horn flute (akutu).
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End-rhyme 1is generally absent in Iyara hunters!
poetry, but where it cccurs, it is often irregular and
hardly ever a contrived device as it iz in conventional
poetic forms such as classical European peoetry, In
parts 1 and 2 of the hunters' poetry, the following

irregular end-=rhyme patterns can, for instance, be ocobserved:

Part 1 Part 2

1 Ogun - @ a 10 on'Ire b
2 laka - aye b 11 reja f
3 imci g ¢ 12 riro a
4 1'ilg b 13  ode a
5 wi. c 14 wmininminin g
6 -orun d 15 ghi e
7 akeki e 16 p'oso-o a
8 pa b 4 17 ibi e
9 Songo a

In a different respect, the poetry reflects a great
deal of internal phonological cohesion, The hunter-poet
certainly manipulates internal vowel and consonant L. it
sound segments (in addition to supra-segmental features,
prominence and tonality) te infuse a desirable sound -
quality into his art. In lines 10-17, there i1s a typical

recurrence and fusion of certain sound patterns:

10 Qgun on'lre
11 Ogun a'mére r'oja,
12 Ahpn-ni—r'oko-r{ro;

13 ko =Kor£ko odo
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, e % x
14  Chi ru mininminin.

15 Cba ghi
16  r'osdaze,
17 Okakh-ghi-kéni-ibi

Sound segments, /re/, {Eg/, /ro/, /ri/, and /ka/
recur and exist in close, sipnificant relationship with
one another (as will be fully discussed later in +the éhagxer)-
Internal sound harmony is a feature of not Just individual
lines, but sometimes of several lines combined, Sound
devices, in general, function as a complement or
reinforcement toc whatever meaning that is iniuended by the
sounds in which they occur, This 1s so because we usually
create a more useful and lasting Iimpression of sounds
that have reasonable order and beauty of structure,

Iyara hunters' poetry dces not lend itselfl to
rhythmical analysis based on non-tonal (for instance,
English) versification because a work of art is inseparably
tied to beth its linguistic and paralinguistic context.
The rhythmic patterns of the poetry are determined by the
nature of teonal variations - that is, the heightening and
lowering of pitch as well as pauses or breaks in the
patterns of expression/ideas,often known as caesura.
Rhythm units refer to the basic units of exnression (often
more than a word) rather than to syllabic beats cof
particular sounds or stresses on certain syllables.
.According to Babalola,6 stress or prominence in the
(Yoruba) language is not really inherent in narticuiar

words, but is a 'function of the rhythm unit', The argument
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presented here is also in line with his thesis that a
'*Yoruba rhythm unit is a ’sense-gﬁﬁup spoken in one breath',
In rencral, tonal patterns and patterns of idean/cxpression
heln to define the rhythm units which, in turn, determine
lineation or line-ends of Iyara hunters' poefry as - laid
out in this research (see appendix).
Telow are a few lines to illustrate the noint:
1. Kekere Cgun 0O}
2, Ogun laka-aye,

3 Ohin imole;
4 Qmo an'tepo 1ltile,
5  Aw'eJe we,
(11.1-5)
1. Hearken, QOgun's arprentice - hunter!
2. Ogun's might resounds through all the earth,
3 A ¢hief among gods;7
4 He bas palm-cil in stock,
5 But nrefers to bhathe in blood.

(11. 1-5)

Each of the lines above would be Intened in one breath in
actual performance. .Thus, there is a noticeable pause,
however slight, after each line as set out ahove. Each
line is a rhythm unit conveying an idea that is basically
meaningful even though it doesg not express complete thought,
In addition, pitech levels at which the rhythm units are
intoned may be sipnificantly or only slightly different from
one another, For instance, the unit, 'Kekere Ogun ol' would

receive far greater prominence or stress than all the other
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lines, possibly because of the significance of the poet's
address to the apprentice - hunter. Indeed, the units

are internally marked by complex tonal variations that

cant only be satisfactorily rendered and appreciated theough
» musicological appreach, as already noted by some
concerned scho'i:ars.8 Hence, we find that the literary
researcher is somewhat handicapped in this important
respect.

On the whole, while one may safely assert that lyara
imunters' poetry has a free rhythm because it is not tied
to any metrical constraint, there is, nonetheless, a
reasonable degree of repgularity in its rhythmical patterns,
This regularity is nerceived not in terms of a fixed
or rreconceived metrical form but by certain patterns of
exprecsion and tone/pitch which dictate rhythm and
linegtion.

RBesides prosodic features such as tone, rhythm and
lineation, certain language patterns provide a useful
index for an appraisal of the form of the people’s hunters'
noetry, Though the Iyara hunter-pcoet hardly cver receives
formal training on his art, he nonetheless demonstrates

remarkable sensitivity in his use of language. Over the
| vears, he has learnt to develop a complex art form,
embedding sound elements such as ideophone, onomatopoeia
narallelism and grammar-related devices including
antithesigﬁ. epithet and nominalization. There are also
a host of other {more familiar) devices = metaphor,

symbolism et cetera which the poet regularly employs.
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In general, the language of the poetry is dignified for
its important treatment of the heroic motif. It is also
concrete because images are drawn from natural environment,
human occupation, religion and other practical engagements
vhich are fundamental to the day-to-day survival of the
neople.
Ideophoney 1like onomatopoeia, is a descriptive
device of sound which creates pictures and feelings
relating to colour, smell, manner and so on, by appealing
to the visual, auditory and other senses. But in both
structure and suggestiveness, ideophone is a more subtle
device than onomatopoeia, The form of an ideophone can
enable us to gain a considerable insight into its meanimr.9
‘n ideophone may be monosyllabic or polysyllabicj suggestive
tonal patterning and reduplication of sound are also its
major features, Examples of polysyllabic ideophones in
Ivara hunters' poetry include:
(») réerkte (1.38) - unsteady and miserable (picture of
the hunter - poet who has failed to live up to
expectation in a hunting engagement),

(b) iéngud{g}m,m._ (1.6) - outermost corners (of heaven),

This illustratcs the pre-eminence of Ogun god in
the cosmos.

(c) Dbgrgketg (1.77) - brimful, Part of the epithet,
declaiming the ability of Iyara (as a heroic figure)
to fend for himself,
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It would be seen from the above presentation
{a) = {c) that ideophones are bound to have significant
semantic relationships with their non-ideophonic context,
Tdeophones alsc readily lend themselves to phonological
analysis since th2ir ability to function properly depends

. . . . 10
nrimarily on their nhonemic

and tonal structures.
Toth rée~ree and Kénpun-Kongun illustrate the
reduplication of whole stems, emphasizing the ideas
conveyed,
An extended duplication of (E/ is observed in bgrgkete,
with its flatness of wvowel sound which collocates with
the poet's Teven' or indifferent feeling after having a
satisfactory meal.
Parallelism is o useful sound device that has often

been extensively exploited in both music and poetry.11
It is a form of repetition consisting of binary or other
struc tures in which similar or related ideas are illustrated.
Tt is effective in strategic variation of ideas and provides
aoherence and structure teo oral production. Take the
following, for instance:

0 Je gbfébes,

E mg hon wukoj;

Be o je, tuty,

E hon bi,

(11. 54-57)

He dares to feast on the mature and elderly,
But does not contract a cough 3

Aand feasts on the youthful and immature,
Without a trace of vomit,
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In the above lines, the poet presents Ogunt's ability %o
fully provide for himself, even in the most difficult
conditions and without any adverse effect on him, Two
related ideas are presented (1l. 54«55, 56-57); and they
are slightly wvaried but effectively linked by the motif
of the god's might. |
Also useful 1s the device of antithesis - 'a figure

of speech characterizoed by strongly contrasting words,
gentences, or ideas'.12 This device relies on a structural
balomce for its appropriate effect. Such strong contrasts
are expressed in the following ideas and yvet they are
ultimately logical and ccoherent when perceived in a wider
context:

Mé md r'atdri ond;

Wo ®'ékinrin méta.

T T (11, 104-8)
I am no better than the footpath's crown;

Where I could pass for a monster,
(11, 104-8)

In the above case, the poet sees himself in two
seemingly contradictory images. He secms Immaterial
(1.704) but this does not detract from his might (1.108)
vhich he would employ when recquired.

Epithets, thc commonest feature of panegyric
composition, are noted for their pictorial, connotative
values, They may be simple adjective phrases such as
501igeregere' (1. 195) ='The Swift, Vicious killers®or

fairly complex ones that run into a few lines:
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2ty obeJo alaré
Elehin owo

\Omo-arl-tete-gbqnnlnin- \
Irtukéry 1'6wé oko Qrunmila
: (11. 109-12)

There is the swift-~.footed antelope,
Whose legs are broom strands;
The possessor of a tail that shakes off the

morning dew -
A wondrous gift from Lord Orunmila.

(11. 109-12)
Complex epithets are often expressed by means of
noninalizations -~ noun~phrases and other nominalized
phrasal/sentence groups which directly stand for the object
of description, In the above lines, the poet's fascination
for, and praise of, the antelope come out clearly,

In bread terms, Ivara hunters'! poetry c¢an be analysed
in terms of hoth organic or innate form and conventional
or mechanical form,.

Its conventional form refers to relatively fixed
structures such as tonal and musical gualities and a
" variety of formulaic patterns, while its organic form
is the more flexible innate part which gives the poetry
its original, living form. The formulaic patterns include
formulaic epithets‘/expressions, word-groups, phrasal
pntterns and stock episbdes' which the poet has learnt to
facilitate rapid compeosition and performance.

Formulaic epithets are a regular feature. In
consonance with Ogun's stature among gods and men, the
poet considers it suitable to address him at various stagces
of performance in glowing epithets. These epithets are

merely recollected and wholly or partially repeated at



72

certain stages of performance, and include:s

\
Cgun 1akéi-ayd,
Phin imQle; ., ,
Omg an'épo lile,
A m'é3e we,
(11. 2-5)

OCgun might resounds through all the earth,
A chief among godss

He has palm=0il in stock,

But prefers to bathe in blood,

(11, 2-5)
This descriptive pattern, which recurs wholly or

partially in lines 23 - 27, 185 = 187 and 639 - 641
among others, reflect generally acclaimed facts about
Opun, which the poet wishes to impress on the audience,
In addition, certain nominalizations, 'Abilé-Kéngunk@ngun-
orun' (His home stretches to the outermost corners of
heaven) 1.6, 'Ahgn—ni-r‘oko-riro' (And his blessings excecd
farm yieclds) 1.12, also recur consistently in performance.
Introductory formulaic expressions such as Rgra-o-o'! or
1Ogun laka-aye! serve as invaluable tools for the poet
during performance, Altogether, these epithets are ready-
made descriptive terms which are used to build up the
image of Ogun as a powerful and benevolent god,.

Within this formulaic framework, a lot of creativity
and variability can, and does, still come in, An idea
can be modified or substituted‘for anolter Jjust as a new

expression ¢an be incorporated. Finnegan in Oral Poetry

has duly noted that
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a formulaic style need not mean

lack of flexibility in the poet. He
can select from the common stock of
formulae; and choose slightly different
terms that fit his metre (...)

and vary the details,13

An instance of such variability is the peet's lament over

his poor performance in the fields. He uses the same

basic structure to convey slightly different ideas at

various stages of performance., In the two citatious

(a) and (b) below, the ideas vary slightly even though

thie same syllabic and tonal pattern is maintained in the

first four lines of each citation., In addition, one notes

that this

structure is used by the poet to extend pertinent

ideas about his fortunes and fate, viz:-

(a)

(a)

(b)

1, 6
0/ pg / ﬁg /J'i/ ygn/ mq ‘
ns/ €/ mé'/ke/lg bu/b K
A2 3 4 9
I/ke/le/mi/ dlf re/e /re/ e

1 / P / 3 4/ 5
L' 1 de.

er A8 e (11,.36-39%

For too long I have tasted no pounded yam,

No longer can I make befitting morsels;

Sc unsteadly and miserable have my morsels become
In the company of hunters,

(11, 36-39)

2 } 4 5 5
O/pe/no/g'i/yon/ma
1,2, 3 5 6

A
Ma/ti/mo'ike/le bu/bu,
I/Ke/le/ mi/da/ro/do}ro/do

1

B%/gfho a/rbon.

Yi ki y! ? le

Rir ki r adaba 1‘0run°

Qpa t¢ré kon'le
k6n'run.

(11, 346-353)
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(b} For too long I have tasted no pounded yam,
No longer can I make befitting morsels; _
S0 tiny and miserable have my morsels become
Like an undersized coconut.
Yet the dove is always at peace,
And the pigeon is ever at ease;
80 1s the Slender stick that reaches earth
And touches heaven.

(11. 346-353)

Stock episodes or themes may also be deciphered,
In this case, the poet illustrates the same idea repeatedly,
using - different tonal and syllabic structures/expressions,
In some refrain sections, the general public 1s warned
To aveid courting the hunter's anger. One who fails to
heed the yapning 1s bound to regret his actien: This
idea is expressed in three different ways (a) - (c) as
follows:

(2) Leader: g no ptode OllJinwlnnln
. Amd ‘Jlnw1nn1n bd ghon Ja
Refrain: Ijinwinnin o. ’
(11. 47-9)

(s) Leader: He that calls the hunter 0lijinwinmi'?

... Shall be attacked by 'Jinwinnin,
Refrain: 74 vinnin is the hunter's avenger.

(11, 47-49)

(b) Leader: Abe kon 1lowo ode o
Ilo milo-
Refrain: E'md si %hon gberl mo
119 milo .
(11, 1A1-184)

(v). Leader: Behold a certain biade ® in the hunter's hands,
A wonderful tool indeed!
Refrain The nevice dares not #y with it -
A wonderful tool indeedl

(11. 181-184)
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(¢) Leader: O0li sbkotd Jdfive
Mord s'ode
Refrain: Wo ngrg se ra re
M mo m'érd s'ode

(11, 612-615)

(Our worthy Asdpa)

ic) Leader: Famous for the hunter's outing shorts;
One who dares hurt the hunter

Refrain: Lives to regret his effrontery,
Never court the hunter's wrath.

(11. 612-615)

Various parts of the chants are sometimes episodic
since there may be no apparent thematic connection of one
part to the other. For instance, part 4 deals with the
might, splendour and richness of Ogun and has nc apparent
link with part 5 in which the poet laments an obvious
degeneration in his performance during a hunting expedition.
Similarly, part six, which lmmediately follows, throws upen
‘the audience a confident, vallant and challenging hunter
who wilill dare to emhark on the most hazardous asslignment,
involving even magical display. - |

Perhaps, the sudden shifts of ideas in some parts
of the poetry cannot be explained away simply as indicatiouns
of incoherence or illogicality. It appears to be a
deliberate technique, The hunter in performance is often
an emotionally pent-up artist, sedsing vont - for a wlde
ronge of oonflictiﬁg feelings. In congonance with his
wrofessional orientation {(the hunter is often a violent
and challenging character), he seeks to challenge, shock

and draw the full attention of his audience by means of
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imoressive,non-@éasual language and technigque, Hence,'

the startllng cﬁange of his position from one whose
Tmorsels' are ‘unsteady and miserable' (1.38) to an
exceedingly confident fipure who can 'metarmophose into
the bushgoat' (1.43) or 'transform into a log! (1.45),

if 'challenged in the jungle (1.44) or faced hy 'a hostile
force/in the forést' (11. 41=2). Moreover,*Qne finds

that the hunter in the act of pérformance nq% only draws
attentien through such ingenious poetic creations, he also
captivates his audience by demonstrating an extraordinary
gift of physical alertness and dexterity.

On the other haud, certaln parts may have clear
fhematic unity and coherence., Thege qualities may be
- athleved by repetition or elaboration. Parts 1 - 4, for
instance, show a central connection, being a development
of the image of Ogun god. Part 1 gees Cgun in all his
might, richness and majesty.

At the same time hié violent, awe~imspiring-mmd
respectable nature is indicated., For instance, we learn
that his thome stretches to the cutermost.corners of heavén -
and quite ironically that 'he thunders his warning /Before
he makes a kill' (11.6 & 7-8), sincé gunshots which are
supposedly his warning signs often 1indicate that he has
already made a kill., In part 2, Ogun is invested with
| benevolent qualities, for his devotes strongly believe
that faithful adherence to his laws can yield immeasurable

fortunes. Thus, Ogun not only 'suppresses evil! {l. 17),




7 -

‘but also his ‘fnrtunesléurpass market profits! (1.11). . ,f!!
Part 3 illustrates the poet?s unweVering.loyalty to Ogun "' if
“vho commands considerable respect in the cosmos. The

poet acknowledges the efficiency of the god when he insists
that 'Ogun suffices as my god/I need not serve pther gods’
(11. 19~20). Part %+ is a partial repetition of the ideas
in vart 1. .Thus, all these parts are united by theme,

The procedure of poetry perfeormance by Iyara hunters
ta'€s a recognizable form, Performance is antiphonal,
whereby the leader and chorus group are both involved in
performing. The leader usually begins ghanting by invoking
vhe image of Ogun, e offten resorts to:formulaic
expressions and eﬁithets and their variant forms. There~
nfter, provision is made for a musieal section which is
marked by drumming, beating of ago_g:’o! rattling of ajé or
blowing of g&gﬁﬁ. As the audience gradually get lmmersed
in performance, they may become imvolved In the musical
interludes by clapping, singing the refrains as in parts 7
and 25. or even dancing along with the hunters, singly or
in pairs. | . |

The musical. scetion is broken by the previous, or
o hew leader as he signals a pause by proclaiming eny of
the rhetorical devices - 'Rora o - o' 'A o titoe---',

}Ogun laka-~aye'!, In this way the leader is able to resume
¢htanting. Performance is a kind of dramatic opera in

uhich performers make gestures to one another, engage one

another in conversations of a poetic nature, or make

suggestive body movements through dancing, Thus, there

|
'ﬁ
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iz a fusion of actlem, word and feeling as performance
NrcEr aBeal .

Iyara hunters poetry is, nprimarily, religicus poetry.
Ilunters, as noted elsewhere in Yoruba eral literature16
do not only nredeminate among the worshippers of Ogun,

hey are also some of his strongest devotees, The
poetry, thus, celebrates the might and benevolende cf the
god giving him a tremendous symbolic stature., He is
revered not only on earth and in heaven (part 1), but also
s king/That dares to call a wigeh a witch to her face!
and 'supresses evil' (11, 15-17), The elgborate exultation
of Cgun derives from the belief that real progress can
only be achieved through faithful adherence to hls laws,
rlence the hunters® declamation:

0, é?ﬁn O} ..

Ogun mwi hinhln,

Lak hin c¢ho k'éhoj

Ogrn t6 mi hinhin,,

hin orish k' drish.
(11. 18—22)

Ch Cgun. how mighty vou are!l
Ogu* suw ' fices as my god,

ooan unY geryv: gther gods
Ogua suifices as my god,
T n=zed not servs other deities.

(11.18-22)

The op=ning line of the chantg 'Hearken, Oqun's
anprentice~hunter!’ is a powerful address to the apprentice-
hunter to learn useful facts about their muardia. god,
Similarly, anostrophic references are made to Oguv., '0h,

Ogun how mighty you arc!', invoking h&s help ani drawing
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the attention of the audience to the significancé of
$he poet's invocation. Ogun is lauded as ‘a chief among
gods' whose 'might resounds through all the earth!
(11 3 & 2). These and other epithets are in recognition
oi the god's preemincnce in the pantheon, and of his
vital relations with man on earth, as propounded by myth,
The nominalization 'Abile - Konpgurkorrasm -orun'
(1. 6) is ambivalent, ©On the one hand it refers to the
tremendous influence and respect that Opun commands among
other gods. At another level, it suggests the god's
hore/shrine which is hardly ever ornamental, nor even
shapely, The sketchy and irregular nature of his shrine
(usually an open hut or shed) does not match his acclaimed
ctatus, and it seems to land more force to the awesome
position in which he is placed by his followers. The
ideophonic description, 'HKengunkbneun ° emphasizes the
the irregularity of the structure and draws the feelings
of charm and mystery towards the god,
The motif of valour is central to the chants. Ogun

is seen as a most daring belng who can take his victim
in harsh or difficult circumstances. He does this without
the slightest adverse effect on him, as shown in the
following parallel inages:

g Jg abieve,,

E mg hon ybgg

Be o Jje tutu,

E hon bi

(11, 54 - 57)




He dares to feast on the mature and elderly,
Rut deoes not cortract a cough,

And feasts on the youthful and immature,
Without a trace of vomit.

(1l. 54-57)

Cgun's valour has close links with his benevolent
cualities, In lines 715=17, Ogun's valour and, ultimately
hic might enable hiw to suppress evil and thus protect
his followers from harm, The contrﬁotion of the expression

) i
RLQ?é is ambiguous. It can be rendered as p'erike 080 =

c¢all a witch by her neme or pa ggé ~ suppress a witch,
both of which are sugpestive of Ogun's overpowering and
henevolent qualities,

Purthermore, the nominglization, 'Okaka « ghl - kaani -
ibi' (1.17) blends a series of suggestive sounds. QOkaka
is an ldeophone indicating Ogun's resounding abllity to
combat evil. Ka i the word- base meaning 'overcome* or
}overpower'. The combination of {ts duplicated form,
alliteration /k/ and assonance /i/ and /a/ helps to give
strength te the motif of Ogun's might and the uniqueness
of his position in the cosmos,

This explains why Ogun‘s loyal adherents are always
eager to seek refuge in hislshrine in times of want and
in. their gquest of courage and power. The poet thus pays
homage to his master for his vision and wisdom in this
respect:

Mo jlba 1towd Yolawgle,‘

Omg - ahdré - we'lé - Ogun -
Tejeteae

j(ll 152-54)

- \\‘\ s
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I give honour to KQlawae,17
Who urgently sought refuge in Ogun's shrine
In a total blood=bath,

(11, 152-54)

Ogun is further presented in elemental similes to

show that his ways to man are pure and straightforward,
The poet urges his compnnion to accept Ogun's honourable
service because the 7od never fails:

Gbéra 1{1é ko dide,
Gh'Opun 0 .
Oglin totd bi grd

se gborbogbo bi ogha,
ké mi,
Mo~ j'iba 1gde re.

(11, 406-11)

Rise up tec duty,

To Ogun's calll

Ogun is pure as untain*sd ar
And fit as fresh

My worthy lord,

To you I pledge.

618

In the above lines, the qualifiers, tété and gbogbogbo
have direct sound connections with ardé and gghd
respectively. Apart from the obvious harmony of their
internal vowel segments /o/ and /9/, both qualifiers
function as phonemic units which are tied up with culturally
established notions of purity and fitness. It is clear,
therefore, that the essential values of the above epithets
al'e realized within a meaningful continuum of sound
impressions which are culture-specific,

The poet often explores man's relationship with the
forces of the universe, and the conflict of these forces

underpins the uneasy state of man, Being at the centre
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of conflict, he nas to acknowledge the tremendous
infiuences such forces can exert on him, which is the

first step towards survival. The noet alludes to the
indisputable might of some of these forces who may;not

be inherently evil, but are capable of tremendous vengeance
vhen hurt. The Ofdsi cult (part 21), the witches and
wizards (part 15) and Death (part 55) are known by

various mystericus and terrifying epithets, The cult for
instance, dares to 'kill with 1mpunity' (1. 59}, while

the witches/wizards can '‘carry a deadly burden! over
considerable space and time and yet 'need no reliefl’
(211..98-9), 1In short, their control over man's life on
earth, that is, his physical existence is immense,

Against this background, the poet's resgort to divine help,
particularly his invocation to Ogun, can be seen as a most
sensible effort.,

Related to the above 1s the usual pledge to the
gods, which is an csseontial part of the hunter's religious
ohligation, for it shows the vision smd wisdom of the
supplicant, The importance of this obligetion is expressed
in a clear aphorisn;

ﬁEU“ on! fre,

e m It Cib4 O s
Qmode b4 ti j'iba
17 4%%,
T mé rtiié ko.

(111 319=-24)

Ogun is Lord of Ire,
My respects are due to him,
If the child pays due homage
To the elders,

And proceeds to the fields,
He shall be blessed with abundant farmlands,

(11.319-24)
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From the Ogun myth; devotees of the god have
gvolved a basic religious concept: that aé long as they
are faithful, Ogun will always meet thelr material needs,
The prosperous reim of Cpun in Ire and his invaluable
dealings with man =re, to them, a living testimony. The
god's blessings are hourd to belittle the gains derivable
from every other human endeavour. The point is praphically
expressed, using images drawn from human occupation and
nature:
Ogun - am'eré - r'oja,,
Ahon - ni « r'oko - riroj
Koriko odo , .

Chi ru mininminin.
(11, 1M1-=14)

NDgun's fortunes surpass market profits,

And his blessings exceed farm yieldss

His fortunes are the fresh follage by the water
That blossom into lusty growth,

(11, 11-14) ]

There is a strong helief that a hunter devotee can
wade into Ogun's fortunes through a singularly valuable
kill of, for instance, an elephant or a duiker. There
are acclaimed caszs of ‘'double killers by the swamp'

{1, 580) who, with purported magical aid, are able to gun
down two victims with a single shot. Such 'master~hunters?,
according to the poet, can almost always hoast of ‘meaty!?
meals in addition to the economic advantages that can be
derived from their expeditions (11,581-82). In wm over-
stated point, the voet makes reference %o his l-te father

who provides a typical case study of one that wrs richly
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plessed by Ogun. The emphasis of this noint is achieved
My the use of pointed parallel claims: '

Baba, md r ntl o,

Ogun hen'wo véye;

Igba omo ki’ m'éwo ké wo,

Tgba omo ki se kg re
Wo & 19 h'érun alékpji

(11, 525=-29)

Oh father, I do remember,

You were richly blessgg by Ogun;

Two hundreoed offspring gave you comfort,
Indeed, twec hundred offspring gave yeu succour,
Before you passed to the world beyond,

(11. 525-29)

Benevolent and satisfying as Ogun is, he can be
viclent, vicious and vengeful, - ot L In this
respect, lines 4 - 5 'He has palme0il in stock/But prefers
t0 bathe in blood' contrast with his life-sgaving quality
in lines 1% - 17, thus providing an appropriate antithetical
structure to the image of Ogun, Blood is Ogun's most
significant sacrificial symbol. Despite the god's
possession of palm-01l which is also ons of his symbols
sharing the same c¢olour, the ritual shedding of animal
blood on Ogun's alter has no substitute,

Ogun's demand for blood is not necessarily so formal
as in regular ritual worship of the god. When the hunter,
or indeed any user of iron tool, makes a kill, the blood
thus shed is indicative of the god's sacrificial
fulfilment. It is, for instance, not uncommon in Iyara-
Ijumu locality to find hmunmters' guns smeared with the
fresh blood »f victims at opportune times as ritual

Tulfilment, The act is a symbelic identification with
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the principles or concepts underlying the existence and
‘funotion of Dgun, It is a recognition of his essence
and ways as they relate, in particular, %c man., The fact
that blood is the symbol of 1life and act vity also
underlines the potent, living attributes of the god,

Even though Ogun is a violent and nol.tz merad god,
hoe is believed to be less ruthless ithan Songo vho has

the tenmper of lightning - "He is Soige ™~ rovune. Jroﬁhcr'21

e 9). Ogun attacks his humarn vietims -asually liars,
thieves, perjurers and other mischief maters, with hardly
a warning. There is a sharp verbal ironrs in lines 7-8 =
tHe thunders his warning/Before he makes a kill'. His
acclaimed warning is, in fact, no warning at all because
his 'thundering warning' 1s quite often n clear signal

liat he has already made a kill or effected a punishment.
The only wise precaution against Ogun's violent temper

1s faithful adherence to his laws. é

Manty sections of Iyara hunters' poetry are concerncd

with heroism. They celebrate valour and fortitude as
shown in hunters during their expeditions. Yet, whatever
professional skills demonstrated are attributed not only
to nersonal efforts and talents but alse to Ogun's
benevolence, The archetypal hunter is, In fzet, an
embodiment of Ogun's heroism, ev:n his viclient wropensitics,
A hunter whoe is sure of his grounds can. tws, " ovast of
his invineibility, challenging an c¢nemy. or som.iimes a

comrade, to a test of strength. The lunter's world of
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nopic fuses with his material professional competence:

’

I ba bﬁml’

L'ind igbo,

M3 d'edd igbo'

T bd bami 1'élﬁ3u,

Ma dotongon igi.
(11.41-45)

Should I face a hostile force

In the forest,

I immediately metamorphose into thebugvyoat Lol
If challenged in the Jungle,

Instantly do 1 transform into a log.

(11. 41-45).

Like his pguardian god, the hunter can; and does,
in fact, fly into a violent rage when slightedi The two

symbols of his vengeance are Ijinwinnin, his messy, filthy

outfit, and agbe, a blade or matchet as revealed in the
refrain sections, parts 7 and 35 respectively, The

reference to ijinwinnin is not only ambiguous, but also

indicates the subitle irony that underlines the hunter's
temper and shapes his personality. The hunter's working
outfit looks messy and wretghed and for all its ordinary
and unimpressive appesrance, it is the very source of

his fortune and attacking power. The audience are, there-
fore, warned not to ridicule the 'wretched' outfit., He
that fails to heed the warning will certainly be attacked
by 'Jinwinnin' known as the 'hunter's avenger' (1ll. 48-9),
A victim of the avenger's attaok can, according to the
noet, be literally dehumanized or rendered useless %o
himself and his society by means of potent magical charms
and incantations. Similarly, the hunter's blade is

symbolic of his wvicious magical power, As emphasized in

R
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thie refrain, the bladé is a 'magnificent tool? thch
1ihe ﬁovioe dares not toy with' (11,271-2)

Despite the hunter's prowess and spiritual
endowments, he is shown to be human after all. Thus,
the quality of his performance In professional engage-
rents and his resulting mood alternate between prolapse
and excellence, In one instance, he laments his iractivity
he is disturbed by the feeling of loss and, consequently,
draws relevant parallel images relating the temporary
loss of his usual dexterity in the flelds to the loss

of a most natural art - the art of eatingl

O pe mo 'iygn mQ;
ﬂa tl no‘kcl bubi;
Ikele mi da rodorodo,
Bi &no Agbon,

L) 4
Tkele mi di réeree,

LaArin odg.
(11, 346-350, 38-9)

For tco long I have tasted no pounded yam,
No longer can I make befitting morsels -

50 tiny and miserable have my morsels become,
Like an undersized coconut,

So unsteady and miserable have my morsels become,
In the company of hunters,

v (11. 346-350, 38-9)

The vividness of the associated images and the
raesultant emotive wvalues gannot but be deeply felt, if
the above lines are properly intoned before a receptive
audience, that is, versed in the language and culture.
The ideophone, Eégggégg. impresses on the audience the

idea of the coconut's stunted growth - a physical handicap
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that is transferred to tﬁe poet ﬁecause he cannot perform
creditably in the fields. Similarly, réerée evokes
feelings of misdirection, desertion and neglect which are
typical of a child {poet) that has been abandoned and
left to wander off aimlessly by some ‘'mischievous! parent
(OCgun or fate?),

The diversification of sound impressions hag limitless
possibilities for the poet as he further bemcoans his lacke
lustre performance:

4

Q se mi yeyeeye,

0 se mi yeyéeye, .
Bo ki mo gb'dso yeye mi bo'ra

(11. 247-49)

1 feel a drowsy numbness,
I am weighed down by inactivity,
As if I were in my mpmother's bosom.

(11, 247-49)

This section illustrates an ideophonic wordplay in which
the poet sends across to his audience sound sensations

with imaginative reality, the immact of which can be
intensely emotive, ﬁéxégzé and Iéxééxé in the first two
lines have no significant phonemic and semantic differences,
despite their tonal contrasts. The poet's mother, xéxé,
in the third line is a symbel of femininity and a warm
refuge for a loved child (peet). It coheres with his
drowsy and helpless feeling 'as expressed by the ideophones
in the first two lines. The range of near-morbid feelingzs
that the poet is living through, hence, greatly dampens
his morale, almost to the point of resignation., This

explains why, in the subsequent sections of his chants

(11.250-253), he expresses a curious desire to Jjoin his
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departed mother in the world beyond to free himgelf from
the pangs of shamcful failure!

The range of associated impressions can be further
analysed, For instance, the poet's link of zézé (mother)
with inactivity and resignation points to the usual sex
discrimination in a culture that perceives activity and
heroism only in terms of the male figure, Traditionally,
o woman is never known €0 rise beyond her class!

Nonetheless, the poet socon hecomes hopeful of i
regaining his former excellence as evident in the subtle
play on words, dé - 'he' and Qégi - Ybecome?', ¥

Agba ki mo da
Ma tl dabl,‘

Igé hba dabl,
Ma re'lé oké mi.

(11. €92-95)

T have only lived to maturity,
My sap is not yet gone;

When my sap is gone,

I shall retire to my Lord's fold.

(11, 692-95)

oometimes, he experiences such an overwhelming powef of
inspiration and a surge of energy that he camnot help
bursting inte chants. In the lines below, the Iyara
nunter-poct perceives himself as a hero endowed with
imposing physical and spiritual qualities. As he sets
out on expedition, he declaims his worth, especially his
bubbling zest in a lively manner. But he does so in a
measured tone by varying pitch levels and emphasizing
relevant sound segments in acc¢ordance with the reality

of action:
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Mo mi re - ey
Mo m1 bo - 6,

Kl ml s¢s¢ J'Arun bd q -
B akotun oko tuntun - un,

Here I do proceed,

And here I shall return;

I am full of bottled-up zeal

Like n nevly forged heoe in ite maiden outing.

(11. 87-90)

" In performance, all of these lines would be intoned
at a generally high pitch level, which collocates with
the poet's high spirits on his departure to,and return
from, the fields. Sound segment ends, /re-e/, /b§—§7
and/%untun-un/in general are heard as being more preminent
than theif neighbouring sounds, due mainly tc their
lengthening. 1In general ternms, the poet's expectations
are directly brought to bear on composition and performance,
50 that the whole range of tonal variations, particulaly
the more complex ones, can only be hinted at on printed
Pages.

The suoccess of the himter in the fields can partly
be explained in terms of his chameleonic image. This
image is built up through several ingeniousg devices tested
over the years as well as reliance on magical power,

The hunter can deliberately reduce his status to that

of his prospective victim in order to enhance his chances

of enspgpinp. them, His intensions assume practical
significance as he, for instance, lets Tout a shrill in

the forest/And sound like/The forast roptupine' {11,101-103),
which puts him at a vantage position to launch his deadly

attacks.
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In addition, magical craft can enable the hunter
to entrap his preys, since it is possibles for him to
make his presence unnoticed, even among the most dangerous
of wild beasts. The poet makes it clear that only the
daring hunter would dare to'share his vicgtim’s den
urknewn' or retire ‘with the wild game unseen' (11,720-21),
such feats as these nrre usually asscciated with seasoned
unters and warriors. With a sonse of pride, the poet
recollects the unique achisvements of his late f£atlhier who
vould not only crouch 'delicately' but firmly ‘on the
tree bough' as if 'fastened to it, permanently' (11.684-5)
but also 'build/his charms on banana tree tops {(11,221-22)
in preparation for an attack.

A major mark of accomplishment among hunters is
engagement in night-hunting, since not all hunters can
confidently test their strength in this respect., The
night is believed by man to provide a suitable cover for
evil and dangerous encounters. At this time, the most
ferocious beasts prowl; ghommids, imps and other spirits,
disturbed and agitated, search for an cutlet to vent =«
their anger on victims, Though the task of the hunter-poct
is a hazardous cne, he is not scared. In addition, the
poct!s relentless encouragement of his companion to
brave all odds and ‘release your powerful shots' (1.278)

underpins the vibrant mood of the lines:
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Rora o - o
Ode agbe np h'orl
g'gbs oru,
 Leader: A h'igbo roro;
Refrain: Wuko hi
Leader: Tgbd roras
Refrain: Omode miko hi.

(11, 274-80)

Softly proceed
The hunter daons his head-lamp,
And hunts at night,
Leader: Yet the forest is bifter;
Refrain: Release your powerful shots =
Leader: The forest 1s bitter;
Refrain: Let the apprentice-hunter release his
wonderful shots.

(11 274-80)

An extension of this idea is found in the poet's
homage to the 'front-rank hunters' in the adJoining
Ekitiland (11,542-48), They are honourable hunters whose
valour has been tested in various night-hunting expeditions.
Thus, the poet, through an association of facts and feclings,
Impresses his point upon the audience.

Despite the hunter's spiritual and material protective
devices, his tasgk is fraught with danger - more sc ii his
allegiance to Opun or his general conduct has become
questionable, In a sense, Ogun's tool (gun/matchet et
getera) may be the unwary hunter's undoing if it is usead
for bad intentions, or the hunter breaks any of Ogun's
laws. The ‘dog'! and 'gun' are seen as symbolic representations

of Ogun's tempcrament and vengeance as revealed thus:
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136 mo ti se kékerd
Mi m¢ ti gbe igl Ogun;
RQPﬂ,JOnlkeJl mi o,
Aga dudn e mo
Tkun,

E ti m'oldwa re -
Erike Ogun m'terin.

(11. 724-30)
Since my youth,
I have faithfully carried Ogun's wooden tool;
Take care, therefore, nmy mate.
The black dog may be faithful.
But when incited, it becomes blind,
And recognizes its owner no more -
That is Ogun's praise name.

(11, 724-30)

The above lines, again, illustrate the conflicting,
and often extreme, tendencies of Ogun in his relations
to man., The god can turn round to attack his erring
devotee Jjust as an offended dog may attack its oppressor,
even if he is its master, Opgun 1s at once a benevolent
and vicious god.

For important reasons, therefore, the hunter is
expected to demonstrate significant commitment to his
professional goals as well as to the wider social ideals
enoapsulated in the Guild's code of conduct and divine
laws, The loafer and the weakling momentarily caught by
the fancy of heroisp dare not seek membership of the
Guild, The poet draws on the contrasting images of
femininity iye and manliness, baba as they impinge on a
Ivital decision, Final decision should come only when an
intending hunter has carefully weighed his fortunes and
strength in relation to his onercus task ahead, The

relevant lines are capable of achieving both emotive and
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sensory effecots on the audience., Of central concern

here is the satirical undertone against the lily-livered:

Oni ba ni baba,
NmUra a Jaa ig,
On1 ba n'iye
Npada l'ayln haj
Tori ijo mirin,
Ijo ire,

(11, 558-63)
He that leans on his father
Should get ready for our trip,
But he that counts on his mother
May step back;
Recause one lives,
To witness hetter days,

(11. 558-63)

Notwithstanding the poet's comtionary statement,
he rhapsodizes over the invaluable fortunes that await

progspective hunters, using images that appeal chiefly to

cur sense of taste. Thus, he encourages the daring to
Jjoin the hunters in their expedition which is not only
}seasoned with palm—cil' but alsc 'flavoured wilith saltt
(11.555-56)., Also, as the poet puts it in some familiar
similes, he would willingly offer his 'briefly worded'
advice as repeatedly as 'the busy tongue' or 'a working
paddle! that is regularly associated with the yam flower
raste in the cooking pot (11.604, 564-66). Admission of
prospective members into the Hunters' Gulld is based
strictly on personal appeal and strength cof character;
there is no compulsion,

Various sections of the chants emphasize professional
distinction as the hunter's watchword. The poet, thus,

refers to the distinguished achievements of both his




compeers and forebears (parts 29, 36-38, 64, 74). He
singles out his father out for description, relying partly
on the effects of ideophone, concelt and the association
of feelings that we derive from them:

Baba mi, mo Jjtiba o -

Omo Olipdregéré,

Qmo adlrd gboingboin
L'oju Oiun

(11, 666-69)

To my father I give respects -
The Syitft, Vigious Killer,

Who would remain unmshueken

In the heat of war

(11.666-69)

Altogether, the lines point to the remarkable fortitude
of the poet's father. Also, his deadly attacks are
gomparagble to those initiated by Death, witches and wizards
singe they are all described by a common eplthet,
pligépégéré (11.95-97, 414~15, 666~67). The ideophonic
rendering of hero's posture as gboingbein (solid,

unmoved) strengthens the image of one who could weather

the harsh conditions of human war and game-hunting and
energe unsc¢athed,

There is conceit in the use of Ogun-war (1. 669),
which refers, at one level, to human war., This is
understandable when we know that, in the past, hunters
served as warriors whose function was to ward off external
aggression and defend their community from time to time.22

At a more subtle level, 'war' refers to the hunters'

battle against the deadly beasts of the Jjungle. There is
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a more overt suggestion of this point in a panegyric
section, extolling the stoieism of the community's heroes,
past and present:

Agba odg ghenyi

Abotith - ggrggérg,

Qm eléfidn

Ija bamba, lJa ghéreko
Baba ghenighgri, ,
0jo-Eriki-Tola, nghokun.
(11. 749-54)

Hear me, you seasoned hunters!

The owners of stools that radiate a majestic look,

The famed killers of the buffalo;

In life and death expeditions.

There is our firm, but casy=-going gather,

We give honour teo Ojo-Eriki-Tola.

Considering the odds against which hunters in earlier
times were working such as the ferocity of the wild
beasts and the limitations of the dane gun, it must be
accepted that the wild fieclds were a veritable battle
ground for many hunters.

Ancther major feature of the chants is character
portrait which often contains panegyric elements. Heroic
figures such as distinguished hunter .warriors, deities,
cults and wild beasts come under the poetls direct focus.
The image of Ogun, for instancc, 1ls variously impressed
on the audience, He possesses qualities that are
antithetimal and which indicate the range of his temper
(for instance, parts 1 & 2), He is the mythical Lord of
Ire, who has more than enocugh resmurces to give him necessary

comfort, as indicated by the richnesze of his sacrifice,
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Altogather,the poet recreates variocus images that give

Ogun a nlace of honour among meén and gods.

The pecet pays due respects to the Supreme Father

in a series of epithets, He is referred to as Elédﬁmgr%
(1. 416), and Baba L:{lé (11, 422 & 704) whose ‘vision

of 'morrow is sharp as today's' (714). He is also the
}Great Araba' who 'shakes the forest to its foundation!
(11,706-7), The idecphones - ghggbggbp (mighty/protective)
and Kijikisi (thoroughly effective, even to the very
foundation of existence), (11,705 & 707) underline the
overwhelming influence of the Supreme One in the Universe.
There is a striking harmony of assonance /p/ and /i/ in
lines 705 and 707, - 'QOlowg gbogbogbo'.../Araba ghi

m'igho kijikiji' - ‘'Whoze mighty and protective hands ees/
The Great Araba that shakes the forest to its foundation',
producing patterns that are both pleasing and suggestive.

24

Araba itself yields various connotations. Primary
among them 1s the reference to the Supreme Father whose
greatness is likened to the unrivalled supremacy of
Araba, the silk~cotton tree in the botanical world.

Iyara, like every other community in the locality,
maintains a praise name with which it is commonly identified.
The community is captured as a solid, triumphant male
figure who dares to brave the hazards of war and emerges

victoriocus, even unscathed, A section of the people's

praise poetry runs thus:
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. L oy ]
I-gha=ra - Q-go - M'o -~ gun,
O-mg = A=1 é;pa-ta,

0 - gbe - g& « ge -

Wro -~ Jd.

(11. 63~66)
Iyara is a most worthy hero,
Who wields the shield,
And carries it with consummate case
Right into the teeming crowd,

(11. 63~66)

The importance of these epithets attracts the poect's
use of certain special chanting devices duriﬁg performance,
Rhythm is deliberately slowed down and sound segments
are given prominence of intonation in consonance with
the situation and object of focus - the hercism of the
people, In this way, the lines produce an effective
rhythmical and tonal sequences that accentuate the heroism
of the community. The shielyg, apata, is a material
representation of communal strength of character and it,
thus, performs a vital referential function, part of
which is rooted in the people's historical experiences.25

The nominalization 'b—gbg-ég-éé - W'p-jB' (11,65-66)
and metaphorical description of Iyara as épégg, the
Thunderbolt (1.67) underscore the idea of nubility/
valour and inhcrent indestructibllity of a people united
in thought and decd. The Thunderbolt (Iyara) can be an
agent of violent destruction as revealed in lines 67-68 -
}He is the Thunderbolt that sceks death/But finds none'.
That is, he wants to give up his own life but fails and
is, therefore compellcd to continue living, It is highly

ironical that an agent that is capable of destrugtion,




even in Jjustifiable circumstances, should be imbued with
a living quality against his wishes!

In another section, Iyara is percelved as proud,
daring and self-sufficient, He not enly 'rejects his
mecal in virtuous protest' (1. 75), but is fully capable
of fending for himself as evidont from the subsequent
lines which reveal that 'he emerges, brimful/When night
is falling' (11. 77 & 76). And theugh it seems foolhardy
for Iyara to 'tread the wild paths! (1.79) when they ean
be cleared and made more passable, the action is considered
as the yvery source of his pride and valour. Tt connotes
his ability to stend the test of time in the most
appaBding conditions, In lines 69-73, Iyara is invested
with a ubliquitous status, making his impact felt
everywhere; and in lines 80-85, there are repeated echoces
of his image as a freeborn who has taken seme of the most
highly revered titles in the locality. None other
than the free=born can boast of having achieved such a
feat,%? Altogether, these spithets affirm the people's
golidarity and mutual faith in one another?®s competence
and honour,
| They also provide a direct appeal to the audience
whose noble, ancesgtral qualities are being celebrated
before them, By implication, the hunter is an embodiment
of the community's sense of fortitude and pride. By
declaiming the people's prowess_and honour, therefore, the

hunter shows that he is a proud, legitimate son of the land,
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The hunter-buast relationghip naturally attracts
the pocet's attention., The worlds of hunters and beasts
have vital links, yet their relatlionship is an aneasy
one, for they are almest virtually on a war poth when
they meet, The hunter demonstrates his admiration and
fanecy for the most qoxterous and magnificent of the beasts;
but when at war, he represscs thesc feelings and sparcs
no effert to silence his victim(s). It is only in
Tanciful admiration, therefore, that the poct simgs the
praise of the antelope whose gualities provide a curious

but interesting study;

*tu obegb qlqre,
Elehln Peidel:
,gmo-ar}-tetc - gb nninin -
Irukerg lowo ko unmiléd,
(11. 109-12)
There is the swift-footed antelope,
Whose legs are broom strands;
The possessor of a taill that shakes off the
morning dew =
A wonlrous gift from Lord Qrunmila.

(1l. 109-12).

The antelopets limbs are its most obvious attractions,
Its tail locks insignificant; yet it is highly functional
serving primarily to 'clean its genitals' (1. 119),
Similarly, the animnls legs are apparently fragile but
they oan easily outrun the unwary hunter in the fields.
Indeed, the antelope can be most challenging to the hunter
in some other respcctg, particularly for its characteristic

boldness., On the whole, it is endowed with attractive
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qualities which are strengthened by certain artistic devices.,

The nominalized expressionsg gri—tete - pgbénninnin (1.110)

ond tabawo - ghd - to - badlé - hin (1. 115) clearly
reflect the antelope's wonderful endowments, Also the
ideophonic descriptions of it - mddlmbdl (1., 114) and

ghgnreongondgn (1,116} reinforce its confident, even.

majestic posture.

The poet's praise of himself,>! signalled by his
customary payment of respects to Ogun, is yet another
dimension of the chants and part of it runs as follows:

Lol k'omo Odukurukuru,
Odugbggbo 11 Nkaz

grg am'Qwd fonnen,

bcplpO. :
, (11. 163-66) 299627

I am the buqrer of 6dukurukuru?8

and Odugbegbe from Nka ;29
My paIms serve to fetch live coal and remain

unscnthed,
While the tree=hark is struck with awe,

(11.163-66)

The deseriptive terms; Cdukurukuru and Odugbegbe,

in particular, have an onomatopoeles quality, They
reflect the poet's valour and a forceful, imposing
character, marked by the sonority and heaviness of the
sounds. Odu - itself is a highly useful word - base
which opcns various possibhilities of epithetical formations
that are peeculiar to the praise poetry of the poet's
lineage. Lines 165-66 further impress the idea of valour.

The 'tree=bark' is personified becausc it is 'struck with
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awe! by the poet's palms which have usurped its traditional
function.30

The poet's temperament has close resemblance with
that of his patron god, for he rcacts to situations very
swiftly and in accordance with the dictates of the times,
Like the maiden who is forced by prevailing circumstances
to change partners nt a critical stage (11, 170-1),
the poet would not hesitate to make an enemy of a friend
or vice-versa if he has Jjustifiable reasons to do so.

In addition, hec is an astute, perceptive figure
who is never confused by 'two intriguing pathe', since
he can wisely decide to tread on the better one
(11, 174-75), His day-to-day dealings with others are
straightforward and devoid of impropriety. Hence, he
enters 'only through the legitimate entrance/And drinks
only with ikere'>! (11, 172-3).

Comradeship, solidarity, humility and respect arec
highly valued within the hunters! fold. The poet revcals
that hunters are one another's keeper, and when the nced
arises, they prcsent o united front to protect their
interests, The formulaic exprussion of comradeship
iRgra, onikeji mi' yields various shades of the same
meaning - 'Softly, my comrade! 'Gengly move on, my mate,
et cetera which are all linked by a friendly, cautionary
notes A worthy hunter can always count on good companion-

ship as the poet urges his companion:
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.

Rinso, rinsé o}
HYibi wg re;

Ma ba wg re,

Tarin tarin

Kting jo kékd igi,

(11, 442-46)

Move on, move on with confidence

Towards your avowed target;

I shall bc your ready companion,

As the wild fires are eager to consume

The dry wood trunks with rip-roaring mirth.

(11. 442-46)

The repetition 'move on, move on with confidence' is

not only re-assuring but also carries a notc of urgency abcut

the proposed trip, The expression 'rip-roaring mirth' :
undersoores the hoppiness and zeal with which the poet is
rcady to accompany his mate. The ravaging quility of
'the fires' collocates with the violent propensities of
hunters themselves, poarticularly in their field engagements.
| The poet shows that hunters must demonstrate an acutc
sense of brnthurhwwd.33 When they mect one another, inter-
nersonal grudges and malice must give way to the feeling of
brotherhood; hcnce 'as hunters perceive one another/They
become members of one family (11,428-29), The relevant
refrain ¢ontains norallel images of brotherhood with a
specific reference t: the cat fqmily:

Leader: f_" ‘rﬂgh-\' r‘i rqghi

Refrain: Qic iyt r'dmg pkﬁn,

*gharagha ri° raghx.

(11.538-40)

Leader: We hunters must find companionship in our fold,
Refrain: The cat finds companionship in the leopard,
We hunters must find companionship in our fold,

(11.538-40)
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A hunter wishing to progress must comnsciously strive
to build up a firm and respectable image for himself,
e must be humble ~nd accept seninrity33 andl experience
as the major indicstrrs of one's status., Just as a
devotee would give Ogun due honour, so the apprentice -
hunter is required te pay due respects to his superiors,
The point- is lucidly expressed by a familiar aphorism:

/A
Ogun on'Ire
Mo m jLibn [
Omod¢e ba ti j'iba
L'édy Agbh,
I ba ti,d!oke
I ma r'ile ko

(11. 319-24)

Ogun is Lord of Ire,
My respccts are due to him.
If the child pays due homage
To the elders,
And ventures into the fields,
He shall be blessed with abundant farmlands.

(11, 319-24)

The hunter prides himself upnn proven abilities
anc despises the empty boaster cor ineffectual challenger,
Yhen he challengess he dnes so on account of his
prafessional ability and potentials, and must be able
tc draw a signifieant support from his compeers and
seniors. For instance, a hunter may boast of his tested
mogical ability to transform himself into lesser elements,
ns shown by his claims in lines 41-45, The predator-
prey image in lincs 194-98 shows the folly of empty boasts,
As powerful as the hawk (hunter) is, its scrcech only






