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Crowthernization of Yoruba Deified Dramatic Performance: Sango and Bata Dance Example

Oyewole OLOMU
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Abstract
The deification of Yoruba dramatic performances is both artistic and functional.  It fulfilled one or more of several functions – sacred or profane, personal or communal, serious or satirical. However, the understanding of the deification of Yoruba dramatic performances through the lens or framework of the West has been a topical issue among African scholars and beyond.  This work, therefore, studied the profanation of deified dramatic performances among the Yoruba people using bata dance and sango as examples within the context of the peculiarity and particularity of African religion. More important is that the profanation, reduction to entertainment and misinterpretation have led to a misunderstanding of the functions of these deified performances.  This research would employ an anthropological approach in its investigation to question of profanation of Yoruba dramatic performances.  The phenomenological approach of enquiry would further be employed in the study of Sango and Bata dance as artistic and functional deified dramatic performance.
Keywords: Crowthernization, Deified Performance, Bata dance, Sango, Yoruba.
Introduction 
A worrisome concern for many African scholars in their study and projection of African traditional religion has been the misinterpretation of the African deities and dramatic performances practices by missionaries and their converts, historians, philosophers, anthropologists etc.  The notion has therefore ignited the drive of some African scholars who categorized this style of study and have suggested leading the way to this sparse method of research.  A scholar who has given much attention to this and categorized it in his research studies is Nigerian academic, Ikechukwu Kanu.  He navigated and queried the pattern of religious studies by Western scholars such as John Taylor, Edwin Smith Placid Tempel and also some Africans such as Samuel Ajayi Crowther, Kenyatta, and Mbiti who were influenced greatly by the Western approach. 
Kanu (2021) discovered that the misinterpretation of African religion by these scholars is based on the drive of the West. 
Kanu observed that these scholars were misinterpreting African deities and their performance, practice in three way, the first is using the African deities to prove that Christian God exists second that dramatic performances should not be deified because the reform has no spiritual function.  Third that it is uncivilized to belief in concept of deification with hope of winning them over to Christianity.
This notwithstanding this study focuses on the Crowthernization of some Yoruba deities and deified performances practice with particular references to Sango and Bata dance respectively.  This concept is employed within the context of Western and African Missionaries trying to understand African traditional religion while taking into cognizance the peculiarities of their religious concept.

Theoretical Basis and Methodology
This research would employ the anthropological approach to investigate Yoruba religion and deified performances in its investigation into the question of the Crowthernization of Yoruba deities with particular references to Sango and Bata.  It would study the symbiosis between Sango and Bata and its functions before the emergence of the missionary enterprise.  For a better grasp, it would adopt the Laguda phonological approach of enquiry in the study of Sango and Bata.  This would help in building a basic general knowledge about the Sango and Baba Dance for comparative further study.  This study will help the readers to understand the extent of the Crowthernization of Yoruba and African deities and its performance practice.

Crowthernization 
This concept of crowthernization takes its name after Samuel Ajayi Crowther a name for a former captured slave returnee.  He was put on board to be transported to the new world through the Atlantic, after liberation.  He adopted an English name Crowther after convertion to Christianity.  He later received a doctoral degree and was ordained as a Bishop Crowther prepared a Yoruba Grammar and translated of Anglican Book of Common Prayer into Yoruba, Crowther also translated the English bible into Yoruba he compiled A vocabulary of Yoruba language. Crowther stands for the spread and proclamation of Christianity and assimilation into Western culture of people who were not of West.  This dominant and transformative method was the approach of the ancient West in her relationship with other cultures or worldviews.  In this way, they spread their culture which includes their language manner of writing, arts, technology, doctrine, myth religion for practical exploitable reasons gradually the culture of the West was absolved by the Yoruba people.
In this way, many concepts of deification were misinterpreted and mistranslated, deities like Esu became Satan, and places of worship were profaned as shrines.   Within academic discussion, especially within religion, this theoretical underpinning was similar to what Deward (1967) called Hellenization, this concept was made popular by Hellenes – another name for the Greeks who are descendants of Hellen the son of Deucalion and Pyrrha which stand for spaced to Greek culture.
This concept of Hellenization was further employed by Okot (1972) to criticize Western and African Missionaries and anthropologist for Hellenizing the African gods to suite western conceptions.
Concept of Crowtherization would be used within the context of the west and some African scholars interpretation of Sango and Bata dance deification. 

Literature Defined on Sango and Bata in Dramatic Performance
Bata is an inalienable aspect of Sango worship. Both the dance and music are deeply attached to the veneration of the deity Sango. Its place in Sango worship is further strengthened by numerous oral accounts which validate the involvement of Sango in the interpretation of the Bata drums. 
As Bascom W.R. (1943) puts it, the creation of the Bata drum which is the nucleus of what is “Bata” is derived from the creator of the Drum, which is called “Ilu Bata”. Sango’s involvement as a dancer is acknowledged in a lot of oral traditions which speak on Bata dance and its attendant music.
Okegbemiro (2015) opines that Bata and Sango are largely inseparable, because their relationship dates back to childhood, Sango according to him was said to have sacrificed a Bata drum which contributes largely to both of them (Sango and Bata) being inseparable. However, issues have arisen over the personality of Sango which would be treated later in this study. These issues evolve around his personality. In many oral accounts, Sango plays a central character in different oral traditions that have been stated in this research. Importantly, Sango indeed plays a large role in Bata’s history in whatever role he was depicted in the account given by Idowu E.B. (1971), Sango is depicted as a King which is acknowledged in various oral accounts. He placed his authority on Bata during a competition.
In one of the oral traditions given by Okemigbero (2015), Sango had to engage in content with Egungun to wrest his claim on Bata. Whatever scenario that was created Sango had a role to play in it. As important as this is, Sango's impact according to Bascon (1943) is on the dance rather than its music. The music only complements Sango as an entity this is why the drums are not called Ilu Sango which would mean that they came from Sango. From this, Sango's place in Bata is solidly placed in the interpretation of the drums. Sango carried out his style which is even considered to be the most popular depiction of Bata dance in many Yoruba communities. Yoruba places Bata dance to be in three realms which in other words mean depictions, one such is Bata Oya and the other Bata Elesu. These different dance styles of Bata are different ways in which the dance is being performed in correlation with the music and they are spiritual and mythical, this underscores the Yoruba proverbs that say: 
Bi iwin, bi iwin ni soloya,
Bi were, bi were ni selesu, 
Ajo tapa ni ti Sango, 
Onisango to ba jo ti ko tapa, 
Abuku are re ni se. 
Like madness like madness Oloya behaves. 
Like insane Esu adherent behaves. 
Sango worshippers that dance within swinging their legs 
are just disgrace himself. 
This is because the performance transcends mere entertainment but is sacred and religious.

The Personality of Sango as a Deity
In mainstream scholarship, Sango has been depicted in a varying manner throughout the years. A lot of controversy surrounds the personality of Sango which stems from his credibility as an historical figure. Sango’s importance has been attributed to his place as being the wrath of Olodumare understanding the personality of Sango is however not easy due to the numerous postulations about his character. His personality cannot be divorced from his place in religion in which Bata has its main use as an instrument of worshipping the deity of Sango. Scholars such as Bolaji Idowu, (1971), and Samuel Johnson  (2006) have given their ideas on what Sango is. A more historic approach was given in “The Legend Sango”. A critical appraisal of his personality in existing tradition was written by Danoye Oguntola-Laguda. In this article, several ideas on Sango’s personality were given, he espoused that three schools of thought exist regarding the depiction of the personality of Sango.
“Bolaji Idowu opined that there are two Sango, one as a deity and the other as a King. This trend started with Samuel Johnson”. A history of the Yoruba in which Sango was ascribed to be the 4th king of Oyo who was known for his military expeditions and his short temper. Also, it was stated by Bascom W.B. (1943) that Sango as a King got his name from the deity of Sango thereby creating two identities of the personality of Sango. Apart from this, there are divergent depictions of Sango between the devotees of Sango and the scholars on African traditional religion. This has created a sort of misunderstanding about the personality of Sango. Sango is one of the many deities in the Yoruba pantheon. He is seen to depict the wrath of Olodumare, the supreme being, as a defied divinity, he is believed to have existed firstly as a man before his elevation to the status of a god. However, there has been a divergent understanding of the life and circumstances leading to his death and subsequent deification.
Scholars have postulated differently, raising different cogent questions regarding the issues surrounding his life and death which differs significantly from the account of the devotees. There has been the remark of two Sango. One being primordial and the other being the fourth King of Oyo. As Laguda puts it, there is the suggestion that we both have a theological Sango and a historical Sango. Leo Frobenius as quoted by Laguda asserted rhetorically that there were two Sangos one from Nupe, and the other from Borgu, that were responsible for the command to do good as connected with Sango, this disparity exists in the understanding of who Sango is even stating that he was either from Nupe or Borgu, both towns which were not Yoruba towns.
Laguda goes further to show three schools of thought in the depiction of Sango’s personality namely the Christian missionaries. European apologists and Yoruba traditionalists. Beginning with the Christian missionaries, he uses the works of Parrinder and Hettersetts. Parinder identified Sango as a god of thunder and lightning who is worshipped along with his two wives, who are notable rivers and the rainbow and thunderclap which are his attendants. In his temples are Stones that are probably ancient implements but they are believed by the worshippers to be thunderbolts (Edunara) that came down from heaven. Sango is a defied hero, known to have possessed the power to call down fire from heaven with disastrous results. The fire deity destroyed his family and in remorse, he proceeded to hang himself. Hettersetts on the other hand provides a more similar account of Sango but with a different storyline.

Discussion 
According to Hetterse as quoted by Laguda, Sango was the fourth King of Oyo (Alaafin Oyo). He had a tempestuous temper and was versatile in the usage of charms. He had two warlords namely Timi and Gbonka whose rivalry created instability in the empire. Sango caused disunity between them by sending Timi to Ede as King, he sent Gbonka to challenge him. The debacle between the both of them would lead to a showdown at Sango’s Palace which led to the death of Timi Gbonka challenged the authority of Sango and Sango went on a murdering spree, abdicating his throne and moving into a groove. On the subsequent desertion of his friends and his favourite wife Oya, he hanged himself in frustration. This led to the dictum “Oba so” (King has hanged). His friends in an attempt to cover up for his act punished people who repeated this dictum and forced them to say “Oba ko so” (The King did not hang). Thus, the worship of Sango started in Oyo and spread to other parts of Yorubaland. Both of these accounts depict Sango to be a mischievous character who loves disharmony.
The European apologists were African scholars whose depiction of Sango maintained the myths and legends advanced by the missionaries. In other words, they ended up being apologetic to the beliefs of the missionaries. Bolaji Idowu is considered to be the vanguard of this school of thought relying on the works of Olumide Lucas, Samuel Johnson and some foreign scholars such as Frobenius and Parrinder. Bolaji Idowu’s myth of Sango goes as thus, Sango was a strong man, a powerful Hunter, well well-versed in magical arts. He was self-willed, cruel, tyrannical and passively devoted to carnage. As a king in Oyo, his rule was wicked and he sought to keep everybody under his control. The people became tired of his tyranny, his authority was challenged and his purpose was thwarted by two of his courtiers (Timi and Gbonka) against each other leading to the death of one of them. Gbonnka set after him and he was forced to commit suicide. He therefore hanged himself on the Ayaan tree, his opponents taunted his followers and supporters that their King had hanged (Oba So). This led his followers to seek means of saving their faces. They went to Ibariba town near Oyo and procured some preparation by which lightning could be attracted. This was used in Oyo and lightning became rampant in the town, lives and property were lost and the people became stricken by panic. Sango’s friends went about town with the story that Sango did not hand himself (‘Oba ko so’) but rather ascended into heaven where he was sending the lightning and the resultant calamities as his vengeance on his enemies. They advised the people to seek Sango’s favour and say henceforth, ‘Oba ko so’.
There were two other Sango, one from Nupe and the other from Borgu, that were responsible for the command to do good as connected with Sango, this is undergoing (The King did not hang). Laguda even showed that Idowu was even reluctant to accept the name Sango as the expression of Yoruba solar divinity, which represents the wrath of Olodumare. Samuel Johnson depicted Sango to be the fourth King of Oyo and suggested that Jakuta was a primitive divinity in the Yoruba pantheon that portrayed the wrath of Olodumare. He further stated that Sango is a corruption of the Nupe expression of the wrath of God, Sokoegba (the Axe of God). The Axe represents the wrath of God who is the supreme being. Bolaji Idowu also supported the claim of Olamide Lucas that Sango could be traced to the Egyptian pantheon. Sango to BolajiIdowu was depicted to have two natures and attributes which meant that his moral and ethical attributes which were bad were borrowed from another deity from another land. This other divinity was identified as the Sokoegba of the Nupe tribe. Using Sango’s heritage from Oranmiyan his father, he was able to establish that Sango came from a union of Oranmiyan and a Nupe woman. His moral and ethical attributes were perhaps derived from Jakuta, the primordial solar divinity in Yorubaland, who is still worshipped alongside Sango by Sango devotees.
Aware Opoku, a Ghanaian scholar on Sango as quoted by Laguda states Sango is a spirit traceable to human beings and he still places Sango to be the fourth King of Oyo mentioned his qualities which were tyranny, and excessive self-will among others, like Idowu, Opoku suggested that Sango became a divinity out of the selfish interest of his friends who coerced the people into the worship of Sango. This depiction of Sango informed Duro Ladipo’s plays concerning Sango, he displayed Sango as a terrible deity with magical powers. One of his plays which goes by the title “Oba ko so” was informed by the materials obtained from the missionaries. This depiction of Sango has become a staple among people. This was due to his reliance on materials provided by missionaries who had depicted Sango in a ferocious light. Sango especially in Oba ko so is projected as King of Oyo which would mean regal stature combined with a deep knowledge of Yoruba metaphysics and herbal medicine. These show proof of manhood “Okunrin” among Yoruba Sango’s herbal and metaphysical knowledge giving him the ability to invoke thunder and lightning at will.

Finding 
Crowther came back to Sierra Leone on Saturday 2nd December, 1843 as a fully ordained minister.  The next day he preached to a large multitude of people, the service was in English language the lingua franca of the colony.  After some days, he deemed it necessary to preach in Yoruba (his mother tongue) for the benefit of native speakers of the language.  There was much ovation because it seemed to be the first sermon by an African in Yoruba language as Fagborun J.G. (1997) put it.  Yoruba translation of the English Bible by Crowther greatly influenced the beginning of Yoruba orthography whose reformation continues until today. It is widely known how African languages play important roles in expression of African thought and worldview. 
Crowther’s continued improvement on his earlier translations no doubt modified some thoughts, and concepts from its original context.  This process was designed to spread the gospel of Jesus Christ.  Those who wrote Yoruba books in the early stage of Yoruba Koineisation made use of a word-for-word translation with the view of spreading the Christian gospel with the orthography that was fashioned by the missionaries.  A detailed explosion on “how Yoruba was reduced to writing” can be read in Ajayi (1960).
We may also need to see more examples of the early translations of Crowther which will demonstrate to us the concept of gospel propagation which he initiated through the imposition of English concepts on Yoruba worldview. 
The following is illustrated with a word-for-word translation of Luke 1:1
Gege bi enia pipo ti fi oro lee 
According to people, many put their hands on it.
This expression does not capture the meaning meant to be conveyed here based on the translation, expression in Yoruba worldview conveys deeper meaning than mere word-for-word translation.
Another example is depicted in Crowthers letter to the Queen of England.  By the time Crowther translated the Book of Common Prayer into Yoruba.  As Stock (vol. 11:115 put it, perhaps the most interesting part of Crowthers work.
In one of Crowther’s letter to the CMS Headquarters, he stated that:
“The devout language and comprehensive prayers of our (i.e. the Anglican Communion) excellent liturgy are becoming those of the people who hitherto knew no others prayers than the like recorded in the eighteen chapters of the chapter of the first book of the Kings ‘O Baal, hear us give us long life, give us children, given us money, and kill all our enemies” – Stock Vol. 11:115.
This expression says;
“That the new converts knew no other prayers other than the like recorded in the eighteen chapters of the books of the Kings” seems obscure and far from the truth because we can’t say that the new converts knew no other prayer.  It is a gross misconception and misunderstanding of the Yoruba concept of supplication and prayers.  The assertion has a religious undertone, prayer has always been with Yoruba people and they don’t engage in anything without prayer which is referred to as ‘aware’.

Effects of Crowthernization of Yoruba Deified Performances
	Todd and Hancock (1986) observed that the language and imagery of the Bible in Hebrew, Greek, Latin and English have a deep conceptual effect on Yoruba literature and worldview.  The Crowther translation introduces a variety of biblical and Christian religious concepts that changed varieties of Yoruba Mythical beliefs and Sacredness of deified performances. 
This process according to Greenberg (1962) led to the profanation of the Yoruba pantheon to establish the superiority of a new faith and new God.
My observation is reinforced by many Yoruba deified festival songs that are changed to Christian religious songs.
As noted by Hair (1967), the Yoruba translation structure of Christian religion-related words and phrases took a new dimension right from the days of Samuel Ajayi Crowther during his first Bible translation.
Many concepts that were misinterpreted assume the form it bore for years and indeed until now.  A steady flow of religious misunderstanding of Yoruba deified performance which majorly is calqued from Hebrew, Greek, Latin France and English, could be traced back to Crowther's example of Yoruba authorship of literature, and these has affected and led to the profanation of deified festival articles of African and Yoruba writers.
According to the devotees of Sango, Sango is a heavenly being who once lived among them. Sango is worshipped as the god of thunder and lightning but is considered to be benevolent exhibiting high moral standards and demanding such from his followers. Laguda quoting Bolaji Idowu stated that Idowu convicted the koso priestly family and the myth presented by them differs from other myths discussed so far in this study. The myth is presented as such, two of Sango’s wives were very quarrelsome and there were also complaints from the subjects of Sango concerning his tyranny. Sango became angry with everybody, mounted on his horse and went into the forest for a long time, he was expected back but in vain. When he did not return people feared that he had gone in a fit of temper to hang himself, so they went in search of him, he was not found but his horse was. The searchers called out. Where are you, o king, have you hanged yourself? Sango replied, “No I have not hung myself”. The people persuaded Sango to come back to them but he refused, telling them that he could not continue to live among them due to their constant troubles. He promised, however, that from henceforth he would rule the people from the sky unseen. He therefore ascended into heaven by a chain that emerged from an Ayan tree. From the sky, he manifested his kingship through thunder and lightning.
This legend is a sharp deviation from the others outlined so far. Many legends of Yoruba ancestors who did not die but ascended into heaven or entered the earth mysteriously through Odu Ifa which Laguda considers to be a good historical source points to Sango as a divinity Odu Ogbe turns point to Sango as having been taken to Oyo from Ile-Ife. According to the corpus, Odua gave Jegba the leader of a party of kings and powerful men, the conquering sword, a symbol of Sango to be his guiding deity in his effort to find a new city, to be called Oyo. Thus, it was Jegba, the first Alaafin of Oyo that established the worship of Sango in Oyo. Odu Otua tells the story of Sango’s initiation into the cult of Ifa; the origin and source of his power. Odu Ofun describes Sango’s profession as dancing, especially to the popular Bata Drum set which is noted for its aggressive rhythm. Owanrinyeku narrates how Sango married Oya, Laguda further stated that only oral tradition myth, a legend not corroborated by Odu Ifa is not valid in Yoruba philosophy. This could be considered a verified means of understanding historical characters from the Yoruba perspective. The different accounts regarding Sango are filled with discrepancies which is attributed to the divergent thought held by educated persons against those of the devotees. Laguda quoting Adeoye C.L. stated that Itiolu was the fourth King of Oyo, not Sango, Babayemi Itiolu was a devotee of Sango who was well informed of the usage of magical charms. This disputes the fact given by Samuel Johnson which places Sango as the fourth King of Oyo. Also, the rivalry between Timi and Gbonka was said to have taken place before Sango’s time. Laguda opines that the tradition given by Gbonka is supported by some of the worshippers of Sango and is indeed the best tradition of Sango. To his worshippers, Sango presents his wrath only to those who go against his ethics. The practice in Oyo was to deify their King (Alaafin) as Sango incarnates. It is equally possible to note that the reign of Babayemi Itiolu was tyrannical.
Laguda then gives his version of the myth of Sango. Sango was an influential personality who was perceived after his death as the saviour of the town (Oranfe) when Jegba the son of the King of Ife, was given the symbol of Sango Edun Ara (Thunderbolt) as a guiding deity. In Oyo, Jegba settled at Koso in Iseyin and from there ruled the whole of Oyo. Thus began the worship of Sango in Oyo. However, successive kings of Oyo were regarded as Sango incarnates and were therefore venerated during their lifetime and worshipped after death. Oral traditions gotten from Ifa which show the wisdom of Olodumare directly point to its authenticity in Yoruba thought; Ifa did not refer to Sango as an earthly king. When Jegba migrated to Oyo, he created the worship of Sango which was already in existence in Ile-Ife, Laguda stated that this deity could be seen as Oramfe. From the above, it can be seen that Sango did not hang himself as the fourth King of Oyo as speculated by the missionaries but he lived on earth, perhaps in Ile-Ife before his deification as divinity. Also, Sango could have replaced Jakuta, a primordial divinity which represents the wrath of Olodumare.
The understanding of the personality of Sango is shrouded in intellectual speculations. Different points have been analysed to see the one that fits Sango’s personality best. His personality is deeply involved in the understanding of Bata dance, the personality of Sango cannot be observed through a straight lens because there have been a lot of distortions. Some of the oral accounts given were from the missionaries who were partaking in “mental enslavement” at the time debunking African culture to elevate their Christianity in its place. This creates a biased view which has come be the understanding of Sango as a deity Bata dance is deeply immersed in the worship of Sango.

The Influence of Sango on Bata Dance
Bata dance, first of all, is known for its aggressive rhythm which pays cognizance to the deity in question Sango. The dancers are seen to be virtuous people who are well-versed in understanding the arts. Bata dance and music are a combined activity as the dancer interprets the drum, the several oral traditions advanced have however focused on proving this undeniable fact. The Drum, in itself, produces rhythmic patterns which speak to the dancer and inform them of the movement. Sango’s style is seen in its aggressive and energetic nature. This is perhaps the most pervasive and obvious effect that Sango has on Bata. As an entity, Sango’s stated affiliation with the kingdom of Oyo is well known and it is the point at which his authority was wrestled on the dance. With divergent thoughts on Sango’s personality, it is important to note that Bata is deeply involved with the worship of Sango, it emerged firstly as an esoteric act used to make Sango emerge not calm as popular beliefs take it.
Bata and Sango are considered deliberately inseparable because they go hand in hand. The choreography of Bata as it is known today is created by the drums. Bata's choreography maintains an informal style of choreography. Bata does not possess a rewarded routine like most traditional dances. Bata dance like any other kind of indigenous African dance style is oral in nature. It has been performed and done right from the time of Sango, Bata is attributed to Sango and entirely dedicated to him. The people who witnessed Bata during the reign of Sango started engaging in Bata dance as a means of formulating his personality. As a result, the Bata dance was passed down from generation to generation and has become part of the people of Oyo and every other tribe in the Yoruba kingdom even extending outside Yoruba land as we know it to other Yoruba communities outside the immediate Yoruba land.
In the Bata dance performance, the entire body is used to make different gestures but the Bata gesture is stipulated majorly to two parts of the body which are the legs and the shoulder down to the hands. These gestures are done by the sound the Drum produces. According to the Bata myth, the gestures which include jerking of the hand, shoulder blade, kicking of the legs and jumping is a representation of strength and vigour. This is because Bata is recognized by Sango. After all, he is a deity that believes in strength.
Focusing on the misconception of the West and some other African scholars Oyeyemi (2012) argues in an article titled “Esu” the revenge of Bishop Ajayi Crowther” that Ajayi Crowther did this rebranding on purpose to revenge his people's involvement in the slave trade that affects his family.  He writes in this regard thus:
Esu in Yoruba Cosmology is not the Devil or Satan as has been and is being portrayed by Christian religions school of thought.  Esu, in the authentic Yoruba thought is the enforcer of the will of Olodumare and not equivalent of the Christian Devil or Satan who is out to undermine the work of God Almighty (P.I.)
The reality of Oyeyemi’s argument above is that this misrepresentation of Esu for Satan/Devil here has led to several misconceptions about many African concepts.

Duro Ladipo As Uncrowthernized Yoruba Dramatic Performer: A Phenomenological Critique 
	Duro Ladipo (born December 18, 1931, Oshogbo, Nigeria – died March 11, 1978, Oshogbo) was a Nigerian dramatist whose innovative folk operas incorporating ritual poetry and traditional rhythms performed on indigenous instruments were based on Yoruba history.
	As a teacher in a church school at Oshogbo in 1960, Ladipo scandalized church members by including bata drums in the Easter cantata that he had composed for the church and was thereafter obliged to seek a secular outlet for his musical interests.  In 1962 he founded the Mbari Mbayo Club, and for its inauguration, his new theatre company performed his first opera, Oba Moro (“Ghost-Catcher King”).  He premiered Oba Koso (“The King Did Not Hang”) at the club’s first anniversary in 1963 and a year later introduced Oba Waja (“The King is Dead”).  All three operas are based on the history of the Oyo Kingdom and are available in English in Three Yoruba plays (1964).
	Yoruba operas before Ladipo’s were mostly moral exemplars based on Bible stories or folktales.  Ladipo, by contrast, wished his operas to be reliable cultural and historical records, and he was painstaking in his pursuit of authenticity.  To achieve greater dignity and dramatic impact, he dispenses with the traditional dances and the opening and closing “glees” usually employed for bracketing performances in Yoruba operas.  Oba Koso, his most successful work, he received a Nigerian government citation for cultural achievements in 1963.  The work also proved to be popular throughout Europe and the United States.
Duro Ladipo, was one of the critically acclaimed Yoruba dramatist, but also a lover of Yoruba traditional arts and culture.
In a book Titled “Timeless Memories” Conversation between Wole Soyinka & Ulli Beier” (a compendium of private conversations between Soyinka and Ulli Bier) Beier U. (1994).
In the book Professor Soyinka described Duro Ladipo as a genius, saying his plays were densely poetic reflecting more on the Yoruba culture and Tradition. He also mentioned how Duro Ladipo had to be inducted into the Sango cult as a way of perfecting his craft, and when he got on stage to play “Sango” in his play “Oba koso”, Duro didn’t go on stage as an actor but he became one with the god during the performance.  
That’s why when he died on the 11th of March, 1978 during the dry season in Ibadan, it was a remarkable night with the most unbelievable thunderstorm and lighting ruling the skies that night. Hundreds of Sango devotes ran out to pay obeisance to Sango, more than just that it was Sango’s way of welcoming his own to the heavens.

Conclusion 
We have tried to look at Sango as a deity and bata dance as deified performance as a case study, the symbiosis between Sango and bata dance, the rebranding of Yoruba deities by Western scholars and their African counterpart the implication of misinterpretation of Yoruba concept of religion and profanation of it functions to mere entertainment.
The discussion has also shown their interface on Yoruba deity and dramatic performances and the role of earlier interpreters and translators of African conceptions which still faces an identity and conception crises.
The study has been able to establish that Sango and bata dance is more of a deified performance than entertainment.  It meant to portray, an example of this is how Duro Ladipo had to be initiated into the Sango devotees cult to enhance his performance which made him engulfed with the spirit of the deity each time he performed.  Yoruba deified performances are not only spiritual but functional in the lives of devotees.  The building of cultural relationships through mythical and functional coexistence. 
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