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THE AESTHETICS OF CREATIVE COMMUNICATION
IN AFRICAN PERFORMANCE SITUATIONS

Kofi Emeleh Agovi

Since the appearance of Ruth Finmegan's
Oral Literature in Africa, in part a
decisive response to the misconceptions of
the uwritten literatire of Africa, m ok
seams to have really pursued the full
aesthetic implications of her dbservations,
although a 'Performance Scrml' of folklore
researchers has emrged.t  Earlier scho-
lars of this school, notably, Mketia
(1964; 1970; 1971), Philip Noss (1970,
1984) and Harold Scheub (1970; 1965)
focussed their writings almost exclusively
on the relationship between the artist,
his material and his tecnniques of expo-
sition as he interacts with a live audjence
in the performance situation. This

was imtended to underline the
individuality of the traditiomal artist's
creativity as well as his improvisational
skills in the actual mment of the perfor-
mace. It also helped 1o consolidate
views on the traditiomal artist's origi-
nality, the commnal asthorship or other-
wise of the material and, equally signifi-
cant, his relevance as a syibol of artistic
and cultural continuity in his society.
The canplexity in uwavelling such Creative
relationships in the total artistic product
has been captured by Harold Scheub’s apt
description of the performance SltLEl‘ém
as 2 'unique and evanescent phencmenon'

This paper then, is concemed with the
concept. of ‘performance’ in traditional
African literary and dramatic cortexts.
It attenpts to analyse it as a complex,
comunicative event o a ommplex creative
phengrenon in which the artist establishes
a creative relationship between his ima-

gingtion, his message and his audience
througn the hamonisation of various media
of expression., It will examine whether in
this relationship there is a distinctive
individuality to the owverall process in a
vay which emphasises the existence of an
original talent and vision of the artist.

It will follow uwp with a discussion of
intended reactions and critical evaluations
of a target axdience and come o some
conclusions with regard to their aesthetic
inplications and relevance in the context
of the performance situation.

The development of 'performance tradi-
tions' in several African societies which,
according to Nketia, ‘give scope to specia-
lists to perfom on their own, axd on
their omn tectnical level' has also led
to important stidies that seek to amphasise
art traditions and their institutional
frawork in African societies. Such
contextyal studies have rewealed i
relationships between social and cultural
factors and performence, including espe-
cially the effect of oral tradition on
composition and transmission of artistic
materiai. In the prooess, this has even-
tually led to a ‘'new' perception of the
organisation of the arts in relation %o
perfomance.  Peggy Harper for edasple,
has cbserved that 'within the range of
arts tradmanl to Nigerfa's indigenous
cultures, the visual, musical, Kinetic and'
poeticar‘tsmmtmlymlate they
'inter ' to the point of merging
into an inseparabie whwle as they meet
their adience in the activity of
performance &  In Richard Dorson’s view,




“the bard and the narrator facing their
live audience awploy gestures, eye contact,
intonation, pantomime, histrionics, acro-
batics and sametimes costumes and props as
the author of written words never does".7
In effect, writes Harold Schewb, “the
drama of performance s an effort {0
cgpture both the ritual, the graphic
images of transformation, and, more impor-
tantly, the fierce focussing of venerable
anotions on comterporary chage".® A
major concern of this paper is to examine
the inter-relation of performer, audience,
setting and content material in stipulated
occasions and, in particular, the inter-
play of comunication md aesthetics in
the ‘drama of performence

In more recent develq:nmts Dan Ben-Amos
has argued in his seminal paper, "Toward a
definition of folklore in comtext", that
folklore is 'not an aggregate of things,
but a process - a commicative process,
to be exact’. It is not only 'an artistic
action’, but it also involves ’‘creativity
ad a&sthetic response, both of which
coverge jn the art fowms thanselves'®
These ideas, in a way, seem to have greatly
influenoced Richard Baman in his study of
Verbal At as Perforwance.'®  In addition
t0 his view of perfomance as ‘artistic
action® and ‘artistic event ... irvolving
perfomer, art form, adience and setting
- bath of which are basic to the developing
performance approach’, he conceives of the
performance situstion as basically ‘a mode
of language, a way of speaking'. Alﬂw_m
he linﬂtsﬂlescq:eofhissunym ‘verbal
spoken art', his owerall insights are’
partiaﬂarly relevant to te concemns of
this paper in its multi-media approach to
the prablem of creative comunication in
performance contexts. First, is Bauman's
contention that werbal comunication
assumes the ‘responsibility to an audieme
for a.display of comunicative
Second, it involves 'acoountability on the
part of a performer to an adience for the
way in which comnication is carried out,
above and beyond its mfermtial content’,
Third, from the point of view of the
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axience, the act of expression is 'subject
to evaluation for the way it is dome, for

the relative skill and effectiveness of

the 's display of conpetence'.

~And finally, performance is 'marked as

available for the erhancement of expe-
rience, through the present enjoyment of
the intrinsic qualities of the act of
expression itself',

These considerations seem to have deci-
sive implications for the artist's creati-
vity, originality and transmission proce-
sses, This will be a central concern of
this paper. Moreover, there is nw the
need, as Bauman has also pointed out, to
expand 'the conoeptual content of folkloric
performance as a comunicative phencmenon,
beyond the general usage that has carrvied
us wp to this point'.ff It is in this
regard that the following problans become
imortant to the focus and  analysis
attempted in this paper: how do traditional
African literary artists organise their
mterial to estd:lish cormnication lines
in performances? Are suwch comunication
lines affected by aesthetic considerstions
or by considerations of function? How do
Aricans concelve of their creativity axd
origimality in the perfomence situation?
What is their idea of a good performance?
Hw do they assess artistic events per-
formed within a single location?

The owners and creators of traditional
African literature were never in any doubt
of the answers to these questions. African
societies have always known that verbal
epression, even in the most presaic
comtext, comunicates effectively when
arbellished by other forms of epression.
They have also known that creative texts
and utterances have no validity until they
have been made to comunicate in the
performance situation. This is because it
is the performence -occasion which gives
birth-. 1 the comnication Iidea, the
smzti‘m in- shich ‘sound, movement, werds
and visual.effects are harmonised for men
to relate to an integrate!- level. of ideas,
thought and feeling at a given location or

place,




KINDS OF PERFORMANCE SITUATIONS

. Three performance situations my be
ldentified in terms of creative activity
in African societies. There is first the
performance situation which focuses atten-
tion on the individual artist, allawing
him to edibit his skills axd artistry
copletely on his own.  He occupies the
centre stage because he is the prime mover
of the occasion, as for instance, in the
performance of a Grict, story-teller, or a
post-drnummer. Second, on recreational and
festive occasions a number of creative
artists may perform togther as the focus
of attention in the performaxe occasion.
They may either perform independently of
each other or gops of artists with
related idioms of epression may find it
necessary to pool rescurces together for
an integrated performance. In this
context, the performance occasion wmay
permit the contextual organisation of
related foms of egression which are then
effectively imegrated to express a cohe-
remt set of ideas, thougit axd feeling for
the benefit of the asdience. Finally, a
performance occasion may consist of a
dominating central event such as a ritual
or ceremonial occasion, whose primary
motivation is subsecquently supported,
highlighited or given additional expression
by creative performences organised in
relation to the central event, (reative
performances in this context simultanecusly
became integral and ancillary events to
the occasion which motivates the
performance.

In all these situations, a single,
contiguous location or area is necessary.
Such a location has the effect of prawting
an  integrated audience response and
rection to the perfomance occasion.
Were several perfoming groups find
thamselves in the same cortiguous area
they are induced to be conscicus of 'other
groups thereby engendering a campetitive
spirit which may otherwise be absent in a
single-artist perfomance. Another impor-
tarr;% characteristic of such performance
situations is that a complex comunication

context is provoked in which composite
expression becames inportant. In other
words, a central idea (to be expressed in
a given fom} is brought irto creative
harmmony with other related fonms of expre-
ssion; these are in tum intended to
reinforce the central idea in order to
realise its full commnication potential
in the perfomence situation. So, for
composite expression to take place there
is meed for one single artistic fom to
interact with other related forms, The
result of this process is the comunication
idea, a coherent and campact entity which
my then be impressed on the audience
through a network of conmunication symbols,
Interestingly, two festures of African
languages seem to demonstrate a tendency
towards 'composite meaning' through their
epression in specific contexts. These
are the ideophone and the proverb. Accor-
ding to Noss (1984), the semantic possi-
bilities of the Ghaya idecphone in narva-
tive sessions may include sensations of
feeling, smell, touch, sight or emotion A2
Thus among the Nzema of South-West R
if it is said that xbie aze tm - "he
fell down tws", or when in a folktale the
narrator says ovanenle kedeba la ae ola
aze tuy - "when he 1ifted spider (in anger)
the latter fell down twf, it reveals an
ironic contrast between the weight, size
and density of the dbject and the intensity
ad duration of its fall. The humour
which emerges is the result of the inpact
between two physical entities - the spider
ad the earth - whose densities are
wequal.  Associated with this physical
i are other visual such as
eugcgf fall and the W%d pain on
the face of a mischievious character.
These are intended to reinforce the central
effect of humour. Thus, while the ideo-
phore itseif is a verbalised sond wnit,
its total context of use may evoke non-
verbal semantic units. The central idea
emodied in a given sound is reinforced or
awplified by physical, amtional and visual
settings of meaning suggested by the
oontext of use. In other words, a multi-




ple non-verbal image is ewoked to support
an essentially verbal-centred sound wnit.

The same feature is shared by the pro-
verb in African creative discourse. The
African proverb always seems to evoke a
central image in a given situation or
context. The central image of laziness
in the following Tiv proverb - a pregnant
"“’“323\“15“ a hoe is like a oow clinbing a
hill*” - becomes significant only because
it gives rise to other ideas and values
which strengthen or complement the total
effect. While the central image is visual
in character and is the result of a versa-
tile verbal painting, the other reinfor-
cing ideas that give it wvalidity awd
depth of meaning belong to the realm of
reflection, abstraction and thought.
Although the sarcasm of the Tiv proverb
is as wry and painful as the physical act
of movament in the prowerb, a noral ques-
tion is alsc evoked: is it right to expect
a pregnant woman to work? A pregnant
woran burdened with child is not only
physically lazy but she is not expected,
in that condition, to be hard at work on
the farm, however necessary it may be to
grow food. A moral evaluation therefore
is clearly embodied in the visual image
of laziness, Thus, as was argued in
relation to the idecphone, a verbalised
semantic unit my give rise to a “como-
site pattem of meaning which imvolves
visual and abstract entities as a major
stylistic feature.

In performance situations where indivi-
dual artists or grows of performing
artists are the centre of attention, the
concemn 1S not with camosite meaning.
The enphasis is rather shifted to compo-
site expression as a process of realising
an integrated comunication idea. In the
performance  situation, the individual
creative artist who constitutes the focus
of attention, is faced with & compiex
network of relationships, attitudes anx
epectations that he has to resolve, He
has to establish a distinctive ocontrol
over his medium of expression and evoke
credibility as an artist. It is in

fulfiiment of these expectations that the
idea of ‘cowposite expression' in the
performance situation becomes perhaps the
most relevant and practical concept for
the performing artist in traditional
African society.

COMPOSITE EXPRESSION

A aareness of the aggregate derends
of an artist's medium is important. As
Noss (1970) has indicated, it is impera-
tive for the Gbaya narrator to cabine
and harmonise the skills of the dramatist,
actor, public relations officer, dancer
and musician in order to realise his idea
of a 'beautiful’ or successful tale. 14
Similarly, for a daxer in the ring to
respond to the challenge 1o dramatise,
interpret  and covmnicate emotion  and
ideas simultanecusly he has to cambine
movementt skills with an ear for nusic, a
fee] for acting, colowr, costume and
props and a live sensitivity to the mood
of the audience,l” while ‘eloquence' in
song also imposes, in the performance
situation, requirements of the skills of
an actor, dancer, visual artist and public
relations officer. These damands on the
artist's perception of and sensitivity to
his mdiun Jead to the creation of a
comunication situation where the develop-
ment of effective methods of comunicating
his intentions and vision becames nece-
ssary. These methods necessarily involve
a reliance on the integration of various
other forms of artistic expression in
coplementary relationship to each other.
The ftotal effect is to transform his
performance into an act with a distinctive
‘personality’ of its own, as is indeed
expected by the audience. The Yoruba
dndn for exarple is primarily an instru-
mental concept which is realised in a
music occasion. However, when the perfor-
mance starts, it quickly becomes more
than mofinstnnemal concept; it becomes
an act of pwlic homage in praise, chant,
dance, and historical narvative that
raises the whole performance imo a dis-
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tinctive form of political drama. Accor-

ding to Ain Euwba the Iyalu drum - the

principal drum in the dundun orchestra -

‘may be fittingly described as a dramatic

"actor' oconbining with others to produce

a show which has a more than nusical

interest'. 1 The central message of

homage is enhanced or reinforced by rela-

ted ideas in dance, chant and spectacle.

Similarly, an Apaee performance - an
occasion for Executioners' poetry at the
Court of the Asantehene - may be trans-
formed from the basic motivation of praise
axl adilation into a dramtic act of
political and historical affirmation
through mime, costume, dance and the use
of props in complemertary roles to the
primary wverbal performance. In these
contexts, distinctiveness finds expression
in the total end-effect of a given perfor-
mance. It is the result of a successful

blending process of several artistic
elerents or forms stamped on the perfor-
mance by the personality and ingerwity of
the artist,

An interesting aspect of this situation
is that these ‘other forms' of expression
are intended by the artist to add signifi-
cant dimensions of meaning to the central
message of the performance, particularly
in temms of helping 10 create or shape
appropriate mods, responses and attitudes
to the central or idea. As Kwesi
Yaksh has indicated of an Akan Apace
performance, a reciter for exaple,

... my either stand idle in fromt of

\‘Ehe Chﬂi:f or stand a few meters away

Tam Chief dremati

Loarde hif e e parees rametically

sword in his right hand the apaee per-

former (dwrafo) gesticulates and mimes,
makes faces, and fonms such facial
oonfigarations as would depict (and
s!t;sq:e)wtre mood of the poem he reci-

The use of gesture, poses, facial expre-
ssions, colour awd props, sometimes inter-
laced with dance movements in a libation
performance may suggest deliberate levity
or seriousness, solamity or laughter,

intensity or dullness and in this way
sharply define awdience attitude to the
core verbal message.  Subsequently, an
adience's instant and wocal evaluation
of a performance - in the form of ulula-
tions, honorific gestures and spontaneous
participation - becomes important aesthe-
tic expressions on the quality of the
performance ad the effectiveness of the
composite communication process  adopted
by the artist. Nevertheless, for the
literary artist t0 impose a distinctive
perscnality on his performance, he has to
be always in firm control of the perfor-
mance, controlling  and  influencing
audience participation axd reaction.
For, in the final analysis, it is the
artist's hidden intentions of levity,
fumour, satire and/or moral earmestness
which prevail, and it is through these
dramatic elements campositely formulated
that those hidden intentions are revealed
and communicated to an immediate audience.

COMPOSITE COMMUNICATION

Ay important encapsulation, on a rather
panoramic scale, of the phenomenon of
composite communication is the ceremonial
occasion in Africa. The installation of
a chief, conferment of chieftaincy titles,
durbar of chiefs, rituals of the tradi-
tional state, and festivals are occasions
for the display and performance of various
forms of artistic activities. In effect,
there is always a central event to the
ceramnial occasion.  This event wsually
takes place in one location very often in
full view of the public either in the
village square, in the chief's palace or
any other place recognised by the society
for ceremonial events. Normally, creative
and dramatic activities are performed in
support of the main event of the ceremo-
nial occasion in the sense of dramatising
values central to the occasion.

A significant event in the Neema Kundim
- a festival of expiation axd reconcilia-
tion anong the people of South West Ghana
- is the performance of the Avudeene song




comtest. It is a performance intended to
extol achievement and exorcise laziness,
crime and evil fram the society through
the medium of verbal insults, praise
texts and drematised postureslt Alongside
this main event is the performaxe of
druming and dancing as part of the
Avudwene.  Since the poetic comtest and
the druming and dancing session take
place simultancously in one location, the
performance context seems to insist on a
fusion of these apparently ‘separate’
performances. In the minds of partici-
pants, the music and dance can neither be
separated fron the Avxene performance
nor can the Avudeene be reaningfully
appreciated without regard to the music
and dance at the other side of the perfor-
mance arema,  In this situation, the
participant or observer is compelled to
take account of all these performances at
the same time in order to properly define
his sense of the occasion.

Similarly, amwng the Mieri Ibo of Imo
State, Nigeria, the (korosha masquerade
is an occasion for celebrating a sense of
social proportion through the harmony of
dance, music, song ang spectacle. it
aphasises a sense of beauty and leisure
through a deliberate fusion of dramatic,
verbal and non-verbal elements that are
constituted into a coherent communication
idea. At the performance itself, the
aar, eye and mind of the audience are
simultaenously and veriously subjected to
a kind of corpetition for attention and
cotrol.  There is first a grow of
instrumentalists whose ensemble consist
of talking drums, metal gongs and wooden
percussives. They play coplex and
dananding rhytims  whose  verbal  basis
constitutes a world of meaning within the
total performance. A short distance
aay, Is an enclosure of wamen singers
who clap, dance and ullulate in addition
to what their songs have to say. Finally,
when the different masquerades begin to
appear and dance in the arena tne by one,
there is a flow of colour, costume and
props which go with viqorous dance

expressions  intended to reflect the
character-interpretation of each mask.
Movement  pattems, verbalisations and
visual elements therefore cambine to make
total demands on the attention and judge-
ment of the audience. The diversity of
performance elaments seems fo offer the
audience the freedm of choice as to what
to watch, listen to or evaluate. However,
this freedom is constrained by the central
focus of the performance - entertairment
and moral education which insists on a
wified and coherent convmunication idea
or message. In this context, the audience
is camelled to take account of all these
diverse elements together in ornder to
derive a sense of a ocherent idea or
message of the performance.

Sometimes the process of realising such
an idea or message may be made less or
more difficuit for the audience depending
on the scope and comlexity of a given
occasion. At a recent chieftaincy -
title conferment occasion in  Isiekenesi
in*meldeatoLoca% Coverrment Area of
Ino State, Nigeria,° the grandeur and
spectacle of verbal, non-verbal and drame-
tic performances, built an & corresponding
design of repetition, gave rise to a
comunication situation whose conplexity
and elaborateness tended to  confuse
audience concerttration. The central
tenet of the occasion - praise and acknow-
ledgament of personal achievament - was
given simultaneous expression in several
related performances. Praise, for exam-
ple, was recited and enacted in song, on
horns, drums and wooden instruments, It
was also expressed in dance formations by
wamen and male growps (often accampanied
by songs and instrumental arrangements)
or choreographed in stylised movements
that dramatised values of bravery, courage
and group discipline. There were instru-
mental groups, song growps ad  growps
which corbined song and  instrurentation,
each emhancing the sense of dignity and
achievement  intended the oocasion.,
Ad finally, the weaith of information in
colaur, finery, decorations, props ad




regalia - principally in the form of
beads, eagle feathers, caps, stools, fly
whisks, bracelets and amlets -~ oonsti-
tuted a 'spectacle of ideas' that also
created its own demands on the attention
of the awdience. Given this panorama of
seemingly 'isolated' performances, members
of the audience were kept in perpetual
motion, moving from one performance to
the cther, in an apparent attenpt to fake
in aspects of all the performances. The
cametition for audience attention and
its continued retention therefore becane
more lively in this context and necessarily
gave rise 10 the finest exhibition of
cumpetitive skills by all the groups. wWhe-
ther the performance was visual, aural or
kinetic, a certain degree of excelionce
was required to attract axd keep an
axience in search of its idea of a 'good’
performance.  Consequently althougn the
incidence of adience mobility was high,
the degree of audience participation at
any of the performances was a good indica-
tion of the kind of artistic excellence on
display. In other words, a comunication
situation was brought into play which
enabled participamts to make common oompa-
risons and comon aesthetic judgaments of
all the performances. These judgaments or
standards necessarily had to be applied
across the board, in a uniform mamer ad
in a way which would psychologically reflect
the unitary character of the total perfor-
mance because 1o the auwdience, each of
these creative events shared the common
vision of the occasion. In such a situa-
tion, the standards for judging 'a good
performace’, even in the ocontext of
distinctive or related artistic forms may
not be as varied as one would expect.
Normal distinctions and creative standards
associated with distinctive forms may, in
a sense, be either suspended, compromised
or relaxed in accordance with the expecta-
tions of a given performance occasion.
Where this happens, the success or
strength of the conmunication idea becames
a goxd indication of the quality of the
fusion process which has taken place in
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apportoft!‘emainthe':eoftheoccasim.
THE ARTIST'S CREATIVITY

Performance occasion then is a crucial
concept in the formulation, interpretation
and evaluation of traditional literary
ad dramatic performances,  Indeed, the
ability of a performance occasion to
evoke a daminant comumication idea or
message from a multiplicity of related
artistic forms has important consequences
both for the literary artist and his
audience. For the latter, it is an occa-
sion that conpels a unique form of comu-
nication in which their sense of the
beautiful is realised on a nuber of
artistic lewels. It is also a time for
establishing a comunication situation in
which cherished ideas and values are
enacted or affimmed, enabling each marber
of the audience 10 acknowledge and accept
his essential relatedness to the corporate
cmmnity. For the literary artist, on the
other hardd, the performance occasion endbles
him to realise his creativity and ceiebrate
his imwortality in the minds of his audience
it is a framework for the flowering of the
artist's creativity in terms of his cowmi-
nication idea or vision. It provides the
means for establishing a relationship
between imagination and manipulation and is
the occasion for arousing the audience to
take note of important values of the imme-
diate occasion.

Thus the crestive artist in the perfor-
mence situation has 1o be aware of conple-
mentary forms of expression that can help
him realise his creative idea effectively.
in addition, he has to acquire the basic
skill to blend and integrate all the
conplementing forms of egression into
one coherent artistic prodct. Ad, it
is in this formidable task of the moment
« the process of creating harmony, campo-~
sing his vision through the careful selec-
tion, deplowent and imtegration of
related forms - that his creativity ard
originality may be appreciated. The
novelty of his message and the distinc-
tiveness of his vision depend 0 a large




extent on this process of camosition, of
blending and hamonising in  judicic s
proportions, the artistic ingredients
that cawplement the demands of the specific
medim.  Thus the composition which takes
place for example in a story-telling session
my not only be the narrator's clevermess
with words or his ability to ‘renew' a tale
through an imeginative verbal painting or
his ability to relate a tale to an adience.
That of the singer or libator may not
necessarily lie in the creative use of
voice or the amwtional sharpness of the
verbal content.  Composition, uwpon which
the creativity and originality of the
literary artist is judged in African socie-
ties is the sum-total of a certain creative
complex or essexe arising aut of the
artist's skill in deploying verbal and non~
verbal elements appropriate to his chosen
medium ax vision. For a literary work to
be considered successful, beastiful or
relevant, it ought to achieve a distinctive
personality of its oWn, a personality which
depends on a telling harmony Detween sound,
movement, words and visual effects for man
to relate to an integrated level of ideas,
thought and feeling, as already cbserved.

CONTENT (R FORM?

This creative complex or essence is even
suggested by the recognised naes and
titles that traditional society bestowed on
its artists. The Kabyle Berbers of Algeria
call their traditional poets Herrahen -
'those who rejoice, who give joy to mankind
ad sing of wuniversal egerience'. The
Court poets of Bini in Nigeria are known as
Ughoron - 'men of Heavensgate' and the
Griots of Senegal Gabia, Mali ad GQuinea
are known as MNyamakala - 'the memory of
makind'. Similarly, the Neema of South-
West Ghana call their poet-cartors Ezomen-
lewa - ‘the silent remarberers', while the
appellation of the Atwan drum poet of the
Akan of Ghana is Odowkoma Kyevems - 'God's
Tongue! or the 'Creator's Drummer'. These
names and titles, few as they are here,
are sugestive of the amhasis on the
poet's message rather than on his primery

8

mode of presentation. Since the traditional
society shared the artist's profound concerm
with significant conmnication it recognised
the artist by names that identified the
arr‘EiStAm?st;éEof reoom.vgt' basedOf It%g
art. ition on
significance of the artist's message o
commnication idea made ocontent rather than
form a more inportant consideration in the
creative process of the traditicoral artist.
Moreover, in the imediate context of
performance the artist becames more concermed
with comunication as a system of effective
ways ad means than anything else because
he is compelled to enter intc a dialogue
with an immediate audience that attaches
importance to content expression in literary
performances. In addition it is also a
means of acknowledging the artist’s alle-
giace to comnication as an expressive
toot of his creativity. The artist axi
those w0 assess him regard comunication
as a process of effective selection, delibe-
ration anxd integration towards the emergence
of a coherent message. Since quality of
the message depends on a ‘biending prooass’,
the concept of conposite structuring becomes
fmortant. It endbles the artist to free
his vision from an cbsession with form in
order to concentrate on a cohesive percep-
tion of a creative process that stresses
the relationship between ear, eye and mind.

CONCLUSION

Consequently a primary aesthetic consi-
deration in traditional African society is
a belief in the integration of the senses
as a prerequisite for total creative inter-
ourse. The literary artist realises his
creativity and vision only in the perfor-
mance situation where irrespective of his
chosen medium, he stretches skill and
imagination to deploy verbal axd non-verbal
elemnts in one sustained attempt to appeal
to the 'total man' in terws of his ear,
eye, feelings ad mind all at the same
time. A comitment to a composite realisa-
tion of art in the performance situation
therefore is, in effect, a comentary on
the literary artist's profaund asareness of




the need 10 appeal 1o the total man through
a creative process in which there is a
progressive ordering and integration of

man's senses and perceptions towards meaning:

ad relevance,
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