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ABSTRACT

Yoruba Orature (YO) and Moral Value Concepts (MVCs) are taught in Senior
Secondary Schools (SSS) to instil rectitude in students. However, reports have shown
that many SSS students are deficient in knowledge of and disposition to YO, and
practice of MVCs in the Ibadan Metropolis, Nigeria. Previous studies on YO and
MVCs were more on survey than on the development and efficacy of Theatre-in-
Education Packages (TiEPs). Therefore, this study was carried out to develop and
determine the effects of two TiEPs (Devised-for-students and Devised-by-students) on
SSS students’ knowledge of and disposition to YO, and practice of MVCs in the Ibadan
metropolis, Nigeria. The moderating effects of Motivation for Yoruba Orature (MYO)
and Peer Influence (PI) were also examined.

The Theatre-for-Development Model, Affective Dispositional and the Asuwada
Sociation theories provided the framework, while the study adopted the mixed
(QUAN+qual) methods design. Three Local Government Areas (LGAS), out of the five
existing in the lbadan metropolis, were randomly selected. The simple random
sampling technique was used to select six SSSs (two from each LGA), while six intact
classes of Senior Secondary Il students (one per SSS) were randomly assigned to TiEP
Devised-for-students (87), TIEP Devised-by-students (115) and control (90) groups.
The instruments used were YO Knowledge Test (r=0.81), Disposition to YO (r=0.76),
Practice of Yorubd MVCs (r=0.72), MYO (r=0.73), Students’ PI (r=0.75)
questionnaires and instructional guides. Treatment lasted eight weeks. Focused group
discussions were held with 10 students per school. Data were analysed using
descriptive statistics, Analysis of covariance at 0.05 level of significance, while the
qualitative data were thematically analysed.

The participants’ age was 15.96+1.47 years and 52.4% were male. The developed
packages were rated average (x¥=2.99; threshold=3.00). Students’ knowledge of YO
(18%) was low, while their disposition to YO (x=2.80) and practice of Yoruba MVCs
(x=3.20) were high, against the threshold of 2.50. Treatment had significant main
effects on students’ knowledge of (F(279=639.84; partial n?=.821); disposition to
(F(2:279=323.97; partial n?=.69) YO and practice of (F(:279=361.67; partial n?>=.72)
Yoruba MVCs. The participants in the TIiEP Devised-for-students had the highest post-
knowledge (¥=33.57) and post-disposition (x=78.12) scores in YO, followed by TiEP
Devised-by-students (knowledge x=19.04; disposition x¥=62.33) and the control
(knowledge Xx=9.98; disposition x¥=49.05) groups. The participants in the TIiEP
Devised-by-students had the highest post-practice score (¥=73.61), followed by those
in TIEP Devised-for-students (¥=52.50) and the control (¥=45.75) groups. The
interaction effect of treatment and MYO (F(2.279)=3.48; partial n?=.024) was significant
on disposition to YO in favour of participants with high MYO from the TiEP Devised-
by-students group. The interaction effect of MYO and Pl (F.279=.6.57; partial
n?=.023) was significant on knowledge of YO in favour of high MYO from high PI.
Other two-way and three-way interaction effects were not significant. Students
creatively wrote their play scripts on different thematic preoccupations and this
propelled them to practise the Yoruba MVCs.

Theatre-in-education packages devised-for-students and devised-by-students improved
senior secondary school students’ learning outcomes in Yoruba orature and moral
value concepts in the Ibadan metropolis. Teachers of Yoruba should adopt these two
packages.

Keywords: Theatre-in-education, Yoruba moral values, Yoruba orature
Word count: 497
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CHAPTER ONE
INTRODUCTION
1.1 Background to the study

Yoruba orature and values are two interrelated aspects of the Yoruba culture.
Before westernisation, orature was the only literature of the Yorub4 society through
which people were entertained, socialised, and educated. In a bid to entertain an
audience with recitals, chants, songs, and other performances, Yoruba moral and
societal values were portrayed. All the Yorubéa values about the ideal world, right and
wrong deeds, social institutions, and relationships as well as their metaphysical beliefs
about God, gods/deities, life and/after death are embedded in and portrayed by their
orature. Therefore, Yoruba orature and values can be viewed as Siamese twins, for one
(orature) is a tool in the hand of the other (values). In other words, Yoruba orature is a
tool through which the Yoruba value system reflects and refracts itself.

Yorubé orature is the collection of words and verbal performances that depict
the Yoruba traditions, belief systems, and values. It captures the totality of the
indigenous Yoruba literary forms that are expressed and transmitted via spoken words
(Falola and Oyebade, 2011; Falola and Akinyemi, 2016). These spoken words are
highly built on oral tradition which was the primary form of communication in Africa
before the advent of western literacy (Falade, 2013; Akinsola 2020a; Akinsola and
Olaosebikan, 2021). Therefore, Sesan (2013) portends that Yoruba literature is deeply
rooted in oral tradition and verbal arts because the Yoruba people were already rich in
oral performances and narratives before western literacy was introduced to them. The
collection of these rich oral performances and narratives is what the term ‘Yoruba
orature’ captures. By implication, Yorubd orature is traditional/indigenous to the
Yorub& ethnic group, because it is culturally transmitted from one generation to
another. It is oral because it uses spoken words and is transmitted verbally. It is
literature because it makes use of rich and artistic words.

Yoruba orature is made up of the three global genres of literature — poetry,
prose, and drama. It is imperative to note that these three genres of Yoruba orature are

interrelated, interwoven and interdependent, for it may be impossible to present one



without overlapping it with another. For instance, a chanter chanting Yoruba oral
poetry is at the same time dramatising to the audience and may even narrate a story or
past event in the process. Likewise, poetic performances and oral narratives are
important features of festivals that serve as the Yoruba traditional dramatic arts
(Ogundeji, 1991; Akinsola, 2020b).

Western literacy and technological advancement has brought about the
modernisation of Yorubd drama into texts and films. However, the various Yoruba
traditional festivals and masquerade displays, as well as other genres of orature (oral
poetry and narratives), do feature on the pages (in drama texts) and screens (in films)
of Yoruba drama. This is an attempt to document and preserve Yorubé orature for easy
transmission from one generation to the other (Adejumo 2009; Akinsola, 2020b;
Akingola and Adeyinka, 2020). However, many young minds in the contemporary
Yoruba society prefer western-oriented songs and other indices of orature as means of
entertainment as a result of the negative influence of westernisation that has eroded the
Yoruba cultural heritage (Akinsola, 2019). This is also partly responsible for many
persistent vicious acts and social vices among in-school adolescents because Yoruba
orature is meant to instil Yoruba moral values in them.

Moral values are principles in human characters, conducts, and social relations
which are judged as good or bad, right or wrong, noble or ignoble etc. They are
strongly built on ethics, which is the science of morality — the science that examines
moral values and judgments. Therefore, the Yoruba moral values are desirable human
characters, conducts and human relations which the Yoruba people collectively judge
as good, right, and noble. These moral values are important elements of the Yoruba
traditional education that are tacitly passed down from time to time in achieving
socialisation purposes (llesanmi, 2018). It is in this light that George and Uyanga
(2014) posit values as pleasing, true and excellent moral instructions that enhance the
existence of a people daily.

Therefore, the Yoruba values capture their moral beliefs and norms that define
their existence, dos, and don’ts as well as social relationships. The collection of these
values defines whom the Yoruba really are — a concept which is generally and tacitly
referred to as Omoluabi (Akanbi and Jekayinfa, 2016; Omobowale, Omobowale and
Falase, 2019). As such, the concept of Omoluiabi among the Yoruba has been used to
summarise the Yoruba value system (Ogundeji, 2009; Falola and Akinyemi, 2016).
Akinjogbin (2009) ascribes importance to the Yorubd concept of Omoluabiin

2



explaining Yorubd moral values and whom the Yoruba really are. Therefore, he
submits that Omoluabi is the accurate name that suits the race.

The Yoruba value of good character, which is referred to as
the Omoluabi value concept in this study, is divinely connected with the Yoruba
source/origin and culture. Therefore, an individual who does not exhibit good
behaviour in the society could not be said to be a true Yoruba indigene. Such an
individual would exhibit anti-social behaviour that the Yoruba Omoluabi value
concept frowns at. A typical Omoluabi in the Yoruba society exhibits selflessness;
chastity in sexual matters; hospitality; humility; obedience; hard work; kindness and
generosity; goodness; truth and rectitude; integrity; honour and filial piety;
straightforwardness and avoidance of hypocrisy; and faithfulness to vows and
covenants among others (Yoloye, 2009; Akanbi and Jekayinfa, 2016; Akinnawonu,
2018). This is to the end that virtuous behaviours are promoted, and peaceful
coexistence is achieved in the society.

Therefore, teaching orature and moral values concepts in Yoruba language at
the senior secondary level of education in Nigeria has the sole purpose of instilling the
Yorubé cultural, moral and societal values in young minds. Hence, secondary school
students should have adequate knowledge of and positive disposition to Yoruba
orature, to the end that they regularly practise the various Yoruba moral values that are
usually portrayed in them. In essence, the teaching of Yoruba should instill rectitude in
students through adequate knowledge of Yoruba orature, positive disposition to
Yorubéa orature and frequent practice of the Yoruba moral values in the society. It is
this practice of moral values that makes them true Yorubad indigenes, that
is, Omoluabi in the society. This is to promote virtuous behaviours and eradicate
vicious acts in the society, hence, strengthening social relationships and peaceful co-
existence.

Nevertheless, previous studies have documented students’ negative disposition to
Yoruba, both as a language and school subject (Adéosun 2008; QlaQlorun, Ikonta and
Adéosun, 2013; Akinola, 2015; Kolawolé, 2016 and so on). Consequently, students in
the senior secondary school, especially in the Ibadan metropolis, have poor knowledge
of and negative disposition to the orature as well as poor practice of the moral values
expressed in and transmitted through the language (Akinsola, 2018, llesanmi, 2018).
This is largely because of westernisation that has eroded the Yoruba cultural heritage

(Orotoye, 2019). This western influence is mostly felt in metropolitan areas, like
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Ibadan metropolis, where senior secondary school students are highly exposed to
western life and culture (Akinsola, 2019). Consequently, the cultural values that are
sacrosanct and preserved in the Yoruba oral literature are either lost or less important
because of the western lifestyle that is prevalent among career-conscious parents in
Ibadan metropolis who do not bother about the Yoruba socio-activities like orature and
values (Uwandinwa-ldemudia, 2014). Consequently, children of such parents, who
mostly populate secondary schools in Ibadan metropolis, usually have poor knowledge
of and negative disposition to Yoruba orature as well as poor practice of Yoruba moral
values.

As a result, many secondary school students in Ibadan metropolis exhibit
behaviours such as selfishness; sexual immoralities; pride; disobedience; laziness;
stinginess, wickedness; stealing; dishonour and disrespect for parents, elders, and those
in authority and so on (Akinnawonu, 2018). Obviously, the mere teaching of the
concepts of Yoruba orature and moral values in secondary schools has not translated to
students’ adequate knowledge of, positive disposition to and good practice of them,
such that the concepts are preserved and do not totally lose existence.

Previous studies, directed towards solving this problem, have found home and
school environments (Qlabodé, 2017), students’ psychosocial factors (Ilésanmi, 2018;
Adeyinka and llesanmi, 2019), traditional and modern Yoruba film watching
(Akinsola, 2018), students’ attitude (Olayinka, 2019) as well as preferences for movie,
music, and mass media (Akinsola, 2019) as predictors/correlates of learning outcomes
in Yoruba culture, values, and literature-related concepts. Although, these factors are
important and should be considered, there is a need to extend research frontier to
practical efficacious means of improving students’ learning outcomes in Yoruba
orature (knowledge and disposition) and moral values (practice).

As part of a baseline study in 2019, this researcher conducted a personal
interview with Yoruba language teachers in nine different schools in the Ibadan
metropolis. The aim was to further establish the need for finding other efficacious
means of improving students’ learning outcomes in Yoruba orature and moral values.
The teachers interviewed unequivocally lamented the high rate of vicious acts among
secondary school students because of their poor knowledge of and negative disposition
to the orature as well as poor practice of moral values of the Yoruba language. To
reduce the menace, the teachers opined re-orientating students about the essence of

Yoruba orature and moral value concepts. Although, the Yorubé teachers interviewed

4



have been preaching the Yoruba cultural heritage that relates to orature and values of
Omoluabi to students on the morning assembly and during Yoruba Language lessons,
this has not fully yielded the desired result.

The baseline study also included an observation of the conventional instruction
in Yoruba orature and moral values. The observation revealed that the conventional
mode of teaching Yoruba orature and moral values emphasised knowledge acquisition
for passing examinations. Many students, therefore, would only acquire little
knowledge of Yoruba orature that is required for passing their examinations in the
Yorubd Language. Little wonder such knowledge acquisition has not translated to
positive disposition to Yoruba orature and practice of the Yoruba moral values in the
society. Therefore, there is an urgent need to rethink a practical way of facilitating
instruction in Yoruba orature and moral values among students in senior secondary
schools in the Ibadan metropolis, to the end that they are re-orientated on the
importance of having adequate knowledge of and positive disposition to Yoruba
orature and good practice of the Yoruba moral values.

Viable theatre-in-education programmes, if properly developed and
implemented in school, could serve as practical ways through which senior secondary
school students in the Tbadan metropolis could be re-orientated on the importance of
Yorubé orature and moral values. This is because theatre-in-education has been viewed
as a branch of applied theatre in which a professional theatre troupe prepares materials
relevant to the curriculum objectives and/or socio-cultural needs of school children and
visits the school (usually more than once) for presentations (Bolton, 1993; Levert and
Mumma, 1995; Wooster, 2007; O’Toole, 2009; Jackson, 2011; Idogho, 2013; Praveen
and Devi, 2015; Uju, 2019).

Theatre-in-education could also be explained as one of the ways of achieving
the goal of ‘‘enter-education’’ (otherwise known as ‘‘edutainment’’, entertainment in
education and educational entertainment) (Atolagbe, 2020). Conceiving theatre-in-
education as an entertaining tool for transmitting educational information places a
huge demand on it to be highly student-centred. Hence, the idea of using a theatre
troupe for carrying out such programme will surely relegate students’ active
participation/involvement to the background. Therefore, the two theatre-in-education
packages developed in this study did not make use of any theatre troupe but the
students themselves, since the goal was to improve the learning outcomes in Yoruba

orature and moral values in the Ibadan Metropolis. As a result of this, the two
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packages were tagged as ‘‘Theatre-in-Education Package Devised-for-Students’” and
““Theatre-in-Education Package Devised-by-Students’’.

The content of the Theatre-in-Education Package Devised-for-Students was
conceived and written by the researcher for the students to rehearse and present with
the direction and guidance of the researcher and/or their teacher. On the other hand, the
content of the Theatre-in-Education Package Devised-by-Students was conceived,
rehearsed, directed and presented by the students with little guidance from the
researcher/teacher. It has been argued by Jackson (2011) that such processes can
actively engage students and offer them a wide range of aesthetic, pedagogical and
psychological values. It can also aid students’ behavioural modification by emotionally
inculcating certain social and moral values into them, through their active engagement
and participation (Jackson, 2011; Robson, 2018).

Previous studies have, however, focused mainly on the effectiveness of forum
theatre (Fesochukwu 2017) and hot-seating theatre (Elnada, 2015) techniques in
education and social development. Theatre/drama techniques have also been found
effective in addressing foreign/second language teaching and learning (Ustuk and Inan,
2017); literacy and mathematics (Inoa, Weltsek and Tabone, 2014); chemistry
instruction (Gurniak, 2016); social studies and moral education (Ejiofor and Ken-
Aminikpo, 2016); Christian religious knowledge (Ugwu, 2014); social issues in
education (Athiemoolam, 2018); citizenship education, social change, social
competence and community development (Odi, 2007; Abuku, 2012; Asante and
Yirenkyi, 2018 among others).

However, most of the previous studies mentioned utilised theatre troupes to
carry out their theatre-in-education or theatre-for-development programmes using
various techniques. A few previous researchers, who engaged and involved students in
carrying out their theatre/drama-in-education projects, worked on other subject areas
(and in other countries) different from Yorubéa orature and moral values instruction in
Nigerian secondary school context. Therefore, there was a need to extend the frontier
of research in theatre-in-education to developing packages that would be totally
students-centred in addressing students’ knowledge of and disposition to Yoruba
orature and practice of Yoruba moral values in the Ibadan metropolis, hence, the
essence for this study.

Other factors could influence the senior secondary school students’ knowledge

of and disposition to Yorubéa orature and practice of the Yoruba moral values. Among

6



these factors are home and ethno-cultural backgrounds; parental education;
westernisation; globalisation; interest in, attitude to and motivation for Yoruba
language/orature; peer influence; traditional and modern Yoruba film preferences; and
(Non)Yoruba movie, music and mass media preferences (Akinsola, 2018; Ilesanmi,
2018; Olayinka, 2019; Akinsola, 2019). In this study, motivation for Yorub4 orature
and peer influence are selected as moderator variables because of the central roles the
variables play in the knowledge and disposition of students to Yoruba orature and
practice of Yoruba moral values. Also, the variables have possible interaction they
could have with the theatre-in-education packages developed in the study.

Motivation is the driving force or inspiration behind human actions as well as
the energy humans direct towards achieving various goals and objectives (Oladele,
2005; Alao and Adeniyi 2009; Alhassan 2015). Such driving force, inspiration or
energy could be internal (intrinsic motivation) or external (extrinsic motivation).
Therefore, the motivation for Yoruba orature is any internal/external force or
inspiration driving students to learn and cherish Yoruba oral literature. Depending on
the students, such driving inspiration may be high or low. Since the theatre-in-
education packages in this study were in the Yoruba language and were aimed towards
improving students’ learning outcomes in Yorub4 orature and moral values, students
with high motivation for Yoruba orature would demonstrate more willingness to
partake in devising, rehearsing, and implementing the packages than students with low
motivation for Yorub& orature. As such, motivation could determine how students
benefit from the packages developed in this study. Previous studies (Adeyinka and
Ilesanmi, 2016; Ilesanmi, 2018 among others) have reported motivation to be a factor
predicting the attainments of students in the Yoruba language. However, the influence
of motivation for Yoruba orature as a moderating factor has not received adequate
research attention in theatre-in-education intervention studies. Therefore, the
moderating effect of motivation for Yoruba orature was examined in this study.

Peer influence is the second moderator variable in this study. Peer influence is
an important socialisation agent as it involves the encouragement a peer group gives to
each member of the group to change his attitude, beliefs, and values to conform with
the group norm (Korir and Kikpemboi, 2014; Kirk 2000). Therefore, such influence
could be positive or negative, depending on what the group is known for. Since the
menace of civilisation cum globalisation is more felt among adolescents and young

adults (who are senior secondary school students) in the Ibadan metropolis, students
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tend to be peer-influenced to embrace western civilisation and disregard their cultural
heritage as it relates to orature and values. Therefore, senior secondary school students
in the Ibadan metropolis who are highly influenced by their peer are likely to have a
negative disposition to Yoruba orature and poor practice of Yoruba moral values while
those who are not easily influenced are likely to have a positive disposition to Yoruba
orature and good practice of Yoruba moral values. However, this is a hypothesis to be
tested in the study. Similarly, peer influence has the capacity to determine the extent to
which students benefit from the theatre-in-education packages in this study, since the
packages were devised for/by and implemented on students who belong to the same
peer group. Students may be peer-influenced to actively participate in and benefit from
the packages and they may also be peer-influenced not to.

Previous studies have documented the significant effects of peer influence on
students’ school engagement (You, 2011), learning outcomes in values in the Yoruba
language (llesanmi, 2018), as well as learning outcomes in other subject areas (Korir
and Kikpemboi, 2014; Wilson, 2017; Filade, Bello, Uwaoma, Anwanane and
Nwangburuka, 2019). However, the influence of peer influence, as a moderating
factor, on students’ knowledge of and disposition to Yoruba orature and practice of
Yoruba moral values in theatre-in-education intervention studies has not been given
much attention by previous studies. Therefore, the study also investigated the
moderating effect of peer influence, categorised into high and low, on students’

learning outcomes in Yorub4 orature and moral values.
1.2 Statement of the problem

The pedagogy of orature and value concepts in Yoruba Language at the senior
secondary level of education in Nigeria is aimed at instilling the Yoruba cultural,
moral, and societal values into young minds. Therefore, it is essential for senior
secondary school students to have adequate knowledge of and positive disposition to
Yorubé orature to increase in their practice of the Yoruba moral values in the society.
However, previous studies have documented a poor knowledge of and negative
disposition to Yoruba orature as well as poor practice of Omoluabi values among
senior secondary school students in the Ibadan metropolis, because of the adverse
effects of westernisation in such area. This has resulted in behaviours that are less of a
typical Omoluabi (such as dishonesty, disobedience, laziness, stealing, disrespect for

parents, teacher, and those in authority and so on) exhibited by senior secondary



school students in the Ibadan metropolis, as revealed by the researcher’s baseline
observation.

However, previous studies in Yoruba education largely focused on the
language aspects of the subject while few studies have found home and school
environments, students’ psychosocial factors, traditional and modern Yoruba film
watching, students’ attitude as well as preferences for movie, music, and mass media
as predictors/correlates of learning outcomes in Yoruba culture, values, and literature-
related concepts. Despite these studies, there still existed a need to offer practical ways
of re-orientating many students about the significance of Yoruba orature and moral
values to their social life. This is because the conventional mode of teaching Yoruba
orature and moral values, as revealed by this researcher’s baseline observation, has
hitherto emphasised only knowledge acquisition for passing examination. As such, the
conventional mode of teaching has not been able to translate such knowledge
acquisition into positive disposition to Yoruba orature and good practice of Yoruba
moral values among senior secondary school students in the Ibadan metropolis.

Whereas, studies have reported the effectiveness of theatre-in-education and
other applied theatre techniques on both cognitive and affective learning outcomes in
different school subjects. However, attention has not been focused on engaging
students in devising and implementing theatre-in-education packages that will address
their knowledge of and disposition to Yoruba orature and practice of Yoruba moral
values. Therefore, this study developed and determined the efficacy of two theatre-in-
education packages (Devised-for-Students and Devised-by-Students) on senior
secondary school students’ knowledge of and disposition to Yoruba orature and
practice of Yoruba moral values in the Ibadan metropolis. The study, in addition,
investigated the moderating effects of motivation for Yoruba orature and peer
influence.

1.3 Objectives of the study

The study mainly aimed at developing and testing the efficacy of two theatre-
in-education packages (devised-for-students and devised-by-students) on students’
knowledge of and disposition to Yoruba orature and practice of Yoruba moral values.

Therefore, the specific objectives of the study were to:



10.

11.

assess the level of the senior secondary school students’ knowledge of Yoruba
orature, disposition to Yoruba orature, practice of the Yoruba moral values, and
performance of the plays contained in the packages developed,;

examine how students conceived and wrote their plays in the Theatre-in-
education Package Devised-by-Students group;

analytically differentiate between the students-made plays and the researcher-
made plays;

explore the perception of Yoruba Language teachers and students about the
packages developed in the study;

determine the main effects of treatment on students’ knowledge of and
disposition to Yoruba orature and practice of Yoruba moral values;

determine the main effects of motivation for Yoruba orature on students’
knowledge of and disposition to Yorubéa orature and practice of Yoruba moral
values;

determine the main effects of peer influence on students’ knowledge of and
disposition to Yoruba orature and practice of Yoruba moral values;

determine the interaction effects of treatment and motivation for Yoruba
orature on students’ knowledge or and disposition to Yorubd orature and
practice of Yoruba moral values;

determine the interaction effects of treatment and peer influence on students’
knowledge of and disposition to Yoruba orature and practice of Yoruba moral
values;

determine the interaction effects of motivation for Yoruba orature and peer
influence on students’ knowledge of and disposition to Yoruba orature and
practice of Yoruba moral values; and

determine the interaction effects of treatment, motivation for Yoruba orature
and peer influence on students’ knowledge of and disposition to Yoruba orature

and practice of Yoruba moral values.

1.4 Research questions

The study answered the following questions:

1.

What is the:

a. Level of senior secondary school students’ knowledge of Yoruba
orature?

b. Senior secondary school students’ disposition to Yoruba orature?
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C. Level of senior secondary school students’ practice of Yoruba moral
values?
d. Rating of senior secondary school students’ class/stage performance of
the plays contained in the packages developed?

2. How is the content/story-line of the Theatre-in-education Package Devised-by-
Students realised/created by the selected students?

3. In what ways are the plays created by the students different from the plays
created by the researcher?

4. How do the selected Yoruba Language teachers perceive the Theatre-in-
Education Packages developed?

5. How do students perceive the Theatre-in-Education Packages developed?
1.5 Hypotheses
The study tested the following null hypotheses at 0.05 level of significance:

Hol: There is no significant main effect of treatment on senior secondary school
students’:

a. Knowledge of Yorubé orature in the Ibadan metropolis.

b. Disposition to Yoruba orature in the Ibadan metropolis.

c. Practice of Yoriba moral values in the Ibadan metropolis.
Ho2: There is no significant main effect of motivation for Yoruba orature on senior
secondary school students’:

a. Knowledge of Yoruba orature in the Tbadan metropolis.

b. Disposition to Yoruba orature in the Ibadan metropolis.

c. Practice of Yortba moral values in the Ibadan metropolis.
Ho3: There is no significant main effect of peer influence on senior secondary school
students’:

a. Knowledge of Yoruba orature in the Tbadan metropolis.

b. Disposition to Yoruba orature in the Ibadan metropolis.

c. Practice of Yortba moral values in the Ibadan metropolis.
Ho4: There is no significant two-way interaction effect of treatment and motivation for
Yoruba orature on senior secondary school students’:

a. Knowledge of Yoruba orature in the Tbadan metropolis.

b. Disposition to Yorub4 orature in the Ibadan metropolis.

c. Practice of Yortba moral values in the Ibadan metropolis.
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Ho5: There is no significant two-way interaction effect of treatment and peer influence
on senior secondary school students’:

a. Knowledge of Yorubé orature in the Ibadan metropolis.

b. Disposition to Yoruba orature in the Ibadan metropolis.

c. Practice of Yoruba moral values in the Ibadan metropolis.
Ho6: There is no significant two-way interaction effect of motivation for Yoruba
orature and peer influence on senior secondary school students’:

a. Knowledge of Yorubé orature in the Ibadan metropolis.

b. Disposition to Yoruba orature in the Ibadan metropolis.

c. Practice of Yoriba moral values in the Ibadan metropolis.
Ho7: There is no significant three-way interaction effect of treatment, motivation for
Yorubé orature and peer influence on senior secondary school students’:

a. Knowledge of Yoruba orature in the Tbadan metropolis.

b. Disposition to Yoruba orature in the Ibadan metropolis.

c. Practice of Yortba moral values in the Ibadan metropolis.
1.6 Scope of the study

This study developed and determined the effects of two theatre-in-education
packages (Devised-for-Students and Devised-by-Students) on senior secondary school
students’ knowledge of and disposition to Yoruba orature and practice of Yoruba
moral values. The study also examined the moderating effects of motivation for
Yoruba orature and peer influence. The topics upon which the content of the packages
was developed were the topics related to Yoruba orature and moral values in the
Yoruba Language curriculum for senior secondary school. Therefore, the study
covered SS Il students taking Yoruba and their Yoruba Language teachers in six public
senior secondary schools in the Ibadan metropolis.

1.7 Significance of the study

This study developed two theatre-in-education packages (Devised-for-Students
and Devised-by-Students) and determined their effects on students’ learning outcomes
in Yoruba orature and moral values. As such, the findings of the study provided
information about the effects of the packages on senior secondary school students’
knowledge of and disposition to Yoruba orature as well as the practice of Yoruba
moral values in the Tbadan metropolis. This further established the claim that theatre-
in-education is a methodical intervention that could help address the various
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psychological, behavioural, and social problems among school children and
adolescents. Consequently, Yorubd Language teachers and students in secondary
school, curriculum planners, other education stakeholders and future researchers would
benefit from this study.

Teachers of the Yoruba language would benefit from the study, as its findings
intimate them with the roles of theatre in language and cultural education. With this,
Yoruba Language teachers can begin to harness theatrical techniques and school
theatre initiatives in influencing students’ learning outcomes in Yoruba orature and
moral values. In addition, the study also acquaints teachers with the influence of
students’ motivation and peer influence on their learning outcomes in Yoruba orature
and moral values. This in turn would benefit students as their knowledge of and
disposition to Yoruba orature and practice of Yoruba moral values are influenced
positively to the end that they actively participate in the war against social vices and
involve in promoting and preserving their cultural heritage.

Curriculum planners would also benefit from the study because the findings
and recommendations of the study demonstrate how best they could integrate theatre
and theatrical methodologies into the Yorubd Language curriculum at the senior
secondary school level. This in turn could have impact on policy making that has to do
with language and cultural education.

Furthermore, the study is significant in offering valuable empirical basis for
building effective students-based model(s) in developing theatre-in-education
programmes and explaining the bond between theatre and education, apart from the
models that have found favour in the hands of theatre-in-education experts. It is
therefore not a gainsaying that this study is a valuable addition to the pool of
knowledge on theatre-in-education and Yoruba studies because it serves as a reference

material for teachers, students, other education stakeholders and future researchers.

1.8 Operational definition of terms

Motivation for Yoruba Orature: This is the degree to which students are driven and
inspired towards learning the Yoruba oral literature. It is categorised into high and low
as measured by the Motivation for Yoruba Orature Questionnaire (MoYOQ) in this
study.

Peer Influence: This is the level at which senior secondary school students’

behaviour, attitude and values are determined by their peer group in the Ibadan
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metropolis. It is categorised into high and low in this study as measured by the
Students’ Peer Influence Questionnaire (SPIQ).

Students’ Disposition to Yoruba Orature: This is the positive or negative attitude
senior secondary school students have towards the Yoruba oral literature as means of
entertainment and moral education. It is measured by the Students’ Disposition to
Yoruba Orature Questionnaire (StuDiYOQ) in this study.

Students’ Knowledge of Yoruba orature: This is the body of information students
have about the Yoruba oral literature as revealed by their scores in the Yoruba Orature
Knowledge Test (YOKT) used in this study.

Students’ Practice of Yoruba Moral Values: This is the extent to which senior
secondary school students exhibit OmolUabi behaviours in metropolitan areas like the
Ibadan metropolis. It is measured by the Students’ Practice of Yoruba Moral Values
Questionnaire (SPYMoVaQ) in this study.

Theatre-in-Education Packages: These are theatre-based instructional modes that are
developed in this study using the homestead approach of the theatre-for-development
model.

Theatre-in-Education Package Devised-for-Students: This is the package conceived
and written by the researcher for the students to rehearse and present with the direction
and guidance of the researcher and/or their teacher.

Theatre-in-Education Package Devised-by-Students: This is the package in which
the content is conceived, created, written/scripted, rehearsed, directed, and presented
by the students with little researcher’s/teacher’s guidance.

Yoruba Moral Values: These are the desirable characters of OmolGabi among the
Yorubd as represented in the current Yoruba Language curriculum for senior
secondary education in Nigeria.

Yoruba Orature: This is the collection of the Yoruba oral literature as represented in

the current Yoruba Language curriculum for senior secondary education in Nigeria.
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CHAPTER TWO
LITERATURE REVIEW AND THEORETICAL FRAMEWORK

In this chapter, extant studies that are in line with the theoretical, conceptual,
and empirical concerns of this study are reviewed. The theatre-for-development model,
Affective Dispositional theory and the Astwada theory of sociation provide the
theoretical framework. The conceptual review revolves around the concepts of theatre
and theatre-in-education, Yoruba oral literature and moral values. The empirical
review covers previous studies on Yoruba orature and culture in education, theatre-in-
education, as well as the influence of motivation and peer influence on students’

learning outcomes in Yoruba orature and moral value concepts.
2.1  Theoretical framework

The nature of this study requires a model that explains the development of
theatre-in-education packages and theories that would explain the possible effects of
the packages on secondary school students’ knowledge of and disposition to Yoruba
orature and practice of Yoruba moral values. Therefore, the Theatre-for-development
model will be used to explain the development and implementation of the two
packages while the Affective Dispositional Theory will be used to explain the possible
effects of the packages on the selected participants for this study. The Yoruba moral
philosophical thoughts as could be deduced from the Astwada Theory of Sociation

will then be used to explain students’ practice of the Omoluabi values in the society.
2.1.1 Theatre-for-development model

It could be argued that the origin of Theatre-for-development (TfD, henceforth)
is deeply rooted in the origin of theatre itself (Osofisan, 2004), since theatrical
practices had been part of the community socialisation and informal education
processes from antiquity through oral tradition, folklores, songs, dances, and
masquerade displays (Mbachaga, 2014). However, in its current form, TfD, as a sub-
genre of applied theatre (Prentki, 2015), is not unconnected with the works of earliest
theatre theorists such as Erwin Piscator, Renhart and Bretcht in the 1920s, and more
recently the works of the famous Brazilian theatre educator, Augusto Boal, which

began in the 1950s towards popularising the new educational philosophies of Paulo
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Friere, who carried out several experiments with adult learners in Latin America
(Desai, 1990; Dandaura, 2011; Kvam, 2012; Gutiérrez, 2013; and Mbachaga, 2014).

Therefore, the advent of TfD cannot be divorced from the new approach of
using theatre for educational purposes which Augusto Boal started and was later
popularised by other scholars such as Martin Byram, Michael Etherton, Ross
Childrend, Brian Crow, Christopher Kamlogera, Abah Oga and Hagher in the
1960s/70s (Dandaura, 2011; Mbachaga, 2014; Prentki, 2015). Based on its origin
which is intrinsically related to education, Kvam (2012:45) sees TfD as ‘‘a variety of
theatre forms and theatre expressions that share education and development as a
common purpose’’. In other words, TfD is a theatre model that is aimed at mobilising
and educating members of a community on development-related issues. TfD, being
transformational, banks on the nexus of theatre and development in solving social
problems (related to health, education, economy, politics, religion, ethnic identity) and
improving the human life by working on the emotions, feelings, and consciousness of
the participating audience (Akashoro, Kayode, and Husseini, 2010; Umenyilorah
2014). Thus, TfD “‘involves the audience’’ and does not ‘‘leave off after the raising of
a critical consciousness’ but rather ‘‘leads to subsequent action’’ (Umenyilorah
2014:3).

Thus, using the TfD model in education is to make TfD ‘‘give something back
to theatre-in-education’” (Prentki, 2015:15), which is its origin. Besides, education
itself is an area where development is always needed. Hence, TfD model could help
mobilise development in the education sector and help develop the child holistically,
after all, education is to develop in humans the abilities, skills and behaviours needed
to function effectively in the society (Fafunwa, 1974; UNESCO, 2000). On the
importance of using TfD in education, Dandaura (2011:7-8) writes that TfD:

...is highly interactive hence capable of engaging the active
participation of the majority of the people in its action... is a
face-to-face communication mode which allows for immediate
feedback and group analyses of issues presented thereof...falls
within the learning techniques in the theory of popular
education with the highest rating.

As explained by Danduara, the popular education theory that TfD falls within
opines that, students would remember a large percentage of what is heard, seen and
discussed by them. TfD, as a communication strategy, does not only relate to what is

seen but also what is discussed, especially in the process of trial testing different
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choice of carrying out development tasks. It is in this way that TfD encourages active
students’ interaction, engagement, and participation, to the end that their perception,
mindset, disposition, and other affective constructs are positively touched. As such,
TfD model, if well integrated into education, is capable of sensitising and re-
orientating students about their cultural heritage as it relates to orature and values,
since it will address the feelings, mindsets and hence the disposition of the audience.
Scholars over the years have employed two approaches in using TfD model for
mobilising development in any field. These are the Migrant/Outside-in approach and
the Homestead/Inside-Out approach (Byram and Childrend, 1977; Osofisan, 2004;
Odi, 2007; Dandaura, 2011; Asiama, 2011; Abuku, 2012). Migrant/Outside-in
Approach, as the name implies, involves the practice in which a professional theatre
troupe develops plays outside the setting (community or school) where it would be
performed and takes the pre-packaged plays to community/school for performance. As
such, the approach lays strong emphasis on the theatre facilitators being the external

3

change agents. In other words, the facilitators work from the ‘‘outside’’ and migrate
into the community/school to present the performance. This approach has been
criticised for snubbing indigenous knowledge and theatrical orientations; presenting
facilitators as having superior knowledge that the audience need to acquire; alienating
the audience from the scenario formation stage which is critical to TfD and being just
straight-forward verbal dramas, among others (Osofisan, 2004; Odi, 2007; Dandaura,
2011; Abuku, 2012).

The Homestead/Inside-Out Approach came to being to correct the deficiencies
of the Migrant approach. In using this approach, the practitioners work from the
““inside’” of the community where they will carry out the intervention. The members
of the community are not just audience and recipients of a pre-packaged drama piece
but play active role in the analysis and brainstorming sessions of formulating scenarios
to be acted. As such, the approach requires that the facilitators live temporarily in the
host community to have a robust rapport with their potential workshop participants in
the community. This involves the community in the total production process by
enabling them to tell their own stories using their own styles and techniques, while the
practitioners just moderate (Osofisan, 2004; Odi, 2007; Dandaura, 2011; Abuku,
2012).

The homestead approach is related to this study because the students were

highly involved in the total production, either by devising the package themselves (in
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the case of the students in the devised-by-students package group) or by rehearsing and
presenting the package devised for them (in the case of the students in the devised-for-
students package). Apart from the pre-devised script that was given to the students in
the devised-for-students package group, nothing was coming to the students without
their knowledge. Therefore, the packages were fully home grown. For instance, the
students in the devised-by-students package group were able to tell their own stories
using their own styles and techniques with little or no supervision from the researcher
or teacher. Using such homestead approach enabled the researcher to obtain immediate
feedback from the participants. In literature, forum theatre (Fesochukwu 2017) and hot
seating (Elnada, 2015) have been reported as effective immediate feedback techniques
in carrying out TiE or TfD programme. Therefore, to obtain immediate feedback from
this study, a step of implementing the Devised-for-Students’ package was patterned
after the forum theatre technique while in implementing the Devised-by-Students’
package, a step was patterned after the hot seating technique. With the use of these
techniques, students responded immediately to the packages.
2.1.2 Affective dispositional theory

The Affective disposition theory (ADT, henceforth) was first mentioned by
Dolf Zillmann and Joanne Cantor in their study in 1977 (Zillmann and Cantor 1977,
Vorderer, and Knobloch, 2000; Raney, 2006). The theory simply relates to the
processes that entertainment users/audience pass through in constructing moral
judgements about characters in a narrative and, by extension, the narrative itself
(Zillmann and Cantor 1972; Zillman, 2000). In making such moral judgements, they
determine which character is good or bad. This implies that drama/theatre audience
could form their disposition towards characters and even the performance through their
act of judging characters’ intentions and behaviours (Zillmann 1991; 1994). This
disposition, just as Zillmann argues, could be positive or negative and would normally
come before any moral judgement occurs. Basically, ADT explains ways in which the
emotions of the audience become part of and interfere with the performance
experience.

The theory primarily posits that users of entertainment of any mode (be it
comedy, drama, live theatre, violence, and sport) attach emotions to various characters
within a narrative. According to Raney (2006), six principles are common to all forms

of studies applying this disposition theory:
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Vi.

The appreciation of media/entertainment content

Audience emotional response to media/entertainment content

Audience feelings about the character and the entertainment content is the
start and drive of entertainment enjoyment.

Audience forms affiliations towards characters and sustain it on a
continuum from extreme positive, through indifference, to extreme negative
affect.

The consideration of justice is one of its necessary components.

It acknowledges individual differences relating to emotional

responsiveness, personal experiences, basal morality, among other factors.

Simply put, the six principles revolve around the ideas of enjoying and responding

emotionally to any form of artistic performance and/or entertainment. Zillmann (1996)

has offered a seven-step model of disposition formation:

1.

Perception and Assessment — This is the first step of forming disposition about
characters of a performance. It is at this step that the audience carry out indepth
observation of the characters. The actions and inactions, dressing, speech, and
every possible thing about the character will be observed by the audience.
Moral Judgement — This is the second step and the step when the audience will
start to evaluate the appropriateness/morality or otherwise of the characters’
actions and inactions. Judgement is made as to whether the actions should be
regarded as moral or amoral. At this step, forming disposition becomes
polarised — the moral route and amoral route. In other words, if the audience
believes that the action is amoral, disposition becomes different from when the
audience believes that the action is moral.

Affective Disposition — It is at this step that audience starts to form positive
affect/disposition towards a moral character and otherwise to an amoral
character.

Anticipation and Apprehension — At this step, the audience anticipates that a
moral character has a positive outcome and not otherwise, while an amoral
character has a negative outcome and not otherwise. Fear and suspense are
usually emanated from the emotions of the audience at this step.

Perception and Assessment — At this step, the audience finally sees the

outcome and attaches an emotion to it. If their expectations are true, they feel
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relieved but when the opposite occurs, they get more sympathetic with the

moral character.

6. Response to Outcome/Emotion — In this step, the audience decides as to what
their feelings are about the contents and characters.

7. Moral Judgment — This is the final step, and it requires decision making on the
part of the audience whether to agree with story outcome.

Although, ADT has been criticised for taking a position that audience passively
enjoy and respond to the performance (Raney, 2004), the seven-step model of
disposition formation proposed by Zillmann (1996) is crucial to this present research.
As a study on theatre-in-education where two packages (Devised-for-Students and
Devised-by-Students) were developed and implemented, the students were actively
involved in preparing and then enjoying/receiving the entertainment and educational
contents of the packages. In other words, students were both the ‘‘giver’” and
“‘receiver’’ of the ‘‘edutainment’’ content of the packages. In this process, they must
have formed disposition to both the content and the role/character they play
themselves. This disposition in turn can affect their real-life disposition to Yoruba
orature as a means of entertainment and socialization, as well as their practice of
Yoruba moral values in the society.

2.1.3 Astwada theory of sociation

The Asuwada Theory of Sociation was developed by a Yoruba Professor of
Sociology, Professor Akinsola Akiwowo, in the 1980s. He conceptualised the
Asuwada principle as a basis for explaining socialisation and values of social being in
Africa and specifically in the Yoruba society (Omobowale and Akanle, 2017; Taiwo,
2021). The Astiwada, as explained by Salami (2018:140-141) from an ethno-linguistic
perspective, ‘‘refers to human beings as social, political, and gregarious animals ...
who can only realise their goods, life purposes and objectives when they live in groups
with others.”” This is culturally demonstrated in the aydjo alasuwada — a Yoruba
poetic genre that is normally performed at Akintelii’s rite of consecration of a new
human settlement (Akiwowo 1986).

The aldsuwada, according to Akiwowo, is ‘‘the author of all things’’ both in
heaven and on earth, while the origin of all forms of earthly iwasusu (bunched of
exitence) is Olofin Otete — a divine being who is the ruler of infinite spaciousness. The
semiotic implication of the myth expressed in this oral poem is that existence on earth
is better achieved through collective efforts. Humans do not exist in isolation but in
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relation to others in the society. The linguistic etymology of Asiwada also lends
credence to this claim. According to Makinde (1990:121) Asiwada is derived from
iwa (a state of being, existence, or character in a perpetual state of development;
siwada to come together or co-exist for a common end or pupose) and Asu-iwa-da
(literally meaning that which kneads or moulds iwa i.e., beings, states of existence or
characters so that they can live together in harmony for a purpose or common end.

From both the cultural and linguistic etymological meaning of the concept of
Asiwada, it is clear that Akiwowo’s theory of sociation revolves around the
importance of a communistic approach to human interaction. Indeed, the Yoruba sees
existence, what is good and bad as a product of their communal living, hence,
Akiwowo’s theory:

emphasises collective goodness, which can only be attained in
the harmonious coexistence contained in asuwa. This principle
is stressing the point that there can only be goodness in society
when a bunch of characters forms a bunched existence. They
need goodness to regulate the differences in character. (Salami
2018:142).

Beyond the above submission by Salami, Astuwada principle importantly
emphasises that goodness resides in asuwa (bunched existence), outside which there is
no good. This coincides with the view of Lawuyi and Taiwo (1990) that Asiwada
principle revolves around the ability of human beings to create togetherness as one
entity for a common end and purpose. That common end is usually the formation of
rightful behaviours and/or character upon which their existence is built. Hence, it is
important for every Yoruba person to co-exist not only physically but also mindfully
and morally. It is a failure to co-exist this way that Omobowale and Akanle (2017)
advance as a reason for the community endangerment. According to their explanation,
‘“‘a deviant who defaults in sociating values is deemed a bad person (omoburuku),
while the one who sociates is the good person (omoluabi).”” Tt is the proliferation of
such deviants that endangers the society. Therefore, every attempt, such as that of this
present research, must be made to reduce the percentage of deviant individuals in the
society.

This theoretical orientation, upon which the principle of Asuwada is based,
contrasts western social science theories which rather emphasise rationality and
individualism (Omobowale and Akanle 2017). What is (a)moral in the Yoruba society

is therefore not what is rational to the individual but what the asuwa (the togetherness
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of people) rationally accepts to be. Therefore, the rationality of moral in the Yoruba
society is based on collectiveness and togetherness. This postulation of morality is
further buttressed by Odebunmi (2015) in his theoretical explanation of the concept of
omollabi among the Yoruba. He construes an omoluabi as a real Yoruba person whose
behaviour is in line with the Yorub4 identity and social harmony. He submits that
““Omollabi is essentially an upbringing-dependent attribute’” that should be ‘‘taught
right from infancy’” (Odebunmi 2015: 2). This essentially explains the concepts of
abiikg and akgogba among the Yoruba. A child who was not brought up well in the
attributes of an Omoluabi is referred to as abiikg while a child who was well brought
up but deliberately chose to deviate from the training is referred to as akoogba.

This theoretical orientation of Asiwada principle as it relates to the theorisation
of the Omoluabi concept is related to this study. First, the participants (students) in the
present study are members of the Yoruba society who must live in conformity with
certain societal principles that are product of the rationality of the asuwa and not that
of their individual self. Therefore, secondary school students are expected to exhibit
and practice the Yoruba moral and societal values in and out of the school. Secondly,
the participation of students in devising and/or rehearsing the play content of theatre-
in-education packages was philosophically hinged on the principle of Asiwada. The
students were to suwa (come together and co-exist in class groups) to da (create and/or
prepare) a play that served their common good — the teaching, re-orientation, and

practice of the Yorubd moral values among themselves.
2.2  Conceptual review

This section attempts a clarification of the concepts that this study revolves
round. Attention is given to the concepts relating to the link between theatre and
(formal/informal) education as well as some topical issues on Yoruba orature, culture
and values.

2.2.1 The concept of theatre

The term ‘‘theatre’” is etymologically derived from two Greek words
“‘theatron’’ and ‘‘theaomai,’” the former being ‘‘a place of viewing’’ while the latter
being ‘‘to see’’, ‘‘to watch’ or ‘‘to observe’’ (ldogho, 2013; Cohen and Sherman,
2014). Putting these etymological meanings together, theatre could be seen, by a
layman, as a place people come to see/view something. That is, theatre is a building
where something is done and seen — a definition Cohen and Sherman (2014) call the
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‘hardware’ meaning of theatre. However, without the ‘software’ definition — what is
done and seen, the term ‘theatre’” in its current form, and especially in the context of
this present study, cannot be fully conceptualised. Therefore, a more intellectual
conceptual clarification of theatre is offered in the following paragraphs.

Taking a more technical posture in clarifying the concept ‘‘theatre’’, three
questions could be derived from its etymology presented above. The questions, as
itemised below, will be answered intellectually in the ensuing paragraphs:

I. What do people come to see/view/observe?

ii. Who put what they come to see together, or simply, who do people come to
see?

iii. Why do people come to see?

To start with, people (generally known as audience) come to see, view or
observe an art, or simply put, a performance. Hence, many scholars have defined
theatre as “‘a collaborative art or performance’” (Levert and Mumma 1995; Aleshi and
lloh 2013; Idogho 2013; Cohen and Sherman, 2014; Sanders 2018). By defining
theatre as a collaborative art/performance, this implies the collaboration that is
involved in theatre production, presentation and spectation. Apart from the fact that
theatre combines all other arts such as music, dance, sound, painting, including drama
among others (Idogho 2013), being a collaborative art means that many professionals
must come and work together to achieve what is known as theatre. On the
collaborative nature of theatre, Sanders (2018: 1) submits that:

...a piece of theatre has not come from the mind of a single
creator, but from a large group of people working toward a
common goal. The theatre collaboration is similar to the
function of a sports team, or even a military unit, in that many
people are doing a variety of things that all contribute to the
group success.

For theatre to be what it is, professionals such as script writer, director, stage
manager, costumier, set designer, make-up artist, box officers, actors and actresses
must walk together towards achieving the same purpose just as members of a sport
team do. In addition to this, audience must be present to view and appraise the
production and presentation. Hence, Cohen and Sherman (2014:6) aver that, ‘‘theatre
involves those who watch and those who are watched—the audience and what is on
stage’’ arising from ‘‘a combination of place, people, plays, and ideas—and the works

of art that result from this collaboration.”’
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From the foregoing, it could be extrapolated that what people/audience come to
see in a place is an art, a performance, or simply put an acted drama that is put together
by a group of professionals. This directly links up with the second question — Who put
what they come to see together, or simply, who do people come to see? What the
audience come to see is put together by theatre professionals, hence, the audience
come to see professional actors and actresses who are aided by other, though often
invisible experts such as script writer, director, stage manager, costumier, set designer,
make-up artist and so on. It is in this sense that theatre could also be defined not just as
a collaborative performing art but also as a profession. Describing theatre as a
profession, Cohen, and Sherman (2014:6) write:

It is a vocation and sometimes a lifelong devotion. If someone
says “I work in theatre,” they are using the word to conjure an
entire world of meanings. They are telling you that they work
in a theatre, they participate in the activity of theatre, they
collaborate with other theatre artists, and—perhaps most
importantly—that they are inspired by theatre. Theatre is an
occupation and an art. To work in the theatre is not just to
labor, but also to create.

No doubt, theatre requires a whole lot of professionalism, if it is going to be
referred to as a vocation. Therefore, theatre has been and will continue to be an
academic field of study in the higher institution. Theatre as an academic field of study
is a practical liberal education and according to Idogho (2013:237-238), focuses on the
study of:

I Dramatic Literature, Theory and Criticism

ii. History and Sociology of Drama

iii. Theatre-In-Education; Children’s Theatre-Creative Dramatic, Community
Theatre.

iv. The media: TV, Radio and Film/Video, Writing and Broadcasting

V. Music and Sound effects
Vi, Costumes Design and Construction
vii.  Set Design and Construction

viii.  Lighting Design and Construction
iX. Advertising and Public Relations

X. Publicity and Theatre Business Management
Xi. Stage Management
xii.  Dance and Choreography
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xiii.  Acting, Mime and Movement

xiv.  Play directing (for stage, film, and radio)

XV. Playwriting, Play criticism and Author’s study
xvi.  Make-up Design and Execution

xvii.  Props Design and Construction

Most of these skills are what is put together to produce and present a good
theatre to the audience. Most of these skills, if not all, are vocational and are very
useful in making graduate self-employed (Elder, Hovey, Jones, and Swann 2008;
Idogho, 2013). In this sense, theatre could be seen as the vocation of individuals who
have passed through a period of schooling in the art of the theatre or related discipline
at the higher institution level. However, as theatre is a vocation for schooled
individuals, it is also an avocation for amateurs (Cohen and Sherman (2014). In this
wise, theatre as a profession cannot be seen as what is solely born out of schooling or
academics, because many people who have not been so formally schooled have it as
their avocation and, in many cases, pursue it until it becomes their vocation. In fact,
Hubert Ogunde, who is generally agreed to be the progenitor of modern theatre
practices in Nigeria (Adeleke 1995; Adedeji 1998; Clark, 2008; Alamu 2010; Ogundeji
2014; Akinsola 2020a; Akinsola 2020b), was not formally schooled in the art of the
theatre. Yet, as it will be pointed out in the next session (2.2.2), he eventually made a
vocation out of it. Similarly, many theatre professionals in Nigeria of today informally
learnt the arts of the theatre from a troupe. Therefore, defining theatre as a profession
does not just relate to being an academic field, although the study of theatre in the
school has gone a long way in the development of theatre as a vocation.

The next question to answer in this conceptual clarification of theatre is ‘“why
do people come to see?’’ As an art, theatre has the surface goal of entertaining the
audience. Therefore, at the surface, it could be said that people come to the theatre to
be entertained and based on this view, theatre could be defined as a form of
entertainment. However, though people may have come to be entertained, what
happens to the theatre audience goes beyond entertainment, because according to
Umukoro (2002), entertainment is just one of the three traditional functions of theatre
— entertainment, information, and education.

Obviously, entertainment is the first thing most people have on their minds
when going to the theatre, and indeed, it is entertainment that is put forward. However,
entertainment is not an end but a means to an end. In most cases, the entertainment is
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to make the audience feel relaxed and receptive to the information the theatre conveys.
This cumulates into educating the audience. Hence, the audience come to the theatre to
be entertained, and they are informed and educated in the process. It is based on this
notion that theatre could be referred to as an educational medium. Theatre as an
educational medium has developed to be one of the sub-fields of theatre arts which is
called theatre-in-education — section 2.2.4 of this review is dedicated to this in detail,
because theatre-in-education is more central to the thesis of this research.

Arising from the foregoing discourse of the three questions posed, theatre is
conceived as a creative art form that is dependent on the collaboration of the
playwright, performers, technical crew, and the audience who are entertained,
informed, and educated through the production. In essence, conceptualising theatre in
this way shows the primacy of creativity, collaboration, and audience participation to
the arts of the theatre. Hence, a theatre venture is unsuccessful until it has an audience
and a box-officer (Adedeji, 1998), both of which are the backbones of any professional
theatre.

The conceptualisation of theatre will be more lucid when compared with
relatively close concepts such as performance and drama. These concepts are briefly
examined in the next sub-sections:

Performance and theatre

Theatre itself, as conceptualised from the foregoing, is a performing art. In
other word, theatre is a collaborative art form that is performed. Hence, defining the
exact boundaries between theatre and performance, as Barnes, (2017) submits, can be
complex. This is because of the necessity of performance in theatre. For instance,
when a theatre is being staged, it is said that a play is being performed and everyone
there is doing something to actualise the goal of the theatre. The playwright/script
writer, actors, actresses, director, stage manager, set designer, light man, box officer
and even the audience have roles they play to see to the overall success of the theatre.
Hence, theatre is seen as a performance form especially when performance is seen as
the act and/or art of doing something, just as it stems from the verb “to perform,”
which means to execute an action. It is from this perspective that Max Herrmann
defines performance as a game in which everyone participates. Fischer-Lichte
(2014:18) further elucidates this definition by submitting that a performance is:

...any event in which all the participants find themselves in the

same place at the same time, partaking in a circumscribed set
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of activities. The participants can be actors or spectators, and
the roles of these actors and spectators may switch, so that the
same person could fulfill the part of an actor for a given period
of time, and then turn into an observer. The performance is
created out of the interactions of participants.

Conceiving the concept of performance this way strikes a difference between
performance and theatre. While theatre is the performance of a prepared play for
audience in a proscenium theatrical space, a performance may refer to a wide range of
activities such as human daily routines, rituals, festivals, sporting activities, political
campaign, demonstration and/or convention, various ceremonies, religious services,
and so on. However, as it has been earlier said, a theatre performance can also be
included in the circle of such activities.

Generally, Fischer-Lichte (2014) explains mediality, materiality, semioticity,
and aestheticity as the four central features of performances. The mediality of
performance relates to the bodily/physically presence of actors and spectators and the
specific conditions of transmission that are created by such presence. The materiality
of performance is explained as its transience. In addition, performance is defined by its
transience, which connotes that a performance does not create a product but itself. The
semioticity of performance is the ways in which meaning is created in performances
through signs such as a movement, a sound, or any other thing which is only present
for a certain amount of time and cannot be re-read or observed multiple times, like a
text or picture. The aestheticity of performance however draws on the combination of
bodily co-presence, transience, materiality, and semioticity to enable participants
experience the aesthetics of the performance.

Performances in Fischer-Lichte’s voice are therefore “events” which are most
times regular activities of man and/or occasional events where human beings come
together to interact for a purpose. However, such wide range of activities are also
actions and events in a theatre, for the thematic preoccupation of a theatre piece is
usually an imitation and representation of life. The only difference would be that some
of these events are more real in performances than they are in theatre. In other words,
events are really carried out when performances are spoken of but are just imitated or
presented through illusion when theatre is talked about. For instance, the regular
copulation between couples (a performance — real life event/activity) can only be
performed on a theatre stage or in films through imaginations or various illusionary

techniques. Similarly, the performances (real life activities) of Ifa divination, Oro cult,
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Sangb magical displays etc. in the Yoruba indigenous religious world are most times
performed/presented through illusionary acts in theatre or films. Hence, it may be right
to say that all theatre is performed but it is not all performances that are theatre,
because a performance is more real than theatre. Little wonders Marina Abramovi¢, in
2010, responded to the question of the difference between performance art and theatre
as follows:

To be a performance artist, you have to hate theatre. Theatre is
fake... The knife is not real, the blood is not real, and the
emotions are not real. Performance is just the opposite: the
knife is real, the blood is real, and the emotions are real.
(Barnes 2017, https://www.varsity.co.uk/theatre/13706,
Accessed on December 15, 2021)

Drama and theatre

Drama, as a concept, has its etymology from the Greek word ‘‘dran’’, which
means ‘‘to do or perform’. Thus, drama literally means ‘‘action’’ (Oliva, 2011).
Drama has many forms and must be construed as a generic term taking on many forms,
one of which is theatre. As such, drama could be seen as a raw material for the theatre.
Drama is usually used while referring to a play text or a script to be read or performed
on the stage to an audience, hence, the difference between drama and theatre presents
itself. Drama is a play text that becomes theatre only when it is performed on stage
with actors performing the roles of the characters in the text, and other professionals
(light man, set designer, costume manager, make-up artiste, box officer) coming
together to make it a success. Drama could therefore be made with the efforts of a
single individual — the playwright/scriptwriter while theatre is never totally made
without the collaboration of many professionals. This primarily shows that drama is
given life by performers on the stage and other subsidiaries working at the backstage.
Since audience and stage are necessary to have a theatre, theatre presents itself as a
physical or life phenomenon while drama can be abstract and subjective (Oliva 2011;
Idogho 2013; Wight 2020).
2.2.2 A brief history of (Yorubd) theatre in Nigeria

The African theatre in general and the Yoruba theatre is deeply rooted in
various traditional festivals, ceremonies, and rituals (Abaduah 2005; Ogundeji 2014;
Akinsola 2020b). Traditional African theatre comprises all the theatrical practices,
ranging from mimetic religious ritual displays, music, dance, mime, other mimetic

celebrative festivals/rites and especially masquerading (Banham 2004; Abaduah 2005).
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Before Africa had contact with the Europeans, there was a form of theatrical
expression which only could be understood by first banishing ‘all notions of theatre as
it is thought of in the Euro-American context—something dependent on text, on halls,
on technology and on box-office returns’’ (Diakhate and Eyoh 2017). This is because
informal rituals, dances, masquerades, storytelling, and folk celebrations, with all their
theatrical elements, have been with Africa since antiquity (Mbachaga, 2014).
Therefore, theatrical art in Africa and among the Yoruba people is as ancient as the
existence of the people themselves. It is in such context of traditional rituals and
masquerading that a brief history of (Yorubd) theatre in Nigeria is offered in the
ensuing paragraphs.

The Yoruba people had been known for various rituals and festivals, in which
the various theatrical elements/features were manifested at the background. This has
been seen as the source of the modern Yoruba theatrical performance (Adeleke 1995;
Omolola 2013; Ogundeji 2014; Akinsola, 2020b). Though, some scholars have argued
that various traditional festivals of the Yoruba should not be seen as theatrical/dramatic
performance (Ogundgji 2014), however, the various Yoruba traditional festivals have
some forms of “’dramaticality’” embedded in them (Ogandéji 2014). If the several
images used in the worship of gods and goddesses were first and foremost carvings
(works of arts) and their use for religious worship would not remove their aesthetics,
so also are the various traditional worship in which songs, dance, chants, and other
dramatic displays are featuring elements (Ogundgji 2014). Therefore, their religious,
cultic, ritual, and other utilities do not remove their aesthetic qualities. This same way,
the liturgical purpose of Sango pipé, Oya pipé, Est pipé and others and the divinatory
purpose of ese Ifa as well as the magical purpose of ofg, do not prevent them from
being seen as poetry (Oglndgji 2014).

The thought of seeing Yoruba traditional festivals as having theatrical elements
is sacrosanct to the understanding of the etymology of (Yorubd) theatre in Nigeria.
Though, the traditional festivals were not totally theatrical/dramatic, the various
features embedded in them contributed a whole lot to the development of Yoruba
theatre. Adeéléke (1995) explains that masquerading (a traditional religious rite)
metamorphosed into Eégun Alare (masque-dramaturges). Eégun Alare was originally
meant for the entertainment of the King's court, but, with time, it extended beyond the
king’s palace, resulting in the springing up of many troupes who travelled from village

to village and town to town to perform for kings and later, the British District officers
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(Akinsola, 2020b; Ogundeji, 2014; Adeleke 1995). These itinerant theatrical activities
of the Eégun Alére coupled with the activities of the colonial power set the pace for
certain Nigerian artistes to refine their theatre practices.

Hubert Ogunde is identified as the foremost Nigerian artiste, whose colonial
experiences and prior exposure to the Yoruba traditional theatre (Eégun Alare)
cumulated into and informed his stage acting practices during the colonial era
(Adeleke 1995; Alamu 2010; Omolola, 2013; Ogundeji, 2014; Akinsola 2020b). In
other words, Ogunde fully exploited the new situation of civilisation to reshape the
structure of Yoruba theatre, because he had experienced both the African theatrical
tradition and the western theatrical civilisation (Adéléke, 1995). Buttressing Hubert
Ogunde’s root in the Yoruba culture and traditional theatrical performance, Ogundéji
(2014) reported that Ogunde, himself, declared to had been initiated, at a very tender
age, into not less than sixteen different indigenous cults; through which he took part as
a drummer and dancer in many performances of the Daramgjo and Ekun-oko Eégln
Alaré Theatre Troupes.

However, Ogtindéji (2014) also pointed to some efforts prior to the Ogunde’s
1944 debut. Ever before Ogunde started, settler communities of liberated slaves from
Sierra-Leone, Brazil and Cuba introduced into Lagos, a thriving, though foreign
dramatic trend, in which the indigenised forms called ‘‘Native air opera’’, ‘‘Sacred
catanta and ‘‘Service of songs’® developed from (Ogundéji, 2014). These
performances such as Princess Abgjé of Kotangira, The Jealous Queen QOya of Oyg
performed in 1903 and 1905 respectively by the Egbé If¢ (Church Society) and the
various English performances of the Lagos Glee Singers before 1910, were primarily
musical entertainment and secondarily dramatic, with churches and schools as its
respective patrons and patronages (Ogundgji, 2014). An example of original plays in
Yoruba language was I.B. Akinyelé’s Awon Twarefa Mefa performed in 1912, under
the directorship of D.O. Qbasa, and continued with the efforts of the other pre-
Ogunde’s artistes like A.B. David, G.I. Onimole, A.A. Layeni, H.A. Ollfoye, P.A.
Dawadu and T.E.K. Philips (Adédeji, 1973 and Ogundgji, 2014).

With all these pre-Ogunde’s frantic and fantastic efforts, the question to ask is
why scholars did ascribe the development of the modern Yoruba theatre in Nigeria to
the Ogunde’s debut of 1944? What did Ogunde do differently that accorded him such
recognition and honour, especially with the fact that his much-overrated debut of 1944,

as identified by Ogundgji (2014), was also a stage performance of an English play
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titled (The Garden of Eden), on a church building fund-raising ceremony, under the
umbrella of the Church of the Lord, Eblté Meta, Lagos, on June 12, 1944.

One of the things Ogunde did differently was the ingenious blending of the
traditional and the new dramatic styles, in contrast to other contenders of his time, who
only adopted the foreign mode. Not only that, but he also established, in 1945, his
African Music Research Party, first of its kinds, and voluntarily resigned from the
police profession, so that he could go professional, which he did in 1946 (Ogundéji,
2014). For these reasons and many more, he extended the patronage/audience of
Yoruba theatre beyond the church, adopted and adapted the itinerary nature of his
Eégln Alare experience together with the use of the tripartite format of presentation
(Opening glee-Play-Closing glee) among other efforts. Hubert Ogunde has been
recognised as ‘‘the making of Nigeria theatre’” (Clark 2008) and indeed one of the
three leaders of modern theatre among the Yoruba — the other two leaders being Kola
Ogunmola and Duro Ladiipo (Adedeji, 1998). In today’s connotation, whatever
medium Yoruba theatre is presented (whether stage, radio, television, photoplay and
the most popular medium — film), it still has its roots in the Alarinjé — otherwise

known as the traditional Yoruba travelling theatre.
2.2.3 Theatre as (informal) education

Theatrical practices had been part of the community socialisation and informal
education processes from antiquity through oral tradition, folklores, songs, dances, and
masquerade displays (Mbachaga, 2014). For instance, initiation ceremonies in most
African societies are an informal way through which new and young members of such
societies are socialised in the ways of life of the people. And since theatre origin in
Nigeria has been attributed to traditional festivals and ceremonies, such initiation
ceremonies cannot but possess some undoubted theatrical elements.

Theatre, whether in its traditional form or as it is in this modern era, is thus an
informal way of socialising and educating audience and by extension satirising societal
ills. Giving a voice to this, Umukoro (2002: 115) submits that ‘‘theatre deals freely
with all sections of the human community, often to the discomfort of chagrin of a

squeamish or prudish segment of the society’’.

Traditionally, in Africa, inculcation of morals, values, norms, and mores is achieved
informally through the instrumentality of festivals, ceremonies, storytelling, folklores,

chants, songs, dance, and acrobatic displays among others which are important
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indicators of theatrical performances. Performers utilised the occasions and
opportunities of such festivals and ceremonies to applaud the just and condemn the
unjust in the society. Therefore, theatre offers, to its audience, informal education
about what is just and unjust in the society where they live.

As a form of informal education, theatre in Nigeria is currently being used for
socio-cultural preservation, religious propaganda, and educational propagation
(Umukoro, 2002). This present study is in the realm of both socio-cultural preservation
and educational propagation since theatre is being studied as a tool for preserving
Yoruba orature and moral values among some students currently undergoing
secondary education in Nigeria. Such educational function of theatre is however based
on theatre as used in the context of formal education. This is handled elaborately in the

next section of this review.
2.2.4 Theatre in (formal) education

When theatrical entertainment is adopted in attracting the attention of school
children and evoking enthusiasm in their minds to listen attentively and effectively
identify the educational messages therein (Joronen, Rankin, and Astedt-Kurki 2008;
Waters, Monks, Ayres, Thompson 2012; Praveen and Devi 2015), it is generally
believed that theatre in formal education is at work. Theatre-in-education (TiE,
henceforth), as a new form of applied theatre, began in Britain in the 1960s.
Specifically the various school projects conducted by the Belgrade Theatre, Coventry
in Britain in 1965 marked the beginning of the use of theatre as an educational method
in Britain and culminated into the establishment of a full-time TiE unit sponsoned by
the Belgrade Theatre and the local authority (Jackson 2002). These efforts were
developed into a structure that was propagated to Theatres across the country, the
personnel of these companies combines the works of both artistes and teachers, hence,
they are referred to as “actor teacher”.

The development of the new structure was not obviously a segregated occasion.
TiE originates from various unmistakable however related advancements in theatre and
instruction obvious all through the 20th century: the developments to restore theatre's
underlying foundations locally and in this manner expand its social premise - appeared
since the War, in the restoration of territorial theatre and the fast development of local
area, 'option’ and youngsters' theatre; the theatre's quest for a valuable and powerful

job inside society and an investigation particularly of its potential both as an

32



instructive medium and as a power for social change - seen most quite in crafted by
Bertolt Brecht and Augusto Boal and in the wide range of action going from pupils’
theatre to political theatre; and, in training, the acknowledgment during the 1960s and
1970s of the significance of artistic expression (and show especially) in the school
educational programme, along with the expanding significance given to the useful job
that human expressions need to play in assisting pupils with comprehension, and work
in, the world wherein they live (O'Toole, 2009; Jackson, 2011).

Inside the setting of those bigger turns of events, nonetheless, the significance
of TIE is a particular one. The main advancement in this work has without a doubt
been the idea of the TIiE 'programme’, and it is this component that separates TiE most
clearly from different sorts of youngsters' theatre. The TiE programme is not an
exhibition in schools of an independent play, a 'one-off' occasion that is here today and
gone tomorrow, yet a co-ordinated and painstakingly organised example of exercises,
typically formulated and investigated by the organisation, around a subject of
pertinence both to the school educational plan and to the youngsters' own lives,
introduced in school by the organisation and including the pupils straightforwardly in
an encounter of the circumstances and issues that the theme hurls (Bolton, 1993;
Levert and Mumma, 1995; Wooster, 2007).

In other words, while carrying out a TiE programme, a professional theatre
troupe prepares materials relevant to the curriculum objectives and/or socio-cultural
needs of school children and visits the school (usually more than once) for
presentations (Bolton, 1993; Levert and Mumma, 1995; Wooster, 2007; O’Toole,
2009; Jackson, 2011; Idogho, 2013; Praveen and Devi, 2015; Uju, 2019). As such, a
theatre-in-education programme would engage its audience and offer them a wide
range of aesthetic, pedagogical and psychological values. In other words, it entertains
and teaches its audience as well as aids behavioural modification by emotionally
inculcating certain social and moral values into its audience. It, thus, goes ‘‘beyond the
mere delivery and illustration of a message’’, as it helps to engage audience
emotionally and then, intellectually (Jackson, 2011:235).

According to Redington (1979), TiE programmes can help in developing the
curriculum, since its business is offering real service to schools. TiE provides the
stimulus, subject-matter, climax or follow up to a project or centre of interest. Elder,
Hovey, Jones, and Swann (2008) also submit that TiE is a tool for the study of and

curriculum development for subjects such as history, culture, diversity, and the human
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experience. No doubt, TiE provides valuable opportunities for students to develop
personally, socially, and physically, because it inspires, challenges perceptions,
changes attitudes, improves self-esteem, motivation, and achievement, delivers key
messages that are easily understood and remembered, and maximises learning
(Robson, 2018).

TiE performs all its roles by ensuring active engagement and participation of its
audience. As such, it is a novel approach to engaging young people in education on
any societal issues (Safer, and Harding 1993; Irving 2000). To actively engage
students, TiE, as indicated by Jackson (2002), by and large uses components, in an
assortment of stages, of conventional theatre (entertainers in job and the utilisation of
prearranged discourse, outfit and regularly grand and audio cues); instructive
dramatisation (dynamic interest of the pupils, in or out of job, show exercises in which
pictures and thoughts are investigated at their own level); and reenactment
(exceptionally organised pretend and dynamic activities inside mimicked 'genuine’
circumstances). There is, be that as it may, no set recipe. The shape, style and length of
the program will differ colossally relying regarding the matter handled and the age
range cooked for.

Participation in theatre-in-education could be peripheral, extrinsic, or integral
(O’Toole, 1976). Jackson (2011) adds forum theatre as a distinct form of participatory
theatre technique used in theatre-in-education programmes. According to Jackson,
peripheral audience participation is mostly used with younger children who are only
prompted to a specific atmosphere in a theatrical presentation. Such participation may
only serve as sound effects or loud choruses which have no influence on the progress
or outcome of the presentation. Jackson asserts that extrinsic participatory form, on the
other hand, is mostly used with teenagers and youth adults who do not really take a
role in the theatrical presentation but respond and contribute as themselves. Same as
the peripheral form, the audience do not influence the progress or outcome of the
presentation, as they participate outside the framework of the presentation. Their
participation may either be in form of a pre-theatre workshop with the use of
techniques such as image theatre and simulation or in form of a post-theatre workshop
with the use of technique such as hot seating.

The forum theatre form of participation is also like this extrinsic form apart
from the fact that the audience participation in forum theatre is not pre- or post-

presentation but an external participation of the audience as ‘spect-actors’ when
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invited to influence the outcome of the play. The audience influence the outcome of
the presentation by stepping into the shoes of the protagonist and trying out various
ways of acting in a bid to change the situation the protagonist is found (Jackson, 2011).
Jackson explains integral form of audience participation as one sustained throughout
the presentation, which is mostly suitable for pupils aged 10-11 years. In such form,
the play may not be developed outside the audience as they are expected to be in role
from the start to the finish, having dialogue, lines, and queues to take.

In this study, two techniques (forum theatre and hot-seating) would be
employed in evaluating the theatre-in-education packages to be developed and
implemented in secondary schools in the Ibadan metropolis. They are suitable for this
study because they are most appropriate for the age group of the proposed participants
of this study — senior secondary school students, as most of them are teenagers and/or
young adults (Jackson 2011). The two techniques are briefly discussed below:

i. Forum theatre technique: Augusto Boal developed this technique in his
Theatre of the Oppressed. The technique motivates spectators to enter the
play being performed by challenging the on-going occurrence. It is at this
point that the spectator will become the actor: ‘spect-actor’ (Sloman 2011).
As such, it is a kind of applied popular theatre that uses the experiences and
understanding of the participants in creating events related to them
(Conrad, 2004). In forum theatre, a developed play is presented to the
audience to its climax when the audience would be invited to one-by-one
step into the protagonist’s shoes by trying out alternative ways of acting in
resolving the situation the protagonist is found.

i. Hot-seating theatre technique: In hot-seating, on the other hand, the
developed play is presented from the beginning to the end and the key
actors are placed on hot-seats for an interview session with the audience.
The audience, through the various interactions with the actors during the
hot-seating session, emotionally feel the play and the rationale behind every

action and decision of the actors. (Waters, Monks, Ayres, Thompson 2012).
2.2.5 Theatre and drama in education: the differences

To conceptualise the difference between theatre-in-education and drama-in-
education, it is important to understand the concept of theatre and drama, and the

difference between them. This is because it is the two concepts (theatre and drama)
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that provide the line of demarcation between theatre and drama in education. As it has
been extrapolated in 2.2.1, theatre involves the collaboration of audience, playwright,
and performers. Therefore Wight (2020) sees theatre as essentially the actual play
production itself, instead of just the script, which drama is, or put simply — a play’s
printed text. From this, the difference between theatre and drama in education presents
itself and is more elucidated in the next paragraphs.

Drama-in-education is both a method and a school subject. As a method,
various drama techniques are used in illustrating concepts in various subject areas to
pupils and school children. As a subject, drama involves the study and literary
appreciation of drama texts. Theatre-in-education, on the other hand, involves a group
of theatre/teacher expert who plans pertinent material/project to be presented in
schools frequently - more than one visit. These projects are typically contrived and
investigated by the group/educators and are for little gatherings of a couple of classes
of a particular age. The point of the projects is basically instructive — giving an
instructive guide, asset, and improvement for the two, that is, educators and students.

According to the argument put forth by Allern (2008), drama-in-ducation is a
specialisation that privileges make-believe plays as a significant learning medium in
the classroom instructional setting. Students can participate in role-play situations,
acting out imaginary scenarios, or demonstrate fictitious images for the purpose of
gaining insight and intellectual growth. However, theatre-in-education is performance
presentation whose aim is creating societal mass awareness and conscientising students
(and members of the community) on a variety of societal issues that affect them. In this
wise, theatre-in-education is broader than drama-in-education since drama is subsumed

under the arts of the theatre.
2.2.6 Yorubé orature: a review of its concept and forms

Oral performance has been with the Yoruba since time immemorial. Before and
after western civilisation of writing was introduced to them, forms of orature such as
songs, riddles, proverbs, stories, myths, folktales, chants, dance and so on feature in
their daily activities. It is thus not acceptable to define what Yoruba literature is
without the recognition of the oratory nature of literature in the Yoruba society. Hence,
various Yoruba literati have explained Yoruba literature to be either oral or written
creative words that give entertainment and information about the Yoruba people
(Babalol4, 1969 and 1991; Oriméogunjé, 1969; Owdlabi, 1985; Qpéfeyitimi, 1997;
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Ogundgji, 1991a and 1991b; Opadotun, 2002; Ilésanmi, 2004; Oyeérindé and Alimi,
2011; Adéjumo, 2009; Sesan, 2013 and so on).

Opéfeyitimi (1997), for instance, specifically affirms that Yorubé literature
comprises oral and/or written discourse, culture, and tradition about the Yoruba
people. This pattern of thought is in tandem with the view of other scholars’, some of
whom are cited above and will be subsequently presented. A kind of literature exists
among the Yoruba — which only and primarily exists in the ‘‘brain’’ of the artists and
performed with the words of mouth. Babalola (1969) has explained Yoruba literature
as the collection of Yoruba connotative words, which result to poems, fictions, stories,
folktales, advice, information, drama, didactic plays on stages that can all exist
““inside’’ the artist and that only becomes written when ‘‘black and white’ is
involved. As such, Yoruba literature could be viewed as the collection of the Yoruba
oral words or creative use of language that is based on the Yoruba experiences,
observations, and lifestyle from generation to generation (Babalola, 1991). Owolabi
(1985) explains that collected wisdoms and deep words like stories, proverbs or poems
that can either be written or spoken is referred to as the literature of the Yoruba people.

Using these as backgrounds, Oyeérindé ati Alimi (2011) posit that Yoruba
literature is the collection of the Yoruba epistemic system which is based on their
lifestyle and is well organised and presented with connotatively and figuratively
garnished words. It can be written or spoken in term of prose or poetry. Ilésanmi’s
(2004) explanation of Yoruba literature is not different from that of the other scholars,
he explains that literature is the procedure by which it can be told to the world, what
bothers one about one’s society that is presented directly or indirectly, without mention
of the concerned persons but with the beautification of certain deep sayings and voice
that is important to the person presenting the work.

Sesan (2013) also explains that oral and verbal arts remain the foundation to the
literature of the Yoruba people, because they have been orally sophisticated before
colonisation brought western form of literacy to them. Therefore, oral and verbal arts
should hold a special place in any discourse about literature that has Yoruba as its
focus. The explanation of what Yorub literature is, according to these scholars, has
revealed that literature in the Yoruba cycle is primarily spoken and the written form
emanated with the advent of westernisation. The foundation and precursor for the

written form of Yoruba literature is its oral form. Therefore, the background of the
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various Yoruba written texts, both earliest and contemporary ones, remain the oral
form of Yoruba literature.

Little wonders Adéjumo (2009) posits that the oral form of the Yoruba arts is
alive even till this modern time and can be at par with its written form. It is at par with
the written form in language use, imaginative creativity, societal relevance and the
three global genres of literature — drama, poetry and prose. However, it differs because
of the spontaneity in its composition and performance. Many time, oral artists compose
their works in the presence of their audience while the performance is going on. The
written form is always composed and made ready before getting to the audience. Also,
the face-to-face encounter an oral artist has with his/her audience makes the
presentation livelier and more living than the written form.

From the foregoing, it is obvious that Yoruba literature could be broadly
categorised into two: the oral literature and the written literature. Each of these two
broad categories can then be sub-divided into three classes — drama, prose and drama.
Therefore, there are Yoruba written drama and oral drama, Yoruba written prose and
oral prose as well as Yoruba written poetry and oral poetry. It is interesting to note that
these three genres (drama, prose and poetry), especially in their oral form, which this
writer is more interested in, are interrelated, interwoven and interdependent. This is
because it may be impossible to present or perform one without overlapping it with
another.

It is hearty to note, at this juncture, that, though, all categories of the Yoruba
oral literature are presented dramatically in one way or the other, the dramatic
strength of the Yoruba oral drama and that of the other genres can conveniently be
demarcated. The fact that imitation is the most important thing in drama and the use
of dialogue in drama transcends other genres sets the demarcation line. The
imitation in oral poetry, most times, does not go beyond the poet’s voice
modulation, while the oral prose is presented via the day-to-day communication’s
pattern. In drama, contrariwise, every concept presented, including the dressing,
dialogue, actions, settings, and events, are imitated.

Ogundgji (1992, 2014) has classified the Yoruba non-written drama into two
broad classes of traditional drama and modern drama/Ogunde dramatic tradition,
using their appearance in history as a criterion. This criterion relates to when each of
the two broad classes started or were first noticed in the Yoruba society. The advent

of colonisation/westernisation was used as the historical yardstick. The traditional
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drama had been with the Yoruba before their contact with the Europeans while the
modern drama/Ogunde dramatic tradition came with the advent of
colonisation/westernisation. These two broad classes have, earlier, been explained in
2.2.2, but for emphasis, the two sub-classes of the traditional drama with historical
development as a criterion are:
1. Masque dramaturges (Eegin Alaré): The entertainment is foregrounded
while the religious cultic is back grounded.
2. Traditional Festivals (Qdun ibil¢): Entertainment and religious cultic are of
equal proportion in this.

Many Yoruba literati have made efforts to define Yoruba poem and most of their
definitions fall on the oral nature of the Yoruba poem. Opadotun (1982, 2002), Asaolu
(1982), and Akinjogbin (1969) are worthy of note in this direction. In his own
explanation, Asaolu (1982) is of the mind that a poem is a collective name given to a
genre of Yoruba literature that is being presented emotionally and captivating than
other genres of Yoruba literature. He further explains that a poet word does enter the
audience’s inner head, as poems are written or spoken with highly connotative and
aesthetic words. Qpadotun (1982), also, defines a Yoruba poem as a collection of
connotative words chanted, most times, in sweet melody with fall and rise tune at the
end of sentences and on some significant words. He observes, further, that figurative
expressions are numerous in a poem. Akinjogbin’s (1969) explanation on a Yoruba
poem is that it is a creative and deep thought on anything that bothers one, whose
diction is melodious than our casual conversation.

All these above definitions about Yoruba poem are useful in this work, for they
all point to an important feature of the Yoruba poem, which is the aesthetic use of
language. Hence, the concepts taught in the school setting as related to Yoruba poems,
both written and oral, revolve round the identification of Yoruba poem (as peculiar to
oral) and the aesthetic use of language (in both oral and written form). This will be
examined in a deeper and clearer way later in this review. However, Qpadotun (2002)
has offered a criticism of the Asaolt’s (1982) definition of Yoruba poem, though he
believes that Qpadotun’s (1982) and Akinjogbin’s (1969) definitions suffice, for they
point to the connotive, aesthetic and artistic nature of the poetic langauge. He argues
that it is not all Yoruba poems that are presented in melodious tune, as Asaoll
believes, ofo, aydjo and alg apamo, for instance, are being presented in the casual day-

to-day conversational tune. What is important to note is that a Yoruba oral poem is not,
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primarily, written, as it resides in the performers’ mind and is passed on orally from
one generation to another.

Many scholars have attempted the classification of Yorubéa oral poetry, using
various criteria like the performers of the poem, the message of the poem and the
musical criterion. Ogandgji (1991a) believes that the latter criterion is more suitable
for the classification of Yoruba oral poetry, for the Yoruba oral poems are best
distinguished by their rhythm and melody. Beier and Gbadamosi (1959), Vasina
(1965), Babalola (1969), Olatdnji (1984), Opadotun (2002), among others, have
classified Yorubad oral poetry using one criterion or the other. Olatanji (1984)
reviews Beier ati Gbadamosi’s (1959) and Babalogla’s (1969) classifications,
pointing to their inadequacy for they utilised a criterion that does not suffice.
Olatanji (1984), observing the musical nature of the Yoruba oral poems, utilises
rhythm and melody as a criterion for his own classification.

Opadotun (2002), also, has made a frantic effort to classify Yoruba oral
poetry, after dropping a bombshell on the classifications done by Olatanji (1984)
and other scholars. Olatinji (1984) and Qpadotun’s (2002) classifications are only
pointed to so as to form a disciple of one for a concrete reason. Olatanji (1984),
using rhythm and melody as criterion classifies Yoruba oral poetry into three:

1. Recitation (Arangbg): Oral poetry that are recited without any form of
musical undertone. The day-to-day conversational tone is used to carry out
this class of Yoruba oral poetry. They could be either full (Arangb¢ kikan)
or partial (Arangbd kékeré). The full are so for their ‘‘longness’’, for
example Oriki, Ese-ifa, Ofo and other magical poems, while the partial are so
for their ‘‘shortness’’, for examples owe and alg apamo as well as the long
but unpopular Arog.

2. Chant (Isaré): This class of Yoruba oral poetry is presented via the rhythm
or melody in between the day-to-day communication’s and that of song. The
rhythm is more melodious than that of the day-to-day communication but not
as melodious as song. This is of two types, namely, liturgical (Ajemésin) for
examples, ijala, esa pipé, iyere-ifa, orisa pipe; and ceremonial (Ajemayeye),
for examples rara and ekdn iyawo in Qyo, égé and igbala in Egba, gsaré,

asiko and adan in If¢, olele in ljésa, asamo in Ekiti among others.
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3. Song (Orin): Its rhythm and melody are the most accurate of the three
classes. For this reason, it could be accompanied with drum, dance, and claps
without it being disorganised. The sub-categories of Yoruba songs include:

e Children Songs (orin omodé), which could be lullaby (orin
iremolékun), game songs (orin erémodé) or folktale songs (orin
alo).

e Festive songs (orin odun ibil¢)- songs in the various Yoruba
traditional festivals like Osun Osogbo, Oké 1badan, Ogiyan
Ejigho, Edi Ifé and so on.

e High life (orin aluj6)- these are entertaining songs in various
ceremonial functions, examples include sakard, ogbele, apepe,
dadakuada, aldodi and so on.

e Proverbial songs (orin owe)- these are songs used to ridicule a
person or group of persons. Examples include co-wife rivalry
songs (orin ol6érogun), protest songs (orin ifehénuhan), political
songs (orin oloselu) and so on.

Opadotun (2002), in his own effort to classify the Yoruba oral poetry,
emphasises the fact that Olatunji’s (1984) classification is obsolete for quite several
reasons. First, the arp he classifies as a recitation poem has been seen as prose in
Olukoju’s works of 1988 and 1989 and that Alamu of Ibéro in 2001 revealed that
efe, which Olatunji sees as solely for ceremonial function, is being used for both
religious and ceremonial purposes in his community; the ijala and e¢sa egungun,
which Qlatunji classifies as liturgical poems, have been observed to be constant, as a
means to entertain, in various ceremonies like wedding, house-warming, naming,
funeral and so on (Qpadotun, 2002). Hence, Qpadotun classifies Yoruba oral poetry
into the following eight (8) classes:

1. Purely liturgical poems (Ewi ijosin ponbélé): these are Yoruba oral poems
that cannot be used for other purposes than the religious purpose. Examples
include: ifa kiki, iyere ifa, orisa pipe and songs at various deities’ festivals.

2. Liturgical/Ceremonial poems (Ewi ijosin ati ayeye): these are oral poems
that were originally meant for religious purpose but have now been extended
beyond the shrine to other societal ceremonies. Examples include: ijala, esa,

eyo, obitun and efe.
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3. Specific ceremonial poems (Ewi ayeye patd): these are the poems that are
solely used for a particular function. Such poems could not be used for any
other ceremony aside the one it is traditionally meant for. Examples include:
ekun-iyawo, igbala, oku pipé and irémojé.

4. Entertaining/Warning poems (Ewi idaraya ati ikilo iwa): these poems are
used for dual purposes of entertaining the audience and warning them to
desist from vicious acts. Examples are: orin etiyeri, orin apepe, orin irégin
and orin alaodi in Qys.

5. Purely entertaining poems (Ewi idarayd ponbélé): these are Yoruba oral
poems that are purely used for entertainment. Examples include: alg apamo,
orin bolojo and orin erémode.

6. Good-for-all ceremonial poems (Ewi gbogbo ayeye): these include poems
that fit into any form of ceremonial function. Example of such poems
include: rara, olele, égé, osaré and alamo.

7. Magical poems (Ewi idan): these are oral words used in backing the
charming power. Examples include: ofo, ayajo, aasan and ogede.

8. Other poem’s Ingredient (Ewi ¢éroja fan ewi miran): these category of
Yoruba oral poetry include poems that cannot stand on their own but are
used as ingredients to garnish the presentation of other poems. Examples
given are: oriki and owe.

Though, Opéadotun’s explanation on the above classification is enough to
romance a lay mind, a critical mind should be able to notice that the overlapping, on
which Opadotun faults Olatunji’s work, is greater in his own work. This is
inevitable, for he, Qpadotun, utilises functionality as a criterion to work out his
classification. Most Yoruba oral poems, it should be noted, cannot be pinned down
to a particular function/use, for oral poets, subconsciously and intuitively, make use
of whatever comes their mind when a need for poem arises. For instance, his
magical poems could also be used as ingredients for other poems like ijala, esa,
ekun-iyawd, irémojé, iyere ifa, orin etiyeri, orin apépe and so on, which are all
classified in other classes by him, for prayer is an integral part of Yoruba orature
and those magical poems are means of saying prayers.

Also, his claim that alg apamg, orin bolojo and orin erémodé being purely used
for entertainment has no basis in the nature and purpose of those poems and,

therefore, cannot be established scholarly. The presentation of those poems
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foreground entertainment but at the background lays an undeniable didactic purpose.
While alg apamo is said to widen the intellectual horizon of the child and expose
him/her to necessary things in his environment, orin bolojo and orin erémodé, of
any sort, do portray one or two moral lessons underneath. In addition, what is
certain is that all Yorubéa oral poems could entertain, teach morals and warn against
vicious acts. As such, having a class of Yoruba oral poem that entertains or warns
against viciousness cannot be said to be intellectually accurate.

From the foregoing, it is obvious that the functional criterion, which
Opadotun (2002) uses, has accounted for a great overlapping that is apparent in his
work. Because of the musical nature of most Yorubéa oral poems, as Olatunji (1984)
has observed, this writer wants to agree with his classification, for the rhythm and
melody of some oral poems, which are grouped together, are completely different
from that of the other group of poems. As such, the overlapping would be
minimised, if not eliminated. We, also, observe that the Olatunji’s classification has
informed what is present in the secondary school curriculum as related to the
Yoruba oral literature, hence, its intellectual adequacy. For instance, a chanter
chanting oral poetry is at the same time dramatizing to the audience and may even
narrate a story or past events in the process.

Yoruba oral prose deals with storytelling via the words of mouth. Yoruba
literati like Ogundgji (1991a) and Ogunpolu (1986) have laboured intellectually to
classify the Yoruba oral prose into classes. Ogundgji (1991a) classifies it into three,
namely: Folktales (Al onitan), Myth (Itan iwas¢) and Legend (Itan Akonikayééfi).
Criticising Ogundéji’s work for overlapping reason, Oglnpoll (1986) classifies
Yoruba oral prose into four classes, namely:

1. Didactic (Feyikogbon), which is further classified as Folktale (Alalgo),

Riddle (Alaro) and Puzzle (Aramoloju)

2. Investigatory (Yemiwo), which is of soothsaying (Alasotéle) and breaking
news (Asosele)

3. Myth (Orirun), of a town (orirun ilG), worship (ibo), lineage (idilé) and
position (oye)

4. Empowering (Amusagbara), for protection (Asaabo), Akoya, Awdre and

healing (Aséwosan)
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However, Ogunpoli’s classification creates more problem of overlapping, as all
Yoruba oral stories are didactic in one way or the other and many of the examples in
one class can occur in other classes.

It is, however, not the focus of this study to argue and/or offer a classification
and sub-classification of Yoruba oral literature. This is because of the laboriousness
involved in such task. In all the classifications presented, either the mode of rendition
or the utilities of Yoruba oral literature was used as classifying criterion. However, the
two criteria resulted in some sort interwovenness in which a particular oral genre
already in one class can also occur in another class. Therefore, it is safer to only
identify and conceptually clarify the Yoruba oral literature concepts recognised in the
Yoruba curriculum for secondary school, which is the focus of this study. By
implication, the review done is to set a solid background for the discussion of various
forms of Yoruba oral literature that are included in the secondary school curriculum,
for such are the concepts that this study operationally refers to as Yoruba orature
concepts. As such, the following Yoruba orature concepts and contents are found in
the Yoruba curriculum for the six years of secondary schools:

1. Conceptualising the Yoruba oral literature (Sise agbéyewo litiréso alohun
Yorubd): the students are to be exposed to the meaning of the Yoruba oral
literature and what differentiate it from the written form. Various features of
the Yoruba oral literature like the participants (akopa), time of performance
(akoko isere), stage/location (ibi iseré), uses (iwalo), musical instrument (ohun-
elo orin), events (is¢le), gesture/action (ifarafojusoro), chant (isaré), songs
(orin) as well as dance (ij6), will be explained with concrete examples.

2. The classes of Yoruba oral literature (Isori-isori litiréso alohun Yoruba): the
students will be taken through the three global genres of poetry, drama and
prose; their peculiarity and sub-categorisation. The sub-classes recognised by
the curriculum are: Poetry- recitation (arangbo/isorokéwi), chant (isaré) and
songs (orin); Prose- folktales (alo onitan), myth (itan iwase) and legend (itan
akonikayéfi), drama- masque dramaturges (eégun alaré) and Traditional
festivals (odun ibil¢). The teacher is expected to exemplify these genres
adequately and lead the students to appreciate their relevance in the
contemporary society. However, a class of Yoruba oral literature, different
from what has been reviewed in this work is included in the curriculum. This is

the transcribed Yoruba oral literature (litiréso alohun adako). They are the oral
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literature that has been written down for easy preservation, transmission and
dissemination. Examples of such are Wande Abimbola’s Awen Oju Odl
Meérindinlégan, Adéboye Babalola’s Awon Oriki Orile Métadinlggbon and so
on. Just as it is for written literature, the student are expected to pay close
attention to the events, themes and diction of this category of Yoruba literature
while studying it, as examination questions revolve around various happenings,
messages and figurative expressions in the transcribed texts.
Yoruba Songs (Orin Yorubd): Yoruba songs have been explained earlier to be
the class of the Yoruba oral poetry that has a regular musical rhythm and
melody. Hence, it is accompanied by drum/beat, dance and claps. Students are
supposed to be exposed to the nature of Yoruba songs and the various
examples are to be sung practically in class. Traditional songs, relating to (a)
wedding/marriage  (ighéyawd), (b) coronation (oyé jije), (c) naming
(ikbmojade), (d) moral lessons (¢ko iwa rere), (e) cleanliness (imot6td) and (f)
religious activities (ijosin fun orisa), are below exemplified respectively:
a. Qri Iyare abun 6 lomo

Esara ki i yagan o

Qri Iyare abun ¢ Iomo

Esara ki i yagan o

B ba rofo si yard o

Omo ni ydo ba o je ¢

B ba rofo si yard o

Omo ni ydo ba o je ¢

Qri lyare abun ¢ Iomo

Esura ki i yagan o

Youg mother’s inner head will give you child

For Esura does not go barren

Your mother’s inner head will give you child

For Esura does not go barren

The food you cook

Will be eaten up by your children

The food you cook

Will be eaten up by your children

Your mother’s inner head will give you child
For Esura does not go barren

b. Oye naa kodlé e wa
O di koro

The chieftaincy enters our family
It enters totally
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c. Omo mi ni gilaasi mi

Omo mi ni gilaasi mi

Omo mi ni gilaasi ti mo fi n woju
Omo mi ni gilaasi ti mo fi n riran
Kayé maa fo gilaasi mi

My child is my mirror

My child is my mirror

My child is the mirror that reflects myself to me
My child is the mirror through which I see

May the ‘‘world’’ not break my mirror

Kin ni n ¢ folé se layé ti mo wa?
Kin ni n ¢ folé se laye ti mo wa?
Laye ti mo w4, kaka ki n jale
Kaka ki n jalé, ma kaku derd
Kin ni n 6 folé se layé ti mo wa?

Why will I steal in this life of mine
Why will | steal in this life of mine?
Instead of stealing, in life

Instead of stealing, | choose to be slave
Why will I steal in this life of mine?

Imot6td 16 18 ségun arun gbogbo
Imotdto 16 le ségun arun gbogbo

rrrrrr

Imototd 16 18 ségun arin gbogbo

Cleanliness can conquer all diseases
Cleanliness can conquer all diseases
The cleaning of home and body

Cleanliness can conquer all diseases

Sangd, for example:

Sangdé dé o
Oro oko oya 0
Agbénéa genge
A-feké-lénu-ya

Here comes Sango!

The husband of Oya

He-that-carries-fire
He-that-dismantles-the-mouth-of-the-liar

4. Liturgical and ceremonial chants (Isaré ajemésin ati ajemayeye/alaijemésin):

liturgical chants are those used for the worship of one deity or the other. The

students are to be exposed to the deity that is associated with each liturgical
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chant, for examples: ijala (0gun deity), e¢sa pipé (egungun/masquerades), iyere-
ifa (oranmila deity), sango pipé (sangd deity), esu pipe (ésu deity) and so on. It
is the worshippers of these deities that normally present those liturgical chants
at their various places of worship during their festivals. They also make use of
the chant at the various regular ceremonies that concern the worshippers of
such deities. The ceremonial chants on the other hand are used solely for
entertainment at various ceremonial functions. Examples are rara and ekdn
iyawd in Qyo, égé and igbala in Egba and so on. Students are also expected to
master the verbs that are associated with each chant:

“Sin” —igbala

“da” — ege

“pe” - ¢sa, Orisa
Folktales and riddles (alo onitan ati apamo): Folktales are short Yoruba
didactic stories that are accompanied by a song. Characters in folktales
comprise animals, ghosts, ghomids and human beings. Amazing events and
repetition of events are important features of folktales. In the world of folktales,
animals talk, relate and even, interact with human beings. Some animals are
also known for a specific role, for instance dog, tortoise and its family and so
on. Riddles, on the other hand, are shorter statements or questions that are
posed to children to find answers to. They are statements that draw children
attention to what are significant and worthy of observation in their
environment. Riddles are normally used to precede folktales at moon light
plays. It utilises recondite metaphor and high form of imagery, a reason why it
requires critical and deep reasoning for its interpretation. Examples include:

a. (:)rﬁkﬁ tindi tindi, oraku tindi tindi

Oruki bigba omo gbogbo won 16 yaj¢ o

Kin ni 0?

(...Oruka has two hundred children

And all are witches
What is it?)

b. Kin ni n boba & muti?
(What drinks wine with the king?)

c. Awé obi kan a-je-d’Qyo, kin ni 0?
(A slice of colanut, which is eaten to Oyo
What is it?)
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d. O saré nint igho yelenku yelenku
O rin l4ala yelenku yelenku
Olori asin-in-rin dodongbéa dodongba
Mé¢ta 1a & pa 4, méta 1a @ mo on, kin ni 0?
(It runs in the bush stylishly
It walks in the boundary stylishly
The head of asin-in-rin,
A tripartite riddle requires three answers
What is it?)

6. Yoruba proverbs (Owe il¢ Yoruba): Proverbs are short witty sayings that are
used to drive home a point, hence, the saying ‘‘owe lesin oro, boro ba sonu,
owe ni a fi n wé a’’, which means that ‘‘proverbs are the horses that words ride
to get its bearing’’. As reflected in the secondary school curriculum, the
students are supposed to be exposed to the various contextual usages of the
Yoruba proverbs, as there are specific proverbs associated to various Yoruba
socio-cultural practices. Examples include:

a. Orlko tda somo eni, ind eni ni i ghé
(What to name one’s intending baby is always in one’s
heart)

b. Baaku laadére, eniyan 0 sunwon laaye
(The worth of human beings are realised when they are no
more)

c. Noléwakuko le joye ilé baba re
(He who fears death cannot be endued with his father’s
chieftaincy)

d. BOrin ba dun bi 6 dun, eni gbo o wo 16 maa wi
(He who listens can only tell if a song is melodious or not)

e. Oju kan ni i bimo, igha oju ni i wo 6
(The training of a child is not only limited to his biological
parents)

7. Praise poems (Oriki): “‘Oriki’’, literarily, is the ‘‘head’’ that is praised. The
Yoruba praise any thing/being that has name, for they attach much importance
to Yoruba names. As such Yoruba have collection of words and lines to praise
a particular lineage (oril¢), town (il() and various names like Dada, Ejire,
Ajayi, Oj6 and so on. The students are to be familiar with the various praise
poems, especially the lineage one, and their contents. To ensure this, Adeboye
Babalola’s Awon Oriki Orile Métadinlggbon has been included in the WAEC
and NECO examination syllabus.
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8. Incantation (ofg): These are the collection of words and lines used to charm or
back a magical power. They are statements of fact about things that cannot
change, which is used to make one’s desire happen (Adeniji, 1982). Students
are to be familiar with this type of Yoruba oral literature and be able to identify
it. The extracts below exemplify this:

i. Ajiyinla ni 0 moyi oyin
Ahérala ni ¢ moyi ola

Asoka-asokan ni teko

Asokan-asokan ni tobé

Bé¢ja nla ba so 10do, a rile omi

Asokan-asokan ni teko

Ona mérindinlégun loniyéeye é gbé é luj

Gbogbo re ni i fi i sawo, ni i fi i sunmi

Toto6 ojudo, aya omi

El3, mama jé ki n jeyée témi ghé

Okookoo, mama ko mi niyeée témi lo. (Adeniji, 1982: 55-56)

He-who-steals-honey-for-licking does not know the value of
honey
He-who-picks-ants-to-get-wealthy does not know the value of
wealth

Boiling exceedingly is that of pap

Fervent boiling is that of the soup

If a big fish breathes in the ocean, we’ll the ground of the water
Boiling exceedingly is that of pap

The iyeyé leaf has marks in sixteen places

It uses all to divine and to spring out water

The Tot0 at the river bank, the water’s wife

El4, don’t allow me to give up on my memory

Ok0o06ko0, don’t take away my memory

ii. Tatiwere loriko tdaa poriifo
Tatiwere loriko tdaa poriifo
Edo-abaya-gbangba loriko ta & péwo aya
Ikukundi lordko t4aa péwo ortin.
Alakasin osin loruko taaa péwo aase yi
Kurukurugbaaja lordko taaa peyin alayé
E moo jori oloro ¢ fo
E moo jori oloro ¢ fa ya
Oriimioniifoo
Bée lori mi 0 ni fa ya.. (Olatunji, 1984: 234-235; The
orthography is mine)

He-who-responds-suddenly-to-a-call-is the name that we call a
headache

49



He-who-responds-suddenly-to-a-call-is the name that we call a
headache

The-liver-with-a-broad-base is the name that we call the chest
Ikukundi is the name that we call the neck

Aléakasin osin is the name that we call you, this door
Kurukurugbaaja is the name that we call you owners of the
world

Don’t allow the head of the prosperous to break

Don’t allow the head of the prosperous to split

My head will not break

And my head will not split... (Olatunji, 1984: 234-235)

9. The Use of Figurative Language in Oral Literature (Ona Edé Nin Litiréso
Alohun): This is a broad topic related to the Yoruba oral literature in the
secondary school curriculum. The language of literature is one feature that
differentiates literature from other forms of verbal and non-verbal
communication. The use of language in literature is highly aesthetic and
connotative, as many figurative expressions are embedded in every form of oral
artistic work. Hence, students are to be able to spot the use of figurative
expressions and the purpose of their use in oral artistic works. Few of the
figurative expressions are further clarified and exemplified in the light of
Oyerinde and Alimi’s (2011) explanation.

a. Simile (Afiwé taara): This is the direct comparison of two dissimilar things,
usually connected by the use of “‘like/as’ (bi i/dabi/ju lg). Examples
include:

e O dadu bi i kor6 isin

(’He/she is dark like the seed of isin)
e O nsaré bi ehoro

(He/she runs like a hare)
e Adén fajuigbinlo

(Ade is slower than snail)

b. Metaphor (Afiwé elélog): This is the direct opposite of simile. It is the
comparison of two dissimilar things without the use of ‘‘like/as’ (bi
i/dabi/ju lo) but with the identification of something with another in order
to attribute the quality of one to the other. Examples include:

e KOro isin ni omo naa
(The child is a seed of isin)
e Ehoro ni omo naa léri ¢odan
(the child is a hare on the field)
e Igbin ni Adé
(Ade is a snail)
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C.

Hyperbole (Asorégéé): This is an exaggeration of sittuation, event or idea.
It is the overrating or the underrating of the situation, event or idea.
Examples include:
e Gbogbo ayé 16 gho ighe omo naa
(The whole world hears the shout of the child)
e L0jo inawd, a filé ponti, a fona roka,
A gbogbo agbada dinran
(On the ceremony’s day, we made a house of wine,
A street of oka, we fried meat with all pots)

Personification (Ifohunpéniyan): It is the attribution of human qualities to
inanimate objects. An example is the below song, which is normally used to
mourn a deceased:

e ...0ro dunrawo loke
OsUipa somi 16ju réteréte
Omi bo 16ju awa
(...the matter pained the stars in the sky
The moon shed tears
We also did)

Pun (iforodara): In the aesthetic use of Yoruba4, this is the playing on words
with the interchanging of tones on words or syllables, which have the same
spelling, to create a semantic difference. Examples include:
e Adlird n lora n réla
(Aalira is slicing the okro sluggishly)
e Nairati ra pomu bi eran olémi
Naira ra, 6 sedin
(Naira has been reduced to nothing
It decayed and full of maggots)

Repetition (Awitlnwi): It is the repetition of certain words, phrases or
sentences in a work of art for the purpose of emphasis. It is mostly used in
songs and other poetic genres. An example of the sentence type of
repetition is cited below, where each sentence of the song is repeated at
least twice:

Orilyare abun ¢ lomo
EsGrd ki i yagan o
Orilyare abun o lomo
EsGrd ki i yagan o

B ba rofo si yard o
Omo ni yo6 ba o je ¢
B ba rofo si yard o
Omo ni yo6 ba o je ¢
Orilyare abun o lomo
Esard ki i yagan o
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Y our mother’s inner head will give you child
For Estru does not go barren

Y our mother’s inner head will give you child
For Estru does not go barren

The food you cook

Will be eaten up by your children

The food you cook

Will be eaten up by your children

Y our mother’s inner head will give you child
For Estru does not go barren

g. Parallel Sentences (Ibadggba gbolohin): These are set of sentences that
follow the same pattern. The sentences follow such that once we see one,
we must see the other. For example:

o Igha t6 buse gada
Igha t6 buse gédé

h. Oxymoron (Ajorgsoote): It is the joining together of contradictory terms for

emphasis. They are called condensed antithesis. Examples include:
e Elékeé ododo (truthful liar)
e Oyin kikoro (bitter honey)
e Otito koro (truth is bitter)

i. Onomatopoeia (Ifirdsinrodje): This connotes the making of sounds to
depict an idea in a work of art. This is for the purpose of creating an image
into the mind of the reader or audience of a work of art. Examples include:

e Ojumo mo
A 0 gho poroporo 0do
Agjin jin
A 0 gbo wosowoso konkoso
A 0 gb¢ sinrinkdsin k& din eku mé¢ja...
In the morning
We did not hear the pounding sound of the mortal
In the evening
We did not hear the sieving sound of the yam powder’s
sieve

Neither do we hear the sound of the frying of hare and
fish

j. ldioms (Akanlo-éde): Idioms are short statements that carry deep semantic
implication. However, there is no semantic rule or theory that can be
established for its interpretation, for an idiom has a specific meaning that it
is associated with, traditionally. This shows that the meanings of idioms are

highly and connotatively cultural. Examples include:
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e Féwo (light finger)
e Tatéru nipaa (kick the bucket)
e Fese fé ¢ (take to one’s heel)

The above orature concepts are distributed in the curriculum across the six
years of secondary education. Therefore, in this present study, three Yoruba orature
concepts (proverbs, songs and chants) are selected because they are the orature
concepts that are emphasised in the senior secondary Il curriculum. The three
concepts are aesthetically a major part of the contents of the theatre-in-education
packages developed in this present study. It is, therefore, expected that students’
exposure to the packages will improve their knowledge of and disposition to Yoruba

orature.
2.2.7 The culture and values of Omollabi among the Yorubéa

The concept of culture is, generally, related to the ways of life of a people.
Hence, culture has been seen as any or a combination of the aspects of representation,
practices, articulation, power, identity, subjectivity, language, and ideology of a people
(Barker, 2000). Adler and Rodman (2006), who claim that getting a definition for
culture is not easy because early scholarly works have revealed hundreds of
definitions, also subscribe to the above notion about culture. They note that culture
comprises the language, values, beliefs, traditions, and others, which people share and
learn. In this sense, the culture of a people relates to everything that concerns the
people’s life and their interactions within themselves and with others.

Culture has been broadly categorised into material or tangible and non-material
or intangible (Nnonyelu, 2009; Ogundele 2014; Onyima, 2016). Aspects of tangible
culture involve the physical, visible, and touchable man-made products and/or
materials, which aid man’s survival and play active roles in ensuring the comfort of the
man’s species. Whereas the intangible culture encompasses the abstract, invisible, and
untouchable aspects of a people’s culture. That is, their ideological, linguistic, cultural,
and societal beliefs, thoughts, values, norms, and mores upon which their daily livings
and interactions stand (Nnonyelu, 2009; Ogundele, 2014). The Yoruba culture, which
is the focal point in this review, also fulfils the two-broad categorisation of culture.
Although, there seems to be an interwovenness in the intangible and tangible aspects

of the Yoruba culture, as extrapolated and argued in the ensuing paragraphs.
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Adeoye (2003) enumerates the content of the Yoruba culture as the language of
communication, eating styles, foods, family organisation, marriage, naming ceremony,
willing, worship, arts and craft, entertainment, governance, warfare, discipline, games
and so on. This enumeration already shows the interwoven nature of the two-broad
categorisation of culture — tangible and intangible, when the focus is, at least, the
Yorubé culture. For instance, the naming ceremony among the Yorubéa necessitates the
use of certain objects as points of prayers for the child. While these objects, such as
orégho (bitter Kola), obi (Kolanut), omi (water), eja abori (catfish), ireké (sugarcane),
oyin (honey), iyo (salt) and so on, are food items that can be seen and touched, and
hence, are tangible, the prayers made with them have philosophical underpinnings.
Therefore, it may be wrong to absolutely categorise them as tangible culture, without
considering them in various contexts of social interaction. What seems safer is to
categorise the Yoruba cultural practices into classes based on their context of usage.

Using such usage criterion, the Yorubd cultural practices could be categorised
into social, religious, economic, political, and legal practices. Social practices in this
context involve various ceremonies (such as, wedding, naming, funeral, chieftaincy
and so on) and modes of entertainment (such as music, dance, theatre, oral
performance, and games of all kinds). The religious practices involve worship of
deities (such as Eglngun, Sangd, Ogun, Obatala, Qranmila, Orisa-oko, Yemoja, QOsun,
and so on) and various town-based traditional festivals (such Edi in 11é-If¢, Ogiyan in
Ejigbo, Oké-Ibadan in Ibadan and so on). The economic practices involve various
Yorubéa traditional occupations (such as farming, hunting, carving, fishing, pottery,
palm wine taping and so on) and means through which peers and neighbours have
devised to help themselves (such as aaro, owe, ajo, owd elélee, arokodoko, and so on).
The legal practices have to do with ways through which laws are made, interpreted and
executed in the traditional Yoruba society as well as the officials that are vested with
such responsibilities/authorities.

However, a deeper examination of these subcategories of the Yoruba culture
would reveal their tangibility and intangibility. In other words, there are tangible and
intangible aspects of every category and sub-category of the Yoruba culture. This is
because there are beliefs systems and philosophical thoughts that underline every
object and activity of culture among the Yoruba. In essence, Yoruba attach values to
cultural aspects, objects and activities. Hence, it suffices to opine those values are the

hallmark of the Yoruba cultural practices.
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Akinsola (2015; 2018; 2019) and Akinsola and Adeyinka (2020) rightly
observe that the Yorubé cultural practices could be conceptualised in the light of social
interaction and human relationship. Therefore, the Yoruba cultural practices cannot
but reveal their beliefs about good and virtuous behaviour, which are the hallmark of
human interaction and relationship. In other words, the length and breadth of the
Yorubé cultural beliefs is to raise virtuous human beings, who are normally referred to
as Omollabi that is “‘a child born out of iwa — good character. Such a person is
expected to exhibit moral behaviours like truthfulness, respect, discipline, help,
commitment, diligence, steadfastness, love, and care and so on and shun degenerated
acts. Yoruba values, therefore, are important parts of the Yorubé traditional education
that are tacitly passed down from time to time in a bid to achieve the goal of
socialisation in the society (llesanmi, 2018).

In the view of George and Uyanga (2014), values are pleasing, true and
excellent moral instructions that enhance the existence of a people daily. Therefore, the
Yoruba values capture their moral beliefs and norms that define their existence, dos,
and don’ts and social relationships. The collection of these values defines who the
Yorubé really are, which is generally and tacitly referred to as Omoliabi. As such, the
concept of Omoliabi among the Yoruba has been used to summarise the Yoruba value
system (Ogundeji, 2009; Akinjogbin, 2009; Faleti, 2009, Yoloye, 2009). Akinjogbin
(2009) ascribes importance to the Yoruba concept of Omoliiabi in explaining Yoruba
values and who Yoruba really are, and hence, submits that Omoluiabi is the accurate
name that suits the race.

Morphologically, Yoloye regards the term ‘Omoluiabi’ as the contraction of the
expression ‘omo-0l0wa-bi’, which, in his words, means ‘a person born and raised by
someone with good character and by implication a person with good character himself
or herself” (Yoloye, 2009:31). Similarly, Falola and Akinyemi’s (2016) view of the
folk etymology of the term reveal that ‘Omoliabi’ is from ‘omo ti Olu Iwa bi® which
means one whom the god of character gave birth to. In their view, Oduduwa, the
grand progenitor of the Yoruba4, relates to the creation of iwa (character), as suggested
by the morphological etymology of his name — odu ti 6 da iwa sile (this literarily
means the god who brought character into existence). As such, the Yoruba ways of life
cannot but be anchored on the principles of clean and good behaviour/character. In
fact, Akinnawonu (2018) and Ogundeji (2009) submit that being a well-behaved

person, that is, Omoluabi, is part and parcel of the Yoruba tradition and culture.
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The Yoruba value of good character, which is referred to as the Omoluabi
value concept in this study, is divinely connected with the Yoruba source/origin and
culture. Therefore, an individual who does not exhibit good behaviour in the society
could not be said to be a real Yoruba person. Such a person would exhibit anti-social
behaviour that the Yorubd Omoluabi value concept frowns at. Therefore, the Yoruba
people prioritise collective socialisation of children so that they may grow to become
responsible and humane individuals (Omobowale, Omobowale and Falase, 2019). A
typical Omoluabi in the Yoruba society exhibits selflessness; chastity in sexual
matters; hospitality; humility; obedience; hard work; kindness and generosity;
avoidance of wickedness; truth and rectitude; avoidance of stealing; honour and due
respect for parents, elders and those in authority; straight-forwardness and avoidance
of hypocrisy; protection of women as the weaker sex; and dependability in keeping
covenants and bonds (Yoloye, 2009; Akanbi and Jekayinfa, 2016; Akinnawonu, 2018).
This is to the end that virtuous behaviours are promoted, and peaceful coexistence is
achieved in the society.

Yoruba language has been seen as a vehicle through which Yoruba values,
especially the QOmoluabi value concept, are expressed and transmitted from one
generation to another, for language is an important means of socialisation (Ilesanmi,
2018; Akinnawonu, 2018). However, language is just an important tool that the orature
of a society uses in expressing and transmitting her values. In essence, Yoruba orature,
which is importantly carried out in the Yoruba language, is what expresses and
transmits the Yoruba values from one generation to another. To this end, Adebayo
(2018) submits that the literature, whether oral or written, of any society reflects their
norms and moral values. Similarly, Adeyinka and Adegbodu (2018) aver that Oriki, a
typical example of Yoruba orature, preserves historical, cultural, and traditional values.
In their explanation of the link between Yoruba orature and moral character/value,
Falola and Akinyemi (2016:253) cite a common Ifa verse:

Qwé lo ni t6o nTV\(a, owd olowo ni
Iwa, iwa la n wa, Iwa.
Omo lo ni t66 niwa, omo 0lomo ni,

Iwa, iwa la n wa, Iwa.

If you have money without character, it’s other people’s money
Character, character is what we should look for, character.

If you have children without character, they are other people’s
children

Character, character is what we should look for, character.
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Similarly, other types of Yoruba orature such as proverbs, riddles, songs,
folktales, chants and so on also portray the Yorubd Omoliabi value concept and its
importance in their daily interaction and relationship. Examples of proverbs that depict
the importance of good characters among the Yoruba include ‘“Iwa rere lésg éniyan’
which means good/virtuous character is the beauty of human beings; <“Agbdjo owg la
fi i soya’’, which specifically shows the place of cooperation and collective effort
among the Yoruba people; and “‘Is¢ ni 60gun ise¢’’, which exemplifies the value placed
on labour and hard work in the Yoruba moral philosophical thought. All these are part
of the values of Omoluabi that have been pointed to. Similarly, the following extract of
ijala chant also depicts the dignity of human labour as well as the place of hard work
among the Yoruba:

Ole ka taotio

Omo Mopélola

V\{g}n\léra ¢ lontan je

Ole ti wégbaé ko ri ya

Omo Mopélola

Bémi naa 16wo n 0 nii yole ...

The lazy sluggish

The child of Mopélola

They say it’s himself he is deceiving

The sickness of a lazy person does not go on time

A lazy person failed in getting someone to borrow
money from

The child of Mopélola

If T also have money, I won’t borrow a lazy man
(Opadotun, Gbenro and Omolasoye, 2005:49)

There is no doubt that the main purpose of folktales, another type of Yoruba
orature, in the Yoruba cultural milieu is didactic. As such, the various values of
Omoluabi are intrinsically embedded. Ogundeji (2009) rightly observed that the
closing statements of folktale presentation are prayers said so that children, who are
audience of the story, would remember the lesson therein. Similarly, the closing of the
presentation normally features an evaluation of the lessons the audience (children)
have learnt in the story. The lessons that folktales teach include truthfulness, honesty,
contentment, kindness, love, and other indices of Omoluabi in the Yoruba society. No
matter which form/type the oral performance is, it usually has the aim of ensuring that:

...students acquire performance experience, appreciate the
literary and performance aesthetics, and identify and imbibe
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the necessary moral lessons contained in the work
(Ogunjimi and Na’Allah, 2005:4)

By a way of summary, a few of the Yoruba moral/Omoluabi values include the

following:
I. Love
ii. Respect for elders and those in authority
ii. Selflessness
iv. Chastity in sexual matters

V. Hospitality

vi. Humility

vii. Obedience

viii. ~ Hard work

iX. Kindness and generosity
X. Goodness

Xi. Truth and rectitude

Xii. Integrity

xii. ~ Honour and filial piety

xiv.  Straightforwardness

XV. Protection of women as the weaker sex

xvi.  Faithfulness to vows and covenants

xvii.  Justice
No human or society devoid of the above values should be regarded as been moral.
Therefore, most of these moral values are not peculiar to the Yoruba society alone.

They are part and parcel of every human society.
2.2.8 Influence of globalisation on the Yoruba moral values

The gradual erosion of the African cultural heritage has been a great and
general concern among sociologists, cultural anthropologists, educationists and other
arts and culture scholars. Many scholars (Yankuzo, 2014; Onyima, 2016; Akanbi and
Jekayinfa, 2016; Oyebade and Azenaboor, 2018; Sibani, 2018; Maikaba and Msughter,
2019; Mofoluwawo and Ajibade, 2019, among others) have indeed blamed it on the
negative effects of globalisation and western civilisation. However, not much has been
said specifically on the Yoruba moral values and how globalisation has positively
and/or negatively affected it. Therefore, it is expedient to further investigate the

survival of the Yoruba moral values in the face of globalization, drawing concrete
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inspiration from the digital media — a potent tool for globalisation. For this to be
effectively carried out, it is germane to conceptually understand the concept of
globalisation, its aims, aspects, and indices as well as the tools with which it thrives.

The concept of globalisation has been seen as ‘‘the creation of the whole world
into a single entity with priority to same language, same culture, same mode of
dressing and same political, social and economic apparatus’’ (Maikaba and Msughter,
2019:221). It is in this sense that the whole world is now being referred to as a global
village. This is not made possible without the significant advancement in technology
that birthed the internet and the digital media. Since technological advancement is
central to globalisation, Nsibami’s (2001) definition of globalisation revolves around
five concepts that are highly facilitated by technological change and advancement. The
concepts are locomotion, communication, political and military power,
knowledge/skills and lastly, cultural heritage. However, Croteau and Hoynes (2019)
has provided a counterargument, noting that globalisation is not just about
technological innovations, though it uses it, but a transfer and mixture of people’s
ways of living from various parts of the world.

Globalisation is therefore not value free, innocent, or self-determining but
rather an international, socio-economic, political, and cultural permeation process
(Nsibami, 2001; Ibrahim, 2013). This indicates that globalisation can take various
forms — technological, economical, political, social, and cultural, although the
technological globalisation seems to be the driving force for other forms of
globalisation. Since the focus here is on the Yoruba moral values, attention will only
be paid to cultural globalisation.

According to Yankuzo (2014), the main goal of globalisation is cultural
homogeneity. This implies that whatever form globalization takes, wheather economic,
social, political, or technological, the goal is to stop the variations that exist in different
world cultures. Since, culture is a way of doing things, globalisation aims to unite how
various countries and societies deal with their economy, politics, and a host of other
things. No doubt, cultural homogeneity is the hallmark of globalisation, hence, cultural
globalisation brings all other forms of globalisation together. In essence, cultural
globalisation is a diffusion process of cultural product to other societies, characterised
by the act of selecting lifestyles, principles, ideologies, traditions, artifacts and other

symbolic materials from their owners, as well as their adaptation, reinterpretation, and
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integration into existing practices (Oladiti 2015a; Croteau and Hoynes 2019; Maikaba
and Msughter, 2019; Mofoluwawo and Ajibade, 2019).

Pieterse (2009) identified three major perspectives in theorising cultural
globalization — cultural differentialism, cultural convergence and cultural
hybridisation. The idea of cultural differentialism is that cultures around the world are
eternally different as there are salient aspects of a particular culture that cannot be
changed or affected by globalisation (Ritzer, 2008). Therefore, conceptualising
globalisation using this perspective shows globalisation as a mere surface occurrence
because the innermost part of a culture is not usually affected by it. On the other hand,
conceptualising cultural globalisation from the perspective of cultural convergence
dwells more on the principle of assimilation. This principle idealises globalisation as a
process geared towards the increase of sameness across the world. This is a radical
change in culture all over the world to arrive at a global culture. Globalisation from the
perspective of cultural hybridisation emphasises the mixing, integration, and fusion of
different cultures into a unique one that is not native to any.

Previous scholars (Yankuzo, 2014; Idakwo, Awogu-Maduagwu and Abiodun-
Eniayekan, 2017; Mofoluwawo and Ajibade, 2019, among others) have mainly based
their discussion and interpretation of cultural globalisation of African heritage to the
cultural convergence noting that the aim of such convergence is to further the western
imperialist agenda in Africa. However, to arrive at any justifiable analysis and
interpretation of cultural globalisation, the three perspectives come in handy.
Therefore, the three perspectives — differentialism, convergence and hybridisation, are
sacrosanct to this present analysis. In fact, it is better to look at the three perspectives
as a phasal process of cultural globalisation rather than distinct paradigms as Pieterse
and his followers have done.

Going by the above, the first phase of cultural globalisation is differentialism.
From antiquity, every society had her cultural practices and indeed practices that were
different entirely from that of other societies. This is not unconnected with the Sapir-
Whorfian Hypothesis of cultural relativity (Adeyinka and Akinsola, 2021). Every
culture of the world has some practices, values and norms that can only be understood
in the context of their own society. Some of such practices are thus peculiar to the said
society and may not be totally affected by the influx of globalisation. However, the
strong influence of the western imperialism as a key motivation for globalisation is

aggregating the world’s diverse cultures in one and in doing so many of the
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peculiarities in the cultures of the world are fizzling out. As will be seen later in this
piece, this phase of convergence has succeeded in creating a global culture for many
activities of humans in the world. However, some practices still refuse to converge and
hence, the third and final phase of cultural globalisation — hybridisation, which is the
integration of a local cultural practice, especially those that have refused to converge,
with the global cultural practice to arrive at a unique cultural practice. Subsequently in
this work, this phasal process of cultural globalisation will be used to examine both the
positive and negative influence of globalisation on specific Yoruba moral values,
drawing inspiration from the digital/global media.

Whether it is seen as convergence or hybridisation or both, globalisation has
been seen as a continuation and expansion of western imperialism (Oni, 2005; Masoga
and Kaya, 2008; Wahab, Odunsi and Ajiboye, 2012; Yankuzo, 2014; Onyima 2016;
Idakwo, Awogu-Maduagwu and Abiodun-Eniayekan, 2017; Sibani, 2018;
Mofoluwawo and Ajibade, 2019; Maikaba and Msughter, 2019). As another form of
imperialist subjugation, globalisation is a re/neo-colonisation of the African societies
with the aim of furthering the western linguistic, literary, and liturgical heritage in the
African continent. Therefore, the role of the art and entertainment, used in expressing
these linguistic, literary, and liturgical heritage, cannot be overemphasised. These arts
and entertainment are being transmitted through the digital media in form of
films/movies, music, socio-videos and so on. This makes the digital media a
significant technological advancement that facilitates cultural globalisation.

The digital media are enormous business organisations utilised to ensure the
social strength and financial reliance and keep up with the trouble in free trade,
fairness and equilibrium in worldwide correspondences and free progression of data
(Chigbu 2007). Through these media, the world is progressively lessening into one
element in which everything "West" is held as a model against everything from
different parts. This is the most recent type of cultural imperialism, that is the western
culture mastery of worldwide mass media since the western culture forces its esteems,
convictions, suppositions, language, and so forth, upon a reliant third world culture
through the course of worldwide mass media (lzuogu 2007). To this end, many
scholars (Ogunjimi and Na’Allah, 2005; Poe, 2011; Acholonu, 2011; Nicolaides, 2012;
Akintayo, 2016, among others) in their examinations of media and -cultural
imperialism in Africa have concluded that the digital media is a strong weapon in the

hands of the western imperialists in carrying out their agenda even in this modern era.
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However, if proper allusion is made to movies, music and the social media, the
positivity of using the wave of globalisation to advance the survival of the Yoruba
moral values will become more obvious. Corroborating this, Yankuzo (2014:2) says:

Globalization is like an uncontrollable wildfire it has started
and nobody knows where it is taking us. What is evident is that
no person, family, religion and society are immune to it. It is
therefore shaping our society's labour markets and its pattern of
inequality, its consumption and its health as well as its political
stability and legitimacy. Globalization is a reality for all of us
because; we are forced with no any option but to live in a
global village (Yankuzo, 2014:2).

Therefore, it is not wise to continue to blame the wave of globalisation for the
gradual erosion of the Yoruba moral values but rather move along the wave by
harnessing the positivity in globalisation to also rebrand and project the Yoruba moral
values to the world. One important positivity of globalisation is the accessibility of the
digital media to every culture and society. In other words, every society has equal
access to the digital media and every society can seize the media in globalising their
culture to colonise others. However, this will require a great zeal and passion to
orientate and reorientate their populace on the importance of their heritage because
others only get to respect your culture that you respect. As it has started by many
Yoruba cultural apostles, many more artists, performers and entertainers need to be
deliberate about the Yoruba cultural and moral practices and not allow the global

culture to totally colonise them.

2.3 Empirical review

This section reviews previous empirical studies that are related to this study, in
order to appraise what has been done by previous researchers and to lay bare the
research gap. As such, the previous studies conducted on areas related to the theses of
this study will be reviewed, followed by the review of studies in theatre-in-education
as well as studies on the link that exists between the moderator and dependent
variables of this study.
2.3.1 Studies on Yorubéa orature and moral value concepts

Yoruba is taught in the secondary schools based on three major aspects -
language, literature and culture. While the language aspect encompasess topics related
to the sound properties and patterns of the language, morphology, syntax, and
semantics, the literature aspect focuses on both the oral and written forms of the three
genres (drama, poetry and prose) of literature. The culture aspect, which is relative to
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this present study, entails the teaching of Yoruba ways of life, traditions, social
institutions, customs, and moral values, to the end that students imbibe moral
behaviours and preserve their cultural heritage.

However, previous studies in Yoruba education largely focused on the
language aspects of the subject such as numerals (Adéyinka, 2005), essay writing
(Adéyinka, 2014; Adéyink& and llésanmi, 2014), orthography (Adétokun, 2018),
vocabulary (Adétunji, 2018), reading comprehension (Popoola, 2018), English-Yoruba
translation (Adéyinka and Adéoye, 2013; Adéyinka, 2016; Adéoye, 2018), grammar
(Adeyinka, 2019), and vocabulary (Oyeladun, Akinsola and Adeyinka, 2023) while
some others studied Yoruba language as a whole (QOd¢jobi, 2014; Adéyinka, 2016;
Adéyinka and llésanmi, 2016). Indeed, few studies have been carried out on the
influence of home and school environments (Olabodé, 2017), students’ psychosocial
factors (Ilésanmi, 2018; Adeyinka and llesanmi, 2019), Yoruba film genral preference
(Akinsola, 2018; Akinsola and Adeyinka 2020), students’ attitude (Olayinka, 2019) as
well as preferences for movie, music, and mass media (Akinsola, 2019) on students’
academic attainments in Yoruba culture, orature and value related concepts. These
studies are reviewed in the subsequent paragraphs of this session.

Oyeladun, Akinsola and Adeyinka (2023) studied the effects of semantic
gradient as a teaching mode on the achievement of secondary school students in
Yoruba vocabulary. The study was premised on the tonal properties of the Yoruba
language and its determining influence on the semantics of words and terminologies.
Therefore, the researcher also examined the effect of the students’ knowledge of
Yoruba tone mark as a moderator variable. The study was an experiment conducted for
six weeks using the pre-test post-test control group design. Achievement test was used
to measure the students’ achievement in Yoruba vocabulary while a knowledge test
was used to measure students’ knowledge of the Yoruba tone marks — the students
were categorised into high, medium and low in their knowledge of the Yoruba tone
mark. The data were analysed using the analysis of covariance. The study found that
treatment (in favour of the semantic gradient strategy) and knowledge of the Yoruba
tone mark (in favour of high knowledge) has strong effects on students’ achievement
in Yoruba vocabulary. This is an indication that using the semantic gradient strategy to
teach Yoruba vocabulary was more benefial than the conventional mode of teaching,
especially when the students already have adequate knowledge of the tonal properties

of the Yoruba words. The study has been successful in examining its objectives
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through the choice of appropriate methodological approach. However, many children
from the Yoruba homes are no longer effective in the speaking of the language because
they are not being exposed to the language from home. Such students, even when
taught with the best teaching mode, may not record excellent performance in the
vocabulary of the language. This may be the reason why Adeyinka (2019) examined
home background as one of the factors that could influence students’ achievement in
the Yoruba grammar.

Adeyinka (2019), in a study on Yoruba grammar, correlated peer group
influence, home background, availability and utilisation of library resources and
teacher teaching skills with students’ learning outcomes in Yorubd grammar. The
study was carried out among 400 SS 1l students randomly selected in 10 public senior
secondary schools in Lagelu Local Government Area, Oyo State. A self-made
achievement test in Yorubd grammar and a questionnaire on students’ environmental
variables were used to collect data. Data were analysed using appropriate analytical
tools. As reported in the study, teaching skills, availability and utilisation of library
resources and peer group influence did not significantly correlate with students’
attitude to Yoruba grammar while home background significantly correlated with it.
Also, availability and utilisation of library resources and peer group influence did not
significantly correlate with students’ achievement in Yorubd grammar while home
background significantly correlated with it.

It could therefore be said that home background is important to students’
learning outcomes in Yorubd grammar. The parents should then always make Yoruba
the language of interaction and communication in their homes. Achieveing this will
also have impact on the development of moral values by such children. This is because
children who are allowed to speak Yoruba at home will be more exposed to the
Yoruba oral literature like proverbs, tongue twitters, songs and folktales whose
knowledge can predispose them to the practice of the Yoruba moral values in the
society. It is therefore glaring that the recommendation of Adeyinka (2019) has not
been well implemented because there are still cases of children who do not exhibit the
Yoruba moral values in the society. This present study is taking a pragmatic approach
to this problem by involving students in theatre making for the purpose of learning
Yoruba orature and practising the Yoruba moral values.

Adéoye (2018) conducted a study on the effects of Bilingual and Reciprocal

teaching strategies on students’ learning outcomes in Oyo metropolis, with verbal
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ability and gender as moderator variables. This was an experiemental study where the
researcher conducted pre-test and post-test measures on both the experiemental and the
control group with the treatment period of six weeks slotted in-between them. A total
number of 370 students (190 males, 180 females), selected from six purposively
selected schools in Oyo town, took part in the study. Adéoye’s (2018) experiment was
efficacious in improving students’ learning outcomes in English-Yoruba translation,
with the students in Bilingual strategy group having a highest post-achievement and -
attitude while those taught using Reciprocal and conventional strategies followed in
that order. However, none of the interaction effects was significant. Although, it is a
study on translation, its methodology has implications for the design of this present
study. Just as Adeoye (2018) approached their treatment procedure, this present study
also will have three groups of which two will be based on the use of theatre-in-
education packages, while the remaining one group will be taught using the
conventional mode of teaching Yoruba orature and moral value concepts. This
methodological approach will enable the researcher not to preempt the outcome of the
treatment but only provide opportunity for the comparison of the three groups.

Pdpodola (2018) studied the extent to which certain teacher variables (teacher
language proficiency, teaching skills and content knowledge) could predict how much
students succeed in Yoruba reading comprehension in Ido LGA of Ibadan. Using the
descriptive research design of correlational type, 276 J.S.S 1l students and 6 teachers of
Yoruba, selected from six junior public secondary school in the chosen LGA, as
respondents, the study found that teachers’ language proficiency, teaching skills, and
content knowledge were directly related with the attainment of students’ in Yoruba
reading comprehension. Also, the teacher factors examined compositely contributed to
students’ achievement and that teacher content knowledge mostly predicted studnets’
success in Yoruba reading comprehension, after which the language proficiency, and
teaching skills of the selected teachers followed in that order. Reading is prerequisite
to comprehension as Popoola demonstrated. Similarly, reading comprehension is
needed in theatre performance. The student-actors in the context of this present study
will have to read the play scripts and comprehend their roles as well as the roles of
other actors before the commencement of the rehearsals and the performance
eventually. Therefore, there is a mediating role of the teacher in helping the students

comprehend the play scripts as they read.
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Ipéayéda (2018) conducted a study on psychosocial factors as predictors of
Yorub& oral communication among undergraduates in Southwest Nigeria. The study
made use of the survey research design of correlational type as the study design and
266 undergraduates (106 males and 160 females) from two universities (Obafemi
Awolowo University and University of Ibadan) as the study respondents. It was
reported that Yoruba oral communication fluency had positive significant correlation
with level of communication, attitude, social interaction skill, and level of awareness.
Likewise, all the predictor factors compositively contributed to Yoruba oral
communication among undergraduates in Southwest, Nigeria. The level of
communication was the most potent predictor of Yoruba oral communication fluency
followed by social interaction skill, level of awareness, and attitude. Although the
study was conducted among undergraduates while this present study focuses on
secondary school students, Ipeayeda’s findings on communication give a breath to
theatre performance which has the potential of improving the communication skills of
participants. This will be observed when the students’ performance of scripted play is
rated.

Adétanji (2018) researched into the extent to which teacher subject mastery
and passion for teaching could be harnessed in improving students’ achievement in
Yoruba vocabulary. This was a survey study where a correlation was conducted
between the predictor variables (teacher subject mastery and passion for teaching) and
students’ achievement in Yoruba vocabulary. The researcher randomly selected 800
SS |1 students and 20 Yoruba teachers in some public secondary schools in Ona Ara
Local Government Area as respondents. The study found a direct correlation between
the vocabulary performance of students and their teachers’ subject matter competence
and passion for teaching. The joint contribution of teachers’ subject mastery and
passion for teaching to students’ achievement in Yoruba vocabulary was significant
since each factor relatively influence Yoruba vocabulary performance.

Adétokun (2018) investigated the influence of teacher (job satisfaction and
content knowledge) as well as school (type and location) factors on the learning
outcomes (attitude and achievement) of students in Yoruba orthography in 10
randomly selected public secondary schools in Akinyele LGA. The 10 schools were
selected in such a way that five private and five public schools were represented as
well as five schools in the urban and five in the rural area of the local government. The

study design was the descriptive survey design of correlation type while the
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respondents were 10 Yoruba teachers and 300 SS |1 students. The study revealed that
students’ attitude to Yoruba orthography had positive significant correlation with
teachers’ job satisfaction, teachers’ content knowledge and school types while school
location had no significant correlation. Also, all the variables had significant
relationship with students’ achievement and significant joint influence on the two
learning outcomes. However, it was the job satisfaction of the teachers that had the
strongest relative influence on the learning outcomes of students in Yoruba
orthography. By implication, therefore, the teachers’ level of satisfaction with the
teaching profession is potent enough in influencing students’ outcomes.

Adéyinka (2005) studied the effects of two numerical systems (decimal and
traditional) on Students’ Achievement in and Attitude to Yoruba Numerals. As an
experimental study, it utilised three intact classes of 210 SS | students in three local
government areas in Abeok(ta, Ogun state, and assigned them to the decimal,
traditional and decimal-traditional counting groups. According to the reports of the
research, treatment had significant effect on students’ learning outcomes in Yoruba
numerals, with the Yoruba decimal counting being the most effective followed by the
combination of decimal and traditional while the traditional counting system had the
lowest post-mean score. The study also found that socio-economic background and
gender had a statistically significant contribution to the performance of students and
their disposition to Yoruba numerals. Similarly, the interaction effect of treatment,
socio-economic background and gender was also significant. Based on these findings,
Adéyinka (2010) proposes the decimal for Yoruba counting system.

Similarly, Adéyinka (2016) investigated how effective bilingual and peer-
tutoring instructional strategies influence attitude to Yoruba translation among teachers
in-training in six colleges of education that were selected purposively in southwestern
Nigeria. The investigation also included students’ verbal ability and gender as
moderator variables. As an experimental study, 300 pre-service teachers in six intact
classes were assigned to treatment (bilingual and peer tutoring) and control (traditional
lecture) groups using the simple random sampling technique. The study found that
bilingual strategy was the most effective in improving the disposition of students to
Yoruba translation, after which the peer tutoring followed and then, the control group.

Adéyinka, (2014) examined how proficient students are in Yoruba and how
positively disposed they are to the language, with the aim of correlating that with their

performance in composition writing in Yoruba. The design found appropriate and used
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by the researcher was the survey research design of correlational type while 200
students who were randomly selected from some Senior Secondary schools in Tbadan
Metropolis constituted the respondents. According to the researcher’s report, students’
achievement in Yoruba essay writing maintained a positive significant relationship
with language proficiency and students’ attitude, while the latter also has a composite
influence. Similarly, the findings revealed that the two variables were potent predictors
of students’ achievement in Yoruba essay writing, though language proficiency
contributed more than attitude did.

Adéyinka and Ilesanmi’s (2014) study is another empirical research on the
language aspect of Yoruba conducted on students’ achievement in Yoruba essay. The
study investigated the effectiveness of text transformation and free writing on students’
achievement in Yoruba essay writing. The study made use of the pretest, posttest,
control group quasi experimental design with 3 x 2 x 2 factorial matrix as the study
design. A hundred and twenty (120) SS 2 students were randomly selected in 3 public
secondary schools in Ibadan North Local Government Area of Oyo State as the
participant. The study found the experienment efficacious in improving the scores of
the participated students in writing essays in the Yoruba language. The text
transformation method proved to be the most effective followed by the free writing
and traditional lecture methods.

Apart from investigating language aspects of the subject of Yorub4, as the
foregoing review has shown, a few previous studies (Adéyinka, 2016; Qdejobi, 2014;
Adéyinka and Adudrdja, 2013) have researched factors related to students” achievement
in Yoruba holistically. Though these studies may include culture, as an aspect of the
teaching of Yoruba, they did not give adequate attention to students’ disposition to
Yoruba orature and moral values. Qdejobi (2014) investigated the influence of Yoruba
home videos on students’ achievement in Yoruba language. Her study was a
descriptive survey study and 200 secondary school students, from randomly selected
five secondary schools in the Ife metropolis of Osun State, Nigeria, took part.
According to Qdejobi’s report, majority (59.5%) of the respondents performed below
average because of watching Yoruba films. Gender was also found by the researcher to
have a role in the performance of students in Yoruba language based on film watching,
and as a significant difference in the performance of male and female students in
Yoruba language. More specifically, female students were found, by the researcher, to

outperform their male counterparts based on Yoruba film-watching. More importantly,
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Odejobi reported that a significant relationship exists between the Yoruba movie
genres students watched and their academic performance.

Adéyinka and Addrdja (2013) carried out a study on the teacher’s classroom
behaviour and subject mastery as correlates of students’ performance in Yoruba.
Using 800 SS II students spread over eight of the 24 public senior secondary schools in
Ilésa East Local Government, Osun State Nigeria, and all the 24 Yoruba language
teachers in the eight sampled schools, it was revealed that teacher’s subject mastery is
significantly related to students’ achievement in Yoruba and that there was a
significant composite effect of teacher’s subject mastery, classroom behaviour,
teaching experience and qualification on the academic performance of students in
Yoruba language.

In his 2016’s study, Adéyinka examined how competent the Yoruba language
teachers were and how positively disposed they were to their work as teacher, with the
aim of correlating them with their students’ achievement in Yoruba language.
Adéyinka, sampled a total number of two hundred and fifty public senior secondary
school students from Ibadan North-West LGA of Oy06 State, Nigeria. It was found that
teacher competence maintained a positive correlation with the achievement of students
in the Yorubéa language. This connotes that teachers’ competence in Yoruba language
was found to be a strong influencer of their students’ achievement in Yoruba language.
Thus, students who have a competent Yoruba language teacher would perform well in
Yorubé language than students who do not have a competent Yoruba language teacher.

The foregoing review reveals that bulk of the previous recent empirical studies,
directed towards solving the notable problems in the teaching and learning of Yoruba
as a school subject, were mainly on the language aspect of the subject. However, a few
studies (Adeyinka and llesanmi, 2019; Akinsola, 2019; Olayinka, 2019; Akinsol3,
2018; llésanmi, 2018; Olabodé, 2017), which focused on the culture-related concepts
of the subject, were found. These studies are reviewed in the subsequent paragraphs, in
a bid to show how related they are with this present study and what gap the present
study is out to fill.

Adeyinka and Ilesanmi, (2019) studied the outcomes (attitude and
achievement) of students in value concepts in Yoruba language with two psychosocial
factors (self-esteem and home background). In carrying out this study, the researchers
utilised the descriptive survey design that allowed the correlation of the two

psychosocial factors with students’ learning outcomes in values in Yoruba language.
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One thousand (1000) SS Il students who were selected from twenty (20) randomly
selected public secondary schools in lbadan were the research subjects. The
researchers utilised Self-Esteem Scale (r=.76); Home Background Scale (r= .94);
Attitude to Value Concepts in Yorubéa (r=.94); and Achievement Test in Yoruba Value
Concepts (r= .86) as instruments in collecting data for the study. The researchers
analysed the data collected using both descriptive and inferential statistics that were
appropriate for the research questions raised. As the researchers reported, self-esteem
positively correlated with students’ achievement in value concepts in Yoruba language
while home background positively correlated with students’ attitude to value concepts
in Yoruba language. Self-esteem and home background did not have significant joint
contribution to students’ achievement but a significant joint contribution to students’
attitude. Self-esteem predicted students’ achievement while home background
predicted students’ attitude to value concepts in Yoruba. Based on these findings, the
researchers recommended that parents should create good environment to encourage
the inculcation of the Yoruba moral values into children.

However, beyond the parents and home environment, using theatrical moral
plays in the Yorubé classroom can help instill certain Yoruba value system in students.
The theatre-in-education packages developed in this present study got their inspiration
from the Yoruba moral values, which are largely from the Yoruba values concepts.
Therefore, the value concepts such as oriki (praise poetry) and owe (proverbs) cannot
but permeate through the play scripts written by both the researcher and the students.
In essence, the psychosocial factors could then determine how best students benefit
from these theatrical moral plays. Therefore, the study has also selected two psycho-
(motivation) social (peer influence) factors as moderator variables in this present
study. There are subsequent sections of this empirical review that are dedicated to
reviewing these variables as against the dependent variables selected for this study.

Akinsola, (2019) attempted a prediction of students’ achievement in Yoruba
cultural concepts based on students’ preferences for Yoruba and non-Yorubd movie,
music and mass media. Using the descriptive survey research design of correlational
type, the study covered 350 SS Il students randomly selected from 10 public senior
secondary schools in Ibadan North Local Government Area, Oyo State. The research
utilised self-made questionnaires on students’ preferences for (non)Yoruba movie,
music and mass media and an achievement test in Yoruba cultural concepts as data

gathering instruments. Data collected were analysed using both descriptive and
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inferential statistics suitable for each research questions raised to guide the study. The
researcher reported that achievement in Yoruba cultural concepts had positive
moderate correlation with students’ preferences for Yoruba movie, music and mass
media but negative moderate correlation with students’ preferences for non-Yoruba
movie, music and mass media. The independent variables also jointly contributed to
students; achievement in Yorubé cultural concepts. Preference for Yoruba mass media
was the variable that best predicted students’ achievement in Yoruba cultural concepts.
Based on these findings, the researcher recommended that secondary school students
should be encouraged by their teachers and parents to watch Yorubad movies and
television programmes regularly.

However, if this cannot work because of the economic situation of many homes
who cannot afford televisions and other gadgets, the Yoruba teacher can bring the
performances to student live in the classroom. This could be done by allowing students
to conceive, write and perform moral plays themselves, as it is done in this present
research. Theatre would be used as moral instructional mode for secondary school
students in the Ibadan metropolis.

Olayinka, (2019) carried out his own study on students’ attitude as a correlate
of students’ achievement in Yoruba poetry. The study was a correlational survey study
that utilised a self-constructed questionnaire and an achievement test for data
collection. Data were collected from 200 SS Il Yoruba students in 10 randomly
selected public secondary schools in Ibadan South-west Local Government Area. Data
collected were analysed using suitable descriptive and inferential statistical methods.
The study found that students had positive attitude towards Yoruba poetry and that
their attitude had significant negative correlation with students’ achievement in Yoruba
poetry. Based on these findings, the researcher concluded that students’ attitude is an
important factor to be considered in an attempt to improve students’ achievement in
Yoruba poetry, hence, it was recommended that secondary school students should be
encouraged to read Yoruba poetry and other literary texts.

Akinsola (2018) researched the influence of Yoruba films on the learning
outcomes (attitude, achievement and motivation) of secondary school students in
Yorubé literature and cultural concepts in 20 public secondary schools purposively
selected in Ibadan metropolis, Qy¢ State. The study adopted a descriptive survey
research design of correlational type and 500 SS Il students randomly and equally

selected from the 20 schools were the respondents. As the study’s result proven,
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respondents claimed to be greatly exposed to Yoruba film watching; traditional and
modern Yoruba films watching had a positive significant influence on the three
dependent variables; traditional and modern Yoruba films watching had significant
joint influence on students’ attitude, motivation and achievement; both traditional and
modern Yoruba films had relative contributions to the dependent variable, though the
traditional Yorub& films had the higher contribution. This is an indication that the
Yoruba traditional films are replete with Yoruba cultural practices that if students keep
watching them, their learning outcomes in Yoruba culrutal concepts may be improved.
However, integrating the theatrical performances of these cultural practices into the
classroom instruction of the Yoruba language would help improve the attainment of
students in Yoruba culture than a mere students’ self-reception to traditional Yoruba
films.

[lésanmi (2018) studied the influence of certain psycho-social factors on
students’ attitude to and achievement in Yoruba value concepts, which are concepts
that teach Yoruba moral values and cultural heritage to students. Using the descriptive
survey research design of correlational type as the study design and 1000 SS Il
students selected in 20 public secondary schools in five local government areas in
Ibadan as the respondents, the study found that locus of control, self-esteem, parental
involvement, and peer influence had significant relationships with the level of success
students have in Yoruba value concepts while locus of control, parental involvement,
peer influence and home background had significant relationship with students’
attitude to Yoruba value concepts. Likewise, all the psycho-social factors studied had
significant joint contribution to students’ attitude to and achievement in Yoruba value
concepts. The study further showed that each of the psychosocial factors studied had
relative contribution to students’ achievement and attitude to Yoruba value concepts.
By implication, there are psychological and social reasons for students’ attainment in
Yoruba value system.

However, Ilesanmi’s study only reported these psychological and social
reasons without finding efficacious means of teaching students the values
psychologically and socially. This is the main forte of this present research. Using
theatre for orature and moral values instruction in the Yoruba language is both
psychological and social. It has been ascertained previously in this chapter (2.2.3) that
theatre has been an informal tool for socialisation since antiquity. Similarly, theatre as

a means of formal education (2.2.4) has been seen as a form of instruction that can
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appeal to the psychology of the students. Therefore, this research goes beyond a mere
survey of psychosocial factors that influence learning outcomes as llesanmi did. It is a
study that will establish the psychosocial effect of using theatre for presenting orature
and moral values instructions to students in the Yoruba language.

QOlabodé (2017) studied the correlation between home and school related
environment and students’ achievement in Yoruba culture in some secondary schools
in southwestern Nigeria. The study made use of the descriptive survey research
method as design and SS 1l students and Yoruba teachers as respondents. The study
found that home environment had significant relationship with students’ achievement
in Yorubé culture, but school environmental factors did not. It further revealed that the
joint contribution of the independent variables to students’ achievement in Yoruba
culture was significant, while only the home environment contributed to students’
achievement.

Though students’ movie, music and mass media preferences (Akinsola, 2019);
attitude (Olayinka, 2019); film watching (Akinsola 2018); psycho-social factors
(Adeyinka and llesanmi, 2019; Ilésanmi 2018); and home environment (Qlabodé
2017) are important factors that should be considered in enhancing learning outcomes
in Yoruba culture-ralated concepts, previous studies are yet to focus on intervention
studies that could help in enhancing secondary school students’ disposition to Yoruba

orature and moral values in the Ibadan metropolis.

2.3.2 Theatre-in-education packages and students’ knowledge of Yoruba
orature

Extant studies have reported the efficacious of various TiE techniques and
programmes in improving students’ knowledge and/or achievement in various school
subjects. While some of these studies have mainly focused on using theatre/drama
techniques to improve students’ knowledge or achievement in language skills (Bora,
2021; Bora, 2020a; Abuh, Omachonu and Ibrahim, 2019, Korkut and Celik, 2018;
Schenker, 2017; Ustuk and Inan, 2017; Elnada, 2015), others focused on using
theatre/drama to address students’ multicultural competence or knowledge (Babbit,
2011), students’ knowledge, understanding, appreciation of literature (Gascon, 2019),
students’ achievement in/knowledge of other subject matters (Brizimo, 2014; Ugwu,
2014; Isukpa, 2014; Brett-MacLean, Yiu and Farooq, 2012; Pearce and Hardiman,
2012; Inoa, Weltsek and Tabone, 2014 ) and to address other educational concerns
(Goldstein, Lerner, and Paterson, 2019; Gurniak, 2016; Kemeh 2015; Meyer and
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Young, 2013; Nwadigwe, 2012). These studies are reviewed in the ensuing paragraphs
to show the gap that this present study fills.

Bora (2021) investigated the development of second language learners’ oral
productive skill using authentic contemporary plays. The study was longitudinal and it
was conducted in northern Italy. The productive language skill examined was speaking
proficiency in terms of syntactic complexity and pronunciation accuracy. To achieve
this purpose, the researcher made use of a blended-drama approach and a full-scale
performance. The participants included 10 students who were in their last year at high
school. The students were between lower- and upper-intermediate level of language in
Italy. This experimental exposure lasted two terms. To adequately determine the
effectiveness of this exposure to blended drama and full-scale performance, the
researcher also taught a control group with a traditional approach for the same period.
The pre-test post-test design was used to collect quantitative data.

According to the Bora’s (2021) report, drama significantly improved learners’
pronunciation accuracy and syntactic complexity. This implies that pedagogical drama
and theatrical performance improved students’ language proficiency. This is an
indication that using drama and theatre to teach can increase students’ cognition and
understanding, hence, this can be used to establish the potentiality of theatre and drama
in increasing students’ knowledge of a particular subject matter. However, Bora’s
(2021) study was not on students’ knowledge of orature which this present study
focuses on, hence, there is a need to also examine the amount of effect theatre/drama
will exert on students’ knowledge of Yoruba orature if it could have such significant
effect in the context of second language oral productive skill.

AKkin to the above, Bora’s (2020a) study was also on enhancing the oral skills
of English second language leaners with the use of theatre and drama. However, this
research utilised a different drama/theatre pedagogical approach. Bora conducted this
study in a class of final year secondary school Italian students who learned English
utilising theatre plays both as texts joined with drama games (text-based methodology)
and as a full-scale performance (performance based methodology) inside their
somewhat inflexible necessary educational plan. The study was executed
longitudinally, that is more than 20 weeks. This period is split between the two
methodologies, expecting to establish a unique learning climate which empowers

participants to convey inside a protected open space.
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Contrary to Bora’s (2021) study where pre-test post-test design was used to
collect only quantitative data, Bora’s (2020a) study utilised the mixed methods
research design that first collected quantitative data with the use of a semi-structured
questionnaire and later collected qualitative data with the use of interviews. Findings
reported by the researcher encouraged the use of drama for maximising L2
spontaneous and authentic speaking opportunities. However, the extent to which the
treatment applied maximised the speaking proficiency of the learners engaged in the
study was not reported. Although, the researcher did report that learners had a positive
and favourable perception about the strength of theatre plays administered, the actual
effect the plays had in terms of improved speaking proficiency was unknown.

In the Ankpa Local Government Area of Kogi State, Nigeria, Abuh,
Omachonu, and Ibrahim (2019) conducted their study on the impacts of educational
drama and theatre on the knowledge/achievement of students in English language. The
study's goal was to see whether children who were taught using drama and theatre
would perform better than their peers who were taught using a conventional or
traditional manner. Participating in the study were students chosen from three different
schools. Each school's students were split into two groups, namely Group A (GA) and
Group B (GB). The GB served as the control group and GA as the experimental group.
The literary technique was used to teach the same subject to both groups. A pre-test
was then administered to them. In the following two lessons, GA learned a subject
utilising a drama and theatre approach, whereas GB stayed in the classroom and
learned the same subject using a conventional approach. Both groups received the
same post-test. The outcome of the pre-test and post-test were compared. Their
analysis, choice, and conclusion were all based on the comparison. The results showed
that the group that received instruction using the drama and theatre method
outperformed the group that received instruction using the conventional method.
Therefore, the researchers advised that teachers-in-training be exposed to drama and
theatre's potential as instructional tools.

Although, the findings reported by Abuh, Omachonu and Ibrahim, (2019) were
commendable and useful in establishing the effect of theatre and drama on students’
knowledge/achievement in whatever subject matter one is interested in, the
methodological approach employed by the researchers may not guarantee a total
reliance on the findings. Firstly, each school used by the researchers had both the

experimental group and the control group. That is, students in the same schools were
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used for experimental group and control group. This methodological approach cannot
but cause an experimental overlapping, in the sense that students in the control group
can get exposed to the treatment in the experimental group and vice versa. Students in
the neighbouring school in fact talk to one another about what they are learning in
school and in most cases exchange notes talk-less of students in the same school. If
such methodological approach would be appropriate and provide a justifiable result,
the researchers at least would need to provide justification for its use and explain how
they controlled overlapping between the students in the experimental and the control
groups.

Secondly, the length of the experiment — two lessons/weeks — did not justify
the finding. Although achievement/knowledge is a learning outcome in the cognitive
domain and its improvement could be faster than that of the affective and/or
psychomotor, teaching for two weeks with the use of an entirely new pedagogical
approach to the students may not yield such a fast improvement as the researchers
claimed. At least, when a new teaching method or strategy is exposed to students, they
will need time to firstly be at home with it before they can start to learn effectively. In
essence, no matter how effective a strategy is, it always takes time to get the desired
result if the strategy is new to the participants/students. This could be why Bora’s
(2020 and 2021) studies took a longitudinal approach rather than a quick-type
experiment conducted by Abuh, Omachonu and Ibrahim, (2019).

Korkut and Celik (2018), in their study, utilised dramatic situation to provide
students with a meaningful context. The objective was to give students reasons to
communicate because of the usual need for accuracy. The research was contextualised
among Turkish second language learners of the English language. The study used an
18-hour creative theatre workshop to address both the segmental and prosodic issues
Turkish English learners had. A read-aloud task was given to the subjects before and
after the experiment in order to assess the effectiveness of the creative theatre
workshop. This process revealed that every participant performed better after the
workshop, because their scores increased in English prosodic features. This result is
similar to Schenker’s (2017) report of an extracurricular German theatre project carried
out at a small private college in the US with undergraduate students of all levels of
German, where the said theatre project improved students’ speaking proficiency in
German and culminated in the performance of Albrecht Direr's Die Physiker (The

Physicists) in the German language.
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The above is an indication that dialogue and speech production in theatre and
drama can improve students’ knowledge of the English intonation, stress pattern and
other suprasegmental phonology. This is because acting drama requires rendering the
dialogue with the exact voice modulation that will show the actions and the
occurrence, as it is in real life conversation. Since drama imitates life, imitation in
drama is an important drill and exercise that can improve students’ knowledge of the
imitated skill. Therefore, students’ imitation of the Yoruba chant in a theatrical piece
can go a long way in improving their knowledge of Yoruba orature.

Still on foreign/second language teaching and learning, Ustuk and Inan, (2017)
conducted a case study of a Theatre-in-education company providing theatre services
to schools in the North of Italy. The qualitative method was used for data collection, in
which the theatre makers were interviewed, and the performances were observed to
determine their impact on students’ experiences in foreign/second language. The
thematic analysis of the data collected revealed that the theatre-in-education
programmes conducted by the company provided a foreign/second language learning
experience that fostered active learner participation. By implication, theatre-in-
education programmes have the potentials for fostering active learners’ participation in
language and by extension culture classrooms.

Elnada’s (2015) study was directed towards the use of hot-seating technique as
a lone strategy in enhancing the speaking skills of pre-service English teachers in Al-
Azhar University-Gaza. The researcher adopted the pretest-posttest one group quasi-
experimental design and the study sample comprised fourth level 24 pre-service
English teachers who were enrolled in the conversation and practicum courses of the
academic year 2014-2015 at the Al-Azhar University-Gaza. The findings revealed that
a significant difference existed in the mean scores between the pre and post oral
speaking test of students with the posttest mean score found higher than the pretest.
Therefore, Elnada recommended quality training courses for teachers to promote the
implementation of Hot Seating based teaching towards enhancing students' productive
skills.

Apart from using theatre and drama to improve students’ performance in
language skills, studies have been conducted to examine the effect of theatre and
drama on students’ multicultural knowledge/competence and students’ knowledge in
literature. On multicultural competence/knowledge, Babbit, (2011) studied the effect

of forum theatre as a form of interactive theatre on heterosexism and/or
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homonegativity among college students, with the aim of considering both positive and
negative influences on audience members and performers. Fifty-seven (57) college
students divided into three groups took part in the study. They were the heterosexual
audience members, LGBT audience members, and the actors who had performed in the
scene. Data were collected via group interviews, survey responses, and observation.
The findings established that the intervention applied influenced the participants’
multicultural competencies, such as an expanded knowledge about the consequences
of various intervention strategies; an increased awareness of oneself, one’s
surroundings and others, or oppression in general; the acquisition of tools that were
found to be helpful in facilitating dialogues about oppression; and/or an increased
willingness to act against oppression.

On students’ learning of literature, Gascon (2019) conducted a study on the
impact of theatre pedagogy on students' ability to read closely, gain a deeper
understanding and appreciation of literature, and develop their affective skills. The
study addressed three research questions that examined how theatre pedagogy
improved student understanding, their attitudes about reading classic literature, and
their judgments or their empathy toward others. It did this through a convergent mixed
methods action research methodology. To gauge understanding, attitudes, and
perceptions of empathy in relation to the use of theatre pedagogy, both qualitative and
quantitative data collection tools, such as pretest and posttest evaluations, Likert
scales, and reflective diaries, were employed. The study found that using theatre
pedagogy tactics did improve students' attitudes toward studying Shakespeare's play
Othello and increase comprehension. The study also showed that the use of theatre
pedagogy encouraged more candid dialogues in the classroom. The conclusions and
accompanying themes point to implications for professional development that aids
teachers in creating and putting into practice theatre pedagogy tactics in the classroom
at the school, district, and state levels.

Some other studies have also focused on the effect of drama and theatre on
students’ knowledge of and/or achievement in other school subjects like social studies
and religion. In the Bomadi Education Zone of Delta State, Brizimo (2014) looked into
how the drama method of instruction affected junior secondary school 2 pupils’
interest and performance in social studies. The researcher used a quasi-experimental
design with a pretest, posttest, and non-equivalent control group. The experimental and

control groups were divided into four randomly chosen schools. Four whole classes
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from each school were chosen for the study. The 172-student sample used in the study
was made up of students in the complete classrooms. The results showed that drama
therapy had a significant primary effect on students’ interest and success in social
studies, and suggestions were offered for how teachers might prioritise using the

drama technique to increase their students’ interest and achievement in social studies.

In senior secondary schools in Enugu State's Nsukka Local Government Area,
Ugwu (2014) looked into how the drama approach affected students’ academic
performance and interest in Christian Religious Knowledge (CRK). The research
design for the study was a quasi-experimental one. In the study, 115 students from two
randomly chosen government-owned high schools in Enugu State's Nsukka LGA made
up the sample. According to findings reported by the researcher, participants who were
taught using the theatre method of instruction outperformed their counterparts who
received instruction in the lecture technique. Similarly, participants who received
theatre-based instruction improved in their learning interest more than their counterpart
who received the same instruction via the lecture technique.

Isukpa (2014) evaluated how the role-playing technique affected students’
academic performance and interest in CRS in the Central Education Zone of Ebonyi. It
used a quasi-experimental approach. One hundred twenty (120) students were chosen
for the study from four government-owned schools, with 70 students in the
experimental group (31 males and 39 females) and 50 students in the control group (17
males and 33 females). The analysis of the data showed a substantial difference
between the mean achievement scores of students who were taught CRS by role-
playing and those who were taught through lecture, but in favor of the group who were
taught CRS through role-playing. Students that were taught CRS through role-playing
compared favorably to those who were taught through lectures in terms of their mean
interest scores. The outcome also showed that role-playing as an instructional
technique is gender inclusive and that gender has no bearing on students' performance
in CRS. The null hypotheses tested showed that gender has no statistically significant
impact on students’ interest in CRS; that there is no statistically significant interaction
effect between gender and instructional approach with regard to students' achievement;
and that there is statistically significant interaction effect with regard to students’

interest.
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The study of Brett-MacLean, Yiu and Faroog (2012) was predicated on
“Theatre for Living” model developed by David Diamond (2008). The researchers
introduced forum theatre in their “Introduction to Medicine & Dentistry” course which
was offered as part of the Undergraduate Medical Education programme in the Faculty
of Medicine & Dentistry (FOMD), University of Alberta during the Fall semester of
academic year 2008. In the study, the researchers adopted forum theatre technique to
engage first year medical and dental students in discussion and critical reflection
relating to professionalism that are relevant to their learning experiences as a group.
The study found that forum theatre enhanced medical and dental students’ critical and
reflective thinking, team building skills, valuable insights, and ability to dissect views.
In no doubt, Brett-MacLean, Yiu and Faroog (2012) established that forum theatre
technique is effective in enhancing the affective domain of learning.

Though, the subject-matter was different, a finding like that of Elnada (2015)
was reported in an exploratory study conducted by Pearce and Hardiman, (2012),
where hot-seating technique was used in teaching university business undergraduates.
Just as Elnada (2015) found, Pearce and Hardiman, (2012) reported that hot-seating
technique was effective in enhancing students’ practical business skills, commercial
responsibilities, and assimilation of relevant academic theory. This further proves the
effectiveness of hot-seating theatre-in-education technique in enhancing the cognitive
development of students and audience.

Inoa, Weltsek, and Tabone (2014) used a multi-stage cluster randomised design
and carried out a series of comparison and treatment group statistical analyses among
primarily low-income students in an urban school district, some of whom had taken
part in the Integrating Theatre Arts Project (ITAP), to examine the relationship
between theatre-in-education techniques, literacy, and mathematics. The purpose of the
study was to determine whether there was a correlation between the use of theatrical
arts interventions and students’ performance in language arts and mathematics.
According to the findings, children who received intervention frequently outperformed
their peers in the control group in both arithmetic and language arts. Students in the
theatre arts programme also outperformed their peers in the control group in every
instance where the statistical significance was present. These instances included sixth-
graders’ performance in mathematics and language arts.

In addition, there had also been studies who were only tendential to the subject

of review in this section. Such studies focused on theatre/drama in the educational
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space, and as such have implications for improving students’ cognition in terms of
knowledge and understanding. According to Goldstein, Lerner, and Paterson's (2019)
research, arts programmes are frequently attributed with fostering children’s cognition
and affective, especially among children with autism spectrum disorders (ASD). Their
research centred on how stakeholders perceived a theatre programme's potential impact
on children’s abilities. They conducted a systematic study of the adult stakeholders of a
significant, successful musical theatre programme in a school setting, gathering
information about their perceptions of the potential effects of the programme on
student outcomes, their beliefs about the useful strategies within a theatre experience,
and their role in the programme. Results showed that stakeholders prioritised
modeling, routines, and relaxing as helpful methods and thought the programme
improved turn-taking, motor skills, and imitation.

Gurniak, (2016) analysed the educational aspects of theatre and music and the
impact that they have on an audience, especially as related to science. In examining
how science and theatre can interact, the researcher composed a new, innovative
musical to tell the love story between two professors, using general chemistry
concepts. The study comprised members of both theatre and chemistry as distinct
disciplines. The results and responses from the performance of the play were
overwhelmingly positive from members of both disciplines. There is an inspired and
continued interest in this work which will hopefully allow this interdisciplinary
conversation to continue.

Kemeh, (2015), in his own study, reflected on his teacher preparation in a
graduate drama course to use solo-drama as another instructional option to address the
problem. The study also examined integrated solo-drama projects by four students in
their respective classrooms as case studies. The findings demonstrated that solo drama
was efficacious in making social studies instruction meaningful and engaging for
learners, hence, classroom teachers and teacher educators should adopt it.

Meyer and Young, (2013) demonstrated how the use of a TAR (theatre as
representation) case study can be used as a provocative teaching tool by those engaged
in the professional development of in-service administrators, aspiring administrators,
and students enrolled in a graduate level educational administration programme.
Results showed that the use of TAR as a provocative teaching tool is highly successful
in furthering the understanding and implementation of instructional leadership under

the aegis of supervision of instruction.
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Nwadigwe’s (2012) study utilised Theatre-for-development to alternatively and
complementarily disseminate reproductive health information to city dwellers in
Nigeria. The researcher made use of certain completed and ongoing health
communication projects in Nigeria to illustrate the use of Theatre-for-development in
sensitising the citizenry about health and health-related issues. Therefore, the study
opened a forum for dialogue and debate and drew the attention of policy makers and
health workers to explore the potentials of Theatre-for-development in combating the
challenges of healthcare in urban settings on the continent, since it was found in the
study that Theatre-for-development effectively influenced community health
education.

From the foregoing, it is obvious that extant studies have mainly focused on the
effect of pedagogical theatre and drama on students’ second/foreign language
proficiency, especially among second language learners of the English language
outside Nigeria. As reviewed, such studies have unequivocally established the
effectiveness of using theatre and drama to improve students’ speaking and
pronunciation skills. Studies available to this present researcher on the use of theatre
and drama to teach in Nigeria schools have also focused on development of language
skills and improving students’ knowledge in other subjects like CRS, social studies,
sciences, and so on. The studies as reviewed also made use of only teacher/researcher-
conceived drama/play where students were only subjected to acting whatever the
teacher/researcher taught or put together. In those studies, students were not given the
opportunity to express themeselves in creating drama and telling their own stories.
Also, such studies did not focus on using their drama to improve students’ knowledge
of Yoruba orature. Therefore, there is a need to carry out a research like this present
one that will examine and compare the theatre packages devised-for-students and
devised-by-students against the conventional mode of teaching in improving students’
knowledge of Yoruba orature.

2.3.3 Theatre-in-education packages and students’ disposition to Yorubéa
orature

Previous studies have focused on the effectiveness of theatre/drama techniques
on students’ attitude/disposition to general learning and specific subject areas. Many of
the studies established the affective nature of theatre/drama and hence, its influence on
student-audience. Bora (2020b) implemented authentic plays and dramatic approaches

in English L2 situations to address students’ language attitudes. The study selected
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last-year secondary school students in Italy as the subjects. The mixed-method design
was adopted and the researcher conducted a longitudinal quasi-experiment. The
experimental group (n = 10) had two interventions over the course of one term, one
using a text-based approach (TBA) and the other a performance-based approach
(PBA). By using a questionnaire and a follow-up interview, both quantitative and
qualitative data were gathered. The questionnaire examined learners' attitudes toward
the two approaches in terms of interest, value, enjoyment, difficulties encountered,
levels of comfort, and perceived language, while the follow-up interview provided
more insight into learners' numerical responses provided in the questionnaire. The
results showed a variety of, but generally extremely good disposition about the use of
TBA and a PBA in the second language situation. In essence, the administered
intervention was significantly efficacious in improving the attitude of learners of
English as L2 lessons.

By explaining the difficulties of science drama, Seong and Im (2019)
investigated the impact of participation experience in science drama on students'
science-related emotive domain and suggested implications of science drama in school
science education. By employing questionnaires, analysing student reflection journals,
interviews, teachers' field notes, and descriptive survey findings, the focus was on the
differences in students' cognition, interest, and attitudes before and after implementing
science drama. It was discovered that there had been significant improvements in the
cognition of science, careers related to science, and importance of STS issues, in the
interest in science, learning about science, participating in science activities, and
anxiety, in the interest in science, and in the attitude of curiosity and critical thought.
Participants in science drama described challenges with implementing the subject in
the classroom, such as a lack of prior experience or expertise, a heavy focus on
academic achievement, low expectations for the subject, and the need for resources.

The opening of spaces for critical pedagogy in Chilean teachers' practices, as
well as the elements that help or hinder the opening of such spaces, was of interest to
Vargas (2019). A case study technique was used to examine them experimentally,
concentrating on a special Continuing Professional Development (CPD) Programme
that the researcher created and oversaw in a school in Santiago, Chile, in 2016. An
example of this was a 15-hour session where fifteen teachers examined various
theatre/drama-in-education techniques while considering their possibilities for critical

pedagogy. Eight instructors worked together with the researcher to co-plan and co-
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teach lessons that used theatre/drama in education. Finally, information was gathered
regarding the programme's appraisal by the teachers. Data collection methods included
participant and non-participant observation, interviews, questionnaires, and document
analysis. Although the study's primary participants were the programme-involved
instructors, data from their pupils and the school's management board were also
collected in order to achieve triangulation and a higher degree of analysis. The study
discovered that these instructors' methods were greatly enriched by the use of theatre
and drama in education. By pushing them to collaborate with their students more
equitably, especially through teacher-authoritarian methods, it improved the dialogic
nature of their lessons. Furthermore, participants were actively engaged mimetically,
affectively and intellectually. This is the same engagement this study envisages that
the theatre-in-education packages developed will offer its participants.

Though it was not directly on students’ disposition or attitude, Yusnilita,
Mujiyanto, and Bharati’s (2019) study, on the effect of Readers’ Theatre on students’
motivation in learning literature, has implication for addressing the attitude/disposition
of students to literature. The study was conducted among twenty-two students and two
teachers teaching reading in University of Baturaja. Quantitative data from the result
of questionnaire showed that Readers’ Theatre increased students’ interest and
motivation in learning literature. This implies that creative learning in Readers’
Theatre like bringing out the character in live, read aloud, and expressing the story
gave the students experience in learning and made them more interested and motivated
in learning literature. Such interest and motivation are necessary for forming positive
disosition to learning. When students have interest in a subject and are motivated to
learning it, they may as well improve in their disposition to it.

The purpose of Athiemoolam's (2018) study was to introduce South Africa's
decolonisation process while utilising drama-in-education techniques such tableaux,
improvisation, and role plays to improve students' comprehension of these topics.
Based on the written reflections of the students about the module's use of theatre in
education as pedagogy, a data gathering strategy was put into place. The results
showed that although students were first reluctant to participate in the drama-in-
education process, they grew more invested in their learning as a result of their
embodied participation. They believed that because the techniques offered a context
for learning, it was possible to critically examine the problems that led to better

learning, engagement, and reflection. As a result, Athiemoolam contended that drama
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in education made a significant contribution to an effective decolonising pedagogy in
university lecture rooms.

The application of the Theatre-for-development (TfD) methodology as a
community engagement tool was studied by Asante and Yirenkyi (2018). Theatre-for-
development offers a customisable method of gathering and utilising information on
live performances of community development projects. Members, leaders, and
stakeholders of the community were brought together by the TfD strategy utilised to
engage them and give them a shared forum to discuss the problem of unemployment.
The community was given the chance to voice their opinions, thoughts, worries,
concerns, and questions on practical ways to deal with the unemployment issue in their
area. Therefore, it could be inferred that the use of TfD influence the community’s
disposition to engaging in discussions that revolve around their being and the
development of their people.

Due to the difficulty of people's low engagement in Theatre-for-development
Programmes in Enugu North Senatorial Zone, Fesochukwu (2017) assessed the
Community Theatre initiatives held in Lejja and Unadu. Fesochukwu narrowed the
study's focus to consider reasons why locals might not be enthusiastic about
community theatre. Because they were effective in acquiring information for the study,
the historical, sociological, and literary strategies were used. The study revealed to the
researcher that facilitators thought forum theatre was useful for fostering social and
community development. Participants’ show of low interest in spite of the rest
difficulties was caused by both the facilitators and the community members. Contrary
to Asante and Yirenkyi’s (2018) study, Fesochukwu (2017) found that community
members had no interest in engaging in development discussion using theatre, hence,
they displayed a negative disposition to issues revolving around the development of
their community.

Yilmaz and Dollar (2017) adopted the qualitative research method in
familiarising students with some drama techniques, among which is hot-seating
technique. Ninth grade EFL students in Istanbul, Turkey took part in the study. The
outcome proved that EFL learners demonstrated positive attitude to English lessons
because of their exposure to alternative and supplementary teaching and learning
techniques such as hot-seating technique and other drama techniques. Segedin’s (2017)
study aimed to understand educator’s perceptions and attitudes about the use of theatre

to disseminate research. The study adopted a survey research design using a Likert-
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scale instrument to measure the constructs of interest. The sample of the study
comprised 110 educators who viewed the research-based play. Findings indicated that
the use of theatre can increase the impact of research use on practitioners in education.

McLauchlan (2017) looked into Playlinks' contribution to the Community Arts
Zone concept as a theatre-based artist-in-the-classroom research. Playlinks held pre-
and post-production workshops for 248 primary school classrooms in conjunction with
live theatre that visited the schools. Researcher’s field notes, teacher evaluation
questionnaires, and interviews with educators and theatre staff were used as data
sources. The study's conclusions centred on how teachers perceived students' levels of
engagement, learning across cognitive and affective domains, and advantages for
teachers.

Welsh (2016) investigated the possibilities of using ethno-drama, a qualitative
method, to examine social issues in schools like social labeling from the viewpoint of
students. Nine students from a public secondary school and three teachers took part in
the study. To address social issues in schooling, the study used a theory of issue-based
theatre-making. The study's findings include interview data with student- and teacher-
participants examining the social phenomena of labeling, including peer-to-peer
labeling in the context of schools as well as labeling of students by teachers. In-class
student writings that were original and included conflated versions of the participants'
monologues as well as a dramatic production were used to collect and convey the raw
data. This research is practice-driven and teaches artists practice.

Moschou and Rodriguez (2016) looked at whether community theatre may help
young people learn democratic interpersonal skills. A questionnaire covering the
socio-moral issues of the students and another covering the educational ideologies of
the teachers were both used. Then, based on the National Curriculum's objectives for
the creation of citizenship, a dramatic intervention was carried out with middle school
students in Aguascalientes City. Results showed that students' attitudes did change
during the intervention, as expressed by the students themselves. This attitude shift
was also noted in the field diary and written evaluations. Since, it creates a public
space where students can exhibit democratic and other moral behaviour, community
theatre could, therefore, be used as a transdisciplinary tool for teaching democratic
skills.

In order to better understand how students and instructors felt about using

theatre activities in the teaching of social sciences at the elementary level, Narang
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(2015) conducted a study. The sample consisted of 80 eighth-grade students and 20
teachers from two public schools that used theatre as a pedagogy to teach and study
social science in Delhi. A five-point attitude scale and structured interviews with
students and teachers were used to gather the data. Descriptive data analysis
techniques were used to analyse the data. The frequency of replies for each item was
computed for the Attitude Scale and the Structured Interview, and then it was put
through a percentage analysis. The results showed that both students and teachers had
positive attitudes toward using drama activities in social science classes, but the sad
reality was that teachers rarely organised drama activities because they were under
pressure to finish the curriculum on time and these activities, in their opinion, take a
lot of time.

By capturing a workshop co-facilitated with graduate students at the University
of Porto during the Future Places conference in 2013, Skeiker (2015) employed
applied theatre practice to address netizenship challenges in the progress of the digital
era. The programme employed applied theatre to inspire artistic performances that
embodied the ideas discussed as well as to spark intellectual dialogue about
netizenship. Since it blurs the barriers between performer and audience and encourages
effective engagement between both, applied theatre is a successful technique to solve
netizenship issues, according to the workshop findings and analysis.

The purpose of Miller's (2011) study was to highlight the empirical data linking
a student's participation in theatre arts education with an improvement in cognitive
development. Miller claimed that the school's theatre arts department had raised
interest and motivation. Giving the children a place to work with their classmates,
express their creativity, and participate in a large project outside of the classroom
improved their enthusiasm for learning. Interviews revealed that the enthusiasm and
energy garnered from the play carried over into the classroom as well. Although they
were quite happy to be in school, they were nevertheless driven to succeed in their
studies.

Hewson (2007) carried out a 3-year longitudinal research on the use of forum
theatre technique to explore classroom management of teachers in training. The 3
years culminated into an arts-based action research project that examines the
researcher’s actions as facilitator/Joker, exploring the effectiveness of forum theatre in
redressing oppressions in the school setting. According to the study's findings,

emotions should be taken into account when determining how to react in a given
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situation, whether you're the Joker or a teacher. It may be possible to spot oppressive
behaviours or unspoken presumptions that require critical examination by observing
the reactions of fear, rage, or humiliation in oneself and others. Further research into
the sociological idea of saving face is advised because it has application to discipline

in the classroom.

2.3.4 Theatre-in-education packages and students’ practice of Yoruba moral
values

Extant studies on TiE and moral practices among students have focused on the
place of drama in moral and ethical education. Such studies have established that
drama/theatre itself is a moral or ethical-based subject, which can provide moral
instruction and/or induction to students when taught well or used appropriately in
teaching situations. Feng (2019) and Yosuf (2012) dwelled on the use of drama in
teaching and promoting the practice of moral and ethical values among school pupils
and students, following the theorisation of drama as moral education (Wiston, 1999)
and ethical education (Edimiston, 2000). Other studies (Bournot-Trites, Belliveau, and
Spiliotopoulos, 2007; Perry, 2010; Omasta, 2011; Francis, 2013; Idogho, 2013;
Thambu and Balakrishnan, 2014; Lavrinienko, 2015; Adeyemi, 2015; Oladiti, 2015b;
Anggraini and Kusniarti, 2016; Heikkinen, 2016; Ejiofor and Ken-Aminikpo, 2016)
conducted on theatre/drama for educational or community development purposes are
also tendential to developing morals and ethics in students and community members.
The following paragraphs offer a critical review of these studies.

Feng (2019) investigated how story-based drama may be used as a cutting-edge
pedagogy to assist students build their own moral reasoning and address some of the
issues with the current moral curriculum. The primary methodological approach is
reflective practitioner case study, which employs a variety of techniques to evaluate
how the author's instruction has influenced the children’s moral reasoning. Fieldwork
was done with two groups of children in two distinct primary schools in Beijing, China
in May and June of 2016. Thirty-one (31) children were taught over the course of
fifteen sessions, comprising three story-based work schemes and one preparatory
workshop in each school. Regarding the key conclusions, the author provides helpful
advice for additional students on the one hand. On the other hand, it also demonstrates
that integrating story-based theatre into the current school curriculum is feasible, and
this novel method can be perceived as helping students in certain ways with aspects of
their citizenship education, creative development, and dialogic thinking skills. The
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data suggests that educational drama can foster moral development in gifted children
by strengthening their relationships with peers and stimulating their imaginations. The
author suggests that a longitudinal study on a larger scale be carried out by
experienced teachers in order to stimulate more and deeper research on the use of
story-based drama in comparable contexts. This may help to further extend the
understanding of Chinese teachers of this resourceful new approach and help to inform
policy makers. Though this present research is not that longitudinal and not situated in
Chinese context, it promises to be filling the gap recommended by Feng because it
utilises experienced teachers to implement TIiE packages devised in the study.

Yosuf (2012) investigated how drama and performance can benefit students’
moral and social development. Due to the modest size of their study, the research was
centred on a case study methodology. In a primary school, there were four (4) drama
lessons. Data were gathered through interviews, questionnaires, and observation.
According to the results of the interviews, there have been some changes in social
interaction, empathy, character judgment, and attitude. Only 50% of the students,
however, concurred that the activities in which they had taken part were relevant to
their situation in real life. This was anticipated because it would be impossible for
students to comprehend the ideas in a limited number of classes in a short amount of
time. The pupils’ learning was active and beneficial. Drama and performance have a
higher likelihood of fostering pupils' moral and social growth. Although students' ideas
are welcome in theatre events, a teacher's direction is also necessary. If teachers want
to use drama and performance in the classroom, they need to receive the appropriate
training. Because several moral and social characteristics are different between Brunei
and the United Kingdom, more investigation is required.

Still on moral education, Anggraini and Kusniarti, (2016) adopted
empowerment theatre technique in reconstructing character education model
implemented in primary school in Malang city/regency. Five primary schools took part
in the study and the qualitative method was adopted. One school, which was used as a
pilot model, was instructed by theatre teacher, parents, and school society. The result
indicated human resource problem, lack of facility, and less support from family as
challenges of implementing character education in primary school. However, the use
of empowerment theatre technique for reconstruction and implementation of character

education in primary school was found to give new experience to pupils towards
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developing better self-characters. By implication, theatre technique can influence self-
character and moral behaviour among pupils and students.

Heikkinen, (2016) gave a report of an example of a linguistic programme done
with sixth form college students from Finland and The Netherlands, linking this action
research to the meaning of drama education, and of the potential of devised drama as a
part of civic Education. The integrative type of qualitative research method was
adopted, and it was found that devised drama promoted citizenship education among
participants as they were able to engage in meaningful communication through words
and actions.

On social studies, Ejiofor and Ken-Aminikpo, (2016) studied Theatre-in-
Education as an effective technique to the teaching of social studies on the topic
“Traditional Marriage Rites’’ to Junior Secondary School (JSS 1) students in
Government Secondary School Kpite, Tai Local Government Area of Rivers State,
Nigeria. This research adopted a quasi-experimental design of pretest posttest only one
group type. The study used improvised dramatisation to illustrate traditional marriage
rites to students and the data collected were statistically analysed. The result indicated
that improvised dramatisation technique had effect on students’ appreciation of the
traditional marriage rites, as students had a significant higher posttest score.

Adeyemi, (2015) adopted the Homestead approach of Theatre-for-development
and Observation- Participatory research methodologies, to investigate ways of curbing
social problems in Odiolowo, a Lagos suburb. Adeyemi’s (2015) findings argued that
the youth of the community are disenchanted because of government's neglect in terms
of providing social amenities. However, it was from the findings that TfD helped the
people to collectively engage pragmatic steps towards solving their problems.

Theatre has the capacity to facilitate societal change, as demonstrated by
Lavrinienko's (2015) research on the subject. The research's theoretical component
aimed to provide some insight on the origins and growth of theatre in education as well
as theatre utilized for political and social activity. The result of the qualitative research
conducted to achieve this aim demonstrated that theatre is an effective tool in
education through which topics of political and social activism and by extension social
change could be addressed.

Still on social change, Oladiti (2015b) investigated how efficacious
community-based socio-cultural animation as well as shade-tree theatre was in

improving social competence of home-less children who walk aimlessly on the street

90



of Oyo metropolis. Since other factors can influence this social competence, the
researcher chose the sex of students and the size of their family as moderator variables.
This study was an experiment where there were pre and post-test measures of students’
social competence and the treatment slotted in between them. According to the report
given by the researcher, the experiment conducted was significantly efficacious in
improving the social competence of the selected participants. This is an indication that
community-based socio-cultural animation as well as shade-tree theatre can motivate
children to be socially relevant. The effect of shade-tree theatre is of paramount
importance to this present study. Although, theatre in this present study is conducted in
the classroom, it shares the same features with shade-tree theatre used by Oladiti both
in content and purpose. However, Oladiti did not so much dwell on the moral value
competence of the selected participants, which this present study is dwelling on.

In his own study, Francis (2013) adopted forum theatre technique to investigate
the experience and response of late adolescent students (15- to 18-year-old) to
heterosexism and heteronormativity in a selected co-educational school in the Free
State. The researcher was interested in the ways in which forum theatre sessions can
challenge heterosexism. As such, data for the study comprised videotapes of the
performances, discussions, and field notes. As reported, the findings of the study
indicated that adolescents in the forum theatre sessions were able to bemoan
heterosexism and heteronormativity in their school and demonstrate a commitment to
challenge extreme examples of prejudice and behaviour by their teachers and peers yet
ignore or shy away from everyday examples of heterosexist exclusions and privileges.
Therefore, it was the argument of the researcher that though forum theatre technique
can be used to challenge heterosexism, it is not in itself liberatory, as the issues of
socialisation, privilege, and context cannot be bypassed with such theatrical
intervention. Thambu and Balakrishnan (2014) has buttressed this by discussing forum
theatre as a pedagogical tool of moral education. This is because it can stimulate
students to think critically and pro-active in addressing a moral and social conflict.

Ayegbaju-EKkiti, llupeju-EKiti, Itapa, and Ikole-Ekiti are some of the nearby
communities where students reside in EKkiti State, Nigeria. Idogho (2013) investigated
forum theatre (FT), an artistic methodology for participatory citizenship that fosters a
process of collective reflection to produce solutions to community conflicts, in
response to the recent violent conflicts between the students at Federal University Oye

Ekiti (FUOYE) and their host community. The study uses a qualitative approach,
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collecting data through participant observation and forum theatre workshops, then
presenting and analysing the results using a descriptive methodology. The results
showed that, when used effectively, interactive/participatory theatre, of which forum
theatre is a part, has the power to alter conflicts within communities.

Omasta (2011) investigated how watching a single Theatre for Young
Audiences show might influence adolescent audience members' attitudes, values,
and/or beliefs. Data were gathered from a mixed-methods case study conducted with
middle school pupils who watched a professional performance for children and were
examined through the prism of cognitive studies taking new developments in research
into the human mirror neuron system into consideration. Data indicate that it is quite
likely that, under specific conditions, watching just one Theatre for Young Audiences
show can have an impact on adolescent audience members' values. That is, theatre for
young audiences has capacity to influence the value judgment as well as moral
behaviour of adolescent spectators.

The forces and impacts of modern created theatre activities in education were
examined by Perry (2010). The research is based on two sets of inquiries: an
examination of professional contemporary devising practice with an eye toward
educational applications and implications, and an examination of a devising process in
a secondary school programme with a view to evaluating the merits and drawbacks of
this approach in the context of education. The idea of nomadic mind and a
poststructural perspective on embodied pedagogy are the contexts for this study.
Considering pedagogy in this context, Perry focused on a non-representational
perspective of analysis and saw the learner as a body/mind/self in motion,
understanding pedagogy to be lived and experienced through the dynamics of affect,
sensation, and interrelation.

More specific to culture in second language situation, Bournot-Trites,
Belliveau, and Spiliotopoulos, (2007) explored the role of drama on second language
learners’ sensitivity to and motivation for cultural practices in their target language. In
the study, the researchers taught Acadian culture to one French immersion class using
drama (Drama group) and the other French immersion class using a more teacher-
centered method (Library group), to examine the impact of drama activities in
elementary early FI on language learning motivation, on cultural sensitivity, and on
second language writing. The findings revealed a positive effect of drama on

integrative motivation and desire to learn French. However, since both groups had a
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high cultural sensitivity before the intervention, there was no difference between the
two groups based on cultural sensitivity, though the drama group had a better score on
cultural content. This implies that drama and theatre techniques can improve second
language leaners’ cultural knowledge in the target language. Their cultural sensitivity
may not be impacted because both groups were second language learners who may
have come from the same linguistic background.

2.3.5 Motivation and students’ knowledge of Yoruba orature

Not many studies have been carried out to examine motivation as a moderator
variable that can effect changes in students’ knowledge of Yoruba orature. Studies
(Adeyinka and llesanmi 2016; llesanmi 2018) available to the present researcher were
carried out on the predicting strength of motivation alongside other factors on the
performance of students’ in Yoruba language and value concepts. Other studies found
tendential to this focused on correlating motivation with the level of students’ success
and attainment. A review of few of these studies is offered in the subsequent
paragraphs.

Adeyinka and Ilesanmi (2016) carried out a study that examined motivation
and two other psychological factors predicting students’ achievement in Yoruba
Language. The research was a descriptive survey type and the psychological factors
selected were correlated with students’ achievement in Yoruba. The study was
conducted in Egbeda, Oyo State. In the study, four hundred and eighty (480) SS II
students were chosen at random from nine (9) senior secondary schools out of twenty-
six (26) in the Egbeda Local Government Area. The researchers raised nd answered
four (4) research questions. Their findings revealed that of the three psychological
factors examined, motivation was the strongest in predicting students’ achievement in
Yoruba Language. However, it is yet to be known what influence motivation would
have on students’ knowledge of Yoruba orature. It was then a necessity to carry out
this present research that investigate the moderating effect of motivation in an
intervention study on the effect of TiE packages on students’ knowledge of Yoruba
orature.

Similarly, Ilésanmi (2018) studied the influence of motivation, among other
factors, on students’ achievement in Yoruba value concepts, which are concepts that
teach Yoruba moral values and cultural heritage to students. Using the descriptive

survey research design of correlational type as the study design and 1000 SS 11
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students selected in 20 public secondary schools in five local government areas in
Ibadan as the respondents, the study found that motivation had significant relationships
with students’ achievement in Yoruba value concepts. Likewise, all the psycho-social
factors studied had significant joint contribution to achievement in Yoruba value
concepts.

Boboye and Sofowora (2014) looked into how a multimedia learning package
could improve students' motivation and Yoruba Language proficiency. Hundred junior
secondary school students were chosen to participate in the study using the purposive
and simple random sampling approaches from two schools in Ife town utilising the
pretest, posttest control group experimental research design. The two groups
(experimental and control groups) were likewise randomly assigned to these. Using t-
test statistics for both descriptive and inferential analysis, data were obtained. The
outcomes demonstrated that the multimedia learning strategy was superior to and
favoured over the traditional approach. It improved performance over the standard
approach. The researchers went on to suggest using such a multimedia package in
Yoruba language instruction.

Sivrikaya (2019) looked on the connection between pupils who were enrolled
in physical education and sports and their academic accomplishment. The study's
population consisted of all 500 students enrolled at Balikesir University. A total of 120
children who received physical education and sports education made up the sample.
The finding revealed that the motivation level of the selected students had a significant
effect on their academic achievement. This is because as their motivation level
increased, their achievement score in physical education also increased. Though this
study was carried out on physical education and the present study is on Yoruba
orature, the finding of Sivrikaya (2019) shows that motivation is a factor that cannot
but have a significant effect on students’ level of knowledge and/or achievement in
any subject matter.

Ozen (2017) used a meta-analytic technique in assessing the influence of
motivation on students’ achievement. A total of 956 research studies were gathered
for the meta-analysis throughout the literature review, and 205 of those articles were
included. A total of 772,903 people were chosen as a sample from the 205 research
papers. The outcomes of the random effect model demonstrated that student
achievement is moderately positively impacted by motivation. This result is

significantly contrary to other studies that have reported a significant high effect of
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motivation on students’ achievement. This may be because Ozen’s study was a meta-
analysis and the effect of motivation reported was across many studies, hence, the
effect seems to be an average effect of motivation on students’ academic
achievement over a period. Also, the moderators (publication type, publication year,
school subject, culture, and sample group) found and reported by Ozen further
established why motivation should have such low-level positive effect on students’
academic achievement.

Lumanisa (2015) carried out a study to examine the big five personality traits
(Openness to New Experience, Conscientiousness, Extraversion, Agreeableness and
Neuroticism) and motivational factors (intrinsic motivation and extrinsic motivation)
as predictors of students’ academic achievement and to what extent they predicted it.
However, the motivational factors are more of concern in this review. In the study, 199
participants were selected to respond to a questionnaire measuring the big five traits’
levels, motivational style, and academic performance. The findings of the study
indicated that there was a positive relationship between conscientiousness, openness to
experience, extraversion, and an extrinsic motivational style in predicting academic
performance. The result on the positive relationship of extrinsic motivation on
students’ academic performance is of more concern to this review. As the study
conducted by Lumanisa established, motivating students externally can go a long way
in increasing their academic achievement. Using theatre and drama to teach could
serve as an extrinsic motivation to students for learning Yoruba orature and this can
increase their knowledge of the concept. However, this has not been empirically

established, hence, the need to carry out this present study.
2.3.6 Motivation and students’ disposition to Yoruba orature

Ilésanmi (2018) studied the influence of motivation among other psycho-social
factors on students’ attitude/disposition to Yoruba value concepts, which are concepts
that teach Yorub& moral values and cultural heritage to students. Using the descriptive
survey research design of correlational type as the study design and 1000 SS II
students selected in 20 public secondary schools in five local government areas in
Ibadan as the respondents, the study found that motivation had significant relationship
with students’ attitude to Yoruba value concepts. Likewise, all the psycho-social
factors studied had significant joint contribution to students’ attitude/disposition to

Yoruba value concepts. The study further showed that locus of control, peer influence,
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parental involvement and home background had relative contribution to students’
attitude to Yoruba value concepts. This implies that motivation together with other
factors can influence students’ disposition to Yoruba orature.

Tasgin and Coskun (2018) examined the relationship between motivation and
the disposition of university students' to learning. The study was correlational and the
survey model was adopted. The researchers chose their sample from the population of
college students enrolled in a state university using the stratified sampling technique.
Standardised surveys were used for data collection. The analysis of the data revealed
that there are differences in the male and female participants' attitudes and motivations
for learning, with the female participants having more score than their male
counterparts. There was also a considerably direct and significant correlation between
attitude towards learning and academic motivation, and no discernible differences in
these factors among students according to the type of school.

Additionally, Tasgin and Coskun's (2018) investigation came to the conclusion
that there was a strong and favourable association between intrinsic and extrinsic drive
and academic motivation. In essence, motivation and disposition to learning are
positively related such that students who are highly motivated are likely going to show
positive disposition to learning in contrary to their counterparts who may not be such
highly motivated. Therefore, it is possible that students exposed to theatre/drama
packaged with orature contents will be more motivated to learn Yoruba orature than
their counterparts not exposed to theatre/drama and hence, they are likely to develop
and demonstrate more positive disposition to Yoruba orature. However, there had been
no empirical evidence to establish this, to the best of the knowledge of this present
researcher. Therefore, it became expedient to carry out this present study.

Qalawa, Shahin, Hassan and Gaballa (2015) investigated the influence of
cognitive motivation and student adjustment on the disposition of students to nursing
profession, from the perspectives of selected student nurses. The study was conducted
in faculties of Nursing from three universities in Egypt (Suez Canal and Port-said
University) and Sudan (Shendi University). Qalawa et al collected data using one tool
comprising four major sections adopted from Shagora, (2002). According to the
study's conclusions, there are substantial variations between study groups in terms of
student adjustment, nursing image, and cognitive motivation. Additionally, there is a
strong connection between the academic year and knowledge drive. Academic year,

however, did not appear to be significantly related to nursing reputation or student
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adjustment. The researchers came to the conclusion that student perceptions of nursing
in the three colleges had an impact on cognitive motivation and student adjustment.

In their 2010 study, Bakara, Tarmizia, Mahyuddina, Eliasa, Luana, and Ayuba
looked at the connections between students' academic performance and their drive for
achievement. It used a descriptive correlational study design. Data were gathered using
a self-reported questionnaire on a sample of people selected using the cluster sampling
technique based on the university's several faculties of study. A total of 1102 female
and 382 male students from a nearby university made up the 1484 respondents. They
were pursuing programmes in education, science, the humanities, agriculture,
technology, and engineering. The findings showed a substantial positive association
between students' motivation and attitude toward learning as well as between their
attitude and academic success. However, a negative and low correlation was observed
between students’ motivation and their academic achievement.

A finding from Bakara et al (2010) and a few others reviewed from the
foregoing which is so significant to this present study is the positive relationship
between motivation and disposition of students towards learning. As such, there had
been adequate empirical evidence to establish the strong influence of motivation on
students’ disposition to learning. However, it is still very much empirically unknown
the amount of effect motivation has on students’ disposition to Yoruba orature,
especially in an intervention study where theatre/drama is implemented as treatment.

Therefore, carrying out this present study became justifiable.
2.3.7 Motivation and students’ practice of Yoruba moral values

Every human, without the exception of secondary school students and
adolescents, needs a drive to doing whatever they do. Therefore, students’ practice of
the Yoruba moral values requires some motivations. However, not much is empirically
known about the effect of the students’ level of motivation on their practice of Yoruba
moral values. A few studies (Igha, Ofem and Isu 2016; Shrivastava, 2017; and Belle,
2017) found related to this are examined below to establish the rationale for carrying
out the present study.

Igba, Ofem, and Isu (2016) focused their research on the elements that affect
moral practices and behaviours among a group of young people in Ebonyi State's
Ohaozara Local Government Area. The study's goals were to determine how peer

pressure, the environment, modern technology, and socioeconomic issues in the
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Ohaozara Local Government Area influenced young people's development of moral
behaviour. Using a straightforward random selection technique, the researchers chose
their sample size of 250 parents from the Ohaozara Local Government Area. A
questionnaire was used to collect data. The data was examined using descriptive
statistics, including mean and standard deviation. The study's conclusions showed that
moral slackness had an impact on pupils' academic performance. It also showed that
counseling and proper guidance are effective methods for bringing moral value
practices back to younger ones in the family.

Therefore, guidance and counselling, in Igba, Ofem and Isu’s (2016) study,
were found as motivating factors for moral practices among youths. This is an
indication that youths who received guidance and counselling were motivated to
exhibit moral behaviours than their counterparts who did not. This guidance and
counselling is more or less extrinsic motivation. In the case of the use of theatre/drama
to teach moral values, the motivation students receive is both intrinsic and extrinsic
especially when students are engaged in devising, preparing, and presenting the
theatre/drama. Hence, the moderating effect of motivation in an intervention study in
theatre-in-education needs to be examined in respect to the practice of the Yoruba
moral values among secondary school students. This is the major concern of this
present study which the study of Igha, Ofem and Isu (2016) did not focus on.

The same goes with a qualitative study conducted by Shrivastava (2017). The
study was focused on the promotion of moral values among students through proper
education. In examining this, Shrivastava adopted the desked-based qualitative
research approach in which article and empirical studies were reviewed to establish the
place of qualitative education in promoting the practice of moral values among
students. In the process of reviewing literature, Shrivastava found that parents,
teachers, and institutions have motivating roles to play in inculcating the practice of
moral values in school pupils and students. This serves as another insightful hint into
the influence of motivation on the practice of moral values among students. That is,
parents and teachers as well as institutions can put in place strategies that will motivate
students to frequently practice moral values. In the same vein, the use of theatre/drama
for teaching Yoruba moral values can serve as what Yoruba teachers and school
management put in place to promote the practice of the Yoruba moral values among

secondary school students. However, the amount of effect such motivation will have
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on students’ practice of the Yoruba moral values is yet to be known empirically, hence,
a need for this present study.

Like the approach Shrivastava’s study took, Belle (2017) reviewed, examined,
and discussed the primary elements that have an impact on secondary school pupils'
behaviour. According to Belle, adolescent students are frequently going through a
challenging time in their lives, and as a result, influential figures in their lives may
have a negative impact on how they behave at school. After that, Belle thought about
aspects of his or her life that are connected to the outside world through the literary
lenses. According to the results of the literature review, the school, the family, the
community, and the new media all have a negative influence on how students behave.
This is an indication that those factors were demotivating factors on students’
exhibition of moral values.

The present study addresses school and new media among the factors that
demotivated students to practicing moral values, according to Belle’s (2017) study.
The question to ask is how? The best answer to this is that the theatre intervention
provided in this study is school-based in terms of conception, preparation, and
presentation. Also, the exposure of secondary school students to theatre/drama for
moral education is an alternative to the new media students/adolescents are frequently
and freely, most times, exposed to in the society. It should be noted that while the new
media would expose and encourage them towards immoral acts and bad behaviours,
the theatre intervention is well morally packaged to inculcate moral values into
students. It is then expected that the motivation students receive while being exposed
to theatre intervention can positively affect their practice of the Yoruba moral values.
2.3.8 Peer influence and students’ knowledge of Yoruba orature

Korir and Kikpemboi, (2014) investigated the link between school environment
and peer influences on one hand and students’ academic performance on the other
hand. The method adopted was survey research design of the correlation type and 21
public secondary schools took part in Sabatia District of Vihiga County. The study
established that school environment and peer influence made significant contribution
to the students’ academic performance, just as the study conducted by Moldes, Biton,
Gonzaga, and Moneva (2019) also reported a positive significant correlation between

peer influence and students’ performance.
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Filade, Bello, Uwaoma, Anwanane and Nwangburuka, (2019) studied peer
group influence on academic performance of undergraduate students in selected
departments in Babcock University, Ogun State. The researchers utilised the mixed
methods research design that incorporates the ex post facto survey approach. A total
116 students took part in the study and survey instruments such as questionnaires were
used for data collection. The findings of the study demonstrated a significant influence
of peer pressure on the students’ performance.

Akhtar and Aziz (2011) investigated how peer and parental pressure affected
university students' academic success. The population of the study consisted of both
male and female graduate students. The cluster sampling method was used to choose
the 156 students for the sample size from the university's three business administration,
computer science, and economics departments. To get the pupils' thoughts on peer and
parental pressure, an opinion survey was conducted. According to the study's findings,
peer pressure has a negative impact on students' academic performance, particularly
female university students, while parental pressure has a beneficial impact. Parental
and peer pressure had little impact on the academic performance of male pupils.
Academic achievement is positively impacted by parental pressure.

Moldes, Biton, Divine, and Moneva (2019) carried out a survey study among
Senior High School students, with 96 participants who finished the survey. Chi-square
was used to process quantitative data. The outcome demonstrated the relationship
between the perceived level of peer pressure and social acceptance, curiosity, cultural
parenting approach, and educational attainment. In general, educators want students to
approach peer pressure's impacts with optimism in order to mitigate its detrimental
consequences on their academic performance. Students may approach peer pressure in
a positive or negative way. The teacher may offer advice and support as they deal with
issues.

From the foregoing review, there had been mixed and contradicting report on
the effect of peer influence on students’ knowledge or academic achievement. The
amount of effect peer influence has on students’ knowledge of Yorubéd orature was
hitherto unknown empirically, hence, the need to conduct this present study became
necessary, as it aimed to examine the moderating effect of peer influence on students’

knowledge of Yoruba orature haven been exposed to TiE instructional packages.
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2.3.9 Peer influence and students’ disposition to Yorub4 orature

You, (2011) investigated the relationship between peer influence and students’
school engagement as it relates to locus of control and academic expectation. The
researcher adopted a longitudinal research method. The findings of the study showed
that peers have an important influence on the behaviour and development of
adolescents. Perceived support from peers can give students a sense of motivation and
help students see the importance of pursuing academic success. Similarly, the same
peers can affect students negatively. Hence, students’ negative disposition to Yoruba
orature in Tbadan metropolis, as this present study focuses on, can be because of peer
influence.

Ilesanmi, (2018) gave attention to the same in her study on peer influence as
one of the psycho-social factors that can determine students’ attitude to and
achievement in Yoruba value concepts, being concepts that teach Yoruba moral values
and cultural heritage to students. The survey research design of the correlation type
was adopted, and it was reported that peer influence had significant relationships with
students’ achievement in Yoruba value concepts. Also, peer influence had a significant
relative contribution to students’ attitude to Yoruba value concepts. As such, peer
influence can determine students’ disposition to Yoruba orature, especially in a study
like this present one, where theatre-in-education packages are being experimented.

This finding further established the claims of Wilson (2017) that a strong link
exists between peer group influence and students’ academic performance. According
to Wilson, factors such as cultural affiliation, group norms, peer acceptance and friend
attachment are important determinants of peer influence. Hence, students may be
positively or negatively disposed to Yoruba orature because of their cultural affiliation,
group norms, peer acceptance and friend attachment. Therefore, peer influence remains
a relevant moderator variable in this study.

2.3.10 Peer influence and students’ practice of Yoruba moral values

Extant studies have established that peers become an important influence on
the behaviour of young people and that peer influence can be regarded as the hallmark
of youth experience (Faustine (2013; Anasi, 2010). This is because studies (like
Omode and Odiba, 2010) have submitted that peers influence adolescents, youths, and
young adults, among which are secondary school students, to take risk like drug abuse,

sexual behaviour, delinquency, and hazardous driving because these behaviours
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frequently take place in the presence of peers. It has been demonstrated that a key
predictor of any young person's conduct is their affiliation with friends who engage in
dangerous behaviour. It should be noted that these risky behaviours have moral
practices as their opposite. Therefore, peer influence has been reported by previous
studies as a factor having a significant effect on students’ moral practices.

In their study, Lukman and Kamadi (2014), for example, found that peer
pressure affects what adolescents value, know, dress, eat, and learn. Similar to this,
Bezuidenhout (2013) argued that teenagers act out disruptively in groups rather than
alone. Furthermore, the study by Gitome, Katola, and Nyabwari (2013) found that
children may engage in unlawful peer activities, use drugs, alcohol, tobacco, and
firearms under the influence of peer pressure. They may also bully other students who
are not in the group or who do not fit the group. Additionally, Johnson (2012)
supported this by asserting in his study that students frequently violate school policies
to express their disagreement with and challenge the authority of the school. As a
result, they are mostly responsible for these incidents.

Rongo Sub-County, Migori County, Kenya, Omollo and Yambo's (2017) study
sought to determine the impact of peer pressure on secondary school students' decision
to drop out. According to the problem statement, the sub-county had a dropout rate of
43 percent, which was higher than that of nearby sub-counties like Uriri, Awendo,
Nyatike, Kuria, and Migori, which had dropout rates of 25, 9, 27, and 23 and 28
percent, respectively. This was true despite the fact that all public secondary schools
had access to the same government strategies, and the entire nation was covered by the
same curriculum. Students in forms 3 and 4 participated in the study because they have
been in school for enough time to understand how schools operate. Cross-sectional
research was used in the descriptive design, which was chosen.

According to research by Omollo and Yambo (2017), 43.75% of the student
dropouts were caused by peer pressure. Due to parent/guardian financial situation and
family leadership, which resulted in insufficient guidance/mentorship for the pupils,
dropout rates were high. The study came to the conclusion that most schools did not
support pupils from disadvantaged backgrounds, and there were significant odds that
some students who were frequently sent home would never return. Thus, it can be said
that peer pressure and socioeconomic circumstances have a significant impact on

students' decision to stay in secondary school.
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Menka (2016) investigated how undergraduate students behaved in terms of
obedience and disobedience. This inquiry was conducted using the descriptive survey
method. A total of 200 children were selected as a sample from two districts in
Haryana, Rohtak and Jhajjar. Data collection methods included the Peer Pressure Scale
by Sandeep Singh and Sunil Saini (2010) and the Obedient-Disobedient Tendency
Scales by C.S. Mehta and N. Husnain (1984). The study's findings showed that
students in institutions experienced more peer pressure than students in private
schools. On the basis of area, however, there is no discernible difference. The study
discovered a bad association between undergraduate students' obedience or
disobedience behaviour and peer pressure. Hence, peer pressure negatively influenced
students’ moral behaviour.

Although the above studies and submissions from scholars were on general
societal values and not specifically on the Yorub& moral values, it is good to note that
the Yorub& moral values, especially the ones that have been conceptually reviewed
earlier in this chapter, are still within the purview of the general societal values.
Therefore, students’ practice of the Yoruba moral values cannot but be influenced by
peer pressure that is usually prevalent among secondary school students. However,
there is a need to narrow down the examination of the effect of peer influence to
specifically address the Yoruba moral values among secondary school students in the
Ibadan metropolis, especially as a moderator variable in an intervention study on
theatre-in-education. This is because participating in and benefiting from theatre-in-
education programmes can be affected by peer influence, as students can en/discourage

one another whether to participate.
2.4 Appraisal of literature review

The literature review carried out in this chapter shows the relevance of Theatre-
for-development as a model of applied theatre to this study. It discusses both the
homestead and migrant approaches of the Theatre-for-development model and how the
homestead approach was adopted in developing theatre-in-education packages in this
study, because of its nature. The theoretical review also establishes the link that
Affective Disposition theory and Astiwada theory of Sociation have with the thesis of
this study. The conceptual review attempts a clarification of concepts such as theatre,
theatre-in-education, drama-in-education, Yorub& orature and cultural/moral values,

around which the concerns of this study revolve. The empirical review focuses on
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current studies in the areas of Yoruba language/culture pedagogy, theatre-in-education
and applied theatre, motivation, and peer influence and how they can influence the
students’ learning outcomes in Yoruba orature and moral values. The succeeding
paragraphs offer an appraisal of these empirical studies to lay bare the gap that this
study fills.

The empirical literature reviewed revealed that bulk of the previous studies in
Yoruba education largely focused on the language aspects of the subject such as
numerals, essay writing orthography, vocabulary, reading comprehension, English-
Yoruba translation and grammar. While some of these studies have established the
efficacies of certain novel strategies in the teaching of the Yoruba language, others
have linked students’ learning outcomes in Yoruba language to various factors that
could be categorised as student, teacher, school, environmental, parental, and home
factors among others.

Indeed, few studies had been carried out on home and school environments,
students’ psychosocial factors, traditional and modern Yoruba film watching, students’
attitude as well as preferences for movie, music and mass media as factors that could
determine learning outcomes in Yoruba culture, orature and value related concepts.
Though these factors are important and should be considered in enhancing learning
outcomes in Yoruba culture-related concepts, previous studies are yet to focus on
intervention studies that could help in enhancing secondary school students’ learning
outcomes in Yoruba orature and moral values in Tbadan metropolis.

There had also been studies carried out to determine the effectiveness of
various TIiE techniques and programmes, demonstrating the effectiveness of forum
theatre and hot-seating theatre techniques on education and social development.
Majority of the study focused on the effectiveness of theatre/drama techniques in
addressing foreign/second language teaching and learning; literacy and mathematics;
chemistry instruction; social studies and moral education; Christian religious
knowledge; social issues in education as well as cognitive and affective learning in
general. Some other studies explored the effectiveness of applied theatre techniques in
citizenship education, social change, social competence, and community development.
All these studies established that theatre-in-education is an effective programme in
education that could be used to enhance the cognitive and especially the affective
domain of learning. However, research attention is yet to be focused on the

development and implementation of theatre-in-education packages, using the
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homestead approach of the theatre-for-development model, on secondary school
students’ knowledge of and disposition to Yoruba orature and practice of Yoruba
moral values.

Similarly, previous studies have also established the relationship that the
motivation has with students’ achievement in Yoruba language while studies on peer
influence established the relationship that exists between peer group influence and
students’ learning outcomes and academic performance. It is observable in the
empirical literature reviewed that there exists a paucity of research findings on the
study of motivation and peer influence as moderator variables in intervention studies
on theatre-in-education, despite the central roles the variables could play in ensuring
students get the best from such a participatory learning.

Based on the foregoing, this present study was designed to develop and
implement two theatre-in-education packages and test their efficacy in addressing
secondary school students’ knowledge of and disposition to Yorubd orature and
practice of Yoruba moral values in the Ibadan metropolis. The moderating effects of

motivation and peer influence were also investigated.
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CHAPTER THREE
METHODOLOGY

This chapter details the methods selected in carrying out this study. Therefore,
the chapter clarifies and justifies the selection of the mixed methods research design as
well as the participants selected, contents selected, instruments used for data

collection, procedure for gathering data and methods of analysing the data gathered.
3.1  Research design

This study adopted the mixed methods (QUAN+Qual) research design of the
concurrent embedded type (Creswell, 2009). This was found appropriate because the
study simultaneously collected both quantitative and qualitative data to address
different objectives, with the qualitative given less priority and nested within the
quantitative. In other words, the quantitative design primarily guided the project while
the qualitative method gave supporting role in the procedures. The quantitative design
adopted was the pretest-posttest control group quasi-experimental research design of

3x2x2 factorial matrix. This design is represented as:

O X1 O,
(OF} X2 O4
Os - Oe

Where Oy, O3, and Os are pretest measures for the three groups.
02,04 and Os are the posttest measures for the three groups: and
X1 and X respectively stand for treatment applied to experimental group I,
and experimental group II.

The tabular representation of the factorial matrix is as follows:
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Table 3.1: Tabular representation of 3x2x2 factorial matrix

Treatment Motivation for Peer Influence
Yoruba Orature High Low

Theatre-in-Education Package | High

Devised-for-Students Low

Theatre-in-Education Package | High

Devised-by-Students Low

Conventional Teaching Mode | High
Low
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The qualitative aspect of the study adopted the Focused Group Discussion
(with students at the experimental schools), In-depth Interview (with teachers) and
Researcher-as-participant Observation (using on-the-spot field notes) as methods of

data collection, in view of the research questions raised.
3.2 Variables in the study

There are three types of variables in this study, namely independent, moderator

and dependent variables.
Independent variable: This is the instructional package manipulated at three levels:
i. Theatre-in-Education Package Devised-for-Students
ii. Theatre-in-Education Package Devised-by-Students
iii. Conventional Teaching Mode
Moderator variables: The two moderator variables in this study are:
i Motivation for Yoruba orature (Categorised into two levels — high and low)
ii. Peer Influence (Categorised into two levels — high and low)
Dependent variables: The three dependent variables in this study are:
I Students’ knowledge of Yoruba orature
ii. Students’ disposition to Yoruba orature
iii. Students’ practice of Yoruba moral values
3.3 Selection of participants

The participants of this study were selected from the population of public
secondary school students in the Ibadan metropolis, Oyo state, Nigeria. First, the
simple random sampling technique was used to select three out of the five local
government areas enumerated in the Ibadan metropolis. Thereafter, two public senior
secondary schools from each of the three local government areas were randomly
selected, making a tota | of six schools.

An intact class of Senior Secondary Il (SS Il, henceforth) was selected from
each of the six randomly selected schools. The six SS Il classes were then randomly
assigned to experimental group one (Theatre-in-Education Package Devised-for-
Students), experimental group two (Theatre-in-Education Package Devised-by-
Students) and the control group (Conventional Teaching Mode).

In addition, two Yoruba Language teachers were purposively selected in each
of the experimental schools to serve as research assistants and for in-depth interview,

making a total of eight Yoruba Language teachers that took part in the study. Also, ten
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(10) SS 11 students were randomly selected for Focused Group Discussion in each of
the experimental schools, making a total of forty (40) students that participated in the
Focused Group Discussion conducted in the study. The researcher, also, as a
participant in developing and implementing the theatre-in-education packages took on-

the-spot field-notes as the research was progressing.
3.4 Selection of contents

The contents taught using the packages developed were orature and moral
value concepts in the Yoruba Language curriculum for senior secondary school Il. The
contents were as follows:

Orature: Isaré (chants), Orin (songs), Owe (proverbs)

Moral values: Twa omoluabi — Otitd Siso (truthfulness), Ibowofagba (respect for
elders), Ir¢le (humility), Oore Sise (kindness), Sudru ati Ipamora (Patience and
endurance), 1télorin (Contentment).

Since the nature of a total theatre is to incorporate songs, chants, and dance in a
play performance, the six moral value concepts selected were the major themes of the
plays devised in the Theatre-in-Education packages while the orature contents (chants,
songs, and proverbs) were plotted therein as vehicle through which the themes were

projected.
35 Research instruments

The following instruments were used in collecting data for the research:
i. Yoruba Orature Knowledge Test (YOKT)

ii. Questionnaire on Students’ Disposition to Yoruba Orature (StuDiYOQ)
iii. Questionnaire on Students’ Practice of Yoruba Moral Values (SPYMoVaQ)
iv. Motivation for Yoruba Orature Questionnaire (MoYOQ)
V. Students’ Peer Influence Questionnaire (SPIQ)
vi. Students’ Play Performance Rating Scale (SPPRS)

vii. Theatre-in-Education Package Devised-for-Students

viii. Theatre-in-Education Package Devised-by-Students
ix. Conventional Teaching Mode Guide
X. Focused Group Discussion Guide
xi. In-depth Interview Guide

xii. Consent Form
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3.5.1 Yorubéa Orature Knowledge Test (YOKT)

This test was self-constructed to measure the level of senior secondary school
students’ knowledge of the Yoruba oral literature forms. The test items were
constructed from the orature contents (isaré — chants, Orin — songs, and Owe —
proverbs) of the Yoruba language curriculum for SS Il. The test, therefore, comprised
four sections — Sections A, B, D and E. Section A was made up of 15 multiple choice
items that covered all the topics; Section B comprised five (5) short-answered
questions on the Yoruba proverbs; Section D comprised two short-answered questions
on Yoruba praise poetry (oriki) as an essential feature of the chant genre, while Section
E was a short-answered question on Yoruba songs. The test underwent face and
content validity by two Yoruba education experts. Thereafter, it was trial-tested on 20
SS Il students in a school outside the Tbadan Metropolis. The Kuder Richardson (KR)
20 formula was then used to determine its reliability coefficient and 0.81 was obtained.
This implies that the items were consistent enough to measure what they purport to

measure.
3.5.2 Questionnaire on Students’ Disposition to Yoruba Orature (StuDiYOQ)

This questionnaire was self-designed to measure students’ disposition to
Yoruba orature as means of entertainment and socialisation. The questionnaire
comprised two sessions. The first section contained the demographic information of
the students while the second section contained 20 items structured on the 4-point
modified Likert scale of Strongly Agree, Agree, Disagree and Strongly Disagree to
measure the disposition of students to Yoruba orature. The 20 items contained 10
positively worded items and 10 negatively worded items. The positive items were
scored in this order — Strongly Agree (4), Agree (3), Disagree (2) and Strongly
Disagree (1) while the negative items were scored in the reversed order, that is,
Strongly Agree (1), Agree (2), Disagree (3) and Strongly Disagree (4). This
questionnaire was made to undergo face and content validity by experts of Yoruba
education and measurement evaluation. The suggestions and comments arising from
the experts’ review were used to draw the final items. The instrument was thereafter
trial-tested on 20 SS I students of Yoruba in a school outside Ibadan metropolis. The
Cronbach Alpha method was then used to determine its reliability co-efficient and 0.76
was obtained. This shows that the questionnaire items are reliable in measuring

secondary school students’ disposition to Yoruba orature.
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3.5.3 Questionnaire on Students’ Practice of Yoruba Moral Values
(SPYMoVaQ)

This instrument was designed by the researcher to gather information about the
extent of students’ practice of Yoruba values of OmolGabi in the society. It was made
up of sections A, B and C. While Section A elicited demographic information of the
students, Section B contained 12 (6 positive and 6 negative) items structured on a
modified 4-point Likert scale of Always (4), Sometimes (3), Rarely (2) and Never (1),
hence, scored in that order for positively worded items and in the reversed order for the
negatively worded item. Section C contained 10 short-answered vigenettes test on
students’ moral behaviour. The face and content validity of the questionnaire was
ensured by two experts. The researcher used the experts’ comments to construct the
final items. Thereafter, it was trial-tested on 20 SS Il students taking Yoruba in a
school outside the area scope of this study. The Cronbach Alpha method was
employed in determining its reliability co-efficient and 0.72 was obtained. This
reliability coefficient implies that the instrument is reliable enough to measure

secondary school students’ practice of Yoruba moral values.
3.5.4 Motivation for Yoruba Orature Questionnaire (MoYOQ)

This questionnaire, adapted from a study conducted by Akinsola (2018), was
used to measure students’ motivation for learning the Yoruba oral literature forms. The
original scale contained 20 items structured on the modified 4-point Likert scale of
Strongly Agree (4), Agree (3), Disagree (2) and Strongly Disagree (1) in order to
measure students’ motivation for Yoruba literature and cultural concepts. According to
Akinsola’s (2018) report, the reliability co-efficient of the original instrument was
0.95. In this present study, 15 of the 20 items were selected and re-worded to suit the
measurement of students’ motivation for Yoruba orature. Eight (8) of the 15 items
were positively worded while the remaining seven (7) items were negatively worded.
These items underwent face and content validity by experts in (Yoruba) language
education and measurement evaluation. The experts’ comments were used to review
and rewrite the items. They were then trial-tested on 20 SS Il students in a school
outside Ibadan metropolis and the Cronbach Alpha method was used to obtain 0.73

reliability co-efficient, implying that the instrument is found reliable.
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3.5.5 Students’ Peer Influence Questionnaire (SPIQ)

Students’ Peer Influence Questionnaire, self-designed, measured the level at
which secondary school students are influenced by their peers. The instrument has two
sections — Section A and Section B. Section A elicited demographic information from
the respondents. Section B on the other hand comprised 15 items — eight (8) positive
items structured and scored on the modified 4-point Likert Scale of Strongly Agree (4),
Agree (3), Disagree (2) and Strongly Disagree (1) as well as seven (7) negative items
also structured on the same scale but score in the reversed order. The questionnaire
was face and content validated by experts in measurement and evaluation, whose
comments were used to write the final items. The scale was trial-tested on 20 SS II
students in a school outside the Ibadan metropolis and the Cronbach Alpha method
was used to obtain 0.75 reliability co-efficient. The 0.75 reliability coefficient implies

that the instrument is consistent in measuring what it purports to measure.
3.5.6 Students’ Play Performance Rating Scale (SPPRS)

This scale was designed by the researcher for expert to measure students’
class/stage performance of the plays in the theatre-in-education packages devised in
this study. The scale was made up of six (6) sub-scales — preparation and interpretation
(3 items), character development (3 items) vocal quality (3 items), body movement (3
items), scene presentation (3 items), and cultural matrices (5 items). Altogether, there
were 20 items in the rating scale. The rating format for all the items was structured on
the 5-point scale of Excellent (5), Very Good (4), Good (3), Fair (2), and Poor (1). The
scale was subjected to face and content validity by one expert of theatre arts and two
experts of educational evaluation. Their suggestions and comments were used to
correct the items and arrive at the final items for the scale. Thereafter, two theatre
experts and two Yoruba experts rated two selected students’ pre-class/stage
performance of the plays contained in the devised packages, to determine the
reliability of the rating scale. The Scott’s Pi inter-rater reliability method was used to
determine its reliability coefficient and 0.79 was obtained. This implies that the rating
scale was consistent in measuring students’ class/stage performance of the plays in the

theatre-in-education packages devised in this study.
3.5.7 Theatre-in-Education Package Devised-for-Students

This package was devised by the researcher. The story-line of the plays in the

package was conceived and written by the researcher for the students to rehearse and
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present/perform with the total direction and guidance of the researcher and/or their
Yoruba teacher.
Objectives of the package: The broad objective of the package was to improve senior
secondary school students’ learning outcomes in Yoruba orature and moral values.
Therefore, the package was aimed at:
I Increasing senior secondary school students’ knowledge of Yorubé orature.
ii. Improving senior secondary school students’ disposition to Yoruba orature.
iii. Re-orientating senior secondary school students’ practice of Yoruba moral
values.
It was from the above broad objectives that the lesson objectives for each week in the
package were drawn.
Content of the package: The package drew its content from the orature (Isaré —
chants, Orin — songs, and Owe — proverbs) and moral values concepts (Iwa omoludabi:
Otitg Siso - truthfulness; Ibowofagba — respect for elders; Irélé — humility; Oore Sise —
kindness; Suurd ati Ipamora — Patience and endurance; Itélorin — Contentment) as
found in the Yoruba language curriculum for the senior secondary school I1. Using the
six moral values (Otito Siso - truthfulness; Tbowofagba — respect for elders; Tréle —
humility; Oore Sise — kindness; Sulrl ati Ipamora — Patience and endurance; itélorun
— Contentment) as topics, the researcher conceived and wrote plays having the
following structure:
I Prologue/opening glee: A self-composed song and chant portraying the
topic/theme of the play.
ii. Play: A short one-act drama whose idea was conceived and written by the
researcher, and whose dialogue is embellished with proverbs; and
iii. Epilogue/closing glee: The self-composed song used as prologue.
Teacher’s/researcher’s activities: The teacher/researcher was responsible for
carrying out the following activities in devising and implementing the package:
I Conceiving, composing and writing the plays together with the songs and
chants in the package.
ii. Dividing the students in a class into groups and assigning a pre-prepared
play script to a group.
iii. Directing and coordinating the students’ rehearsals.
v, Directing and coordinating the students’ class/stage

presentation/performance of the plays in the package.
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Students’ activities: As both the actors and audience of the plays in the package, the
students carried out the following activities in implementing the package:
i Reading, interpreting, and rehearsing the plays written by the researcher.
ii. Preparing for the presentation/performance by looking for the suitable
costumes and props, where applicable.
iii. Presenting/performing the rehearsed plays.
Evaluation: The evaluation of the lesson objectives was ensured during and after the
play presentation as a part of the lesson steps. The student-audience gave immediate
feedback by suggesting alternative ways through which the moral play could have
ended and by mentioning lessons that they learnt from the presentation. Also, as part of
the immediate evaluation of the package, two experts of theatre arts and two Yoruba
teachers rated students’ play performance/presentation using SPPRS designed for the
purpose. The post-test administered on students, interview sessions conducted with
Yorubé teachers and Focused Group Discussions held with selected students later gave
a holistic evaluation of the efficacy of the package.
Therefore, the pedagogical implementation of the package involved the
following steps:
Step one (Introduction): The teacher/researcher briefed the students on the objectives
of the presentation/performance and introduced the students-group that would present.
Step two (Prologue): The group sang and chanted the lessons contained in their
presentation/performance.
Step three: The teacher/researcher created a scenario that foregrounded the content of
the presentation and tasked students to think along with the presentation/performance.
Step four: The rehearsed play was presented by the students-group.
Step five (Immediate Feedback): The students suggested various alternative ways the
play could have ended.
Step six (Epilogue): The whole class sang the song presented/performed as prologue
by the group.
Step seven (Evaluation): Students expressed the (moral) lessons they learnt from the
presentation/performance.
This package was presented to two experts of theatre-in-education for review of
its content and form. The researcher utilised their suggestions and comments in

arriving at the final package that was implemented on the field.
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3.5.8 Theatre-in-Education Package Devised-by-Students

This package was conceived by the researcher but devised by the students. As
such, the story-line of the plays in the package was created and written by the students.
The students also directed and coordinated their rehearsals and class
presentations/performance by themselves, with little or no researcher’s/teacher’s
guidance.

Objectives of the package: The broad objective of the package was to improve senior
secondary school students’ learning outcomes in Yoruba orature and moral values.
Therefore, the package was aimed at:

I. Increasing senior secondary school students’ knowledge of Yoruba orature.

ii. Improving senior secondary school students’ disposition to Yoruba orature.

iii. Re-orientating senior secondary school students’ practice of Yoruba moral

values.

It was from the above broad objectives that the lesson objectives for each week in the
package were drawn.
Content of the package: The package drew its content from the orature (Isaré —
chants, Orin — songs, and Owe — proverbs) and moral values concepts (Iwa omolabi:
Otitd Siso - truthfulness; Ibowofagba — respect for elders; Iréle — humility; Oore Sise —
kindness; Suurd ati Ipamora — Patience and endurance; Itélorin — Contentment) as
found in the Yorubéa language curriculum for the senior secondary school Il. Using the
six moral values (Otitd Siso - truthfulness; Tbowofagba — respect for elders; Tréle —
humility; Oore Sise — kindness; Sulrl ati Ipamdra — Patience and endurance; 1télorun
— Contentment) as topics, the students were tasked to conceive and write plays having
one or all of songs, chants and proverbs embedded but with structure they deemed fit.
Teacher’s/researcher’s activities: The teacher/researcher was responsible for
carrying out the following activities in devising and implementing the package:

i Dividing the students in a class into groups.

ii. Assigning a moral value topic to each group.

iii. Sensitising/briefing the students about the act and art of play writing and

production.

iv. Providing little guidance to students when the need arises.
Students’ activities: The students carried out the following activities in devising and
implementing the package:
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I Conceiving, creating, and writing of the story-line of the plays contained in
the package.
ii. Appointing one of them to coordinate and direct their rehearsals and
performances.
iii. Preparing for the presentation/performance by looking for the suitable
costumes and props, where applicable.
iv. Presenting/performing the rehearsed plays.
V. Answering the audience (other students’) questions after their class
presentation/performance.
Evaluation: The evaluation of the lesson objectives was ensured after the play
presentation as a part of the lesson steps. The students gave immediate feedback
through the interaction between the student-actors and student-audience as well as by
mentioning lessons that they learnt from the presentation. Also, as part of the
immediate evaluation of the package, two experts of theatre arts and two Yoruba
teachers rated students’ play performance/presentation using SPPRS designed for the
purpose. The post-test administered on students, interview sessions conducted with
Yorubé teachers and Focused Group Discussions held with selected students later gave
a holistic evaluation of the efficacy of the package.
Therefore, the pedagogical implementation of the package involved the
following steps:
Step one (Introduction): The teacher/researcher briefed the students on the objectives
of the presentation/performance and introduced the leader of the students-group
presenting to take charge from there.
Step two: The rehearsed play was presented/performed by the students-group in the
structure they have planned.
Step three (Immediate Feedback): The class interviewed the students-group on
content of their presentation/performance, while the group answered the questions
thrown at them.
Step four: The teacher/researcher mediated by throwing more light on some moral
issues, as the need was arising.
Step five (Evaluation): Students expressed the (moral) lessons they learnt from the

presentation/performance.
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This package also was presented to two experts of theatre-in-education for
review of its content and form. Their suggestions and comments were used in arriving

at the final package that was implemented on the field
3.5.9 Conventional Teaching Mode Guide

This teaching guide was self-constructed based on the researchers’ pre-visits to
the six selected senior secondary schools in the Ibadan metropolis to observe the
conventional method(s) the Yoruba language teachers have been employing in
teaching Yoruba orature and moral values. Arising from the field-notes the researcher
took during the observation, the following lesson steps emanated as procedural steps
involved in the conventional teaching of Yorubéa orature and moral values:

Step one: The Yoruba teacher greets the students and tell them the topic to be treated.
Step two: The teacher explains the topic to the students.

Step three: The teacher asks questions from the students on what is taught and re-
explains the grey areas.

Step four: The teacher gives note to the students by writing it on the chalkboard.
3.5.10 Focused Group Discussion Guide

This instrument was self-constructed to guide the focused group discussion
sessions with selected students of the two experimental groups. The guide consisted of
two sections. While the first section was made up of introduction and the objectives of
the discussion, the second section was made up of questions/issues for discussion. The
questions were woven around the research questions raised for this study. This guide
was face and content validated by experts in measurement evaluation and their
comments were used in improving its quality.

3.5.11 In-depth Interview Guide

This guide was constructed by the researcher to gather information from the
selected teachers during the in-depth interview session conducted with each of them.
The interview guide comprised probing questions woven around the research questions
raised for the study. Two experts of measurement evaluation ensured the face and
content validity of this guide and their comments were used to strengthen the

instrument.
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3.5.12 Consent Form

This form was designed by the researcher to secure the consents of the

managements, teachers, and students at the selected schools as well as the parent(s) of

the concerned students. The form contained:

The research summary including objectives, timeframe, and procedures.
Foreseeable risks and discomfort for participants during the research fieldwork.
Expected outcomes of the research and benefits to participants, society, and the
researcher.

Statements showing that participation in the study is voluntary; and

Signatory session

This consent form was presented to the supervisor of this study for face and

content validity. The suggestions and observations were used to correct the form

before use.

3.6

Research procedure

The procedure for carrying out this research was in stages, as presented in the

Table 3.2:
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Table 3.2: Tabular presentation of the research procedure

Stages Activities Duration

1 Selection of and consent from schools, teachers and | 1 Week
students

2 Training of research assistants 1 Week

3 Pretest administration 1 Week

4 Treatment 8 Weeks

5 Post-test administration 1 Week

6 FGD and indepth interview 1 Week
Total 13 Weeks
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These stages are further elucidated in the following sections:

Stage one

Selection of and consent from schools, teachers and students — A letter of
introduction was collected from the Head, Department of Arts and Social Sciences
Education, University of Tbadan to schools that took part in the study. The school
managements were made to give their consent by signing the consent form designed
by the researcher, after which the students together with their parent(s) and Yoruba
teachers signed the consent form. This was achieved in one week.

Stage two

Training of research assistants: At this stage, the researcher trained the selected two
Yoruba language teachers teaching the senior classes in the selected schools to serve as
research assistants for the study. The researcher held a briefing session with the
selected teachers in their respective schools about their role in the study. The research
assistants were to assist in administering instruments for pre-test and post-test,
coordinating/overseeing students’ rehearsals, and class presentations, as well as rating
students’ class performance/presentation of the devised plays. Therefore, the teachers
were intimated with the devised packages at this stage. This stage lasted one week.
Stage three

Pretest administration: This stage involved the pre-test measures for the study. The
Yoruba Orature Knowledge Test, Questionnaire on Students’ Disposition to Yoruba
Orature; Questionnaire on Students’ Practice of Yoruba Moral Values; Motivation for
Yorubd Orature Questionnaire and Students’ Peer Influence Questionnaire were
administered on students in both the experimental and the control groups. The
activities in this stage were achieved in one week.

Stage four

Treatment: This involved the exposure of students in the experimental schools to
theatre-in-education package devised-for-students and devised-by-students in learning
Yoruba orature and moral values concepts selected for the study. However, the
students in the control schools were left to learn the concepts through their teachers’
conventional teaching mode. This treatment lasted eight (8) weeks. Activities carried
out in each treatment week as emanating from the two packages devised were as
follows:

i. Treatment week 1: The plays in the Theatre-in-Education Package Devised-

by-Students were conceived and written by the students. The researcher/teacher
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grouped the students into six groups and gave one Yoruba moral value concept
pre-selected for the study to each group. The researcher/teacher briefed the
students on what they were expected to do — select a group leader/director;
write a script/story-line for the topic given; ensure the utilisation of Yoruba oral
literature like songs, proverb, and chants to convey/buttress their message; and
submit their script to the researcher/teacher within one week. However, the
researcher handed over the prepared play scripts of the Theatre-in-Education
Package Devised-for-Students to the Yoruba language teacher. The teacher
assisted in grouping the SS 11 class into six groups and gave a prepared play
script to each group. These activities lasted one week.

Treatment week 2: Each students-group in both the Theatre-in-Education
Package Devised-for-Students and Devised-by-Students held rehearsals.
Students’ rehearsals in the Theatre-in-Education Package Devised-for-Students
group were directed and highly supervised by the researcher/teacher while the
selected group leader/director directed and coordinated the rehearsals of the
Theatre-in-Education Package Devised-by-Students group. However, the
teacher/researcher provided little supervision as the need was arising. These
activities also lasted one week.

Treatment week 3 to 8 (Class presentation/performance of the rehearsed
plays): Students in both experimental groups performed their prepared plays in
the classroom as the teacher/researcher utilised the lesson steps in the packages
to expose students to Yoruba orature and moral values concepts selected for
this study. There was also experts’ rating of the students’ play performance at
this stage. This class presentation or performance lasted six (6) weeks as each

intact class selected was divided into six (6) groups.

Stage five

Post-test administration: This stage involved the posttest administration of the

instruments — Yoruba Orature Knowledge Test, Questionnaire on Students’

Disposition to Yoruba Orature; Questionnaire on Students’ Practice of Yoruba Moral
Values designed to measure the dependent variables. The administration was done on
students in both the experimental and the control groups. This stage lasted one week.

Stage six

FGD and indepth interview: The activity in this stage involved the Focused Group

Discussion with selected students in the two experimental groups using the Focused
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Group Discussion Guide designed for the purpose. This stage also involved in-depth
interview sessions with selected teachers at the experimental schools, using the

Interview Guide designed for the purpose. This stage lasted one week.
3.7 Methods of data analysis

The quantitative data were analysed using both the descriptive and inferential
statistics. Descriptive statistics of frequency counts, percentage scores and means were
used to report the demographic information (gender and age) of the students and to
answer the research questions la to 1f. The inferential statistics of Analysis of
Covariance (ANCOVA) was used to test all the null hypotheses formulated, using
pretest scores as covariates. In addition, Estimated Marginal Means were computed to
show magnitude of the mean scores of the three groups, while Bonferroni Post-hoc
Analysis were used to detect sources of the significant effect that existed. Graphs were
also used to disentangle area of significant interaction effects that existed. All
hypotheses were tested at 0.05 levels of significance.

The qualitative data on the other hand were analysed using the thematic method
of data analysis. The field-notes arising from the transcription of the FGD and in-depth
interview as well as the researcher-as-participant observation note were categorised
into themes and subthemes, using code-weights and code co-occurrence. The arising
themes and sub-themes were then used in answering the research questions 2 to 5
raised for the study. Diagrammatic illustration of the relationship among the themes
and sub-themes were also presented where necessary.

Table 3.3 summarises the data analysis methods employed in this study based

on the hypotheses and research questions raised:
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Table 3.3: Tabular presentation of the methods of data analysis

Hypotheses/ | Data Type Methods of Data Analysis
Research
Questions
RQs la-1d Quantitative data Descriptive statistics of:
e Frequency counts
e Percentage scores
e Means
e Standard deviation
RQ 2 Qualitative data through FGD | Thematic Analysis:
with students and | e Field-notes categorisation
videography of students’ play | into themes and sub-themes
performances. through:
RQ3 Qualitative data through the v' Code-weights
play scripts of the devised v Code co-occurrence
packages and videography of | e Diagrammatic illustration of
students’ play performances. the themes and sub-themes
RQ4 Qualitative  data  through
interview  sessions  with
teachers and Researcher-as-
Participant observation.
RQ5 Qualitative data through FGD
sessions with students and
Researcher-as-Participant
observation
Ho1-7 Quantitative data through | e Analysis of Covariance

pretest and posttest measures

e Estimated Marginal Means
¢ Bonferroni Post-hoc

Analysis
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3.8 Ethical considerations

This study considered the ethos for carrying out behavioural/social research
such as the protection of participants’ safety, privacy, dignity, rights and emotional
well-being before, during and after the research fieldwork. A written consent of each
participant was secured using the consent form designed for the purpose, where
emphasis was laid on the voluntariness of participating in the study. Therefore,
students were allowed to stop participating in the study at any stage of the procedure if
they so wished. Also, the information/data (responses to questionnaires, audio/video
recordings of interview and FGD sessions, photos/videos of the theatre/drama
intervention sessions) collected were treated with high confidentiality. In other words,
none of the information was used for other purposes different from the presentation

and publication of the research findings.

124



CHAPTER FOUR
RESULTS AND DISCUSSION OF FINDINGS

This chapter presents the results of the data analysis conducted. The results are
presented with the use of figures and/or tables for conciseness. The chapter starts with
the demographic information of the selected students, after which the research
questions posed are answered and the null hypotheses formulated are tested. The
chapter also offers a detailed discussion of the key findings drawing from the results,
in the light of previous empirical studies.

4.1 Students’ demographic information

139 (47.6%)

153 (52.4%)

= Male = Female

Figure 4.1: Pie chart showing students’ gender distribution

125



Figure 4.1 shows the gender distribution of the selected students for this study. The
result indicates that majority of the selected students were male (153; 52.4%) while the
remaining 139 (47.6%) were female. By implication, there were more male

participants in this study than female.
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Table 4.1: Showing students’ age distribution

Age Range Frequency Percentage
11 — 15 years 91 31.1

16 -20 years 134 46

Above 20 years 01 0.3

Did Not Indicate 66 22.6

Total 292 100

Least Age =12

Highest Age = 21

Mean Age = 16.00
Standard Deviation = 1.47

127




Table 4.1 shows the age distribution of the selected students for this study. The
data indicates that majority of the selected students were 16-20 years old (134;
46%), 91 (31.1%) students were 11-15 years old, 66 (22.6%) did not disclose their
age while it was only one (.3%) student that was above 20 years old. This implies
that majority of the students selected for this study were adolescents because many
of them have their age fall either between 16-20 years or 11-15 years old. This is

further proven by their mean age which was found to be 15.97.
4.2 Answering the research questions

Research question la: What is the level of senior secondary school students’

knowledge of Yoruba orature?
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Table 4.2: The level of senior secondary school students’ knowledge of the
Yoruba orature

Score (in %) Frequency Percentage

.00 11 3.8
2.00 1 3
4.00 8 2.7
6.00 19 6.5
8.00 26 8.9
10.00 25 8.6
12.00 15 5.1
14.00 15 5.1
16.00 16 55
18.00 27 9.2
20.00 15 5.1
22.00 17 5.8
24.00 27 9.2
26.00 15 5.1
28.00 14 4.8
30.00 10 34
32.00 9 3.1
34.00 9 3.1
36.00 3 1.0
38.00 6 2.1
40.00 1 3
42.00 1 3
44.00 1 3
50.00 1 3
Total 292 100

% Average = 18.00%
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Table 4.2 shows the level of senior secondary school students’ knowledge of Yoruba
orature before the treatment began. The result indicates that the students had 18.00%
average in the Yoruba orature knowledge test administered. This implies that the
students had low knowledge of Yoruba orature.

Research question 1b: What is the senior secondary school students’ disposition to

Yorubé orature?
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Table 4.3: The senior secondary school students’ disposition to Yoruba orature

SIN ITEMS SA A D SD X St.D
1. | I like the Yorubéa oral poems. 173 84 16 12 3.46 | .78
(60.7%) | (28.8%) | (5.6%) | (4.2%)
2. |1 enjoy Yorubd oral literature | 122 107 36 11 (4%) | 3.23 | .82
lessons more than other aspects of | (44.2%) | (38.8%) | (13%)
the Yoruba studies.
3. | There is nothing worth learning in | 96 100 50 38 2.10 | 1.02
Yoruba oral literature. (33.8%) | (35.2%) | (17.6%) | (13.4%)
4 | If 1 have my way, | will remove | 60 89 67 55 243 | 1.05
oral literature from the Yorubd | (22.1%) | (32.8%) | (24.7%) | (20.3%)
curriculum.
5. I find Yorubd songs wvery| 119 85 48 21 3.10 | .95
informative (43.6%) | (31.1%) | (17.6%) | (7.7%)
6. | consider the Yoruba chants as | 79 92 63 43 2.25 | 1.04
being useful for rituals and | (28.5%) | (33.2%) | (22.7%) | (15.5%)
traditional festivals alone.
7. | do not need to learn the Yoruba | 67 83 62 65 2.45 | 1.09
oral literature as a secondary school | (24.2%) | (30%) (22.4%) | (23.5%)
student.
8. | find the Yorubé oral literary forms | 132 88 33 17 3.24 | .89
very educative. (48.9%) | (32.6%) | (12.2%) | (5.8%)
9. I always try to avoid learning | 80 89 60 45 2.25 | 1.05
Yoruba oral literature. (29.2%) | (32.5%) | (21.9%) | (16.4%)
10. | I consider learning the Yoruba oral | 66 64 70 69 252 | 1.12
literature as a waste of time. (24.5%) | (23.8%) | (26%) | (25.7%)
11. | I normally use the Yoruba proverbs | 107 89 45 28 3.02 | .99
in my conversation with people. (39.8%) | (33.1%) | (16.7%) | (10.4%)
12. | I listen to musics on Yorubé chant. | 103 93 41 28 3.02 | .98
(38.9%) | (35.1%) | (15.5%) | (10.6%)
13. | | deliberately do not pay attention | 53 78 67 65 254 | 1.07
whenever | am being taught the | (20.2%) | (29.7%) | (25.5%) | (24.7%)
Yorub4 oral literature.
14. |1 enjoy listening to radio | 136 90 23 19 3.27 | .89
programmes where Yoruba oral | (50.7%) | (33.6%) | (8.6%) | (7.1%)
literary forms are presented.
15. | I learn many moral values from the | 120 83 47 17 3.14 | .93
Yoruba oral literature lessons. (44.9%) | (31.1%) | (17.6%) | (6.4%)
16. | Yoruba songs and chants are too | 75 63 62 63 242 | 1.14
local for me (28.5%) | (24%) (23.6%) | (24%)
17. | I normally do not bother to | 60 87 67 55 2.43 | 1.05
understand proverbs when they are | (22.3%) | (32.3%) | (24.9%) | (20.4%)
spoken to me.
18. | | do not like the Yoruba folktales | 74 67 68 59 258 | 1.11
and riddles at all. (27.6%) | (25%) | (25.4%) | (22%)
19. | I like to participate in school | 138 76 32 24 3.21 | .97
cultural activities where Yoruba | (51.1%) | (28.1%) | (11.9%) | (8.9%)
oral literature features.
20. | Yoruba oral artists should be | 146 79 21 24 3.28 | .95
invited to schools regularly. (54.1%) | (29.3%) | (7.8%) | (8.9%)

Weighted Mean = 2.80; Threshold = 2.50
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Table 4.3 shows the disposition of senior secondary students to Yoruba orature before
the treatment was applied. The result indicates a weighted mean of 2.80 which is
greater than the threshold set at 2.50. This implies that the selected senior secondary
school students had a positive disposition to Yoruba orature. Out of the 20 items used,
10 items contributed to this positive disposition because their mean values were greater
than the weighted mean. In their order of magnitude, the items are; item 1 — | like the
Yoruba oral poems (x = 3.46>2.80), item 20 — Yoruba oral artists should be invited to
schools regularly (x = 3.28>2.80), item 14 — | enjoy listening to radio programmes
where Yoruba oral literary forms are presented (x = 3.27>2.80), item 8 — | find the
Yorubé oral literary forms very educative (x = 3.24>2.80), item 2 — | enjoy Yoruba
oral literature lessons more than other aspects of the Yoruba studies (x = 3.23>2.80),
item 19 — | like to participate in school cultural activities where Yoruba oral literature
features (x = 3.21>2.80), item 15 — | learn many moral values from the Yorubéa oral
literature lessons (x = 3.14>2.80), item 5 — | find Yoruba songs very informative (x =
3.10>2.80), item 11 — I normally use the Yoruba proverbs in my conversation with
people (X = 3.02>2.80), and item 12 — I listen to musics on Yoruba chant (X =
3.02>2.80). Therefore, it could be concluded that majority of the selected students had
positive disposition to Yorubéa orature before the treatment began.

Research question 1c: What is the level of senior secondary school students’ practice

of Yoruba moral values?
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Table 4.4: The level of senior secondary school students’ practice of Yoruba

moral values
SIN ITEMS Always | Someti | Rarely | Never X St.D
mes

1 | speak the truth even if | 147 100 13 11 341 |.76
I will be punished (54.2%) | (36.9%) | (4.8%) | (4.1%)

2 | prostrate/knee down | 170 73 15 11 349 |.78
while greeting all (63.2%) | (27.1%) | (5.6%) | (4.1%)
elderly persons

3 | do not wear dresses 151 49 20 49 3.12 | 1.16
that will reveal my (56.1%) | (18.2%) | (7.4%) | (18.2%)
nakedness.

4 | stand up for an| 162 61 19 23 3.36 |.95
elderly person to sit on | (61.1%) | (23%) (7.2%) | (7.9%)
my seat

5 I tell lies to get out of | 55 100 26 86 253 | 1.14
punishment (20.6%) | (37.5%) | (9.7%) | (32.2%)

6 | assist elders in 150 65 20 27 3.29 | .99
carrying their loads (57.3%) | (24.8%) | (7.6%) | (10.3%)

7 | take hard drugs where | 35 34 12 183 3.29 |1.13
nobody can see me (13.3%) | (12.9%) | (4.5%) | (69.3%)

8 I copy from my note or | 32 67 23 141 3.03 |1.13
friends during class (12.2%) | (25.5%) | (8.7%) | (53.6%)
work/test or
examinations, so that |
can pass

9 | obey all my teachers’ | 189 52 13 9(3.4%) | 3.60 |.74
instructions (71.9%) | (19.8%) | (4.9%)

10 | I help my friends who | 169 61 19 12 3.48 | .82
are in need (64.8%) | (23.4%) | (7.3%) | (4.6%)

11 |1 take things that are | 59 37 18 147 296 | 1.27
not mine in order to be | (22.6%) | (14.2%) | (6.9%) | (56.3%)
comfortable

12 | luse vulgar/offensive/ | 39 77 30 118 2.85 | 1.15
abusive words with my | (14.8%) | (29.2%) | (11.4 | (44.7%)
friends %)

Weighted mean = 3.20; Threshold = 2.50
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Table 4.4 indicates the level of senior secondary school students’ practice of Yoruba
moral values. The result shows that the weighted mean of 3.20 is greater than the
threshold set at 3.00. This implies that senior secondary school students selected for
the study had high practice of the Yoruba moral values. Out of the 12 items used,
seven (7) items contributed to the high practice of Yorub& moral values because their
mean values are greater than the weighted mean. In their order of magnitude, the items
are; item 9 — | obey all my teachers’ instructions (X = 3.60>3.20), item 2 — |
prostrate/knee down while greeting all elderly persons (X = 3.49>3.20), item 10 — |
help my friends who are in need (X = 3.48>3.20), item 1 — | speak the truth even if |
will be punished (x = 3.41>3.20), item 4 — | stand up for an elderly person to sit on my
seat (X = 3.36>3.20), item 6 — | assist elders in carrying their loads (x = 3.29>3.20),
and item 7 — | take hard drugs where nobody can see me (x = 3.29>3.20). In
conclusion, the result reveals that majority of the selected students reported that they
did obey all their teachers’ instructions; prostrate/knee down while greeting all elderly
persons; help their friends who are in need; speak the truth even if they will be
punished; stand up for an elderly person to sit on their seat; assist elders in carrying
their loads and that they did not take hard drugs. However, the moral vignette test
administered on the students further shows the decisions of the students towards
practicing the Yoruba moral values in many situations that they may find themselves.

The result is presented graphically in Figure 4.2.
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Figure 4.2: Students' responses to moral vignette test
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Figure 4.2 shows the responses (categorised into morally right, morally wrong, and
undecided) of the selected students to the moral vignette test administered. The result
indicates the percentage of students that gave morally right, morally wrong, or
undecided responses to each scenario/vignette in the test. The result based on each

vignette is elucidated below:

Vignette 1: You have not eaten for three days because your parents have no money.
You got to school very early in the morning, and you were the first person to come.
You found a huge sum of money in the school compound. Nothing is on it to trace the

owner of the money.

The result presented in Figure 4.2 shows that majority of the students gave a morally

wrong response to the above scenario.

Vignette 2: You have been warned from home not to talk to strangers on your way to

school. You see an old woman about 90 years old struggling to lift her luggage.

The result presented in Figure 4.2 indicates that majority of the students gave a
morally right response to the above scenario.

Vignette 3: You did not prepare for English language examination but have the

opportunity to cheat in the examination hall.

Figure 4.2 shows that majority of the students gave a morally wrong response to the

above scenario.

Vignette 4: Students in your school have paid a certain fee to the school management

for WAEC before the government announced its intention to make it free. As the

senior boy/qgirl, students are pressing you to disturb the peace of the school in order to

get a refund.

The result presented in Figure 4.2 shows that majority of the students gave an
undecided response to the above scenario.

Vignette 5: You see a brilliant student in an examination hall soliciting to borrow

pen with the permission of the invigilator because her/his pen stops working. You

have an extra pen but you have not written enough while he/she is almost through.

The result presented in Figure 4.2 shows that majority of the students gave an
undecided response to the above scenario.

Vignette 6: You see a girl/boy laughing when he/she realises his/her friend’s father

is a gateman who dresses shabbily.
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The result presented in Figure 4.2 shows that majority of the students gave undecided

responses to the above scenario.

Vignette 7: You see a senior student smoking cigarette in the school toilet. He or she
entices you to join.
The result presented in Figure 4.2 shows that majority of the students gave morally

right responses to the above scenario.

Vignette 8: You find money in the pocket of your dad’s cloth he asked you to wash
The result presented in Figure 4.2 shows that majority of the students gave undecided

responses to the above scenario.

Vignette 9: You see a blind person struggling to cross a busy road all alone
The result presented in Figure 4.2 shows that majority of the students gave morally

right responses to the above scenario.
Vignette 10: You see your parent(s) first thing in the morning

The result presented in Figure 4.2 shows that majority of the students gave a morally

right response to the above scenario.

In conclusion, the result shows that it is only four of the 10 vignettes that
students gave morally right responses to. The vignettes were vignette 2 (respect and
honour for elders), vignette 7 (discipline), vignette 9 (kindness/caring for the disabled),
and vignette 10 (greetings and respect for parents). This implies that the Yoruba moral
values that students did practice were greetings, respect/honour for elders/parents,
discipline and kindness/caring for the disabled. However, the students gave morally
wrong or undecided responses to vignette 1 (integrity/truthfulness), vignette 3
(integrity/truthfulness), vignette 4 (being peaceful), vignette 5 (helping friends),
vignette 6 (discipline), and vignette 8 (integrity/truthfulness). This implies that the
selected students were not likely practicing the integrity/truthfulness because of what
were attached such as money or passing an examination. Also, discipline was not
likely to be practiced by the students when found in a fun-filled and comic situation or

whenever a punishment is not attached.

Research question 1d: What is the rating of senior secondary school students’

class/stage performance of the plays contained in the packages devised for this study?
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Table 4.5: The rating of senior secondary school students’ class/stage
performance of the plays contained in the Theatre-in-education packages
S/ Items Excelle | Very Good Fair (2) | Poor (1) | x St. D.
N nt (5) Good ?3)
(4)
Preparation and Interpretation (Weighted mean =2.96; Threshold =3.00)
1 Students show adequate preparation | 10 20 48 9 9 313 | 1.04
of/from text/script. (10.4%) | (20.8%) | (50%) (9.4%) (9.4%)
2 Students show adequate interpretation | 10 37 29 10 10 328 | 1.12
of the text/script. (10.4%) | (38.5%) | (30.2%) | (10.4%) | (10.4%)
3 There is a subtle approach to materials | 9 10 10 57 10 248 | 111
such as props and costumes. (9.4%) (10.4%) | (10.4%) | (59.4%) | (10.4%)
Character Development (Weighted mean = 3.20; Threshold =3.00)
4 There is evidence of appropriate acting | - 69 9 9 9 3.43 | 1.00
technique for character development. (7.9%) (9.4%) (9.4%) (9.4%)
5 Students show clear understanding of | 9 - 9 69 9 2.28 | .98
play’s  objectives  through  their | (9.4%) (9.4%) (71.9%) | (9.4%)
characters.
6 Students’ emotional engagements are | 18 60 9 9 - 3.90 | 81
appropriate to character/story. (18.8%) | (62.5%) | (9.4%) (9.4%)
Vocal Quality (Weighted mean = 2.97; Threshold =3.00)
7 The students’ vocal choices are well- | 9 9 60 9 9 3.00 | .97
articulated. (9.4%) (9.4%) (62.5%) | (9.4%) (9.4%)
8 Students’ voices are well paced. 9 9 - 69 9 2.37 | 1.08
(9.4%) (9.4%) (71.9%) | (9.4%)
9 The students’ vocal choices | 9 60 9 9 9 3.53 | 1.09
consistently reflect their characters. (9.4%) (62.5%) | (9.4%) (9.4%) (9.4%)
Body Movement (Weighted mean = 2.86; Threshold =3.00)
10 | The students’ body movement reflects | 9 50 9 9 19 321 | 1.32
their character. (9.4%) (52.1%) | (9.4%) (9.4%) (19.8%)
11 | Students show physical commitmentto | 9 50 9 19 9 332 | 1.17
the story. (9.4%) (52.1%) | (9.4%) (19.8%) | (9.4%)
12 | Students’ movements do not mask one | 9 10 18 50 2.05 | 1.36
another on the stage. (9.4%) 9 (10.4%) | (18.8%) | (52.1%)
(9.4%)
Scene Presentation (Weighted mean = 2.43; Threshold =3.00)
13 | Students demonstrate an understanding | 9 9 60 9 9 3.00 | .97
of scene tempo. (9.4%) (9.4%) (62.5%) | (9.4%) (9.4%)
14 | Students demonstrate an understanding | 9 9 - 69 9 2.37 | 1.09
of stage technicalities. (9.4%) (9.4%) (71.9%) | (9.4%)
15 | Performance demonstrates strong actor | 9 9 9 9 60 1.93 | 1.39
engagement through clear directorial | (9.4%) (9.4%) (9.4%) (9.4%) (62.5%)
elements.
Cultural Matrices (Weighted mean = 3.32; Threshold =3.00)
16 | Students show adequate understanding | 60 9 9 9 9 4.06 | 1.39
of the cultural context of the play. (62.5%) | (9.4%) (9.4%) (9.4%) (9.4%)
17 | Students’preparation of/from | 9 60 9 9 9 3.53 | 1.09
script/text shows adequate knowledge | (9.4%) (62.5%) | (9.4%) (9.4%) (9.4%)
of the Yorubé culture.
18 | Students’actions show a proper | 9 60 9 9 9 3.53 | 1.09
interpretation of the Yorubd moral | (9.4%) (62.5%) | (9.4%) (9.4%) (9.4%)
values contained in the scripts/texts.
19 | Students adequately | 9 9 60 9 9 3.00 | .97
incorporate/present  Yoruba  oral | (9.4%) (9.4%) (62.5%) | (9.4%) (9.4%)
literature in their plays.
20 | Students use oral literature to buttress | 9 9 9 60 9 246 | 1.09
the cultural/moral messages of their | (9.4%) (9.4%) (9.4%) (62.5%) | (9.4%)
play.

Grand Mean = 2.99; Threshold = 3.00

138




Table 4.5 shows the level of students’ stage/class performance of the plays in the
theatre-in-education packages devised in this study. The result indicates a grand
weighted mean of 2.99 which is at par with the threshold set at 3.00. This implies that
the level of students’ stage/class performance of the plays in the theatre-in-education
packages was average. However, based on the subscales rated, the result indicates that
students had high level performance in cultural matrices (x = 3.32) followed by
character development (x = 3.20), because the mean values were greater than the
threshold (3.00). Whereas the students had low level performance in vocal quality (X =
2.97), followed by preparation and interpretation (X =2.96), body movement (x = 2.86)
and scene presentation (x = 2.43), because their mean values were below the threshold.
This result implies that despite the general average stage performance of the plays,
students were rated high in their portrayal of cultural matrices in the plays and in their
character development.

Research question 2: How is the content/story-line of the Theatre-in-education
Package Devised-by-Students realised/created by the selected students?

The thematic analysis of the field data collected indicated how students in the
Theatre-in-education Package Devised-by-Students group created the content and/or
story-line of their plays. This result is categorized into themes as illustrated in Figure
4.3:
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Consultations
Group

Brainstorming

Creativity

Adaptations

Teacher's
Interventions

Figure 4.3: How students created their plays for the TiE package devised-by-
students
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Creativity

Creativity is central because it connects other themes as the major way through
which students created the contents of their plays. Students realised the contents of
their plays creatively, hence, the story-line, concepts, and dialogue that they used were
originated by them. Apart from the evidence of play scripts submitted by the students
to the researcher (see Appendix Xl), their teachers also confirmed that the students
created the stories/plays themselves, considering the extracts below:

Oluk¢ 1: O jé ohun t6 wa mi 16ri papo pelu bi awon akékod yen
se seda eré fanra won ti won si gbé e jade fanra won. Ind mi dun
pUpopupo lati ri won pé won se irt nnkan bayii...ibi ti ééyan gan-
an 0 foju si pé won ti le se tabi won Ié soro dé, won mu un débe, 6
jé ki ind mi dun, ori mi si wu peld. (IDI, Yoruba Language
Teacher, Ibadan South-East LGA, 22/11/2021)

Teacher 1: It is greatly inspiring with how those students created
plays on their own, and they presented it on their own. | am very
excited to see that they did such thing. Where one did not even
expect them to get to, they got there, this made me very happy,
and | am also impressed.

Teacher 1, in the above extract, expressed her excitement for the level of
creativity displayed by her students in creating plays for the TiE Package Devised-by-
Students. She also expressed the fact that her students did not only creatively conceive
and realise the plays, but also creatively performed them. This implies that creating the
plays continued even while the students were already performing or presenting it to
their colleagues. This will further be elucidated through the four sub-themes
(Consultations, group brainstorming, teachers’ interventions and adaptations) that
show how the students put their creativity to work while conceiving and forming their
plays. Although, it was not all the student-groups that engaged in all these four
activities. However, each student-group engaged in at least one of the four activities.
Consultations: This is the students’ attempt to research on the topic given before
conceiving the plays. Students did this without being told by the researcher or their
teacher. Although informally, the research was necessary for students to understand
the nature of the topic given to them. The student-groups that did such research
individually consulted elders like parents, guardians, older siblings and so on at home
to have a proper understanding of the moral topic they were to conceive a play on. The
following extracts from the students’ FGD sessions show how and why students did

their individual consultation with whoever they did it with:
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Akékoo C1: Emi ati egbon mi kan la jo gbimo po lati ko
eré naa. A jo jokoo po nilé, a md awon nnkan ti 6 n sele
lawujo, a wa fi awon ééyan si i nind, lati so ¢ si eré ori
itagé. (FGD, SS Il Student, Ibadan South-East LGA,
1/12/2021)

Student C1: It was one of my older siblings and I that
wrote the play together. We sat down together at home,
we took from the societal occurrences, we then included
human beings as characters to make a stage play out of it.

From the extracts above, it is obvious that the Student C1 consulted someone
older and more knowledgeable to conceive a play to be submitted to her group
members. This implies that the student recognised the place of research in knowledge
formation and dissemination. This consultation obviously enlightened the student
about different layers of immoral acts in the societal and therefore they could
adequately incorporate societal happenings in the play. In its realest sense,
theatre/drama is a socialisation agent that takes from the society to correct the society.
Apart from going outside the school settings to consult older people, the researcher as
a participant in this research observed that students continued their consultations even
during the rehearsal stages. Students were consulting their teachers to fortify
themselves with proverbial dialogues that would help them drive home the thematic
preoccupation of their plays. The researcher’s videographic documentation of some
students’ rehearsals revealed this, as evident in students’ conversation and peer-
correction presented in the extracts below:

Akékoo 1: (O 1 ko ipa kan 16wé ninG eré lasiko igbaradi) 6 ye
kéeyan maa se suuru layé o, tori pé kin ni..sudru lé sokita
jinna...ecemmm...a ki i si fi... suaru labe gbighona...

Akekoo 2: (O ja lu oro lati da eré daro) Héeee! E dud o! Bayen
mo ko ni mummy Yoruba ma se ni k& sowe un o...emmm...a Ki i

fi waduwadu 1ab¢ gbigbona...(Video-Extract of Students’ Play
Rehearsal, Ibadan North LGA, 24/9/2021)

Student 1: (playing a role in the play during rehearsal) someone
is supposed to be patient in life, because of what...patience can
cook stone till it’s soft...eemmm...we don’t ...take hot soup
with patience...

Student 2: (cuts in to stop the play) Heyyy! Wait a bit o! It’s not
that way the Yoruba teacher asked us to say the
proverb...eemmm...we don’t take hot soup in haste.

The above extracts were culled from the students’ rehearsal sessions that the
researcher observed. In that scenario, Student 1 was acting and delivering lines that
encourage the virtue of patience for humans. To do this effectively, Student 1 was
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going to say a proverb but did so wrongly. At that point, Student 2, who must have
been a witness of the consultations they made with their Yoruba teacher, exclaimed,
and reminded Student 1 how they were told the proverb is said, although, after trying
hard to recollect. However, the correction resulted into an argument and the two of
them went back to the teacher’s office to ask, only to come back to the rehearsal’s
location that Student 2 was right. This is an indication that students did not only make
consultation to create the story but also to present or perform it well in terms of
language use. In the realest sense, language remains an important vehicle through
which the societal culture and values are reflected, refracted, and passed down from
time to time. Therefore, the students’ recognition of this fact motivated them to consult
not only elders at home but also their Yoruba language teachers to fortify their plays
with proverbs and idioms. However, the use of such proverbs and idioms were still
very scanty as will be seen in the presentation of the result of research question three
later in this section.

Group Brainstorming: Brainstorming is another way through which students
creatively formed their plays. Based on the nature of the research, the student in each
of the two schools exposed to TiE Package Devised-by-Students were grouped and a
topic was assigned to each group. According to the researcher’s observation and the
students’ report during the FGD sessions, each group met and brainstormed to generate
ideas through an uninterrupted thinking exercise and, thereafter, individuals shared
their ideas with other group members while one member was assigned to write the
ideas down. This seemed to be the highest form of creativity method employed by the
students across all the groups in the two schools. In fact, in a group where just one
member made consultations and wrote the play, the group members still had to come
together to critically think about what has been written and offer suggestions on how to
improve it. The following extracts culled from the transcripts of the students’ FGD
sessions confirm students’ engagement in brainstorming to create plays:

Oluwadii: Eré yin t¢e se, bawo le se ri i? Bawo le se se atinida
re, bawo le se ko 0?

Akeékog D1: A ko o pelu opolo wa ni. (FGD, SS Il Student,
Ibadan South-East LGA, 3/12/2021)

Akékood C2: Awa nini wa, ohun ti Tayé mo, a ko ¢, ohun ti
Kéhindé mo, a ko 0, a wa jo gbogbo re papo. Nigba ti eni kan
nind wa n ko ¢ sile.
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Akeékog C3: Nigba ti mo n ko ¢, émi naa fi awon afikin kan si
i. Ki eré yen néda le baa dun daadaa. (FGD, SS Il Student,
Ibadan South-East LGA, 1/12/2021)

Researcher: Your play that you performed, how did you
realise it? How did you create and how did you write it?
Student D1: We wrote it with our brain.

Student C2: Ours admist us, what this one knows, we wrote it,
what that one knows, we wrote it, we then compiled everything
together. While someone among us was writing them down.
Student C3: While I was writing it, | added some things, so
that the play will be very interesting.

Akékoo C4: A jokod po nind kilaasi, émi ati Ogbéni yii (6
naka si akegbé re kan), a jokoo sina kildasi a si bere si ni i ko
ba ti i ro 0, ohun t6 1 sele layiika la fi se example sibe.
Akekoo C9: A kan ro 6 nind okan wa lasan, gbogbo wa de¢ da
iréri jo...a bi ara wa lééré nnkan tda maa se, béda se maa se é.
Baa se seda re naa niyen

Akékoo C7: Awon asiri ti a ri nita t6 n selé si awon ééyan
lawa nda wa gbé kal¢ pé ka fi seré

(FGD, SS 11 Student, Ibadan South-East LGA, 1/12/2021)
Akekoo D3: A se eré wa ni ona...ati pé onikaluku gbé ero tig,
imo ti¢ kale, ké& té wa di pé a kd o papo si oju kan.

Akékoo D5: A se € papo ni, onikaluku mua imo tie wé, ohun ni
a fi se € papo, emi mu imoran témi wa, elomiran nda md imo
tie naa wa. Nnkan taa se niyen ti 0 fi di odidi

(FGD, SS Il Student, Ibadan South-East LGA, 3/12/2021)

Student C4: We sat down together in the class, myself and this
person (points at a colleague), we sat down in the class and
began to write it as we were thinking it, what normally happens
around us was what we used as example.

Student C3: While I was writing it, | added some things, so
that the play will be very interesting.

Student C9: We only conceived the thought in our mind, all of
us contributed ideas...we asked ourselves about what we could
present, how we could present it. That was how we created it.
Student C7: Things that we had seen happening to people
outside were what we gathered to form a play.

Student D5: We did it together, everyone brought their own
ideas, that was what we used in doing it together, | brought my
ideas, another person also brough his/her ideas. That was what
we did till it became a solid play

From the above extracts, when the researcher asked the students about how
they realised the content of their plays, the students gave responses that depict
creativity through brainstorming. That is, the students created the plays from their
reasoning. Student D1 did not mince words in averring this. The responses of Student
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C2, Student C4, Student D3, Student C9, Student C7 and Student D5 specifically show
how the students employed their collective reasoning in conceiving and writing the
play. The students met, thought about the topic given, everyone shared their ideas, and
someone, whom they chose, was writing it as they were reaching consensus.

However, Student C3, a student selected in one group to serve as the writer,
reported that as others were sharing their ideas and consensus was being reach, he was
also adding his own contribution so that the play would be interesting. This is because
Student C3 as the writer who must be alerted to document every notable idea may not
be so chanced to verbally share his own ideas, hence, he chose to include them while
he was writing. It, thus, implies that creativity through brainstorming as a means of
creating plays among students, is more engaging and participatory than consultations,
which has been discussed earlier, and the other two activities (teacher’s intervention
and adaptation) that will be presented later.

This creative method keenly follows the principles of the Homestead approach
of the Theatre-for-development model adopted in this study. In developing the
packages, the Homestead approach of the Theatre-for-development model was
adopted. The approach allowed the students to tell and own their stories. Therefore, in
the process of writing and owning the stories, the students in the theatre-in-eduction
package devised-by-students’ group held group brainstorming sessions, directed and
coordinated by themselves. The play emanating from this was original to the students.
This is different from what is obtainable with the use of Migrant approach of the
Theatre-for-development model, where a theatre troupe or the educational theatre
practitioner prepares the performance outside the community or school, and without
the contribution of the community members or students, but rather moves the prepared
performance to them for presentation.

The students’ interest and 1deas were given topmost priority with the use of the
Homestead approach. They were only given the moral topics to conceive plays on.
However, they may choose to conceptualise the topics as they wish. That was why it
became important for them to meet as groups to brainstorm on the best way of
conceptualising the topics, just as the FGD extracts cited above have indicated. In such
group brainstorming sessions, attention was focused on values shared by the group,
since the students were peers of the same age group. They shared similar ideas and
perspectives about the Yoruba moral values and the roles of orature in portraying

them. Their group brainstorming sessions were therefore so much orderly and
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organised. Just as Student C9 reported above, it was just a matter of them asking
themselves about what they could present and how they could present it.

The level of consensus observed among the students during their group
brainstorming sessions could be as a result of communalism/collectivism
consciousness that they have. The postulations of the Astiwada Theory of Sociation
adopted in this study go directly into this. According to the Astuwada principle, the
common good is collectively created by the Asiwa — which is the bunched existence
of human beings. Generally, the Yoruba society, and by extension African society, is
communal because values are based on the collective consciousness of the people.
Similarly, students’ brainstorming sessions reflected communalism and collectivism.
This is different from the western rationalism and individualism. What is good among
the Yoruba people is as a result of their tacit and collective agreement, not a rational
thought of an individual. Therefore, rationality among the Yoruba people is collective
rather than being individual.

In this same collective and communal way, the students in this study arrived at
their rationality about the moral topics. The only way they effectively ensured this was
through group brainstorming. The Student C2, Student C4, Student D3, Student C9,
Student C7 and Student D5, whose FGD responses have been presented from the
foregoing, all asserted that each person had their ideas and contributions integrated in
the play. In fact, Student C3, who was writing each person’s idea as they shared them
during group brainstorming, infused his/her own ideas alongside documenting the
ideas of others. However, after each group brainstorming session, the secretary was
made to read the ideas to the group so that they critically examined and edited them.
Therefore, the plays performed by the students in the theatre-in-education package
devised-by-students’ group were from every member of the group.

To check the students’ responses on brainstorming, the researcher further
probed if the students got their entire story or part of their story from already
published Yoruba play texts or films, the students denied as exemplified by the
extracts below:

Akékoo D2: Réra o. Atintida ni. A 10 6 ni pé nnkan bayii 16
maa 1 fa idiw¢ fun elomiii, a wa rd 6 pé bawo ni awa se le gbé
e kale. A wa ro 6 lati inG atintda wa.

(FGD, SS 11 Student, Ibadan South-East LGA, 3/12/2021)
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Akeékog C3: A a ri nint iwé kankan, a kan ro 6 ni, a ro 6 ni
opolo wa (FGD, SS Il Student, Ibadan South-East LGA,
1/12/2021)

Student D2: No! It was through creativity. We thought about it
that something like this can cause obstacle for someone, we
then thought about how we could present it. We thought about
it using our creative thinking skill.)

Student C3: We did not see it from any book, we just thought
about it, we reasoned it out from our brain

In the extract above, Student D2 and Student C3 made it known that the story
of their play was not from the any play text or film, but the product of their own
imagination cum observation of the societal occurrences. This further strengthens the
arguments put forth by the Asowada principle. The students had to make use of
societal occurrences to check their ideas during brainstorming. That means that the
students were concerned about the societal norms and values to the end that their plays
were true to life and addressed moral degeneration in the society. This was made
possible through group brainstorming sessions they held.

Similarly, the group brainstorming sessions also showed and developed the
critical thinking skills of the students. Through brainstorming, they were able to
challenge one another’s ideas constructively. Critical thinking is germane to creativity
and every educational endeavour should pay attention to it. FGD responses presented
from the foregoing (Student C2, Student C3, Student C4, Student D3, Student C9,
Student C7 and Student D5) emphasise the role critical thinking played while students
were Dbrainstorming to conceive and form their plays. Through critical thinking,
students contributed novel ideas and also criticised ideas that were not so good from
their colleagues. This process made the learning they received from the package more
practical and students-centred than that of the ones presented to students using the
conventional mode of instruction.

However, from the observation of the researcher, certain concepts, although not
the story-line, used by the students must have been influenced by their teacher’s
intervention and their exposure to Yoruba home video films and drama texts prior to
the research. In the following last two sub-themes on this research question, further
explanation is provided to this position.

Teachers’ Interventions: The Yoruba language teachers selected for this study gave
intermittent guidance, support, and direction to students during the process of their
play creation and performance. Although, the teachers were not tasked to interfere with
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the students’ play creation, the supervisory roles they played eventually interfered with
the students’ reflection of Yoruba moral values through their plays. During the FGD
sessions held with students, a student alluded to this by saying that:

Ara awon oluko wa nigba ti a f se eré naa lowo, won wa wo bi

a se n se é, won de ba wa mu awon eyi to dara taa se ati eyi ti 0

da taa se nibe.

(FGD, SS Il Student, Ibadan South-East LGA, 1/12/2021)

Few of our teachers, while we were practising the plays, they
would come to watch how we were doing it, and they helped us
to identify our areas of strengths and weaknesses

As observed by the researcher, language use was a key area of the students’
weaknesses in their play preparation and performance. Since language is a strong
vehicle through which moral values are portrayed, it is, therefore, not unlikely that the
teachers must have injected some of their own beliefs into the students’ plays while
they were trying to help them polish their language use. However, the students still
demonstrated ownership of their stories, as they were bold enough to reject any
infiltration of their story-line by their teacher’s idea. By implication, teacher’s
intervention was not to create the story but to creatively present the story that the
students had created using appropriate language, context, and concept.

Another way the teachers selected for the study provided intervention into the
students’ plays was through their post-performance comments. After the play
presentation of each group, the teacher would come around directing the whole class to
throw questions at the group that just presented. According to the researcher’s
observation, the teacher often used the opportunity of this occasion to give a brief
moral talk to the students based on the play they just watched. At this point, there were
a lot of moral negotiation that were going on between the students and their teachers in
the light of today’s realities.

As an instance, a group presented a play on Otitg (Integrity). The context of the
story was an indigent adolescent who found a huge sum of money on the roadside. He
took the money to the journalist because he had been trained at home to always behave
rightly. The owner was found and he together with his indigent family was greatly
rewarded. However, during the post-performance session, two student-audience
expressed their displeasure with how he returned the money that he was supposed to
enrich his family with it. At this point, the teacher intervened and used the opportunity

to talk to the students about moral values and why it was expedient to return the money.
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Through this talk, the teacher was able to negotiate favourably with the students. This
sort of teacher’s intervention truly did not help in creating the play, but it did help in its

presentation and how the student-audience could make a meaning out of the play.

Adaptations: In the context of creating and presenting plays by the students,
adaptation means the act of borrowing dialogues and concepts from Yoruba movie
actors and poetic texts. Although, the students did not report to have adapted their
dialogues or any of their concepts from anywhere, the researcher’s observation through
videography revealed that students, either consciously or unconsciously, must have
adapted some lines of their dialogues from the popular Yoruba movie actors they are
fans of. A typical example is the extract below:

Ireninése

N 0 ni seka

Amg tire ba dibi

Ipade dohdn o!

(Chant by SS 11 Student, Ibadan South-

East LGA, 4/11/2021)

I will only do good

I will not do evil
But if goodness turns the other way against
me,

We shall meet there then!
The above chant lines are popularly used by Chief Léré Paim¢ (popularly

known as Eda Onilé-Ql4) in many Yoruba movies he had produced or had been
featured in. A student-actor in a group that performed a play on Otitg (Integrity) used
the above lines and chanted it the same way Léré Paimo does in movies, to foreshadow
his actions when he found a bag filled with money by the roadside. Chanting the lines
shows that his intention was to always do good no matter the circumstances and that
was exactly what he did. The adaptation of these chant lines to the context of their play
was however done personally and/or unconsciously without his group’s knowledge,
because the lines were not part of his dialogues as found in the script they wrote and
submitted to the researcher. However, it did fit in the play and the context in which he
used it. Another instance is the conscious adaptation of a poem into chant by a student
to buttress a play presented/performed by a group. The student picked the poem (Eépa
N Para R¢) from Org Enu Akéwi (written by Ayomidé Akanji) and chanted it using the
Esa eglngln rhythm and melody. Extract of a few lines the student chanted is as

follows:
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Eééedéeee éeéep!!!

Ejiwami akéwi mo tin dé

Awa ma lalara ara sa 16 ni wa
Elédumare oba ara k6 ma fi wa dara

Ti 0 dati 6 pomo ardyé I¢kan

Tori pé oto sa lara

Oto lara ti a n da peld ara

Sé rere lo wa 1 fira re da lara abi aidaa
E jé k& jo sinm¢ ra wa nibi ka jo so
Tori poto lawon té lana

Oto lawon to loni

Elédumare 16 mawon ti yo6o lola

Bi o ba se lana re

Ni 6 so to ni

Bi o0 ba se 16nii re

Ni 06 so tola

Gbogbo ak¢koo ¢ sinmobi 0ooo

Lako 1abo ni mo n pé o

Mo 1éro pé 0 stn o

Eépa n para r¢ 6 16un i paja

E gbo bi aja ba ku

Nibo léépa é wa 000?

Afopina 1 para ré 6 16un f pana

E gbo tina ba jo

Séle ko 16 n b ni?

Esinsin 1 sera re ¢ 16un n muti

E gbo t6 ba yi sinu oti

Sorun ko 16 n 1o0?

Akeékoo n séjangbon 6 16hun n laja

E gb6 0j6 t6 ba bonlé hlé

Sé 0 ni dalaabo ara ni?

Akekoo to n migbo to n fa siga to n fa ...
E gbd 0jo 6 ba yi 16ri sé were ko ni 6 ya?
Eépa n para ré orin jupajupa 16 n ko Kiri
Elérépa osi Olorun o ni j¢ kérépa 6 pa o
Eépa n para ¢, ologe 0si, ologe 0fd

Oge 16 mo ko mowé

Emi mo daa toyii ni y6o6 sobadi omo elomii
dawo

Dokodoko abidi pelebe ...

(Chant by SS 11 Student, Ibadan South-
East LGA, 10/11/2021)

Eééedbeee éeded!!!

, Ejiwtmi, the poet has come again

We are for spectacular

God Almighty, the spectacular King should
not make of us what is unpleasant

An unpleasant thing that makes people weep
Because the body is different
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And spectacular things we do with the body
are different

Are you doing good or bad with your body
Let’s draw near and dialogue

Because those who owned yesterday were
different

Those who owned today are different

Only God Almighty knows those who will
own tomorrow

The way you used your yesterday

Will determine today

The way you used your today

Will determine tomorrow

All students, draw near

Both male and female, | am calling

| hope you are not sleeping

The flea is killing itself and thinks it is
Killing the dog

If the dog dies

Where will the flea be?

The moth is killing itself and thinks it is
Killing the fire

If the fire burns

Will it not come down?

The fly is implicating itself and says it’s
drinking wine

If it gets into the wine

Is it not heaven it is going?

The student is just being troublesome and
says it’s civilisation

The day he meets the outcome

Won'’t he not be disabled?

The student that is smoking marijuana, and
cigarette...

The day he gets insane, will he not run mad?
The flea is killing itself and keeps singing
jupdjupa

You that is full of rough play, may God not
allow rough play to kill you

The flea is killing itself, A non-sensical and
vain beauty freaked

You know only beauty not books

I am the most beautiful is what will turn the
ass of someone to ordinary skin

Prostitute, with flat ass...

The first 19 lines of the above extract was from the student’ creativity. The
student during the FGD session reported that she has been using the lines as a form of

introduction when the need arises to give a chant performance. The student creatively
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moved from this introduction into the poem Eépa N Para Ré which she adapted into a
chant from line 20 of the above extract. The poem Eépa N Para Ré, as written by
Ayomidé Akanji, has 101 lines. However, the student only chanted the first 15 lines of
the poem before she was interrupted by the noise of her colleagues as a result of the
vulgarity of Dgkodoko abidi pelebe... which ends the extract. The major reason for
categorising the chant as adaption here is the students’ ingenuity in using the melody
and rhythm of Esa pipé. For instance, the student recognised where to modulate her
voice to reflect the real rhythm of Esa pipé when she said £ gbg bi aja ba ka, Nibo
leépa 6 wa 000? instead of E gbo bi aja ba ku, Nibo leépa 6 wa which is the original
line from the poem Eépa N Para Ré. The insertion of ‘ooo’ to end her own version

shows that she was deliberate about adapting the lines of the poem into an oral chant.

The observation of the researcher, following a personal interrogation of the
student-chanter of the above lines, revealed that the student-chanter has been
performing as a chanter at several occasions of their school. However, the student’s
ingenuity to have identified the above written poem and adapted it to suit the purpose
of their play performances was creativity in action. It may be argued that none of the
lines of the poem points to a particular moral value the student-groups wrote and
performed plays on. However, the lines generally allude to the importance of good
characters for adolescents and young adults. It, thus, follows that the Yoruba moral
values are a whole of many parts which is better seen holistically and not
compartmentally.

In respect to this research question two, therefore, it could be concluded that
student conceived their plays creatively through consultations, brainstorming, teachers’
intervention, and adaptation. However, brainstorming about the topics drawing
inspiration from societal occurrences was the major activity all the groups engaged in,
followed by consultations, teachers’ intervention and adaptation.

Research question 3: In what ways were the plays created by the students different

from the plays created by the researcher?

Based on the thematic analyses of the students’ and researcher’s play scripts as
well the videographic documentations of students’ play performances, structure,
language use and thematic preoccupation emerged as the differences in the plays
created by the students and the plays created by the researcher. These are illustrated in

Figure 4.4:
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--Opening glee (Song/chant)
[ --A Short (One-act) play (Pre-planned dialogue)
--Closing glee (Song/Chant)

Researcher's Play

. --Long/Short plays
Students --No artistic opening or closing glee
play --Mostly improvised dialogues

--Purely Yorubéa without code-mixing/switching
--Adequate use of proverbs and idioms

Researcher's Play

——

. ] U
Differences anguage Use

--Not purely Yoruba
Students' --The use of code-mixing/switching
play —_— ~-Scanty use of proverbs and idioms

--Moral degeneration/decadence
--Rewards for morally right behaviours

Researcher's Play

Thematic
Preoccupation

--Moral decadence

Students' --Rewards for morally right behaviours
play --Repercussion of morally wrong behaviours

Figure 4.4: Differences in the plays written by the researcher and the plays created by the students
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Structure

Structure in the context of answering the research question three is in two ways
— the presentational/performance structure and the plot structure. In these two major
ways, the structure of the plays created by the researcher is different from the structure
of the plays created by the students. The researcher’s and students’ plays are

differentiated based on these two sub-themes in the ensuing subsections.

Presentational/performance structure: Since the directorial activities of the
researchers’ and students’ plays were handled differently, there were notable
differences in the students’ performance of the researcher’s play and students’
performance of the their own plays. The students’ performance/presentation of the
researcher’s plays as directed by the researcher was structured into opening glee, the
play, and the closing glee (See Appendix X). Songs and chants were used as both
opening and closing glee. These songs and chants, as opening glee, set the pace for the
moral play to be acted. Therefore, the songs and chants revolved around the central
theme of the play to be acted. It was thus the same song and chant that were used as
the closing glee. This helped them to close the play and drive home the thematic
preoccupation of the play. The students in each group learnt the song and chant
peculiar to the play given to their group. The song and chant presentation were with
drum and dance where possible. This implies that the play created and directed by the
researcher included artistic opening and closing. However, the performance of plays
created by the students did not follow this pattern. In most cases, there was no
predetermined artistic opening or closing of the play. The students just selected
someone to act as the announcer of their play’s title and someone to give a brief moral
talk after the play. Examples of such are presented in the following extracts taken from

the videography of the performance of the plays created by the students:
Video-Extract 1

E kaaaro eyin akegbé mi, oriko temi ni omidan ..., mo jé omo
ilé-iwé ..., a fe se eré ranpé kan fan yin nipa ir¢le, ¢ maa ba wa
kd lo. (Students’ Play Performance, Ibadan South-East
LGA, 21/10/2021)

Good morning my colleagues, my name is miss...I am a
student of ..., we want to present a short play about humility,
kindly follow us through
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Video-Extract 2
Eyin akegbé mi, mo ro wi pé e ri ¢ké gidi ko nind eré ranpé ti a

oore sise taa gbodo daruko tori Yoruba bo won ni omi léeyan
ko sibi ta 0 ti le padé, won so pé tééyan ba se oore fun eni
kakara, 6 1é jé 0do eni gigun la 6 ti lo gba &, so o ti mo ba se
oore fin o tabi ti 0 ba se oore fan mi, 6 le wa j¢ pé 0jo kan 1 bo
0 ti 06 need iranlowo mi, t6 j¢ pé émi gan-an maa ranti nnkan
too ti se fin mi téle... (Students’ Play Performance, Ibadan
South-East LGA, 21/10/2021)

My colleagues, | hope you learnt a good lesson from the short
play we just presented with the title kindness...there are
numerous benefits in being kind that cannot be overemphasised
because a Yoruba adage says humans are like streams, we can
meet anywhere, they say that if one is kind to a short person,
one may be repaid by a tall person, therefore, if | am kind to
you, or you are kind to me, you may eventually need my help
one day and that I will then remember what you have done for
me earlier...

The above two extracts were taken from different performances. While the kind
of opening in Video-Extract 1 was common to nearly all the performances of plays
created by students, the kind of closing shown in Video-Extract 2 could only be found
in few cases of the students’ performances. This implies that many student-groups only
planned for their opening announcement. In most cases, the excitement of having an
interesting performance with the gestural feedbacks of the student-audience did not
allow them to give any talk to close the play. This shows that majority of the student-
groups did not have a pre-planned talk for closing their play. However, any student-
group who pre-planned a closing talk like it is in the Video-Extract 2 found a way
around the excitement to give their closing talk. When they eventually did, they were
able to give explanation about the central theme of their play. This must have helped to
divert the attention of the student-audience from the entertaining feature of the play to
the moral lessons that were therein.

However, apart from the announcement of the play title as an opening, a
student-group pre-planned a moral talk to open their play, as found in their play script
submitted to the researcher (See Appendix XI). After the announcement of the title, a
student presented the talk to the whole class and the extract of the videographic
documentation of the talk as found below shows that the student gave the talk just as it

was written in their script:
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Mo fe soro nipa sudru, sudru ni baba iwa, ore méta kan wa
ortko won je Bola, Bodé ati Ségun awon meteeta maa n se bi
omo iya, sugbon awon méta wonyii ko ni owo 1owo bi o se di
0jo kan, won se ipinnu lati lo se ogln owo ti a maa n pe ni
(ritual) Ségun pelu Bodé won jo pinnu lati se oogun owo
stigbon Bola ko gba lati se ogin owo bi Bodé ati Ségun. Bodé
ati Ségun gba odo babalawo lo ti baba naa si se Ogiin owd fun
ol6ro ni sugbon babaldwo si so fln won wipé lé yin odin kan
won wéa omobin ti ko ti balaga lati fi se atinse Ogin owo6 won
lati je wi pé owo ydo tlin po jabuta sugbon Bola bere si ni
jaramo ise re ni sise o si ké pé Olorun wi pé Olorun se aanu
fun, ko pé ko jinna Bodé peli Ségun awon ri wi pé ise awon
doju ru Bodé dig¢ die¢ bi won se té baba oniségun won lo ni yen
baba si wi fun won pé sebi oun so fln won wi pé I¢yin odln
kan agbado fan oun ti oun so fin wéa sugbon Bode ati Ségun ti
gbagbé wi pé baba so fun awon wipé ki awon pada wa.
Babalawo si so fun won wi pé ko si atunse ju ki won di talaka
ju ateyin wa lo, Bolé& gba 0do baba olowo kan 16 ti o si so fin
baba olowo wi pé kini o fe se ki oun se fan, Bola si so fun un
pé oun fe ma se ise peld baba olowo naa bayii ni Bola se di
“gateman” niyen KO pé Ko jinna Bola ba padé si ilé-eko re ni
yaati 0 si gba oju mo ¢ko re niyen Bola jade ilé-iwé giga ti
awon Oyinbo n peé ni “University” ti o si di Adajo ti a mo si
“lawyer” se a wa ri wi pé sutru ni baba iwa awon agba si wi pé
suurt lo se gbogbo nnkan? (Students’ Play Performance,
Ibadan South-East LGA, 14/10/2021)

| want to talk about patience, patience is a key character. There
are three friends that go by the names Bola, Bodé and Ségun,
the three of them are just like siblings but the trio did not have
money. One day, they decided to do money ritual. Ségun and
Bodé decided to do the ritual but Bola did not agree with them.
Bodé and Ségun wenr to consult a babalawo and he did the
money ritual for the two of them. So, the two of them became
rich and wealthy but the Babalawo told them that after one year
they had to look for a girl who has not reached puberty to
renew their wealth. However, Bola started to be diligent with
his work and kept on praying to God for prosperity. Not long
after this, Bodé and Ségun’s bunisesses became hullabaloo
gradually. That was how they went back to the Babalawo and
he reminded them what he asked them to do after a year but
Bode and Ségun had forgotten that the Babalawo asked them to
come back. The Babaldwo told them there was no more
remedy that they would have to be poorer than what they used
to be before the ritual. Bola went to one rich man that he
wanted to be working with him. This was how Bola became a
gateman. Not long after this, Bola went back to school, and
when he faced his study Bol& graduated from the University
and became a lawyer. Can you now see that patience is a key
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character and the elders normally says that, it is patience that
can do all things?

The above extract shows the knowledge of student about the Yoruba moral
values and the place of orature in communicating it. The student-group who used the
above extract as their opening moral talk used a story-telling method to explain a
Yoruba proverb — sudru ni baba iwa (Patience is a key character), before they started
their play. It was observed that although the talk featured a relevant story about
patience, the story they acted in their play was different. This indicates that whoever
has written the talk among them understood the place of oral stories in inculcating
moral values into children and adolescent in the Yorub society. This form of opening
would have, no doubt, wet the appetite of the student-audience about the central theme

of the play they would eventually see the group perform.

The foregoing interpretation has revealed that apart from opening
announcement/talk and closing moral talk, there was no pre-planned artistic opening
and closing in the performances of most plays created by the students as it was in the
performances of the plays created by the researcher. However, there was a case of a
student who performed a chant to close a play performed by one student-group. The
student picked the poem (Eépa N Para R¢) from Org Enu Akéwi (written by Ayomidé
Akanji) and chanted it using the Esa egingln rhythm and melody. Extract of a few

lines from what the student chanted is as follows:

Gbogbo akekoo ¢ sinmobi 0000
Lakolabo ni mo n pé o

Mo lérd pé 6 sun o

Eépa f para ré 6 16un fi paja

E gbo bi aja ba ku

Nibo leépa é wa 000?

Afopina 1 para ré 6 16un f pana

E gbo tind ba jo

Séle ko 16 1 bo ni?

Esinsin 1 sera re 6 16un n muti

E gbo t6 ba yi sinu oti

Sorun ko 16 n 19?

Akekood n séjangbon 6 16hun n laja

E gbo 0j6 t6 ba bonlé flé

Sé 0 ni dalaabo ara ni?

Akekoo to n migbo to n fa siga to f fa ...
E gbd 0jo 6 ba yi 16ri sé were ko ni 6 ya?
Eépa n para ré orin jupajupa 16 n ko Kiri
Elérépa osi Olorun o ni jé kérépa 6 pa o
Eépé n para ¢, olége 0si, ologe 0fo
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Oge 16 mo ko mowé

Emi mo daa toyii ni y66 sobadi omo elomii dawo
Dokodoko abidi-pelebe ...(Chant by SS 11
Student, Ibadan South-East LGA,
10/11/2021)

All students, draw near

Both male and female, I am calling

I hope you are not sleeping

The flea is killing itself and thinks it is killing the dog

If the dog dies

Where will the flea be?

The moth is killing itself and thinks it is killing the fire

If the fire burns

Will it not come down?

The fly is implicating itself and says it’s drinking wine

If it gets into the wine

Is it not heaven it is going?

The student is just being troublesome and says it’s
civilisation

The day he meets the outcome

Won'’t he not be disabled?

The student that is smoking marijuana, and cigarette...
The day he gets insane, will he not run mad?

The flea is killing itself and keeps singing jupajupa

You that is full of rough play, may God not allow rough
play to kill you

The flea is killing itself, A non-sensical and vain beauty
freaked

You know only beauty not books

I am the most beautiful is what will turn the ass of
someone to ordinary skin

Prostitute, with flat ass...

Although the student chanted the above to close the performance of one of the

plays created by the students, a videographic observation of how the chant was used to

close the play and a content analysis of the chant viz-a-viz the play presented revealed

that the chant, though a highly artistic closing, was not pre-planned by the student-

group to close their play. Firstly, the student who performed the chant was not a

member of the group she performed the chant for. Observation of the researcher

revealed that the student, who has been performing oral chant on many occasions in

their school, was enthusiastic about the play performance of the student-group and on

the spur of the moment stood up to perform the chant. Since the objective of the

research was to allow for student’s creativity in learning Yorubéd orature and moral

values, the researcher allowed her to perform the chant before the whole class.

159



Secondly, the text in the above chant is not content-specific to the play the student-
group presented. While the student-group presented a play on humility, the chant
generally teaches being moral and warns against being immoral because of its self-
inflicting repercussion just as it is normally said by the Yoruba — Eépa n para ré 6 16un
n paja (The flea is killing itself and thinks it is killing the dog).

As part of the difference in the presentational/performance structure of the plays
created by the researcher and the plays created by the students, it is important to draw
attention to the dialogic structure of the plays. While all the plays created by the
researcher had pre-determined dialogues (See Appendix X), not all the plays created by
the students had pre-determined dialogues (See Appendix XI). In the plays created by
the students, some had pre-determined dialogues, however some were just synopses of
the story to be acted while students had to improvise dialogues during rehearsals and
master them for the performance/presentation. Therefore, while all the students whom
the researcher created plays for were to present a pre-determined
dialogue/conversation, many of the students who created plays for themselves were
improvise dialogues during rehearsals or even on the spot of performance. Eventually
however, observation of the researcher revealed that many of the student-actors in both
groups had to rely on their improvisation for dialoguing whether there was a pre-

determined dialogue or not, since it would not affect the story-line or the plot.

Plot structure: There is also noticeable difference in the plot structure of the plays
created by the researcher and the plays created by the students. By implication, the laid
out of the researcher’s and the students’ stories, in terms of their beginning, middle and
ending, have some differences. All the plays created by the researcher had similar plot
structure — exposition-climax-resolution. Although, all the plays were short, the
beginnings give an exposition of the stories, as the conflict begins to arise through the
middle of the plays until it reaches the climax. Then, the conflict begins to fall towards
the end of the plays until it gets to the resolution at the very end of the story. While a
few of the stories created by the students also followed this structure, a good number
of the plays created by the students rather ended without the conflict being resolved.
Such stories as created by the students were not well told because they left the student-
audience with an uncompleted story-line. Although, this may show that such plays
were not well written or directed, it however created a great opportunity for the

student-audience to ask questions and probe into the core of the stories during the post-
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performance interview of the student-actors. This eventually helped the student-actors
to finally drive home their point and both the actors and students were able to derive
meaning and lessons from the plays.
Language usage

The quality of the Yoruba language used, and oral literature materials
employed were two major language usage differences found in the plays created by the
researcher and the ones created by the students. These two differences were due to
several reasons and have several implications for building the thesis of this present
study. Therefore, these two major subthemes of language usage are discussed below
drawing extracts from the play scripts and the videographic documentations of the

students’ performances.

Yoruba language quality: A cursory look at the play scripts written by the researcher
and the students revealed that both were written in the Yoruba language only.
However, the quality of the Yoruba language used by the researcher, in terms of
proverbs, was more than that of the students. This will be discussed elaborately under
the next subtheme because proverb is seen as an orature material. Even though both
the researcher’s and students’ plays were written in Yoruba language, extracts from the
videographic documentations of the performances of the plays revaled that student-
actors employed the use of bilingual (Yoruba and English) code-mixing and code-
switching mostly while performing the plays they created. This was expected since the
students conceived, wrote, and directed their play, and hence, they owned it. Hence,
they employed the language that was most convenient for them as it is with them in
their daily communication. The extracts below indicate the use of such code-mixing

and/or code-switching:

Oga 1é-¢ké: Sé omo aléago yif 0 tii t6 laago naa ni? E wa lo
pé é!

Alaago: (6 laago) Assembly time! Assembly time!

Oga 11é-¢ké: O ya o, assembly, 6 ya ¢ 10, ¢ to!...Mrs To6ké e
duré lo6ri assembly abi...close your eyes for prayer. Our
heavenly Father we thank you for all...oliwa o se, in Jesus
name we have prayed...

Mrs Tooke: E k&adaro o Principal

Qga 11é-¢ko: Ha&ha, 6 ma ya a yin 1onii. ...Tundé, Tundg,
get me a chair. ...Tunde ring the bell for emergency assembly
please.

(Students’ Play Performance, Ibadan South-East LGA,
14/10/2021)
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School Principal: Won’t this time keeper ring the bell? Could
you please call him?

Time Keeper: (rings the bell) Assembly time! Assembly time!
School Principal: It’s time, assembly, it’s time, line up, line
up! ... Mrs Tooke, stay on the assembly please...close your eyes
for prayer. Our heavenly Father we thank you for all...thank
you Lord, in Jesus name we have prayed...

Mrs T66ke: Good morning the Principal

School Principal: Oh, you are so quick today. ... Tunde,
Tandé, get me a chair. ...Tunde, ring the bell for emergency
assembly please.

The above extracts were culled out from the videographic documentation of the
performance of a play created by the students titled Otitg Léré. The play is set in the
school environment having characters like the school principal, students, and teachers.
This could be the reason for the use of bilingual (English/Yorubd) code-mixing and
code-switching. The students understand what is obtainable in the Nigerian school
system which they are part of. The language of education is largely English and most
often students and teachers may tend to communicate using the language even outside
the class. According to the setting of the play, it would only be convenient and
appropriate for the students to be bilingual since language use is an important indicator
of a play setting. However, there was a play created by the researcher that as well has
school as its setting. It was observed that even though the researcher wrote the scripts
using the Yoruba language alone, the students who presented the play scantily made
use of bilingual (English/Yoruba) code-mixing and code-switching. However,
students, in these cases, had to struggle through the process of delivering their lines
because they found themselves in the dilemma of having to be faithful to the language
use in the script and the language suitable for such communication context in their own
reality.

The foregoing interpretation has revealed that even though the scripts of the
plays created by the researcher and the students were purely written in Yoruba
language, expectedly, the Yoruba language used by the researcher was richer than that
of the students. However, the performances of the plays created by the students
employed the use of language more real to the play settings according to the students’
experience and reality. Students in performing both the plays they created and the ones
the researcher created utilised code-mixing and code-switching. However, this was

easier for the students who performed the plays that was created by them than students
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who performed the plays that was created by the researcher. Another language usage

parameter that differentiated both is the use of oral literature materials like proverbs,

songs, and chants. This is elucidated in the next subsection.

Oral literature materials: Proverbs, songs and chants are the three Yoruba oral

literature form that made a difference in the language usage of the plays created by the

researcher and the plays created by the students.

Proverbs: Yoruba proverbs are simple but insightful and traditional statements
that express the Yoruba perceived truths based on their common sense,
observation, and experience. Therefore, Yoruba proverbs are used to
communicate and convey valuable truths to the young minds. In fact, for every
moral value, there are numerous proverbs that express them. This is not
unconnected with why proverbs garnished the dialogues of the plays created by
the researcher (See Appendix X for the researcher’s play scripts). However,
students did not so much internalise and use these proverbs for dialoguing
while acting. Contrarily, the performance of the plays created by the students,
though from scripts that were not garnished with proverbs, featured the use of a
few Yoruba proverbs. The reason for this is not far-fetched. Students who
created plays for themselves were not just confined to the dialogues in their
scripts. They owned the play and their dialogues flowed naturally like their
daily communications without having to memorise them from the play scripts.

Songs: Songs are deliberately used as part of the opening and closing glee of
the plays created by the researcher, making them a crucial part of the
performance. The song used for all the plays have the same chorus but different

verses for individual plays (See Appendix X). The chorus goes thus:

Lilé: Omoldabi ni wa, omo Yoruba
Omoldabi ni wa 0, a mowa

A mowa ire € wu lawujo éniyan
Egbeé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa

A mowa ire é wu lawujo eniyan

Call: We are Omoluabi, Yoruba descendants

We are Omoluabi, we know character

We know how to exhibit good characters in the society
Response: We are Omoluabi, Yoruba descendants

We are Omoluabi, we know character

We know how to exhibit good characters in the society
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The above chorus opened and closed the performance of each play
created by the researcher. The chorus gave more breath to the central theme of
the plays and the major thesis of this research. This is an important purpose of
song as a key oral literature form among the Yoruba — to teach and promote the
moral values of the people. Although, neither the scripts nor the performances
of the plays created by the students really featured the use of songs, a group of
students who created and performed a play on Otitg Léré spontaneously sang
the song below as they ended their play:

...E j¢ ka kawé

Iwe n miuyan nilaari
Imole leko

Ojl re a la kedere

...Let us read

Education brings prosperity
Education is light

Your eyes will be widely opened

(From Students’ Play
Performance, Ibadan South-
East LGA, 14/10/2021)

The above song of course shows the importance of education and fits
the setting (formal school setting) of the play presented. Even though the song
does not go directly into the core of the theme of their play which is truth or
integrity, it shows the goal of education — to produce transformed and
functional individuals for the continuity and sustainability of the societal
culture, values, and tradition. Just as the song suggests, education is thus
supposed to be a light that illuminates the minds of its beneficiaries towards the
morally right and morally wrong behaviours according to the societal culture
and values. According to the students’ report, the song was not new to them,
but they saw and sang it with a new understanding based on the play they just
acted. According to them, the song was one of the songs they have been using
for the school parties and occasions. However, being prompted theatrically to
sing the song, without planning to do so while rehearsing, shows the creative
and psychological power of theatre in helping students apply what they have

learnt to the current situation and for future needs.

Chants: Just as song, chants were part of the pre-planned artistic opening glee

of the plays created by the researcher (See Appendix X). The chants were
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composed by the researcher for the students to perform. However, the
researcher, as an active participant, trained the students on how to perform the
chants. The chants were composed and chanted to introduce the theme of the
play to be presented. Therefore, each play written by the researcher had a few-
line chant peculiar to its theme. For instance, the chant below was peculiarly

composed for the play titled Otitg Lére:
Bi iro ba lo 16gun odun
0jo kan 10066to 6 ba
A-tlro-ta bi elubg
Maa gboro enu mi lo
Eté ilé, &té ode
Tite lowo omode
Tité lowo agbalagba
Otito 1& mi 6 méa so
O si tln léye
Otitg nii ghé orile-ede léke
If lies goes for twenty years
The truth will catch up with it one day
You blatant liar, who machandise lies
Listen to the words of my mouth
Telling lies for prestige often result to reproach
It’s reproach both at home and in public
Dishonour from children
Dishonour from elders
| will be speaking the truth
Because truth has rewards
And it also has honour
A nation is exalted with truth and integrity

The chant warns against telling lies by explaining the reward of being
truthful and the repercussion of not being truthful. This primarily shows the
educational purposes of chants as an oral literature form among the Yoruba
people. Just as chants, among other oral literature forms, are used to encourage
good deeds and condemn societal ills, the chants composed by the researcher
and performed by the students as the play’s opening glee allude to the good
deeds that the play encourages and the societal ills that it condemns. This will
further be elucidated in the next theme on the thematic preoccupations of both
the researcher’s plays and the student’s plays.

However, the use of chants in the plays devised by the students did not
follow this organised format of using chant as opening glee. Majority of the

165



student-groups did not make use of any Yoruba oral chant in conceiving and
performing their plays. However, as it has been clearly stated earlier in
answering the research question two, there were two coincidental usages of
chants in the performance of the plays devised by the students. The chants

coincidentally used by the students are as follows:

Ireninése

N 0 ni séka

Amo¢ tire ba dibi

Ipadé dohun o!

(Chant by SS 11 Student, Ibadan South-East
LGA, 4/11/2021)

I will only do good

I will not do evil

But if goodness turns the other way against me
We shall meet there then!

The above was performed by a student-actor who was in a dilemma of
doing good or evil. It was observed that the chant flowed naturally from him
as part of his dialogue, which was however not pre-planned. This is how
chants and other oral literature forms can help people to make rightly decision
whenever they find themselves in such dilemmatic situation. This is because
chant among the Yoruba people is a collection of artistic words that usually
portrays their moral beliefs and philosophies. Therefore, it is expected that a
regular chanting of and/or listening to such words can psychologically imprint
the Yoruba moral beliefs in one’s mind and motivate one to eventually
practice them.

This argument follows the principles of the AsOwada theory of
sociation by professor Akiwowo. The theory itself grew out of a liturgical oral
poem called ayajo asuwada, which is usually recited at the rite-of-
consecration called Akintelu (when a new human settlement is founded) in
Tkoyi Osun State, Nigeria. According to the postulations of the theory as
inspired by the lines of the poem, the asuwa (human bunched existence) is for
a common good. The same way the lines of the poem depict human bunched
existence for common good, the various forms of the Yoruba oral poetry do
not deviate from the Yorubad collectivist and communalist thoughts that
birthed their moral values. Coming together to create and perform plays

strengthened the principles of bunched existence among the students. The
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student who chanted the above quoted lines must have understood this
bunched existence and therefore knew that behaving rightly is to benefit and
further strengthen that bunched existence. Eventually, the student-actor in the
play decided to do good and he got the reward.
Also, the following lines were chanted by a non-participating student to

help close the play performed by a student-group:

Eééedéeee beéee!!!

Ejiwimi akéwi mo tn dé

Awa ma lalara ara sa 16 ni wa

Elédumare oba ara k6 ma fi wa dara

Ti 0 dati 6 pomo arayé lékdn

Tori pé oto sa lara

Oto lara ti a n da pelu ara

Sé rere lo wa n fira re da lara abi aidaa

E jé ka jo sinmo ra wa nibi k& jo so

Tori poto lawon té lana

Oto lawon to loni

Elédumare 16 mawon ti y6o lola

Bi o ba se lanare

Ni 6 so to ni

Bi 0 ba se 6nii re

Ni 6 so tola

Gbogbo akekoo ¢ sunmobi 0000

Lako labo ni mo n pé o

Mo lérd pé 6 sun o

Eépa f para ré 6 16un fi paja

E gb¢ bi aja ba ku

Nibo leépa 6 wa 000?

Afopina 1 para ré 6 16un f pana

E gbo tind ba j6

Séle ko 16 n bo ni?

Esinsin 1 sera re ¢ 16un n muti

E gbo t6 ba yi sinu oti

Sorun ko 16 n 19?

Akeékoo n séjangbon 6 16hun n laja

E gbd 0jo t6 ba bonlé nlé

Sé 0 ni dalaabo ara ni?

Akekoo to n migbo to n fa siga to n fa ...

E gbo 0jo 6 ba yi l6ri sé were ko ni 6 ya?

Eépa 1 para ré orin jupajupa 16 n ko kiri

Elérépa osi Olorun o ni jé kérépa 6 pa o

Eépé n para ¢, oldge 0si, ologe 0fo

Oge 16 mo ko mowé

Emi mo daa toyii ni y66 sobadi omo elomii

dawo

Dokodoko abidi pelebe ...
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(Chant by SS 11 Student, Ibadan South-
East LGA, 10/11/2021)

Eééedbeee éeced!!!

I, Ejiwtmi, the poet has come again

We are for spectacular

God Almighty, the spectacular King should
not make of us what is unpleasant An
unpleasant thing that makes people weep
Because the body is different

And spectacular things we do with the body
are different

Are you doing good or bad with your body
Let’s draw near and dialogue

Because those who owned yesterday were
different

Those who owned today are different

Only God Almighty knows those who will
own tomorrow

The way you used your yesterday

Will determine today

The way you used your today

Will determine tomorrow

All students, draw near

Both male and female, | am calling

| hope you are not sleeping

The flea is killing itself and thinks it is
Killing the dog

If the dog dies

Where will the flea be?

The moth is killing itself and thinks it is
Killing the fire

If the fire burns

Will it not come down?

The fly is implicating itself and says it’s
drinking wine

If it gets into the wine

Is it not heaven it is going?

The student is just being troublesome and
says it’s civilisation

The day he meets the outcome

Won’t he not be disabled?

The student that is smoking marijuana, and
cigarette...

The day he gets insane, will he not run mad?
The flea is killing itself and keeps singing
jupdjupa

You that is full of rough play, may God not
allow rough play to kill you
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The flea is killing itself, A non-sensical and
vain beauty freaked

You know only beauty not books

I am the most beautiful is what will turn the
ass of someone to ordinary skin

Prostitute, with flat ass...)

The above lines as chanted by the student has the aesthetic features of
the Yoruba oral poetry. The rhythm and melody are that of ¢sa pipé as the
student observed necessary voice modulation on important syllables, words,
and lines. A very obvious example is the use of ‘‘Eééeééeee éeéed!!! " to start
the chant. This aesthetic opening already suggests the use of the esa chant
rhythm and melody. Similarly, there were frequent addition of ‘000’ to a few
significant lines to achieve a kind of aesthetic effect. In addition to this, the
language use in the chant is also aesthetic. Not only the lines adapted from
the Oro Enu Akéwi by Ayomidé Akaniji, the few lines used by the student to
open the chant and self-introduce herself feature embellished words to
achieve figurative and aesthetic effects. A notable example is the use of

pun/wordplay when the student said:

Tori pé oto sa lara

Oto lara ti a n da peld ara

Sé rere lo wa n fira re da lara abi aidaa

Because the body is different

And spectacular things we do with the body

are different

Are you doing good or bad with your body

The words ara (body) and ara (wonder) are played on in the above

extract. The two words have the same spelling but different tones and
semantic implication. Therefore, playing on the two words by the student
while chanting was to create but aesthetic effect and semantic implication.
The aesthetic effect is seen in the musical effect the lines have while the
semantic effect is seen in the specialised meaning the expression has — that
the human body is supposed to be used rightly without subjecting it to abuse
of any kind. This semantic implication foregrounds the thematic
preoccupation of the poem the student later adapted from Org Enu Akéwi by
Ayomidé Akanji. The poem has its central theme the consequences of social
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vices such drug abuse and prostitution. Both vices are carried out with and/or
on the human body. Therefore, the student’s opening lines about the use of
the human body with care has a semantic implication that foregrounds the

whole chant in the foregoing extract.

Apart from the aesthetic feature, the above extract also follows the
structural pattern of an oral chant in Yoruba. The student started the chant
with a form of self-introduction (ifiragnihan) which is an important structural
feature of an oral chant in Yoruba. She annouced her arrival and mentioned
her name — Ejiwumi akéwi mo tan dé (I, Ejiwumi, the poet has come again)
so that the audience can pay attention to her indentity. In the Yoruba artistic
parlance, this is how chanters start their oral chants in most cases. To
substantiate this identity, they normally would chant their oriki (praise
poetry) after. The student in the above chant also attempted the same but
mixed it with ijaba Olédumareé (Homage to God), which is another structural
feature of the Yoruba oral chant. The student chanted:

Awa ma lalara ara sa 16 ni wa

Elédumare oba ara k6 ma fi wa dara

Ti 0 dati 6 pomo arayé I¢kan

We are for spectacular

God Almighty, the spectacular King should
not make of us what is unpleasant

An unpleasant thing that makes people weep

Although, the above two occasions have been described as adaptation, it
is worth pointing out that they are equally born out of the students’ ingenuity
to incorporates chants in their plays. However, while the chants performed in
the plays created by the researcher were originally composed, the chants
performed in the plays created by the students were adapted. This primarily
shows the nature of oral literature in the Yorubéa society. Oral literature, most
times, are not owned by an individual because its continuity and
sustainability is in the verbal transmission from one generation to another. It
could then be said that the two coincidental usages of chant in the
performance of the plays created by the students were the true reflection of

how oral literature is meant to be unconsciously transmitted and sustained
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while the chants performed in the plays created by the researcher could best
be seen as written poetry performed orally.

Thematic preoccupations

Although, both the researcher’s plays and students’ plays were created on the
same topics, there are slight differences in their thematic preoccupations. While the
plays created by the researcher had moral degeneration and rewards for morally right
behaviours as their thematic preoccupation, the plays created by the students had
repercussion of morally wrong behaviours, moral contradiction, and moral negotiation
in addition. In fact, within the thematic preoccupations similar to both the researchers’
and students’ plays, there are slight differences in how they were presented. Therefore,
these thematic preoccupations are treated as sub-themes below in respect to the

difference between the researcher’s plays and the students’ plays:

Moral degeneration/decadence: Moral degeneration/decadence is a situation whereby
human beings pass from a state of goodness to a lower state by losing qualities, which
are considered normal, ethical, and desirable in a particular society. Since the alarming
rate of moral decadence among adolescents in a typical Yoruba metropolitan society
like Tbadan was the motivation for this study, the plays created by the researcher and
the students cannot but have moral decadence as their central theme. The plays
portrayed how adolescents and school children have devaluated values of Omoluabi
such as truthfulness/integrity, humility, kindness, patience, respects for elders, and
contentment which are held in high esteem among the Yoruba people. Therefore,
characters that are immoral in the plays exhibit behaviours that are opposite to such
moral values. For instance, the plays created by the researcher and the students on
truthfulness/integrity portray how adolescents and young people tell lies to get some
rewards they think they would not get if they have spoken the truth. In the play created
by the researcher on truthfulness, three youths are given a test of integrity by the king
of their town. The king gives them a farming task to accomplish. They are to plant
maize and whoever has the best produce would be given scholarship to study abroad.
However, the maize grains given to them cannot germinate, the king only wants to test
their integrity. When it is time to present their integrity, only one of them says the truth
that the maize grains did not germinate and no produce to present. The other youths
found a way around it, they either planted other grains that could germinate or bought

maize in the market to impress the king. The reason for this is not unconnected with
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the reward they already heard about. This is portraying the level of moral degeneration
today when youths and young people do not mind losing some vital moral qualities

because of what they stand to gain.

In the same vein, the plays created by the students on truthfulness/integrity
show how this virtue of truth and integrity is fast degenerating in the society. However,
in the plays created by the students, the home is portrayed as the genesis of such
degeneration. This is the striking difference between the presentation of moral
degeneration in the plays created by the researcher and the plays created by the
students. For instance, one of the student-groups created a play on a young boy who
steals from his mother’s pause. However, he is rebuked and corrected by his older
sister. This later reflects in his moral behaviour in the society when he sees a bag full
of money and takes it to the journalist to locate the owner. If such correction has not
come from home, he is likely to go away with the bag of money — an immoral
behaviour the society does not applaud. Therefore, in the students’ conceptualisation
and contextualisation of moral decadence/degeneration among adolescents and young
people, the home plays a crucial role. In essence, the students’ presentation of moral
decadence in their plays is more elaborate and explanatory than it is in the plays

created by the researcher.

Rewards for morally right behaviours: There are always rewards for morally right
behaviours, whether on the spot or later in life. Therefore, it is normally said among
the Yoruba that oore 16 pé ika 0 pé (It pays to do good and not evil). This philosophy
of reward for morally right behaviour as a motivation for doing good in the society is
greatly portrayed in the plays created by the researcher and the plays created by the
students. In all the plays created by the researcher, the chants (See Appendix X) used
as opening glee always have this philosophical undertone. Hence the play cannot but
follow the same pattern. For instance, the chant used for the play on patience has the

following lines on the rewards of patience and endurance:

Onisudru éeéyan 16 le fan wara Kinnidn
Suaru la fi i gbayé pe
Ipamora la fi i rigba 10

Suuru a maa sokuta jinna
Sudru a si maa majere tutu
Jumu aja lo
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It’s only a patient person that can get the milk from
lion’s breast

It’s patience that guarantees long life

It’s endurance that brings fulfilment of days

Patience can cook a stone to paste
Patience can make ajere cold
Even more than a dog’s nose

Apart from the fact that being patient can offer long life and fulfilment of days
to an individual, the lines also symbolise that patience has the potential to ensure an
impossibility becomes possible. For instance, no one dares to cook stones like food or
tries to produce milk from the lion’s breast. However, the lines of the poem show that
the two activities are possible with patience. As such, these are symbolism
representing how patience could be employed to defeat any impossibility. This is close
to what happens in the play the chant is used with. In the play, two co-wives are
always at loggerheads, because the junior wife always bully the senior wife for her
childlessness. The senior wife seeks for help from a spiritual leader, and she is
encouraged to be patient. She heeds to the instruction and sees the rewards in due time.
This pattern is consistently used in showing the rewards of morally right behaviours in
all the plays created by the researcher. There is usually two or three characters around
which the conflict is built. While one character would stand for morals the others
would not, hence, the morally right character would have the rewards in due time. This
consistent pattern is made possible because all the plays came from just one person-

the researcher.

Contrarily, the plays created by the students do not have such consistent pattern
of presenting rewards for morally right behaviours. Understandably, the plays (as
elaborated while answering research question two) were created through the
convergence of students’ thoughts, experiences, and consultations. Therefore, in
presenting the reward of morally right behaviours in the plays created by the students,
two patterns were recognised. First is the portrayal of just one main character who
faces a dilemmatic situation of whether to take a morally right or wrong decision.
When or if the character takes the morally right decision, the reward follows. Second is
the portrayal more than one main character out of which just one will take morally

right decision and will see the reward.
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Since the second pattern is similarly used by the researcher and it has been
exemplified, further illustration from the plays created by the students may not be
necessary. However, it is necessary to illustrate the first pattern from one of the plays
created by the students. In the play created by one of the student-groups on
truthfulness/integrity, the main character who at the beginning of the play was stealing
from his mother’s pause and was corrected by his older sister, finds himself in a moral
dilemma. He has to choose between being a person of integrity or not. Based on the
correction he has received from home and his instinct too; he chooses to be a person of
integrity and sees the reward. It is the reward that liberates his wretched family from
poverty.

Contrary to the plays created by the researcher, a few of the plays created by
the students do not even portray rewards for morally right behaviours because the main
character who is placed in a dilemmatic situation makes a morally wrong decision.
And therefore, it is repercussion or punishment that follows. This is another vivid
difference between the thematic preoccupations of the plays created by the researcher
and the plays created by the students. This is elaborately discussed in the next and last
sub-theme in this section.

Repercussion of morally wrong behaviours: None of the plays created by the
researcher expressly states the repercussion or punishment for morally wrong
behaviours like the plays created by the students do. In all the plays created by the
researcher, the audience are left to figure out what is likely to happen to the morally
wrong character after the morally right character has received the rewards. Of course,
the opposite of receiving reward will be punishment. However, this is not expressly
stated but implied.

Contrarily, in almost all the plays created by the students, there is usually a
repercussion and punishment expressly pronounced on the morally wrong character
before the plays conclude. As an instance, the play created by one of the student-
groups on patience, the main character finds himself in a dilemmatic situation of
whether to continue in his marriage or chase his wife away because of the report of
infidelity he heard about her. Without verification, the man impatiently chases his wife
away. As a repercussion, his major source of finance gets dried because his financial
prowess is metaphysically attached to him having that woman as his wife. He should

have been patient and found out the truth before reacting. Such theme of repercussion
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is not expressly portrayed in the plays created by the researcher. This therefore is one
of the major criticisms the students leveled against the plays created by the researcher
during the Focused Group Discussion sessions. The following extracts from the
transcripts of the FGD sessions present the students’ criticisms of the plays created by

the researcher in the direction of repercussion as a thematic preoccupation:

Akékoo A4: Ninu eré Otito Lére, igba ti Kabiyési pe awon
omo yii, eemm...students Iati university wa, 6 de k6 agbado fun
won pé ki won lo gbin agbado, igba ti asiko ikoéré t6 lati fi
nnkan ti won se han, awon ti won mu agbado wé nibi ti agbado
0 ti wu, td jé pé agbado ti Kabiesi fun won ko le wu, eyi t6 de
W4 so 00to yen, 0 ye Ki ijiya wa fun awon td parg yen, ‘so’ igba
ti Kébiési de ti fun won ni ...fln eni t6 s06to ni ére, ‘so’ 6 ye ki
won lé fi ibi ti 6 ti lo ti won ti se bayii (6 kdw¢ léri Iati
sapéjuweé kikabaamo).

Akékoo A9: Ninu eré ibowofagba, nigba ti 6 ran iya agba yen
Iowo, ti olori ibi isé yen to fi fun iyun-un ni isé, wi pé ké wa
bere isé. O ye ka ri igbeyin ikeji yen, nnkan t6 pada ri,
¢si...nnkan t6 mu un, 6 ye Ka rési re, kési re naa jade sita pé ah
ah..nnkan t6 se é nigha ti 6 se nnkan bayii ... 6 ye ka ri nnkan to
mu un.

(FGD, SS |1 Student, Ibadan North LGA, 22/11/2021)

Student A4: In the play titled Otitg Léré, when the king calls
these children, eeem, these students to come from university,
and he gives them maize grain to go and plant, when it is time
for harvest to present their works, those that brought produce
whereas the maize grians the king gave them cannot germinate,
and the student that said the truth, there ought to be a
punishment for those who lied, so, when the king has given
them ... given reward to the person who said the truth, there
ought to be a scene where she goes and the others do like (she
puts her two hands on her head to show regrets).

Student A9: In the play titled ibowofagba, when he assisted
that old woman, and the head of that company gave job to him,
that he should come and start working. We are supposed to see
the result of the second person, what later became of him,
repercussion. .. what later happened to him, we are supposed to
see its result, the result also ought to be brought out that ha ha,
what happened to him after he did something like this ... we are
supposed to see what became of him.)

In the two extracts above, Student A4 and Student A9 express their opinion
about the theme of the plays Otitg Léré (Truth is rewarding) and ibowofagba (Respect
for elders) respectively. The two students believed that the plays created by the
researcher did not explicitly express repercussion as a thematic preoccupation. They
would have preferred that the morally wrong characters were punished. This kind of
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moral disposition explains why the Affective Dispositional theory is related to this
study. The theory postulates that while audience enjoy and appreciate an entertaining
piece, they form feelings about characters and the contents of the entertainment. In this
process, they form affiliations towards characters and sustain it on a continuum from
extreme positive, through indifference, to extreme negative affect. The emotional
responses given to Students A4 and A9 from the above extracts depict that they must
have passed through this process before they could consider to jugde the play as
thematically imbalanced. According to their opinions, since morally right behaviour

attracted a positive reward, morally wrong behaviour should also attract a punishment.

The submissions of Students A4 and A9 from the foregoing is in tandem with
the Yoruba belief system. The Yoruba people believe that ‘‘ohun rere ni i yo obi lapo,
ohun buruku ni i yo ofa lapo’’. This literally means that “‘a good speech causes one to
bring out colanut from the pocket, a bad speech causes one to bring out an arow from
the bag/pause’’. However, this proverb is used to explain the need for reward and
punishment in the Yorub4 judicial system. In this context, the ‘‘good speech’’
symbolises morally right behaviour while the ‘‘bad speech’’ symbolises morally
wrong behaviour. It thus follows that while the morally right behaviour should attract
reward — “‘colanut’’, the morally wrong behaviour should also attract punishment —
““arrow’’. Therefore, the understanding of this social judgement principle by the
Students A4 and A9, whose FGD extracts are presented above, must have influenced
their opinions that morally wrong characters should have been punished before the
plays (Otitg Léré and ibowofagba) ended.

However, while punishment as opined by Students A4 and A9 is germane in
teaching moral values to people in the Yoruba society, it is good to also note that the
Yoruba people place a strong emphasis on forgiveness and reconciliation. This is why
they normally say ‘‘a ki i 1é omo burtiku fékun paje’’, which literally means that “‘we
do not chase away a bad child to be eaten by a tiger’’, and that ‘‘bi a ba fi owo otun ba
omo wi, a si fi tosi fa & mora’’, which literally means that “‘if we discipline a child
with the right hand, we will use the left hand to embrace him/her’’. By implication, the
two plays (Otitg Léré and ibowofagba) do not need to overstress punishment before
the students-audience learn the moral lessons intended. Therefore, the intention of the

playwright could have been to foreground forgiveness and reconciliation.
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Nevertheless, the notion of thematic imbalance shared by Students A4 and A9
about the plays (Otitg Léré and ibowofagha) was countered by other students in the
same FGD session. This confirms the principle of individual difference postulated in
the Affective Dispositional theory used in this study. The theory acknowledges
individual differences relating to emotional responsiveness, personal experiences,
basal morality, among other factors. It must have been these factors that influenced
Student Al, in the same FGD session, to give a response contradicting the view of
Students A4 and A9. Student Al believes that repercussion, which could be different
from punishment, was already implied in the ending of the plays since the morally
right character has been rewarded accordingly. Student A1 submitted that:

Akékoo Al: (O n da Akékoo AA&A9 16hin) Awon méjééji ti
ri ijiya won, nipa igba ti won ti ma okan lo si 11U eébo ti won 0
ti ma awon yooku, ko si ijiya to tan ju iyen nda lo mo. Nibi ti
is0ri tig, oun nda ti ri eré aibowofagba nigba ti eni ti 0 jé 0ga
ekeji nis¢, ere is¢ re ni, ijiya ti¢ naa si nu-un.

(FGD, SS Il Student, Ibadan North LGA, 22/11/2021)
Student Al: (responding to Student A4&A9) The two have
received seen their repercussion, in that one has been given
scholarship to study abroad and the others were not selected,
there is no more punishment greater than that. And in your
own group, he has also seen the repercussion of disrespect to
elders, when the manager of the company has told him that
only that person will be employed and not the second person,
that is his reward, and that is his own punishment too.

Student Al in the above extract has helped to bring out how the theme of
repercussion is embedded in the plays created by the researcher. In the view of the
student, once a morally wrong character sees but cannot receive the reward of a
morally right character, the repercussion has been implied. Obviously, Student A4 was
not comfortable with response given by Student A1, hence the ensuing response:

Akékoo Ad: Amo won so pé ardbafin loba & pa. Won ni igba ti
won ti kurg fun oba pé ...6 dabi pé won ri oba fin...won 0 de se
001t0...50, 0 ye ki won ri ijiya, ... 6 ye ki won ri ijiya won ni
nnkan ti won se...

(FGD, SS Il Student, Ibadan North LGA, 22/11/2021)

Student A4: But they do say that it’s the person who
disrespects the king that the king will kill... it was like they
disrespected the king ...they did not say the truth... so, they
were supposed to be punished for what they did...
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In the above response given by Student A4, a Yoruba philosophical thought
about offences and punishment is presented. Student A4 believes that lying to the king
is a disrespect to the king and it is a punishable offense. Therefore, the student
believes that apart from them being deprived of the reward given to the morally right
character, they were also supposed to be punished by the king. While this is true, it is
good to note that there is a thin line of difference between repercussion and
punishment. While repercussion is most times self-inflicting, punishment is most times
meted out by a superior person or a constituted authority. Therefore, not being entitled
to the reward given to the morally right character is the repercussion of exhibiting
morally wrong behaviours in this context, while punishment is the king, in addition,
inflicting a suffering on them. From another FGD session, a student supports this
submission by saying that:

Akékoo B4 (Student B4): Sir, nibi eré tdwa se, 0 fi, 0 fi...(in
the play that we acted, it shows, it shows), ermmm...it shows
the person that did right and itshows the person that did wrong,
it also shows the end result of doing right and the end result of
doing wrong, so ...on a normal circumstances, if you watch
such a play, it should teach you to do right and not wrong,
when you see the consequence of doing wrong and it is not
really good. So, té¢yan ba n se daadaa, téeyan de n ri nnkan to
gba lére re, téeyan ba de n se burikku naa té ri nnkan ti eni naa
gba lére nibe, a wu eni yen lati maa se daadaa (So, if someone
is doing good, and one can see the rewards it produces, and it
someone is doing evil and one can see what it produces, one
will be interested in doing good)

(FGD, SS 11 Student, Ibadan North LGA, 30/11/2021)

In this light, repercussion is embedded, but not explicitly expressed, in the
plays created by the researcher. This is a major reason given by one of the student-
groups for not following the researcher’s script in rehearsing and performing the play
on patience. One of the members of the group says:

Akékog A10:  Nitori pé bi a ba follow bi won se ko eré yen,
ko ni fé ma sudru yen jade, ko ni fé yo ¢ jade daadaa. O se é se
k6 ma jeyo, nnkan ti a fé yo jade, idi niyen taa fi fi kan un. Lati
mu ki eko yen jade daadaa.

(FGD, SS Il Student, Ibadan North LGA, 22/11/2021)

Student A10: Because if we followed how the play was
written, it would not likely bring out that virtue of patience, it
would not properly portray it. It is possible it is not explicitly
expressed, that which we wanted to portray, that was why we
added to it. To make the lesson more expressed.
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Student A10 believes that if their group had performed the play the way it was
written by the researcher, it would have explicitly portrayed the lessons intended.
Observing how they creatively redirected the play; it is interesting to note that
explicitly expressing repercussion of morally wrong behaviour was the motivation to
make addition to the script given to them. The play is titled “’Patience’’ and the
context as created by the researcher was that of a co-wife’s rivalry. Although the
students retained this context, the story-line was modified to fully accommodate
repercussion as a theme. In the script written by the researcher, the senior wife needs
to be patient and endure bully from her junior wife before she could have a child. She
does and receives the reward. However, while rehearsing the play, the students in a
school decided to portray the repercussion of the junior wife’s bullying and other evil
acts they invested her with. According to them, such elaboration helped them to fully
bring out the lessons embedded in the script written by the researcher.

Research question 4: How do the selected Yoruba language teachers perceive the

Theatre-in-Education Packages devised?
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Benefits
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Figure 4.5: Teachers' perception of the Theatre-in-education packages devised
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Teachers’ perception about the benefits of the packages

Figure 4.7 shows that the selected teachers in both the Devised-for-Students
and Devised-by-Students groups perceived the packages as effective learning tool,
socially relevant and inspiring to co-curricular/club activity. These three perceptions
are treated as subthemes in the following sub-sections with necessary extract from the

teachers’ interview sessions.

Effective learning tool: In both the two groups, teachers perceived the packages as
effective learning tools. By effective learning tools, they meant that the packages were
pedagogically capable of presenting content in Yoruba orature and moral values to
students in a more interesting, engaging, and motivating way than the usual convention
teaching mode. In the following extracts, the teachers express their confidence in the

pedagogical potentials of the theatre-in-education package devised-for-students:

Oluké 3: O se aanfaani t6 po, 6 se anfaani to po tori pé 6 mi
imo oju-owo wa ju kiko oju si kilaasi ka so fun omo pé iwa
omoluabi, kin ni iwa omoluabi? Ka bow¢ fagba, kd gba eru
nigba ti won gbé e kale gége bi eré e itage, awa gan-an bi a se
ni a ni iriri t6 nidii is¢ yii, a tin ma ¢ko, a tn ma un kan ¢ko
ni, nipa ilana yii. (IDI, Yoruba Language Teacher, Ibadan
North LGA, 22/11/2021)

Oluke¢ 2: Tée ba wo 6, ogbon teyin gan-an tée ti fi gbé awon
eré yii kale, nitori pé gbogbo ¢ le fi orin, orin t6 ko wa ni iwa
rere, orin ti ¢ ti fi gbé wa lokan ré lati fi wo, pé kd wo pé kin ni
awon akékoo gan-an fé gbé kale nina eré yii. E ti payam¢ bi
eto re yoo se lo pé ninu orin yii gan-an a 6 ti mo pé ogbon ti eré
yii fé ko wa niyii. (IDI, Yoruba Language Teacher, Ibadan
North LGA, 22/11/2021)

Teacher 3: It is very beneficial, it is of immense benefit
because it involves practical knowledge than teaching
conventionally in the classroom, telling students about moral
values, what are moral values? To respect elders, to help elders
with their loads, and different things like these are just verbally
mentioned, but when they presented it as stage plays, even we
teachers, inspite of our acclaimed experience in this profession,
we still had to learn more from this technique.

Teacher 2: When you examine it, the technique you in
particular has used to present these plays, because you included
songs in every play, songs that teach us about morally right
characters, the songs you have used to sustain our interest to
look at it, that we should look at what the students want to
present in this play. You have structured it in such a way that
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in this song we will already know the lessons the play is about
to teach.

Teacher 3 and Teacher 2, though interviewed individually, shared the same
view about the pedagogical strengths of the package devised for and implemented on
their students. Teacher 3 believed that the package could present practical knowledge
of Yoruba orature and moral values to students such that he has learnt a lot from using
such technique. No doubt, the experience should inform his pedagogical practices even
after the research. Teacher 2 was more specific in expressing what makes the package
more effective than the conventional teaching mode. The teacher positively perceived
the structure of the package — using moral song to begin every play could sustain the
students’ interest and keep them expecting the content of the play. According to the
teacher’s view, the moral songs foregrounded the major theme of each play and helped
the students to quickly decipher the moral lessons contained in the plays. By
implications, the package was effective in imparting some morally right behaviours
and characters in the students, according to Teacher 2:

Oluké¢ 2: hdn-un-un! O ko wa ni iwa omolGabi k& maa sotito,
... bi eko iwa rere. Gbogbo awon akori wonyi 16 ko wa ni ¢ko
iwa rere ti awon omo ilé-¢ko ti won le di mua lati 10 ni 0jo iwaju
ti won 0 fi ni si es¢ gbé, yala ni won ba ara won ni ipo giga ni o

tabi ni aarin awon akegbé won. (IDI, Yoruba Language
Teacher, Ibadan North LGA, 22/11/2021)

Teacher 2: hunn! It teaches morally right characters, that we
should be speaking the truth, ...like morally right behaviours.
All these topics taught us about morally right characters that
school children can hold on to so as not to miss their path in
the future either they find themselves in the position of
authority or amongst their colleagues.

The above shows that the teacher believed in the content adequacy of the
package. The moral topics included, according to the teacher, are what the students
would need today and in the future. Most importantly, the lessons presented in the plays
could help students chart their path in life. What then was the advantage the packages
had over the conventional teaching mode in presenting these morally right characters?
When the researcher probed into this question during the interview sessions with the
teachers, the teachers confirmed that the packages presented interesting, engaging and
motivation learning to students. The following extracts give breathe to this argument:

Oluk¢ 3: E seun. Aaah...iriri ti...mo ni gégé bi oluko ohun ni
wi pé, 1akooko, Ki i se wi pé awon akékoo yii ti n se is¢ yii tele,
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6 wa ya mi lenu pé igbaradi won, 0 ya kankan ju bi emi gan-an
se fokan si lo. Tori pé bi a til¢ n ko won naa bi a se so wi pé a
mo ohun ti a n se t6 ki i fi gbogbo ara y& kdnkan am¢ bi won se
n se é n ya mi 1énu, wi pé, ah ah, awon omo ti a A ma 16ri 1orun
néa ni won n se eléyii, k& to wi eléyii, won ti se tan, ka to so pé
¢ se eléyii, won ti se tan, tée ba si ti se ami si won pé, e gb6hun
soke, won ti gbo ohun ti a n wi, owo lasan ni mo fi n jawe fun
won. Won si ti gbo ohun ti & i so. Eyi wa ya mi Iénu patapata
le ma éré wa ni. Akiyési mi niyen pé igbaradi awon omo yii po
ju bi a se fokan si lo. Tori igba tée koko so fun mi mo ti ro pé
ahhhh...kin ni yii 6 fi asiko sofo oo! Amo nigba ti a dé ori
papé, taa dé ibi awon ibudo eré, a ri i wi pe, 0 yato gédégbé si
nnkan ti a ni 1éro. (IDI, Yoruba Language Teacher, Ibadan
North LGA, 22/11/2021)

Teacher 3: Thank you. Haa...what | experienced as their
teacher was that, firstly, it was not like these students have
been doing this before, | was then surprised at their
preparation, it was faster than | expected. Because if we are
even teaching them conventionally, it’s not always as fast as
that, but the way they were engaged in this surprised me, that
the students that we do force are the ones doing this, before
something is said to them, they have done it, and they have
heard whatever we were saying. This then was a surprise to me
totally that having this kind of strategy, even though it is time
consuming, yet it is a strategy that can bring many benefits.
That’s my observation that the students’ preparation was more
than expected...

Oluke 2: ...El¢ekeji, iha ti awon om¢ ko si i, e€ ri pé inl won
dun taa si ri pé won ri ¢ko tan tabi méji ma nint awon akori
wonyi...(IDI, Yorub&d Language Teacher, Ibadan North
LGA, 22/11/2021)

Teacher 2: ...secondly, the disposition of students to it, as you
could see, they were excited, and we could see they learnt one
or two lessons from these topics...

The above extracts show how the package was effective in increasing students’
interest in learning. It ensured this through engaging them in and motivating them for
learning. Teacher 3 specifically compared that with teaching them through the
conventional mode and expressed surprise that students who ordinarily would not show
enthusiasm in learning were seen being excited in participating and getting involved
actively in their learning. This was possible because the package was able to motivate
students to learn. In such a motivating learning situation, students do not have a choice

but to develop positive attitude to learning, hence, the above submission from Teacher
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2. The following extracts further establish the teachers’ perception of the packages’
potentials in presenting a lesson that students will be interested in and have positive
disposition to:

Olukg 2: W¢n nifeé si i plpo pap¢, nitori I¢yin igba ti ¢ ba lo

tan, ¢ 6 ri pé awon orin ti ¢ ko won yen, won & tan ko ara won

jo won & maa ko ¢ ti ind won ¢ maa dun ti won 6 maa jo si i.

Eléyii fi han wé wi pé nitodto nitodto won nifee sii. Ind won si

dun si i. (IDI, Yoruba Language Teacher, Ibadan North

LGA, 22/11/2021)

Oluk¢ 3: ...Té si jé wi pé nigba ti ¢ ba tun lo tan, ti mo ba tin
n koja lo fin ra won, won tun n tin kin ni yii se, 1éyii td si jé pé
eyi ti a ko won gan-an, taa ko ko ko, won 0 ka &, won 0 wo 0...

(IDI, Yoruba Language Teacher, Ibadan North LGA,
22/11/2021)

Teacher 2: They were so interested in it, because even after
you have left, we could see that the songs you taught them,
they would still gathered, and they would be singing and
dancing excitedly. This indicates that truly they are interested
in it. And they are excited about it.

Teacher 3: ...and when you have left, whenever | was passing
by, on their own they were still repeating the presentations, and
the ones we taught them particularly, they don’t read or check
them...

As an effective learning platform, the package devised for the students was
able to sustain the students’ interest in learning during and after the lesson. This was
evident in their enthusiastic involvement in the play presentation during and after the
lessons. Teacher 2 and Teacher 3 in the extracts above show observed and reported
this. In essence, students carried the enthusiastic they developed during the lesson to
even after the lesson. This was shown in their continual involvement in play/song
rehearsals and presentations after the lessons and when the researcher was not even
around. Students can only do this about any learning, topic or subject they are strongly
interested in.

Also, in the theatre-in-education devised-by-students package group, teachers
also perceived that the package presented an effective learning platform for the
students. The teachers interviewed observed this, and an example is reported in the
extract presented below:

Oluk¢ 1: O jé ohun t6 wa mi 16ri papo pelu bi awon akékood
yen se seda eré finra won ti won si gbé e jade fanra won. Ind
mi dun papopupo lati ri won pé won se ira nnkan bayii. Won
se awon eré yii ni sise-n-telé, won mu awon oye jade, ibi ti
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eeyan gan-an 0 foju si pé won ti le se tabi won lé soro dé, won
ma un débe, 6 jé ki ind mi dun, ori mi si wu pela. (IDI,
Yorubd Language Teacher, Ibadan South-East LGA,
22/11/2021)

Oluké 1: Ahhh! Won nif¢é re papo. Won j¢ ké han si mi pé
ohun ti ind awon dun si 1ati maa se ni. Ind mi si dun pupo.
(IDI, Yoruba Language Teacher, Ibadan South-East LGA,
22/11/2021)

Teacher 1: | was so much impressed with how those students
created and presented plays themselves. | am so much excited
that they did this kind of thing, they did these plays
procedurally, they brought out understanding, they performed
more than expected. This excited me and impressed me.
Teacher 1: Ahhh! They were interested in it so much. They
showed to me that it’s what they were excited at doing. And |
am excited so much.

Teacher 1 in the above extracts reported that students showed their interest in the
processes involved in creating, rehearsing and performing the plays on their own.
These theatrical processes were able to elicit students’ enthusiastic towards developing
adequate knowledge, dispositions and practices of Yoruba orature and moral values.
Apart from being an effective tool for the learning of Yoruba orature and moral

values as examined in this study, one of the teachers interviewed perceived that the
package could be developed or modified to teach other language concepts especially
grammatical topics like pronoun. The teacher’s argument is presented in the extracts
below:

Oluke¢ 3: Bée ni. Kbda 6 tan ti wa si mi Iokan pé a tan le fe dé

abala miii ti imo yii y6o fi kiin patapata...A si 1€ papa 10 6 ni

kéékeeké ni abala girdma naa, a le papa 10 6, bi abala argpo

ortko. A le 10 6 ti okookan won 6 duo ni kéékeeké, ti won 6

sujo ni kéékeeké, ird...gége bi apeere, aropo ordko eni Kin-in-ni

‘mo’, ni eyo, argpo oruko eni keji, aropo ortko eni keta eyo,

0po, ti enikan ba dard, ‘mo’ mo ra ¢ja, ti won ba di méji, aa lo

‘a’, t6 ba di eni kin-in-ni koju si eni keji, ‘o’, t6 ba di pé, ¢yin

méji dard nisinsinyi bayii, ‘¢’, t6 ba ti n di eni keta ni won 6

soro...Mo ti fi eléyii ko eko mii pé a le fa a lo abala girama,

oun ni apeere aropo ortko ti mo n so yen ni eni Kin-in-ni eyo,

ati opo, eni keji eyo ati opo, eni keta, eyo ati opo. (IDI,

Yoruba Language Teacher, Ibadan North LGA,

22/11/2021)

Teacher 3: Yes. In fact, it came to my mind that we can still
extend it to other aspects that will fully show the effectiveness
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of this approach...we can still apply it to teaching smaller units
of grammar, like the teaching of pronoun. We can make
students stand in cluster, ...for example, the first person
pronoun ‘I’, in singular, the second person pronoun, the third
person pronoun, singular, plural, if one person stands ‘I’ |
bought fish, when they become two, we will use ‘we’, then if
the first person faces the second person, ‘you’, when it is like
you two stand like this, ‘you’, when it is the third person ... I
have used this to teach other aspects, that we can extend it to
grammar aspect, that is the example of pronoun | gave about
the first person singular and plural, second person singular and
plural, third person singular and plural.

The Teacher 3 in the extract above demonstrated, not only with his words but
also gesturally, how he could use theatrical activities to improve the teaching of
Yorubad pronouns, especially the first, second, and third person pronouns in the
language. He even reported that he had tried to use this in his grammar class and he
found it interesting and motivating for students. This implies that using theatre for
instructional delivery of any concept, topic or subject can present an effective learning
tool to students. And just as the same Teacher 3 submitted in the extracts below, the
use of this teaching-learning approach can improve students’ academic achievement, if
it is properly structured and administered:

Oluk¢ 3: Biase nbaaloyenni dwasi milokan pé ti aba lo
asiko wa daadaa peld ird imo yii, yoo fun wa ni anfaani t6 po
fan awon omo lati méa yege. (IDI, Yoruba Language
Teacher, Ibadan North LGA, 22/11/2021)

Teacher 3: As this was progressing, it came to my mind that if
we used our time properly with this approach, it will be of
immense benefits to students’ academic achievement.

Socially Relevant: Generally, education both in contents and methods should be
socially relevant. This is because education is an instrument through with the societal
values and norms are transmitted from one generation to another. Therefore, educated
people should be functional and useful to the society where they live. Commenting on
the package devised-for-students, Teacher 2 points to its social relevance with the
following words:

Oluke 2: Ni oju iwoye témi. Gbogbo awon akori ti eré yii gan-

an ti won gbé da ni, gbogbo won 16 ba awujo Yoruba mu,

lakookd...(IDI, Yoruba Language Teacher, Ibadan North
LGA, 22/11/2021)

Teacher 2: In my own view. All the topics that these plays
were based on, all of them were relevant to the Yoruba society,
firstly...
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It is not surprising that the teacher in the above extracts perceived that the
topics of the plays in the packages are socially relevant. This is because the topics were
selected from the curriculum for teaching Yoruba in senior secondary school.
Therefore, the packages exposed the students to what curriculum planned for them to
be functional members of the society where they live. Apart from the content being
socially relevant, the methods and procedures used in the packages in presenting the
contents to the students were also socially relevant. Teacher 3 included this in his
submission about the social relevance of the packages, as presented in the extracts

below:

Oluk¢ 3: Bi mo se dagba té yii, emi funra mi mo ri
aworan miii pelt agbékale ilana ikomolékoo yii. Lona wo?
Tori pé 18kooko, awon nnkan ti eré kéékeeké naa da 1€ 16ri
ni i se peld rira awujo pada ninu ibi ti a ti ri si ni éyi ti 6
mu ipalara ba wa ni awon ona gbogbo. A ri awon akori bi i
iwa omoldabi, otito ind, awon nnkan t6 se wi pé omodé
nilo re, agba nilo re ni, ko si eni ti ko nildo awon nnkan
wonyi tori pé ohun ti 6 sonu lawujo niyi ti gbogbo re fi ri
b6 se ri yii. Awon ti a si wa ma un fun yii gangan, won
amo 0 ti fée di booran tori pé agba ti a 6 na nisin-in-in, ko
se é fegba na mo, oro ni bd ba si wu 0 16 le gbo am¢g awon
majesin wonyi, won nilo r¢, awon gan-an 16 ba mu ju lati
fi fo awljo béa a ba dagba lati fi ¢yin in le fan won. (IDl,
Yoruba Language Teacher, Ibadan North LGA,
22/11/2021)

Teacher 3: As old as | am, | personally saw another
picture with this approach of teaching. In what way?
Because firstly, the focus of those short plays was on
redeeming the society from where it has sunk which has
caused us severe injury in all ways. We could see some
topics like morally right behaviours, truthfulness, values
highly needed by children, adults, there is no person who
does not need these values because these were things that
got lost in the society and everything resulted in what we
see today. The children we have brought these values to
really need them, even though the elders also need them,
but it is almost becoming impossible because it is difficult
to discipline elders corporally, they can only adhere if they
like. But these children need them, they suite them more in
trying to reform the society, so that they can succeed us
after we have left.

In the above extracts, Teacher 3 perceived that the plays in the packages were

focused on redeeming the society from vices, hence, the contents and methods cannot
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but be socially relevant. The teacher also submitted that the packages are socially
relevant because they fit the age range of the students that were recruited to
participated in the study. By observation, most of the SS 2 students involved in the
study were adolescents and teenagers who are vehemently being influenced by the
prevalent vices in the society. So, in an attempt to redeem and reform the society, it is
expedient that this kind of socially relevant learning platform is introduced among the

students.

It inspires co-curricular/club activities: Learning in school goes beyond the four walls
of the classroom. Students get to learn many other skills, expertise and competences as
they are made to participate in co-curricular or club activities. Through this
participation, many students can discover and chart their career paths in life.
According to the teachers interviewed in this study, the packages devised and
implemented had inspired them to initial the establishment of Yoruba drama/poetry
clubs among the students. This will enable students to discover their talents and use it
to discuss issues related to their curriculum contents and lessons. The extracts below

present this:

Oluk¢ 3: ...sugbon a 6 tun gbiyanja lati so fan awon
alase, padpaa ju lo irG oga ilé-iwé yii, Qgbéni ..., a 6 so
fan won nipa iranlowg ti won ba lé se fin wa bi ¢ ba pari
ise iwadii yin, bi a 6 se wa awon omo lati ké won jo lati
maa 10 ird imo yii ni awon abala...(IDI, Yoruba
Language Teacher, Ibadan North LGA, 22/11/2021)

Teacher 3: ...However, we will try to inform the school
authority, especially the principal of this school, Mr ...,
we will ask him about any assistance he can offer us when
you might have ended your research here, on how we will
select students and organise them in using this approach
for teaching many aspect ...

Oluk¢ 2: Hun! Ab4 ti mo 1& mi wa ni pé t6 ba di igha
miii, boya igba ti a 6 maa mu ni boya igba ti won ba ti pari
to jé bi i pé asiko ijade won. Ko wa ni j¢ ikoni nind kilaasi
mo bi ko se ‘co-curricular activity’. Boya bi i ‘club’. Tori
pé asiko ti a n 10 ninu kilaasi ogéji is¢ju ni a ni ni kilaasi.
Eléyii Ié ma té lati se agbékale eré wonyi. Nitori pé ¢ 6 ri
pé awon akékoo gan-an 6 wu won siwaju si i bi ki won ma
tii pari re sugbon asiko n pé wa nija lati jé wi pé won 0 se
t0 bb se ye ki won se. (IDI, Yoruba Language Teacher,
Ibadan North LGA, 22/11/2021)
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Teacher 2: Hun! My suggestion is that next time, maybe
we should be selecting free periods or closing periods.
And this will no longer be classroom teaching but ‘co-
curricular activity”’. Maybe like a ‘‘club’’. Because we
only have forty minutes in class. This may not be enough
to properly present these plays. Because you would have
observed that students themselves wanted to do more but
timing was a challenge...

Although the time constraint was why the teachers in the above extracts
suggested the use of the package as co-curricular activity, it is noteworthy from the
extracts that students would like to be more engaged in devising and performing plays
beyond the 40-minute instructional delivery using the theatrical plays. Before the
conclusion of the study, the researcher observed that two of the four schools used for
the experiments have on their own adapted a co-curricular activity from the package’s
implementation. Drama group has been instituted in the schools and students across
classes in the schools have joined the group. In fact, students of the newly instituted
Yoruba drama group in one of the schools devised a play on their own and presented it
on the assembly ground during their co-curricular activities. Therefore, it is not an
overstatement to submit that the use of the packages has inspired club activities in the
selected schools.

Teachers’ perception about the limitations of the packages

Figure 4.7 indicates that the teachers selected for the study in both the Devised-
for-Students and Devised-by-Students groups perceived the use of the packages as
time consuming, distracting other lessons and treathened by lack of required materials.
In the ensuing sub-sections, these perceptions are treated as subthemes establishing

them with necessary extracts from the teachers’interview sessions.

Time Consuming: The selected teachers perceived that devising and implementing the
packages with the students was time consuming. Teacher 2 and Teacher 3 gave this

submission in the following extracts culled from the interview sessions:

Oluk¢ 2: ...ati pé nigba miiran, asiko 1& ma féé to. Asiko
0 t6 pupo lati fi gbé ohun ti a fé gan-gan, ohun ti a fé pé
si okan awon akékog, asiko 0 té fun wa tébée g¢. (1D,
Yoruba Language Teacher, lbadan North LGA,
22/11/2021)

Teacher 2: ...and most times, time may be a constraint.

There was not enough time to present what we would
have loved to present properly, what we wanted to
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inculcate into the students’ mind, time did not so much
permit us.

Oluk¢ 3: Hun! E seun. Ara isoro akoko ni asiko ti a 1.
Ti Ki i ba se ti awon ti won mo nipa eto ¢ko tabi ti won ni
iriri nipa éto ¢ko, 6 se é se kd ma roghbo té bo se rogho

yii...(IDI, Yoruba Language Teacher, Ibadan North
LGA, 22/11/2021)

Teacher 3: Hun! Thank you. One of the first challenges
is the time involved. If not because of those who know
about education and have experience in educational
administration, it may not have been successful as
such...

From the extract above, Teacher 2 and Teacher 3 decry the constraint of time,
as they observed that there was inadequate time for both the students and teachers to
properly rehearse and present the play the way they would have loved to present it.
Teacher 2 specifically noted that what they would have loved to inculcate into the
students using the theatrical plays was somewhat impossible because of the little time
at their disposal. Therefore, lack of sufficient time was one of the major challenges the
teachers perceived against the use of both packages in teaching Yoruba orature and
moral values to students. However, the implementation of the packages was
successful, as Teacher 3 submitted, because the displayed of experience and

educational administrative skills by the teachers involved.

Distracting other lessons: The teachers interviewed perceived that the theatrical
processes (creating plays, rehearsing and presenting the plays) the students were
exposed to require a great deal of classroom control and management from the part of
the teachers. According to Teacher 2 in the extract below, the theatrical processes
generated noises among the students because their excitement and interest in the
lesson. However, the noises were disturbing neighbouring classes who were not part of
the study and were supposed to be engaged in another lesson at the same period.

Teacher 2 says:

Oluké 2: Isoro alakookd ni pé ariwo won nitori ifé ti
won ni si eré yii, 6 n di awon akegbée won lowo.
(IDI1, Yoruba Language Teacher, Ibadan North
LGA, 22/11/2021)

Teacher 2: First challenge was their noise because

of their interest in these plays, this was disturbing
their colleagues...
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Most of the times, the noises would cause some students from the other classes
to leave their classes to spy on play being presented, instead of them concentrating on
what the period is for in their own class. This is presented in the extracts below:

Oluke¢ 3: ...ati awon omo ti n wa yoju lati kilaasi
ibd miii, opo won 0 gborn si olukd lénu titi lo mo
tori pé awon naa n fé wa se nibe, bée won 0 si si lara
awon ipele aké¢koo ti a 10. (IDI, Yoruba Language
Teacher, Ibadan North LGA, 22/11/2021)

Teacher 3: ...and the students that were spying
from other classes, most of them stopped listening to
their teachers because they also wanted to come and
partake in the plays, even though they were not part
of the class used for the study.

Oluk¢ 3: Ko séni ti ohun té dda 6 wu uu! ...Ki i se
pé boya ko wu won ki won feti si oluko ti n ko won.
Amo nigba ti oro ti di wi pé, iran ti won gbé wa yii,
iran ti 0 lagba ra ju oye won lo ni, dandan ni ki won
wad wo 0. Ohun t6 bi i niyen. (IDI, Yoruba
Language Teacher, Ibadan North LGA,
22/11/2021)

Teacher 3: There is no one who will not like
something good! ...it’s not like they were not
interested in listening to their teachers. But when it
seemed like the play students brought was more
than their understanding, it was a must for them to
come and watch it. That was what caused it.

Although, this is seen as a downside of the package in this session, Teacher 3 in
the extracts above sees it in a positive light especially in favour of the package devised-
for-students. In his, even though the noises could be disturbing the neighbouring
classes, the teachers in such classes should be able to control their class and present
their instruction in a way that their students will be interested in staying to learn.
However, the students could spy at the play performance going on in another class,
because they found it more interesting than the on-going instruction in their class.
According to Teacher 3, everyone likes a good thing. In other words, students are
always interested in an innovative and excited instructional delivery, just like the one
presented through the implementations of the packages devised. Therefore, as much as
the implementation of the package generated distractions to other classroom lessons, it
also shows that the packages presented an innovative and excited instructions and

learning platforms to students.

191



Threatened by lack of required materials: Play production, whether professional or
children play production, requires the use of certain materials for its successful
actualisation. Essential among these materials include props and costumes, especially
in the process of making plays with children or teenagers as the case is with the present
study. However, the lack of these essential props and costumes was perceived by the
teachers interviewed as one of the major challenges they confronted in implementing
the packages. This challenge was more prominent in the devised-by-students package
groups, as they were tasked to bear the responsibilities of creating and performing the
plays, hence their responsibilities to seek for the needed materials. One of the teachers
interviewed in these groups submitted that:

Oluk¢ 1: Isoro akoko ti mo ri nibé ni pé ohun €216 ti won

fe 10 Iati fi se eré yii, won ko si i ni arowotd, omiran a dé &

ni oun f¢ munnkan baii nilé, iya oun o0 gba, oun f¢ md

nnkan baii lati fi seré baba oun 0 gba. Sugbon ti awon

ohun €elo yii ba wa ni arowotd won, yoo fi jé ko wawon

16ri sii.

(IDI1, Yoruba Language Teacher, Ibadan South-East

LGA, 22/11/2021)

Teacher 1: The first challenge | saw therein was the
materials needed to perform these plays were not readily
available to them, some of them would come and say they
wanted to take something for the play at home but their
mother did not allow them. But if these materials were
readily made available to them, it would make it more
impressive for them to do.

According to the teacher’s perception in the extracts above, parents of some
students disallowed them from picking clothes from home for the purpose of the play
production. This was only the option the students were left with since the materials
were not available in their schools. However, some of their parents did not permit this
and many of the students’ groups used their school uniform in presenting different acts
in the plays they created. This did not make their performance real to life as it should.
The teacher perceived that if these materials were made available in the school and the
students had access to them, the students’ play performance would have been more
original and real:

Oluke 1: Bée ni, bée ni, ki ilé-eko gan-an ni awon
ohun-eélo yii, bi aso bi ileke, bi aago, orisirisi ohun-
elo iseré ti won & ri 10 lati fi se eré yii, y6o jé ki 6 tin
w0 won 16ri, y60 tan ri bi i to6to gidi. Ind won 6 dun
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lati se eré yii...(IDI, Yoruba Language Teacher,
Ibadan South-East LGA, 22/11/2021)

Teacher 1: Yes, yes, the school itself should have
these materials, like clothes/costumes, beads,
gong/bells, and different kinds of materials that they
could use to perform these plays, it will still look
more original. They would be more excited to
perform the plays...

Requires strategic modifications: Expectedly, the teachers interviewed perceived

that the packages require some sorts of modifications for future usage.

Oluko 2: L6006to, oghon té ¢ 10, ogbon t6 daa ni lati gbe
awon ¢ko yii kale. Sugbon ohun ti emi iba tan fi kdn un
ni afikan temi ni ti a ba tan gbé e gba ona bi alo ydo tun
yé awon omo Yii siwaju si i, nitori pé alo tun je mo bi eré
ti awon omodé ti won maa n f¢é lati gbo. (IDI, Yoruba
Language Teacher, Ibadan North LGA, 22/11/2021)

Oluko 1: E sé mo dupe. Ti émi ba fé seda itan nipa
omoldabi, maa tan tinbo se, maa jé ki iwadii mi tabi eré
ti mad ko ko jinle nipa bi obi se 1 k6 omo ni iwa
omoluabi tori ohun ti obi ba fi 1é omo lowo lomo 6 dagba
peld ¢. Maa si si oju won si iwa t6 wa ni awujo k6 ma
baa y¢ won lés¢ nina hihu iwa omoluabi won. (IDI,
Yoruba Language Teacher, Ibadan South-East LGA,
22/11/2021)

Teacher 2: Truly, the technique you used were good in
presenting these lessons. However, what | would have
loved to add is the use of folktales which can make it
more explanatory to these students, because folktales are
like plays which children like to listen to...

Teacher 1: Thank you very much. If I would create
stories about omollabi, | would make it more than that, |
would let my research to be deeper or make my play
deeper about how parents teach their children omolUabi
characters because it is whatever the parents’ hand over
to the children that the children would grow up with. |
would open their eyes to the societal behaviours so that
they would not stumble by them in exhibiting morally
right behaviours.

Although the Teacher 2 appraised the researcher’s ingenuity in developing the
devised-for-students package, the extracts above opined that there is a need for
modifying the package in terms of how the contents are structured. Therefore, Teacher
2 suggested the use of folktales in presenting moral plays to students. This is because

of the peculiarity of folktales in teaching virtuous behaviours and condemning vicious
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acts. Children already like folktales, therefore using folktales to structure the moral
plays will sustain students’ interest more. Teacher 1, who was a teacher in a school
where devised-by-students package was implemented, suggested more research in
creating contents for the moral plays. The teacher by implication perceived that the
play contents created by the students were not so much born out of a deep and rigorous
research, which she would do if she was given the opportunity to create the plays for
the students. The teacher opined that the role of parents in the inculcation of moral
values into students is critical and should be recognised in any moral plays. However,
researcher’s observation revealed that a few of the plays created by the students in the
school where this teacher teaches featured the critical role of parents in teaching moral
values to children, contrary to their teacher’s claim. It is therefore possible that the
teacher was expecting more research from the part of the students in creating contents
for their play, however, not minding the time constraints that the students were faced
with.

Research question 5: How do students perceive the Theatre-in-Education Packages

devised?
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Benefits

1. Thematic
inadequacy

1. Educative -
moral lessons

2. Boosts Self- 2. Time Consuming

confidence

3. Inspires Co- 3. Threatened by
Curricular/Club Lack of Required
Activity Materials

Figure 4.6: Students' perception of the Theatre-in-education packages
devised
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Students’ perception of the benefits of the packages
During the focused group discussion sessions held with students, they were

asked to express their views and perception about the plays the researcher gave them to
present (in the theatre-in-education package devised-for-students groups) and the plays
they created by themselves (theatre-in-education package devised-by-students groups).
The perception of the students arising from the FGD transcripts has been categorised
into positive and negative perception. The students’ perception about the benefits of
the packages are that they are educative, they boost their self-confidence and inspire
co-curricular/club activities in their schools. In the following sub-sections, these
positive perceptions are explained and substantiated with a few extracts from the
students’ FGD transcripts.
Educative: The students perceived that the packages were educative because they
taught them moral lessons through practical knowledge. This was the original purpose
and primary objective of the packages. Therefore, the students perceived that the
objectives of the packages were achieved. When the students were asked what their
perception was about each of the plays in the theatre-in-education package devised-for-
students, the students expressed the moral lessons that they learnt in each of the plays
in the package. Instances of their responses are presented below:

Akekog Al: Ereé ti awa isori kin-in-ni se ni ibere nipa otito,

eré nipa mimo on so Otito. Eré nda ko wa logbon t6 po. O

ko wé pé k& méa so ododo, tori pé tééyan ba so ododo, 6

maa n gbé ééyan débi giga. Eré isori keji taa si se, n ti mo ri

si i ni wi pé 6 daa kééyan maa se oore, ko ye ko jé pé ohun

ti eéyan ri, ééyan saré so pé mo ti ri i nda niyen, éeyan

gbodo tie koko farabale naa lati wa eni ti 6 ni niikan ¢hun.

Teéeyan ba se eléyii, eni ti ééyan ba ri nnkan ohun 0 le se

oore fln eéyan, b6 ba si wu 0 6 Ié méa fun ni, am¢ ti 6 ba tun

pada ri ni 19jo iwaja, ydo ni... haa, omo daadaa leléyii tori

nijo ti mo so nnkan baii bayii nu, 6 ba n ri i. Iriri témi nint

eré ti a se naa niyen. (FGD, SS Il Student, Ibadan North

LGA, 22/11/2021)

Student Al: The play initially presented by we the first
group on truthfulness/integrity, the play was on speaking
the truth. The play teaches us many lessons. It teaches us to
be speaking the truth, because speaking the truth can elevate
someone. And the second play that we presented, what |
saw to it is that it is good to be kind, it is not to good to pick
a lost item and make it one’s own, one must firstly be
patient to search for who owns the found item. If this is
done, the person for whom you have found a lost item can
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be your benefactor, and if the person likes he may not, but if
he sees him in the future, he will say...Ahh, this is a well
brought up child because when | missed place something
like this, he helped me find it. That’s my experience in that

play.

Akékoo B4 (Student B4): Sir, nibi eré tawa se, 6 fi, 6
fi..(in the play that we acted, it shows, it shows),
ermmm...it shows the person that did right and it shows the
person that did wrong, it also shows the end result of doing
right and the end result of doing wrong, so ...on a normal
circumstance, if you watch such a play, it should teach you
to do right and not wrong, when you see the consequence of
doing wrong and it is not really good. So, té¢yan ba n se
daadéaa, téeyan de¢ n ri nnkan to gba 1éré re, tééyan ba de n se
buraku naa t6 ri nnkan ti eni nda gba léré nibe, a wu eni yen
lati maa se daadaa (So, if someone is doing good, and one
can see the rewards it produces, and it someone is doing
evil and one can see what it produces, one will be interested
in doing good) (FGD, SS Il Student, Ibadan North LGA,
30/11/2021)

Akekoo Al: Eré ti a se, ini mi dun wi pé oluko wa fun wa
ni eré pé ka lo se eré. Eré nda ko wa lekoo gidi gan-an
pupo, 6 ko wa I¢kog, 6 ko wa wi pé ka maa ni sudru nigba
gbogbo tori pé sudru ni baba iwa, sudru de lére, tori naa, eré
yen 6 ko wa ni ¢ko gidi gan-an. (FGD, SS Il Student,
Ibadan North LGA, 22/11/2021)

Student Al: The play that we presented, 1 am happy that
our teacher gave us play to perform. The play taught us
great lessons, it taught us lesson, it taught us to be always
patient because patience is the king of character, patience is
rewarding, that play taught great lesson.

Interestingly, the students perceived that the two packages were able to present
the moral lessons to them practically. The students could practise the moral values in the
plays and they could also see them practised by others in the plays. This is different from
the way moral values are being presented to students using the conventional mode of
teaching. Education or any educative platform is therefore such that should be pragmatic
and not just abstract as it is with the conventional mode of teaching the Yoruba moral
values. In a particular play on ‘‘Patience’’, where the virtue of patience is semiotically
presented, the students were able to decode the symbols and interpreted them in

accordance to the virtue of patience being presented. As part of their perception about

the play/package, one of the students expressed this in the following words:
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Akékoo B2: Tori ko si egéyan to Ié bomi s¢nu fan ogdn iséju ko
si maa bauyan. Ki i se omi yen gan-gan ni suuru 6 kan fi koni
ni stdru ni pé téeyan ba dake éeyan le bori eni té féran wahala.
(FGD, SS 11 Student, Ibadan North LGA, 30/11/2021)

Student B2: Because there is no one who can keep water in
the mouth for twenty minutes and still be able to respond to
bullying. The water itself is not patience, it just symbolises it to

teaches patience that when one is patiently quiet, one can
overcome one’s heaters.

The above extract shows that the plays presented the moral values to the
students using practical rather than abstract knowledge. The students could feel what it
meant to be patience because they could see how difficult it was for the character in
question to keep water in her mouth for a long period without drinking or spilling the
water out, especially when she had to suffer abuse and insult from her co-wife (See
Appendix X for the play on ‘Patience’).

Apart from the moral lessons, the students also perceived that the packages
were educative because they were platforms of self-discovery and self-actualisation for
them. This is one of the major purposes of education in the society. Beneficiaries of
any educational provision should be able to discover and actualise themselves and their
goals in life. The students perceived that they benefitted this from the packages. As
reported by them, the packages gave them the opportunity to discover their creativity
strength and theatrical talents, just as Student B1 says in the extract below:

Akékoo B1: 6 ran wa lowo lati maa wadii irG ééyan ti a jé ati
orisirisi opolo ti a ni. (FGD, SS Il Student, Ibadan North
LGA, 30/11/2021)

Student B1: It helps us in self-discovery of who we are and the
kinds of ‘brain’ that we have.

However, it is observed that this self-discovery transcended the students’
creativity and talents. The packages were opportunity for the students to discover and
identify themselves as Yoruba. This is because cultural practices and moral values are
important in the quest to define and identify oneself. Therefore, the various Yoruba
cultural practices in the plays of the theatre-in-education package devised-for-students
were platforms for students to identify themselves with the Yoruba culture and
tradition. Similarly, the task of creating play contents that the students in the theatre-in-
education package devised-by-students went through was a self-discovery task for
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them. During the process, they had to research and consult widely about the subject of
the Yorub& moral values. Therefore, it is not unlikely that the task of play creation must
have helped them to discover who they really are as Yoruba people and form a
persuasion towards learning about the Yoruba cultural heritage and extending them to
others. Little wonders one of the students says:

Akékoo B2: O ko wa pé bd ba tin di 0jo miii, a tun le

maa ko awon omo ti 6 n bo leyin naa ni iwa omoluabi

ati lati maa fi ¢bun ti a ni lati fi han won. (FGD, SS |1

Student, Ibadan North LGA, 30/11/2021)

Student B2: It teaches us that in the future time, we

can be teaching our junior ones about morally right
characters and to show them our talent.

The above extract further establishes the students’ perception of the packages

as educative platforms because education is complete and total when its beneficiary
can transmit the same legacy to the next generation. The student in the above extract
perceived that the packages gave them the opportunity to also take up the
responsibility of training their junior students on the use of theatre in teaching Yoruba
orature and moral values. It is in this light that the students also perceived that the
packages inspired the use of Yoruba orature and plays as co-curricular activities,
because they can extend it beyond their classroom to other classes in the school. This
is the focus of the next sub-theme relating to the positive perception of students about
the packages devised and administered.
Inspires co-curricular/club activity: The students in all the focused group discussion
sessions perceived that the packages could be transformed into a co-curricular activity
in form of Yoruba drama and poetry club. They unequivocally expressed their interest
in participating in club activities relating to Yoruba orature and drama. They therefore
recommended that such club should be established in their schools. Few expressions of
this are presented in the following extracts:

Akékoo A4: O ye kéa ni awon group ti won maa wa involved in
play ... t6 jé pé won méa lo ogbon tééyan ni, ééyan maa ké o
po, ko ni jé pé igba ti won ba fé se play ni won 6 sese méaa wa
eeyan ko jo. That’s what I think about. (FGD, SS Il Student,
Ibadan North LGA, 22/11/2021)

Akékoo B2: Awon other class, maybe awon junior wa, as in
kéeyan mi won wolé, ka wa maa se é bi club. (FGD, SS I
Student, Ibadan North LGA, 30/11/2021)
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Akeékoog B2: K& méa se € ni oorékoore ti a ba ti ni édé Yoruba.
Tabi ka ni bi i group, k6 maa j¢ bi Yoruba drama group. (FGD,
SS 11 Student, Ibadan North LGA, 30/11/2021)

Akékoo C7: Mo ni nnkankan ti mo f¢ so ti a ba da Yoruba
Drama Club sil¢ t6 si jé pé, to si jé pé eyin nisinsinyi bayii td
ba ya, e 0 so pé e fé karo ni school wa, bawo la 6 se maa rira,
tabi bawo la 6 se maa coordinate ara wa? (FGD, SS Il
Student, Ibadan South-East LGA, 1/12/2021)

Akekoo D4: Ni afikan, emi ro pé ki a tan ba ¢ga ilé-iwé wa
soro pé ki won da awon eghé ewi ati egbe eléré sile so that ti a
ba ti f¢ seré ko ni maa si idiwo kankan nile, ki & si ni gbogbo
nnkan é¢lo ti a ba fé 10. (FGD, SS Il Student, Ibadan South-
East LGA, 3/12/2021)

Student A4: We are supposed to have the groups that will be
getting involved in play... that they will be using the wisdom
we have, we will gather them together. It won’t then be that it
is when they want to present a play that they will start
gathering people together. That’s what I think about.

Student B2: Awon other class, maybe our junior ones, that we
should incorporate them, that we should be doing it as a club.
Student B2: We should be doing it regularly whenever we
have the Yoruba language lesson. Or we should have
something like a group, it will be like a Yoruba drama group.
Student C7: | have something to say, if we establish a Yoruba
Drama Club, and you will want to leave our school very soon,
how are we going to be meeting or how are we going to be
coordinating ourselves?

Student D4: In addition, | think we should also talk to our
school principal, that they should help us establish drama and
poetry club so that whenever we like to present a play, there
won’t be any disturbance, and we need to have the materials
we need.

The above extracts would have suggested that there were no such creative and
performance clubs in the selected school. However, with the submission of Student Al
in the following extracts, it is obvious that cultural clubs did exist in some schools. In

spite of the existence of such cultural club, the extracts below show that they have not

been focusing on Yoruba poetry and drama. Student Al says:

Akekoo Al: A ni cultural club sugbon ij6 1asan ni, ko si pé a n
kéwi tabi se eré ori itagé gége bi ¢ se ko wa yii. (FGD, SS II
Student, Ibadan North LGA, 22/11/2021)

Student Al: We have cultural group, but there is nothing like
poetry and acting plays as you have taught us.

The students therefore saw the implementation of theatre-in-education packages in

teaching Yoruba orature and moral values as an inspiration to established Yoruba
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poetry and drama clubs in their schools. As observed by the researcher, students
already started making consultations with their school managements on how they
would establish such club in their school. From the preceding extracts, Student A4
already suggested that they ‘‘should also talk to their school principal”’’ about it. This
is one of the desired bold movements that the use of theatre-in-education should

achieve among students.

Boosts self-confidence: Expectedly, theatre has the potentialities of fortifying students
with boldness and self-confidence. The students had this positive perception about the
theatre-in-education packages devised and implemented in this study. According to the
students who spoke in the extract below, the packages enabled them to discover the
skills and talents that they possess and to boldly speak before a crowd.

Akékoo Ad: Triri témi ni pé igba ti a koko bere eré yen, it
was like ah...nnkan ti é¢yan 0 se ri for the first time, 6 wa
different sara, igba ti a ti¢ ti n se é di¢ die, 6 n m¢ wa lara
die di¢, wi pé ah, nnkan ti mo 1¢ se le 1éyii, nnkan ti mi 0
le se leléyii, 0 jé ki skills ti a &, some things ti a 0 mo pé a
le se, 6 jé ki & mo some talents ti a ni. (FGD, SS Il
Student, Ibadan North LGA, 22/11/2021)

Student A4: My experience is that when we started the
play, it was like ah...what one has never done before, for
the first time, it was different, and when we started
gradually, we were getting used to it, so that we knew
what we could do and what could not do. It brought out
our skills, and even some things that we didn’t know we
could do, it made us to discover some talents that we have.

Akeékog A10: Tru émi bayii, mo maa n tiju, sugbon nigba
ti a ti bere, 6 tun fan mi ni boldness di¢ lati lé face
audience.

Akékoo Al: Igha ti émi naa koko bére, 6 n ti mi 16j die
die, sugbon nigba ti mo ri i pé awon éro ti won duro si
iwaju mi, ke é se pé won fé pa mi, nnkan ti mo f¢ gbékale
ni won fé wo, 6 tan fan mi ni igboya si lati maa se nnkan
ti mo n se lo.

Akékoo A8: Eyin le so fin wa pé ka ma tiju wi pé ka ni
igboya ...ni odo témi o, ko si nikan to6 burd nbe wi pé
kéeyan jade bdya lati wé seré ni tabi lati wa direct nnkan.
Ko si nnkan t6 burt fibe ju pé ki n jade kéeyan de se
nnkan téeyan fe se lo.

(FGD, SS |1 Student, Ibadan North LGA, 22/11/2021)
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Student A10: Myself for instance | used to be shy, but
when we started, it gave me much boldness to face the
audience.

Student Al: when | also started, I was feeling shy, but
when | realised that the audience before me were not there
to kill me it’s what I wanted to present they were
interested in seeing, this gave me more boldness to
continue what I was doing.

Student A8: You were the person who told us not to be
shy but to be bold...according to my own perception,
there is no big deal in being called out to act or direct a
play. There is nothing difficult there than coming out to
perform the role.

Generally, education and learning should emancipate its beneficiaries from
timidity. The students perceived that this was achieved through their participation in
theatre-in-education packages used in this study.

Students’ perception about the limitations of the packages

From the transcripts of the FGD sessions conducted with the students, their perception
towards the use of theatre-in-education packages in teaching Yoruba orature and moral
values includes the thematic inadequacies of some plays in the theatre-in-education
package devised-for-students, being time consuming, and being threatened by lack of
required materials. These sub-themes are extrapolated subsequently drawing extracts
from the students’ FGD transcripts.

Thematic inadequacy: The students in the group where theatre-in-education package
devised-for-students was implemented perceived that the thematic preoccupation of a
few of the plays did not fully portray the intended moral values. Notably, the students
perceived that the plays titled Itélgrun and Otitg Léré did not adequately portray the
values of contentment and truthfulness that are respectively intended to portray. On
contentment, Student Al in the extracts below submitted that the play did not really
show contentment as the theme:

Akékoo Al: Ti ibi isori keta ti eré won
eléckeji....eemm....nipa kin ni? Ttéloran! O daa itélorun,
eré naa ti won se, a o0 fi bée ri ohun ti 6 ma itélorun jade
gan gan gan, a a fi bée ri i ninG eré ti won se. Itélorin
yen gan gan gan ti won fé ma jade fan isori eré oln, a a
ri ninG eré ti won se.

(FGD, SS Il Student, Ibadan North LGA,
22/11/2021)

Student Al: In the second play of the third
group...eemm... about what? Contentment! OK,
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contentment, the play they acted, we didn’t see
anything that really portrayed contentment, we didn’t
really see it in the play they acted. Contentment as the
theme they are trying to portray for the success of the
play, we did not see it in the play they acted.

In responding to Student A1, another student (Student A5) who was a member
of the group that presented the play mentioned the constraint of time as the factor
responsible for such thematic inadequacy — ‘it is true, because there isn’t much time
for us’’. However, other students in the same group gave a different interpretation to
the situation. They contrarily believed that they play was acted the way it was written,
hence, the thematic inadequacy was readily present in the script given to them. One of
the students (Student A6) says:

Akékog AB: Awon t6 se &, awon t6 se é, won se é gégé
bi won se ko ¢ ni. Bi won se ko 6 ni won se se é. Igba ti
(FGD, SS Il Student, Ibadan North LGA,
22/11/2021)

Student A6: Those that acted it, those that acted it, they
did it as it was written. The way it was written was the
way it was acted. When they wrote it, there was no ...
as in contentment wasn’t really expressed.

Although the students perceived that Otitg Lére, the play intended to teach truthfulness,
they believed that the play would have been better thematically if some more scenes
were added to buttress the moral lesson. As seen in the extracts below, the students
perceived that the play should have included scenes on the punishment well meted on
the youths who were not truthful and the execution of rewards to those who were
truthful. They believed that it is through such scenes that the students can fully learn to
always say the truth no matter the situation. The students say:

Akékoo Ad: Ninu eré Otito Lére, igba ti Kabiyesi pe

awon omo Yii, eemm...students lati university wa, 0 de

ko6 agbado fan won pé ki won lo gbin agbado, igba ti

asiko ikore to lati fi nnkan ti won se han, awon ti won

mu agbado wa nibi ti agbado 0 ti wu, t6 jé¢ pé agbado ti

Kaébiesi fan won ko 1é wu, eyi té de wa so 06to yen, 6

ye ki ijiya wa fan awon té paro yen, ‘so’ igba ti Kabiesi

de ti fan won ni ...fan eni t6 s06to ni ére, ‘so” 6 ye ki

won lé fi ibi ti 6 ti lo ti won ti se bayii (6 kawo léri lati

sapéjuwé kikabaamo). (FGD, SS Il Student, Ibadan

North LGA, 22/11/2021)
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Student A4: In the play titled Otitg Lére, when the
king calls these children, eeem, these students to come
from university, and he gives them maize grain to go
and plant, when it is time for harvest to present their
works, those that brought produce whereas the maize
grians the king gave them cannot germinate, and the
student that said the truth, there ought to be a
punishment for those who lied, so, when the king has
given them ... given reward to the person who said the
truth, there ought to be a scene where she goes and the
others do like (she puts her two hands on her head to
show regrets

Akékoo B4: Lafikun nnkan to so yen naa, té6 ba show
ibi ti Biola ti lo si 114 0yinbd, 6 ye ki won fi end result
eni ti 6 paro naa han. (FGD, SS Il Student, Ibadan
North LGA, 30/11/2021)

Student B4: In addition to what was said, if they
showed where Biola travelled abroad, they ought to
show the repercussion of the person who lied too

It was based on such instances of thematic inadequacies in the plays given to
the students that some student-groups made some sorts of negotiation with the
researcher to amend the story-line given to them. In spite of the researcher’s guidance
to see that the plays were acted the way they were scripted, the researcher observed
that some of the student-groups made a few modifications to the plays. Since the
modification did not distort the purpose of the play and the research process, they
were allowed to perform the plays with their own modification. When such student-
groups were asked why they made such modifications, the response of a student in
one of the groups, as presented below, gives an insight.

Akékoo A10: Nitori pé bi a ba follow bi won se ko
eré yen, Igé ni fé mu sudru yen jade, ko ni fé yo ¢ jade
daadaa. O se é se k6 mé jeyo, nnkan ti a fé yo jade, idi

niyen taa fi fi kan un. Lati ma ki eko yen jade daadaa.
(FGD, SS 11 Student, Ibadan North LGA, 22/11/2021)

Student A10: Because if we followed how the
play was written, it would not likely bring out that
virtue of patience, it would not properly portray it. It
is possible it is not explicitly expressed, that which we
wanted to portray, that was why we added to it. To
make the lesson more expressed.

Undoubtedly, the students have caught the goal of the research and they ran
with it on their own. This is because despite being given play scripts, they went out
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ahead to make the play better thematically. It is therefore important to see theatre-in-
education as a methodological approach to teaching and learning that enables the
students to be pragmatic creator of knowledge and not just mere consumer of it.
Time consuming: Similarly, to their teachers’ perception, the students also perceived
that the implementation of theatre-in-education (both devised-for-students and
devised-by-students) in teaching Yorubd orature and moral values was time
consuming. As expressed by the students in the following extracts, lack of enough time
hindered them from maximising all the potentials in the use of theatre for orature and
moral education. The students say:

Akékoo A9: Igba miii akoko, ko sakooko, igba miii a

le f¢ seré ki won tun so fun wa ka lo ibi kan tabi 6 tun

maa f pa asiko is¢ miii lara.

Akekoo 3: ...B¢e ni, asiko 0 tun si, ko sasiko, aa

rdaye. Aa si tin ranfaani ati gbaradi.

(FGD, SS 11 Student, Ibadan North LGA, 22/11/2021)

Student A9: sometimes time, there is no time,
sometimes we might want to act they will tell us to go
somewhere or it would affect another work time.
Student 3: Yes, there is no time, no time, we did not
get the chance. We also did not have the opportunity
to prepare.

Threatened by lack of required materials: The students also perceived that the
implementation of the theatre-in-education (both devised-for-students and devised-by-
students) in teaching Yoruba orature and moral values suffered from lack of materials.
Since the students were tasked with the responsibility of sourcing for their costumes,
props etc., they perceived that this task was challenging for them and they would have
performed the plays better if the needed materials were readily available in school.
According to the extracts below, the students perceived that looking for materials to
use in acting plays waste time as many of their parents did not allow them to pick
clothing materials from home. They students say:

RN

Akekoo A7: Nigba miii k& t6 wa awon nnkan ohun-élo
gan-an nigba miii gan-an 6 maa f waste time. Awon aso
yen, 6 maa n waste time nigba miii.

(FGD, SS 11 Student, Ibadan North LGA, 22/11/2021)
Akekoo D5: Ara awon idojuko taa ri nda wi pé a a ri aso
ti a le fi se eré yen, awon obi elomiiran gan-an de lé so
fan awon omo won pé ki won ma se é ati awon omo inu
class wa néa ti won n pariwo.
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Akékog D6: Nnkan ti émi fé fi kin un ni pé tda ba ri
onighowo tabi ti ilé-iwé ba le ba wa pese awon nnkan ti a
méa 10 bi aso, ilu, ileke, ati bée bée lo ti ydo tan fi jé ki
ori ya.

(FGD, SS 11 Student, Ibadan South-East LGA, 3/12/2021)
Student A7: Other times, before we look for materials,
sometimes it wastes time. Those clothes, they waste time
sometimes

Student D5: some of the challenges we face is that we
could not get clothes to act that play, some people's
parents can tell their children that they should not act and
our class members that are making noise.

Student D6: what | can add is that if we see a sponsor or
if the school can provide materials like clothes, drum,
beads and so on that can serve as encouragement.

Apart from the costumes and props, performance space was another resource
not adequately available to students. Although, this did not cut across all the selected
schools, certain schools have small classrooms that were overpopulated already.
Therefore, the students perceived that there was no enough physical space for them to
performance the plays. According to the students’ words in the extracts below, it would
be better if the schools provided performance space and not just the classrooms:

Akekog B1: Class wa ti kéré ju fun stage, eni to tin ye
ko ki oba ko wa si school.
(FGD, SS 11 Student, Ibadan North LGA, 30/11/2021)

Akékoo D3: Awon nnkan ti émi 1o pé a tun le fi se ni
pé taa ba ba bi ird oga ilé-iwé soro ti won ba fun wa ni
aaye lati le fi se é, kaaye le gba wa daadaa, ira baa ti n
se ni yara ikawé yen, ko fé t6. Awon omii nind eré wa,
to j¢ pé omii 6 bo sita, omiran 6 fé wolé amo taaye ba
wa daadaa, yoo tubo ro wa lorun si. (FGD, SS Il
Student, Ibadan South-East LGA, 3/12/2021)

Student B1: our class is too small for a stage, the
person who ought to eulogies the king did not come to
school)

Student D3: Those things I think we can use is that if
we could talk to the principal of the school, if he can
give us space to act so we could have enough time,
like we do in the class is not enough. Some parts of
our play that needs someone to go out another would
want to come in, if there is space, it would be easier
for us.

Besides the constraint of time and inadequacies of materials, the

students also perceived that interruption from teachers was another challenge
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that affected their rehearsals and play performances. As expressed by the
students in the extract below, many teachers did not give them the supports they
needed in making the rehearsals and performances successful:

Akékoo A8: Igba miii, nigha miii bayii taa béa fé se eré

yen, teacher miii lé stop wa, td j¢ pé éeyan maa fé wa

discouraged t6 jé ééyan 0 ni mo nnkan to f¢ se... (FGD,
SS 11 Student, Ibadan North LGA, 22/11/2021)

Akékoo B4: Isoro to tin wa ni bi i ki won fé se
rehearsals ki awon oluko ki won wolé, ki won ni ki
won stop rehearsal, or ki won ni won n pariwo, or ki
won maa na won gan-an tori pé won n pariwo awon
nnkan bayii naa j¢ isoro. ...(FGD, SS Il Student,
Ibadan North LGA, 30/11/2021)

Student A8: sometimes, some times like this if we
want to act that play, some teachers do stop us that
somebody might want to be discouraged that someone
would not know what to do

Student B4: Another problem is that let's say they
want to have rehearsals the teachers would enter they
would say they should stop the rehearsal or they should
say they are making noise or they should be beating
them because they are making noise. Things like these
are challenges.

By and large, the results of the research questions two, three and four have
obviously revealed the benefits and costs of using theatre for educational purposes.
Theatrical practices in education have the potentials of achieving the objectives of
moral education, because of the creativity that students would bring to fore in
constructing and negotiating moral knowledge during the processes. This is especially
seen in the groups where theatre-in-education package devised-by-students was
implemented. The students realised their content creatively through brainstorming,
consultations, adaptations and teachers’ interventions. These processes informed the
differences that exist between the contents of the plays created by the researcher for
the students in the theatre-in-education package devised-for-students’ groups and the
contents of the plays created by the students the theatre-in-education package devised-
by-students’ groups. The differences were found in structure, language use and
thematic preoccupation. While some groups of students benefitted from the
researcher’s knowledge, some other groups of students benefitted from the knowledge
emanating from their own research. These two processes enabled the students to boldly

challenge the learning situation and be engaged in knowledge creation and negotiation.
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As revealed by the teachers’ and students’ perception, however, these benefits do not
come without a cost/price. Mainly, the cost/price has been seen as resource-based
(time and material). As this thesis gradually concludes, some recommendations of the
study in chapter five will draw inspiration from this cost/price.  Before then, the
subsequent sections in this chapter will focus on the result of the hypothesis tested and
the discussion of findings respectively.

4.3 Testing the hypotheses

Hola: There is no significant main effect of treatment on senior secondary school

students’ knowledge of Yoruba orature in Ibadan metropolis.
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Table 4.6: Summary of ANCOVA of post-knowledge of students in Yoruba
orature by treatment, motivation and peer influence

Type 111 Partial
Sum of Mean Eta
Source Squares df Square |F Sig. | Squared
Corrected Model 26109.73* |12 2175.81 | 182.22 .000 |.887
Intercept 14169.96 1 14169.96 | 1186.73 | .000 |.810
Pre-Knowledge 2318.13 1 2318.13 | 194.14 .000 | .410
Treatment 15279.81 2 7639.90 | 639.84 .000* | .821
Motivation .002 1 .002 .000 .989 | .000
Peer Influence 3.74 1 3.736 313 576 | .001
Treatment*Motivation | 17.37 2 8.68 27 484 | .005
Treatment™*Peer 2.724 2 1.36 114 892 |.001
Influence
Motivation* Peer 78.48 1 78.48 6.573 .011* |.023
Influence
Treatment*Motivation | 19.40 2 9.70 .813 445 | .006
* Peer Influence
Error 3331.35 279 | 11.94
Total 154585.00 | 292
Corrected Total 29441.08 291

*Significant at 0.05
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Table 4.6 indicates a significant main effect of treatment on secondary school
students’ knowledge of Yoruba orature (F (2 279) = 639.840; p=.000<.05; partial n? =
.821). Therefore, the null hypothesis 1a is hereby rejected. Based on the Partial Eta
Squared (partial n?) of .821, the effect size of the treatment is 82.1%. This implies that
82.1% variance in the post-knowledge of secondary school students in Yoruba orature
was accounted for by the treatment applied, hence, there is a significant difference in
the post-test mean scores of secondary school students’ knowledge of Yoruba orature
based on the treatment. The estimated marginal means of the three treatment groups
were conducted to ascertain their level of significant main effects, as shown in Table
4.7.
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Table 4.7: Estimated marginal means of post-knowledge of students in Yoruba
orature by treatment

Std. 95% Confidence Interval
Treatment Mean Error Lower Bound | Upper Bound
TiE Package Devised-for- 33.565% | .485 32.611 34.520
Students
TiE Package Devised-by- 19.038% | .370 18.310 19.766
Students
Conventional Teaching 9.977% | .454 9.084 10.870
Mode
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Table 4.7 shows that the students who were exposed to the TiE Package
Devised-for-Students had the highest post-knowledge mean score of 33.56, followed
by the mean score (19.03) of the students exposed to the TiE package Devised-by-
Students. Participants who received instruction in the conventional mode of teaching
had the least post-knowledge mean score of 9.97. This order could be represented as
TIiE package Devised-for-Students>TIE package Devised-by-Students>Conventional
teaching mode. This result implies that using the two TIiE packages to facilitate
instruction in Yoruba orature improved secondary school students’ knowledge of
Yoruba orature. However, the TIiE package Devised-for-Students was found more

beneficial than the TiE package Devised-by-Students.
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Table 4.8: Bonferroni Post-hoc analysis of post-knowledge of students in Yoruba

orature by treatment

95% Confidence
Mean Interval for Difference®
() Difference | Std. Lower Lower
() Treatment | Treatment (1-J) Error | Sig.” | Bound Bound
TiE package | TiE package | 14.527" .611 | .000 |13.054 16.000
Devised-for- | Devised-by-
Students Students
Conventional | 23.588" .663 | .000 |21.991 25.186
Teaching
Mode
TiE package | TiE package | -14.527" .611 | .000 |-16.000 -13.054
Devised-by- | Devised-for-
Students Students
Conventional | 9.061" 586 | .000 |7.650 10.473
Teaching
Mode
Conventional | TiE package |-23.588" |.663 |.000 |-25.186 -21.991
Teaching Devised-for-
Mode Students
TiE package |-9.061" 586 |.000 |-10.473 -7.650
Devised-by-
Students

*Significant at 0.05
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Table 4.8 shows that there is a significant difference in the post-knowledge
mean score of students exposed to TiE package Devised-for-Students and students
exposed to TIE package Devised-by-Students (Mean Difference = 14.52; p=.000<.05).
There is also a significant difference in the post-knowledge mean score of students
exposed to TIE package Devised-for-Students and students exposed to the
Conventional teaching mode (Mean Difference =23.58; p=.000<.05). In addition, there
is a significant difference in the post-knowledge mean score of students exposed to TiE
package Devised-by-Students and students exposed to the Conventional teaching mode
(Mean Difference =9.06; p=.000<.05). This result implies that the huge difference in
the post-knowledge mean scores of students across the three groups is the source of the
significant main effect of treatment. Therefore, the treatment is thus evaluated to be
effective in improving students’ knowledge of Yoruba orature concepts, in favour of
students in the two experimental groups.

Holb: There is no significant main effect of treatment on senior secondary school

students’ disposition to Yoruba orature in Ibadan metropolis.
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Table 4.9: Summary of ANCOVA of post-disposition of students to

orature by treatment, motivation and peer influence

Yoruba

Type 11l Partial
Sum of Mean Eta
Source Squares df | Square F Sig. | Squared
Corrected Model 38511.873* | 12 | 3209.323 | 90.505 |.000 |.796
Intercept 33796.899 1 33796.899 | 953.094 | .000 | .774
Pre-Disposition 6575.444 1 6575.444 | 185.432 | .000 |.399
Treatment 22976.312 2 11488.156 | 323.973 | .000* | .699
Motivation 103.709 1 103.709 2.925 .088 | .010
Peer Influence 44,753 1 44,753 1.262 .262 | .005
Treatment*Motivation | 247.446 2 123.723 3.489 .032* | .024
Treatment™*Peer 14.491 2 7.245 204 .815 |.001
Influence
Motivation* Peer 19.765 1 19.765 557 456 | .002
Influence
Treatment*Motivation* | 11.412 2 5.706 161 .851 |.001
Peer Influence
Error 9893.398 279 | 35.460
Total 1221635.000 | 292
Corrected Total 48405.271 291

*Significant at 0.05
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Table 4.9 indicates that there is a significant main effect of treatment on
secondary school students’ disposition to Yorubd orature (F @ 279) = 323.973;
p=.000<.05; partial n? = .699). Therefore, the null hypothesis 1b is hereby rejected.
Since the Partial Eta Squared (partial n?) found is .699, the effect size of the treatment
is 69.9%. This implies that 69.9% variance in the post-disposition of secondary school
students to Yoruba orature was accounted for by the treatment applied, hence, there is
a significant difference in the post-test mean scores of secondary school students’
disposition to Yoruba orature based on the treatment. The estimated marginal means of
the three treatment groups were conducted to ascertain their level of significant main

effects, as shown in Table 4.10.
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Table 4.10: Estimated marginal means of post-disposition of students to Yoruba
orature by treatment

Std. 95% Confidence Interval
Treatment Mean | Error | Lower Bound | Upper Bound
TiE package Devised-for- 78.120% | .838 76.471 79.770
Students
TiE package Devised-by- 62.331* | .637 61.076 63.585
Students
Conventional Teaching 49.049* | .785 47.504 50.595
Mode
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Table 4.10 shows that the students who were exposed to the TiE Package
Devised-for-Students had the highest post-disposition mean score of 78.12, followed
by that of the students exposed to the TIiE package Devised-by-Students (mean =
62.33). participants who received instruction through the conventional mode of
teaching had the least post-disposition mean score of 49.04. This order could be
represented as TIiE package Devised-for-Students>TIiE package Devised-by-
Students>Conventional teaching mode. This result implies that using the two TiE
packages to facilitate instruction in Yorubad orature improved secondary school
students’ disposition to Yoruba orature. However, the TiE package Devised-for-

Students was found more effective than the TiE package Devised-by-Students.
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Table 4.11: Bonferroni post-hoc analysis of post-disposition of students to Yoruba

orature by treatment

95% Confidence Interval
Mean for Difference®
() Difference | Std. Lower Lower
() Treatment | Treatment (1-J) Error | Sig.” | Bound Bound
TiE package | TiE package | 15.790" 1.055 | .000 | 13.248 18.332
Devised-for- | Devised-by-
Students Students
Conventional | 29.071" 1.142 | .000 | 26.320 31.822
Teaching
Mode
TiE package | TiE package |-15.790" | 1.055 |.000 | -18.332 -13.248
Devised-by- | Devised-for-
Students Students
Conventional | 13.281" 1.014 | .000 | 10.840 15.722
Teaching
Mode
Conventional | TiE package | -29.071" 1.142 | .000 | -31.822 -26.320
Teaching Devised-for-
Mode Students
TiE package |-13.281° | 1.014|.000 | -15.722 -10.840
Devised-by-
Students

*Significant at 0.05
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Table 4.11 indicates that a significant difference exists in the post-disposition
mean score of students exposed to TiE package Devised-for-Students and students
exposed to TIE package Devised-by-Students (Mean Difference = 15.79; p=.000<.05).
There is also a significant difference in the post-disposition mean score of students
exposed to TIE package Devised-for-Students and students exposed to the
Conventional teaching mode (Mean Difference =29.07; p=.000<.05). In addition, there
is a significant difference in the post-disposition mean score of students exposed to TiE
package Devised-by-Students and students exposed to the Conventional teaching mode
(Mean Difference =13.28; p=.000<.05). This result implies that the difference in the
post-disposition mean scores of students across the three groups is the source of the
significant main effect of treatment. Therefore, the treatment is thus evaluated to be
effective in improving students’ disposition to Yoruba orature concepts, however, it is
in favour of students in the two experimental groups.

Holc: There is no significant main effect of treatment on senior secondary school

students’ practice of Yoruba moral values in Ibadan metropolis.
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Table 4.12: Summary of ANCOVA of students’ post-practice of Yoruba moral
values by treatment, motivation and peer influence

Type 11l Partial
Sum of Mean Eta
Source Squares df | Square F Sig. | Squared
Corrected Model 87047.663* | 12 | 7253.972 | 174.694 | .000 | .883
Intercept 15196.256 1 15196.256 | 365.964 | .000 | .567
Pre-Practice 32547.044 1 32547.044 | 783.815 | .000 | .737
Treatment 30036.493 2 15018.247 | 361.677 | .000* | .722
Motivation 59.661 1 59.661 1.437 232 | .005
Peer Influence 16.070 1 16.070 .387 534 | .001
Treatment*Motivation | 169.565 2 84.782 2.042 132 | .014
Treatment*Peer 21.608 2 10.804 .260 J71 | .002
Influence
Motivation* Peer .050 1 .050 .001 972 | .000
Influence
Treatment*Motivation* | 63.765 2 31.883 .768 465 | .005
Peer Influence
Error 11585.170 279 | 41.524
Total 1115911.000 | 292
Corrected Total 98632.832 291

*Significant at 0.05
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The result in Table 4.12 shows a significant main effect of treatment on
secondary school students’ practice of Yoruba moral values (F (2; 2799 = 361.67;
p=.000<.05; partial n? = .722). Therefore, the null hypothesis 1c is hereby rejected.
The table also indicates that the Partial Eta Squared (partial n?) is .722. Therefore, the
effect size of the treatment is 72.2%. This implies that 72.2% variance in students’
post-practice of the Yoruba moral values was accounted for by the treatment applied,
hence, there is a significant difference in the post-test mean scores of secondary school
students’ practice of the Yoruba moral values based on the treatment. The estimated
marginal means of the three treatment groups were conducted to ascertain their level of

significant main effects, as shown in Table 4.13.
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Table 4.13: Estimated marginal means of students’ post-practice of Yoruba moral
values by treatment

Std. 95% Confidence Interval
Treatment Mean | Error | Lower Bound | Upper Bound
TiE package Devised- | 52.499? | .920 | 50.689 54.310
for-Students
TiE package Devised- | 73.607% | .693 | 72.243 74.971
by-Students
Conventional Teaching | 45.745% | .847 | 44.079 47.412
Mode
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Table 4.13 shows that the students who were exposed to the TiE Package
Devised-by-Students had the highest post-test mean score of 73.60 in the practice of
Yorub& moral values, followed by that of the students exposed to the TiE package
Devised-for-Students (mean = 52.49). Participants who received instructions through
the conventional mode of teaching had the least post-test mean score (45.74) in the
practice of Yoruba moral values. This order could be represented as TiE package
Devised-by-Students>TiE package Devised-for-Students>Conventional teaching
mode. This result implies that using the two TIiE packages to facilitate instruction in
Yoruba orature improved secondary school students’ practice of the Yoruba moral
values. However, the TiE package Devised-by-Students was found more effective in

doing this than the TiE package Devised-for-Students.
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Table 4.14: Bonferroni post-hoc analysis of students’ post-practice of Yoruba

moral values by treatment

95% Confidence
Interval for
Mean Difference®
Q) J) Difference | Std. Lower Lower
Treatment | Treatment | (1-J) Error | Sig.’ | Bound Bound
TiE package | TiE package |-21.108" 1.164 | .000 |-23.911 -18.304
Devised-for- | Devised-by-
Students Students
Conventional | 6.754" 1.245 | .000 | 3.756 9.752
Teaching
Mode
TiE package | TiE package | 21.108" 1.164 |.000 | 18.304 23.911
Devised-by- | Devised-for-
Students Students
Conventional | 27.862" 1.097 | .000 | 25.221 30.503
Teaching
Mode
Conventional | TiE package | -6.754" 1.245 | .000 |-9.752 -3.756
Teaching Devised-for-
Mode Students
TiE package | -27.862" 1.097 | .000 | -30.503 -25.221
Devised-by-
Students

*Significant at 0.05
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Table 4.14 indicates that a significant difference exists in the post-pratice mean
score of students exposed to TiE package Devised-for-Students and students exposed
to TIE package Devised-by-Students (Mean Difference = 21.10; p=.000<.05). There is
also a significant difference in the post-practice mean score of students exposed to TiE
package Devised-for-Students and students exposed to the Conventional teaching
mode (Mean Difference =6.75; p=.000<.05). Furthermore, there is a significant
difference in the post-practice mean score of students exposed to TiE package
Devised-by-Students and students exposed to the Conventional teaching mode (Mean
Difference =27.86; p=.000<.05). This result implies that the difference in the post-
practice mean scores of students across the three groups is the source of the significant
main effect of treatment. Therefore, the treatment is effective in improving students’
practice of Yoruba moral values, however, this is in favour of students in the two
experimental groups and particularly students exposed to the TiE package Devised-by-
Students.

Ho2a: There is no significant main effect of motivation for Yoruba orature on senior
secondary school students” knowledge of Yoruba orature in Ibadan metropolis.

Table 4.6 shows that the main effect of motivation on students’ knowledge of
Yoruba orature was not significant (F (1; 279) = .000; p=.989>.05; partial n? = .000). This
implies that there is no significant difference in the students’ post-knowledge mean
score in Yoruba orature based on their motivational level, hence, the null hypothesis 2a
is hereby not rejected. However, the estimated marginal means of the students’ post-
knowledge in Yoruba orature were computed to show the exact performance of
students with high motivational level and students with low motivational level, as

shown in table 4.15;
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Table 4.15: Estimated marginal means of post-knowledge of students in Yoruba
orature by motivation

Std. 95% Confidence Interval
Motivation | Mean Error Lower Bound | Upper Bound
High 20.857* | .242 20.380 21.333
Low 20.863* | .445 19.987 21.740
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Table 4.15 indicates that students with low motivation had a slightly higher post-
knowledge mean score (20.86) more than their counterparts with high motivation
(mean =20.85). However, these mean scores are so close and not statistically
significant. Therefore, motivation for Yoruba orature did not cause so much difference
in students’ post-knowledge in Yoruba orature.

Ho2b: There is no significant main effect of motivation for Yoruba orature on senior
secondary school students’ disposition to Yoruba orature in Ibadan metropolis.

Table 4.9 shows that there is no significant main effect of motivation on
students’ disposition to Yoruba orature (F (1 279) = 2.925; p=.080>.05; partial n? =
.010). This implies that there is no significant difference in the students’ post-
disposition mean score based on their motivational level, hence, the null hypothesis 2b
is hereby not rejected. However, the estimated marginal means of the students’ post-
disposition to Yoruba orature were computed to show the exact mean score of students
with high motivational level and students with low motivational level, as shown in
table 4.16:
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Table 4.16: Estimated marginal means of post-disposition of students to Yoruba
orature by motivation

95% Confidence Interval

Motivation | Mean Std. Error | Lower Bound | Upper Bound
High 63.925% | 419 63.101 64.749
Low 62.408 | .776 60.881 63.936
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Table 4.16 shows the students with high motivation had a higher post-
disposition mean score (63.92) than their counterparts with low motivation (mean =
62.40). This implies that, though the difference is not statistically significant, students
with a slightly higher motivational level were more positively disposed to Yoruba
orature than students with low motivational level.

Ho2c: There is no significant main effect of motivation for Yoruba orature on senior
secondary school students’ practice of Yoruba moral values in Ibadan metropolis.

Table 4.12 shows that there is no significant main effect of motivation on
students’ practice of Yoruba moral value (F (1; 279y = 1.437; p=.232>.05; partial n? =
.005). This implies that there is no significant difference in the students’ post-practice
of Yoruba moral values based on their motivational level, hence, the null hypothesis 2¢
is hereby not rejected. However, the estimated marginal means of the students’ post-
practice of Yoruba moral values were computed to show the exact mean score of
students with high motivational level and students with low motivational level, as

shown in table 4.17:
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Table 4.17: Estimated marginal means of students’ post-practice of Yoruba moral
values by motivation

Std. 95% Confidence Interval
Motivation | Mean Error Lower Bound Upper Bound
High 57.856% 452 56.966 58.746
Low 56.712% 837 55.063 58.360

231



From Table 4.17, the mean score of students with high motivation (57.85) is
slightly higher than the mean score of students with low motivation (56.71), although,
the difference is not statistically significant. This implies that students with high
motivation demonstrated a bit more practice of the Yoruba moral values than their

counterparts with low motivation.

Ho3a: There is no significant main effect of peer influence on senior secondary school
students” knowledge of Yoruba orature in Ibadan metropolis.

Table 4.6 indicates that peer influence did not have significant main effect on
secondary school students’ knowledge of Yoruba orature (F (1; 279) = .313; p=.576>.05;
partial 12 = .001). This implies that peer influence did not cause a significant change in
the knowledge of Yoruba orature among secondary school students, hence, the hull
hypothesis 3a is hereby not rejected. However, the estimated marginal means of
students’ post-knowledge in Yoruba orature by peer influence were computed to show
the exact mean score of students with high peer influence and students with low peer

influence. The result is reported in Table 4.18.
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Table 4.18: Estimated marginal means of students’ post-knowledge in Yoruba

orature by peer influence

Peer Std. 95% Confidence Interval
Influence | Mean Error Lower Bound | Upper Bound
High 20.719* | .386 19.960 21.478
Low 21.001* | .328 20.356 21.647
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Table 4.18 shows that the students with low peer influence had a slightly higher post-
knowledge mean score (21.00) than their counterparts with high peer influence (mean
=20.71), however, the difference between the two mean scores is not statistically
significant.

Ho3b: There is no significant main effect of peer influence on senior secondary school
students’ disposition to Yoruba orature in Ibadan metropolis.

Table 4.9 shows that there is no significant main effect of peer influence on
secondary school students’ disposition to Yoruba orature (F (1; 279) = 1.262; p=.262>.05;
partial n2 = .005). This implies that peer influence did not cause a significant change in
the disposition to Yoruba orature among secondary school students, hence, the hull
hypothesis 3b is hereby not rejected. However, the estimated marginal means of
students’ post-disposition to Yoruba orature by peer influence were computed to show
the exact mean score of students with high peer influence and students with low peer

influence. The result is reported in Table 4.19.
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Table 4.19: Estimated marginal means of students’ post-disposition to Yoruba
orature by peer influence

Peer Std. 95% Confidence Interval
Influence | Mean Error Lower Bound | Upper Bound
High 63.657% | .665 62.349 64.966
Low 62.676* | .569 61.556 63.796
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Table 4.19 shows that the students with high peer influence had a slightly
higher post-disposition mean score (63.65) than their counterparts with low peer
influence (62.67), however, the difference was not statistically significant. This implies
that students who are highly influenced by their peers developed a bit more positive
disposition to Yoruba orature than their counterpart with low peer influence.

Ho3c: There is no significant main effect of peer influence on senior secondary school

students’ practice of Yoruba moral values in Ibadan metropolis.

Table 4.12 shows that there is no significant main effect of peer influence on
secondary school students’ practice of Yoruba moral values (F @ 2799 = .387;
p=.534>.05; partial 1> = .001). This implies that peer influence did not cause a
significant change in the practice of Yoruba moral values among secondary school
students, hence, the hull hypothesis 3c is hereby not rejected. However, the estimated
marginal means of students’ post-practice of Yoruba moral values by peer influence
were computed to show the exact mean score of students with high peer influence and

students with low peer influence. The result is reported in Table 4.20.
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Table 4.20: Estimated marginal means of students’ post-practice of Yoruba moral
values by peer influence

Peer Std. 95% Confidence Interval
Influence | Mean | Error Lower Bound | Upper Bound
High 57.578% | .719 56.162 58.994
Low 56.990% | .615 55.780 58.200
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Table 4.20 shows that the students with high peer influence had a slightly
higher post-practice mean score (57.57) than their counterparts with low peer influence
(56.99). This implies that students who are highly influenced by their peers exhibited
the practice of Yoruba moral values than students who were not highly influenced by
their peers.

Hoda: There is no significant two-way interaction effect of treatment and motivation
for Yoruba orature on senior secondary school students’ knowledge of Yoruba orature
in Ibadan metropolis.

Table 4.6 shows that the two-way interaction effect of treatment and motivation
on students’ knowledge of Yorubd orature was not significant (F (2 279) = .727;
p=.484>.05; partial n> = .005). This implies that the interaction of treatment and
motivation did not bring about a significant change in secondary school students’ post-
knowledge in Yoruba orature, hence the null hypothesis 4a is hereby not rejected.
However, the estimated marginal means of students’ post-knowledge in Yoruba
orature were to show the exact mean score of students with high and low motivation

across the three treatment groups, as shown in Table 4.21.
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Table 4.21: Estimated marginal means of students’ post-knowledge in Yoruba
orature by treatment and motivation

95% Confidence Interval

Std. Lower Upper
Treatment Motivation | Mean Error | Bound Bound
TiE package High 33.755% | .450 32.870 34.641
Devised-for- Low 33.375% | .857 31.688 35.062
Students
TiE package High 18.636% | .387 17.874 19.398
Devised-by- Low 19.440% | .631 18.198 20.682
Students
Conventional | High 10.178% | .423 9.347 11.010
Teaching Low 9.775? .804 8.193 11.358
Mode
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Table 4.21 shows that the students with high motivation in the TiE package
Devised-for-Students group had a slightly higher post-knowledge mean score (33.75)
in Yorub4 orature than their counterpart with low motivation (mean = 33.37) in the
same group. Similarly, students with high motivation in the conventional group had a
slightly higher post-knowledge mean score (10.17) in Yoruba orature than their
counterparts with low motivation (mean = 9.77) in the same group. However, in the
TIE package Devised-by-Students group, students with low motivation had a slightly
post-knowledge mean score (19.44) in Yoruba orature than their counterparts with
high motivation (mean = 18.63) in the same group. This implies that the students with
high motivation in both the TIiE package Devised-for-Students and the conventional
groups slightly benefitted from the instruction provided than their counterparts with
low motivation. However, it was in a reverse order with students in the TiE package
Devised-by-Students group.

Hodb: There is no significant two-way interaction effect of treatment and motivation
for Yoruba orature on senior secondary school students’ disposition to Yorubéa orature
in Ibadan metropolis.

Table 4.9 shows that treatment and motivation had significant two-way
interaction effect on secondary school students’ disposition to Yoruba orature (F (2; 279)
= 3.489; p=.032<.05; partial n? = .024). Therefore, the null hypothesis 4b is hereby
rejected. The effect size of the treatment is 2.4% since the partial eta squared (partial
n?) is .024. This implies that 2.4% variance in students’ post-disposition to Yoruba
orature was accounted for by the interaction effect of treatment and motivation, hence,
there is a significant difference in post-test mean scores in disposition to Yoruba
orature across the two levels of motivation in the three treatment groups. The estimated
marginal means of students’ post-disposition to Yoruba orature by treatment and
motivation groups were conducted to ascertain their level of significant main effects,

as shown in Table 4.22
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Table 4.22: Estimated marginal means of students’ post-disposition to Yoruba
orature by treatment and motivation

95% Confidence Interval
Std. Lower

Treatment Motivation | Mean | Error | Bound Upper Bound
TiE package High 77.562% | .773 76.041 79.084
Devised-for- Low 78.678% | 1.485 75.756 81.601
Students

TiE package High 62.786% | .665 61.477 64.095
Devised-by- Low 61.875% | 1.087 59.735 64.015
Students

Conventional High 51.427% | .731 49.989 52.865
Teaching Mode | Low 46.672% | 1.400 43.916 49.427
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Table 4.22 indicates that students with low motivation in the TiE package
Devised-for-Students had a higher post-disposition mean score (78.67) than their
counterparts with high motivation (mean = 77.56) in the same group. However, in the
TIiE package Devised-by-Students group, students with high motivation had a higher
post-disposition mean score (62.78) than their counterparts with low motivation
(61.87). Similarly, students with high motivation in the control group had a higher
post-disposition mean score (51.42) than their counterpart with low motivation (mean
score =46.67) in the same group. This result implies that the treatment applied
interacted with motivation to improve students’ disposition to Yoruba orature in favour
of students with high motivation in both the TiE package Devised-by-Students and
Conventional Teaching Mode groups, and in favour of students with low motivation in
the TiE package Devised-for-Students. This further shows that when Yorubé orature
instruction was presented to students with high motivation using TiE package Devised-
by-Students, students’ disposition to Yoruba orature improved. This pattern of

interaction effect is better illustrated with Figure 4.7:
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Figure 4.7: Graphical illustration of the estimated marginal means of students’
post-disposition to Yorubé orature by treatment and motivation
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Figure 4.7 shows that students with high motivation had higher mean score in
the TIE package Devised-by-Students group and the conventional group. However,
students with low motivation had higher mean score in the TiE package Devised-for-
Students group. Therefore, the interaction between treatment and motivation is

disordinal.

Ho4c: There is no significant two-way interaction effect of treatment and motivation
for Yoruba orature on senior secondary school students’ practice of Yoruba moral

values in Ibadan metropolis.

Table 4.12 shows that the two-way interaction effect of treatment and
motivation on secondary school students’ practice of Yoruba moral values was not
significant (F (: 279) = 2.042; p=.132>.05; partial n? = .014), hence, the null hypothesis
4c is hereby not rejected. This implies that there was no significant difference in the
post-practice of Yoruba moral values among students based on the interaction effect of
treatment and motivation. However, the estimated marginal means of students’ post-
practice of Yoruba moral values was computed to show which group of the students
had higher mean scores, though the difference was not significant. The result is hereby
shown in Table 4.23:
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Table 4.23: Estimated marginal means of students’ post-practice of Yoruba moral
values by treatment and motivation

95% Confidence Interval
Std. Lower

Treatment Motivation | Mean | Error | Bound Upper Bound
TiE package High 53.978% | .837 52.329 55.626
Devised-for- Low 51.021% | 1.629 47.814 54.227
Students

TiE package High 72.947% | 721 71.528 74.367
Devised-by- Low 74.266% | 1.178 71.947 76.586
Students

Conventional High 46.643* | .789 45.091 48.196
Teaching Mode Low 44.847% | 1.501 41.892 47.803
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Table 4.23 shows that students with high motivation in the TIiE package
Devised-for-Students had a higher mean score (53.97) than their counterpart with low
motivation (mean score = 51.02) in the same group, though the difference is not
statistically significant. However, in the TIiE package Devised-by-Students group,
students with low motivation had a higher mean score (74.26) than students with high
motivation (mean = 72.94), although the difference is not statistically significant. In
the control group, students with high motivation had a higher mean score (46.64) than
their counterparts with low motivation (mean = 44.84). This result implies that though
the interaction effect of treatment and motivation on students’ practice of the Yoruba
moral values was not significant, students with high motivation benefited in the moral
value lessons presented using TIiE package Devised-for-Students and the conventional

teaching mode more than students with low motivation in the same groups.

Hoba: There is no significant two-way interaction effect of treatment and peer
influence on senior secondary school students’ knowledge of Yoruba orature in Ibadan
metropolis.

Table 4.6 shows that the two-way interaction effect of treatment and peer
influence on students’ knowledge of Yoruba orature was not significant (F (2; 279) =
114; p=.892>.05; partial n?> = .001), therefore, the null hypothesis 5a is hereby not
rejected. This implies that there was no significant difference in the students’ post-
knowledge of Yoruba orature based on the interaction of treatment and peer influence.
However, the estimated marginal means of students’ post-knowledge of Yoruba
orature was computed to show which group of the students had higher mean scores,

though the difference was not significant. The result is hereby shown in Table 4.24:
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Table 4.24: Estimated marginal means of students’ post-knowledge of Yoruba
orature by treatment and peer influence

95% Confidence Interval
Peer Std. Lower

Treatment Influence | Mean | Error Bound Upper Bound
TiE package High 33.276% | .830 31.642 34.910
Devised-for- Low 33.855% | .498 32.874 34.835
Students
TiE package High 19.038% | .559 17.938 20.137
Devised-by- Low 19.039? | .485 18.085 19.992
Students
Conventional High 9.842% | .583 8.695 10.989
Teaching Mode Low 10.111% | .696 8.742 11.481
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Table 4.24 indicates that students with low peer influence in the three treatment
groups had a slightly higher mean scores than their counterparts with high peer
influence. In the TIE package Devised-for-Students group, students with low low peer
influence had the mean score of 33.85 while their counterparts with high high peer
influence had 33.37. In the TIiE package Devised-by-Students students with low peer
influence had a mean score of 19.039 while their counterparts with high peer influence
had 19.038. In the control group, students with low peer influence had a mean score of
10.11 while their counterparts with high peer influence had 9.84. This result implies
that treatment with the condition of being peer influenced did not statistically cause a
notable change in students’ knowledge of Yoruba orature.

Ho5b: There is no significant two-way interaction effect of treatment and peer
influence on senior secondary school students’ disposition to Yoruba orature in Ibadan
metropolis.

Table 4.9 shows that the two-way interaction effect of treatment and peer
influence was not significant on secondary school students’ disposition to Yoruba
orature (F (2 279) = .204; p=.815>.05; partial n? = .001), therefore, the null hypothesis
5b is hereby not accepted. This implies that there was no significant difference in the
students’ post-disposition to Yoruba orature based on the interaction of treatment and
peer influence. However, the estimated marginal means of students’ post-disposition to
Yoruba orature was computed to show which group of the students had higher mean
scores, though the difference was not significant. The result is hereby shown in Table
4.25:
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Table 4.25: Estimated marginal means of students’ post-disposition to Yoruba
orature by treatment and peer influence

95% Confidence Interval
Peer Std. Lower

Treatment Influence | Mean | Error | Bound Upper Bound
TiE package High 78.245% | 1.430 | 75.429 81.061
Devised-for- Low 77.996% | .864 | 76.296 79.696
Students

TiE package High 62.823* | .962 | 60.929 64.717
Devised-by-Students | Low 61.838% | .835 | 60.195 63.481
Conventional High 49.904% | 1.004 | 47.927 51.881
Teaching Mode Low 48.195% | 1.204 | 45.825 50.565
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Table 4.25 shows that students with high peer influence had a slightly higher
mean score than their counterparts with low peer influence in all the three treatment
groups, although the difference in their mean scores was not significant statistically. In
the TiE package Devised-for-Students group, students with high peer influence had a
mean score of 78.24 while students with low peer influence had a mean score of 77.99.
Similarly in the TiE package Devised-by-Students, students with high peer influence
had a slightly higher mean score (62.82) than their counterparts with low peer
influence (mean score = 61.83). Also, in the control group, students with high peer
influence had a slightly higher mean score (49.90) than their counterparts with low
peer influence (mean score = 48.19). This result implies that the treatment applied
interacted with peer influence to cause an increase in students’ post-disposition to

Yoruba orature, although the change was not significant statistically.

Ho5c: There is no significant two-way interaction effect of treatment and peer
influence on senior secondary school students’ practice of Yoruba moral values in

Ibadan metropolis.

Table 4.12 shows that the two-way interaction effect of treatment and peer
influence on secondary school students’ practice of Yoruba moral values was not
significant (F (2; 279) = .260; p=.771>.05; partial n? = .002). Hence, the null hypothesis
5c is not rejected. This implies that there was not a statistically significant difference in
the students’ post-practice of the Yoruba moral values based on the interaction of the
treatment applied and peer influence. However, the estimated marginal means of
students’ post-practice of the Yoruba moral values based on the interaction of
treatment and peer influence was computed to show which group of the students had
higher mean scores, though the difference was not significant. The result is hereby
shown in Table 4.26:
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Table 4.26: Estimated marginal means of students’ post-practice of Yoruba moral
values by treatment and peer influence

95% Confidence Interval

Peer Std. Lower Upper
Treatment Influence | Mean Error | Bound Bound
TiE package High 52.290% | 1.560 | 49.218 55.361
Devised-for- Low 52.709% | .939 50.860 54.558
Students
TiE package High 74.161% | 1.043 | 72.107 76.215
Devised-by- Low 73.053% | .906 71.270 74.836
Students
Conventional High 46.282% | 1.088 | 44.141 48.423
Teaching Mode Low 45.209% | 1.303 | 42.643 47.774
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Table 4.26 shows that students with low peer influence in the TiE package
Devised-for-Students group had a slightly higher mean score (52.70) than their
counterpart with high peer influence (52.29). However, in the TiE package Devised-
by-Students group, it was the students with high peer influence that had a slightly
higher mean score (74.16) than the students with low peer influence (mean score
73.05). Also, in the control group, students with high peer influence had a slightly
higher mean score (46.28) than their counterparts with low peer influence (mean score
= 45.20).

Ho6a: There is no significant two-way interaction effect of motivation for Yoruba
orature and peer influence on senior secondary school students’ knowledge of Yoruba

orature in Ibadan metropolis.

Table 4.6 shows that the two-way interaction effect of motivation and peer
influence on students’ knowledge of Yoruba orature was significant (F (1: 279) = .6.573;
p=.011<.05; partial n?> = .023). Therefore, the null hypothesis 6a is hereby rejected.
The effect size of the treatment is 2.3% since the partial eta squared (partial n?) is .023.
This implies that 2.3% variance in students’ post-knowledge of Yoruba orature was
accounted for by the interaction effect of motivation and peer influence, hence, there
was a significant difference in post-test mean scores in knowledge of Yoruba orature
across the two levels of each of motivation and peer influence. To determine the
magnitude of the significant main effect across the groups, the estimated marginal
means of students’ post-knowledge of Yoruba orature by motivation and peer
influence. The result is presented in Table 4.27.
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Table 4.27: Estimated marginal means of students’ post-knowledge of Yoruba
orature by motivation and peer influence

95% Confidence
Interval
Peer Std. Lower Upper
Motivation Influence | Mean | Error | Bound Bound
High High 21.364% | .313 20.747 21.980
Low 20.350% | .369 19.623 21.076
Low High 20.074% | .705 18.686 21.461
Low 21.653% | .542 20.586 22.720
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Table 4.27 shows that students with high motivation and high peer influence at
the same time had a higher mean score (21.36) than their counterparts with high
motivation but low peer influence (mean score = 20.35). Also, students with low
motivation and low peer influence at the same time had a higher mean score (21.65)
than their counterparts with low motivation but high peer influence (20.07). This
pattern of interaction effect is better illustrated with the graphical representation in

Figure 4.8:
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Figure 4.8: Graphical illustration of estimated marginal means of students’ post-
knowledge of Yoruba orature by motivation and peer influence
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Figure 4.8 indicates that in the group of students with high motivation, students
with high peer influence had the higher mean score while in the group of students with
low motivation, students with low peer influence had the higher mean score. This
implies that the interaction between motivation and peer influence was disordinal.
Ho6b: There is no significant two-way interaction effect of motivation for Yoruba
orature and peer influence on senior secondary school students’ disposition to Yoruba
orature in Ibadan metropolis.

Table 4.9 shows that the two-way interaction effect of motivation and peer
influence was not significant on secondary school students’ disposition to Yoruba
orature (F (. 279) = .557; p=.456>.05; partial n? = .002). Therefore, the null hypothesis
6b is hereby not rejected. This implies that there was no significant difference in the
students’ post-disposition to Yorubéa orature based on the interaction of motivation and
peer influence. However, the estimated marginal means of students’ post-disposition to
Yoruba orature by motivation and peer influence was computed and the result is
presented in Table 4.28.
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Table 4.28: Estimated marginal means of students’ post-disposition to Yoruba
orature by motivation and peer influence

95% Confidence Interval
Peer Std. Lower Upper
Motivation | Influence | Mean | Error | Bound Bound
High High 64.090% | .542 63.024 65.156
Low 63.760% | .636 62.507 65.013
Low High 63.225% | 1.217 60.829 65.621
Low 61.5922 | .948 59.727 63.458
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Table 4.28 shows that in the group of students with high motivation, students
with high peer influence had a slightly higher mean score (64.09) than their
counterparts with low peer influence (63.76). Similarly, in the group of students with
low motivation, students with high peer influence had a slightly higher mean score
(63.22) than students with low peer influence (61.59). Although the difference in these
mean scores were not statistically significant, the result implies that students who are
highly motivated and are highly peer influenced will have an increase disposition to
Yoruba orature.

Ho6c: There is no significant two-way interaction effect of motivation for Yoruba
orature and peer influence on senior secondary school students’ practice of Yoruba

moral values in Ibadan metropolis.

Table 4.12 shows that the two-way interaction effect of motivation and peer
influence on secondary school students’ practice of Yorubd moral values was not
significant (F @ 2799 = .001; p=.972>.05; partial n?> = .000). Therefore, the null
hypothesis 6c¢ is hereby not rejected. This implies that there was no statistically
significant difference in the students’ post-practice of the Yoruba moral values based
on the interaction of motivation and peer influence. However, the estimated marginal
means of students’ post-practice of Yoruba moral values by motivation and peer

influence was computed and the result is presented in Table 4.29.
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Table 4.29: Estimated marginal means of students’ post-practice of Yoruba moral
values by motivation and peer influence

95% Confidence
Interval
Peer Std. Lower Upper
Motivation | Influence | Mean | Error | Bound Bound
High High 58.166% | .585 57.015 59.317
Low 57.546% | .688 56.191 58.901
Low High 56.989? | 1.316 | 54.398 59.580
Low 56.434% | 1.022 | 54.422 58.446
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Table 4.29 indicates that in the group of students with high motivation, students
with high peer influence had a slightly higher mean score (58.16) than their
counterparts with low peer influence (57.54). Similarly, in the group of students with
low motivation, students with high peer influence had a slightly higher mean score
(56.98) than their counterparts with low peer influence (56.43). Although the mean
difference was not statistically significant, the result implies that students with high
motivation who are also highly peer influenced can have a better practice of the

Yoruba moral values than other who are not.

Ho7a: There is no significant three-way interaction effect of treatment, motivation for
Yorubé orature and peer influence on senior secondary school students” knowledge of
Yoruba orature in Ibadan metropolis.

Table 4.6 shows that the three-way interaction effect of treatment, motivation,
and peer influence on students’ knowledge of Yoruba orature was not significant (F 2;
279) = .813; p=.445>.05; partial n?> = .006), hence, the null hypothesis 7a is hereby not
rejected. This implies that there was no significant difference in the post-knowledge of
students in Yorubé orature based on the interaction effect of treatment, motivation, and
peer influence. However, the estimated marginal means of students’ post-knowledge of
Yoruba orature by treatment, motivation and peer influence was computed and the

result is presented in Table 4.30.
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Table 4.30: Estimated marginal means of students’ post-knowledge of Yoruba
orature by treatment, motivation and peer influence

95% Confidence
Interval
Peer Std. Lower | Upper
Treatment Motivation | Influence | Mean | Error | Bound | Bound
High 34.598% | .609 |33.399 | 35.796
TiE package High Low 32.913% | .665 |31.603 | 34.222
Devised-for- | Low High 31.954% | 1.545 | 28.912 | 34.996
Students Low 34.796% | .744 | 33.331 | 36.261
TIiE package | High High 19.1172 | 503 | 18.127 | 20.107
Devised-by- Low 18.156% | .585 |17.004 | 19.307
Students Low High 18.958% | .998 | 16.994 | 20.922
Low 19.9222 | 773 18.401 | 21.443
Conventional | High High 10.376% | .524 | 9.345 11.407
Teaching Low 9.981% |.666 |[8.671 |[11.291
Mode Low High 9.309° |1.045 |7.252 | 11.366
Low 10.242% | 1.222 | 7.837 12.647
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Table 4.30 indicates that in the TIiE package Devised-for-Students group,
students with high motivation and peer influence had a higher mean score (34.59) than
their counterparts with high motivation but low peer influence (32.91). in the same
treatment group, students with low motivation and peer influence also had a higher
mean score (34.79) than their counterparts with low motivation but high peer influence
(31.95). In the TiE package Devised-by-Students group, students with high motivation
and peer influence had a higher mean score (19.11) than students with high motivation
but low peer influence (18.15). In the same treatment group, students with low
motivation and peer influence had a higher mean score (19.92) than students with low
motivation but high peer influence (18.95). Also in the control group, students with
high motivation and peer influence had a higher mean score (10.37) than students with
high motivation but low peer influence (9.98). In the same group, students with low
motivation and low peer influence had a higher mean score (10.24) than students with
low motivation but high peer influence (9.30). Although, these mean differences were
not statistically significant, the result implies that students with high motivation and
peer influence in each of the three treatment groups has a slightly increased post-

knowledge of Yoruba orature.

Ho7b: There is no significant three-way interaction effect of treatment, motivation for
Yorubé orature and peer influence on senior secondary school students’ disposition to

Yorubé orature in Ibadan metropolis.

Table 4.9 shows that the three-way interaction effect of treatment, motivation
and peer influence was not significant on secondary school students’ disposition to
Yoruba orature (F (2 279) = .161; p=.851>.05; partial 1> = .001). Hence, the null
hypothesis 7b is hereby not rejected. This implies that there was no significant
difference in the post-disposition of students to Yoruba orature based on the interaction
of treatment, motivation, and peer influence. However, the estimated marginal means
of students’ post-disposition to Yoruba orature by treatment, motivation and peer

influence was computed and the result is presented in Table 4.31.
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Table 4.31: Estimated marginal means of students’ post-disposition to Yoruba
orature by treatment, motivation and peer influence

95%  Confidence
Interval
Peer Std. Lower | Upper
Treatment Motivation | Influence | Mean | Error | Bound | Bound
High 77.729% | 1.037 | 75.689 | 79.770
TiE package High Low 77.396% | 1.147 | 75.139 | 79.653
Devised-for- | Low High 78.761% | 2.666 | 73.512 | 84.009
Students Low 78.596% | 1.286 | 76.063 | 81.128
TIiE package | High High 62.814% | .864 61.114 | 64.514
Devised-by- Low 62.757% | 1.008 | 60.774 |64.741
Students Low High 62.832° | 1.719 | 50.448 | 66.216
Low 60.918% | 1.332 | 58.297 | 63.539
Conventional | High High 51.727% | .900 49.955 | 53.499
Teaching Low 51.127% | 1.148 | 48.868 |53.387
Mode Low High 48.080° | 1.800 | 44536 | 51.624
Low 45.263%* | 2.126 | 41.078 | 49.448
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Table 4.31 indicates that in the TIiE package Devised-for-Students group,
students with high motivation and peer influence had a slightly higher mean score
(77.73) than their counterparts with high motivation but low peer influence (77.39). In
the same treatment group, students with low motivation but high peer influence had a
slightly higher mean score (78.76) than their counterparts with low motivation and low
peer influence (78.59). In the TIiE package Devised-by-Students group, students with
high motivation and peer influence had a slightly higher mean score (62.81) than
students with high motivation but low peer influence (62.75). In the same treatment
group, students with low motivation but high peer influence had a slightly higher mean
score (62.83) than students with low motivation and low peer influence (60.91). Also
in the control group, students with high motivation and peer influence had a slightly
higher mean score (51.72) than students with high motivation but low peer influence
(51.12). In the same group, students with low motivation but high peer influence had a
higher mean score (48.08) than students with low motivation and low peer influence
(45.26). However, these mean differences were not statistically significant in relation
to students’ post-disposition to Yoruba orature.

Ho7c: There is no significant three-way interaction effect of treatment, motivation for
Yoruba orature and peer influence on senior secondary school students’ practice of

Yortiba moral values in Tbadan metropolis.

Table 4.12 shows that the three-way interaction effect of treatment, motivation,
and peer influence on secondary school students’ practice of Yoruba moral values was
not significant (F (. 279) = .768; p=.465>.05; partial 1> = .005). Therefore, the null
hypothesis 7c is hereby not rejected. This implies that there was no significant
difference in students’ post-practice of Yoruba moral values based on the interaction of
treatment, motivation, and peer influence. However, the estimated marginal means of
students’ post-practice of Yoruba moral values by motivation and peer influence was
computed and the result is presented in Table 4.31. However, the estimated marginal
means of students’ post-practice of Yoruba moral values by treatment, motivation and

peer influence was computed and the result is presented in Table 4.32.
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Table 4.32: Estimated marginal means of students’ post-practice of Yoruba moral
values by treatment, motivation and peer influence

95% Confidence
Interval
Peer Std. Lower | Upper
Treatment Motivation | Influence | Mean | Error | Bound | Bound
High 54.473% | 1.122 | 52.265 | 56.682
TiE package High Low 53.482% | 1.242 | 51.037 | 55.927
Devised-for- | Low High 50.106% | 2.909 | 44.380 | 55.833
Students Low 51.935% | 1.397 | 49.185 | 54.685
TIiE package | High High 73.645% | 932 | 71.811 | 75.479
Devised-by- Low 72.250% | 1.095 |70.094 | 74.406
Students Low High 74.677° | 1.864 | 71.009 | 78.346
Low 73.856% | 1.441 | 71.019 | 76.692
Conventional | High High 46.381% | .974 | 44.464 | 48.297
Teaching Low 46.906° | 1.240 | 44.464 | 49.347
Mode Low High 46.183° | 1.944 | 42.357 | 50.009
Low 43,5122 | 2.295 | 38.995 | 48.028
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Table 4.32 indicates that in the TiE package Devised-for-Students group,
students with high motivation and peer influence had a higher mean score (54.47) than
their counterparts with high motivation but low peer influence (53.48). In the same
treatment group, students with low motivation and peer influence also had a higher
mean score (51.93) than their counterparts with low motivation but high peer influence
(50.10). In the TiE package Devised-by-Students group, students with high motivation
and peer influence had a higher mean score (73.64) than students with high motivation
but low peer influence (72.25). In the same treatment group, students with low
motivation but high peer influence had a higher mean score (74.67) than students with
low motivation and low peer influence (73.85). Also in the control group, students
with high motivation but low peer influence had a slightly higher mean score (46.90)
than students with high motivation and high peer influence (46.38). In the same group,
students with low motivation but high peer influence had a higher mean score (46.18)
than students with low motivation and low peer influence (43.51). However, these
mean differences were not statistically significant in relation to students’ post-practice
of Yorub4 moral values.

4.4  Discussion of findings

441 Level of senior secondary school students’ knowledge of Yoruba orature

The study found that the selected senior secondary school students in Tbadan
metropolis had a low knowledge of Yoruba orature before the treatment began. This
implies that the majority of the students had low score in the Yoruba orature
knowledge test administered on them. This could be due to the use of conventional
mode of teaching that is not capable of fully exposing them to the various genres of
Yoruba orature. Besides, the effect of western globalisation has diverted the attention
of so many secondary school students from their indigenous arts and culture, of which
oral literature forms are embedded. This is in consonance with the submission of
previous scholars such as Orotoye (2019) and Akinnawonu (2018) who all have
blamed the poor knowledge of indigenous oral literature among youths and young
adults to the negative effects of westernisation and globalisation. This is also reiterated
in a study conducted by Akinsola (2019) where secondary school students in Ibadan
metropolis reported that they preferred non-Yoruba entertainment modes to Yoruba
ones. Since oral literature forms have the dual purposes of entertaining and educating,

students who preferred non-Yoruba entertaining modes would invariably have a low
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knowledge of Yoruba orature. This is consequent upon their non-receptiveness to
Yoruba oral entertaining modes that could as well educate them. Therefore, such
students would demonstrate low knowledge of the Yoruba proverbs, songs, riddles,
praise poetry, myths, folktales and so on, as it is found in this present study.

In addition, the finding is in line with the claims of Olabode (2017) and
Uwandinwa-ldemudia (2014) that students of secondary schools now have low
knowledge of their indigenous oral literature, however, as a result of their home
background. This implies that beyond the influx of globalisation effects into the
Yoruba society, many parents discourage their children from learning the Yorubé oral
literature. Uwandinwa-Idemudia (2014) specifically attributed this to the emergence of
elitist and career-oriented parents who no longer have time to present moon-light
stories to their children at home. Many of these children use such leisure times
pressing their phones and other digital gadgets which take them round the globe and
expose them to various cultures. By implication, such children know more about other
people’s cultures than theirs.

The finding also corroborates the findings of the study conducted by Olayinka
(2019) and Akinsola (2018) who both reported that secondary school students in
Ibadan Metropolis have poor knowledge of literature and culture. While Olayinka’s
work was on Yorubad poetry, Akinsola’s work was on Yoruba oral literature and
culture. Therefore, both studies lend credence to the decrease in students’ knowledge
of Yoruba literature. However, while Olayinka attributed students’ low knowledge of
Yoruba orature to their attitude, Akinsola attributed it to students’ preference for
modern Yoruba movies over the traditional Yoruba movies. Interestingly, both factors
could have affected the secondary school students who participated in this present
study. In other words, the low knowledge of Yoruba orature reported among secondary
school students selected for this present study could be as a result of their negative
attitude to Yoruba language and culture as well as their preference for the modern
Yorubd movies. Scholars (Kolawole, 2016; Akinola, 2015, among others) have
reported and sternly condemned the poor attitude of students to Yoruba language and
culture. In essence, students who have such poor attitude would not make efforts to
learn Yorubéa orature and consequently would have low knowledge of Yoruba orature.
Similarly, students with higher preference for the modern Yorub4 movies than the
traditional ones may not have motivation to learn Yoruba orature because many

modern Yoruba movies do not portray the indigenous/oral literature of the Yoruba
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people in its richness, a feature that is more prominent in the traditional Yoruba
movies. Therefore, secondary school students, because of their preference for modern
Yorub& movies, cannot but have a low knowledge of Yoruba orature.

4.4.2 Senior secondary school students’ disposition to Yoruba orature

The study established that the selected senior secondary school students in
Ibadan Metropolis had positive disposition to Yoruba orature before the treatment
began. This implies that the students already demonstrated some levels of positive
attitude towards the Yoruba oral literature form, despite having a low knowledge of it.
This shows that the students still identify with their indigenous literature but may not
have been exposed to learning it well. In other words, secondary school students in
Ibadan metropolis, being mainly Yoruba, still have feelings for the indigenous
literature of their mother tongue. This finding supports the work of Olayinka (2019)
who found that secondary school students in Ibadan South-West Local Government
Area had a positive attitude to Yorub poetry.

However, the finding negates the report of Akinsola (2018) and llesanmi
(2018) that secondary school students in Ibadan had negative disposition to Yoruba
orature and value system respectively. The two studies mentioned were survey with a
quite large number of participants. Therefore, the negative disposition of students
reported in the studies could be as a result of surveying students who had negative
disposition more than students who had positive disposition. However, the present
study is different in methodology, since the quasi-experimental design was adopted
and fewer students participated in the study. It is possible that the researcher selected
students who already had good disposition to Yorubéa orature since the schools where
qualified Yoruba teachers were teaching were purposively selected. If the students
selected were therefore being taught by a qualified and experienced Yorubé teacher, it
is therefore not difficult for them to have developed a positive disposition to Yoruba
orature.

Apart from the methodology, the finding negates both Akinsola’s (2018) and
Ilesanmi’s (2018) work because the concepts researched in both studies were slightly
different from the conceptual focus of this present study. The study conducted by
Akinsola (2018) was on Yoruba literature and cultural concepts, hence, the focus was
on the students’ disposition to Yoruba literature and cultural concepts as a variable.
Akinsola, to this end, used only one instrument to measure the disposition of students

to Yoruba literature and cultural concepts. Therefore, what Akinsola (2018) focused on
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was broader than the focus of this present study. Measuring students’ disposition to
Yoruba literature and cultural concepts In Akinsola’s (2018) study implies measuring
disposition to Yoruba written literature, oral literature and culture, altogether using just
one instrument. Whereas, this present study only measured and reported the disposition
of students to Yoruba oral literature, one-third of what Akinsola (2018) worked on.
Therefore, it is not surprising that while Akinsola (2018) found negative students’
disposition, this present study found positive students’ disposition. By implication
students’ negative disposition in Akinsola’s (2018) study is to Yoruba written
literature, oral literature and Yoruba culture put together and not just to Yorubéa oral
literature, which is the focus of this present study.

Similarly, the study conducted by llesanmi (2018) has a slightly different
conceptual focus. While Ilesanmi’s work was on the Yoruba value concepts, this
present study is on the Yoruba oral literature. Although, it could be argued that the
Yoruba oral literature are archives for the Yoruba values just as llesanmi (2018) rightly
pointed to Yoruba proverbs and praise poetry, disposition to Yoruba value concepts
would not actually imply a disposition to Yoruba oral literature and vice versa. In this
present study, the Yoruba oral literature forms were not limited to Yoruba proverbs
and praise poetry but also the various forms of songs, riddles, chants, stories, and
dramatic displays. Therefore, students who had positive disposition to Yoruba oral
literature, as found in this present study, could have had such based on their disposition
to the Yorubéa oral literature forms holistically and not just to the oral genres which
portray the Yoruba value concepts.

4.4.3 Level of senior secondary school students’ practice of Yoruba moral values

The study found that the selected senior secondary school students reported
high practice of the Yoruba moral values before the treatment began. This was
indicated by the students’ personal rating of their moral practices through the items in
the questionnaire used. Majority of the students reported that they always obey all their
teachers’ instructions; prostrate/knee down while greeting all elderly persons; help
their friends who are in need; speak the truth even if they will be punished; stand up
for an elderly person to sit on their seat; assist elders in carrying their loads and that
they did not take hard drugs. By implication majority of the students claimed to be
practicing obedience, greetings, respects for parents/elders, kindness, and integrity.
However, the moral vignette test administered on the students further showed the

decisions of the students towards practicing the Yoruba moral values in many
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situations that they may find themselves. It is interesting to examine the students’
responses to the vignette viz-a-viz their personal rating of their moral practices in the
questionnaire administered. This is because the vignette is more practical in
determining students’ practice of the Yoruba moral values.

Students’ responses to the vignette showed morally right responses to only four
of the 10 vignettes used. The vignettes were vignette 2 (respect and honour for elders),
vignette 7 (discipline), vignette 9 (kindness/caring for the disabled), and vignette 10
(greetings and respect for parents). To a great extent, this is consistent with the result
gotten from the students’ personal rating of their moral practices to the questionnaire
(obedience, greetings, respects for parents/elders, kindness, and integrity). However,
‘integrity’, which the students rated high through the integrity-elicited items in the
questionnaire, generated morally wrong responses and/or undecided responses when
the students responded to integrity-related vignettes (vignette 1, vignette 3 and vignette
8). The same is applicable to ‘kindness’ because students also gave morally wrong
responses and/or undecided responses to kindness-related vignettes (vignette 4 and
vignette 5). By implication, the students’ self-acclaimed integrity and kindness in the
questionnaire items were denied by themselves when they were confronted with
scenarios demanding their moral judgements.

Besides the contradictions in the result generated via the two modes, the
vignette test did not generate consistent responses from the students on ‘being
disciplined’. This is because the vignette 6 and vignette 7 which were both testing
students on ‘being disciplined’ generated different responses. While majority of the
students gave a morally wrong and/or undecided responses to vignette 6, majority of
the students also gave morally right response to vignette 7. This result therefore left the
researcher with a doubt of what the moral judgments of the students would be in
scenarios where ‘being disciplined’ is required as the morally right decision.

The implication of the foregoing discussion is that the students, before the
treatment started, were not so much practicing integrity/truthfulness, kindness and
discipline which are core values of Omoluiabi among the Yoruba people. The reason
for this could be firstly and primarily seen in the situations surrounding the demand for
students’ moral judgment. According to the scenarios presented in the integrity-related
vignettes, there are undue rewards for not practicing integrity/truthfulness. Therefore,
the students gave morally wrong responses to the vignettes because of the rewards

(money and passing their examinations) attached. For instance, the students reported

270



that cheating in an examination would be their decision to vignette 3 because that
would made them pass the examination.

Similarly, discipline was not likely to be practiced by the students when found
in a fun-filled and comic situation or whenever a punishment is not attached. This was
the case with vignette 6 and vignette 7. To Vignette 6, the students did not see
anything wrong in laughing at an old man (probably their friend’s father as it is in the
scenario) who dresses shabbily because it would be fun to do such and no punishment
may be attached. Contrarily, vignette 7 generated morally right decision from the
students not just because smoking cigarette is prohibited in the school but because of
the health-related consequences of smoking. Therefore, many of the students decided
not to join a senior colleague in smoking in the school toilet no matter how intense
they might have been enticed.

Students’ non-practice of the Yorubd moral values could also be attributed to
the adverse effect of western globalisation that has eroded the Yoruba cultural
practices in particular and the African culture in general. Such global influence is
exposing Nigerian youth and school children to different cultures of the world which
have a different perspective and orientation on moral values. A whole lot of this
cultural globalisation is being achieved through the digital media that adolescents and
youths are inevitably exposed to. Although, it has been more of cultural convergence
and hybridisation rather than a complete erosion of the African culture, the resultant
globalised culture is neither African nor western. Therefore, it lacks the ability to fully
retain the African traditional value system of which the Yoruba moral values are key.
This is consistent with the claims of previous scholars (Akintayo, 2016 Acholonu,
2011; Nicolaides, 2012; Poe, 2011 and Ogunjimi and Na’Allah, 2005; among others)
who, in their examinations of media and cultural imperialism in Africa, have
concluded that the digital media is a strong weapon in the hands of the western
imperialists in carrying out their agenda even in this modern era.

Similarly, the finding supports the submissions of Akinnawonu (2018),
Orotoye (2019) and Akinsola (2019) that western globalisation is responsible for the
poor practice of the Yoruba moral values in metropolitan areas, like Ibadan metropolis
where this study was carried out. According to them, this has been resulting into cases
of social vices and moral decadence among secondary school students in Ibadan

Metropolis. Just as this present study has established, students who do not care to
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practice integrity/truthfulness, kindness, and discipline, could be easily lured into
engaging in any social vice such as pocket picking, rape, drug abuse and so on.
4.4.4 Rating of senior secondary school students’ class/stage performance of the

plays contained in the theatre-in-education packages devised for this study

The study found that the students were generally rated average in their
class/stage performance of the plays contained in the packages devised for the study.
The average rating was as a result of their low performance in vocal quality,
preparation and interpretation, body movement and scene presentation. However, the
students were rated high in the other two sub-variables — character development and
cultural matrices. This implies that despite the general average stage performance of
the plays, students were rated high in their portrayal of cultural matrices in the plays
and in their character development.

In essence, the students, who are not theatre artists and are not being trained to
be, could not have been able to perform a stage play fulfilling all its components. For
instance, many of the students have not acted/performed a stage play prior to this
research. They were only briefed by the researcher on the nature of the study and how
to carry out their responsibilities as participants in the study. Though, the researcher
guided each group of students in the rehearsals and play performance, this cannot be
compared to the training received by theatre artists on play production. Therefore, the
students may not have mastered the art and act of play production to the degree
required for effective vocal quality, body movement and scene presentation.

In line with the rating, the observation of the researcher during the play
performances shows that the students’ voices were lacking adequate pacing and this
must have contributed to their low rating in vocal quality. Similarly, students’ passion
in portraying their characters through actions resulted in body movements that did
mask one another on the stage. On scene presentation, although the students
demonstrated an understanding of the scene tempo through their performances, they
did not show any inclination towards understanding the stage technicalities and clear
directorial element. The same goes for their preparation and interpretation of the
text/script which could have been good but for their inability to approach materials
such as props and costumes subtly. All these inadequacies in their performances are
still predicated on the fact that they were not professional theatre artists, and the
purpose of the research was not to train them to be. Therefore, the purpose of the

research was not in any way defeated.
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However, the students were rated high in their character development and
portrayal of Yoruba cultural matrices in their play performances. These two sub-
variables of their performances go straight into the heart of this research. The purpose
of the research was to engage the students in theatricalising/dramatising the
(non)practice of Yoruba moral values with the accompaniment of the Yoruba oral
literature forms. Therefore, the processes required the students to develop appropriate
characters that would fit the story and at the same time have the Yoruba cultural
undertone. According to the rating, students carried these out effectively because their
performances showed evidence of appropriate acting technique for character
development, clear understanding of play’s objectives through their characters and
their emotional engagements are appropriate to character/story. They did these without
distorting the cultural message of the plays, which is the focus of the study. According
to the rating, the students’ performances showed that they adequately understood the
cultural context of the plays, possessed knowledge of the Yoruba culture, adequately
interpreted the Yoruba moral values contained in the scripts/texts,
incorporated/presented Yoruba oral literature in their plays and used oral literature to
buttress the cultural/moral messages of their plays.

The finding therefore exposes the extent to which students’ play performances
reflect theatrical/dramatic/performative professionalism. As the foregoing discussion
has established, the students only displayed expertise in character development and
cultural matrices, which are germane to the objectives of the study. This implies that
the students did not focus on theatrical technicalities as much as they focused on the
study/research objectives. This is why assessing students’ play performance is
important in this study. This claim corroborates the findings of a study conducted by
Ozaki, Worley and Cherry (2015) on the exploration of assessment in musical theatre
arts. According to their report, nearly all the respondents felt that assessment is very
crucial to students’ music and theatre performance, and majority of the respondents
therefore had formal assessment plan/format put in place for their musical theatre
programmes.

However, other studies (Bora, 2021; Bora, 2020a; Abuh, Omachonu and
Ibrahim, 2019, Korkut and Celik, 2018; Schenker, 2017; Ustuk and Inan, 2017,
Elnada, 2015 and so on) conducted on students’ theatre/drama performance only
looked at its effects in (in)formal education process, without assessing the play

performances of students. On the surface, this would imply that the studies did not see

273



it necessary to rate/assess the participants’ play performance. However, with a proper
understanding of the purposes and methodologies of the mentioned previous studies, it
would be clear why the researchers did not assess students’ play performance. The
studies differ in purposes and methodologies to this present study in that their
methodological procedures did not include rigorous play production on the part of the
students as it is in this present study. Most of the studies only utilised one of two
theatrical/dramatic technique to present the curriculum contents to students in a more
innovative way. Therefore, the students in those studies did not put in enough effort to
produce plays that are worthy of assessment. In essence, there was nothing to
rate/assess in the studies as it has been done in this present study.

4.45 Theatre-in-education packages and students’ knowledge of Yoruba

orature

This study found that the treatment applied had a significant main effect on
senior secondary school students’ knowledge of Yoruba orature. This was due to the
huge variance in the post-knowledge score of students in Yorub4 orature based on the
treatment. It thus implies that there was a significant difference in the post-knowledge
scores of students in the experimental groups and students in the control group.
Specifically, students in the experimental groups had a higher post-knowledge score in
Yoruba orature than their counterparts in the control group. As such, the Theatre-in-
Education Packages were more influential in improving students’ knowledge of
Yoruba orature than the conventional mode of teaching. From the result, the Theatre-
in-Education Package Devised-for-Students was the most influential, followed by the
Theatre-in-Education Package Devised-by-Students, and then the conventional mode
of teaching. This result implies that using the two Theatre-in-Education packages to
facilitate instruction in Yorubd orature improved senior secondary school students’
knowledge of Yoruba orature.

The packages were efficacious due to many factors, among which was their
potentials as theatrical instructional intervention. Contrary to the conventional mode of
teaching, the theatre-in-education packages are student-centred, because they students
were active participants in the learning process rather than mere passive receiver of
information from the teacher. The packages gave room for the teacher-students’
interaction and negotiation in the process of knowledge creation. Therefore, the
packages must have inspired the students to carry out self-study and personal

researches on the Yoruba oral literature concepts so as to be able to interact and
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negotiate knowledge better with the teacher and perform the plays effectively. Since
such students’ involvement is not a feature of the conventional mode of teaching, it
was not advantageous, as the packages were, in fortifying the senior secondary school
students with adequate knowledge of Yoruba orature, especially chants, songs and
proverbs that were selected for the study. The students and the teachers, during the
interview sessions, also alluded to the potentialities of the packages in improving
students’ knowledge of Yoruba orature. They believed that the packages exposed the
students to the fundamentals of Yoruba orature and how they are used in social
context, since the plays in which the orature features are replica of the societal
happenings.

Comparing the two packages from the finding shows that the Theatre-in-
Education package Devised-for-Students was more effective than the Theatre-in-
Education package Devised-by-Students in improving students’ knowledge of Yoruba
orature. A comparison of the contents of the two packages would shed lights on the
reason for this finding. Since the plays in the Theatre-in-Education package Devised-
for-Students were created by the researcher, its oral literature contents were rich in
songs, chants and proverbs. Each of the plays in the package has songs as both
prologue and epilogue while chants were used to accompany the prologue song. The
songs and chants were made to foreground the theme of the plays; therefore, they are
essential parts of the plays. Contrarily, the play contents created by the students in the
Theatre-in-Education package Devised-by-Students were lacking such rich oral
literature ingredient. Although the students’ dialogues sparingly featured chants, they
were not so much planned and structured to fit into the themes of their plays.
Therefore, the students taught using the Theatre-in-Education package Devised-for-
Students had an advantage over their counterparts taught using the Theatre-in-
Education package Devised-by-Students. This is because there were conscious
portrayals of Yoruba orature in the plays created by the researcher for the students in
the Theatre-in-Education package Devised-for-Students groups. The teachers
interviewed buttressed this by commending the researcher’s efforts in incorporating
orature in the contexts of the plays that were devised for the students.

Consequently, the kind of guidance that the researcher gave the students in
each of the two experimental groups where the packages were employed was different.
The nature of the two packages is different. Since the plays in the Theatre-in-

Education package Devised-for-Students were created by the researcher, the researcher
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was fully in role as the director of the plays. Therefore, the students were taken
through the arts and acts of performing Yoruba orature, especially the chants and
songs, in the context of the plays. The researcher was available to direct every of the
students’ rehearsals and was therefore able to fully guide them through chanting and
singing. As such, the students did not just know about chants and songs as Yoruba
orature forms, they also could perform them with the appropriate voice modulation,
melody and rhythm. This is an advantage the students had over their counterparts
taught using the Theatre-in-Education package Devised-by-Students, where students
created their plays and directed it themselves with little or no researcher’s/teacher’s
guidance. In most cases, the students in the Theatre-in-Education package Devised-by-
Students groups held their rehearsals in the absence of the researcher, hence, the
researcher had little or no influence on the extent to which oral literature is featured in
their performances. It thus suffices to submit that the researcher’s input in the Theatre-
in-Education package Devised-for-Students groups was more and greater than that of
the Theatre-in-Education package Devised-by-Students groups, and this accounted for
the reason why the former was more effective than the latter in improving senior
secondary school students’ knowledge of Yoruba orature.

This finding corroborates the works of Bora (2021), Bora (2020a), Abuh,
Omachonu and lbrahim, (2019), Korkut and Celik (2018), Ustuk and Inan, (2017),
Schenker’s (2017) who all found that theatre and drama methods/techniques brought
about increase in the students’ knowledge of and/or achievement in (second/foreign)
language related concepts like speaking proficiency, pronunciation and cultural
knowledge of the language. Although, their studies were on second/foreign language
competence, knowledge of culture cannot be separated from second/foreign language
proficiency since language and culture are Siamese twins. This is why the study of
Ustuk and Inan, (2017) reported the effective of the theatre-in-education programme
used on students’ achievement in culture, as an extension of their foreign/second
language proficiency.

Specifically, the finding in this present study concerning the effect of theatre-
in-education on students’ knowledge of Yoruba orature supports the report of Babbit
(2011). In Babbit’s study, it was reported that theatrical intervention influenced the
participants’ multicultural competencies, such as an expanded knowledge about the
various cultures that they were exposed to. This is in line with the finding of this

present study, as it has also been found that secondary school students who were
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exposed to many cultures in the metropolis of Ibadan had their knowledge of Yoruba
orature influenced by the intervention of the theatre-in-education packages. Through
the students’ plays, other cultures they are exposed to must have been portrayed.
However, the packages were so much devised to make students see the relevance of
Yoruba orature to their daily living over and above other cultures represented. This
was also achieved by the open discussion that the packages engendered, just as the
study conducted by Gascon (2019) also revealed that drama pedagogy was the impetus
for more open classroom discussions.

The finding also corroborates the findings of the studies conducted by Brizimo
(2014), Ugwu (2014), Isukpa, (2014), Brett-MacLean, Yiu and Farooq (2012), Pearce
and Hardiman, (2012), Inoa, Weltsek and Tabone, (2014), and Kemeh, (2015) on the
use of theatre/drama to improve students’ knowledge, performance and/or achievement
in various subject matters. All the studies found the treatment applied with the use of
theatre/drama significantly effective in improving students’ knowledge, performance
and/or achievement. Brizimo (2014) found a significant main effect of drama treatment
on the interest and achievement of students in social studies. Ugwu (2014) and Isukpa,
(2014) respectively found drama method and role-play method significantly influential
on students’ achievement in CRS. Brett-MacLean, Yiu and Farooq (2012) found that
forum theatre enhanced medical and dental students’ critical and reflective thinking,
team building skills, valuable insights, and ability to dissect views. Pearce and
Hardiman, (2012) reported that hot-seating technique was effective in enhancing
students’ practical business skills, commercial responsibilities, and assimilation of
relevant academic theory. Inoa, Weltsek and Tabone, (2014) that students receiving
theatre intervention often outperformed their control group counterparts in both
mathematics and language arts. Kemeh, (2015) demonstrated that solo drama was
efficacious in making social studies instruction meaningful and engaging for learners.
When instruction is meaningful and engaging this way, it is highly expected that
students’ learning outcomes in terms of knowledge and achievement will improve.

Although the above studies were on different subject matters, that the
theatre/drama methods they used effectively improved achievement/knowledge in
social studies, CRS, mathematics, language arts, business studies and even medicine,
confirms that theatre/drama is an effective tool for improving students’ learning

outcomes. This claim therefore substantiates the finding of this present study that
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theatre-in-education packages effectively improved students’ knowledge of Yoruba
orature.

The study also found that the interaction effect of treatment and motivation was
not significant on senior secondary school students’ knowledge of Yoruba orature. By
implication, therefore, the interaction of treatment and motivation did not bring about a
significant change in senior secondary school students’ post-knowledge in Yoruba
orature. However, the result further showed that the students with high motivation in
the TIiE package Devised-for-Students group had a slightly higher post-knowledge
score in Yoruba orature than their counterpart with low motivation in the same group.
Similarly, students with high motivation in the conventional group had a slightly
higher post-knowledge mean score in Yorubd orature than their counterparts with low
motivation in the same group. However, in the TIE package Devised-by-Students
group, students with low motivation had a slightly post-knowledge mean score in
Yoruba orature than their counterparts with high motivation in the same group. This
implies that the students with high motivation in both the TiE package Devised-for-
Students and the conventional groups slightly benefitted from the instruction provided
than their counterparts with low motivation. However, it was in a reverse order with
students in the TiE package Devised-by-Students group.

It was very much possible for the highly motivated students in the Theatre-in-
Education package Devised-for-Students group and the conventional group to have a
slightly improved post-knowledge of Yoruba orature because of the level of
researcher’s and/or teacher’s involvement/input in the instructions delivered by both
platforms. In the conventional group, the teacher solely carried out the instructional
delivery without so much students’ involvement. It then was possible for the teacher to
motivate the students to learn, as one of the qualities of a good teacher is to be a
motivator. Therefore, the students who responded to the teacher’s motivation and
became motivated learnt Yoruba orature slightly better than their counterparts who
were not so much motivated. The same was the case with the Theatre-in-Education
package Devised-for-Students. The researcher, acting in role as the teacher, provided
every guidance the students needed to perform the plays effectively, hence, the
students would have been motivated through the process. Therefore, the students who
were highly motivated in the group benefitted slightly better than their counterparts
who were not so much motivated in the same group. However, in the Theatre-in-

Education package Devised-by-Students, the students were left alone to coordinate
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themselves in rehearsals and therefore, there was no or little guidance from the teacher
or researcher who could have acted as a motivating force to the students. Hence, the
issue of motivation did not come to play any notable role in improving the orature
knowledge of the students in their treatment group.

This finding corroborates the work of Isukpa (2014) who also found that the
students’ sex (male or female) and the intervention provided were interactively
efficacious on students’ achievement, but not on students’ attitude. Although, the
moderator variable studied by Isupka was not motivation which is being studied in this
present work, the fact that gender did not interact with drama treatment in Isupka’s
work confirms the finding of this present study that motivation, which is another factor
did not significantly interact with the theatre treatment in improving students’
knowledge of Yoruba orature.

Still on the effect of the Theatre-in-Education Packages on students’
knowledge of Yoruba orature, the study found that the two-way interaction effect of
treatment and peer influence on students’ knowledge of Yoruba orature was not
significant. This implies that there was no significant difference in the students’ post-
knowledge of Yoruba orature based on the interaction of treatment and peer influence.
However, the result indicated that students with low peer influence in the three
treatment groups had a slightly higher mean scores than their counterparts with high
peer influence. This implies that treatment with the condition of being peer influenced
did not statistically cause a notable change in students’ knowledge of Yoruba orature.
By implication, the lower the students’ peer influence, the more likely the students
would improve in their knowledge of Yoruba orature, whether the instruction was
presented using the packages devised in this study or the conventional mode of
teaching. This is because of the negative influence that peers/students could have on
one another, especially when it is related to learning the Yorubéa cultural heritage of
which orature is one. This finding corroborates the works of Isukpa (2014) who also
reported that the interaction effect of treatment and moderator variable (gender) used
was not significant. This confirms that theatrical instructional mode of any kind, if
properly implemented, can nullify the effect of other personal factors of the students in
influencing their achievement and/or knowledge.

In addition, the study found that the three-way interaction effect of treatment,
motivation, and peer influence on students’ knowledge of Yoruba orature was not

significant. This implies that there was no significant difference in the post-knowledge
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of students in Yoruba orature based on the interaction effect of treatment, motivation,
and peer influence. Although, the mean differences were not statistically significant,
the result implies that students with high motivation and peer influence in each of the
three treatment groups has a slightly increased post-knowledge of Yoruba orature. This
finding corroborates the works of Isukpa (2014) whose interaction effects were also
not significant.

4.4.6 Theatre-in-education packages and students’ disposition to Yoruba

orature

The study found that treatment had a significant main effect on senior
secondary school students’ disposition to Yoruba orature, because of a huge variance
in the post-disposition of secondary school students to Yorub4 orature based on the
treatment applied. This implies that the treatment brought about a significant
difference in the post-test mean scores of secondary school students’ disposition to
Yoruba orature. This significant main effect of the treatment was in favour of the
students taught using TiE Package Devised-for-Students, followed by the students
exposed to the TiE package Devised-by-Students and then, the students who were
taught using the conventional mode of teaching. This implies that using the two TiE
packages to facilitate instruction in Yorubd orature improved secondary school
students’ disposition to Yoruba orature, although the TIiE package Devised-for-
Students was found more effective than the TiE package Devised-by-Students.

Reasons for the foregoing finding are not so much different from the ones
advanced in 4.4.5 above since the pattern of the findings is similar. However, since the
dependent variable is now disposition to Yoruba orature and not knowledge as it is
with 4.4.5, the points would be re-emphasised in the context of this dependent variable.
Firstly, the theatre-in-education packages employed in teaching the experimental
groups were more participatory and engaging for the students than the conventional
mode of teaching employed in the control group. The two packages gave the students
the opportunity to be involved in the process of orature knowledge creation,
negotiation and dissemination. As much as this process was cognitive, it was also more
affective, since the students were both actors and spectators to the theatre piece, they
either created and performed or performed. The feedbacks provided by the students
immediately after each performance in each of the two packages also established the
claim that the packages engaged the students in quality affective process. Since

education is not just about knowledge, it is therefore not surprising that the theatre-in-
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education packages could improve the affective domain of the students, especially
because they improved their disposition to Yoruba orature.

The students exposed to theatre-in-education package devised-for-students had
a more improved disposition to Yoruba orature because of the researcher’s active input
in the contents of the plays and full guidance given to the students during rehearsals
and performances. Since the researcher provided the contents of the plays in the
package, the students exposed to it had an advantage of being exposed to rich Yoruba
orature in forms of chants, songs and proverbs. Such was not the case with the students
exposed to the theatre-in-education package devised-by-student because they were
content-limited in their knowledge of Yoruba orature. Therefore, they could not feature
them adequately in their plays. On this note, the students in the theatre-in-education
package devised-for-students group had more oral literature contents to relate with
than their counterparts in the theatre-in-education package devised-by-students, hence,
their disposition to the orature was more improved. The reasons teachers gave to this
finding, as could be culled from the interview conducted, was the fact that the orature
content of the plays devised for the students made the plays very interesting to the
students. A teacher reported that the students would not even stop singing the prologue
songs, dancing and showing excitement after the lesson and during their leisure
periods. As such, the songs were not just for knowledge’s sake but also a tool that
sustained their interest in the package and eventually improved their disposition
towards Yorubd orature.

The finding corroborates Seong and Im (2019) who also reported that the use of
science drama improved students’ interest and disposition towards science.
Specifically in students’ attitude/disposition, Seong and Im (2019) reported that the use
of drama improved students’ curiosity and critical mindedness. These two factors
(curiosity and critical mindedness) are thus important to forming attitude or disposition
to a particular construct. This is because of their capacity of helping the students to
gain more information about the construct and then form disposition towards it, since
information is the bedrock of knowledge just as knowledge is the bedrock of attitude.
Therefore, students who received Yoruba orature instruction via theatre/drama were
able to form positive disposition to Yoruba orature contrary to their counterparts who
received the same instruction via the conventional mode because the theatre/drama
stirred up their curiosity and critical mind to learn more of Yoruba orature. It does

follows to say that the more curious students were, the more they learnt and the more
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they learnt, the more positive disposition they formed towards the learning. This is the
process of critical pedagogy that Vargas (2019) found about the use of theatre-in-
education. Hence, the use of theatre/drama encourages a form of critical pedagogy that
improves  students’  learning intellectually  (cognition) and  affectively
(attitude/disposition).

The finding is also in support of Bora (2020b), Yilmaz and Dollar (2017), and
Narang (2015) because their studies also established that theatre/drama boosts the
disposition to learning among participating-students. This is an indication that
emotions and attitude are key issues to pay attention to in the process of use
theatre/drama for instructional purposes (Hewson, 2007). This is based on the
potentialities of theatre/drama in eliciting emotions from its audience as against the
conventional mode of teaching which seems to address only the cognitive domain. The
study by Asante and Yirenkyi (2018) also lends credence to this by establishing that
using the Theatre-for-development model helped in improving the community
member’s disposition to engaging in discussion that revolve around their being and the
development of their people. This shows that the potentialities of theatre in addressing
the affective domain transcends the classroom. Generally, audience and/or participants
of a research theatre, as it were in this present study, would feel the content of the
theatre more than they know the content of the theatre. While to feel is affective, to
know is cognitive. However, they feel because they have firstly known. Therefore, the
use of theatre/drama improved the disposition of students to Yoruba orature because
the theatre firstly stirred the to learn and know more about the orature of the Yoruba
people.

However, contrary to the finding negates Asante and Yirenkyi’s (2018) study,
Fesochukwu (2017) found that community members had no interest in engaging in
development discussion using theatre, hence, they displayed a negative disposition to
issues revolving around the development of their community. Although, Fesochukwu
(2017) also utilised the Theatre-for-development model, the methodologies were rather
historical, sociological and literary than being an applied theatre methodology that was
adopted by Asante and Yirenkyi (2018) and the researcher of this present study.

The present study also found that treatment and motivation had significant two-
way interaction effect on secondary school students’ disposition to Yoruba orature.
This implies that the variance in students’ post-disposition to Yoruba orature was

accounted for by the interaction effect of treatment and motivation, hence, there is a
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significant difference in post-test mean scores in disposition to Yoruba orature across
the two levels of motivation in the three treatment groups. This could be due to the
efficacies of the two packages employed and the importance of motivation in learning.
When the best instructional mode is employed and students are motivated to learn,
there are chances that students’ learning outcomes would be positively affected. In this
study, the theatre-in-education packages themselves are enough to motivate students to
want to learn Yoruba orature, because of the portray of Yoruba orature in the plays.
Therefore, it is not uncommon for such instructional modes to interact with motivation
in improving students’ disposition to Yoruba orature.

In the finding, the students with low motivation in the TiE package Devised-
for-Students had a higher post-disposition mean score than their counterparts with high
motivation in the same group. However, in the TIE package Devised-by-Students
group, students with high motivation had a higher post-disposition mean score than
their counterparts with low motivation. Similarly, students with high motivation in the
control group had a higher post-disposition mean score than their counterpart with low
motivation in the same group. This result implies that the treatment applied interacted
with motivation to improve students’ disposition to Yoruba orature in favour of
students with high motivation in both the TIiE package Devised-by-Students and
Conventional Teaching Mode groups, and in favour of students with low motivation in
the TiE package Devised-for-Students.

This further shows that when Yoruba orature instruction was presented to
students with high motivation using TiE package Devised-by-Students, students’
disposition to Yoruba orature improved. This could be due to the theatrical processes
that the students in the TIiE package Devised-by-Students group passed through. The
processes of creating moral plays and incorporating orature to the best of their ability
must have exposed them to researching about the different forms of Yoruba orature
before deciding on the form that fits the context of a particular play. These processes
are both engaging and motivating, hence, students in the TiE package Devised-by-
Students group must have got more motivated by the activities they engaged in than
their counterparts in the TIE package Devised-for-Students group. This could be why
students with high motivation level had an improved disposition to Yoruba orature
than others.

This finding corroborates Miller (2011) who reported that theatre ion school

motivated the students to be in school and do well academically. As such, the
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motivation and excitement about schooling cannot but interact with the theatre-based
instruction being used to improve students’ learning outcomes. Therefore, the finding
of this present study can be explained in that light. Students received motivation
through the process of theatre instruction and the motivation and this both improved
their disposition to Yoruba orature.

Furthermore, the study found that the two-way interaction effect of treatment
and peer influence was not significant on senior secondary school students’ disposition
to Yoruba orature. This implies that there was no significant difference in the students’
post-disposition to Yoruba orature based on the interaction of treatment and peer
influence. However, the students with high peer influence had a slightly higher mean
score than their counterparts with low peer influence in all the three treatment groups,
although the difference in their mean scores was not significant statistically. This result
implies that the treatment applied interacted with peer influence to cause an increase in
students’ post-disposition to Yoruba orature, although the change was not significant
statistically. This is because of a positive peer influence among the students in the
three treatment groups. In other words, the high peer influence among the senior
secondary school students in Ibadan metropolis could slightly interact with the
treatment applied because the influence was not negative but positive. The students
slightly influenced themselves to be positively disposed to Yoruba orature as a result
of the treatment (the use of the two packages and the conventional mode of teaching).
Since it was the same with the three treatment groups, it thus suffices to submit that
peer influence, whenever it is positive, can help to improve students’ learning
outcomes no matter what the mode of teaching is. This is because students copy
behaviour from one another irrespective of whether the behaviour is right or wrong.

This finding corroborates Skeiker, (2015) who applied theatre blurs the lines
between performer and audience and promotes effective interaction between both.
Since in this present study, the students are both the performers and audience, there
was really no line of demarcation to blur as such. Student copied themselves without
limitations before, during and even after the theatre intervention. Therefore, peer
influence did not significantly interact with the theatre intervention in improving
students’ disposition to Yorub orature.

In addition, it was found that the three-way interaction effect of treatment,
motivation and peer influence was not significant on secondary school students’

disposition to Yorubéa orature. This implies that there was no significant difference in
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the post-disposition of students to Yoruba orature based on the interaction of treatment,
motivation, and peer influence.
4.4.7 Theatre-in-education packages and students’ practice of Yoruba moral

values

The study found that there was a significant main effect of treatment on senior
secondary school students’ practice of Yoruba moral values because of a huge variance
in students’ post-practice of the Yoruba moral values based on the treatment applied.
The finding therefore implies that there is a significant difference in the post-test mean
scores of senior secondary school students’ practice of the Yoruba moral values based
on the treatment. This significant main effect of treatment was in favour of the students
who were exposed to the TIiE Package Devised-by-Students followed by the students
exposed to the TIiE package Devised-for-Students and then the students who were
taught using the conventional mode of teaching. This result implies that using the two
TIiE packages to facilitate instruction in Yoruba orature improved senior secondary
school students’ practice of the Yoruba moral values, however, the TiE package
Devised-by-Students was found more effective in doing this than the TIiE package
Devised-for-Students.

The potentials of the two theatre-in-education packages could be advanced as
the reasons for their effectiveness in improving the senior secondary school students’
practice of the Yoruba moral values in Ibadan metropolis. The packages exposed the
students to embodied cultural/moral knowledge through the processes of a mimetic
instruction. The practice of the Yoruba moral values was therefore imitated in the
students’ moral plays through actions. These actions were not as important as the ideas
that embodied them. The ideas themselves were not being imposed on the students as
the case was with the conventional mode of teaching that was used to teach the same
topics in the control group. In the experimental groups, the theatre-in-education
packages employed allowed the students to learn and become moral/virtuous
individuals by imitating actions depicting moral ideologies in their plays. Since this
was not possible in the control group, it is not surprising that the students’ practice of
the Yoruba moral values improved in the experimental groups than in the control
group.

Since, the theatre-in-education packages exposed students to embodied moral
knowledge, the students in the experimental groups participated in the lessons than

their counterparts in the control groups. The embodied moral knowledge is practical,
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that is, it could be seen, felt, touched and even practiced in the classroom. Therefore,
for such knowledge to be effectively delivered, the students must participate
effectively in the lesson. Theatre-in-education packages employed made this possible
in the experimental schools. Students were active participants in their own learning
rather than mere passive knowledge consumers that their counterparts in the control
group were. The students in the experimental group buttressed this during the FGD
sessions. They reported that the packages employed in teaching them were effective
self-learning tools and allowed them to be engaged actively in the lesson. Apart from
the fact that the packages were educational through the moral plays therein, they were
also highly students-centred. Therefore, the packages were more effective in
improving students’ practice of the Yoruba moral values than the conventional mode
of instruction.

The Theatre-in-Education Package Devised-by-students was found more
effective than the Theatre-in-Education Package Devised-for-students in improving
senior secondary school students’practice of the Yoruba moral values in Ibadan
metropolis. This could be as a result of the level of students’involvement in both
packages. The moral plays in the Theatre-in-Education Package Devised-for-students
came from the researcher to the students while the moral plays in the Theatre-in-
Education Package Devised-by-students came from the students to themselves. As
such, the students in the Theatre-in-Education Package Devised-by-students group
went through creative processes of making theatrical moral plays. According to the
qualitative findings earlier interpreted, the students creatively realised their moral plays
through group brainstorming, adaptation, consultations and teachers’ intervention.

These processes allowed them to experience morality and its ideologies more
than their counterparts who received their plays from the researcher and by implication
only had to reason in line with the moral ideologies the researcher schemed in the
plays. Such students’ freedom in discussing morality through the processes of creating
their plays allowed them to be more active in the learning process than the students
who received their plays from the researcher. The students in the Theatre-in-Education
Package Devised-by-students group, therefore, were able to challenge long time moral
ideologies that are no more relevant to their social realities. As such, they did not only
create and discuss moral knowledge among themselves, they also were able to

negotiate moral ideologies with their teachers.
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Often time during the field work, the students were at the edge to challenge
teachers’ intervention, especially when it was about the moral ideologies being
portrayed in their plays. This was not so much possible in the Theatre-in-Education
Package Devised-for-students group, as the students received their plays from the
researcher and had to perform it the way it was written. This was the reason some of
the students in the Theatre-in-Education Package Devised-for-students group gave for
the thematic inadequacies of their plays. According to them, they were incapacitated
by the scripts already handled over to them by the researcher and could not so much
bring in their own creativity in discussing the moral topics in the plays. By implication,
the students in the Theatre-in-Education Package Devised-by-students group had more
opportunity to imitate the Yoruba moral values in their plays than the students in the
Theatre-in-Education Package Devised-by-students group.

Another factor that could have contributed to the finding is the nature of the
immediate students’ feedback in the two packages. In the Theatre-in-Education
Package Devised-by-students group, hot-seating technique to elicit immediate
feedbacks from the students, while the forum theatre technique was used to elicit
immediate feedbacks from students. The nature of the two techniques could be reason
why the Theatre-in-Education Package Devised-by-students was more effective in
improving students’ practice of the Yorub4 moral values. The hot-seating technique
allowed the student-audience to query and challenge the message of the plays created
and performed by their colleagues in the Theatre-in-Education Package Devised-by-
students. The hot seating gave the students (both the actors and audience) the
opportunity to interact and dialogue on morality. During the hot-seating session, the
student-actors most times had to tactfully defend the moral ideologies put forth in their
play. In the process of doing so, the vicious and virtuous characters are identified in the
plays and the moral lessons are brought out in a dialogic manner. This was not so
much possible in the Theatre-in-Education Package Devised-by-students where the
forum theatre technique was used to elicit immediate feedback from the students. In
the group, the students who were spect-actors only had to suggest other means of
resolving the moral conflict in the play by stepping into the performance and acting out
the way out for the protagonist. Therefore, the students in the Theatre-in-Education
Package Devised-by-students had more practical activities to discuss morality and its
ideologies, therefore, having more opportunity to practice the same in the society.
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The finding corroborates Elnada (2015) and Pearce and Hardiman, (2012)
where it was reported that hot-seating technique was effective in enhancing students’
practical business skills, commercial responsibilities, and assimilation of relevant
academic theory. The practical business skills improved by the hot seating technique
has a more affinity with the finding of this present study on the potentialities of
Theatre-in-Education Package Devised-by-students to engage students in practical
activities towards discussing morality and its ideologies, than Theatre-in-Education
Package Devised-for-students. This is because the Theatre-in-Education Package
Devised-by-students utilised hot seating technique to elicit immediate feedback from
students. In essence, students in such experimental group had more opportunities to
practically discuss and negotiate moral ideology than their counterpart in the Theatre-
in-Education Package Devised-for-students group and the control group.

Generally, the use of theatre has also been reported in literature (Feng 2019;
Yosuf, 2012; Anggraini and Kusniarti, 2016; Ejiofor and Ken-Aminikpo, 2016; Oladiti
2015b; Francis, 2013 among others) to have a significant impact on improving
students’ moral practices. In all the cited studies, various theatre/drama techniques
were used to motivate positive moral practices. Feng (2019) established the
workability of the integration of story-based drama into the existing school curriculum.
This is due to the potentialities of the novel strategy towards improving students’
citizenship education, imaginative development, and ability to reason dialogically. By
implication, Feng’s finding suggested that educational drama can promote gifted
children’s moral growth by developing their peer relationships and creative thinking
abilities. This is closely related to Yosuf (2012) who submitted that drama and
performance increased moral and social development of students to a great extent. This
could explain why the two theatrical instructional packages devised in this study had
significant main effect on the students’ practice of the Yoruba moral values.

The finding is also in line with the work of Anggraini and Kusniarti, (2016)
who reported the use of empowerment theatre technique for reconstruction and
implementation of character education in primary school. According to the report, the
theatre technique used gave new experience to pupils towards developing better self-
characters. By implication, theatre technique can influence self-character and moral
behaviour among pupils and students, just as the theatre-in-education packages devised
in this study positively influenced secondary school students’ self-character and moral

behaviour. Instructional theatre usually achieves this feat by taking the students
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through a process of cultural and/or moral appreciation. This process will then
culminate into practicing the cultural and/or moral values, since they have been well
appreciated by the students. According to the finding of Ejiofor and Ken-Aminikpo,
(2016) students who were taught using theatrical improvisation firstly demonstrated
the appreciation of the traditional marriage rites before being tendential to practicing it
in the society.

Oladiti (2015b) revealed that there was a significant main effect of treatment on
street children’s social competence in favour of children in the Shade Tree Theatre
group. One of the ways in which social competence reflects is through the practice of
the societal values. Therefore, theatre can improve students’ moral practices as found
in this present study as much it can improve students’ social competence as found in
Oladiti (2015). Similarly, Omasta (2011) found that theatre for young audiences has
capacity to influence the value judgment as well as moral behaviour of adolescent
spectators.

This present study also shows that the two-way interaction effect of treatment
and motivation on secondary school students’ practice of Yoruba moral values was not
significant. This implies that there was no significant difference in the post-practice of
Yoruba moral values among students based on the interaction effect of treatment and
motivation. However, students with high motivation slightly benefited in the moral
value lessons presented using TIiE package Devised-for-Students and the conventional
teaching mode more than students with low motivation in the same groups. Moreover,
the study found that the two-way interaction effect of treatment and peer influence on
secondary school students’ practice of Yoruba moral values was not significant This
implies that there was not a statistically significant difference in the students’ post-
practice of the Yoruba moral values based on the interaction of the treatment applied
and peer influence. In addition, the three-way interaction effect of treatment,
motivation, and peer influence on secondary school students’ practice of Yoruba moral
values was not significant. This implies that there was no significant difference in
students’ post-practice of Yoruba moral values based on the interaction of treatment,
motivation, and peer influence.

That the interaction effects of the treatment and the moderator variables were
not significant is enough a justification to establish that the theatrical instruction can
improve students’ practice of the Yorubd moral values without the interference of

some other notable students’ factor. By implication, theatrical instruction is capable of
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nullifying reasons why students may not learn or practice what they learn but rather
instill in them criticalities required in practicing their learning. This is consistent with
the findings of Thambu and Balakrishnan (2014) and Francis (2013) where it was
reported that theatre techniques enabled the students to practically, critically, and pro-
actively help students in moral and social conflict.

4.4.8 Motivation and students’ knowledge of Yoruba orature

The study found that the main effect of motivation on students’ knowledge of
Yoruba orature was not significant. This implies that there is no significant difference
in the students’ post-knowledge mean score in Yoruba orature based on their
motivational level. Therefore, motivation for Yoruba orature did not cause so much
difference in students’ post-knowledge in Yoruba orature. The finding is not
unconnected with the fact that motivation all alone may not have the capacity to
improve students’ learning outcomes, except while motivation is taken into
consideration with an instructional strategy. If the students are motivated to learn and
what to learn is not available or well presented, students may not learn anything.

The finding corroborates Bakara, Tarmizia, Mahyuddina, Eliasa, Luana, and
Ayuba (2010) and Ozen (2017) who reported that motivation had little or no effect on
students’ achievement. While Ozen (2017) found only low effect of motivation on
students’ achievement, Bakara et al (2010) found a negative correlation between
motivation and students’ achievement. By implication, both studies found that
motivation was not so much important to students’ achievement, just as this present
study has established that motivation did not so much come to play a significant role in
students’ knowledge of Yoruba orature. Ozen (2017) could have found a low-
level positive effect of motivation on student achievement because of the nature of
their study. Ozen’s study was a meta-analysis and the effect of motivation reported
was across many studies, hence, the effect seems to be an average effect of
motivation on students’ academic achievement over a period.

This result is significantly contrary to other studies (Adeyinka and llesanmi,
2016; Sivrikaya 2019; Lumanisa 2015) that have reported a significant high effect of
motivation on students’ achievement. Adeyinka and llesanmi (2016) reported that of
the three psychological factors examined, motivation was the strongest in predicting
students’ achievement in Yoruba language. This finding negates the finding of this
present study because of the difference in the methodology of the two studies. While

Adeyinka and llesanmi (2016) conducted a correlational study where some
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psychological factors alongside motivation was correlated with students’ achievement
in Yoruba language, the present study utilised motivation as a moderator variable and
calibrated it into high and low in examining its effect on students’ knowledge of
Yoruba orature. Another difference is found in the content of the two studies. While
Adeyinka and Ilesanmi’s study was on Yoruba language, this present study focused on
Yoruba orature. Therefore, that motivation has been reported by Adeyinka and
Ilesanmi to be influential on students’ achievement in the Yoruba language does not
presume that it would also be influential on students’ knowledge of Yoruba orature.

The finding also negates the work of Sivrikaya (2019) which revealed that the
motivation level of the selected students had a significant effect on their academic
achievement. This is because as their motivation level increased, their achievement
score in physical education also increased. Though this study also categorised
motivation into levels as it was done in this study, the subject matter was different
from that of this present study. While Sivrikaya (2019) studied the effect of
motivational levels on students’ achievement in physical education, this present study
was interested in examining the effect of motivational level on students’ knowledge of
Yoruba orature. This then contradicts the generalisation made by Lumanisa (2015) that
motivation can go a long way in increasing students’ academic achievement.

Although the main effect of motivation on students’ knowledge of Yoruba
orature was not significant, the two-way interaction effect of motivation and peer
influence on students’ knowledge of Yoruba orature was significant. This is due to the
variance in students’ post-knowledge of Yoruba orature based on the interaction effect
of motivation and peer influence. This implies that there was a significant difference in
post-test mean scores in knowledge of Yorubéa orature across the two levels of each of
motivation and peer influence. This could be because students’ peer influence can
motivate one another to learn more of Yoruba orature and thereby increase their
knowledge of the same. Therefore, when the positive peer influence is high, students
could be motivated to learn and be at the top of their class.

The finding corroborates llesanmi (2018) who also found that all the psycho-
social factors (motivation and peer influence inclusive) studied had significant joint
contribution to achievement in Yoruba value concepts. This is an indication that
motivation can interact with other psychological factors such as peer influence to bring

about a change in students’ knowledge of Yoruba orature.
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4.4.9 Motivation and students’ disposition to Yoruba orature

The study found that there was no significant main effect of motivation on
students’ disposition to Yoruba orature. This implies that there is no significant
difference in the students’ post-disposition mean score based on their motivational
level. Although, the difference is not statistically significant, students with a slightly
higher motivational level were more positively disposed to Yoruba orature than
students with low motivational level. This is an indication that if motivation increases,
there are chances that students’ disposition to Yoruba orature would increase. This is
because students need to be highly motivated for them to see the relevant of Yoruba
orature even in this globalised world, so that they are positively disposed to learn them.

The finding is not consistent with the findings of previous studies (Tasgin and
Coskun 2018; Bakara, Tarmizia, Mahyuddina, Eliasa, Luana, and Ayuba 2010)
available to this present writer on the effect of motivation on students’
attitude/disposition. In the study conducted by Tasgin and Coskun (2018), there was a
moderately positive and meaningful relationship between attitude towards learning and
academic motivation. In essence, motivation and disposition to learning are positively
related such that students who are highly motivated are likely going to show positive
disposition to learning in contrary to their counterparts who may not be such highly
motivated. However, this present study found that whether students were highly
motivated or not, their disposition to Yoruba orature was not affected. This negation
could not be unconnected with the fact that Tasgin and Coskun’s (2018) study was
generally on a motivation and attitude to learning and not specific to a particular
subject matter or learning situation as the case is in this present study.

Similarly, Bakara, Tarmizia, Mahyuddina, Eliasa, Luana, and Ayuba (2010)
indicated a positive significant correlation between students’ motivation and
disposition towards learning and between students’ disposition and academic
achievement. This was also not specific to a subject matter or content; hence, such
generalised findings are not upheld by the finding of this present study. Every subject
matter should be treated uniquely when the question is to determine the effect of
personal or psychology factors on students’ learning outcomes. This is because
students demonstrate varying affective to different subjects and content areas.

It was also found that the two-way interaction effect of motivation and peer
influence was not significant on secondary school students’ disposition to Yoruba

orature. This implies that there was no significant difference in the students’ post-
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disposition to Yoruba orature based on the interaction of motivation and peer
influence. Although the difference in their mean scores were not statistically
significant, the result implies that students who are highly motivated and are highly
peer influenced will have an increase disposition to Yoruba orature. This could be due
to the potency of positive peer influence to motivate students towards what they would
ordinary not want to learn. Therefore, if the peer influence among the students is
positive, students’ motivation to learn Yorub& orature could increase and thereby
improve their disposition to Yoruba orature.

This finding is not consistent with the finding of llesanmi (2018), although the
study was also on an aspect of Yoruba — Yoruba value system. In the study conducted
by llesanmi (2018), all the psycho-social factors (motivation and peer influence
inclusive) studied had significant joint contribution to students’ attitude/disposition to
Yoruba value concepts. This pattern of analysis and result interpretation was different
from what was conducted in this present study. While llesanmi (2018) ran a multiple
regression to examine the joint contribution of motivation and peer influence alongside
other factors on students’ attitude to Yoruba value system, this present study ran an
analysis of covariance to determine the interaction effect of only motivation and peer
influence on students’ disposition to Yorubd orature. Therefore, that the joint
contribution of motivation and peer influence alongside other factors was significant
on students’ attitude to Yoruba value concepts does not necessarily mean that the
interaction effect of motivation and peer influence on students’ disposition to Yoruba
orature should also be significant.

4.4.10 Motivation and students’ practice of Yoruba moral values

The study found that there is no significant main effect of motivation on
students’ practice of Yoruba moral value. This implies that there is no significant
difference in the students’ post-practice of Yoruba moral values based on their
motivational level. However, the mean score of students with high motivation is
slightly higher than the mean score of students with low motivation, although, the
difference is not statistically significant. This implies that students with high
motivation demonstrated a bit more practice of the Yoruba moral values than their
counterparts with low motivation.

The finding corroborates Igba, Ofem and Isu (2016) who reported that good
guidance and counseling are good motivating strategies for restoring morality among

youths within families. Therefore, guidance and counselling, in Igba, Ofem and Isu’s
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(2016) study, were found as motivating factors for moral practices among youths. This
is an indication that youths who received guidance and counselling were motivated to
exhibit moral behaviours than their counterparts who did not no matter how strong or
weak the motivation seems. This is in tandem with the finding of this present study
that students with a bit high motivation exhibited the practice of the Yoruba moral
values than their counterparts with rather low motivation.

The same goes with a qualitative study conducted by Shrivastava (2017) where
it was found that parents, teachers, and institutions have motivating roles to play in
inculcating the practice of moral values in school pupils and students. This serves as
another insightful hint into the influence of motivation on the practice of moral values
among students. That is, parents and teachers as well as institutions can put in place
strategies that will motivate students to frequently practice moral values.

It was also found that the two-way interaction effect of motivation and peer
influence on secondary school students’ practice of Yorub4d moral values was not
significant. This implies that there was no statistically significant difference in the
students’ post-practice of the Yoruba moral values based on the interaction of
motivation and peer influence. However, although the mean difference was not
statistically significant, the result implies that students with high motivation who are
also highly peer influenced can have a better practice of the Yoruba moral values than
other who are not. This finding negates the finding of llesanmi (2018) which
established that motivation and peer influence alongside other factors has significant
joint contribution on students’ learning outcomes in Yoruba values system. While
Ilesanmi’s learning outcomes were achievement in and attitude to Yoruba value
system, the learning outcome examining in this session is students’ practice of the
Yoruba moral values. Therefore, while it may be possible for the joint contribution of
motivation and peer influence to improve students’ achievement in and attitude to
Yoruba value system, it does not necessary follow that the same will happen with the
interaction effect of motivation and peer influence on students’ practice of Yoruba
moral values. This is not only because of the difference in the learning outcomes but
also a major difference in the type of analysis ran by the two studies.

4.4.11 Peer influence and students’ knowledge of Yoruba orature

The study found that peer influence did not have significant main effect on
secondary school students’ knowledge of Yorubd orature. This implies that peer
influence did not cause a significant change in the knowledge of Yoruba orature
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among secondary school students. However, the students with low peer influence had a
slightly higher post-knowledge mean score than their counterparts with high peer
influence. The finding corroborates Akhtar and Aziz (2011) who also found no effect
of peer pressure on the achievement students.

However, the finding is inconsistent with the submission of other studies like
Korir and Kikpemboi, (2014), Moldes, Biton, Gonzaga, and Moneva (2019), and
Filade, Bello, Uwaoma, Anwanane and Nwangburuka, (2019). Korir and Kikpemboi’s
(2014) study established that peer influence made significant contribution to the
students’ academic performance, just as the study conducted by Moldes, Biton,
Gonzaga, and Moneva (2019) also reported a positive significant correlation between
peer influence and students’ performance. Filade, Bello, Uwaoma, Anwanane and
Nwangburuka, (2019) likewise demonstrated a significant influence of peer pressure
on the students’ performance. This present study could have established a contrary
finding because of the nature of the variables studied and methodology.

Korir and Kikpemboi, (2014), Moldes, Biton, Gonzaga, and Moneva (2019),
and Filade, Bello, Uwaoma, Anwanane and Nwangburuka, (2019) studied peer
influence as an independent variable causing a change in the dependent variable —
Students’ achievement. This present study however studied peer influence as a
moderator variable. This | further gives insight into the fact that the methodologies of
this present study is different from that of the cited studies. While this present study
adopted a quasi-experimental design, the studies cited adopted survey design of
correlational type. By implication, this present study categorised peer influence into
two (high and low) to determine its effect on the dependent variables with the analysis
of covariance, the studies cited on the other hand corelated peer influence with the
dependent variable with the Pearson’s Product Moment Correlation. Therefore, the
finding of this present study is not methodologically expected to be consisted with that
of the previous studies cited.

4.4.12 Peer influence and students’ disposition to Yoruba orature

The study found that there is no significant main effect of peer influence on
secondary school students’ disposition to Yorubd orature. This implies that peer
influence did not cause a significant change in the disposition to Yoruba orature among
secondary school students. However, the students with high peer influence had a
slightly higher post-disposition mean score than their counterparts with low peer

influence. This implies that students who are highly influenced by their peers
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developed a bit more positive disposition to Yoruba orature than their counterpart with
low peer influence.

The finding is not in tandem with llesanmi (2018) and You (2011) who both
found that peer influence was important influencer of students’ attitude or disposition
to learning. Although, this present study also established that students who are highly
influenced by their peers had a bit higher disposition to Yoruba orature than their
counterparts, the difference in their mean score does not suggest a significant effect
like the finding of llesanmi (2018) suggested. llesanmi (2018) found that peer
influence had significant relationships with students’ achievement in Yoruba value
concepts. Also, peer influence had a significant relative contribution to students’
attitude to Yoruba value concepts. This could be because Ilesanmi’s study was a
correlational study while this present study was an experimental study. Hence, while
Ilesanmi ran a multiple regression, this present study categorised peer influence into
two and ran the analysis of covariance. The same reason could be advanced for why
the finding of this present study negates the finding of the study conducted by You
(2011). Though You’s (2011) finding that peers have an influence on the behaviour
and development of adolescents confirms our findings that students who are highly
influenced by their peers had a bit higher disposition to Yoruba orature than their
counterparts, the peer influence was not found statistically important in this study as it
was found in You’s study. However, You submitted that perceived support from peers
can give students a sense of motivation and help students see the importance of
pursuing academic success. Similarly, the same peers can affect students negatively.

4.4.13 Peer influence and students’ practice of Yoruba moral values

The study found that there is no significant main effect of peer influence on
secondary school students’ practice of Yoruba moral values. This implies that peer
influence did not cause a significant change in the practice of Yoruba moral values
among secondary school students. However, the students with high peer influence had
a slightly higher post-practice mean score than their counterparts with low peer
influence. This implies that students who are highly influenced by their peers exhibited
the practice of Yoruba moral values than students who were not highly influenced by
their peers.

Though the peer influence was not found significant on students’ practice of
Yoruba moral values, the study found that peer influence can exert some sort of effect

of students’ behaviour. This finding corroborates extant studies (Faustine 2013; Anasi,
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2010; Omode and Odiba, 2010) which have established that peers become an
important influence on the behaviour of young people and that peer influence can be
regarded as the hallmark of youth experience. However, while this present study found
that the effect of peer influence was not significant, other studies (Menka 2016;
Lukman and Kamadi 2014; Bezuidenhout 2013; Gitome, Katola and Nyabwari, 2013;
Omollo and Yambo 2017) have argued that peer influence significantly contributed to
students’ delinquency and exhibition of social vices.

4.4.14 Findings in relation to the theatre-for-development model

The findings of this study, in terms of the effects of theatre-in-education
packages on students’ learning outcomes in Yoruba orature and moral values, uphold
the principles of the Theatre-for-development (TfD) model. The major tenet of TfD is
to communicate development on its participants. As such, TfD could help mobilise
development in the education sector by helping to develop the child holistically — the
child’s cognition, affective (feelings) and behaviour (Dandaura, 2011). The findings of
this study have lent credence to this because it has established that theatre-in-education
packages devised and implemented through the instrumentality of the TfD improved
the students’ knowledge (cognition) of Yoruba orature, students’ disposition
(affective) to Yoruba orature and students’ practice (behaviour) of the Yoruba moral
values. These findings are consistent with literature, as studies (Fesochukwu 2017
Nwadigwe, 2012) on TfD have established its effectiveness in mobilising community
members for development related issues.

The TfD model achieves this feat using either the migrant approach or the
homestead approach (see 2.1.1 for details). In this present study, the homestead
approach was adopted. This enabled the students to be fully involved in the total
production, either by devising the package themselves (in the case of the students in
the devised-by-students package group) or by rehearsing and presenting the package
devised for them (in the case of the students in the devised-for-students package).
Apart from the pre-devised script that was given to the students in the devised-for-
students package group, nothing was coming to the students without their knowledge.
Therefore, the theatre devised were fully home grown. The homestead approach
allowed the students to own their learning from start to finish. This justifies why the
two packages devised were more beneficial than the conventional mode of teaching in

improving students’ learning outcomes in Yoruba orature and moral values.
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The homestead approach allowed the students in the experimental groups to be
involved in knowledge creation and negotiation process before, during and after the
instructional delivery. This was not possible in the control group where the teacher
independently prepared his lesson through the knowledge, he/she has acquired through
schooling and experience. However, students in the experimental group had to come
together in groups to create the knowledge they would disseminate in their plays,
hence, they actively participated in the preparation of the lesson. Even in the
experimental group where the researcher gave prepared plays to the students, the
students during rehearsal (while preparing for the class) had much input in whatever
the content of the plays were. Therefore, in both experimental groups, the students
participated in the preparation of the lesson. During the lesson as well, the students in
the experimental groups were both the active giver and receiver of the instruction, as
teachers were only present as facilitators. Therefore, it was possible for the students
challenge the status quo and improve knowledge through negotiation. However,
students in the control group were rather passive receiver of instruction being delivered
by the teacher.

Therefore, the theatre-in-education packages were able to improve learning
outcomes as such because of the homestead approach of the TfD model that was
adopted. This incorporated the students into every stage of the instructional delivery,
and it was therefore more beneficial than using a theatre troupe to carry out theatre-in-
education programme through the process of devising a play outside the school and
migrating into the school to perform it — a methodological procedure that was
prominent in literature prior to this study (Uju, 2019; Praveen and Devi, 2015; Idogho,
2013; Jackson, 2011).

4.4.15 Findings in relation to the Affective dispositional theory

The findings of this study on the significant effects of treatment on students’
disposition to Yoruba orature uphold the tenets of the Affective Dispositional Theory.
The study found that the two theatre-in-education packages improved students’
disposition to Yoruba orature. This could be explained using the principles of the
Affective Dispositional theory. In the experimental groups, students were both the
“giver’” and ‘‘receiver’’ of the ‘‘edutainment’’ content of the packages, since students
were used to carry out the theatre-in-education programme rather than a theatre troupe
that was prominent in literature prior to this research. In this process, the students

must have formed disposition to both the content and the role/character they play
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themselves. Their disposition to the orature content and characters of the plays was
then translated into their real-life disposition to Yoruba orature as a means of
entertainment and socialisation. This also went into the findings on students’ practice
of the Yorub& moral values because the positive disposition to Yoruba orature that the
packages ensure propelled the students to be positively disposed to practising the
moral values portrayed in the orature. Similarly, the process of disposition formation
also included students forming disposition to moral and amoral characters in the plays,
hence, such disposition to their own characters and of others can propel them to
practice the Yoruba moral values represented by the characters.

This process of forming disposition is in stages as explained by the theory. In
the first stage, the students went through the perception and assessment of the
characters in the play. This was done through observation, after which the students
moved to the moral judgement stage. At this stage, the students started to evaluate the
appropriateness/morality or otherwise of the characters’ actions and inactions. It is at
this stage that they began a polarisation of their disposition — the moral and amoral
route. Affective disposition is the next stage when the students formed positive
affect/disposition towards a moral character and otherwise to an amoral character. The
students then anticipated, in the next stage, that a moral character has a positive
outcome and not otherwise, while an amoral character has a negative outcome and not
otherwise. After this, the students saw the outcome and attached emotion to it. The
next stage was to decide response to their outcome/emotion, that is to decide as to what
their feelings are about the contents and characters. The final stage was to pass moral
judgement.

It is certain that students passed through the above stages in forming
disposition because of the observations made by the researcher about the students’
spontaneous responses during the presentation of the plays. Students were passing
comments as they acted and watched the plays. Apart from this, the immediate
feedback occasioned by the use of forum theatre and hot seating techniques also
justified that the students must have passed through some affective processes of
forming disposition while acting and watching the plays. Students gave response that
suggested that they have assessed each character, both moral and amoral, and that they
have married a particular outcome with a particular character. Therefore, when the
contrary happened in the case of some play, they students gave a fierce criticism to the

student-group who acted the play during the hot seating session.

299



It is therefore not a gainsaying to aver that the same processes of forming
disposition explained by the Affective Disposition Theory were the processes the
students in the experimental groups passed through. This accounts for why they had an
improved disposition to Yorubd orature and practice of Yoruba moral values. This is
totally different with the students in the control group where such processes could not
be put in place by the conventional mode adopted.

4.4.16 Findings in relation to the Asiiwada theory of sociation

The findings of this study regarding the effect of treatment on students’
practice of the Yoruba moral values uphold the principles of the Asiwada Theory of
Sociation. The study found that treatment had a significant effect on students’ practice
of the Yorubd moral values. This finding could be explained in the light of the
Asuwada Theory of Sociation firstly because the realisation of the theatre packages
followed keenly the Asiwada principle and secondly because the process of imparting
the moral instruction in the classroom was a joint task of all the students, with the
teacher also acting as a facilitator.

The participation of students in devising and/or rehearsing the play content of
theatre-in-education packages was philosophically hinged on the principle of Asowada.
The students came together and co-exited in class groups (suwa) to create and/or
prepare (da) a play that served their common good — the teaching, re-orientation, and
practice of the Yoruba moral values among themselves. This made it easier for them to
imbibe the Yoruba moral values and improve their practice of the same. Similarly, the
task of imparting the moral values was a joint task as the Asiwada principles posit.
The teachers were only present as facilitators while the students jointly discussed and
negotiated moral ideologies among themselves. This was not possible in the control
group where the teacher activities in imparting moral values dominated the instruction.
4.4.17 Situational negotiation theory of moral behaviour: a new theoretical
perspective

Arising from the findings of this study, what precipitated students/adolescents
to behaving morally in today’s modern society goes beyond following the extant moral
values blindly. Importantly, the opportunity to jointly discuss the Yoruba moral
ideologies before, during and after the play presentations permitted students to
negotiate the extant Yoruba moral values in the light of their current realities.
Although there are extant morals and the students recognised them, the students

seemed to be challenging some of the status quo in the practice of the Yoruba moral

300



values. The students were found negotiating the moral values situationally, as evident
in their objections to the teachers’ view and sometimes imposition of what is moral
and immoral in a particular situation. This was observed in their plays and through
their responses during the focused group discussion. Although there are extant morals,
the students opined that there is more to upholding what is right and wrong in a
particular situation, especially when a party has already violated the extant morals and
would like to take an advantage of the other party. The other party then need to
negotiate the extant moral with the current situation both intra and interpersonally.

An example of this pattern of negotiation was presented by one of the students
in an experimental group. The students criticised and rejected respect and/or honour
for elders at times and cited a situation in which an older man wanted to take an
advantage of a teenage girl by harassing her sexually. In such situation, the elder has
already breached the extant moral of integrity and discipline, hence, the girl should not
by the way of honour or respect allow the indisciplined man to harass her. On this
note, the Yoruba& moral values in today’s reality are totally based on some situational
principles, because an individual may choose to violate an extant principle and still act
morally right based on the prevailing situation. Therefore, this situational negotiation
theory explains practicing the Yoruba moral values in this modern society, especially
among school children and adolescent.

The theory follows the Yoruba philosophical stance on situations. Among the
Yoruba people, situations dictate the act/behaviour and such behaviour cannot be
judged as morally right or morally wrong outside the situations that birthed them. This
situational principle of behaviour, in this situational negotiation theory of moral
bahaviour, is deeply rooted in many Yoruba proverbial sayings, examples of which
are:

i. Bi eye ba se fo la se € so 0ko ¢
(The manner at which the bird
flies determines how stone will be
thrown at it)

ii. Akeréngbé ni y6o juwe ona okun
(The gourd describes how rope
will be used on it)

iii. Bomo ba ti ri la se n se ana re
(The situations surrounding a
child determines how their bride
price is paid)
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The situation surrounding a particular thing or occurence determines the
outcomes in the above three proverbs. In this same way, individuals take moral
decision when faced with situation. The prevailing situation determines their moral
decision (outcomes). However, between the situation and the outcome, there is a
negotiation going on intra-personally (within each of the parties involved) and inter-
personally (between each of the parties involved). As proven by the qualitative data
collected and analysed in this study, intra-personal negotiation happens within the
individual who is faced with the challenge of taking moral decision. However, to be
able to carry out this intra-personal negotiation very well, the individual must be in
sane/sound mind psychologically and must be aware of what is moral and amoral in
the situation he/she has found him/herself.

This negotiation principle therefore holds that an amoral situation may attract
an amoral decision from such individual and the resultant behaviour cannot but be said
to be moral. Similarly, a moral situation may attract a moral decision by an individual
and the resultant behaviour cannot be said to be amoral. A good instance is a situation
where an extant moral has already been violated and an individual is being influenced
to join or facilitate the violation, such individual may violate another moral value if
persuasion would not help to break-free from such influence. It therefore follows that
while the individual psychologically carry out an intra-personal negotiation
considering the situation, he/she also alongside sociologically carry out an inter-
personal negotiation with other party. By implication, this new theoretical perspective
holds that a moral decision and by extension moral behaviour is a result/outcome of a
psycho-social negotiation with the situation, oneself and the other party involved. It
thus appears as though no individual take a decision about what is moral and amoral in
any situation without passing through this process. This situational negotiation

principle is represented in Figure 4.9:
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Psycho-negotiation =
Intrapersonal

‘ Negotiation

Socio-negotiation =

Interpersonal
Figure 4.9: Framework for the Situational Negotiation Theory of Moral
Bahaviour

Moral
behaviour
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It is necessary to note that this negotiation principle does not preclude
following the extant moral values in the Yoruba society. Hence, it is not an excuse to
be totally individualistic in rationally deciding on what is moral and amoral. If it
follows such pattern, then the theory is not different from the western science of
morality which emphasises individualism and rationalism. However, the extant Yoruba
moral values are cognitively and psychologically needed in the negotiation process put
forth by this new theoretical perspective. In this wise, the individual negotiation intra-
personally need to have the knowledge of Yoruba moral values and be able to critically
evaluate the present situation with it. Similarly, in negotiating interpersonally with the
other party, the individual needs the knowledge of the extant Yoruba moral values to
be able to identity the moral gap provided by the other party.

Therefore, these situational negotiation processes are rigorous psycho-socio
thinking processes, hence, educational processes should develop the ability needed for
such exercise in students. Through such education, the students will be morally self-
reliant without bastardising the communal values that are held in high esteem in the
Yorubd society. Arising from the findings of the present study, the cultural
edutainment processes are proposed for developing situational negotiation ability in
students.

Cultural edutainment is seen as any information that is directed towards
entertaining the audience and educating them about their tradition and values.
Traditionally in the Yorubéa society, there is no art/entertainment for art/entertainment
sake. Every form of entertainment either has education fore/backgrounded. In fact,
when the Yoruba people says ‘‘eré la & fomo ayo se’’ (which literarily means that
games are only meant for play and/or entertainment), this does not totally mean that
there are no cultural/traditional education to receive through that mode of playing. For
instance, the board game (ayd olopon) among the Yoruba is saddled with the
responsibility of training people’s cognitive skills in terms of mathematics as well as
verbal ability because the game gets more entertaining with the various side comments
and jokes linguistically displayed by both the competitors and audience. in addition,
the occasion of this game competition also opportune citizens to satirise societal ills
and be trained as socio-political commentators.

In the same vein, every other entertainment form such as songs, chants, dance,
drama etc. that are indigenous to the Yoruba has a dual purpose of entertaining and

educating audience. However, entertainment may be foregrounded while education
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backgrounded in many instances. Therefore, Yoruba orature and theatrical practices
are cultural edutainment modes. These modes have been experimented in this study
and found effective in developing moral negotiation in students. This is because theatre
(whether it is devised for or by students) gave the students the opportunity to be
confronted with many real-life situations that require them solving some moral
puzzles. Just as it happens in the real-life, students had the opportunity to take moral
decision while acting, through their spontaneous negotiation of the situation intra- and
interpersonally. These processes have the potentiality of psychologically and
sociologically preparing students for real-life negotiation of situations for taking moral
decisions or disposition.

In conclusion, the situational negotiation theory of moral bahaviour, as
emanating from the findings of this present study, explains the psycho-social processes
individuals pass through in negotiating the extant Yoruba moral values with the
prevailing situations before taking a moral decision or placing a moral judgement. In
doing this, it has been established that individuals follow two principles — the
situational principle and the negotiation principle. Since education has a central role to
play in the self-development of every individual in all ramifications, this study sees
cultural edutainment through theatre (devised for/by students) as a means through
which students can develop the abilities and skills required for adequate moral
negotiation and eventually moral decision, disposition and behaviour.

4.5 Summary of the findings

Findings emanating from the results are hereby summarised below:

1. The level of senior secondary school students’ knowledge of Yoruba orature
was low.

2. The selected senior secondary school students had a positive disposition to
Yorubé orature.

3. The senior secondary school students selected for the study had high practice of
the Yoruba moral values. The students did practise moral values like greetings,
respect/honour for elders/parents, discipline and kindness/caring for the
disabled. However, the students gave morally wrong or undecided responses to
integrity/truthfulness, being peaceful, helping friends and discipline in the
vignette test administered.

4. The level of students’ stage/class performance of the plays in the theatre-in-

education packages was average.
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10.

11.

12.

Students in the TIiE packages Devised-by-Students’ groups wrote the contents
of their plays creatively through brainstorming, consultations, teachers’
intervention and adaptations.

Structure, language use and thematic preoccupation emerged as the differences
in the plays created by the students and the plays created by the researcher.
Teachers in both the Devised-for-Students and Devised-by-Students groups
perceived the packages as effective learning tool, relevant to the society and an
inspiration to co-curricular/club activity. However, they also perceived the use
of the packages as time consuming.

The students’ positive perception about the packages are that they are
educative, they boost their self-confidence and inspire co-curricular/club
activities in their schools. However, their negative perception towards the use
of theatre-in-education packages in teaching Yoruba orature and moral values
is the thematic inadequacies of some plays in the theatre-in-education package
devised-for-students.

There was a significant main effect of treatment on secondary school students’
knowledge of Yoruba orature in favour of students taught with TiE Package
Devised-for-Students followed by the students exposed to the TiE package
Devised-by-Students and then the students taught with conventional mode of
teaching.

There was a significant main effect of treatment on secondary school students’
disposition to Yoruba orature in favour of students taught with TiE Package
Devised-for-Students followed by the students exposed to the TiE package
Devised-by-Students and then the students taught with conventional mode of
teaching.

There was a significant main effect of treatment on secondary school students’
practice of Yoruba moral values in favour of students taught with TiE Package
Devised-by-Students followed by the students exposed to the TiE package
Devised-for-Students and then the students taught with conventional mode of
teaching.

The main effects of motivation on students’ knowledge of Yoruba orature,
disposition to Yoruba orature and practice of Yoruba moral values were not

significant.
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13.

14.

15.

16.

17.

Peer influence did not have significant main effects on secondary school
students’ knowledge of Yoruba orature, disposition to Yoruba orature and
practice of the Yoruba moral values.

The two-way interaction effects of treatment and motivation on students’
knowledge of Yoruba orature and practice of Yoruba moral values was not
significant. However, treatment and motivation had significant two-way
interaction effect on secondary school students’ disposition to Yoruba orature,
in favour of students with high motivation in both the TiE package Devised-by-
Students and Conventional Teaching Mode groups, and in favour of students
with low motivation in the TiE package Devised-for-Students.

The two-way interaction effects of treatment and peer influence on students’
knowledge of Yoruba orature, disposition to Yoruba orature and practice of
Yoruba moral values were not significant

The two-way interaction effect of motivation and peer influence on students’
knowledge of Yoruba orature was significant. In the group of students with
high motivation, students with high peer influence had the higher mean score
while in the group of students with low motivation, students with low peer
influence had the higher mean score. However, the two-way interaction effects
of motivation and peer influence was not significant on secondary school
students’ disposition to Yoruba orature and practice of Yoruba moral values.
The three-way interaction effects of treatment, motivation, and peer influence
on students’ knowledge of Yoruba orature, disposition to Yoruba orature and

practice of Yoruba moral values were not significant.
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CHAPTER FIVE
SUMMARY, CONCLUSION AND RECOMMENDATIONS
5.1 Summary

The study was aimed at developing two theatre-in-education packages and
testing their effectiveness on the senior secondary school students’ learning outcomes
in Yoruba orature and moral values. The learning outcomes selected were knowledge
of Yoruba orature, disposition to Yoruba orature and practice of the Yoruba moral
values. The justification for developing the two theatre-in-education packages and for
the selection of the learning outcomes were given in the background to the study
presented in the chapter one of the thesis. Being the introductory chapter, the chapter
one also entailed the problem of the research, the research objectives, questions and
hypotheses, the scope and significance of the study as well as the operational
definitions of terms.

The review of relevant literature followed the introductory chapter. The review
done covered theories, concepts, studies around which the theses of this study are
woven. The homestead approach of the Theatre-for-development model provided the
theoretical foundation for explaining how the researcher developed the plays in the
packages in conjunction with the students. The Affective Dispositional Theory was
advanced to explain the possible effect of theatre-in-education on the affective domain
of students while the Astwada Theory of Sociation gave the theoretical orientation for
explaining formation and practices of moral values among the Yorubd people.
Concepts around theatre/drama for and in educational practices, Yoruba orature,
Yoruba moral values were reviewed as the conceptual review of literature. To solidify
the literature review, empirical studies on Yoruba orature and moral values, theatre-in-
education and the moderator variables (motivation and peer influence) were reviewed.
The empirical review of literature conducted revealed that more empirical evidence
was needed to establish the effect of theatre-in-education, especially in first language
situation. This therefore further justified the need for carrying out this study.

To carry out the study, the mixed (QUAN + qual) methods research design of
the embedded concurrent type was adopted. The justification for adopting this
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methodology alongside the selection of participant, selection of contents, research
instruments, research procedure and methods of data analysis were discussed in the
chapter three of the thesis. The result of the analysis conducted mainly revealed that
the experiment was efficacious in improving students’ learning outcomes in Yoruba
orature and moral values. The findings were presented and discussed in chapter four.
52  Conclusion

Based on the findings of the study, it could be concluded that the theatre-in-
education packages in this study have the potentialities to improve students’ learning
outcomes in Yoruba orature and moral values. This is in tandem with the ethos of
theatre-in-education as a sub-field of applied theatre. This is because theatre-in-
education, when the students are utilised as both the actors and audience, creates an
atmosphere of edutainment in the classroom. Although, the students get entertained in
the process, the theatrical practices provide an embodied knowledge formation and
acquisition. This form of mimetic process can increase students’ feelings and
enthusiasm for practising the Yoruba moral values, especially the ones they
theatricalised in the classroom. Such embodied knowledge cannot be made possible
with the use of the conventional mode of teaching.

Similarly, theatre-in-education packages developed in this study allowed for
active students’ participation, involvement, and engagement in their own learning. In
both packages, students were active creators of the knowledge to be disseminated
through the theatrical plays. This further confirms that theatre-in-education as an
applied theatre sub-field is a participatory and student-centred instructional mode. In
such instructional mode, the teacher performs the role of a facilitator rather than a
dictator of instruction. This has been advanced as a reason why the theatre-in-
education package devised-by-students was the most influential on students’ practice
of the Yoruba moral values. By the feature of the package, the students in the group
were more free to determine what is morally right and wrong that they would portray
in their plays. It could therefore be averred that theatre-in-education is a methodology
that can create education or learning freedom for the students. It is through such well-
managed educational/learning freedom that beneficiaries of education can become
functional members and problem solvers in the society where they live. Certainly, it is

when this is achieved that the goal of education is achieved.
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5.3 Implications of the findings

The findings of this study imply that Yoruba orature and moral values
instructions presented using the theatre-in-education packages were more participatory
and engaging for the students than the ones presented using conventional mode of
teaching. The findings further confirm that theatre is not only meant for entertainment
but also socialisation/education. However, while other forms of theatre may
foreground entertainment, education/learning is foregrounded in theatre-in-education.
This was specifically made possible in this study because the students themselves were
used as the actors, unlike what theatre-in-education used to be where a theatre troupe
prepares a theatre piece outside the school and migrates into the school to implement
it. The use of students as the actors made the focus of the theatre piece to be more
educational than entertainment because the students were not professional theatre
artists that could add aesthetical flavours and effects to their plays. Therefore, the
findings of the study imply that theatre-in-education is better when students are both
the actors and audience.

In essence, the findings of this study have implications for the teaching and
learning of Yoruba orature and moral values in senior secondary schools. Teachers
who utilise theatrical devices tend to involve their students more in the lesson that
teachers who do not. Similarly, moral value discourse among the students can best be
carried out using theatrical instructional devices like the packages developed in this
study. This is different and more effective than the use of the conventional mode of
teaching in imparting the practice of moral values into students. In addition, since
Yoruba orature is performative in nature, it is more beneficial to adopt the use of
theatrical means in its teaching. Students who are involved in theatrical plays where
Yoruba orature are performed tend to gain more knowledge of its concepts and have
positive disposition to them.

5.4  Limitations to the study

A few constraints limited the study. One was the inadequacies of resources in
terms of time, performance space, props, and costumes in the experimental schools.
Since the study was to be incorporated into the Yoruba language instructional periods
in schools, there was limited time for the students to rehearse their plays before
presentation in class. Also, the structure of the students’ classrooms was not designed
to accommodate theatrical performances just as props and costumes were not

adequately available in the schools. However, the researcher ensured that the students
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were encouraged/motivated to spend most of their break/leisure times rehearsing their
plays. The researcher also ensured performance space, props, and costumes were
created/improvised in the schools. These were done so that the purpose of the study
would not be impeded. Also, the study was constrained by the truancy of students who
were playing key roles in the devised plays. When this was firstly observed, the
students spontaneously decided to nominate a replacement for the truant so that the
play could be perform on the set date. However, the researcher ensured that there was
not a repeat of the same by encouraging the various student-groups to ensure that more
than one student rehearsed a role.

The study was also limited to the use of students as both the actors and
audience. Therefore, the theatre piece devised and presented by the students could not
be fully theatrical if the technicalities of theatre are put into consideration, since the
students were not professional theatre practitioners and are not being trained to be.
However, the researcher ensured that the minimum necessary technicalities in terms of
the use of a performance space, props, and costumes as well as the directorial elements
patterning to voicing and character development were put in place. Hence, the major
purpose of the research was not defeated by this limitation.

55  Recommendations

Based on the findings of the study, the following recommendations are made:

1. Yoruba language teachers should adopt the use of theatre-in-education package
devised-for-students in teaching Yoruba orature so that they can strategically
position the oral literature forms in theatrical plays.

2. Yoruba language teacher should adopt the use of the theatre-in-education
package devised-by-students in teaching the Yoruba moral values so that
students can be allowed to engage in moral discourse and negotiation that
would gear them towards adequate moral practices.

3. School management should make necessary resources (time, performance
space, props, and costumes) available for effective implementation of students’
theatre.

4. School management should facilitate the establishment of the Yoruba Poetry
and Drama Club that could be readily used for instructional purposes whenever
the need arises.

5. Yoruba language teachers should be encouraged to attend (theatre) research

workshops, seminars, and conferences where they would gain knowledge about
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various ways of implementing theatre-in-education for culture and moral

education purposes.

6. The Yorlba Teachers Association of Nigeria (Eghé Akomoléde ati Asa
Yorub4) and the Yorubéa Studies Association of Nigeria (Egbé Onimo Edé
Yoruba) should constantly organise workshops, seminars, and in-service
training for Yorubd language teachers on the use of theatre and drama
(especially the theatre-in-education packages this study developed) for Yoruba
culture and moral education purposes.

7. The ministry of education should facilitate the revision of the Yoruba language
curriculum for senior secondary school to accommodate theatre-in-education as
a methodological approach for teaching Yorubéa orature and moral values.

5.6  Contributions to knowledge

This study has added theatre-in-education packages (devised-for-students and
devised-by-students) to the pool of innovative teaching modes that could be adopted to
improve students’ learning outcomes in Yoruba orature and moral values. The study
successfully developed the packages using the homestead approach of the theatre-for-
development model and tested its effectiveness in the teaching of Yoruba orature and
moral values.

The study has also established that theatre-in-education can be effective
without the use of a theatre troupe as it is dominantly used in literature. The present
study utilised the students as both the actors and audience in carrying out theatre-in-
education and the findings of the study to a great extent were in line with literature.
Therefore, this study opens up a new dimension on furthering the prospect of theatre-
in-education as a field of applied theatre.

Furthermore, the study established that theatre-in-education well conducted is
also beneficial in first language situation and not only in second language situation that
previous studies have heavily reported. This study established that the potencies of
theatre-in-education can also be harnessed towards improving the learning outcomes of
students in orature and moral values of their mother tongue and/or first language.

In addition, theatre-for-development model is traditionally meant for studies
with community members on rural development. However, since students and schools
are a part of the community, this study adopted theatre-for-development model to

develop students’ cognitive and affective domains and came up with interesting
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evidence that could be used to further substantiate the principles of the theatre-for-

development model.
5.7  Suggestions for further studies

Further studies on theatre-in-education should compare the use of theatre
troupe with the use of students in carrying out theatre-in-education programmes, to
determine which is more effective. Also, further studies should be conducted on the
Yoruba moral discourse and negotiation among secondary school students using
grounded theory approach to either fully substantiate the situational negotiation theory
of moral behaviour already puts forth in this present study. In addition, social skills
could be examined as a moderator variable in future studies where students will be
used as actors in theatre-in-education programmes. Finally, motivation and peer
influence that were used as moderator variables in this study should be examined as
independent variables that could predict students’ learning outcomes in Yoruba orature

and moral values.
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APPENDIX I

DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION

UNIVERSITY OF IBADAN, IBADAN
YORUBA ORATURE KNOWLEDGE TEST (YOKT)

ASIKO: Ogoiji Iséju

Ipin A: MU idahun ti o ba rd pé 6 tona julo fun awon ibéeré wonyi nind idahtn A-

E
1.

10.

11.

12.

13.

Egé jé apeere ewi alohun laarin awon ............... (A) Egba (B) Oy6 (D) Ibadan
(E) ljehu

Kiko ni ti orin, ....c.cceevveerenennnes ni ti ijala? (A) sisin (B) sisun (D) jija (E) kiko
“Okt ewuré ti 1 fohun bi ééyan” jé oriki ........ccco..c..... (A) awo (B) ilu (D)

agogo (E) fere.

Ewo ni ki i se ohun-€10 orin nind iwdnyi? (A) awo (B) ilu (D) agogo (E) fére.
Iraf¢ ewi alohun ti awon ode maa n se agbékale re 1ati sipa okan nini won ni
(A) ljala (B) Esa (D) Isipa (E) irémojé.

Irafé alo ti 6 maa f ni orin ati itan akoniloghon ni amo si.......... (A) Alo apagbe
(B) al6 apamo (D) Alo arimol6ji (E) Ald akoniloghon

Ektn iyawo je mg ayeye igbéyawo, ................... je mg oro ikeyin ode. (A) Tjala
(B) Ok pipé (D) Idaro ode (E) Irémojé

Ewo ni ki i se apeere iwé litiréso apileko t6 je mo alohin nind iwonyi? (A)
Awon Oriki Orile Métadinlogbon (B) Tya Atata (D) Irémojé Eré Isipa Qde (E)
Egeé dida

Awon ode 16 ni ijél4, .................. 16 ni ésa. (A) Awon eléégiin (B) Awon eléglin
(D) Awon akigbe oba (E) Awon alagbe

Gbogbo owe wonyi je mo asa isinku, ayafi ................... (A) Adire irana, ki i
sohun ajegbé (B) Ba mi na omo mi, ko dénu 9lomo (D) Baa ku 1aa dére, éniyan
0 sunwon laaye (E) Ika 0 dojo, arun 6 dosu

Ewi alohin ti 6 wopo laarin awon Ijebd ni .................. (A) Dadakuada (B)
Sango6 pipe (D) Apepe (E) Orin Etiyeri

Ewi alohin ti 6 wopo laarin awon Igbomina ni ............... (A) Dadakuada (B)
Sango pipe (D) Apepe (E) Orin Etiyeri

Orisa ti Yoruba fi ki ni “...obataasa, oba takuntakun ode orun” ni ............ (A)
Oranmila (B) Esu (D) Obatéla (E) Sangd
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14, “Akiti 16 le ja o
fjalolejao..”
Ayold oké yii jé apeere orin eré idaraya wo? (A) Ayo (B) Ijakadi (D) Bojuboju
(E) Boolu ghigba
15. Irdfe alo ti 6 maa f kan fan ihééré ati idahdn ni ....ccvevevevenennn, (A) Alg
apagbe (B) al¢ apamo (D) Al aramolojt (E) Al akoniléghon
Ipin B: Pari owe wonyi
1. Biomodé ba SUbU @ WO IWAJU ...eeeuvieiiiiiieciiieiieciie ettt
2. Ogede dUdl O YADUSAN .......cvoveeeeeeesieeeseeeeee s essessess s
3. OIOOOLO TIU ...
4. AQDA 0 ghin 8NN TKA .......ceeveeeececee ettt
B AQITE ITANA .. ee e e e et e e et e e e eeaaeeeeeenareeeeenes
Ipin D: Oriki Orile
1. OriKi Orile WO Ni O MO? .eviiiiiii e
2. Ko ila marun-an nind oriki orile naa
Ipin E: Orin Ibil¢ Yorubé
Ko apeere orin ibil¢ Yoruba kan ti o mo
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APPENDIX 11
DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION
UNIVERSITY OF IBADAN, IBADAN
QUESTIONNAIRE ON STUDENTS’ DISPOSITION TO YORUBA ORATURE
(QSDYO)
Dear Student,
This questionnaire is designed to elicit responses about your feelings, beliefs and
mindsets about Yoruba oral literary forms as means of entertanment and socialisation,
especially in this westernised century. Kindly respond to the items with maximum
sincerity, as your responses would be held with high confidentiality and used for
research purposes only.
Iféolawa Theophilus, Akinsola.
Section A: Demographic Information
School:
Class:
Gender: Male[ ] Female [ ]
Age (in years only): ........c.ccccuvenee.
Section B: Students’ Disposition to Yoruba Orature
Instruction: kindly select one of Strongly Agree (SA), Agree (A), Disagree (D),
Strongly Disagree (SD) as it applies to you.

S/N ITEMS SA | A D SD
1. | I like the Yorubé oral poems.
2. |1 enjoy Yoruba oral literature lessons more

than other aspects of the Yoruba studies.

3. | There is nothing worth learning in Yoruba oral

literature.

4 | If I have my way, | will remove oral literature

from the Yoruba curriculum.

5. | find Yoruba songs very informative

6. | consider the Yoruba chants as being useful

for rituals and traditional festivals alone.

7. | do not need to learn the Yorubé oral literature

as a secondary school student.
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8. | find the Yoruba oral literary forms very
educative.

9. | always try to avoid learning Yoruba oral
literature.

10. | I consider learning the Yoruba oral literature as
a waste of time.

11. | I normally use the Yorubad proverbs in my
conversation with people.

12. | I listen to musics on Yoruba chant.

13. | I deliberately do not pay attention whenever |
am being taught the Yoruba oral literature.

14. | I enjoy listening to radio programmes where
Yorubé oral literary forms are presented.

15. | I learn many moral values from the Yoruba
oral literature lessons.

16. | Yorubéa songs and chants are too local for me

17. |1 normally do not bother to understand
proverbs when they are spoken to me.

18. | I do not like the Yoruba folktales and riddles at
all.

19. | I like to participate in school cultural activities
where Yoruba oral literature features.

20. | Yorubé oral artists should be invited to schools

regularly.
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THE YORUBA VERSION
ATOJQ-IBEERE-IWADII LORI THA TT AWOQON AKEKQO KO SI LITIRESOQ
ALOHUN YORUBA

Akékoo Qwon,

A pil¢ se atojo-ibéere-iwadii yii lati se akojo ési re nipa awon imosilara, igbagbo ati
ero-okan ti o ni si onirdurd litiréso alohun Yoruba gégé ona idaraya ati ifara-mowa-
awujo, paapaa julo layé ode-oni. Jowo dahun awon ibéére naa pelu 06to inu té peléke,
nitori pé a 6 pa awon idahun re m¢ gidigidi, a 6 si 10 won fan iwadii 1asan.

Iféolwa Theophilus, Akinsola.

Abala A: Nipa Ara Eni

11é-EKo:

Kilaasi:

AKko-n-babo: Okunrin[ ] Obinrin[ ]

Qjo-ori: (ko iye odun lasan): ......................

Abala B: Tha ti akékoo ko si litirés¢ alohin Yoruba

AKiyési: Jowo yan okan ti 6 ba éro re mu julo ninii Mo fara mg on gan-an, Mo fara

me on, N ko fara mg on, N ko fara mo on rard.

SIN Ibéere Mo fara | Mo N ko | N ko fara
mg on fara fara mg on
gan-an | mg on | mo on rara

1. Mo féran awon ewi alohun Yoruba.

2. Mo maa n gbadun idanilekoo

litiréso alohun Yoruba ju awon ¢ka

Yoruba yooku lo.

3. Ko si ohun ti 6 ye ni kiko nind

litiréso alohun Yoruba.

4. Bi a ba gba mi ldaye, maa yo
litiréso alohun karo nind

korikuloomu Yoruba.

5. Awon orin Yoruba kan fin
ifitoniléti.
6. ljosin orisa ati ayeye ibile nikan ni

litiréso alohun Yoruba walo fun.

7. Gége bi akékoo sékondiri, n ko nilo
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lati ko nipa litirésg alohun Yoruba.

Mo ri litiréso alohun Yoruba gége

bi ohun t6 kan fin eko.

Mo maéa n saba gbiyanju lati yago

fun kiko litiréso alohun Yoruba.

10.

Mo ka kiko litiréso alohun Yoruba

si ifasikosofo.

11.

Mo maa 1 saba lo O0we Yoruba nint

itakuroso mi peli awon éniyan.

12.

Mo maa n gby awon awo orin

Yoruba ajemosare.

13

Mo méa n moomo ma kobiara si i
nigha ti a ba n ko mi ni litiréso

alohun Yoruba.

14.

Mo maa n gbaddun awon ¢to ori
rédio nibi ti won ti maa n se
agbékale awon litiréso alohun

Yoruba.

15.

Mo maa n ko iwa Omoluabi
16risirisi nint kilaasi litiréso alohun

Yoruba.

16.

Awon orin ati isaré (ohun pipe)

Yoruba ti luko ju fun mi.

17.

N ki i saba se akitiyan lati ni oye
awon owe Yoruba nigbakuugba ti a

ba so O si mi.

18.

N ko féran alo onitan ati apamo

Yoruba rara.

19.

Mo feran lati maa kopa ninu awon
ayeye ajemasa ni ilé-¢ko nibi ti won

ati lo ewi alohun Yoruba.

20

O ye ki & maa pe awon oOseré alohun

Yoruba wa si ilé-¢ko 16ore-kaore.
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APPENDIX 111
DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION
UNIVERSITY OF IBADAN, IBADAN
QUESTIONNAIRE ON STUDENTS’ PRACTICE OF YORUBA MORAL VALUES
(QSPYMV)
Dear Student,
This questionnaire is designed to elicit how often you practise and observe the Yoruba
values of OmolUabi in your daily social interaction. Kindly respond to the items with
maximum sincerity, as your responses would be held in high confidentiality and used
for research purposes only.
Iféolwa Theophilus, Akinsola.
Section A: Demographic Information
School:
Class:
Gender: Male[ ] Female [ ]
Age (inyearsonly): ...,
Section B: Students’ Practice of Yoruba Moral Values in the Society

Instruction: Kindly indicate how often you do the following

S/N ITEMS Always | Someti | Rarely | Never
mes
1 | speak the truth even if 1 will be
punished
2 | prostrate/knee  down  while

greeting all elderly persons

3 I do not wear dresses that will

reveal my nakedness.

4 I stand up for an elderly person to

sit on my seat

5 I tell lies to get out of punishment

6 | assist elders in carrying their
loads

7 | take hard drugs where nobody
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can see me

8 | copy from my note or friends
during  class  work/test or

examinations, so that I can pass

9 | obey all my teachers’ instructions

10 I help my friends who are in need

11 | take things that are not mine in

order to be comfortable

12 I use wvulgar/offensive/abusive

words with my friends

Section C: Vignettes’ Moral Test
Instruction: Briefly indicate what you are likely to do if you find yourself in the following
situations:

1. You have not eaten for three days because your parents have no money. You
got to school very early in the morning and you were the first person to
come. You found a huge sum of money in the school compound. Nothing is
on it to trace the owner of the

2. You have been warned from home not to talk to strangers on your way to

school. You see an old woman about 90 years old struggling to lift her

UL o T Vo SRS

3. You did not prepare for English language examination but have the

opportunity to cheat in the examination hall...............................

4. Students in your school have paid a certain fee to the school management for
WAEC before the government announced its intention to make it free. As
the senior boy/qgirl, students are pressing you to disturb the peace of the
school inordertogetarefund.............coooiiiiii i,



You see a brilliant student in an examination hall soliciting to borrow pen
with the permission of the invigilator because her/his pen stops working.
You have an extra pen but you have not written enough while he/she is
almost through. ... .. ..o
. You see a girl/boy laughing when he/she realizes his/her friend’s father is a

gateman Who dresses Shabbily ...

You see a senior student smoking cigarette in the school toilet. He or she

ENEICES YOU L0 JOIM. .. ttiiieriiieiientieeteerieeeieesteeebeesseeesbeeseessseesaeenseensseenbeessnes
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THE YORUBA VERSION
ATOJOQ-IBEERE-IWADII LORI ISE IWA OMOLUABI YORUBA LAARIN
AWON AKEKQO
Akékoo Qwon,
A pile se atojo-ibéere-iwadii yii lati se akdjo bi o se nn fi awon iwa omoluabi Yoruba si
awon idahun re mo gidigidi, a 6 si 10 won fan iwadii lasan.
Iféoliwa Theophilus, Akinsola.
Abala A: Nipa Ara Eni
116-Eko:
Kilaasi:
Ako-n-babo: Okunrin[ ] Obinrin[ ]
Qjo-ori: (ko iye odun lasan): ......................
Abala B: Lori Ise Twa Omoltabi Yoruba Laarin awon Akékoo

Akiyesi: Jowo se afihan bi o se i se awon wonyi si

SIN Ibéere Ni Lawon | Leeko | Rara
gbogbo | igha okan
igha | kan
1. Mo maa n s otito koda bi y6o

ba fa ijiya fan mi.

2. Mo maa n dobale/kunle nigba

ti mo ba n ki agbalagba

3. N 0 ki i mara daadaa, padpaa
julo nigba ti n o ba si ni ilé-

eko.

4. Mo mada 1 dide fun agbalagba
lati jOkoo laaye mi.

5. Mo maa 1 pa ir¢ lati bo 1owo
ijiya.
6. Mo méa fn ran awon agbalagba

[owo 1ati gbé eru won.

7. Mo maa n mu 0ogun 0l6rd nibi

ti enikéni ko ti 1& ri mi.
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Mo maa ji awon oré tabi iwé
mi wo nigba ti a ba n se is¢ sise

tabi idanrawo ranp¢ ni kilaasi.

Mo maa n pa gbogbo ilana

awon oluko mi mo

10.

Mo mada f ran awon oré mi to

jé alaini lows

11.

Mo maa n ma awon nnkan ti ki

i se témi 1ati wa ni irorun.

12.

Mo mda n lo awon 0ro

alufansa pelu awon or¢ mi.

Abala C: igbéléwon iwa gmolGabi Ajem¢-is¢le

AKiyési: So ni soki, ohun ti 6 se é se ki 6 se bi 0 ba béa ara re ninG ir( ipdo wonyi:

1.

O ko tii jeun fan ojo méta nitori pé awon obi re ko 16wo 1owd. O dé ilé-cké ni dward
KOtukatd ojé kan, iwo si ni eni akoko. O ba owo nla/tunlu kan ni ayika ilé-¢ko re. Ko si
ohunti 0 tOka Si eni ti O NI OWO NAA.........oviieiiii it

\\\\\

O ri i ti alamodjtd-idanwo kan i ko idahun si 0ju patako ninl idanwo édeé Geéési, nind
eyi ti o ko ti | ko nnkankan nitori pé 0 ko muara sile daadaal.............................
Awon akékoo ni ilé-¢ko re ti san owd idanwo WAEC fln awon oga ilé-¢ko ki ijoba to
kéde if¢ inG re lati se é ni ofé. Geége bi asoju, awon akekood n ti ¢ lati da omi alaafia ilé-
ek Ki e 1e ri oWl yin gha pada..........cccoviiiiiiiiici e
O ri i ti akékoo to ja fafd kan n toro gegé/bird ninG yara idanwo pell iyonda
alabodjuto, nitori pé gégé re dakd. O ni gégé/bird miiran yato si eyi ti 0 fi 10 10wo,

sughon  iwo 0 tii ko is¢ dabi alara nigba ti  oun ti  fére



—
O
_—

6. O ri omokunrin/omobinrin kan t6 i rérin-in nigba ti 6 ri i pé baba oré oun jé asona-ilé

tiomUarapalapala........ ..o
7. O ri akékoo agba kan nilé-ighonse ilé-¢ko re, t6 n mu siga. Eni naa si n p¢ ¢ ki o dara
PO MO OUN..... .ttt ettt ettt et et e et e e be et e e e et e e et estesbesbesbeebeese e st esse s e steseesteereeneensennennas
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APPENDIX IV
DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION
UNIVERSITY OF IBADAN, IBADAN

MOTIVATION FOR YORUBA ORATURE QUESTIONNAIRE (MYOQ)
Dear Student,
This questionnaire is designed to measure your motivation for Yoruba oral literary
forms. Kindly respond to the items with maximum sincerity, as your responses would
be held in high confidentiality and used for research purposes only.
Section A: Demographic Information
School:
Class:
Gender: Male[ ] Female [ ]
Age (in years only): ........c.ccocvenee.

Section B: Students’ Motivation for Yoruba Orature
Instruction: kindly select one of Strongly Agree, Agree, Disagree, Strongly Disagree
as it applies to you.

S/IN ITEMS Strongly | Agree | Disagree | Strongly
Agree Disagree

1. | am being forced to attend
Yoruba oral literature lessons,
because it is of no use to my

future ambition and career.

2. | put energy to the study of
Yoruba orature because it could
earn me more marks in Yoruba

examinations.

3. Learning more about the Yoruba
orature is important to achieving

my goal in life.

4, My desire to become a renowned
Yoruba creative writer always
drives me to put more energy to

the learning of Yoruba orature.

5. When | see people chant Yoruba

oral poems, | feel like learning it
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too.

| deliberately do not participate
in various school programmes on
Yoruba orature because | will

not gain anything from them.

| do not need the knowledge of
Yoruba orature to succeed in
life.

I am motivated to learn more

about Yoruba oral literary forms.

| am determined and committed
to learning the Yoruba orature,
S0 as to be a good ambassador of

the Yoruba culture.

10.

| am not always eager to learn

the Yorubéa oral poems.

11.

| do not need to study Yoruba
orature, since it will not yield

any monetary gain.

12.

| do not need an in-depth study
of the Yoruba orature, since | do
not want to study Yoruba in

higher institution.

13.

Popular Yoruba oral artists do
inspire me to learn more about

the Yoruba oral literature.

14.

| do not receive adequate
encouragement from my
parent(s) to learn Yoruba

orature.

15.

In-depth study of Yoruba orature
could help me develop my

theatrical/entertaining talent.
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oo .. THEYORUBAVERSION
OTE-IGBELEWON KORIYA TI AWON AKEKOQQ NI SILITIRESO
. ALOHUN YORUBA
Akékgo Qwon,
A pile se atojo-ibéere-iwadii yii Iati se ighéléwon koriya ti o ni fun ¢ko litiréso alohun
idahun re mo gidigidi, a 6 si 10 won fun iwadii lasan.
Iféoliwa Theophilus, Akinsola.
Abala A: Nipa Ara Eni
116-EKo:
Kilaasi:
Ako-n-babo: Okunrin[ ] Obinrin[ ]
Qjo-ori: (ko iye odun lasan): ......................
Abala B: Koriya akekoo ninu litirésg alohun Yoruba
Akiyesi: Jowo yan dkan ti 6 ba éro re mu julo nini Mo fara mg on gan-an, Mo fara

mo on, N ko fara mg on, N ko fara mo on rard.

SIN Ibéere Mo Mo | Nko | Nko fara
fara fara | fara mo on
me on mo me rara
gan-an | on on
1. Bi igba ti won 1 fi ipa ma mi lo si

idanilekoo litiréso alohun Yoruba
ni, nitori pé ko walo fan ohun t6 wu

mi 14ti da 16j¢ iw4ju.

2. Mo maa 1 fi akitiyan si ¢ko litiréso
alohun Yoruba nitori ti 6 le fan mi

ni maaki papo nind idanwo.

3. Kik¢ nipa litiréso alohuin Yoruba se
pataki si mima ifojasun mi layé wa

si se.

4. Ifé inG mi lati di ojinmi onkowé
alatinida Yoruba maa n saba ti mi
lati sa ipa si i nind kiko litiréso

alohun Yoruba.

5. Nigba ti mo ba ri 1 ti awon eniyan n

kéwi/pohun, 6 méa n wu eémi nda
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lati ko o.

Mo maa 1 moomo ma koépa nind
awon ¢to ti won gbé Kkale lori
litiréso alohun Yoruba ni ilé-eko,
nitori pé n ko ni jére ohun kankan

nind won.

N ko nildo imo litiréso alohun

Yoruba lati se aseyori layé.

Ara mi maa n ya gaga lati ko siwaju
si i nipa awon orisirisi litiréso

alohun Yorubéa

Mo ni ipinnu ati ifarajin lati ko
litiréso alohun Yoruba, ki n le baa jé

asoju rere fin asa Yoruba.

10.

Ara mi ki i saba ya gaga lati ko nipa

awon ewi alohun Yoruba.

11.

N ko nilo lati ko nipa litiréso alohun
Yoruba, niwon igba ti ko ni ere owo

nina.

12.

N ko nilo ¢ko litiréso alohun
Yoruba to jinlg, niwon igba ti n ko
fé lati yan Yoruba laayo ni ilé-¢ko

giga.

13.

Awon gbajugbaja oséré alohun
Yorubd maa n mi si mi lati ko nipa

litiréso alohun Yoruba si i.

14.

N ko ri kériya té t6 gba lati odo
awon obi mi fun kik¢ litiréso alohun

Yoruba.

15.

Eko ijinle nipa litiréso alohun
Yoruba le ran mi lowo lati ma ebun

iséré/idanilaraya mi dagba si.
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APPENDIX V
DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION
UNIVERSITY OF IBADAN, IBADAN
STUDENTS’ PEER INFLUENCE QUESTIONNAIRE (SPIQ)
Dear Student,
This questionnaire is designed to measure the extent to which you are being influenced
by your classmates, friends and peers. Kindly respond to the items with maximum
sincerity, as your responses would be held with high confidentiality and used for
research purposes only.
Section A: Demographic Information
School:
Class:
Gender: Male[ ] Female [ ]
Age (in years only): ........c.ccccuvenee.
Section B: Students’ Peer Influence
Instruction: kindly select one of Strongly Agree, Agree, Disagree, Strongly Disagree
as it applies to you.

SIN ITEMS Strongly | Agree | Disagree | Strongly
Agree Disagree

1. | like to always be on my

friends’ good side.

2. I always care about what

others think about me.

3. It is more important for me to
be who | am.
4. My friends’ decisions are

unimportant to me.

5. How | act when | am alone is
not different from how | act

in the presence of my friends.

6. I am not ashamed to let my

friends know my personal

opinions and views about
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things.

7. It is hard for my friends to
change my opinion about
anything.

8. I do things to earn more
respect from my friends.

9. I do not consider any advice
from my friends as being
harmful.

10. | I do not do things just to be
famous among my friends.

11. | I can skip classes to please
my friends.

12. | 1 do not like to dress in order
to belong.

13. | I do not consider any of my
friends’ behaviours as being
immoral.

14. | 1 do my things differently.

15. | I follow my friends’ advice

to the letter.

356




THE YORUBA VERSION

OTE-IGBELEWOQN IPA EGBE OUN QGBA LORI AWQN AKEKQO
Akgkgd Qwon,
A pil¢ se atojo-ibéere-iwadii yii Iati se odiwon iye ipa ti awon ore, akegb¢ ati ogba re
ni 16ri re. Jowo dahun awon ibéére naa peld 06to inu to peléke, nitori pé a 6 pa awon
idahun re mo gidigidi, a 6 si 10 won fun iwadii lasan.
Iféoliwa Theophilus, Akinsola
Abala A: Nipa Ara Eni
116-EKo:
Kilaasi:
Ako-n-babo: Okunrin[ ] Obinrin[ ]
Qjo-ori: (ko iye odun lasan): ......................
Abala B: Ipa egbé¢ ati ore¢ 10ri akekoo
Akiyesi: Jowo yan dkan ti 6 ba éro re mu julo nini Mo fara mg on gan-an, Mo fara

mo on, N ko fara mg on, N ko fara mo on rard.

SIN Ibéere Mo | Mo | Nko N ko
fara | fara | fara fara
Mmgon | Mg | Mgon | Mg on
gan- on rara
an
1. Mo féran lati maa ni oju rere awon ore

mi ni gbogbo igba.

2. Mo maa n saba ro ohun ti awon

elomiran ro nipa mi wo.

3. O se pataki julo fin mi lati jé eni ti mo
je.

4. Ipinnu awon oré mi ko se pataki si mi.

5. Twa mi nigba ti mo ba da wa ko yato si

iwa mi niwaji awon oré mi.

6. Oju ki i ti mi lati jé ki awon oré mi mo

¢rod ati ipinnu mi nipa nnkan.

7. O niran fin awon oré mi lati yi erd mi

pada 16ri ohunkohun

8. Mo maa f huwa lati ri owo gba si 1owo
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awon ore mi.

9. N ko ka imoran oré mi kankan si ohun
t6 léwu.

10. N ki i huwa lati gbajumo laarin awon
oré mi.

11. Mo 1¢ pa kilaasi je 1ati té¢ awon or¢ mi
[orun.

12. N ko féran lati maa mura fun biba
egbe mu.

13. N ko ka iwa yoowu ti oré mi hu gege
bi iwa aito.

14. | Mo maa 1 se niikan 1ona t6 yato.

15. Mo mada n telé imoran awon oré mi dé

0ju ami.
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APPENDIX VI
DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION
UNIVERSITY OF IBADAN, IBADAN

STUDENTS’ PLAY PERFORMANCE RATING SCALE (SPPRS)

S/N | Items Excell | Very Good | Fair | Poor (1)
ent (5) | Good (4) | (3) (2)

Preparation and Interpretation

1 Students show adequate
preparation of/from

text/script.

2 Students show adequate
interpretation ~ of  the

text/script.

3 There is a subtle approach
to materials such as props

and costumes.

Character Development

4 There is evidence of
appropriate acting
technique for character

development.

5 Students  show  clear
understanding of play’s

objectives through their

characters.

6 Students’ emotional
engagements are
appropriate to
character/story.

Vocal Quality

7 The students’ vocal choices

are well-articulated.

8 Students’ voices are well
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paced.

The students’ vocal choices
consistently reflect their

characters.

Body Movement

10 | The students’ body
movement reflects their
character.

11 | Students show physical
commitment to the story.

12 | Students’ movements do

not mask one another on

the stage.

Scene Presentation

13 | Students demonstrate an
understanding of scene
tempo.

14 | Students demonstrate an
understanding of stage
technicalities.

15 | Performance demonstrates

strong actor engagement
through clear directorial

elements.

Cultural Matrices

16

Students show adequate
understanding  of  the
cultural context of the play.

17

Students’preparation
of/from script/text shows
adequate knowledge of the
Yoruba culture.

18

Students’actions show a
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proper interpretation of the
Yorubd moral  values
contained in the

scripts/texts.

19 | Students adequately
incorporate/present Yoruba
oral literature in their
plays.
20 | Students use oral literature
to buttress the
cultural/moral messages of
their play.
THE YORUBA VERSION
OTE IGBELEWON ISERE AWON AKEKQO
SIN | Ibéére Ifake | O dara | O Ko Ko dara
yo (5) | gan-an | dara | dara |rara(l)
(4) @) [t

Imarasilé fan ati Sise Itum¢ Eré

1 Awon akékoo fi imarasile
té6 tewon han lati ind iwé
ereé.

2 Awon akékoo se afihan
isetumo iweé eré lona to
tewon.

3 Ete ilana isamuld awon

eroja bi garééta ati aso eré

fara han.

Tdagbaske Eda-itan

4

Eri 110 ilana iséré to tona
fan 1idagbasoké eda-itan

fara han.
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5 Awon akékoo se afihan
Oye t6 ja gaara nipa
erongba eré nipase awon
eda-itan won.

6 Imosilara awon akékoo ba
eda-itan/itan mu.

Didara Ohun

7 Ohun ti awon akékoo yan
ja gaara.

8 Iwéhun awon akékoo se
regi.

9 Ohun ti awon akékoo yan
se afihan awon eda-itan
won nigbakuugba.

Ifarasi

10 | Ifarasi awon akékoo fi
eda-itan won han.

11 | Awon akékoo se afihan
ifarajin si itan.

12 | Ifarasi awon akékoo ko di

ara won 16ju/lowo  16ri

itagé.

Agbékal¢ Tran

13 | Awon akékoo se afihan
nini oye iyérairan.

14 | Awon akékoo se afihan
nini oye ise itagé

15 | Iséré se afihan ise Oséré to

lagbéra nipas¢ awon ilana

idari-eré t0 ja gaara.

<

Awon AK6ONU Ajeméasa

16

Awon akékoo se afihan

nini oye t6 kan nipa asa ti
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eré naa dalé.

17

Imarasile  awon  akékood
nipa kiko ati lati ind iwé
eré se afihan nini imo té

kan nipa asa Yoruba.

18

Ise awon akékoo se afihan
ise-itumo  awon  iwa
omolUabi Yoruba t6 sodo

nina eré.

19

Awon akékoo se afihan
litiréso alohun ninG awon

eré won.

20

Awon akékoo se amalod
litiréso alohun lati  kin
alayé won nipa asad/iwa
omoltabi Yoruba I¢yin

nind eré won.
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APPENDIX VII
DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION
UNIVERSITY OF IBADAN, IBADAN
FOCUSED GROUP DISCUSSION GUIDE
This instrument is self-constructed to guide the focused group discussion sessions with
students of the two experimental groups.
PART ONE: FGD with Students in the Theatre-in-Education Package Devised-
by-Students Group
Section A: Introduction
Moderator: This discussion is aimed at receiving information from you about:
e ways in which you realised/created your content/story-line.
e your experiences during rehearsals and presentations; and
e how you perceive/view the package devised by your group and other groups.
The following rules will guide our discussion:
e No answer, opinion or view will be regarded as being right or wrong
e One person shall talk at a time since we are recording.
e Itis not necessary you agree with others but kindly listen to others as they share
their views.
e Avoid derogatory language when disagreeing with someone’s view.
e My role in this discussion is to guide. As such, I will not express my opinion
about any question.
Section B: FGD Questions
1. How has your prior knowledge of the Yoruba orature and moral values aided
the content/story creation of your package?
2. What extra research/effort did you put into creating content/story for your
package and why?
3. Briefly share your experiences from the rehearsals and presentation sessions?
4. Briefly share your views about the play produced and presented by your group.
5. Briefly share your views about the plays produced and presented by other
groups in your class.
6. What were the challenges you encountered in the process and how did you
tackle them?

364



PART TWO: FGD with Students in the Theatre-in-Education Package Devised-
for-Students Group

Section A: Introduction

Moderator: This discussion is aimed at receiving information from you about:

how you perceive/view the package devised for you to rehearse and present in

class;

your experiences during rehearsals and presentations.

The following rules will guide our discussion:

No answer, opinion or view will be regarded as being right or wrong

One person shall talk at a time, since we are recording.

It is not necessary you agree with others but kindly listen to others as they share

their views.

Avoid derogatory language when disagreeing with someone’s view.

My role in this discussion is to guide. As such, I will not express my opinion

about any question.
Section B: FGD Questions

1.

Briefly share your views about the play produced and presented by your
group.

Briefly share your views about the plays produced and presented by other
groups in your class.

If you were asked to write/create the content/story yourself, what would
you do differently?

What were your experiences from the rehearsals and 365resentation
sessions?

If you were asked to direct the rehearsals and presentation session yourself,
what innovation would you bring into it?

What were the challenges you encountered in the process and how did you

tackle them?
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THE YORUBA VERSION
ILANA FUN 1JIRORO A-DOJU-LEGBE
A dé se irins¢ yii lati toni sona nind ijiroro a-doja-légbé peld isori awon akékoo ilé-¢ko
méji ti a 10 fan iwadii.
APA KIN-IN-NI: Tjiroro a-doju-légbé pelt awon akékoo Idi Tiata-Nind-1koni
Apilése-Lati-Qwo-Akékood
Abala A: 1faara
Adari: érongba ijiroro yii ni lati ri alayé gba 1owo¢ yin nipa:
e Awon 0na ti e gba seda akoonu/itan eré yin;
e Awon iriri yin lasiko awon igbaradi ati agbékalé eré won; ati
e Bi e seriidi tiata ti isori re ati awon isori yooku si.

Awon ofin wonyi ni y6o dari ijiroro wa:

e Ko siidahun, éro tabi iwdye ti a maa ka si ohun t6 tona tabi ohun ti ko tona.

e Nitori pé a n gba ohun sil¢, enikan soso ni yo0 soro léekan soso.

e O ko nilo Iati gba ohun ti awon elomiran so, sugbon jowo téti si won bi won se
n fi érdo won han.

e Yago fin ¢ro alufansa nigba ti o ba n tako €éro elomiran.

e Ojlse mi nind ijiroro yii ni lati tona. Nitori nda, n ko ni fi éro témi han nipa

awon ibéere.
Abala B: Awgn ibéére fun ijiroro
1. Bawo ni imo ateyinwa yin nipa litiréso alohun ati iwa omoluabi Yoruba se ran

siseda akodnu/itan eré yin lowo?

N

Kin ni 6 j¢ akitiyan/iwadii ti o fi kan siseda akdonu/itan eré yin low¢ ati pé kin
ni idi?

3. Njé o Ié salayé awon iriri re nin igbéradi ati agbékalé eré yin?

4. Ni soki, salayé awon éro re nipa eré ti isori/owo re se agbékale ni kilaasi.

5. Ni sOki, salayé awon éro re nipa eré ti awon isori/owo miiran se agbékale ni

kilaasi.

6. Awon isoro wo ni e doji ko nind isé yii ati bawo ni ¢ se bori r¢?
APA KEJI: Tjiroro a-doja-légbé Peli Awon Akékoo Idi Tiata-NinG-Tkoni Apilése-
Fun-Akékoo
Abala A: 1faara

Adari: Brongba ijirord yii ni lati ri alayé gba 16wo yin nipa:

366



e Bieseriidierétiaseto fun yin lati gbaradi fun ati gbékale ni kilaasi;
e Awon iriri yin lasiko igbéaradi ati agbékale re ni kilaasi.
Awon ofin wonyi ni y6o dari ijiroro wa:

e Ko siidahun, éro tabi iwdye ti a maa ka si ohun t6 tona tabi ohun ti ko tona.

Nitori pé a i gba ohun silg, enikan soso ni y6o soro léeckan soso.

O ko nilo lati gba ohun ti awon elomiran so, sugbon jowo téti si won bi won se

n fi érd won han.

Yago fun oro alufansa nigba ti o ba n tako éro elomiran.

a

Ojuse mi ninu ijiroro yii ni lati tona. Nitori nda, n ko ni fi éro temi han nipa

awon ibéere.
Abala B: Awgn ibéére fun ijiroro

1. Ni soki, salayé awon ero re nipa ereé ti isori/ow¢ re se agbékalg re.

2. Ni soki, salayé awon ero re nipa eré ti awon isori/owo miiran se agbékale ni
kilaasi.

3. Biabaniki ¢ ko eré/itan na funra re, kin ni wa & se yato?

4. Njé o Ié salayé awon iriri re nind igbéradi ati agbékalé eré yin?

5. Bi a ba ni ki e dari awon igbaradi ati agbékale eré yin funra yin, ohun
tuntun wo ni wa & ma wo 6?

6. Awon isoro wo ni e doji ko nin isé yii ati bawo ni ¢ se bori r¢?
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APPENDIX VIII

DEPARTMENT OF ARTS AND SOCIAL SCIENCES EDUCATION
UNIVERSITY OF IBADAN, IBADAN
IN-DEPTH INTERVIEW GUIDE

Interview Questions for Teachers in the Theatre-in-Education Package Devised-
for-Students

1.

Can | meet you? Your name, qualification, and years of experience in the
teaching of Yoruba language.

Briefly share your views about the play produced and presented by each group
of students.

If you were asked to write/create the content/story yourself, just as the
reseacher did, for the students, what would you do differently?

Briefly share your experiences with students from the rehearsals and presention
sessions?

How receptive were your students to the Theatre-in-Education Package
devised-for-students?

What were the challenges encountered in the process and how did/can you

address them as a teacher?

Interview Questions for Teachers in the Theatre-in-Education Package Devised-
by-Students

1.

Can | meet you? Your name, qualification, and years of experience in the
teaching of Yoruba language.

Briefly share your views about the content/story-line/play created, produced
and presented by each group of students in your class.

If you were asked to write/create the content/story for them, what would you do
differently?

How interested were your students in creating and producing the play?

What were the challenges encountered in the process and how did/can you

address them as a teacher?
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THE YORUBA VERSION
ILANA FUN SISE IFORQWANILENUWO

Awon ibéere iforowanilénuwo péla awon oluké owe Idi Tiata-Nind-1kéni Apilése-
Fan-Akékoo

1.

S.
6.

Njé a @ mo yin? Ortko yin, oyé ¢ké ati iye odun ti e ti 10 1énu isé kiko éde
Yoruba?

Ni soki, ¢ salayé ero yin nipa eré ti awon isori/owo awon akékoo kookan pésé
fan igbékale ni kildasi.

Bi a ba ni ki ¢ seda/ko akoonu/itan eré naa fun awon aké¢koo, gége bi oluwadii
ti se, kin ni ¢ maa se lona oto?

kilaasi?

Bawo ni okan awon akékoo yin se wa nilé si peld idi eré ti a pésé fun won?

Awon isoro wo ni e doji ko nind isé yii ati bawo ni ¢ se bori r¢?

Awon ibéere iforowanilénuwo péli awon oluké owe Idi Tiata-Nind-1kéni Apilése-
L ati-Qwg-Akéko

1.

Njé a @ mo yin? Ortko yin, oyé ¢ké ati iye odun ti e ti 10 1énu isé kiko ede
Yoruba?

Ni sOki, ¢ salayé ero yin nipa eré/itan/akdonda ti isori/owo awon akékoo kookan
seda ti won si gbaradi fun igbékale ni kilaasi.

Bi a ba ni ki e seda/ko akdonu/itan eré naa fun awon won, gége bi oluwadii ti
se, Kin ni ¢ maa se Iona oto?

Bawo ni awon akékoo yin se ni ifé si siseda ati pipéseé eré naa?

Awon is0ro wo ni ¢ doju ko nind isé yii ati bawo ni e se bori re?
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APPENDIX IX
CONSENT FORM

INTRODUCTION
Your consent is being sought to participate in a PhD research study. Carefully go
through and understand the terms and conditions before signing the form. Please, ask

the researcher if there is any aspect of the form or the research you need clarifications

on. Thank you!

TITLE: Theatre-in-Education Packages and Learning Outcomes in Yoruba Orature
and Moral Value Concepts among Secondary School Students’ in the Ibadan

Metropolis, Nigeria

RESEARCHER: Iféoluwa Theophilus AKINSOLA

Department of Arts and Social Sciences Education

University of Ibadan

08166710368/ ifecluwa.Akinsola@gmail.com
SUPERVISOR: Professor A.A. Adeyinka,

Department Department of Arts and Social Sciences Education

University of Ibadan
07033610300/ yemiadeyinkal3@gmail.com

OBJECTIVES OF THE STUDY
The objectives of the study include the following:

e To devise two packages for carrying out theatre-in-education programmes that
will address secondary school students’ knowledge of and disposition to
Yoruba orature and practice of Yoruba moral values;

e To implement the two packages among students in public secondary schools in
Ibadan metropolis;

e To test for the effectiveness of the packages on students’ learning outcomes in
Yorubé orature and moral values.

CONFIDENTIALITY
Your response in this research is anonymous. As such, no aspect of the instrument

requires your name or other means of identity. Please, DO NOT write your name at all
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on any of the instruments. Besides, the information/data (responses to questionnaires,
audio/video recordings of interview and FGD sessions, photos/videos of the theatre
intervention sessions) to be collected will be protected with high confidentiality. In
other words, none of the information will be used for other purposes different from the
presentation and publication of the research findings. The researcher will make all
possible effort to ensure your confidentiality is preserved. For instance, only code
names/numbers will be used for participants in the researcher’s field notes, documents,

interview and FGD transcriptions.

VOLUNTARY PARTICIPATION

It is up to you to decide whether to take part in this study. If you decide to take part in
this study, you will be asked to sign a consent form. After you sign the consent form,
you are still free to withdraw at any time and without giving a reason.

Contact the researcher or the supervisor of this study for any further information

or clarifications.

CONSENT

| have been properly briefed about the research (Its objectives, procedures, foreseeable
risks and expected outcomes) and | understood the provided information. | had been
given the oportunity to ask questions. | understand that my participation is voluntary
and that | am free to withdraw at any time, without giving a reason and without cost. I
understand that I will be given a copy of this consent form. | voluntarily agree to take
part in this study.

Participant’s Name Signature and Date
Parent’s Name Signature and Date
Yoruba Teacher’s Name Signature and Date
Researcher's Name Signature and Date
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THE YORUBA VERSION
FOOMU IFI-GBA-TYONDA LOWO AKOPA
Ifaara
0 si ni oye awon ohun ti 6 ro mo on ki o t6 bu ow¢ U 0. Jowo bééré 1owo oluwadii bi o
ba ni agbon foomu tabi iwadii yii ti o ti nilo alayé. E seun!
AKOQLE: Idi-akanse Ajemo Tiata-nind-lkoni Ati Tha Awon Akékoo 11é-¢ko
Sékondiri ko si Litiréso Alohun Yoruba Ati Hihu Iwa Qmoltabi
OLUWADII:  Iféoluwa Theophilus AKINSOLA
Department of Arts and Social Sciences Education
University of Ibadan
08166710368/ ifecluwa.Akinsola@gmail.com
ALABOOJUTO: Qjogbon A.A. Adéyinké
Room G311, Department of Arts and Social Sciences Education

University of Ibadan
07033610300/ yemiadeyinkal3@gmail.com
AWON ERONGBA ISE IWADII YIi

Iwonyi ni awon érongba isé-iwadii yii:

e Lati se agbékale idi-akanse méji fin gbigbé eto ajemo tiata-nind-¢ko kale 1ona
ti yoo gba moéja t6 iha ti awon akékoo ko si litiréso alohun Yoruba ati hihu iwa
omoluabi Yorub3;
ni igboro ibadan;

e Lati se ayewo imuyanyan awon idi-akanse naa 16ri iha ti awon akékoo ko si
litiréso alohun ati iwa omolaabi Yoruba.

IPA-ASIRI-MO

ch_)n idahun re nint iwadii yii jé alailolawa. Nitori naa, ko si agbon kankan nina
iringe iwadii yii t6 bééré fin oriko re tabi ohun idanimo miiran. Jowo,mase ko oriko
re rara sori iring¢ kankan. Yato si eyi, awon alayé/dééta ti a 6 gba gbogbo ni a 6 pa ni
asiri mg daadaa. Ko si eyi ti a 6 10 fun ohun miiran nint won yato si fifi won jabo
iwédii yii. Oluwadii y60 sa gbogbo ipa re¢ lati ri pé a pa asiri re mo. Bi apeere, ortko
alaroko/nonba nikan ni a ¢ 10 1ati toka si awon akodpa nint akosile oluwadii gbogbo
16ko iwadii, ati ninu idako iforowanilénuwo ati ijiroro adoju-legbe.
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TKOPA ONIWQFUN

Owo re ni 6 wa lati pinnu boya lati kopa tabi ma kdpa nint is¢ yii. Bi o ba pinnu lati
kopa nint is¢ yii, wa a ni 1ati bu owo lu iwé/foomu yii. Léyin ti o ba ti bu ow¢ lU U, 0
si tin ni Ominira lati so pé o ko se m¢ laifin wa ni idi kankan.

E Kkan si oluwadii tabi alaboojuté is¢ yii fun alayé siwajua si i.

TYONDA

Mo ti ka alayé ti e pasé yii, won si yé mi. Won ti fan mi ni anfaani 1ati béere ibéere. O
yé mi pé wonfln ni iképa mi, mo si lé ko lati tesiwaju nigbakaugba t6 ba wu mi laisi
pil¢ si idi kankan, l4isi nd mi ni nnkankan. O yé mi pé won & fin mi ni éda foomu yii

kan. Mo gba lati okan mi lati kopa nint is¢ iwadii yii.

Oruko Akdpa Ipa kiké nint isé yii
Touwdlt Aképa Déeéti
Touwolu Oluwadii Déeti
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APPENDIX X
THEATRE-IN-EDUCATION PACKAGE DEVISED-FOR-STUDENTS
(IiD1 TIATA-NINU-IKONI APILESE-FUN-AKEKQO)

OSE KIN-IN-NT
Oluwadii salayé eérongba isé-iwadii fan awon akékoo ati ipa ti won y60 ko6. Pell
iranlowo olukd, 6 pin awon akékoo si owo méfa 6 si fun owo kookan ni iwé eré ti a ti
pése sil¢ fun won. Awon akékod jokod peli ara won ni Owoowd, won si beére si ni ka
iwé eré naa nigba oluko ati oluwadii n lo kaakiri lati ri i pé won pe oro kookan daadaa.
L¢yin eyi, oluko ran awon akékoo 1owo lati yan ipa ti akékoo kookan yoo ké ni owo

kookan fan un.

OSE KEJI
Owo awon akékod kookan se igbaradi eré won. Oluwadii ati oluké se idarf awon
igbaradi nda. Awon akékoo fi ise inl eré naa kora. Won si dabaa orisirisi ona ti won e
gba se eré naa ti yoo fi dun ju bi a se ko ¢ lo. Bakan nda won se akosile awon ohun-elo

ti won y60 nilo fan eré nda won si pin ojlse wiwa won laarin ara won.

OSE KETA
OTITO LERE
IGBESE KIN-IN-Ni {FAARA/ERONGBA)
Oluko/Oluwadii yoo se awon nnkan wonyi ni ighése yii:
l. Toka si akolé agbékale eré naa (Otito 1ére)
Il. Toka si awon erongba agbékale naa:
Ki awon akekoo ghodo le:
1.6.1 So isepataki siso otito ni gbogbo igba;
1.6.2  Niifé si orin ati ewi alohun Yoruba gegeé bi akomoniwa;
1.6.3 Maa so 0tito nigba gbogbo.

1. Sise afihan isori awon akékoo ti ydo se agbékale eré nda

IGBESE KEJI (ISIDE)
Orin
Lilé: Omoluabi ni wa, omo Yoruba

Omoldabi ni wa o, a mowa
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A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Omollabi ni wa, a ki i pard
Otito la fi A bara wa 10
A mowa ire é wu lawujo eniyan
Egbé: Omoldabi ni wé, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Ohun pipe
Bi iro ba lo 16gun odun
0Qjo kan 10066t0 6 ba
A-tlro-ta bi elubd
Maa gboro enu mi lo
Purd n niyi ¢té ni i ja si
Etéilé, &té ode
Tité 10w omodé
Tité lowo agbalagba
Otito 18 mi 6 maa so
Tori otito lére
O si tln léye
Otitg nii ghé orile-ede léke
Orin
Lilé: Omoldabi ni wa, a ki i paro
Otito la fi 1 bara wa 10
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
IGBESE KETA
Oluko/oluwadii yoo seda isele ti 6 toka si akddnu eré naa, 6 si pe awon akékoo nija lati

maa fi okan ba eré naa lo.
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IGBESE KERIN (AGBEKALE ERE)
(Oba ilt Otito-Léreé wo ori itagé peli Akigbe re, ti 6 n ki i ni mésan-an méwaa)
Akigbe: Oba Aladé

Oba ila awa

Otito-Lére

Obanla

Oba olokiki

Mo siin mdba niwon ebeé kan

Mo jinna soba niwon egbefa

Oba méa pa mi

Arobafin...
(Kabiyesi ju irukere si Akigbe, 0 si daké. Kabiyesi ba gunwa sori apéreé re. Bi Kébiesi
se gunwa tan, ni Akigbe se Kabiési 000...)
Akigbé: (O dobéle) Kébiési oooo
Kabiyeési: (O tan ju irukere si i) O kare 1aé. Awon alalé 4 gbé ¢ o.
Akighé: Ase Kabiesi (O tin dobale)
Kéabiyesi: Gbéra so. Tara sasa ba mi pe awon akékoo méji té wa ni gbagede wa.
Akigbé: O daa Kabiési, mo dé tan
(Akigbe jade, oun pelt awon akékoo méjéeji wolé, won mura bi akékoo Yunifasiti,
won si gbé iwé 1owg. Gbogho won wole ati ki Kébiesi)
Gbogbo Won: Kabieési oo

Kadé pé¢ 16ri
Ki bata pé I¢s¢ o

(Kabiési ju irukere si won)
Kabiyési: E kare 14é. Otito inG & gbé yin. E seun, ¢ kdabo. Emi ni mo ni kée walé lati
yunifasiti yin lati ri mi. Gége bi ¢ se mo pé 0doodun ni a maa n ran omo 110 yii kan lo
soke-okun lati lo kawe si i. Lodun yii, eyin méjeeji le kan oju osunwon sugbon enikan
ni a fé mu. (Kébiesi dato mi, 6 woji awon méjéeji, 6 si mi kanle)
Gbogbo Won: Kabiési oo
Kabiyeési: (O 1 ba 0ro re lo) Nitori néa, idanwo kan wa ti n 6 fin yin se. Mo fé wo bi ¢
se ja fafa si nind is¢ agbe ti i se is¢ ile wa. (Kabiési koju si Akigbe) Akigbe, ba mi gbé
g0 agbado té wa I¢yinkulé yen wa. (Akigbé jade, 6 wolé pada peld igo agbado kékeré
kan)
Akigbé: (O ghé igd naa fun kébiési) ohun ré é Baba
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Biola, tic re é. Jare, iwo naa gbha. Mo f¢ kée lo gbin in. Léyin osu mérin, ¢ kore ké ¢
maa ko o bo laafin. Eyi la 6 fi mo eni ti ¢ko-0fé to si.
(Gbogbo won se kabiesi, won n jade lo. Kabi¢si naa n jadé lo, Akigbé si tin n ki i bi
ise re)
(Laipé, Kabiesi, Akigbe, Biola ati Jare wo ori itagé pada. Bi won se n wo ori itagé ni
ayo han 16ju Biola, 6 ké agbadd bi méloo kan l1owo, Jare ko ri ére kankan 6 si boju jé.
Akigbé 1 ki Kabiyési bi ise re)
Akigbé: Kabiesi 000¢

Oba Otito-Léreé

Oni 19jo pé

Oni lost pé...
(Kabiyesi ju irukere si won, Akigbe daké. Kabiyeési jokod lori ité re, gbogbo won si
wole won se kabiesi 000)
Kébiési: E seun, ¢ ku akitiyan. Bigla, bawo lo se isé si?
Bigla: Kabiési 0oo. Haa! Is¢ agbe 0 rorun. Mo ladgun, mo se laalaa ki n té 1é ri éré die
yii kébiesi. E dakun, ¢ gba mi bi mo ti ri o.
Kabiesi: Jare, bawo ni is¢ oko se ri 0?
Jare: (O 1 se omijé 16ju, ohuin r¢ si n gbon) Kabiési, ¢ joo e gba mi. N 0 mo ohun t6
sele 0. Mo roko, mo kobe, mo gbingbado sugbon agbado ko ko kuka hu (Bigla bu
sérin-in, 6 n fi se ygye).
Kabiési: (6 sinmo Jare, 6 fi irdkere ju G 16ri, 6 si mi kanle. Erd ti fé bere si ni ba
Biglad). O ku 06to inG, Jare. Bi o ba kuku gbiyanja lati oni dola, agbado ti mo fun yin
ko ni i hu. Qwd Abore ni mo ti gba &, ojubo oOrisa Otitd ni Abore si ti pari isé si i lara.
Two lo yege nitori ti o fi 06to ind se isé ti a gbé fin o. Ibi ti Bidla ti ri agbado ti¢ ni ko
wi fan wa, bi ko ba fé ki & pe Abore wa lati da seria fun. (Ayo ti bere si i han 16ja Jare
nigba ti int Biola n baj¢)
Bigla: (O 1 se omijé 16ja, ohtn ré si fi gbon) E fori jin mi. N 0 mo pé bayii ni yoo se
ri. Mo ra agbado 1¢ja I6nii ni nigba ti mo ri i pé mo gbiyanju titi agbado t¢e fun wa o
ha.
Kabieési: Otito 1ére, otitd 16 pé. Ird o pé. Jare ni a 6 ran lo si 0ké-okun fan ¢ko-ofé.

(InG Jare dun. Akigbe tun bere si ni ki kabiési, gbogbo won si n jade 10)
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IGBESE KARUN-UN (EST OJU-ESE)
Oluko/oluwadii pe awon akékoo kilaasi lati dabaa awon ona miiran ti eré naa ko ba
gba pari yato si yi ti 6 gba pari.
IGBESE KEFA (IKADII)
Oluko/Oluwadii dari kilaasi lati ko orin ti won fi side.
Orin
Lilé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Egbé: Omoldabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Omoldabi ni wa, a ki i paro
Otito la fi A bara wa 10
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa

A mowa ire € wu lawujo eniyan

IGBESE KEJE (IGBELEWON)

Awon akékoo ydo toka si awon eko ti won ko ninl agbékale eré nda nipase siso:
a. lIsepataki otito siso ni gbogbo igba;
b. 1fé won si orin ati ewi alohtn Yoruba gégé bi akomoniwa;

c. Ipinnu won lati maa so 0tito nigba gbogbo.

OSE KERIN
IBOWOQFAGBA
IGBESE KIN-IN-Ni (IFAARA/ERONGBA)
Oluko/Oluwadii yoo se awon nnkan wonyi ni ighése yii:
l. Toka si akolé agbékale eré naa (Ibowofagba)
Il. Toka si awon erongba agbékale naa:
Ki awon akékoo gbodo lé:

a. So isepataki bibowo fagba ni gbogbo igba;
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b. Ni ifé si orin ati ewi alohun Yoruba gégeé bi akomoniwa;
c. Maa fi ibowo han fin agba nigba gbogbo.
1. Sise afihan isori awon akékoo ti yoo se agbékale eré naa
IGBESE KEJI (ISIDE)
Orin
Lilé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Omoldabi ni wa, a mooyan an ki
Towotowo la n ki awon agba
A mowa ire € wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Ohun pipe
Ola abata ni i modo 6 san layé
Ol4 agbaagba lomodé fi n yan fandafanda
Eyin omodé éé
E jé & maa bowo fagba
Triri lagba a ni
Ogbon ori ni won fi i jé baba
Eyin omodé é
E fagba saaye owo
Ohun oju agba ri to fi jin koto
B6 béa soju omodé, fifo ni
Eru ori agba ghé tée pa
B0 ba sori omodé, awo a ti lo
Eyin omodé é
E fagba saaye owo
Orin
Lilé: Omoldabi ni wa, a mooyan an ki
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Towotowo 1a n ki awon agba
A mowa ire é wu lawujo eniyan
Egbé: Omoldabi ni wé, omo Yoruba

Omoldabi ni wa o, a mowa

A mowa ire é wu lawujo eniyan
IGBESE KETA
Oluko/oluwédii yoo sedd isele ti 6 toka si akodnu eré néa, 6 si pe awon akékoo nija lati
maa fi okan ba eré naa lo.
IGBESE KERIN (AGBEKALE ERE)
(Akin ati Adé n lo si iforowanilenuwo fun isé kan. Won muara daadaa bi eni ti n wa ise.
Won si gbé faili kookan da ni. Bi won se dé ori itagé won ba baba-agba kan ti 6 mara
palapala, ¢ di igi ati eru digbondigbon sile, bi won se f¢ koja, won fese ko eru yii, won
si fere subd tan).
Adé: Haba! Ira ert 0si wo le to sile bayii? Eyin baba agba lya, adagba ma da nd. Lonii
ti mo n 1o se ‘interview’. Akin, abi 00 ti¢ maa ri nnkan ni? (Adé pa kuuru mo baba yii
0 f¢ gba a léti)
Akin: (O fa 4 pada) Adé! Kin lo fé se? Agbalagba! Haba! Sé oo ri pé agbalagba ni eni
yii ni? Abi iwo néa o fé dagba ni?
Baba-agba: (6 fi bebe) E dakun, ¢yin omo mi, e ran mi 1owo. Qdo omo mi ni mo 7 lo,
eru yii si ti po ju agbara mi lo. QOko éro 16 ja mi sibi.
Adé: (peld ibind) ird iranlowo wo niyen? Taa ni ‘interview’ laago m¢wad. Akin, sé o n
gbo?
AKkin: ko si ohun t6 buru nibe, aago méjo 16 sese Iu. A Ié ran won 1ow¢ ka si ma padanu
‘interview” wa. (Adé fi Akin sil¢ nibe pelu ibinu, 6 n soro fatafata lo. Akin daro, 6 ba

baba yii gbé ert won. Won si jade lo.)

- Ve

ni ki 6 j6kod si okan ninG aga méji ti 6 wa niwaju re. Adé jokod. Oun ati Oga si bere si
ni soro wiyéwayé nigba ti a gbo ohiin babéa-agba ati Akin ti i bo 10ri itagé. Asé, oga
ilé-is¢ yii ni omo ti baba agba yii h bo wé ki. Bi 6 se gbo ohun baba re, 6 dide, 06 si lo
padé won. O dobale, 6 si gbiyanju lati gba eru ti Akin ba baba ré gbé sigbon Akin ko
jale. Enu bere si ni ya Adé. Baba jokoo, 6 ko ejo 6 ro fin omo re)

Baba-agba: omo mi, b6 o ba i wa omoluabi 1ayé, omoltabi ni Akin. Qpé re, opé
Olorun ni mo se fi oju kan ¢ 16nii. Won ni awon n 1o si iforowanilénuwo, n 0 tile mo

380



pé odo re ni won i bo. Adé ti 0 A wo yii (6 nawd si i) Ki i se omo. O féré na mi nitori
pé won kose lati eru mi
Oga: O daa. Oro ti so ara &. Iforowanilénuwo ti pari. Akin, t6 béa di 0jo Ajé to i bo, wa
& wosé. E seun o. (Ese Adé wole jade kuaro 16ri itagé. O n fi owd ho ori. Akin dipé
16w¢ baba ati omo re, won si fi idunna jade karo 16ri itagé).
IGBESE KARUN-UN (EST OJU-ESE)
Oluko/oluwédii pe awon akékoo kilaasi 1ati ddbad awon ona miiran ti eré naa ko ba
gba pari yato si yi ti 6 gba pari.
IGBESE KEFA (iKADIT)
Oluko/Oluwadii dari kilaasi lati ko orin ti won fi side.
Orin
Lilé: Omoldabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Lilé: Omoluabi ni wa, a mooyan an ki
Towotowo 1a n ki awon agba
A mowa ire é wu lawujo eniyan
Egbeé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa

A mowa ire é wu lawujo eniyan

IGBESE KEJE (IGBELEWON)

Awon ak¢kog yoo toka si awon ¢ko ti won ko ninl agbékale eré naa nipase siso:
a. lIsepataki bibowo fagba ni gbogbo igha;
b. 1fé won si orin ati ewi alohtin Yoruba gégé bi akomoniwa;

c. Ipinnu won l4ti maa bowo fagba nigba gbogbo.

OSE KARUN-UN
IRELE
IGBESE KIN-IN-NT (FAARA/ERONGBA)
Oluko/Oluwadii yoo se awon nnkan wonyi ni ighése yii:

381



|. Toka si akolé agbékale eré naa (irele)
Il. Toka si awon érongba agbékale naa:
Ki awon akékoo ghodo le:
a. So isepataki irele ni gbogbo igba;
b. Ni ifé si orin ati ewi alohun Yoruba gégeé bi akomoniwa;
c. Maa fiirele han nigba gbogbo.

I11. Sise afihan isori awon akekoo ti yoo se agbékale eré nda

IGBESE KEJi (ISIDE)
Orin
Lilé: Omoldabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Omoldabi ki i gbéraga rara
Tréle Trelé s& ni tawa
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Ohun pipe
Alagemo ti n se jéj¢ ika n pa a
Béléntasé opolo ti n gbéra re sanle
Eyin omodé 600
E mase gbagbé pé
Igbéraga nigbérasanl¢ o jare
Trele 16 se é gbayé
Igbéraga ko se é logba jinna
Tréle nii gbéni i ga
Trele nii fan ni niyi layé
Ighéraga 0 ja mo nikankan
Irélé ni ¢ jé & ni gbogbo mutimuwa.
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Orin
Lilé: Omoldabi ki i gbéraga rara
Trele Trelé sé ni tawa
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba

Omoluabi ni wa o, a mowa

A mowa ire é wu lawujo eniyan
IGBESE KETA
Oluko/oluwadii yoo seda isele ti ¢ toka si akodnu eré naa, 6 si pe awon akékoo nija lati
maa fi okan ba eré naa lo.
IGBESE KERIN (AGBEKALE ERE)
(Béyo ati Solé or¢ re jo wa ni Yunifasiti. Won wa wo ési idanwo won 16ju patakd. Sola
se ddadaa sugbon Bayo fi idi remi dig)
Sola: (peld yeyé) Awa moweé ni. Emi igi iwé fan ra mi. (O saa i sako 6 si i fi Oré re se
yeye)
Bayo: (0ju re kor¢ 1owo di¢) Sebi emi naa kawe dig?
Sold: (6 tan ba si eérin) Awa 0 nilo 14ti kawé now.
(Bi won se 11 soro yii 1owo, okan nind awon oluk won ba won Iénu re)
Oluko: Bayo, Sola, bawo lesi idanwo odun Kin-in-ni yin?
(Sola ni 6 koko dahun)
Sola: Oluko, eyin nda mo mi lanaa ko té doni now. A 1opolopo lawa gba, awon or¢ wa
ni ¢ bi. (O tan rérin-in, oluko ba koju si Bayo)
Bayo: O daa di¢ sa.
Olikg: O daa gba ¢yin méjégji nimoran pé ki e mara 0. Qdun kin-in-ni ni ¢ si wa. Ati
eni ti ¢ yege ati eni ti 6 ku di¢ kdatd fun 16si le se daadaa si i. ¢ jara mg is¢ yin o.
Bayo: (O dobale) E seun sa. A ti gbo sa!
Solé: (O tan @ wii) awa ma ni!
(oluko fi won sile 16ri itagé, Bayo ni ki Sola jé ki awon jo lo kawé papo sughbon yeye ni
6 n fi i se pé awon ki i se éghé ninl iwé kika. Awon méjéeji bé jade. Lati igba yii ni
Bayo ti n mura si iwé re ti Sola si n se igbéraga kiri. Bi i k6 ri Bayo nibi ti 6 ti n kawé,
ki 6 si maa fi se yeye. Léyin eyi, odun kan pari si i. Bayo ti wa di ¢jinmi nin iwé
nigba ti Sola ti jabo. A ri awon méjééji 16do oluko fan imoran)
Olukg: (O koju si Sold) Mo so fin o 19jo Kin-in-ni ana pé ¢ sés¢ beére ni, o 1 se
igbéraga. (Sola n wo il¢, ko 1& gbé oju s6ke) Ni bayii, Bayo ti gba ipo kin-in-ni. Awon
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oga-agba si ti ni kd maa ran wa low¢ lati to awon akékoo t6 ba ku di¢ fun 1owo nind
¢ko won.nitori idi eyi, Bayo ni y6o maa ko ¢ ni awon ohun ti ko ba ti yé o, bi ighéraga
re bd maa j¢. Bayo, o ku ori-ire.
(Olukd bo Bayo 10w, Sola fese wol¢ jade)
IGBESE KARUN-UN (EST OJU-ESE)
Oluko/oluwadii pe awon akékoo kilaasi lati dabaa awon ona miiran ti eré naa ko ba
gba pari yato si yi ti 6 gba pari.
IGBESE KEFA (IKADII)
Oluko/Oluwadii dari kilaasi lati ko orin ti won fi side.
Orin
Lilé: Omoldabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Omoldabi ki i gbéraga rara
Tréle Trelé s& ni tawa
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
IGBESE KEJE (IGBELEWON)
Awon akékoo ydo toka si awon eko ti won ko ninl agbékale eré nda nipase siso:
a. lIsepataki irele ni gbogbo igba;
b. 1fé won si orin ati ewi alohin Yoruba gégé bi akomoniwa;
c. Ipinnu won lati maa fi ir¢lé han nigba gbogbo.
OSE KEFA
OORE SISE
IGBESE KIN-IN-Ni (FAARA/ERONGBA)
Oluko/Oluwadii yoo se awon nnkan wonyi ni ighése yii:
I. Toka si akolé agbékale eré naa (Oore Sise)
Il. Toka si awon érongba agbékale naa:
Ki awon akeékoo gbodo le:
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a.So isepataki oore sise;
b.Ni ifé si orin ati ewi alohun Yoruba gégeé bi akomoniwa;
c. Méa se oore nigba gbogbo.
I11. Sise afihan isori awon akekoo ti yoo se agbékale eré nda
IGBESE KEJi (ISIDE)
Orin
Lilé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Oore sise 16 pé, ika 0 méa pé
Omoldabi kan ki i ma i seka
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Ohun pipe
Oore 16 pé ika 0 pé
0Qjo esan nii t6 yé ni
Pé oore 10 y¢ kd maa se
Agba t6 gbin éebu ika 16josi
Ori omo re 16 ghé wu
Ma seka fomo elomii
Oore ni k6o maa se
K4 réni tébi n pa
Ka funrd won I6unje
Kaé se rere fonilé falejo
Ati séni ti i robi i sf wa
La fi n jomoluabi eniyan.
Orin
Lilé: Oore sise 10 pé, ika 0 méa pé
Omoldabi kan, ki i ma i seéka
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A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba

Omoldabi ni wa o, a mowa

A mowa ire é wu lawujo eniyan
IGBESE KETA
Oluko/oluwadii yoo seda isele ti ¢ toka si akodnu eré naa, 6 si pe awon akékoo nija lati
maa fi okan ba eré naa lo.
IGBESE KERIN (AGBEKALE ERE)
(Asaké ati iya re n soro, bi Asaké se mara tan lati maa lo si ilé-¢ko)
Asaké: Tya mi, sé n 0 tan ni jeun lo si ilé-¢ko 16Nii?
lya Asaké: Ki i kika se pé 6 wu émi naa lati maa fi ebi pa 6. Owo ti 0 si yii nda
ni...sugbon mo mo pé ebi Ki i pa igun dalé. Ki o to ti ilé-¢ko dé, n 6 ti wa nnkankan
sile.
Asake: (bi 6 tile jé int re 6 dun, 6 ghé baagi re, 6 i lo) 6 daa iya. O dabo o.

lya Asake: O dabo omo mi. E méaa ba tisa ja o

(N 0ju-ona ilé-¢ko, ko tii rin jinna, 6 ri apamowd kékeré kan nile. © ma u, 6 si i wo.
Owd die ati awon kaadi idanimg eni ti 6 ni apam¢ naa 16 wa nibe)

Asaké: (6 1 da soro) haa, 0odardan naira péré 16 tile wa nint ¢. O ye ki éyi naa to émi
ati iya mi jeun 16nii...E dard n4, kin ni ki n se si awon kaadi yii na? Awon kaadi yii ma
wulo plpo ooo...kéaadi irinna si oke-okun tile wa nibe...abi ki n gbiyanju boya mo lé ri
oliwa re ni? (6 saré siwaju seyin, ko ri eni to ni ni)...bi mo ba ké owd ibe¢ ti mo fi
apamo sile nko? Ki ni mo mo t6 Ié se awon kaadi naa ki oliwa re té pada wa...n 6 kukul
jOkod nibi boya eni t6 so ¢ nu & topa re wa.

(O jokoo, laipe, arakunrin kan saré wolé, 6 1 wo bi eni to so nikan nii. Asaké fi ogbgn
ye kaadi nda wo, 6 si ri pé oliwa re ni. O fi fun. In okunrin n&a si din daadaa, Asaké
So bi 0ju se 7 pon Oun ati iya oun to ati bi ebi se 7 se omo 1y oun. okunrin yii si se
iléri ohun rere fan un. O se ipinnu lati fan Asaké ni ékg-ofé dé ipele ti 6 ba wi d. O tdn
fun 16wWo plpo die lati inG apamg miiran ti 6 gbé Igwg. Inl Asake din, 6 si 7 fi ayo gba
ona ilé-¢ko re lo).

IGBESE KARUN-UN (EST OJU-ESE)

Oluko/oluwadii pe awon akékoo kilaasi lati dabaa awon ona miiran ti eré naa ko ba
gba pari yato si eyi ti 6 gba pari.

IGBESE KEFA (IKADII)
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Oluko/Oluwadii dari kilaasi lati ko orin ti won fi side.
Orin
Lilé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Oore sise 16 pé, ika 0 ma pé
Omoldabi kan ki i ma i seka
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
IGBESE KEJE (IGBELEWON)
Awon akékog yoo toka si awon eko ti won ko ninu agbékalg eré naa nipase siso:
a. lIsepataki oore sise ni gbogbo igha;
b. 1fé won si orin ati ewi alohtn Yoruba gégé bi akomoniwa;

c. lIpinnu won lati maa se oore nigha ghogbo.

OSE KEJE
SUURU ATI IPAMORA
IGBESE KIN-IN-Ni (IFAARA/ERONGBA)
Oluko/Oluwadii y6o se awon nnkan wonyi ni ighése yii:
I. Toka si akolé agbékal¢ eré naa (suuru ati ipamora)
Il. Toka si awon erongba agbékale naa:
Ki awon akékoo gbodo lé:
a.So isepataki sudru ati ipamora lawujo;
b.Ni if¢ si orin ati ewi alohun Yoruba gégé bi akomoniwa;
c. Maa fi sudru ati ipamora se ohun gbogbo.

I11. Sise afihan isori awon akekoo ti yoo se agbékale eré naa
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IGBESE KEJi (ISIDE)
Orin
Lilé: Omoluabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Egbé: QOmoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Lilé: Suuru, ipamora lawa ni
A Ki i kénju labe gbéna
A mowa ire é wu lawujo eniyan
Egbé: Omoldabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Ohun pipe
Ma kanju tull oran
Igba r¢ ko to sé 1obe
Onisuuru eéyan 16 1é fan wara Kinnidn
Suaru la fi i gbayé pé
Ipaméra la fi i rigba 10
Ma kanju ola
Ma kéanju owd
Fi stdru sohun gbogbo
Suuru a maa sokuta jinna
Sudru a si maa majere tutu
Jumu ajé lo
A ki i fi waduwadu labeé ghona
Afi ké se sudru.
Orin
Lilé: Suuru, ipamora lawa ni
A ki i kénju labe gbéna
A mowa ire é wu lawujo eniyan
Egbeé: Omoltabi ni wa, omo Yoruba
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Omoluabi ni wa o, a mowa

A mowa ire é wu lawujo eniyan

IGBESE KETA
Oluko/oluwadii yoo seda isele ti 6 toka si akodnu eré naa, 6 si pe awon akékoo nija lati
maa fi okan ba eré naa lo.
IGBESE KERIN (AGBEKALE ERE)
(Orogun ni Asabi ati Ayinké. Asabi ni iyaalé. Airobi ni baalé won se fé Ayinké 1€ e.
Ayinké 0 si tii lo igba di¢ ti 6 fi n se abiyamo ni tire. Gbogbo igba ni 6 n fi ¢yi ba
Tyaalé re ti oun naa yoo si maa wami 16ju bi egbére)
Ayinké: (O n korin bu iyaalé re) Kokord owo
Yara mi 16 wa
Ap6ti owo
Yara mi 16 wa
oko ti e n ka 1€ 10ri
Yara mi 16 sun
Otdtd ni y6o peni ti 0 16ko 0.
(Bi 6 ba ti korin di¢, & tin b u di¢, Asabi saa n wa ekin mu bi gaari ni. Afi igba ti inG
ru oun naa 16 ba fi orin da a I6hun)
Asabi: 0 6 pada sibi o ti koko o
O 6 pada sibi o ti koko
Woroworo ti o n wo yii
l1é lo fé tu
Pakopako ti o n wo yii
11é lo f¢ kd
O 6 pada sibi o ti koko
(Bi 6 se da a l6éhun yii ni 6 di ija ranto. Baalé won ba wolé, 6 si pase fin awon
méjéjeeji lati gba inu ilé lo).
(6 dabi igba ti oro yii ti fére su Asabi. L6 ba gba oko alawo lo. Babalawo fan un ni
00gun kan bi adé pé bi lyawo re ba tan ti bere, ki 6 ju 00gun yii sénu. Bayii ni Asabi se
é léraléra titi ti gbighé enu daké fi mo on lara nigba ti Ayinké ba n wa ija re. Nigba ti
ko fun un lési mo ni Ayinké paapaa ba so ¢ di awada. Qpé ni Asabi lo di 1owd baba
awo, alayé ni baba bere si ni se fn un pé ko si 0ogun sudru ju sudru lo. Lopo igba ti fi
gbigbo se alaigho ni i jé sudru ati ipamora.)
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IGBESE KARUN-UN (EST OJU-ESE)
Oluko/oluwédii pe awon akékoo kilaasi 1ati ddbad awon ona miiran ti eré naa ko ba
gba pari yato si yi ti 6 gba pari.
IGBESE KEFA (iKADII)
Oluko/Oluwadii dari kilaasi lati ko orin ti won fi side.
Orin
Lilé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Lilé: Suuru, ipamora lawa ni
A Ki i kénju labe gbéna
A mowa ire é wu lawujo eniyan
Egbé: Omoldabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
IGBESE KEJE (IGBELEWON)
Awon ak¢kod yoo toka si awon ¢ko ti won ko nin agbékale eré naa nipase siso:
a. lIsepataki s0Ur0 ati ipamora;
b. 1fé won si orin ati ewi alohtin Yoruba gégé bi akomoniwa;

c. Ipinnu won lati maa fi sudrd se ohun gbogbo.

OSE KEJQ
ITELORUN
IGBESE KIN-IN-Ni (IFAARA/ERONGBA)
Oluko/Oluwadii yoo se awon nnkan wonyi ni ighése yii:
l. Toka si akolé agbékal¢ eré naa (1télorin)
Il. Toka si awon erongba agbékale naa:
Ki awon akékoo gbodo lé:
a.So isepataki itélorun si ighésiayé won;
b.Ni ifé si orin ati ewi alohun Yoruba gége bi akomoniwa;
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c. Maa fi itélorun han lawujo.
I11. Sise afihan isori awon akékoo ti yoo se agbékale eré naa
IGBESE KEJI (ISIDE)
Orin
Lilé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Egbé: Omoldabi ni wé, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Lilé: Oju kokoro awa ko ma ni
1téloran séhun loba iwa wa
A mowa ire € wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Ohun pipe
Ol6ja u ko-ma-o-lo
Maa ghoro enu mi
Ol6ju kokoro
Wa gbo orin itélorun
[télorun loba iwa
Twa si loba aware
Ohun taa ba ni
Sebi 6 ye ko té ni
Itélorun la fi leé gbadun
Ma toju bowd olowo
Ma tori owd olowod bura méaso
Ranti itelorun oba iwa.
Orin
Lilé: Oja kokoro awa ko ma ni
Ttélorun soéhun loba iwa wa
A mowa ire é wu lawujo eniyan
Egbeé: Omoltabi ni wa, omo Yoruba
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Omoluabi ni wa o, a mowa

A mowa ire é wu lawujo eniyan

IGBESE KETA
Oluko/oluwadii yoo seda isele ti 6 toka si akodnu eré naa, 6 si pe awon akékoo nija lati
maa fi okan ba eré naa lo.
IGBESE KERIN (AGBEKALE ERE)
(Baba-agba kan wo ori itagé peld awon omo re méji kan. Baba naa n lo si irin-ajo kan,
Baba-agba: Eyin omo mi. Mo fi lo si si irin-2j0. Mo si fé ki a maa se akéso awon
nnkan ini mi ki n t6 dé. Qgba ogba ni n 6 si pin in fun yin. Mo si fé ki enikookan moju
to eyi t6 ba kan an. Qlalére, gege bi egbon, iwo ni ki 0 moju oko t6 wa ni oke 0do, ki
aburo re moju to eyi ti 6 wa ni tosi ilé. Mo n 1g 0.
Olaléreé: O daa baba mi. Ipadé wa bi oyin 0. (Gbénga, aburod Qlalére, ba baba gbé ert
jadé. O ku Oldlére nikan sori itagé, 6 n da soro). Ki émi peli abaro mi jo maa gba
ogun kan naa. Sé ko ye ki ti émi ju tir¢ lo? B6 ba ya, won & ni ééyan o niteéloran. O
daa, sé 6 burt bi baba ba fi mi se ak6so gbogbo ré? Emi saa ni egbon. O daa, yoo se
0ju eémi pell e (6 taka si aburo re, 6 si bind jade).
(Fagbénrd kan wo ori itagé. O n korin ifa bo)
Fagbénrd: Bika ba n pagi layé

Mo nika 0 ni pope

Biku ba n pagi layé o

Mo nikd 0 ni pope

Aniku 0 ni pe ni t6 ba n sefa
(Bi 6 se jokoo tan ni Qlaléré wolé. O si ki baba)
Olaléré: Abortboye baba o
Fagbénro: Oghb ato o
(Olalére jokoo, 6 si bere si ni i rojo mo abuard re Iése. O ni aburd oun fi éérd gba awon
dukia to je ti oun ati wi pé ki baba ran oun lowo lati ri i gba pada.
Fagbénro: (6 n difa) iwajua opon o gbo o, eyin opon o gbo o, olumud Iotun-an,
kanle. Kaka ki 6 se 0ogun fun un nse ni 6 n waasu itelorun fun. Qlaléré ba hora jade.

Babalawo fi oro nipa itélorun oba iwa pari eré. Oun naa si fi ori itagé sil¢)
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IGBESE KARUN-UN (EST OJU-ESE)
Oluko/oluwédii pe awon akékoo kilaasi 1ati ddbad awon ona miiran ti eré naa ko ba

gba pari yato si yi ti 6 gba pari.

IGBESE KEFA (iKADII)
Oluko/Oluwadii dari kilaasi lati ko orin ti won fi side.
Orin
Lilé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoldabi ni wa o, a mowa
A mowa ire € wu lawujo eniyan
Lilé: Oju kokoro awa ko ma ni
1téloran s6hun loba iwa wa
A mowa ire € wu lawujo eniyan
Egbé: Omoltabi ni wa, omo Yoruba
Omoluabi ni wa o, a mowa
A mowa ire é wu lawujo eniyan
IGBESE KEJE (IGBELEWON)
Awon ak¢kod yoo toka si awon ¢ko ti won ko nin agbékale eré naa nipase siso:
a. lIsepataki itélorun nind igbésiayé omo ¢da;
b. 1fé won si orin ati ewi alohtin Yortiba gégé bi akomoniwa;

c. Ipinnu won l4ti maa ni itéloran ninG ohun gbogbo.
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APPENDIX XI
PLAYS WRITTEN BY STUDENTS IN THE THEATRE-IN-EDUCATION
PACKAGE DEVISED-BY-STUDENTS GROUP
(ERE TT AWON AKEKOOQ KO NINU QWO D1 TIATA-NINU-TKONI
APILESE-LATI-QWOQ-AKEKQO)

1. OORE SISE

Awon OIl0 Ed4 Itan

Ojediran Ibrahim ni Ajani

Kolawole Yusuf ni Alabi

Ambali Basit ni Ayinla

Akinwale Anat ni Ajoke

Adejumo Mujeeb ni Ayinde

Rasaq Aishat ni Asake

Akingye Alim ni Akano

Oore sise je sokan gboogi ninu awon Yoruba nitori pe eni ti 0 ba se oore ni olorun
feran ju nile

aye o Kkorira eni ti n se ibi, gbogbo nkan ti eni ti n se oore ba ti dawole maa n yori si
rere nitori

naa ni emi anat omo omo Akinwale se n fi asiko yii so fun yin pe oore sise dara puo

Ajani: Ajoke, Akano

Akano ati Ajoke: 0 0 0 0 baba mi E kaaro

Ajani: E kaaro, eyin omo mi, ejire oyilakin edun pelege loriigi, okan-n-ba-bi eji lo
wole to mi wa, 0 so ilé aldkisa dionigba aso

Asake: E kaaro eyin omo mi, emi ati baba yin n lo si ode mo fi owo si ori tabili ti ¢ ba
se tan ki ¢ lo ra ounje ti ¢ 0 je ni aaro yii

Akano ati Ajoke: O daabo maami ati baami, ¢ o wole layo

Akano: Ajoke je ka lo ra iresi tutu ki a se e ni aaro yii ebi ti n pa mi

Ayinla: Eni Olorun ba bun ko bun mi, ¢ saanu mi nitori Olorun, eni to ba se mi loore,
Yoo ri oore gha

Akano: Ahh, Ajoke je ki a yo waso ninu apo kan ti o wa lowo wa ki a fun onibara yii
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Ajoke: mo ro bi ori re o ti ¢ pe, 0 ye ko wa gba owo lowo mi ni, hanhann jagba rara o,
fo mo, eni to lese to lapa , ise wa ni igboro ko ri i se afi ko maa gbegba bara
kakakiri

Akano: Gbenu dake, oro yen po ju, baba ¢ gba waso

Ajoke: (0 ja a gba) E ba mi mu owo jo, eyin atoku maku, amona orun malo, Olosi ¢
mo nnkan ti awon egbe yin maa n se , won maa n lo pokunso ni

Ayinla: lwo omo vii, 0 si beru Olorun

Ajoke: beru olorun Kini o so, olosi ahh osunkun, oni Kii se ojo ekun re, oponu agba

Ajani ati Asake: E ku ile, eyin omo mi

Akano ati Ajoke: E kaabo

Akano: E kaabo baami ati maami, se oko o j’epo, mo mo loro pataki ti mo fe ba yin so
ni

Asake: Ehn ehn, Kin ni oro pataki naa

Ajani: Wo a sese de ni p oro ti, Ajoke bo o ni se daadaa lo wa

Asake: E jo mi o fe yen, ¢ tun ti bere, mo n gbo oro ti ¢ Akano

Akano: lya mi, oro Ajoke ni mo fe fi sun yin, Ajoke ni ikoriira, ko Ki n se oore, ko si
mo pe oore lo pe ati pe oore sise dara pupo

Ajoke: Eeeh, gbenu dake, maa wa wahala , mo ti so fun o 0 pe ko gbenu ¢ soun olosi
okunrin si ni i tuletule, ¢lejo iya, ¢lejo ofo, oponu

Asake: Gbenu osi ¢ un soun, abara juju, elete pelebe, n gbo o ki n se oore, ahh, aanu re
lo n se mi 0 mo pe oore sise daa ni ile Yoruba abi eni a wi fun oba je 0 gboloro
re, eni a si soo fun, oba je o0 gbha

Ajani: Ehh E jo ¢ maa ba omo mi wi ba yen o, Ajoke wo 0, oore niwon ma se oore fun
enikankan, oore sise ko dara

Ajoke: Mo ti gbo baba mi, ¢ se pupo

Alabi: Ayinde ani owo ti won fi ran mi nise¢ mo ti sonu

Akano: O gho oro ti awon omo yen so ni, emi 0 ba ni ka fun won ni owo owo wa

Ajoke: hhmmnn ati igba ti mo ti ri pe o da mi duro ni mo ti i pe olosi ni o, pe oro osi lo
fe so, oponu, odg, olosi, ahhh Ahh, Akano o ba jo emi Ajoke inu mi o ba dun
(O pose)

Ayinla: Abi o gbo oro ti won wi ni

Akano: Mo gbo wi pe ¢ so owo nu, ¢ gba owo yii

Alabi: Eseoo
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Ajoke: ‘E se 0’ se owo si sonu lowo re bayii

Akano: Gbenu ¢ dake

Ajoke: korogba lenu ¢ fun nkan to so yen

Akano: Lemi naa, ¢ jo ¢ maa lo ni tiyin

Ajoke: E duro nibe, ki won maa lo abi ki ni mo gbo to so lenu ti ko dun, eyin olosi,
¢yin naa gba owo, osi arata morayo

Alabi: Emi lomo yen soro si ba yen, ti ko ba se ohun to dé t6 ni kawa wo oun

Ayinde: wo 0 mo mo nnkan ti a o se , ti adiye ba da ni 160gun nu, éniyan a maa fo
leyin ni, so mo pe baba ni pé ki a mu okunrin tabi obinrin wa taa fi soogun owd
boya kalo ji awon méjeeji gbé.

Alabi: Rara ma jé ki & se béyen. Eyi okunrin se wa léore jé ki a lo &yi obinrin yen.

Alabi ati Ayinde: E daré nibe.

Ayindé: Taa niyen abi ori eniyen burd ni?

Ajoké: E joo ¢ dakun

Alabi: Two 16 mo éniyan bu elété pelebe, woo arakunrin ooré ti 6 se fin wa ni a 6 fi ¢
sile am¢ iwo 0 se ooré fun wa, 6 di dandan ki fi ¢ se 60gun owod.

Ajoké: N 6 fan yin 16wé n 6 maa soore

Alabi: O tibo

Akano6: Ahhh ow6 owdna 6 wa pada ri na ¢ jowo e bami fi sile

Ayindé: O ya maa lo ti 6 tun iilé ayé wa 6 maa soore.

Akand: Maami won ti pa Ajoké, won ni ki i soore fin awon

Asakeé: Ahhh Ajani ti k6 ba mi, mo si so fun-un té pé ké yé s fin Ajoké ki 6 mé soore

Ajani: Ahh Ooré 16pé ika 0 pé yin ara ¢ fi oro mi kogbon oore sise daa, oore sise
sunwon ahh Oore sise, tori oore sise Akoké ki ¢yin ard oore sise dara ¢ maa
soore

2. ERE NIPA ITELQRUN

Alhaji dapo fe iyawo meji, iyalé ko si ri omo bi, iyawd bi omo kan dando ti ko si ri
omiran bi

mo. Alhaji gba kdmu sugbon 6 se iléri pé oun y6o toju Adé bolanlé, omo yii n dagba

iyéalé naa si f toji ré gégé bi omo ind re, iyawo ati Alhaji O ti ¢ j¢ ki 6 mo ala, 1éyin

opolopo odin omo yii di dokita ni 1la oyinbd ti 6 n gbé ti a mo si Amérika, ko ri ibi

walé bée ni nigba naa ko si nnkan ti ¢ n jé ona ti 6 le fi owd ransé si ilé . ki léta ti won

fi ransé ki 6 t6 wolé yoo pé. Oré Bolanlé ti n jé Qreoldwa
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3. IBOWOQFAGBA
Ni owuro kutukutu ojo ajé latiri Adéola ati bolawatife ti won takuroso lo si ilé eko
won, bi won ti n 16 ni won padé baba agbalagba kan Iona ti boluwa si ki baba naa
stigbon se ni Adéola n wo baba yii bi igba to je pe ko gha won ni eti sugbon otun daro
o si faa bélawatifé lowo t6 si n ja lo ni boluwatifé baa so wi pé:
Béluwatifé: haba! Adéola iwa t6 hu si baba yen ko jo ti iwa omolUwabi rara ba wo ni
0 se ni ki awon agbalagba (6 ja oro gba mo ni enu)
Adeola: Da kun déalé nibi t6 soro dé hun oja re se baba ti o ti di agbaya ti gbogbo ara
won ti doti yen ni méa méaa ki, baba té j¢ wipé won ti n rdn lai tii ki, Ddkun mo ba mi
S irt oro hun mo layé layé re so ti gbd mi yé
Bdluwatife: Dakun kini ti ¢ n mon gun o galégalé naa t6 mo n se bi pé 0ju bayii naa lo
n o sii fe f¢ jo re sun iya wa ti abadele té ri won ko iwo lo fe gba ¢ko, ¢ ri bo ti ri o ri
radarada o si
Adéola: bolu so gbadun so o mo bumi nitori baba agbaya yen, bdlawatifé o wule da
I6hun mo se ni 0 tese Mo rin re tO si sdaju re dé ilé ekd won. Bi won ti de ile ni
bolawatifé so gbogbo ohun ti o sel¢ fin iya won ti iya won si pe awon méjéeji to si n
ba won soro.
Iya Agba: Bola, Adéola e kaabo bawo ni ile iwé lo ni sé ko si ijogbon (Adéola lo ko
ko fési lai mo wipé BolU ti so ohun t6 sele fun iya agba Adéola ni)
Adéola: ko si ijogbon kankan, a o si ba enikéni ja (iya agba ja oro gba mon ni enu o si
wipé)
lIya Agba: gbé gbogho enu re da sohun-tn, dard naa ki 16de ti won pé A fln o ton pé
B kilode td j¢ pé iwo ni lana iwo ni 16nii bi ekdn a pokoje ki 6de ti o fi kii baba olori
¢bi laaro se nitori wipé won ti ba o wi ni ojo si ni 60 fi kii won abi julo ma o?
Adéola: ki i se wi pé nko ki won o awon ni won ko d& mi I6hun
Bélawatifé: haa!!! Adéola yee pari mo
Adéola: hey! Gbé gbogbo enu re da ke émi ati moomi la jo n soro, mo ro bo rin din o
lya Agba: Adéola so mo wipé iwaji mi lo wa ti n ba fi eyin kule owo san eti re oji re
0 Mo po yi nii. Ko pé papo si igha naa ni baba ti Adéola n ba laaro wolé lo ba ki iya

Agba, bi Baba ti wolé ni iya agba Kunle wo 0, tori odd baba agba ni ati je ati ma won
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wa, baba yi ni oko kekeré kan ni Abulé won ti o si fi iya agba se alamojuté oko naa
nitori baba yii ti dagba lati mojuto oko re.

lya Agba: e kaasan 00 baba mi

Baba agba: e kaasan gbogbo sé daradara ni mo ba yin, awon omo yin nko?

lya Agba: Alaafia 1a wa se ko si nkankan (lo ba nahun pé Adéola pé ki wa lo re ra
nnkan alejo fin baba agba Adéola Adéola

Adéola: ooo moomi emi re (bi Adéold ti ri baba agba yii ni aya re ja ti o si ro boya
baba naa wa fi €jo ohun sun ni sugbon ko ri bée)

Tya Agba: ki 16de ti o fi n gbon bi eniti won da omi gbighdna si lara

Baba Agba: se eyin I bi omo yii ni?

Tya Agba: beeni abi kéyin mi ni se ko si ti ¢ fi béere?

Baba Agba: (6 koju si Adéola) se bi iwo ni mo padé ni aaro yii ti ikeji re fi ki mi se bi
iwo ni ékeji re so fun ni aaro wi pé ki 6 ki mi ti o si koo jale ti oo ki mi abi? No lesio
mu

lya Agba: ah, iwo omo vii o si fé ba ona ati je ati md mi jé iwo omoyi, baba agba e
Dékun e mo bint omodé lo n sé ¢ Dakun e jo (iya agba Kunle fun baba agba pé ko méa
binud). Bayii ni eré ori itagé eléyii tan si.

Ni bi 6 se keji si igba naa ni won lo ike iwe ti won ti n 16 ni won padé iya olowd kan
lona ti bélawatife si Kii iya naa

Bolawatife: e kaasan iyaa wa

Tya ol6wo: kaaro o jare omo dada jo ni se daadaa lo ji

Boéluwatifée: A dipé o iya wa

Tya 0l6wo (0 na ika si Adéola) se iwo 0 mo éniyan kii abi oole kolé abi won dé ko e ni
00 ghé ké o

Adéola: ejo wo bawo ni tiyin sé j¢ o ti maa ki yin kaaro, osi radarada, osi e ri bi woén ti
ri (bayii ni Adéola bu iya oléwo yii ti o si n 1)

Tya 0l6wo: (o n ba bolu wi) se ¢égbon re ni abi aburo ré ni

Boluwatifé: Aburd mi lo jé

Tya ol6wo: ah, 6 ya ma ba soro tori ko gbodo ba bayii dagba

Bdéluwatifé: mo kin baa soro ko lorun je ko gbo ni

Tya olowo: Afi ko gbd Dakun mo bind kildasi wo 16 wa ati pé School wo ni o n 16
Bolawatife: Jss3 ni mo wé, mo sin lo si ilé éko td wa ni eyin ilé ti a n wo ni okan an
yii

Tya olowo: o déra méaa lo ni tire wé soriire o
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Bélawatifé: Amin o, odabo ma
Adéola: Bolu Bolu, se o lo si ilé iwé mo ki emi maa ba temi lo torinmoejo osition
ro ka Kiri
Bi won se de ile eko ti iya olowo si wé si ilé iwe won lati wa wo bolu bi o ti n 16 ni oga
ilé iwé ba ri ti o si béére wipé tani o n beere, ti iya oldwo si bée oga ilé iwé pé ki won
lu ago ki awon omo si bo si ori papa.
Tya 0lowa: E kaaro eyin akékoo wa
Awon akekoo: E kaaro ma
lya olowo: e Dakun omo kan ni mo béeré laarin yin ti orlko re n je boluwatifé
ajanlekoko ti o wa ni Jss3 (boluwatifé ba bo sita)
Béluwatifé: E kaaro eyin ¢ legbe mi ati eyin oga ilé iwé, gbogbo won dahun e kaaro o
Tya olowo: e Dakun eyin akékoo se eyin mo wipé o dara ki eniyan maa bowo dagba?
Gbogbo won: beeni
Tya ol6wo: se ewa ri laari yii bi mo ti dar6 si egbé olounje té wa ni iwaju ilé ti a n wo
16 okan yen awon omo méji kan ba koja to si je pé ilé iwé yii ni won n bo, ni okan nind
won ba kimi bée si ni ékeji ma mi ba ti mo si n dalekun sugbon ko gho
Awon Akékoo: Haaaaaaaaa
lya oléwd: e daale sugbon bi omo yii ti ki mi o wu mi 16ri plpo iyen bolGwatifé
ajanlekoko mo si ni lati se oore mole gbagbé kan fan sen gbo mi
Awon Akékoo: A n gh6 000
Tya ol6wo: l4ti oni lo bolGwatifé oni san owo ilé iwé mo titi ti yoo fi pari gbogbo iwé ti
eniyan maa n Jaa lati fi lola layé lagbara Olorun, ilu oyinbd loo ti ma ka ifafiiti 16ri
course t6 ba wun (inu boluwatifé dun si nnkan ti arabinrin yii so titi dé bi wipé ko 1é pa
mora, bi won ti nlo ilé ni ind Adéola ko dun raréa sugbon eghbon re ba so 06to 0ro) bi
won ti délé ni bdlawatif¢ so iroyin ayo té sele si nilé iwé 19jo nda fun iya won lati ara
IBOWOQFAGBA ti 0 n se ti lya re si gbéra lati dipé [owo 1ya olowoé néa.
Eré pari.

4. IRELE
(Ni ilé iya labake)
Tyé labaké (iya labaké pé omo re) labaké labaké labaké
Labaké: 00000 moomi, mo n bo o
lya labake :se oni bo si ibi yii

Labake :(o bo sita, e méa bint bi e se n pe mi naa ni mo n da yin I6hun
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lya labaké :0 da na wa ba mi lo si ilé iya arike ko ba mu gba owo ajo ti oni oun maa ki
fan mi wa

Labake : o daa, mo dé tan ( ni ona ilé iya arike, labaké padé baba agbalagba kan ti o n
ru ert bo lati in oko, labaké ki baba)

Labake :keepe o baba

Baba :Ase 6, omo mi iwo naa o dagba

Labaké :Ase baba e gbé ert owo yin wa, ki n ba yin gbé délé

Baba :ma se iyonu omo mi, se bi iya re ran e ni se ni

Labake :e ghé wa, ti n ba ti ba yin gbé délé tan made maa lo si ibi ti iya mi ran mi
Baba:o da, o se omo mi, omo a toju iwo nada (o gba eru 16ri baba) ni ilé baba, labake
gbé eru si ile o si gba ilé re lo bi labake ti kard tan ni omo baba de lati ilu Eko

seyi:e ku ilé 0 00 ba mi

Baba (lati inu ilé), oo taju oo

seyi:emi ni, Oliwa Seyi omo yin

Baba :ahh omo mi daradara, o si wa so fin mi pé oun bi t¢le

Seyi:e maa binu o babd isele kan 16 sel¢ ti 0 gbé mi wa

Baba :iru isele wo wé niyen

Seyi: mo nilo omo kan ti o wa ni ilé ¢k¢ ti mo le mu lo si eko

Baba :ki a lé fe fi won se?

mi

Baba :ah ah ah, o ni omo kan ti on gbé ni isal¢ ¢ja nibe yen omo naa ni iwa irélé 6o, 6
ni iteriba fin agba, ko kdn ba éniyan ja

Seyi :e Dakun bawo ni mo se lé ri omo naa

Baba :diro6 naa(baba pé omo kan nita) sanyeri sanyeri

Sanyeri: 00000 baba ( 0 wolé)

Baba :Dakun lo si ilé awon iya labakeé, ki o ba mi pé labaké wa

Sanyeri: 0 daa mo dé tan oo baba

(ni ilé awon labake, sanyeri ri iya labake ti n da ind aro, o kii 1ya labaké)

Sanyeri :e ka ika 16 0 moomo

Ty 1abaké :kaasan 00 omo mi

Sanyeri:e Dakun omo yin labaké¢ ni mo bééré

Iya labaké :se ko sii 0

Sanyeri :baba lo ni kin pé labaké wa
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(iya labake pé labake, labake si tele sanyeri, o ma délé, Seyi si yoju si ilé awon labake,
0 ba iya re soro, iya re gba, o si mua lo si €kd, labaké kaweé o si se aseyege, ni igbeyin o
ni owd o si toju awon obi re, o si dip¢ owo babd)

Tkilo
O daa ki a ma ni irele, irélé se pataki ninG ayé éniyan ti ko ba si iwa irélé nind ayé

labakeé, ko ni ri aana gba lowo omo baba iwa irelé dara pupo, e je kani iwa irelé.

5. SUURU

Or¢ Akése: Mo fe soro nipa sudrt, sidrd ni babéa iwa, ore méta kan wa ortiko wo n je
bola, bodé ati ségun awon meteeta maa n se bi omo 1ya, sugbon awon meta wonyii ko
ni owo 1owo bi o se di ojo kan, won se ipinnu lati lo se ogun owo ti a méaa n pe ni
(ritual) ségun pelu bodé won jo pinnu Iati se ogun owo sugbon bola ko gba lati se ogln
owo6 bi bodé ati ségun. Bodé ati ségun gba odo babalawo lo ti baba naa si se Ogun owd
babalawo si so fun won wipé Ié yin odin kan won wé omobin ti ko ti balaga lati fi se
atinse Ogun owd won lati je wi pé owd y6o tin po jabuta sugbon bola bére si ni
jaramo ise re ni sise o si ké pé Qlorun wipé Olorun se aand fun, ko pé ko jinna bodé
peld ségun awon ri wipé ise awon doju ru bodé die die bi won se té baba onisegun won
lo ni yen baba si wi fan won pé sebi oun so fln won wipé léyin odin kan agbado fun
oun ti oun so fin wa sughon Bode ati ségun ti gbagbé wipé baba so fin awon wipé ki
awon pada wa. Babalawo si so fun won wipé ko si atunse ju ki won di talaka ju ateyin
waé lo, bola gba 0do babaldwo kan 16 ti o si so fun babalawo wipé kini o fe se ki oun se
fan, bold si so fan un pé oun fe ma sr ise peld babaldwo naa bayii ni bold se di
“gateman” niyen ko pé ko jinna bola ba padé si ilé eko re ni yaati o si gba 0ju mo ¢ko
re niyen bol& jade ilé iwé giga ti awon 0yinbo 1 pé ni “University” ti o si di Adajo ti a
mo si “lawyer” se a wa ri wipé suuru ni baba iwa awon agba si wipé sudru lo se
gbogbo nnkan.

1) Adérinto Adékunlé

2) Sulimon Baraka

3) Anu Oladgjo

4) Fasasi Adémola

5) Muhideen Rogeeb

6) Ayuku Quadri

7) Oyewole Malik
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Apa Kin-in-ni
Sudru jé nnkan pataki ti a gbodo ni, iyd kan wa 6 bi omo méji, ikan n jé Tayo ti ékeji n
jé Tolu. Tolu je omo té ni iwa iréle ati sudru, Tayo jé omo to n se jagidijagan ti 6 si f
mughbo peld, ni 9jo kan won fé wo ilé-iwé giga fasiti won si ni ki won pe obi won wé
lati fowosi wiwo ilé — iwé giga fasiti. Igba ti iya won dé be iya won ba Toll fowosi
iwé stigbon ko ba Tayo fowdsi, bayii ni Tayo dobaley. Tya won maa n ba won soro
nipa suuru ni igha gbogbo ki won maa se se agidiy.
Ni 0jo kan won ji ni owaro kutukutu iya won ji awon méjeéji pé oun f¢ ba won soro,
Tayo ni egbon nigba ti Told jé abaro.
lya : E kaard
Toll : 00 mama mi
(Tayo ko tie ri ti won ro, iya re ki ko dahun)
Tya : sé iwo koni mo n ba wi ni
Tayo: E kaaro nigba nda
Iya : Sé émi loun ki ba un
Tayo: (6 so di ibind) ti ééyan ¢ ba tun ki yin ni sin ¢ tun maa soro si mi
Tya : oun wa di épo egusi ti 6 di ohun aijiri fan iwo omo yii bayii
Tayo : 6 daa naa ¢ kaaro
lya : Kaaro sé daadaa laji
Tayo ati TolG :Adupé
Tya : Mo fé bayin soro 1aaro yii ké té ma lo si ilé — iwé, oro nda ni pé ki a maa ni stdru
omolUiwabi maa ni sudru lawujo, ko si ohun ti sudru se ti, bi a ba fi sudru se okdta y6o
jind, ¢ je ki a maa ni suuru se é gho, bi ¢ ba dé ilé-iwé yin eni kankan ko ba ma ba yin
jaeni sudru
Tayo : O f kun
Tolu : A ti gbo moomi
Apa keji
Nigba ti won dé ilé-iwé omo ti 6 wa ni foomu kini kan te Tayo mo le, awon méjegji ni
won wa ni foomu kini, Tayo mo iwé sugbon ko ni sudru.
Tayo : Wa sé 0 gbo ni, sé 0 ri pé o temi mo lé ni
Tanji : Ma bind mi 6 monmo
Tayo : Ti n ba bini n k9, 6 si dabi ki n fo eti re
Tanji : Abi o bind
Tayo : 0 fo Tunji 1éti, tnji n sunkan
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(oluko gbo nibi ti 6 wa)
Oluko : ki 16 dé
Tanji : O na mi ni
Oluko : ki lo se
Tayo : O t& mi mole ni
Tanji : Mo si so pé ki o ma bind
Tayo : Igbana wa n ko
Oluko :- Gbé enu re daké tayo, kanle si beyan (O kanle)
Oluko : (oluko naa ni egba méta) eyin naa o sa gbé inu ilé ¢ko.
Apa keta
Ni 0jo alamisi won f¢ se ifigabaga ni ilé ¢ko, oga ilé-iwé so pé ki tdyo wa soju ilé iwé
won nitori pé 6 mo iwé, gbogbo ibéere ti won bi tdyo ni 6 dahun yege ti ilé-iwé re si
gbé igba 6 réke. Won wa koko fun awon ti o se ipo keji ni owd ti won si fan ipo keta ni
¢bun ti 6 si ku tayo ti o gbé ipo kini, 6 ku dié ki 6 kan an omo kan n mu omi ni ibi ti
won duro si ti omi naa si da si lara
Tayo : Dindin rin ni 6 ni, ti o fi tami si mi lara
Fanmbi: Mo bind woén ti mi ni, mi 0 monmo
Tayo : O séré dide 6 fo 1éti wipé ti dun ba bint n ko
Oluké : O si ni sudru
Tayo : O faibind yo
6. OTITO LERE
Awon ¢da itan
Akandé :- oun ni omo awon Akanji ati Asaké (Adeshina Khalid)
Asaké :- iya Ajoké ati Akandé
Ajoké :- Egbon Akandé
Alabi :- Oléwodlayémo
Atoké:- Oni iwé irdyin
(Nina ilé jenroregba)
Asaké - Ajoké, Akandé, mo ti jade o, ki ¢ mi oju td ilé. (6 ti gbagbé pdosi re sibi ti 6
jokoo si)
Akandé :- (6 wo gboghbo ilé 6 ri pé ko si eni kankan nibé ko si mo pé égbon ré n wo
oun) ki ni iya mi ko si ind pogsi yii. A a owd ni 6, elédumare 6 seun 6 ma lo fi owo yii

jayé ni témi. (iya won wolé)
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Asaké :- Ebi n pa mi, kin ti¢ W& ran awon omo yii ni nnkan ti maa je. Ha ha talé6 mu
ow6 nini poodsi mi, Ajoké, Akandé
Awon méjeégji :- 60 iya mi
Asaké :- Tani 6 ma owd nind pogsi mi
Akandé :kif se émi o
Ajoké - momi n kd mo nikan nipa re
Asaké :0 daa naa ko burd (6 jade lo)
Ajoké :- Sé 0 mo pé mo ri o nigha ti 0 mi owo iya mi
Akandé :- Raréa kii se émi ni mo md 0 e ma puré mé mi o
Ajoké :- O déara néa nigba ti iya mi ba dé
Akandé :- Emi ni o, e dakun ¢ mo so fln iya mi o
Ajoké :- Mi 0 ni so fn iya mi, je ki n pe 6 si akiyési kan se 0 mo pé ko da ki éniyan
maa ji nnkan oni nkan ati pe ko da ki éniyan ma pa ird.
Akandé :- Mo ti ghd egbon mi
(Ind ka)
Iran keji
(N7 0jo kan Akandé ko ja lo ni oju ona 6un korin lo)
Akandé :- Ayé ni maa je mi 0 ni jiya x2
Owo ni yi o0 sé ki n mu ni abi ki n ma mu, ki éniyan ma si disu. Méda mu ma gba ibe lo
0odo awon agbdfinrd, awon aghdéfinré kii sododo, maa gbe lo si odo awon oni iwé
iroyin won a ba mi so fun awon eniyan.
Akandé :- E kaaro
Atoké :- Kile fé o
Akandé :- Bi mo se i 1o ni 0ji ona ni mo ri owé vyii.
Atoké :- Ko burd, a so si eti gbogbo ardyé boya a ri eni ti oni owo naa
Akandé :- E ma seunw 6 (6 lo ni tirg)
( Ko pé ti Akandé lo ni Atoké ka irdyin ti o si so pé won ba won ri owo kan o, eni ti 0
ba ni ki 6 wa gbaa)
Alabi :- E kaasan o
Atoké :- E jowo kini ¢ fe o
Alabi :- Mo gbo ti ¢ dariko owd kan nigba ti e n sétd lowo ni, ki eni ti 0 ni owo ki 6
yoju si yin.
Atoké - Se eyin ni e ni owo
Alabi :- Béeni émi ni mo ni
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(6 berg ibéere 1owo re)
Atoké - EI0 ni owo 9
Alabi :- Egbeérun 16na aadéta (50 thousand)
Atoké :- Ki ni ortko ti Won ko si ibi apamowd naa
Alabi :- Olowdlayémo
Atoké - Ha ¢yin ni ¢ ni owo naa 1606to
Alabi :- E jowo ba wo ni mo se I& ri eni ti 6 ba mi ri ow6 naa
Atoké :- O daa nda ko burl ( 6 pe Akandé si ori éro ibanisoro Iéyin iséja dié ni Akandé
dé be.)
Alabi :- Ha omo daadaa o mo se gan ni o sé pé éniyan bi tire si ki layé, fin nkan ti o se
yii gba egbé¢ran Iona ogun (20 thousand)
Akandé :E ma seun gan ni o, boya ni mo ti foju ri owo yii ri lati 0jo ti mo ti dayé. A sé
1606t0 ni oro egbon mi wipe ki éniyan ma so otito. Ha otito ma lére o.
oun lara.
Awon méjeégji :- Ha a sé otito lére
(Eré pari)
Group 1b

Eda itan

1. Olé&dgjo Ephraim - ifaléré

2. Salaudeen - oba Adégordye

3. Adeniyi fathia - lya Aremu

4. Abdul afeez Abudul bashit - Arému

5. Animasahun Basit - Baba Arému
Ni abulé Ayétord ni ilG Ibadan, baba kan wa 6 bi omo kan soso 6 si ni iyawo kan
sugbon ko ni is¢ 1owo. Ni 0jo kan, 6 jokoo si yara igbalejo ebi n pa.
Arému :- Baba mi e ku ilé
Baba :- W06 ebi n pa mi, iya re n ko
Aréma :- Won wa ni inG ilé
Baba :- lyad Arem0 iya Arémd
lya :- Bo ni sé ko si
Baba :- W00 ¢bi 1 pa mi
lya :- Ko si olnje nind ilé
Baba :- Se bi mo ri ti 6 n dana
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Tya :- O ri owo obe fi sile, 0Un so wipé ebi i pa o

Baba :- Ko sowd naa ni, tdwo ba wa ma fowo sile

lya :- E woo mo f jade nkankan ko gbodo mi eran t6 wa nint ob¢ dun o

Baba :- Ko si wahala, sé nitori pé ko si owd ni o se i se bi oko abi (iya Arému jade
ninG ilé, baba Arému si bo si idi ikoko obe 6 mi eran kan je omo re ri sigbon ko je ki
baba dun mo pé dun ri

Tya Aréma ko ki eni kankan 0 kan lo si idi ikoké obé 6 ri wipé eyo kan ti din nint eran
lya :- Ta 16 mG eran ninG ob¢

Arém0 :- Emi ko o

Baba :- Sé mi wa ni mo mu ¢ran ninl obe abi kini oun so bayii

Iya :E méa bimi Ié kan si, kin da yin I6hun

¢jin ja)

Ni 0jo keji oun ati omo re 16 si int oko wén ri isu nina oko, éyi ti n se oko oba. O ni ki

(Awon méje

omo ré maa lo ni iwaju tori ko ma baa mo wipé oun fé gbé isu oba. O ji isu oba walé,
omo re ri sugbon ko je ki baba re mo.

Leyin igba dié oba lo si inl oko , ¢ se akiyesi pé awon isu kan din nind oko re, 6 pe
awon ara ilQ.

Oba Adégoréye :- Eyinilt o

Ara ila :- kabiyesi o

Oba Adégordye :- ko ni da ki a se bayii fan ara wa ninG ilG o

Baba Arém0 :- Kabiyesi ki 16 dé

Oba Adégoroye :- Isu ni, Isu ti mo ko sind oko mi ti mo ni maa ké lo si ilé ana mi,
nitori omo mi ti y00 se idana ni ¢se¢ to6 n bo

Iya Arema :- Tawa lo 1@ ji isu ko

Baba Arem0 :- Awa nada ko mo

Arém0 :- Abi bawo 16 se jé

Oba Adégordye :- Ko yé mi o (gbogbo ara ilu wo ara won 16j0)

Oba Adégordye :- E wo ¢yin ilu ¢ pada wa ni irG akoko yii 16la 0 de yi

Gbogbo ila :- Kabiyesi o! Kabiyesi!! Kabiyesi!!!

Nigba ti 6 di ojo keji ni irt akoko ti oba Adégordye wi fin won gbogbo ilu ti pése jo,
Oba Adégordye :- ifalére

Ifalére ;- Kabiyési o
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Oba Adégoradye :- Bawa bi ifa l1éeré mo fé mo eni té dé inG oko mi, t6 si ji mi nisu nibi
ti mo ko si

Ifaléré :- Kabiyesi o ( Leyin opolopo 1séju ti 6 ti ki ifa ti o ti ba ifa ni gbdlohun 6 da ké
lo.

Ifalére :- Kabiyesi.... Ifa o fi nkakan han mi nipa eni to ji isu yin sugbon ifa ni aarin
wa ni eni to ji isu nda wa.

Tya Arém0 :- ifa 16 wa ji isu bayii

Baba Arému :- 6 ti¢ ti wa st mi bayii, abi Arému se mi ni o 1é séléri mi

Arema :- ( O da ké dié) Emi ko o stighon émi a so 0titd eyin le ji isu oba

Baba Aréemu :- Ni bo lo ti ri mi nint oko oba ti o fi so pé émi ni

Arém0 :- Sé erd pé mi 0 ri yin ni ti e fi so pé kii n maa lo

Oba Adégordye :- Se 6 da ki ni o bere ti mi 0 se fin o

Baba Aréemu :- Emi ko oun pard ni

Oba Adégordye :- Gbé enu re sohun-Un se omo re ni paro mo o ni

Iya Arema :- Baba Aremu e bami 16ja jé

Oba Adégoroye :- (gbogbo il da ké nind aafin pa 1616) Aréma nitori pé o so Otito mo
da gbogbo nikan ini mi si méji mo fun o ni ida kan. Two baba Arémi mo pase ki won
lo fi ¢ si inG tabd, léyin ojo méji ki won padé lati se idajo re

(Baba Arému ka owo 16ri, oba Adégordye dide 16ri ité reé 6 wo inli iyéwa ré lo.
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APPENDIX XII
TRANSCRIPTIONS OF INTERVIEW SESSIONS WITH TEACHERS

TRANSCRIPT ONE
Oluwadii:  E kaaaro o! Njé a l1é mo yin? Orlko yin, oyé ¢ko ti e ti ni ati iye oddn ti
¢ ti fi n ko ede Yoruba ni ilé-eko yii?
Oluké 1: ortko témi ni aya Akandé OlGwayémisi, Mo n sisé ni ilé-iwé Tbadan
City Academy. Odun kejo si re ¢ ti mo ti 1 ko ede Yoruba ni ilé-¢ko girama.
Oluwadii:  E seun! E ti ni oyé img¢ ijinle ninG édé Yoruba?
Oluko 1: Bée ni!
Oluwadii: Ni sOki, ¢ salayé éro yin nipa eré ti awon aké¢koo seda fanra won, ti won
si se agbékag¢ ni kilaasi.
Oluke 1: O jé ohun t6 wa mi 16ri papo pelu bi awon akékood yen se seda eré fanra
won ti won si gbé e jade fanra won. Ind mi dun papopupo lati ri won pé won se ird
nnkan bayii. Won se awon eré yii ni sise-n-telé, won mi awon oye jade, ibi ti éeyan
gan-an 0 foju si pé won ti le se tabi won 1é soro dé, won mua un débe, 6 j¢ ki ind mi
dun, ori mi si wa peld.
Oluwadii:  Taa ba so pé ki eyin gége bi oluko ki e seda itan fin awon akékoo ti 6 e
ko won niwa omoludabi, yato si eyi ti awon akékoo ti se yen, ki ni ¢ maa se yato?
Oluko 1: E sé mo dupé. Ti émi ba fé seda itan nipa omoltabi, maa tin tinbo se,
maa jé ki iwadii mi tabi eré ti maa ko kd jinle nipa bi obi se n ko omo ni iwa omoltabi
tori ohun ti obi ba fi Ié omo lowo lomo 6 dagba peld ¢. Maa si si 0ju won si iwa té wa
ni awujo k6 méa baa ye won lése nind hihu iwa omoltabi won.
Oluwadii:  Tyen ni pé ¢yin gbagbé ninti pé ipa ti 0bi i ko lagbara ju ohun ti éniyan
le fowo ro seyin lo?
Oluko 1: Bée ni ...bée ni
Oluwédii:  E seun! Bawo le se ri ifé awon akekoo si eré ori itagé sise si?
Oluko 1: Ahhh! Won nifeé re pupo. Won jé kd han si mi pé ohun ti ind awon dun
si 1ati maa se ni. Ind mi si dun pupo.

Oluwadii: hun! Pé won nife¢ si a si le maa fi ona yii ko awon akekoo ni iwa

omoluabi?
Oluko 1: Bée ni, béeni...
Oluwadii: Awon isoro wo 16 wa pagidina sise é daadaa?
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Oluko 1: Isoro akoko ti mo ri nibé ni pé ohun €&l ti won fé 10 lati fi se eré yii,
won ko si i ni arowotd, omiran & dé & ni oun fé mannkan baii nilé, iya oun 0 gba, oun
fé mu nnkan baii lati fi seré baba oun 0 gba. Sugbon ti awon ohun éelo yii ba wa ni

arowotd won, yéo fi jé ko wawon 16ri si i.

Oluwadii:  Tabi té ba wa ni ilé-¢ko gan-an abi?
Oluko 1: Bée ni, bée ni, ki ilé-eko gan-an ni awon ohun-eelo yii, bi aso bi ileke,

bi aago, orisirisi ohun-elo iseré ti won & ri 10 lati fi se eré yii, yoo j¢ ki 6 tin wi won
16ri, yOO tun ri bi i todto gidi. Int won 6 dun lati se eré yii. Ohun ti mo ri pé 6 pagidina
aseyori re niyen

Oluwadii: E seun gan-an, a maa ri yin ba o, ¢ seun tée gba wé laaye o.

Oluko 1: E sé!

TRANSCRIPT TWO
Oluwadii: E kéaro o, Oluko wa. E seun gan-an ti ¢ gba wa lalejo lati bi ose bi
me¢jo mésan-an nilé-eko yii la ti f sis¢ iwadii, ti ¢ si ti n ran wa 10wg. Olorun yoo ba
wa ran ¢yin nda lowo o. E seun gan-an.
Oluk¢ 2: Amin o.
Oluwadii: A fé bi yin ni awon ibéére kéékeéké kan nipa awon ohun ti a ti se.
Sugbon ni akoko, njé a lé ba a yin padé? Kin ni ortko yin, irt oyé ¢ko wo ni ¢ ti ni,
nipa iriri yin, odin mélao le ti n ko ede Yoruba ni ilé-¢ko girama?
Oluke 2: Oruko mi ni Abiléko Waabi. Mo n k¢koo nilé-eko Humani Alaga High
School, Sango, n’fbadan nbi na la wa. A gba degree wa ni Yunifasiti Ibadan nibi. A si
tin bo sipele keji naa, Yunifésiti Ibadan naa ni a ti gba &.
Oluwadii:  lyen M.A, abi?

Oluke 2: Tyen M.A. ki Olérun tdn ran wé lowd si i.

Oluwadii: Olorun yoo ran gbogbo wa [owo.

Oluko 2: Ase!

Oluwadii: O t6 bi odliin méloo bayii ti e ti n ko édé Yoruba ni ilé-¢ko girama?
Oluko 2: Ti mii ba ni k& kan bu u, 6 ti 1é ni ogln odun.

Oluwadii: Haa! Agba ojeni yin o! Qlorun yo6o ran yin 16wo. Qwo yin le 6 fi gbetod
yin o pelt 0go Olorun. E seun!
Oluk¢ 2: Ase, ase!
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Oluwadii: Ni iwonba iriri ti ¢ ni peld awon akékoo ninl sise eré ori itagé lati ko
ara won ni iwa omoluabi. Njé e I salayé erod yin nipa eré ti a ko fin awon akékod ati
eré ti isori awon akékoo kookan gbé kale fun ikoni ni iwa omolUabi?

Oluke 2: Ni oju iwoye temi. Gbogbo awon akori ti eré yii gan-an ti won gbé da
ni, gbogbo won 16 ba awujo Yoruba mu, lakooko. Eléekeji, iha ti awon omo ko si i, e€
ri pé ind won dun taa si ri pé won ri ¢k¢ tan tabi méji ma nind awon akori wonyi.
Eléeketa ni wi pé gbogbo, ni igheyin-n-gbe¢yin, awon ¢ko taa ri fayo nibe, 6 ko ... 6 ko...
6 ko wa ni ...badwo ni mo se le gbé e kal¢ o....

Oluwadii: (6 ja lu oro) O ko wa ni iwa omoluabi

Oluke 2: (6 gba & 1énu ré) htn-un-an! O ké wa ni iwa omolGabi ka maa sotito, ...
bi eko iwa rere. Gbogho awon akori wonyi 16 ko wa ni ¢ko iwa rere ti awon omo ilé-
¢ko ti won le di ma 1ati 10 ni 0jo iwaju ti won 0 fi ni si es¢ gbé, yala ni won ba ara won
ni ipo giga ni o tabi ni aarin awon akegbé won.

Oluwadii: Iyen ni pé ohun ti ¢ 11 so ni pé Ki i se ni isinsinyii nikan ni ¢ké yen wald
fan won, titi ayé ni?

Oluko 2: ke é se nisinsinyi, y66 tan méa walo fun won titi ti ti ti tAwon néa ¢ fi
goke agba ju bayii lo.

Oluwadii: E seun! E jowo ti a ba ni ...eyin gégée bi oluko ti ¢ ba ni anfaani lati seda
eré fin awon akékoo yato si yi ti oluwadii seéda. Ona wo le 6 gbe gba, ti 6 fi yato sf, ti
y60 si tan fi dara ju eyi ti a ti gbé kale fun awon akékoo lo?

Oluko 2: L606to, ogbon té e 10, ogbon té daa ni lati gbé awon eko vyii kale.
Sugbon ohun ti emi iba tun fi kan un ni afikin temi ni ti a ba tun gbé e gba ona bi alo
y60 tan yé awon omo Yii siwaju si i, nitori pé alo tin je mo bi eré ti awon omodé ti
won maa n fé lati gbo. Mo fé wo 6 pé eléyii ko ba tin jé bi afikun ti a le se peld
gbogbo ogbon ti eyin ti gba lati gbé e kalg.

Oluwadii: E seun. Tori pé alo gan-an tile maa n ko ééyan ni iwa omolGabi. A 6 ri
ijapa té wuwa o0jukokoro té pada wa ri atubotan re.

Oluk¢ 2: Bée ni! A4 ri nigbeyingbeyin.

Oluwadii: E seun! Njé kin ni iriri yin nipa igbéaradi awon akékoo, agbéakale eré
won ati ife ti won ni si eré ti a gbé kale fin won yen gan-an?

Oluko 2: Tée ba wo 0, ogbon teyin gan-an tée ti fi gbé awon eré yii kale, nitori pé
gbogbo ¢ le fi orin, orin t6 ko wa ni iwa rere, orin ti ¢ ti fi gbé wa Iokan ro lati fi wo, pé
ka wo pé kin ni awon akékod gan-an fé gbé kale ninu eré yii. E ti payamo bi éto re y6o

se lo pé nind orin yii gan-an a 6 ti mo pé ogbon ti eré yii fé ko wa niyii.
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Oluwadii: Kin wa ni ifé awon akékoo gege bi iwoye yin. Bdya nigba ti a 0 ti¢ si
nilé eko gan-an, njé won se awon nnkan kan ti won n se.

Oluko 2: Won nifeé si i plpo pupo, nitori I¢yin igba ti ¢ ba lo tan, ¢ 6 ri pé awon
orin ti ¢ ko won yen, won & tln ko6 ara won jo won & méaa ko o ti ind won 6 méa dun ti
won 6 maa j6 si i. Eléyii fi han wa wi pé nitodto nito6to won nife¢ si i. Ind won si dun
Si .

Oluwadii: E seun gan-an, a 6 maa ri yin ba. Eyi to kéyin ré ni pé isoro wo ni ¢yin
ro pé a doju ko ni lilo ogbon eré yii lati ko awon akékoo?

Oluko 2: Isoro alakookod ni pé ariwo won nitori ifé ti won ni si eré yii, 6 i di
awon akegbé won 16wg. Eléekeji ni pé alaafia ile-iwé gan-an...aa le pé é lalaafia 0. Ko
di alaafia 1owo o, Iéyin ariwo ati pé nigha miiran, asiko 1& ma fé¢ to. Asiko 0 t6 plpo

I&ti fi gbé ohun ti a f¢ gan-gan, ohun ti a fé pe si okan awon akékoo, asiko o t6 fun wa

t6 bee ge.
Oluwadii: Kin wa le le da labaa gégé bi ona abayo?
Oluko 2: Hun! Aba ti mo I& mG wa ni pé t6 ba di igba miii, boya igba ti a 6 maa

mu ni boya igba ti won ba ti pari td j¢ bi i pe asiko ijade won. Ko wé ni j¢ ikoni ninu
kildasi mo bi ko se ‘co-curricula activity’. Boya bi i ‘club’. Tori pé asiko ti a n 10 nina
kilaasi ogoji iseju ni a ni ni kildasi. Eléyii le ma to lati se agbékale eré wonyi. Nitori pé
¢ 0 ri pé awon akékod gan-an 6 wu won siwaja si i bi ki won ma tii pari re sugbon
asiko n p¢ wa nija lati j¢ wi pé won 0 se to bo se ye ki won se.

Oluwadii: E seun!

TRANSCRIPT THREE
Oluwadii:  E kéaaro oluko!
Oluko 3: E kU 0jumo!
Oluwadii: E seun ti a gba wa laaye lati fi oro wa yin I¢nu wo fun igba die. A i se
ajoji ara wa. Ati bi 9s¢ méjo mésan-an ni a ti i se iwadii 16ri ona ti a Ié gba lo eré ori
itagé lati ko awon akékod ni iwa omoldabi, ni eyi ti yoo jé ki won ni ifé si hihu iwa
omoluabi lawuljo. Njé a 1& mo yin? Oruko yin, oyé ¢ké yin ati iriri ti ¢ ni nint kiko édeé
Yoruba ni ilé-¢ko girama?
Oluke: E seun. Ordko témi ni Ogbéni Fémi Akinsola. Mo jé oluké ni isé ti a pé
ni édé Yoruba, mo si n ko awon akékoo ni edé Yoruba lati odun die s¢yin. Mo bere
iwé-eri ... lati maa ko omo ni ¢ko yii ni lati ilé-eko Saint Andrews College of

Education, Qyo, mo wob¢ ni 1989, mo pari ni 1992. Mo se ... mo kékoo gboyé nipa

411



Ajésin University ti 6 wa ni Akungba Akoko, Iéyin nad mo pada si ilé-ckoFasiti ile
Tbadan, ni ibi ti won ti fikin imo mi lati ni agbéga, iyen ni a pé ni M.Ed.

Oluwadii: A t6 bi odin méldd bayii ti e ti n ko edé Yortba ni ilé ¢ko girama? Bi a
ba bu G ni méni méji...

Oluke: O ti 1é ni oglin odlin d4adaa ti a ti wa 1énu kikd omo ni édé Yoruba.
Oluwadii: E seun. Geége bi enikan, oluko kan ti 6 ti ran wa Iowo peld awon
ak¢koo SS 2 16ri eré ori itagé ati bi a se fi n ko won ni iwa omoluabi. Ni soki, njé ¢ lé
salayé ero yin nipa eré ti isori awon akékoo kookan gbé kale ni kilaasi?

Oluke: Bi mo se dagba té yii, émi funra mi mo ri aworan miii pelu agbékale
ilana ikomolé¢koo yii. Lona wo? Tori pé 1akooko, awon nnkan ti eré kéékéeké naa da 1é
16ri ni i se pell rira awujo pada nind ibi ti a ti ri si ni eyi ti 6 ma ipaléra b4 wa ni awon
ona gbogbo. A ri awon akori bi i iwa omolGabi, otito ind, awon nnkan to6 se wi pé
omodé nilo re¢, agba nilo re ni, ko si eni ti ko nilo awon nnkan wonyi tori pé ohun ti 6
sonu lawljo niyi ti gbogbo ré fi ri bo se ri yii. Awon ti a si wa mé un fin yii gan gan,
won nilo re, bi 6 tile jé pé abala awon agbaagba naa nilo re o, amo 6 ti fée di bdoran
tori pé agba ti a 6 na nisin-in-in, ko se é fegba na mo, oro ni bé ba si wu G 16 le gho
amo awon majésin wonyi, won nilo re, awon gan-an 16 ba mu ju lati fi fo awujo ba a ba
dagba lati fi ¢yin in l¢ fan won.

Oluwadii: E seun gan-an. lyen ni pé ¢ woye pé lilo awon eré wonyi lati fi ko
akékoo ni iwa omoluabi 6 dara?

Oluke: O se aanfaani t6 po, 6 se anfaani t6 po tori pé 6 mu imo ojl-owd Wa ju
kiko oju si kildasi k& so fun omo pé iwa omoluabi, kin ni iwa omolldabi? Ka bowo
ti won gbé e kale gége bi eré e itagé, awa gan-an bi a se ni a ni iriri t6 nidii is¢ yii, a
tin mu ¢k, a tin mu un kan ¢ko ni, nipa ilana yii.

Oluwadii:  E seun gan-an. Ibéere to kan ti a 6 fé ki e ba wa dahun si ni pé, bo ba se
pé eyin ni onkotan, ti a ni ki e seda itan ti awon akékoo se agbékale...ti oluwadii se
agbékale fun awon akékoo lati fi ko ara won ni iwa omolUabi, kin ni ¢ € ko yato, kin ni
¢ € se yato si ohun ti oluwadii ko?

Oluke: En! O6t6 le so, am¢ ohun ti mo ri 14ti bi 0se méjo 6 1é séyin yii, ti mo
ba ni mo ni afikan kankan, bi eni wi pe 6 fé ma nii 06to kankan ninG ni, nitori pé ni
akokg, iriri mi lénu isé yii, n 0 koko lo ilana yen ri, mi 0 de¢ ro pé ilana yen lé sisé fin
mi afi igba ti mo wo 6 ni mo to ri i pé too6to ni, ilana yii sise ju ilana ka kan bo soju
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patakd ka ko o lo. Tori pé ohun ti mo koko ri ara awon iwoye mi akoko ni awon
ak¢koo ti ¢ 10 ati bi awa naa se kan un yin lowo si, mo ri wi pé isé yen yato, bi n ba fé
so nnkankan kan ti 6 fé jo 9, ohun ni pé boya ibudd, kin de¢ 16 Ié j¢ ki n lo ibud6 ni wi
pé ibi ti a 10 Ie mé& fi gbogbo ara jo ibudd itan sugbon a ri nnkan ti a f¢ 10, a ri i fayo.

Oluwadii: Bée ni, iyen ni pé t6 ba se pé ¢yin le f¢ seda itan yen fan awon akékod
yato si oluwadii, e¢ lo awon ibudo itan miii t6 yato t6 si se afihan ohun ti won f se

gan-an. Tyen se pataki nind eré onitan. Bé¢ ni.

Olukae: Bée ni.
Oluwadii: E seun gan-an. Ohun t6 tun dabi i r¢, té fara pé e ni pé ¢ ti maa ni

opolopo iriri peld awon akékoo nigba ti won n se igbaradi, opolopo igbaradi won gan-
an 16 jé pé eyin gan-an le ba wa se akoso re ki oluwadii té dé, a si 1t yin 10go enu fan
ise takun takun tée se. Kin ni awon iriri ti e ni 1asiko ti awon akékoo f gbara di tabi ti
won 1 se eré ori itagé yen?

Oluke: E seun. Aaah...iriri ti...mo ni gégé bi oluko ohun ni wi pé, lakooko, Ki i
se Wi pé awon akékoo yii ti n se is¢ yii téle, 6 wa ya mi Iénu pé igbaradi won, 6 ya
kénkén ju bi émi gan-an se fokan si lo. Tori pé bi a tile¢ n ko won naa bi a se so wi pé a
mo ohun ti a n se td ki i fi gbogbo ara ya kdnkan amo bi won se 1 se é n ya mi I¢nu, wi
pé, ah ah, awon omo ti a n ma 16ri 1orun nda ni won n se eléyii, ka té wi eléyii, won ti
se tan, ka t6 so pé ¢ se eléyii, won ti se tan, tée ba si ti se ami si won pé, ¢ gbdhun soke,
won ti gbo ohun ti a n wi, owo lasan ni mo fi f jawe fan won. Won si ti gbo ohun ti a n
so. Eyi wa ya mi Iénu patapata pé k& nir( imo yii bi 6 til¢ jé pé 6 I gba asiko, sibesibe,
imo t6 le ma éré wa ni. Akiyési mi niyen pé igbaradi awon omo yii po ju bi a se fokan
si lo. Tori igha tée koko so fiun mi mo ti ro pé ahhhh.....kin ni yii 6 fi asiko sofo oo!
Amo nigba ti a dé ori papa, taa dé ibi awon ibudo eré, a ri i wi pé, 6 yato gédéghé si
nnkan ti a ni 1éro.

Oluwadii: E seun gan-an, iyen ni pé, ni iwdye yin, iriri ti ¢ ni ni pé awon akéekoo
nifee si i ju ona ti a n gba ko awon akékoo téle lo.

Oluke: Bée ni. Tori wi pé ¢ se afihan imo oju owo. TA si jé wi pé nigba ti ¢ ba
tan lo tan, ti mo ba tan n koja lo fin ra won, won tun 1 tin kin ni yii se, 1éyii to si jé pé
eyi ti a ko won gan-an, tda ko ko ko, won 0 ka &, won 0 wo 6. Mo wa wo 6 wi pé, kin
ni nnkan t6 wa,...sugbon a 0 tun gbiyanja lati so fun awon aldse, paapaa julo ird oga
ilé-iwé yii, Ogbéni Tijani, a 6 so fin won nipa iranlowo ti won ba & se fin wa bi ¢ ba
pari is¢ iwadii yin, bi a

O se wé awon omo lati k6 won jo lati maa 10 ird imo yii ni awon abala...
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Oluwadii: haun! Tyen ni pé ¢ i péte bi a se le ni bi eghé?

Oluke: Bi a se n ba a lo yen ni 6 wa si mi lokan pé ti a ba lo asikd wa daadaa
peld irt imo yii, yoo fin wa ni anfaani té po fun awon omo lati méa yege.

Oluwédii: Hunnn! E seun gan-an. Tyen ni pé bi mo ba gb¢ yin yé daadaa ohun ti ¢
fn péte re ni pé léyin is¢ iwadii yii a e ni bi i egbe kékeré kan taa mo ti ko awon akékod
bi ‘club’. Ti a 6 ti maa ko awon akékoo ni eré ori itagé ati ewi Yoruba fan iwa
omoluabi.

Oluke: Bée ni. Kdda 6 tan ti wa si mi lokan pé a tun le f¢ dé abala miii ti imo

yii yoo fi kun patapata.

Oluwadii: Bi abala wo?
Oluke: A si lé papa 10 6 ni kéékéeké ni abala girdma néaa, a lé papa 10 6, bi

abala aropo ortko. A le 10 6 ti okookan won 6 dud ni kéékeeke, ti won O sujo ni
kéékeeke, ird...gége bi apeere, aropo oruko enikin-in-ni ‘mo’, ni eyo, aropo oruko
enikeji, aropo oruko eniketa eyo, opo, ti enikan ba dard, ‘mo’ mo ra ¢ja, ti won ba di
méji, aa lo ‘a’, to ba di enikin-in-ni koju si enikeji, ‘0’, t6 ba di pé, eyin méji dard
nisinsinyi bayii, ‘¢’, t6 ba ti fi di eni keta ni won 6 soro

Oluwadii: Ohun ti ¢ n so bayii ni pé ki i se iwa omolUabi nikan, tabi asa nikan,
tabi ewi nikan la lé fi eré ori itagé ko, pé a lé fi ko edé nda?

Oluke: Mo ti fi eléyii ko eko mii pé a le fa a lo abala girdma, oun ni apeere
aropo oruko ti mo n so yen ni eni Kin-in-ni eyo, ati opo, eni keji eyo ati opo, eniketa,
eyo ati opo.

Oluwadii: E seun gan-an. Ahhh...Pell iriri yin peld awon omo yii, ogbon atinida
WO ni ¢ woye pé awon omo Yii gan-an mu wo eré ti a ko fun won yii?

Oluke: Mo ri apeere lara won tori wi pé, s¢ ¢ mo, eni ti ko seru ¢ ri 16ja wa t6
de gbé kale ni ilana ti awa naa fi so pé eléyii se é gbé han. O timo si wi pé, alayé soki
ti ¢ se fin won yen, ti awa naa tan fi kin un yen, ebun yen til¢ ti f be lara won téle, 6
wa ku eni ti y00 gbé jade, ti ¢ 0 ba si gbé ir isé iwadii yii dé bi, won 1€ méa ni ti won 6
fi jade layé, tori pé Yoruba ni a kii dagba koja ohun ti a 6 ba mo.

Oluwadii: E seun! E dakan, awon isoro wo ni ¢ ri i pé a doju ko, lakootan, ni atari
a ti se ise iwadii yii, ati pé ona wo ni ¢ ro pé a lé gba yanju ¢ ti irafe ogbon ikoni yii
yo0 fi te siwaju ni ilé-¢kd. Awon isoro wo ni a dojliko nigba ti & i se is¢ yii?

Oluke: Hun! E seun. Ara isoro akoko ni asiko ti a 10. Ti kii ba se ti awon ti won
mo nipa éto ek tabi ti won ni iriri nipa eto ¢ko, 0 se é se ko ma rogho t6 bo se rogbo
yii. Tori pé ohun t6 koju si enikan, ¢yin 16 ko si elomil. Am¢ nigba ti a daya ko ¢, taa
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ba a dé aarin kan, a si j¢ ki awon alds¢ mo wi pé kin ni yii, ibi ti a ba a dé, tori a n fun
won labo bi a se 1 se é, pé ibi ti a ba a dé yii, 6 timo si pé 6 se é se ki éré r¢ po ju isé
iwadii lo tabi fifi asiko sofo lo. ¢ jé ki & tepd mo on. Ohun ni pé abala ti a sakiyési,
asiko ti won n 16 nib¢ yen ati awon omo ti i wa yoju lati kilaasi ibo miii, opo won 0
gborn si oluko lénu titi o m¢ tori pé awon nda n f¢ wa se nibe, bée won ¢ si si lara
awon ipele akékoo ti a lo.

Oluwadii: Se a le so pé iyen jemo isoro aikd kildasi ni ijanu bé se to 10 jé ki awon
ak¢koo miii maa fé wa yoja wa?

Oluke: Ko séni ti ohun té daa 0 wu uu! Won 6 ho 09, Tori pé agogo ki i fohun
tie ni pelépelé, ohun ti ¢ ba ti jo m¢ eré itagé, ecen, bi sikinminrin ba woja, terd tomo
ni i j6 o ni. Ohun ni 6 fa a ki i se pé boya ko wu won ki won feti si oluko ti n ko won.
Amo nigba ti oro ti di wi pé, iran ti won ghé wa yii, iran ti 6 lagba ra ju oye won lo ni,

dandan ni ki won wa wo 6. Ohun t6 bi i niyen.

Oluwadii: Bée ni. E seun. Ta a ba fe...

Oluke: Amo a se atlnse la’ti ri pé won 0 fi asikd won sofd iyun-un awon toro 0
kan.

Oluwadii: Taa ba f¢ maa lo irG ogbon ikoni yii 10jo iwaju, ona wo ni a le gba

yanju isoro yen, tawon akékoo miii ti won 0 fi ni wa maa yoju si ohun ti ko kan won ni
kilaasi ti a ti n se eré ori itagé?

Oluke: Hunn! T6 ba se wi pé aaye le gba wa ni, nigba ti ilé-¢ko ti a ti n lo awon
is¢ 1wadii yii ti mo, eto ni ki & fi ... t0 ba se é se, ...a lé lo.. a leé méaa lo asiko ti awon
akekoo yoo ti ku sdata nilé-iwé. Ti won 0 ni té6 nnkan m¢, yé0 din ariwo ku, yéo si fi
awa paapaa lokan bale, asiko ti won ti fé jade maa lo ilé. Opo won 6 ti maa kénja, awa
fé se.

Oluwadii: Iyen ni pé 6 18 ma jé asiko ti won i ko won nisé gan-an? K6 maa jé bi
‘co-curricula activity’?

Oluke: Bée ni. YOO si papa fun wa ni ési ta a fé. Eyi y6o ma adinku ba ki awon
ti oro 0 kan ki won wa méa yoju. Tori nibi ti a ti n 1é won néa bi i pé idiwo di¢ di¢ n

wa. Ti 0 ba je pé a pinnu lati jé¢ ko ni di wa lowo.

Oluwadii E seun gan-an. A 6 maa ri yin ba o. Olorun a jé ke ¢ pé fin wa o.
Oluke: Ase!
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APPENDIX XI1I
TRANSCRIPTIONS OF THE FOCUSED GROUP SESSIONS WITH
STUDENTS

FGD SESSION A

Oluwédii:  E k&aéro ¢yin aké¢koo!

Awon Akékoo: E kaaaro o!

Oluwadii: Tbéere akoko ni pé ni soki njé ¢ 18 salayé awon &ro ti e ni nipa eré ti a
gbé kale ni isori kookan? Kin ni ero yin nipa re? Bawo 16 se dara si, bawo ni 0
se dara si?

Akekoo Al: Eré ti awa isori Kin-in-ni se ni iber¢ nipa otito, eré nipa mimo on so
otitd. Eré naa ko wa logbon t6 po. O ko wa pé ka méa so ddodo, tori pé téeyan
bé so 0dodo, 6 maa fn gbé ééyan débi giga. Eré isori keji tda si se, n ti mo ri si i
ni wi pé 6 daa kééyan maa se oore, ko ye ko jé pé ohun ti ééyan ri, éeyan saré
So pé mo ti ri i naa niyen, éeyan gbodo tie koko farabale naa lati wéa eni ti 6 ni
nnkan ohun. Téeyan b se eléyii, eni ti ¢éyan ba ri nikan ohun 0 le se oore fin
eeyan, b6 ba si wu G 6 Ié ma fan ni, am¢ ti ¢ ba tan pada ri ni 10jo iwaja, yéo
ni... haa, omo déaadaa leléyii tori nijo ti mo so nnkan baii bayii nu, 6 ba n ri i.
Triri témi nind eré ti a se n4a niyen.

Oluwadii:  Taa lo tun ni oro, ¢ ma gbagbé pé ijiroro ni a nn se o, o lé tako ohun t6 so
ko o ri i pé 1éro témi, baii baii ni o.

Akékoo A2:  Thowofagha, 6 dda kééyan maa bowo fagba tori ééyan lé tori agba ri
oore, t6 ba jé ikeji naa durd 10josi nigba ti akoko re fé gberu lowo agbalagba ni,
t0 ba se pé oun nda duro ni, 6 se é se ki ohun néa ris¢ nigba naa. But ¢la pé
ikanju t6 fn kanji ko tan ni ibowofagba, nnkan t6 fa ti¢ niye ti 0 fi pada ni isé
nigba yen. Ni isori keji, 6 daa keéyan méa ni sudru kéeyan m¢ si méaa kanju
labe ¢ gbona. To ba jé pé iyawd yen nisinyi ko kanju pé ki oun je gbogbo ogun,
gbogbo ogun oko won ni, 6 se é se ki nnkan ma se é. O se é se ko maa ku, ki
nnkankan maa se € nigha yen. ola pé ¢ n kanju naa ni.

Akékoo A3:  Eléyii td so nipa re, ibe ni mo ti fé so...sudru ni, 6 daa kééyan maa se
stdru. Sudru a maa sokuta jinna. Nipa suuru, gbogbo niikan a maa ba eni ti 0 ni
nnkankan, é¢yan ti 0 1é€yan, t6 ba se sutru 6 le débi giga. Gbogbo ohun ti a n
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wi nipa suuru nibi isori keji yen 6 da l6ri pé té ba jé pé iyaalé yen, nitori pé 6 se
sturu 16 fi wa pada wa ri ére je. Ka pé oun naa 0 ba se sudru ni ti oun naa ba fa
wahala, 6 se é se ko ma ri ére r¢ je.

Oluwédii: ~ Sé gbogbo yin ni ¢ gba pé 6 daa kééyan méa se sudru?

Awon Akékoo: Bée ni!

Oluwadii: Wi pé eré yen si ko wa ni sudru sise?

Awon Akékoo: Bée ni!

Oluwadii: Sé gbogbo yin ni ¢ gha pé 6 daa kééyan maa bowofagba gége bo se so?

Awon Akékoo: Bée ni!

Oluwadii: Pé eré ti a si gbé kal¢ yen ko ni nipa ibowofagba?

Awon Akékoo: Bée ni!

Oluwédii:  Sé gbogbo yin ni ¢ n bowo fagba? E soro o!

Awon Akékoo: Bée ni!

Oluwadii: (O toka si akékoo ti 6 lora lati dahun) o ni érd kan ti 6 yato si bibowo
fagbha?

Akékoo Ad:  Ehn! Emi 0 ri si ki éyan bowo fin agba ti 0 ba bowo fun ra ré. Agba
miii wa gan-an ti 0 jé pé bééyan ba bowo fin won gan-an, agba miii maa n se
laagba langba.

Oluwadii:  P¢é agba miii maa f se langba langba. Ira awon agba wo ati pé kin ni
itumo pé agba n se langba langba? Tori pé 6 ye ki eeyan fi ijanu si ibowo fagba
nigba miii, abi? sé mo gba a?

Awon Akékoo: Bée ni!

Akékoo A4: di ti mo se so bée ni pé situation ti a wa nisinsinyi, orisirisi oro la d¢ n
gbd bo se n 1o sotun-un, b se n 1o s6si. Béaa se n gbg rapist 1a n gbo things like
that.

Oluwadii:  Agbalagba miii wa ti 0 danti, ohun ti 6 fi gbiyanju lati so niyen tori &
gb¢ ifipabanilopo. ehn ¢hn, irl agba yen t6 ba jé pé 6 fé to ba jé gba ibi
ibowofagba wolé si eeyan lara kééyan kule yera fan un.

Awon Akékoo: Bé¢ ni!

Oluwadii: Taa 16 tan 1oro miii lati so?

Akékoo Al: Ti ibi isori keta ti eré won eléekeji....eemm....nipa kin ni? Itéloran! O
daa itelorun, eré naa ti won se, a 0 fi bée ri ohun ti 6 ma it¢lorun jade gan gan
gan, a a fi bée ri i nind eré ti won se. 1télorun yen gan gan gan ti won fé mu
jade fan isori eré oun, a a ri nina eré ti won se.
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Oluwadii: Hun-un. Tyen ni pé ¢ko ti won ni 1okan lati ko wa Ko ti¢ je yo?

Akékoo Al:  Bée ni, ko je yo, ko jeyo fibe.

Oluwadii:  Njéari eni ti 6 wa ni isori keta nbi? Njé o gba peli ohun ti 6 so yen?

Akékog A5:  LO0O6tO ni, tori ko si much of time fin wa.

Oluwadii: So, ard isoro ti a doju ko ni pé ko si asiko lati le ghé ¢ko inu eré naa
jade daadaa

Awon Akékoo: Bée ni!

Oluwadii: Eyin nda gba pé 1606to, itélortin o je jade. Sé a 1& pé ni ¢bi eni ti 6 ko
eré yen, abi ebi awon akékoo to se é?

Akékoo Ad:  Awon akékoo ti won gbé e fun lati gbé e kale

Akékoo Al: A le so pé so pé awon t6 se é, a si 18 so pé eni t6 ko 9. Awon méjééji
naa lo jo Iébi.

Oluwadii: Lona wo? Bawo ni Eni té ko o se I€bi? Bawo ni awon to se é se lebi?

Akékoo A6:  Awon to se €, awon to se &, won se é gégé bi won se ko 6 ni. Bi won se
ko ¢ ni won se se é. Igha ti won dé ko 9, ko si ... as in itélortn yen 0 jade nind
re.

Oluwadii: Ko fi b¢e je jade lati ina script ti onkotan ko

Akékoo A6:  1di ti mo se so pé Ki i se 0do awon akékod 16 ti wa niyen. Eni t6 ko ¢

Akékood Al:  Awon t6 se é nda 6 ye ki won fi éro okan ti won naa si. Lati mu nnkan
to je itélorun jade.

Oluwadii:  Ona wo ni ¢ rd pé won 1& gba md un jade? Gbogbo wa la wo eré un.

Akékoo Ad: Igba ti baba n travel yen...to f re irinajo, awon omo méjééji, 6 pé won
kal¢, boya egbon ati aburd, mi 0 mo ortko won sa. O fun abaro ni ... pé ko maa
se ika...egbon...nnkan ti 6 si fiun ¢gbdn ko t6 nnakn t6 fan aburo.

Oluwadii: Ona wo wa ni a 1& gba ti itélorun ¢ fi jade

Akékoo Ad:  Ona odo eghbon tori egbon yen 0 ni itélortin ohun ti baba fi kale fun un.

Akékoo A7: Nnkan ti egbon ba wa si odo babaldwo gan-an, ko so ¢....0t0 ni nikan to
lo so 10do babalawo.

Akeékog A2:  Nipa oro ile, 0 ye ko so nipa wura,

Akékoo Al: O wa ye ko tin wé pada ri ére aini-itéloran re je.

Akeékog A2: Nitori babalawo ohun kilo fun, ¢ kan kilo fan un ni, ko si ere re. Eni ti
nnkan 0 ba se ri, ko le mo bo se ri.

Oluwadii: Hun-un! E seun 0. TA0, ibéeré miii...e jé ki & karo 16ri erd wa nipa re.
Tbééré mifi ti mo tdn fé k& dahun si ni wi pé t6 ba jé pé iwo gégé bi akékod la
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fun ni anfaani lati ko eré, awon eré kookan yii, bdwo ni wa a se ko ¢ lona t6
yato? Ni bayii, mo fé ki isori kookan soro 16ri eyi ti won se.

Akékoo Ad:  Nind eré Otitg Lére, igha ti Kabiyési pe awon omo yii, eemm...students
I&ti university wé, 6 d¢ ko agbado fun won pé ki won lo gbin agbado, igba ti
asiko ikore to 1ati fi nnkan ti won se han, awon ti won mud agbado wa nibi ti
agbado 0 ti wu, to jé pé agbado ti Kabiési fun won ko 1& wu, eyi t6 de wa so
00t9 yen, 0 ye ki ijiya wa fun awon t6 paro yen, ‘so’ igba ti Kabig¢si d¢ ti fin
won ni ...fun eni td so6to ni ére, ‘so” 6 ye ki won le fi ibi ti 6 ti lo ti won ti se
bayii (6 kawo léri lati sapéjuweé kikabaamo).

Akékoo A8:  Emi ro pé nibi oore sise, 6 ye ka show ibi ti Asaké ti fi se awon oore
teletéle, ké td di pé 6 se eyi t6 di nnkan gidi mg on 1owo.

Akékoo A9:  Ninu eré ibowofagba, nigba ti 6 ran iya agba yen 1owo, ti ol6ri ibi is¢
yen t6 fi fun iyun-0n ni isé, wi pé k6 wa bere isé. O ye Ka ri igheyin ikeji yen,
nnkan t6 pada ri, ¢si...nnkan t6 mt un, 6 ye¢ ka rési re, kési r¢ naa jade sita pé ah
ah..nnkan t6 se é nigba ti 6 se nnkan bayii ... 6 ye ka ri nnkan t6 ma un.

Akékoo Al: (O n da Akékod A9 I6han) Awon méjééji ti ri ijiya won, nipa igba ti
won ti mu okan lo si il4 eebd ti won 0 ti ma awon yooku, ko si ijiya to tin ju
oga ilé-ise oun ti so fin un wi pé enikan ni a 6 fln nis¢, a 0 ni fan ékeji nis¢,
ere iseé re ni, 1jiya ti¢ naa si nu-un.

Akékoo Ad:  Amo won so pé ardbafin loba & pa. Won ni igba ti won ti kuré fan oba
pé ...6 dabi pé won ri oba fin...won 0 de se 00t0...s0, 6 ye ki won ri ijiya, ... 0 ye
ki won ri ijiya won ni nnkan ti won se. And what group two de¢ se ti
eennn...won ti lo ilé-isé, won ti lo ilé-isé yen, ohun ti ardakunrin yen se téle ko t6
di pé 6 jere isé owo ¢, 0 ye ka ti maa ri i ti 6 se iwa ika ki t6 wa di pé 6 ka éso ¢.
That’s what I think about it.

Akékoo A10: Nibi ti dwon iyaalé ati iyawo ti i, iyaalé yen, 6 ye kd mo idi ti 0 fi romo
bi nilé oko, ati wi pé gbogbo bi iyawd ye se n se si i k& tie mo nnkan t6 fa 4
gangan, boya lati ibi isesi 10 ti fa & ni o...eéyan 6 mo nnkan té sele, 6 kan
sadédé so pé oun 0 romo bi naa ni. Ohun ti mo f¢é so niyen.

Akékoo Al: O maa n wayé bée ki obinrin ko yagan, 6 maa n wayé bée ko yagan, ka
si ma mo idi re. K& ni pé ko teteé romo bi, 6 maa n wa bée lati odo Olorun, ke é
se pé gbogbo eni t6 ba ti fi gbogbo 0jo igha kékeré r¢ se radarada nikan ko ni 0
ni romo bi t6 ba dagba, 6 maa n wayé be¢e, t0 si jé ori omo 16 maa n pomo
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6 ye ka gbé han ibi ti won ti n gbin agbado yii, ki won ba Ié mo érongba
okookan ninu won, nnkan ti 6 lo so fun Kabiesi t6 ba di osupé keta ti won fé lo
ko ere oko fun Kébiési pe ohun ti a k6 wa ré é o. Boy4, n 6 pada lo par¢ fin
Kabiyesi ni tabi 06t ni n 6 pada lo so, 6 ye ki won ba wa gbébe han.

Akékoo A4:  Nnkan ti émi le ri so ...eemmm...ardbinrin yen, 6 ti so fact nbe 1606t9,
tori akosile 0 le tasé, 6 ni akoole nigba miiran pé 6 ni time tébinrin méaa bimo, 6
de ni time tda méa ku, so, akosil¢ 0 le tasé that’s what I want to say about it.

Oluwadii: E seun, ¢ jé n ju ibéére kan sita. Ninu eré otito léré un, té ba se pé iwo, 0
sele 16 ayé, won fan un yin lagbado, o spi gbin in ko wu, kin ni iwo 06 se?

Akékoo A9:  Emi 6 lo mu ba eni to flin wa ni wi pé agbado tée flin mi 0 wa, tori ti n
ba ni ki n pur¢ yo60 pada yo I¢yin nda ni at last pé kin ni yii, ah ah, kii se bi mo
se fun ¢ leléyii

Akékoo A8:  Emi maa lo ra agbado miii ni. Tori en, 6 fin mi lagbado ko wu, se maa
wa lo so pé nnkan t¢e fin mi ko wu ti mo de mo nnkan ti mo ¢ gba ni owg re,
maa wa so pé ko wu, émi maa lo rora lo ma agbado miii maa gbin in.

Awon Akékoo: Bée ni!

Akéekoo Al:  Bée ni, ko wopo ti éniyan sooto ti won ba ti mo ére to wa nibe

Oluwédii:  Sugbon sé daa ki éniyan so6to?

Awon Akékoo: Bé¢ ni, 6 daa ki éniyan so6to tori 06td yoo pada yo naa ni. Otitd
lére, ...ohun ti emi 6 se niyen tori y06 pada yo léyin naa ni. ...amo otit¢ koro,
iro dun I¢nu, irg ni awon éniyan a maa pa. Iro lomo arayé f¢, won 0 fé
0019...00t0 16 maa n dabi iro 16ju omo arayé.

RN

Oluwadii:  Thééré miii ti mo fé bééré ni pé nigha ti ¢ n gbaradi fun eré yin, yala
oluwadii wa nbe tabi ko si nbe, tori mo mo pé, ¢ 6 se awon igbaradi kan nigba
ti a 0 tic wa gan-an. Kin ni awon iriri yin lasiko naa, bawo le se sak6so ara yin
si? Kin ni awon iriri ti ¢ ni nind igbaradi ati agbékale eré, ki i se igbaradi nikan.

Akékoo Ad: Triri temi ni pé igba ti a koko bere eré yen, it was like ah...nnkan ti
eeyan 0 se ri for the first time, 6 wa different sara, igba ti a tie¢ ti n se é di¢ dig,
6 n mo wa lara di¢ di¢, wi pé ah, nnkan ti mo I¢ se le I1éyii, niikan ti mi 0 1¢ se
leléyii, 6 je ki skills ti a le, some things ti a © mo pé a lé se, 6 jé ki & mo some
talents ti a ni.

Akékoo A10: Tru émi bayii, mo maa n tiju, sugbon nigba ti a ti bere, 6 tan fun mi ni
boldness die lati Ié face audience.
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Akékoo Al: Igba ti émi nda koko bere, 6 f ti mi 16ju di¢ di¢, sugbon nigba ti mo ri i
pé awon ero ti won durd si iwaju mi, ke é se pé won f¢ pa mi, nnkan ti mo fé
gbekale ni won fé wo, 6 tun fun mi ni igboya si lati méa se nnkan ti mo 1 se lo.

Akékoo A8:  Eyin le so fiin wa pé ki ma tiji wi pé ké ni igboya ...ni odo témi o, ko si
nnkan t6 burGi nbe wi pé kééyan jade bdya lati wa seré ni tabi lati wa direct
nnkan. Ko si nnkan t6 burt fib¢ ju pé ki n jade kééyan de¢ se nnkan téeyan f¢ se
lo.

Oluwadii: E seun, mo woye pé opolopo yin le fi ogbon atinuda yin si eré ti a ko
fan yin, paapaa julo awon té se nipa sudru, bi igba ti won tdn eré yii ko gan-an
ni, kin ni idi ti ¢ fi ma ogbon atinuda wo eré yii? Kin ni idi ti ¢ fi se afikdn ati
ayokuro si awon eré ti a ko fun yin?

Akékoo A10: Nitori pé bi a ba follow bi won se ko eré yen, ko ni f¢ md sudru yen
jade, ko ni fé yo ¢ jade daadaa. O se é se k6 mé jeyo, nnkan ti a fé yo jade, idi
niyen taa fi fi kan un. Lati ma ki ¢ko yen jade daadaa.

Oluwadii: Mo tin woye pé opolopo ibi ti babaldwo ba wa le se atinse si boya
alalaafa le 10 ni o tabi pastor, kin ni idi?

Akékoo A7:  Nitori pé taa ba se babalawo yen, ko si okunrin to 1& ba wa se é. Itori ¢
la se wa se ti alaafaa yen nigba ti a mo pé obinrin le se é, nitori ¢ naa ni a fi se ti
Alfa yen.

Oluwadii: Obinrin le se ya osun naa, kin 16 dé ti e¢ fi wa se iya osun?

Akéekoo A7: Nigba ti a fé se iy osun naa, aa ri aso, a a ri awon ohun-elo re.

Oluwadii: Hun-un! Ki i se pé boya eru ¢sin ibile n ba yin?

Akékoo Al: Raérao!

Akékog A7:  Eru ré 0 ba wa, nitori pé a mo pé nibi eré orf itagé yii, elésin repete ni
eeyan maa kopa nibi eré kookan.

Oluwadii: E seun, awon isoro wo ni ¢ doju ko nigba ti ¢ n gbaradi, nigba ti ¢ f¢ se
eré ori itagé?

Akékoo A4: Nnkan ti mo koko fé so ni pé lati kd oro po kéeyan t6 mo wi pé
ahhh...nnkan ti wa 4 so ré¢ é, nnkan ti wa a se ré €, yato si éyi ti won ko sind iwé
gan-an, bée¢ ni, ko easy... ko rorun, tori for you to partake in a play is not easy
at all.

Akékoo A3:  Eni akoko maa ma éro tie wa, won a ro po, eni keji nda maa mu éro tie

naa wa, won a ro 0 po titi ti eré yen maa fi jade, dun ni nnkna to6 sell, ko easy.
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Akékoo Al: Eyin 6 tan ri i pé¢ mimé on fi eemm...action, si i, bée ni, ise lati fi
gbogbo agbara ééyan se nnkan ti won fé ki 6 fi le je jade yen, 6 nira dig, amo
tééyan ba ti nigboya, ko si nnkan tééyan o le se. Téeyan ti fi ara re si ipo eni
yen

AN

Akékoo A8: Igba miii, nigba miii bayii taa ba fé se eré yen, teacher miii I stop wa,
to j¢ pé eeyan maa fé wa discouraged to jé eéyan 0 ni mo nnkan to fé se, but
igha miii bi ird emi bayii ti mo b4 ti wé ri awon group mi ti won ba ti ni pé ¢ j¢
ké se é, yod tan wu mi pada.

Akékoo A2:  Igba miii 6 18 jé pé 0séré kan t6 ye ko se eléyii ko wa, yi t6 ye ko se
eléyii ko wa.

Akékoo A9:  Igba miii akoko, ko sakooko, igha miii a lé fé seré ki won tin so fin wa
k& lo ibi kan tabi 6 tin maa n pa asiko ise miii lara.

Akekoo A7: Nigba miii kd t6 wa awon nnkan ohun-€l0 gan-an nigba miii gan-an 6
maa f waste time. Awon aso yen, 6 mda n waste time nigba miii.

Oluwadii: Kin ni aba ti a Ié d& fuan itesiwaju lilo eré ori itagé lati ko akékoo ni iwa
omoluabi ni ilé-¢kd girama? Awon aba wo ni ¢ ba da?

Akékoo Ad: O ye ka ni awon group ti won maa wa involved in play ... t6 jé pé won
maa lo ogbon tééyan ni, eéyan maa ko o po, ko ni jé pé igba ti won ba f¢ se
play ni wan 0 sese¢ mda wéa eeyan ko jo. That’s what I think about.

Oluwadii: Sé ti a ba da egbé yen sile ni ilé-¢kd yin bi Yorubd Drama and Poetry

Club, eyin naa maa nifee si i?

Awon Akékoo: Bee ni
Akekoo Ad:  Bée ni, ti won ba ti¢ f¢ se retirement, eéyan nda maa partake, something
like that.

Akekog Al: A ni cultural club sugbon ijo lasan ni, ko si pé a n kéwi tabi se eré ori
itagé gege bi ¢ se ko wa yii.

Oluwadii:  E seun.

FGD SESSION B
Oluwadii: Kin ni éro yin, kin ni iwdye yin nipa eré ti oluwadii ko fun yin pé ki ¢ se
ninu kilaasi lati ko iwa omoluabi?
Akékoo B1: 6 ran wa lowo lati méaa wadii ird eeyan ti a jé ati orisirisi opolo ti a ni.
Akékoo B2: O ko wa pé bo ba tan di ojo miii, a tin le maa ko awon omo ti 6 1 bo
léyin nda ni iwa omoluabi ati 1ati maa fi ebun ti a ni lati fi han won.
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Oluwadii: ~ Ohun ti mo 11 sg ni ero yin nipa akéonu awon eré ti a ko fun yin?

Akékoo B2:  Ti 0 ba gbé e yo nibi eré ti awa se ni tiwa. Igba ti bobd yen bl baba yen,

eyi td gberu lowo baba yen pada gbére is¢ ti ... eyi se afihan iwa omoluabi ati ére t6 wa

nbe.

Akékoo B1: Idi ti émi fi rd pé 6 gbé e yo nind eré ti awa se, Otito Iére, ibi ti 6 ti gbé e

yo ni pé ibi ti won ti dé 0do oba ti oba ti se afihan ohun ti 6 se, 6 de¢ so t6 j¢ pé ko ri

nnkan kan mu w4, t6 jé oba fun un ni ¢bun pé oun 16 maa lo si i1t dyinbo.

Akékoo B3:  Nibi eré ti awa se yen sudru ati ipamora, ibi ti 6 ti gbé ¢ yo ni pé ibi ti

iyawo ti di omi sénu ti ko fi da a 16hun ti ko fun un Iési, itumo ¢ ni pé ka maa ni sudru

ati ipamora. Igba ti iyawd ré ti a ni in lara to maa fn ba u, pé té ba ti bu omi sénu ko ni
se € se fun lati soro. Téeyan ba si n baayan ja, té¢ ba ti da a I16hun tééyan fi sudru si, to
ba ya ydo su eni yen.

Akekoo B4:  Sir, nibi eré tawa se, 0 fi, ¢ fi...ermmm...it shows the person that did right
and itshows the person that did wrong, it also shows the end result of doing right
and the end result of doing wrong, so ...on a normal circumstances, if you watch
such a play, it should teach you to do right and not wrong, when you see the
consequence of doing wrong and it is not really good. So, tééyan ba n se ddadaa,
tééyan de¢ n ri nnkan to gba 1éré re, tééyan ba de n se burikt naa té ri nnkan ti eni
naa gba lére nibe, & wu eni yen lati maa se daadaa.

of doing wrong, so

Akékoo B2: Mo fé soro kan eyi ti lyanu so ...I1ati le ni suudru tori layé isinyi awon
obinrin kan wa t6 jé pé won Kii fé ki oko won niyawd méji, t6 ba de ti wa ni,
sudru yen naa 16 ye ki won ni.

Akékoo B3: Mo fé se afikin si nikan ti Iyanu so yen, omi yen gangan ko ni nnkan ti
a focus 1€ 16ri bi ko se suuru ti iyaalé ni yen. Omi yen yen kan jé ko le kb ara re
ni 1janu lati mase soro tori ko si bi eeyan 6 se di omi sénu ti y0o tin maa ri enu
soro. Bi eéyan ba le daké bayii nigba ti enikan ba n wa wahala, ééyan maa fi
sudru tabi didake jée yen, ééyan maa fi ségun.

Akekoo B2:  Nibi eré ose kefa yen, oun nda gbé sudru yo, abaré re yen néda de tan ni
stlru ka ni pé ko ni suudru ni, oun ati ¢gbon re yoo6 jo maa léri sira won ni but
enikan ti 0 ni it¢loran yen gan-an 16 lo sodo awon babalawo.

Oluwadii:  E sé! E j¢ ki n béére ibéeére miii. Ko si bi nnkan se le daa t6 k6 ma ku

sibikan, ni awon eré ti a ko fin un yin tée se yii, awon kudie-kudie wo ni ¢yin
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ri i pé 6 wanibi itan yen, t6 jé t6 ba jé iwo ni onkoeré, iwo lo fé ko ¢ fun rare,
kin ni awon nnkan t6 md wo ¢ awon nnkan tuntun to6 fi si i.

Akékoo B5:  Nibi eré tawa se, nibi otito léré. O ye ki won show ibi ti Bigla ti lo si ilu
0yinbo, ké le ri ere siso otito gan-an daadaa.

Akékoo B4:  Lafikun nnkan té so yen naa, té ba show ibi ti Biola ti lo si ili dyinbo, 6
ye ki won fi end result eni ti 6 paro naa han

Akékoo B6:  Nibi sulru tAwa se, 6 ye ki won show ibi ti iyaélé ti romo bi ka Ié baa ri
ere sudru re.

Akékoo B7:  Emmm...gégé bi ewi ti won fi si eré Oore L6 Pé, ika 0 pé, bi won se
show eré yen, 0 ye Ki a ri gbogbo ibi ti omo yen ti lo school t6 ti se gbogbo eré
re, 0 ye ké ri babé ¢ gan-an, 6 ye ka ri baba ¢, ka ribi ti bdya baba ¢ 6 wa ni
Hospital o..nnkan nkan bayen, everything like that...ibi ti 6 ti se.

Akeékoo B8: Nibi eré ti a se babalawo ti 6 lo ba, baba yen oro t6 so, 6 ni pé ké ni
stlru, 6 ye ka ri i bo se ni in, ko si pada lo ba babalawo ké dupé 1owo e.
Akeékoo B9:  Nibi eré irele, 6 ye k& ri omo t6 ni igbérega un, ¢ ye ké ri atubotén re.
Nibi oore sise 6 ye ka ri eni ti 6 ni oun 6 se omo yen loore, 6 ye Ka ri ibi ti 6 ti

fan un ni owd, ti 6 ti fan un ni scholarship.

Akékoo B1:  Nibi otito 1éré, 6 ye ki & ni awon bi Olori, Otan, awon erl ati bée bée lo.

Oluwadii:  Kin ni ariwdye yin nipa awon orin ati ewi t6 wa ninl awon eré naa?

Awon Akékoo: Won wa okay, won wa okay...

Akékoo B1: Master, ohun ti émi tan wa fé so ni ti won ni iteriba, mi 0 ti¢ mo title
¢...ti won se t0 jé pé won n wase¢, baba yen ko se é daadaa, 6 yeki won ni baba
t6 jé pé 6 méaa nda se baii (6 1 fi ara sapéjuwe ise td yen ki baba yen fi han gége
bi artgbo).

Oluwadii: Tyen baun, ibéere to kéyin niyi. Nigha ti ¢ n gbaradi fin eré yin, mo mo

pé opolopo igha gan-an ni ¢ se rehearsal ni time ti emi gan-an 0 si nibe, abi?

Awon Akékoo: Bée ni!
Oluwadii: Kin ni awon isoro ti ¢ doju ko?
Awon Akékoo: Haaaa! O po bii...

Oluwadii: O ya ¢ jé 4 maa mu un ni okookan. Soro soke o!

Akekoo B1l:  Alakooko ni pé cooperation, bdwo la se méa se coordinate ara wa fun ra
wa

Akékoo B2:  Awa cooperate 19do tiwa but ti a béa ti wa so pé ka wa se scene yen, eni

to kan & kan so pé oun 0 se mo. Ara cooperation naa ni sa. Bi aigbgraeniyé sa.
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Akékoo B1: Class wa ti kéré ju fan stage, eni td tan ye ko ki oba ko wa si school

Akékoo B4: Isoro to tan wa ni bi i ki won fé se rehearsals ki awon oluké ki won
wolé, ki won ni ki won stop rehearsal, or ki won ni won n pariwo, or ki won
méa na won gan-an tori pé won n pariwo awon nnkan bayii nda j¢ isoro.
...1darin ara wa, ¢ mo pé ti a ba n se rehearsals, 6 maa ni enikan t6 jé pé 6 maa
serve as group leader laarin wa, nigba ti eni yen ba n try lati coordinate ti awon
t6 ku d¢ n wo 6 pé, o se maa f¢ méa lohun fan wa, waé se fé maa se kin ni fin
wa, se bi omo class kan ni wa, se bi egb¢ jo ni wé, ird awon nnkan bayen bayen
sd, 6 tin maa n da rehearsal i nigba mifi.

Akekog B1l: Seé ¢ riinipa nnkan ti won So tan yii, taa ba n se rehearsal 1owo, taa ba n
se scene kan 1owo, bi scene yen t6 ba pani léerin-in, té ba pa eéyan léerin gan-
an, tééyan ba ti se é tan, ti gbogbo éeyan rérin-in, a ti tun coordinate won pada,
pé ¢ dake o, 6 tin maa le die.

Akékoo B10: Awon omo kilaasi mifran tin maa n wa dasi ohun ti ko kan won...

Akekoo B2:  Owo ara wa néa ni ona abayo wa

Akékoo B1:  Ona abayo, owo wa 16 wa, taa ba ti le ni ifowodsowdpo, ti gbobgo ¢ dé i
lo déédéé smoothly, té j¢ pé ibi td ba paayan lérin-in, kéeyan rora rérin-in ko
dake.

Oluwéadii: ~ Qna wo ni a lé gba ti kin ni yii o fi ni parun?

Akekoo B1l: K& maa se e déédée.

Akékoo B2:  Awon other class, maybe awon junior wa, as in kééyan ma won wolé,
ka wa maa se € bi club.

Oluwadii: Kin ni iwdye yin nipa eré ti oluwadii ko fun yin pé ki ¢ se? Bawo 16 se
daa si, bawo ni akodnu re se ri, kin ni kudie-kudie t6 wa nbe?

Akékoo 1:  Erétiase, ind mi dun wi pé oluko wa fun wa ni eré pé ka lo se eré. Eré
naa ko wa lékoo gidi gan-an pupo, 6 ko wa Iékoo, 6 ko wa wi pé kd maa ni
sudru nigba gbogbo tori pé suuru ni baba iwa, suaru de Iére, tori néa, eré yen 6
ko wa ni eko gidi gan-an.

Oluwadii: Ona wo ni wo ni 6 gba ko wa 1ékod? O sa wo itan yen.

Akéko

Oluwadii: Lona wo?

1: O ko wa lékod pé ka maa ni suart nind gbogbo nikan ti a ba fé se.

-

Akékoo 2:  Tori ko si eeyan té 1é bo mi sénu fun ogln is¢ju k6 si maa bauyan. Ki i
se omi yen gan-gan ni sudru 6 kan fi koni ni sudru ni pé tééyan ba daké eeyan
le bori eni t6 féran wahala.
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Akékoo 3:  Awon kudie-kudie t6 wa nbe ni wi pé ti baalé ilé ba fé iyawo méji, ki
Iyawa ilé mo bi y60 se ni sudru lati iteriba fun iyaalé t6 ba n be nilé, ko ma se
garagara tori 0jo ola omo re.

Oluwadii: T6 béa j¢ pé iwo 16 fé ko eré yen ona wo ni wa & gha ko ¢ té fi maa yato
si ohun ti oluko ko?

Akékoo 3:  Onati mo & gba ko ¢ wa o. Bi niisinyi, mo 1&é ma 16 6 bi a se 16 6 nind
eré to j¢ pé tiyaalé tiyawd naa ni ydo jeé, to jé pe 6 e ma ni ti olomo nind, to jé
pé won 6 kan ji ni 0jo kan tawon méjeéji 6 maa bl ara won nitori nnkan ti 0
nidii. O 1@ jé tori ob¢, ounje, wi pé oko mi bé n raso kan, iwo wa mu un, o depo
si todo té mi taa jo fé jade, iwo waa ma un o depo si todo témi, iwo wa ma un,
6 tin wa wo tie, bi olnje, bi oorun, ¢do mi ni 6 sun 16nii...bi aso oko k& ni won
maa 1 ba owo ni apo aso oko, ti iyadalé ti mo, ti iyawo ti mo, ti won 6 méa ja si
pé, émi ni maa fo o, émi ni maa fo ¢ 16nii, émi ni maa fo 9, iwo ko 166 ¢ 0.

Oluwadii: Ara awon aba t6 ye ko o ma wa nigba ti a f se eré yii nu un, t6o bd mu
aba eyi wé, bi a 0 ba ti se nu un. Kin ni awon isoro ti ¢ doju ko nigba ti ¢ n
gbara di tabi 1asiko ti ¢ se eré yin?

Akéekoo 3:  Sé e rii, isoro ti a doju ko, 0 ti po ju, bi i kéeyan f¢ maa se igbaradi ki
won maa pariwo, ki won maa ja, itiju, on niyi tori assembly niyi, eni t6 fé ba
wa se iyadlé to tori itiju té 16un 0 w4, ara idojuko kan naa tdn nu un. Bée ni,
asiko o tun si, ko sésiko, aa raaye. Aa si tun ranfaani ati gbaradi.

Akékoo 2:  Awon kan 0 cooperate pelil wa naa

Akékoo 3:  Ennn...won 0 parapo mo wa daadaa.

Oluwadii:  Awon ona wo ni e rd pé a lé gba ti kin ni yii 0 fi ni parun?

Akékoo 3:  haadadda! Ona ti a & gba po. Alakookd, igbakuuigba ti a bé ti ni Yoruba,
eni to bd mo pé oun ni eré lati se lokan, ké so ¢ sita ka si mira wa I¢yo kookan
ka si se é.

Akekoo 4: K& mu awon junior wa néa si i k6 maa baa parun, ti awa ba lo tan, awon
amaaseélo

Akekog 2: K& méa se e ni oorékoore ti a ba ti ni ede Yoruba. Tabi k& ni bi i group,
k6 maa jé bi Yoruba drama group.

Oluwadii: O daa, mo ti ghg, ¢ seun o.
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FGD SESSION C

Oluwadii: Ni owo méteeta ti a pin yin si yen, e ko eré, bawo ni ¢ se ko eré yin?

Akékoo C1:  Emi ati égbon mi kan la jo ghimo po lati ko eré nda. A jo jokod po nilé,
a mu awon nnkan ti 6 n sele lawujo, a wa fi awon ééyan si i ninQ, 1ati so ¢ si eré
ori itagé.

Akékoo C2:  Awa nind wa, ohun ti Tayé mo, a ko ¢, ohun ti Kéhindé mo, a ko ¢, a
wa jo gbogbo r¢ papo. Nigba ti eni kan nint wa 11 ko ¢ sile.

Akekoo C3: Nigba ti mo n ko ¢, emi néa fi awon afikan kan si i. Ki eré yen naa le
baa dun daadaa.

Akékoo C4: A jokod po nind kilaasi, émi ati Ogbéni yii (6 naka si akegbé ré kan), a
jOko6 sinu kilaasi a si bere si ni i ko ba ti i ro 6, ohun t6 n sele l1ayiika la fi se
example sibe.

1ééré nnkan tda maa se, baa se maa se é. Baa se seda r¢ nda niyen

Akékoo C7: Awon asiri ti a ri nita t6 11 selé si awon égyan lawa naa wa gbé kal¢ pé ka

fi seré

Akekoo C3: A arinint iweé kankan, a kan ro ¢ ni, a ro 6 ni opolo wa

Oluwadii: Bawo ni imo yin nipa iwa omoluabi se ran yin low¢ si nigba ti ¢ n ko
eré yin?

Akeékgo C2: Mo maa f bu é€yan, amo nn wa butyan mo, mo si maa n kiiyan daadaa
ni isinsinyi.

Oluwadii: O daa, iyen daa. Ohun ti mo n bééré ni pé nigba ti & n ko eré yen, imo
ateyinwa ohun ti ¢ ti mo téle nipa iwa omoltabi, bawo 16 se ran yin 1owo si?

Akékoo C2: O tlbo yé wa siwaji si i ju ti téle lo. O si tdn fi han wa pé iwa omoldabi
déaa, 6 maa n gbé éeyan dé ipo giga.

Oluwadii:  Kkin ni awon iriri ti ¢ ni boya nipa ipénija ati isoro ti a doju ko nigba ti a
n gbiyanju lati se igbaradi tabi ti a f se eré ori itagé yii?

Akékoo C5:  Nigba ti a fé lo se eré 16ri assembly, 0ju koko ti mi. Eléeckeji ati iberu pé
haaa, sé mo si le se nnkan bayii, s¢ mo le se € sa. Elé¢keta ni pé nnkan ti mo se
yen, n 0 mo pé mo lé se é,

Oluwadii: Kin ni ohun ti 6 jo ¢ 16ju ju ninu eré ti ¢ se agbékal¢ yen?

Akeékgo C6  Ohun ti 6 jo mi 16jG ju ni pé nnkan ti mi o se ri, emi nda kan dogbon pé

ki n fi action si.
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Oluwadii: Ni tile n tOlorun, ni awljo wa ode-oni, ti won ba gbé owd wa fun éeyan
bayen tééyan 0 si mo ibi ti won ti gbé e wa, Ki i se pé eeyan sis¢ si waon 16do.
Won kan gbowo wé fan ¢ nilé, sé ¢ tona lati ghé owo naa sile tabi kééyan se
bakan miii? Sokan éeyan 0 tile koko bale néa?

Awon Akékoo: No ooo! Aya ééyan 6 maa ja ni. Y66 rd powoé emi ré ni won gbé
WA ni.

Akékoo C7: Ni akokg, 0 tona kééyan gbé e sinu ilé tori pé jinni jinni & koko bo
eniyan, tori eéyan a ro 6 pé owo téeyan o ri ri tééyan 0 si sise si ni lorun... So,
tééyan ba koko gbé e sina ilé, t6 ba ti wo 6 fangba dig,

Oluwadii:  Ohun ti mo wa n bééré ni pé sé 6 tona kéeyan na an tabi kéeyan se
iwadii 16ri bi owo naa se jeé.
ti émi naa si mo ilé-is¢ naa, ohun 16 j¢ ki n so pé mo f¢ na an, nnkan téru 0 fi le
ba mi niyen.

Akékoo C7: O tona kéeyan se iwadii 16ri re 1606t0, sugbon tééyan ba fé se iwadii,
tori t6 0 ba so pé ko o lo si ilé-is¢ oil and gas, t6 0 ba débe, ti won ba so pé
awon 0 mo ¢ ri, boya Alfa lo mo, lo sodo Alfa re ni ki won ba o gbaddra 16ri bi
0ro owo naa se jé...

Oluwéadii:  E jé k& tan so nipa awon érd iworan, paapaa julo nigba ti e se é 16ri
assembly, kin ni ¢ ro pé 6 jé ero won nipa re. Sé won nifee si i abi...?

Awon Akékoo: (Pelt Ariwo) Won nifee si!

Akékoo C2:  Awon teacher gan-an so pé eré ti a se dun

Oluwéadii: ~ Qna wo ni e rd pé a lé gba ti nikan bayii o fi ni parun ni ilé ¢k taa fi
maa lo eré ori itagé lati ko ara wa ni iwa omoluabi lo.

Akékoo C5:  Master mo so ¢, mo ni ti ¢ ba lo gan-an, a maa maa se €.

Oluwadii: E patéw¢ funra yin!

Akékoo C2: A& maa fi opolo ori wa se é, boya ni after school tabi break time ni o.

Akekgo C8: Master, ¢ wo 6 aa lé da a se fun ra wa laij¢ pé a ri éeyan kan ti 6 maa

direct wa.
Oluwadii: Sé ka da Yoruba Drama Club sile.
Awon Akékoo: (Pela ariwo ati idinna) Yes!!!

Akékoo C7: Mo ni nnkankan ti mo fé so ti a ba da Yoruba Drama Club sil¢ t6 si jé
pé, to si jé pé eyin nisinsinyi bayii t6 ba ya, e 6 so pé ¢ fé kard ni school wa,
bawo la 6 se maa rira, tabi bawo la 6 se maa coordinate ara wa?
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Oluwadii: ~ Ohun ti mo Iérd pé a Ié se ni pé ti a ba da club yen sile, bd se eekan
10s¢, taa ba ti ni club, aa ni prefect t6 maa wa ni in charge of that club activity,
and then t6 ba ti td asiko, bd se eckan los¢ tabi ¢emeji 16su, n 6 méa wa tabi ki
n ran ééyan wa lati wa se akoso ohun ti ¢ n se ki won si tin ko o yin si i. Erd mi
nu un, tée ba gba a wolé.

Awon Akékoo: A gba & wolé.

Akékoo C7:  Ibéére mi da Ié group té ¢ pin mi si, awon omo mi nigba ti won fé ko
play, won 0 pé mi si i, won ni awon yo mi kuro ni group, kin 16 fa 4?

Akékoo C2: Taa l6 yo ¢ ni group? A tun n wa ¢ Kiri, 00 wa school! A ni ko se baba
arugbo ko se a  wa a kiri. Ohun ni ko wa o, ko wa rara rara.

FGD SESSION D

Oluwadii: Eré yin tée se, bawo le se ri i? Bawo le se se atinuda re, bawo le se ko
0?

Akekoo D1: A ko 6 pelt opolo wa ni.

Oluwadii: Kin ni idi ti a fi ronu pé irG nnkan bayii 16 ye k& ko. Bawo le se se
agbékale re? O yal

Akékoo D2: 1di ti a fi lo eré yii ni pé, nnkan yen 6 maa n saba se alatako fin ééyan,
S0, ohun ni a fi wa ro 0 bi i arikoghon pé béeyan ba se irti iwa yii, nnkan ti 6
pada ja si fn eni yen naa niyen. Eni ti ko ba mo tele, t6 ba ti Ié ri bi a se se eré
ranpé wa, 6 maa ko ogbon nibe pé iwa ohun kéhun yi i pada tori nnkan bayii ni
y60 da fan ohun.

Oluwadii: Ohun ti mo ti¢ tan f¢ beeré ni pé eré yin tée se yen, éeyan ti¢ maa n ri
ibo miiran t6 ti maa n ba a padé, boya nigba ti e fé ko eré 00, ¢ kan wo 6 eré
kan wa ti mo ti wo tipé tipé oo.

Akékoo D2: Rard o. Atinida ni. A 10 6 ni pé nikan bayii 16 maa n fa idiwd fun
elomiii, a wa ro 6 pé bawo ni awa se le gbé e kale. A wa ro 6 lati in atinada
wa.

Akékoo D3: A se eré wa ni ona...ati pé onikaluku gbé éro tie, imo ti¢ kale, ka t6 wa
di pé a kd o papo si oju kan. A de se é nitori ki 6 le j¢ pé awon omo ti...ir0 tiwa
nisinsinyi taa se 16ri ibowofagba, ki... awon omo miii le ro pébdya iya oun
nikan abi bi i baba oun nikan ni dun ghddo bowo fin won ju elomii lo. Amo
ninu eré wa, td ba ri ibowofagba té ba tie jé pé boya won ran an nise, 6 lé koko

ni haaa...mo f bg 0...bdya obi mi ran mi nise, t6 se pé ti won ba wa ran an nis¢

429



E2N

tan t6 ba wa gba aaye 1odo awon obi re t6 jé pé won 0 ran o nis¢ miii, o le lo,
eyi ni lati pe akiyesi awon éeyan si iwa omollabi lawujo.

Akekoo D5: A se é papo ni, onikaluku mu imo ti¢ wa, ohun ni a fi se é papo, émi mu
imoran temi w4, elomiran nda mud imo tie nada wa. Nnkan tda se niyen ti 0 fi di
odidi

Akékoo D8: Ara awon oluko wa nigba ti a n se eré naa lowo, won wa wo bi a se n se
é, won de b&d wa mu awon eyi td déra taa se ati eyi ti 0 da taa se nibe

Oluwadii: Kin ni awon iriri yin nipa awon eré ti ¢ gbé kale? Kin ni awon nnkan to
jé bi idojuko tée ba badé ni owo kookan? Bdya awon isoro ti ¢ ba padé nigba ti
¢ f¢ seré yin?

Akékoo D4: Awon idojliko taa ri naa ko po. Ara awon idojlko ni boya 0jo ti a fé gbé
eré wa kale, nind bdya kéeyan kan ma waa tabi k6 saa ni bi ipalara tabi idiwo
kan pé ko wa.

Akekoo D5:  Ara awon idojuko taa ri naa wi pé a a ri aso ti a le fi se eré yen, awon
obi elomiiran gan-an de le so fun awon omo won pé ki won mé se é ati awon
omo inu class wa naa ti won f pariwo.

Akékoo D6:  Idojuko taa ri ni igba ti a ba fi péelo eré ti a fé se boya a ti so pé bayii
bayii la ti f¢ se € o, t6 ba di pé 6 ku is¢ju di¢ ti a fe se €, lawon kan 6 méaa so pé
¢ maa jé ka se bayen, ¢ jé & se é bayii. Taa de ti plan ¢ t¢le, & wa maa di pé ero
méji & maa wayeé.

Akékoo D2: Ara idojuko tawa ri ni pé ...kd jé wi pé ni oj¢ naa kati ni iwo 16 6 se
baba artgbo o, iwo lo 6 se iya o, kd saa ya 19jo taa ba f¢ se eré yen jade ko ni
ori i fo Oun, oun 0 le se é. Tabi ni isinyi taa ba ti n practice ¢ nind class kdwon
miii so pé ko dun wi pé e¢ fi nikan ti 6 dérin-in pa wa si i. Am¢ Iokan tawa, 6
jé nnkan ologbon, amo ti won ba ti ri wa taa n se €, won 0 wa so pé ko wu
awon, ko dun ko se.

Akékoo D7:  Ara awon idojuko taa ri nibe ni pé igba ti won n pe oruko gbogbo awon
tda méaa se é, a a ri ara wa pé, bdya bi awa bi i mérin ni a ri, ikerin wa naa tin
niyi, a tdn lo ba a, a n wa a kaakiri, 6 ni oun 6 se, 6 ni 6un 6 mo boya won pe
oun si i. A sese n wa eld miii tO maa represent ¢ ni. Ard awon idojuko taa ri
nibe niyen.

Oluwadii: Kin wa ni awon érod yin nipa eré ti awon owo kookan se?

Akékoo D8:  Iwoye ti émi wo ni pé ka tan fi kan ni igboya, ¢ 10 miii maa f béru ati
soro, ati soro niwaju gbogbo elomii, elomii o 1é se é.
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Akékoo D9:  Nnkan ti émi ro pé 6 ye ka fi kan un ni alohun tée so yen, awon orin td
jé pé orin a ko ni loghon, t6 jé pé bi wan ba pari eré tan won kan 1é korin pé,
tabi oro imoran fun awon éro iworan.

Akekoo D6: Nnkan ti émi fé fi kin un ni pé taa ba ri onighowo tabi ti ile-iwé ba le
ba wa pese awon nnkan ti a maa 10 bi aso, ilu, ileke, ati bé¢ bée lo ti yoo tan fi
jé ki ori ya.

Akékoo D7: Nnkan ti mo fe ki awon imii ki won fi kan un ni pé awon elomiiran won
0 gho ara won yé, nnkan té sele laarin won, imo won 0 sokan, won 0 gbora
won yé... 6 le ku di¢ ti won 6 se eré won, 6 le wa méaa so pé oun 0 se o, sebi mo
ti so fun yin pé mi 0 se o, elomii gan-an le gbagbé, 6 le moomo mo ké nrkan to
fé 10, 6 le moomo mo ko waé tori wi pé ko wu U se, won 0 gbdra won Yé.

Akékoo D4: Nigba ti awa n se eré wa, a ni awon mistakes kookan nind ¢ t6 jé pé
awon oluko wa 16 ba wa se atunse si won,

Akékoo D9:  Idojuko tawa ri ni pé méfa méfa ni 6 dabi eni pé won pin wa, awa méta
péré ni a ri ara wa, eré ti a si fé se da l6ri ééyan bi i marun-un abi nnkan, a sa
waa bi a se se € but bi awon eeyan se n so 0, won ni wi pé eré yen ko dun té
nitori pé awon eeyan ti aa ri nibe, tawon eeyan 0 pé nibe. ...wi pé ti won ba le
ba awon akegbé wa yii t6 ku soro wi pé ki won kobi ara si i, pé ki won se é tifé
tifé nitori won 0 nifeé si i.

Akékoo D3:  Awon nnkan ti émi 1o pé a tin le fi se ni pé taa ba ba bi ird 9ga ilé-iwé
soro ti won ba fan wa ni aaye lati le fi se é, kaaye le gba wa daadaa, ird baa ti n
se ni yara ikawé yen, ko fé t6. Awon omii ninG eré wa, t6 jé pé omii 6 bo sita,
omiran 6 fé wolé am¢ taaye ba wa daadaa, yoo tubo ro wa lorun si.

Akékoo D4:  Ni afikan, émi ro pé ki & tin bé oga ilé-iwé wa soro pé ki won da awon
egho ewi ati egbé eléré sile so that ti a ba ti f¢ seré ko ni maa si idiwg kankan
nile, ki a si ni gbogbo nnkan ¢¢lo ti a ba f¢ 10.

Akékoo D5:  Nnkan ti mo fé so 0 po, nnkan ti mo kan fé so ni pé ki a ni isokan, tori
isokan 16 le se ohun gbogbo, kéé wa se pé ka ni pé, iwo ni tie, 0 maa seya, ko
tln ya ko ni pé, oun 0 se mo, so 6 maa daru, ka d¢ tin ni igboya pé nnkan yii
mo le se.

Akékoo D2:  Afikan wa o, tha ba ti n seré wa, k& maa fi orin ati ewi ka fi méaa kan un,
ki won tun lé ri eko ko nind re.

Akékoo D9:  Emi dé¢ tin rd 6 ka ni adari t6 maa maa saaju wa lati to wa sona nipa
gbogbo eré ti a ba f¢ se.
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Oluwadii: E seun o!
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APPENDIX X1V
SAMPLES OF FIELD PHOTOS
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Plate 1: An FGD Session with Students in Ibadan North LGA

Plate 2: An FGD Session with Students in Ibadan South East LGA

Plate 3: Pre-test Administration in Ibadan North LGA (Experimental Group 1 - School 1)
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Plate 5: Pre-test Administration in Ibadan South-East LGA (Experimental Group 2 — School 1)

Plate 6: Post-test Administration in Ibadan South-East LGA (Experimental Group 2 — School 1)
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Plate 9: An Interview Session with Teachers in Ibadan North LGA
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Plate 12: Play Performance by Students of a Secondary School in Ibadan South-East LGA
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Plate 15: Play Performance by Students of a Secondary School in Ibadan North LGA
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Plate 18: Play Performance by Students of a Secondary School in Ibadan South-East LGA
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Plate 21:Group Picture with the Researcher after a Play Performance in a School in Ibadan North LGA
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