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Abstract
There has been notable transformation in the style of play production, be it stage, video or film in Nigeria theatrical enactment. This, we observe, is hinged on sustenance of culture for a revival of the aesthetic taste in play production. It is in this direction that this study is intended to probe. The study examines the change in the use of some Yoruba elements employed in stage plays and home video production. We interrogate this work using Arnold Gesell’s theory of Maturation, 1925. To examine this work, we adopted a descriptive method of analysis, using the participant observer of some stage plays and some Yoruba home video films. By this method, we intend to narrate some scenes from a few Yoruba stage plays we had participated as observers and some video films we have viewed. Some of these motifs include Yoruba language, dance, music, costumes, oriki and even means of obeisance. Yoruba drama was made popular by Hubert Ogunde, Duro Ladipo and Kola Ogunmola around Nigerian independence of 1960. All the above three dramatists evolved from Christian church choir performance to professional stage drama and in the process, contributing to the development of contemporary Yoruba drama. Since their time, the cultural elements introduced by these early Yoruba dramatist pioneers, have gone through changes in order to adapt to the latest medium of video production. Our findings are that some elements have been compatible, while others have been distorted from stage to video. We also found other elements ineffective when incorporated into video production, yet others got elevated. We conclude that the evolution of some Yoruba cultural elements from the Yoruba stage drama to video production has enable many of these elements to be relevant to today’s audience. This has made Yoruba drama to be continuously popular, thereby sustaining the producers of such work. We recommend that various institutions of higher learning should incorporate video production with theatrical performance in order to help their students adjust to the latest means of drama production when they leave these institutions.   
Introduction 
	The video film industry in Nigeria has witnessed phenomenal growth since its inception in the middle of 1980s. The use of video substitution to record feature length film in Nigeria, came about as a result of the economic hardship of the Structural Adjustment Programme (SAP) of the 1980s. However, video production has become one of the biggest employers of labour in the Nigerian economy today. Oni ( 2008, p.17) explains that the Yoruba traveling theatre groups started Nigerian film business in 1988 with the production of Aje Ni Iya Mi. Oyewo (2005, p. 120) clarifies that when all efforts to get around the astronomical cost of film production failed to get the desired effect, Muyideen Alade Aromire produced and directed the first video feature film Ekun in 1986.
	While in this paper, we agree with Oyewo’s point, the most important observation for this study is not who first experimented with the video format, but that the industry today is the second largest film production worldwide. From that humble beginning, with the Yorùbá productions constituting a significant part, the video film has become popular among Nigerians within and outside the country. Many of the Yorùbá films are based on folklore and oral tradition, which are the same formulas employed by the earlier Yorùbá travelling troupes. 
	There are different studies on Yorùbá travelling theatre. (Clark 1979, Jeyifo 1984, Barber, Collins and Ricard 1997); focused their studies on the beginning of  Yorùbá travelling theatre troupes from church drama groups, especially the use of folklore in Yorùbá Travelling theatre troupes (Oni 2008, Ogundele 2000, Oyewo 2008); and on the basis of culture in Yorùbá travelling troupes (Emenyonu 2010, Binta 2006). Although, there are few critical studies on how such folklore and cultural elements are transferred from Yorùbá travelling theatre to video films, however, there is a dearth of literature on how Yorùbá videos reinforced, copied, transferred or rejected the production mechanisms common with the Yorùbá travelling theatre.      
	This paper investigates the use of cultural elements inherent in the stage drama of the Yoruba travelling theatre troupes and its transfer to Yorùbá home video films. In other words, the study examined the patterns of systematic or unconscious transfer and incorporation of the cultural elements of the stage drama into the contents of Yorùbá video films. Thus, the study described the production mechanisms of Yorùbá video films with the aim of understanding how they incorporate, adapt, adopt or use Yorùbá cultural elements that were the main mechanisms and formats of the stage drama of the Yorùbá travelling theater troupes.  Specifically, the study examined the use of traditional costumes, use of music, use of dance, the use of Yorùbá language and other cultural artifacts in Yorùbá home video films. In general, the study is aimed at facilitating a holistic understanding of the evolving perspectives of the twenty-first century African culture and performances.
The beginning of Yorùbá travelling theatre, film and video production 
	The growth of home video films could be linked to the development and evolution of Yorùbá travelling theatre troupes that started with Hubert Ogunde in 1944. This was marked with his first professional play The Garden of Eden and the Throne of God at Glover Hall Lagos. Clark (1974, p. 4) tries to dispute the wide belief that Ogunde‘s troupe was the first one that established professional modern theatre company in Nigeria as championed by critics like Oyekan Owomoyela, on the account that Alarinjo theatre  have been professional masquerades since the middle of the sixteenth-century. She further states that: “in the Alarinjo Theatre the professional actor is masked; in the theatre of Ogunde the professional actor threw away his mask and showed his person for the first time to the audience”. The import of this statement is clear: Ogunde was the first contemporary professional Yoruba travelling theater troupe. 
	Indeed, Ogunde bridges the gap between the contemporary theatre practice and the original Alarinjo masquerades. To this, Barber, Colins and Ricard, (1997, p. 40) affirm Ogunde’s influence in the charting of the professional course for his Yorùbá travelling theatre troupe peers by stating that “all the main components of Yorùbá popular traveling theatre were thus in place within six years of Ogunde's first production: a wide variety of themes (religious, political, social commentary, folkloric); … (curtains, lights, scenery)”. 
	Significant as Ogunde’s influence was however, he was not the only one. Another prominent pioneer of the Yorùbá traveling theatre troupe was the late Duro Ladipo, whose style of drama was influenced by Yorùbá myths and historical figures as espoused by Clark (1979, p. 22) observes Duro Ladipo as another dramatist who “took the Yoruba Traveling Theatre Troupes to another level and whose style of play reflected his study of various singing methods and dancing styles of Sango religious motifs, Yoruba hunters, masquerades and classical poetry”.
There were also other significant players such as Kola Ogunmola, Oyin Adejobi, Moses Adejumo Olaiya. It is interesting to note that with all the societal disdain for the early Yoruba travelling theatre troupes of that period, a female troupe leader emerged in  Adunni Oluwole, who was also the only “female political founder in the country” Clark (1979, p. 82). 
	Many of these troupes started playing on the new medium of television in the early 1960s, which was an innovative avenue of showcasing their crafts at the time. It was also a precursor for the next medium of video film production and this process of evolution of stage to television and to video film was summed up best by Barber et al (1997, p. 41) when they observe that:
From the early 1960s, the theatres had been much involved with Nigerian television, which was inaugurated in 1959. Since the early 1980s there has been increasing involvement in filmmaking and even more recently in drama videos sold directly to customers in motor parks and supermarkets.
	The Nigerian film industry started in the second half of the twentieth century and actually flourished in the late 1970s and early 1980s. Many of the films released became box office success stories, thereby leading to a band wagon effect for the producers of that period. When Ola Balogun produced Ajani Ogun (1976) with Ade Afolayan as the lead role, the success of their collaboration manifested in another film called Ija Ominira (1977) shortly thereafter. 
	Since Afolayan came from the stage, bigger stage names of the period also rushed to filmmaking in order to join the new medium’s success. Consequently, the travelling theatre troupes realised that developing their staged works to film would enable them to reach a larger audience and minimise production cost in the early 1970s. This is how Hubert Ogunde came out with Aiye (1980) and Jaiyesimi (1981) in quick succession, while Moses Olaiya and his Alawada theatre group also came out with the production of Orun Mooru (1984). 	
	The rush to film by the travelling theatre troupes was as a result of the buoyant economy and the reduced cost, financially and in manpower hours. Once a film is produced, the artists continue to generate revenue from it for years, without having to ferry their full cast around to every town where their show was to be staged. This, however, is only possible in a thriving economy, as the initial capital lay out for film production is also significant.
	While all the above actors and producers (except Balogun) came to the film business through their stage profession as witnessed by this researcher growing up, there are those producers with no stage affiliation who also produced films to take advantage of the booming industry in Nigeria. Eddie Ugboma stands out amongst producer/director/actors of film with no stage background as exhibited in his film The Mask (1979), which this researcher also watched at the National Theatre in 1979. In the last dozen years or so, however, the explosion of the Nigerian film industry within the home shore and abroad has been so huge that audiences now have Nigerian films in general and Yoruba films specifically readily available.
	The exponential growth of the Yorùbá home video films came about for a couple of reasons. The first catalyst was the crushing economic effect of the Structural Adjustment Programme of the Babangida led military regime of the 1980s, which crippled the financial activities of the nation’s economy when compared to the developed nation. Ade Afolayan (Ade Love) in a private conversation with this writer laments the effect of SAP in the late 1980s when he explains that the earlier films, shot, processed and released on celluloid, were all purchased and processed in the developed economies like the UK and the USA. The implication of the new SAP is that whereas one needed a few tens of thousands of the local currency (The Naira) to purchase and process film stocks in the UK for example before SAP, post SAP meant the same production would now cost several hundreds of thousands of the same local currency. Onuzulike (2010, p.15) aptly captures the trajectory from film to video thus: “for film producers in Nigeria, the shift to video resulted from a mixture of factors, significant among which is the economics of films”. 	
The second and most pertinent factor to this study is the incorporation of Yoruba cultural elements into these video films. Oyewo (2005, p. 15) affirms our reasoning when he observes that: “the volume of films being made is in response to the insatiable appetite of the audiences - the Nigerian public is passionate about these locally produced films, and they keep asking for more”. Oyewo (2005, p. 47) further declares that, “they have indigenous contents and address issues relevant to the audience”. These indigenous contents are the cultural elements such as costume, dance and Yorùbá language.
The local content popularity is also attested to by Udomisor and Sonuga (2012, p. 8) when they state that “the thematic and aesthetic choices of Nollywood are determined to a large extent by the preferences of its audience, which is why the recurring themes in these films are those with broad appeal”. In the same vein, Onuzulike (2010, p. 85) further affirms that “the effects of Nigerian video-films as a disseminator of Nigerian cultural heritage, is a unique means of communication and social transformation which cannot be underestimated”. 
We agree with these inferences, which are made possible through the collaborative efforts of both producers and consumers. The movies are produced by producers with a shared cultural background and interest, for the audience who identifies with him/her and this makes the communicated message effective. This is a departure from the foreign films concept of producers whose content could only be understood by the educated elite. Okome (2010, p. 39) agrees with the shared cultural background of the video producers and audience as a major reason for the popularity of the videos. He states that “Nollywood and the cultural products it sells constitute one social document, a tableau vivant, if you like, of contemporary Nigerian social and cultural history from the bottom up.”
	Ekwuazi (1991, p. 68), in his definition of Yorùbá films, adopted for his study, confirms that: “Any film braided out of the universe of the Yoruba mind and that are intended primarily for the Yoruba audience. Inevitably, of course, the verbal language must be Yoruba”. The three films analysed for this study were conceived by Yorùbá producers, intended for the Yoruba audience and were in Yorùbá language. 
	The adoption of Yorùbá language by the video producers was actually transferred from the travelling theatre troupes of the twentieth-century, through films and finally now into video production. This shows the successful process of Arnold Gesell’s theory of Maturation as describes by https://healthresearchfunding.org (2017). Although developed for psychological studies, it has been co-opted into cultural studies and the arts before now. Haynes (2000, p. 20) explaines Hannerz’s Theory of “Saturation and Maturation” and states that “in the former the creolised culture is overwhelmed by foreign form, while in the latter it absorbs them on its own terms”. With the use of Yoruba cultural elements, the Yoruba video films have embrace video production on its own terms. The paper therefore, agrees with the maturation theory as applied to the Yorùbá video films. This is because Yoruba video has deploy the Western video production to aid its propagation of Yoruba drama and culture. 
	The  “Maturation” theory “applies fully to the videos produced by … Yorùbá traveling theatre tradition, who had worked on stage, on television, in films and in other media for half a century before turning to video” (Haynes, 2000, p. 21). It is obvious by the observation above that Yorùbá travelling theatre troupes have been adapting their crafts to each new medium of dissemination encountered from the stage, television, through film and finally into video production and are fully developed. Yorùbá drama has therefore, absorbed all the mechanisms of video films and has become matured.
Cultural Performance Elements in Yorùbá Video Films 
	The four identified Yorùbá cultural elements on which our discussion is based in this paper are the use of Yorùbá language, music, dance, costumes and general performance respectively.
Use of Yorùbá Language in Video Films            
	One clear element that has always come through each medium of reaching the audience in Yoruba drama is the colouration of Yorùbá language adopted. Reinforcing this adoptation of the Yorùbá language by the Yorùbá video industry, Ogundele (2000, p. 90) states that “the Yoruba cinema is also an extraordinary example of popular culture self-assertion, speaking directly and effectively to a mass audience”. The import of Ogundele’s observation is that, the Yorùbá language, as used in the Yorùbá drama, is convinced of its own influence on its audience as a means of attraction. It only sees the medium such as radio, stage, film or, video as an avenue to carry the language to the audience, who are always waiting to consume same.
	Adoptation of Yorùbá language in Yorùbá video is absolute and systematic, as shown in Osoro Two (2007). The movie is written by Saheed Osupa and directed by Rasak Olayiwola. The story takes place in the rural setting of a village called Agelu, where two high ranking chiefs struggling to become the next king of Ilofa. Neither of the two chiefs (Tika Toore and Ayedogbon), become king due to the Ifa oracle’s decree after consultation by the paramount king of Agelu. 
	The Ifa oracle consultation in this movie is well presented, unlike the prevailing style of projecting the problems and solutions of how to select the new king on the wall of Ifa’s priest for all to see, the priest actually uses his “opele” to consult the oracle and makes the interpretation for them. His use of strong Yorùbá language during incantations and subsequent interpretation of his “odu” shows his relevance as the intermediary of the oracle message. This is the way it works on stage, but turning this cultural transfer into a digital visualisation has become the vogue and has been thoroughly abused. 
	The Yorùbá language cultural element transferred from the stage to this video is rich and robust. Right from the opening credits the film begins with subtle music, as if to foreshadow the tense opening scene that immediately follows. From this first scene comes the very rich Yorùbá language with idioms and proverbs from the paramount king and when he leaves the scene in anger, the chiefs continue their infighting using analogies and proverbs without directly addressing each other as if neither of them is present. The lack of acknowledgement of one and other is insulting, but when coupled with veiled threats through a third-person message turns alarming to the gathering of chiefs and elders.
In the adoption of Yorùbá language and its properties for Yorùbá video films however, some of these language properties derived from the Yorùbá oral folklore do not fit nicely into the Western style of film production, which is a majorly visual art concept. Since the Yorùbá video-film audiences are not complaining however, this unique style has become popular throughout the African continent. Explaining the unique African filmmaking style which developed out of the fusion of oral tradition and visual art, Ukadike (1994, p. 166) expounds that: 
Often styles were deeply rooted in African concept of storytelling and specifically in the oral tradition. The fusion of oral tradition with filmic narrative structure became an important characteristic of an African filmmaking, toward which almost all filmmakers now lean and to which the level of its maturity is attributed.
With the observation above, the Yorùbá video film production is seemingly sated about its level of development as regards the adoption and use of Yorùbá language. The audiences are also happy with the entertainment supplied by the Yorùbá video film producers thereby enabling the industry to develop further through their patronage.
The Use of Dance in Yoruba Video Films
	Dance is a critical cultural element of the Yorùbá people and the significance of this fact was emphasised by the Yorùbá travelling theatre troupes' repertoire. As an observer of such stage performance in his younger days, this researcher has vivid memories of the Yorùbá travelling theatre troupes’ colourful dance costumes worn at the beginning and end of each stage drama for opening and closing glee. By themselves, the dance numbers were entertaining enough to warrant the gate fees but become a very rich body of work when combined with the spectacular and colorful costumes and drama.
Expatiating on the various ways in which music and dance are integral parts of Yorùbá ways of life, Gotrick (1984, p. 141) announces that “music and dance are very common forms of art in the Yorùbá culture generally and are used in a variety of everyday and ceremonial contexts”.  The Yorùbá video films have incorporated these various traditional and contemporary dance steps into their plots and have been very successful in the merging of their production with a variety of dance steps. The Yorùbá video films have also reflected the Yorùbá ways of life with these dances through religious, celebrative and burial ritual dance to mention just a few.
Highlighting the level of preparations and rigors that artists go through to polish their dance and crafts over the years as epitomised by Ogunde's troupe, Clark (1979, p. 101) states that “Ogunde has drawn inspiration not only from Yorùbá dances, but also from dances all over Nigeria. He carried out intensive research into various national dance steps”. After these researches, several weeks of intensive practice and rehearsals are made before finally bringing the dance steps to the audience. These dance steps have been carried over to the Yorùbá video production of today too. Unlike the stage period of the Yorùbá travelling theatre troupes that used opening and closing glee dance, the video producers found other means of integrating dance steps into the narratives of the video films. For example, if somebody has a baby, becomes a king or chief, or is celebrating other milestone events within the story, the producers do not pass up such an opportunity to show a few obligatory dance steps. 
	In Osoro Two (2007), the coronation ceremony was an avenue for the cast to show their dancing prowess as evident in the various types of dances and acrobatics during the celebration. Several of the dancers have very good moves that suggested professional dancing and the fact that they do not appear in the film before and after the celebration confirm some of them as professional dancing groups. To be sure, most actors know how to dance, but some are better dancers than others. Since a dance scene is usually a group activity for the most part, rehearsing these dances together as done on the stage would put everybody on the same level. This is one of the missing parts in watching some of the dance steps in the Yorùbá video film, because the audience would see an actor who can move well and those not so good in the same scene, thereby reflecting a true representation of a community with a variety of skills and different levels of proficiency. 
The Use of Music in Yorùbá Films
The importance of music to any form of media entertainment cannot be over-emphasised. Although the Yorùbá video film production is highly slanted towards the visual senses, music, a wholly audio sensory element of video component enhances the success of a movie production when used effectively. Even before the advent of film and video production in Nigeria, the Yorùbá theatre practitioners understood the immense popularity of music in their dramaturgy and have leveraged this by waxing musical albums. Some of these songs have had profound impact on the audience, many of whom have never witnessed the particular drama on which they are based. For example, growing up in the late 1960s in Lagos, this researcher could not help but remember the lyrics of Ogunde’s Yorùbá Ronu musical album that blasted from the musical record stores of Lagos streets.
While too young to comprehend the importance of the music at that time, the lyrics and words of the song could still be recited verbatim several years later. It is only recently that the impact of those words is becoming meaningful, during the process of this research in trying to understand the prevailing political issues of the time. 
Aver, Nnorom and Targba (2013, p. 263) recall the political savagery and brutality of the period that “in the Western Region, political violence, popularly referred to as “operation wet e”, were recorded from 1964 to 1965 following both federal and regional elections as well as rift between Awolowo and Akintola”. Both Awolowo and Akintola were Yorùbá politicians who fell out as partners and were cautioned by Ogunde in the musical album to tone down the political violence. Akingbade (2012, p. 15) confirms that not heeding Ogunde’s warning by the political actors and their followers resulted in political adventure by the military and the subsequent civil war in which millions of Nigerians perished. This shows that music not only entertain the audience, but also sends moral, social and ethical messages to the political leaders for corrective actions.
Although music is often accompanied by dance (another wholly visual expression), music can stand on its own in the movies unlike dance. This is because of the importance of music and the multi-facets roles it plays in the Yorùbá video film production as it does in the general development of African societies. Alluding to this importance Ikibe (2007, p. 30) states that “the African concept of the performing arts is an integrative one in which folktales and music plays a prominent role”. The Yorùbá film producers integrate music and dance as a means of sustaining their cultural identity, while also proclaiming their independence and maturation from foreign domination in video-film culture.
There are various ways in which music is deployed in the Yorùbá video productions and the first and most critical debut of music in a film is through the introduction of the movie credits as the title and credits start to roll. This is a good way to show the audience what type of music should be expected in this movie and the producers need to put their best foot forward with this soundtrack, which could also be likened to the parental culture of Yorùbá travelling theatre tradition. 
The opening credits of Ládépὸ Ọmọ Àdánwὸ part two (2005) started with such musical introduction, which is predicated on the suspense which the first part of the movie has created. Many who watched part one had thought Ladepo’s interest in planning with Chief Ajomale for his father’s untimely demise is solely for money and are very eager to learn in part two, whether he is successful or not. The singer now invites the audience to come along, with a chorus of “oya o, eni fe mo oya ka lo o” meaning, “it is time, who wants to know should come along”.
Another means of the Yorùbá video film producers’ aligning music to their production is through special events and celebrations in the movies. Music in such circumstances is used to highlight events like the birth and naming ceremony of a new born baby, coronation of a king, worship of a Yorùbá deity and the everyday living as in the playing of the children or moonlight story telling in the night. We see such in Ti Olúwa Ni Ilẹ̀ (2003) when Sanya throws a birthday party for his wife, bringing some respite for the characters in the movie, as well as the audience in an otherwise emotionally intense film. The last use of music is through the music score, which is only instrumental sound that enhances visual scenes.
The Use of Costumes and Properties in Yorùbá Video Films
The use of costumes and properties in the dramaturgy of Yorùbá video films is one of the characteristics that make the style of the industry unique amongst the various video production industries in Nigeria. This is because a good and appropriate costume reveals a lot about any character even before the character says his/her line. A well applied make up and suitable costume, according to Bakare and Oklobia (2009, p. 101) has to “always serve the plays dramatic action, developing and enriching it and never attempting to dominating it or distract the flow and movement. Costume and make-up, as part of the theatre environment, are the visual expression of the plays dynamic environment.” 
As explained by Bakare and Oklobia above, costumes and properties complement a character and make his/her part believable without distracting the audience. It is also one of the elements that help a character in his/her depiction of realistic style.  For example in Ti Olúwa Ni Ilѐ, the king, for the most part, is usually seen in full agbada attire especially when attending to the chiefs and general public. However, there is one scene within his inner compound where he is playing table tennis game with one of his family members and he is served a drink by his wife after a break. Both were dressed down, especially the king who was wearing a pair of white short pant and a T-shirt. The scene helped the audience to identify the king not just as the royal authority, but also a father, husband and family man. That is what a good costume does, by complementing the other production elements like dialogue that moves the narrative forward. 
Total Theatre Idiom in the Yorùbá Travelling Theatre Performances 
	The total performance of the Yorùbá travelling theatre troupe is usually energetic, boisterous and larger than life. This is because the performers are usually on a big stage and had to reach the audience, including the ones in the back rows. This has now been replaced in the Yoruba video productions with close up shots of gestures and looks. Ekwuazi (1991, p. 70) commenting on these different methods of stage and video works within the Yorùbá productions said "Obviously, the larger than life acting style which is characteristic of the Yoruba theatre, like the improvisation which is its forte, is no raw material for film". This study agrees with Ekwuazi’s observation.
	While there are still a few improvisations of the Yorùbá travelling theatre troupes in some of the Yorùbá video productions, these are the exceptions and could be tedious often times. One of the main reasons for this is the means of each medium reaching its audience. Stage work is live and the reward of applause is instant and immediate. When this happens, the actor involved knows s/he is doing something right and may try to extend it a little, in order to milk the opportunity. This shows the audience likes what s/he is doing and s/he may chose to improvise to extend such moments.
	Video on the other hand is shot in segments and not necessarily in linear sequence. The script is mostly followed and the "mise-en-scene" (total composition of any scene) is created by the set and costume designers. Finally, the feedback of video is delayed until after the work has been completed and the actors are all gone their separate ways. If after the release of the video the audience likes a particular scene, there is no way to extend such in the video work. This is why improvisation is limited in the Yorùbá video productions, unlike the stage. The limited use of improvisation therefore, helps to keep Yorùbá film production within the film formula without digressing from the script.
Conclusion
	It is seen from the above that the pattern of production elements of language, dance, music and costume observed in the three analysed video films are consistent with what happened in the stage drama of the travelling theatre troupes. These production elements of Yorùbá language, dance, music and costumes have been systematically enmeshed in the plotline of the content of several Yorùbá video films. Although the level of deployment of these elements varies widely from one film to another, all the selected films displayed sundry elements in their production. The total performance improvisation style of the stage drama on the other hand has been greatly reduced due to delayed feedback from the video audience.
	The Yorùbá video production has employed different means of adopting some of the various cultural elements because of the different media. Several of these elements like dance, costumes and music have flourished better through the video production medium, while a few need to be fine tuned because of the oral based tradition. 
	The visual drama of the Yorùbá theatrical performance such as dance and audio component of music were identified as some Yorùbá production elements that were successfully transferred to the content of Yorùbá video films. The Yorùbá dance steps whether in worship, celebration, rituals, in war, in death or everyday play, is a visual sight to behold and accentuate the visual component of Yorùbá movies especially when accompanied by matching music. The combination of music and dance in the content of Yorùbá video films has elevated the drama of some of these movies like Ọ̀sọ̀rọ̀, Ti Olúwa Ni Ilѐ̣ and Ládépọ Ọmọ Àdánwὸ. 
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