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The background of Adébéyd Faléti (1921 - 2017) was steeped in the Oyd
Yoruib4 culture. He had a princely connection to the throne of Qyo hav-
ing been born by Duréwadé Ayinke, a granddaughter of Prince Adésokan,
Baba Idéde, Aldafin Atiba’s son, to Akanbi Faléti. Akanbi Faléti was a royal
oral artist in the palace of Aldafin Siyanbdlé Onikéépé Ladigbolu (1911 -
1944). He later practiced outside the palace, leading his own band, going about
Ilorin and its environs and parts of Northern Yorubéland. The late Pa David
Adéniji of Two, we reliably learnt, was one of his followers. Adébayo Faléti
spent his early life in Qyo villages such as Agbodye, Qbananko and Kuranga
(Olatunji 1982a). Adébéyo Faléti learnt many Yorub4 tales and garnered other
native wisdom from his father and other relations. Such relations include Jimo
Olade jo, who was adept in proverbs, and his childless aunt, an oriki (charcter-
izational) poetry exponent.

The western education he acquired and the Christianity he embraced were
also part and parcel of his background. His primary school education was
at Qyo (1939 — 1945), his secondary school education at Ibadan Boys High
school, Ibadan, (1951 - 1955) and his University education at the University
of Ibadan (1965 - 1968). He took a bachelor’s degree in English with a subsid-
iary in French. There is no doubt that Adébéyo Faléti would have been influ-
enced by Yoruba literary artists of his time, all of whom he studied in school.
Among such Yorubé literary precursors were A. K. Ajisafe, D. A. Qbasé and D.
O. Faginwa. Adébayo Faléti collected and transcribed oral poetic forms such
as proverbs and oriki following Obasa’s example before venturing into writing
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his own compositions. Though he had been writing before 1955, he did not
come into the limelight until 1955, when his 719 lines long poem, “Eda Ko
Laropin” won the Festival of Arts award. This time may conveniently be con-
sidered the beginning of his poetic career. The poem also marked the direc-
tion which Adébédyo Faléti’s important contributions to Yortib4 poetry was
leaning. He adapted many traditional stories for his poetic compositions.
There are 35 poems in the two collections of Adébayo Faléti’s Yortib4 poems
(Qlatunji 1984 b & 1984c¢), 13 in the first and 22 in the second.

Adébéyo Faléti’s poems, can conveniently be classified into two: the nar-
rative and non-narrative. The narratives tell interesting stories, some of which
are adapted from the Ifa corpus and other stories collected from his father,
co-hunters and other sources. The non-narrative ones are made up of poetic
discourses on various social and philosophical topics. There are eleven nar-
rative poems in the two collections. The first contains ten, the second only
one. It could therefore be safely concluded that the first is dedicated to nar-
rative poems because only four of the thirteen poems in it are non-narrative.
Since there is also only one narrative poem in the second, one could also as-
sert that it is dedicated to non-narrative poems. Four of the eleven narrative
poems, (‘Ela Loro’, ‘Sasore’, ‘Alagbara Ilé ati Alagbara Oko’, and ‘Agbodoéro-
gun’) are adapted from the Ifa corpus and there are strong evidences that ijala
(Ogun poetry/hunter’s) is the original source of the story retold in ‘Adébimpé
Ojedokun’. The poet was reported to have collected it from his father who in-
formed him it was a true-life story (Olatnji 1982a). In our examination of the
exordiums of Adébayo Faléti’s poems, we shall dwell more on his narrative
poems than on his non-narrative poems and limit ourselves to the aforemen-
tioned two collections (Olatunji 1982b & 1982c¢).

il

As noted by Olatunji (1982a) in his monumental analytical study of Faléti’s
poetry, “A major device employed by him [Adébayo Faléti] is the use of
arresting utterances that are designed to catch the reader’s attention at the
beginning of his poems” (63). One may not be wrong to conclude that the
pattern was adapted from the Ifd verse example where the divinatory narra-
tive is usually introduced with terse, recondite opening lines made up of fig-
urative and other stylistic mnemonics meant to help the diviner raconteur.
This segment of Ifd is usually linked with the ensuing narrative body of the
Ifa discourse with the statement “Lé difd fun...” (“Divined for...”) or its other
variants, and it is constantly rendered in the ifd kiki chanting mode. It is usu-
ally microcosmic of the entire verse. Though Adébayo Faléti’s poetic exordi-
ums are usually terse, they are not necessarily recondite nor are they always
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linked with “L¢ difa fan....”, They, however, constitute a concise versification
of the thematic focii of the poems. The following are some examples:

Examplel
Eni ti ko i ki ldyé,
K6 ddkun, ké md rora ré laropin
Eniti ko i ti i waja
K6 ddkun, ké md rora re léropin;
Béniyan o kii ise 0 tan, 5
Nijo a bd ki lagbaja pin.
Bdrdyé si #i rose roniyan,
N]e tOlédimaré f ko?
Omo ardyé rose Oliiwa pin! (‘Eda Ko Laropin’, Iwé Kinnd, 6)

He that is not dead yet,

Let him please not underestimate himself;

He that is not yet deceased

Please, let him not underestimate his future achievements;
When someone is not yet dead, his activities are not yet ended,
It is on the day that one dies that one's strivings come to an end

Examplelll
Onirtiurii ore la # ni:
Ore ire ore ikd;
Oto lore ddbé—n—yc‘mko,
Oto l()‘réom'bdj.e'éniyc‘m. 5
Ki i se poree todto ko si ldyé
Ibi t{ won wa la o mo.
Stigbon won wa laarin kookan
Bi olomosikata ti wa ldarin agbado (‘de le‘iyéfun’, Iwé Kinni, 29)

There are friends, and there are friends

Good friends, fiendish friends

There’s one whose objective is material reciprocity
The other prone to calumny

It isn't that, on earth, there are no true friends
Only that their realm of existence is unknown
But, they exist, yet dispersed among all nations
As scattered corn grains among maize cobs
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Example lll
Ibi tori eni y60 gbé sunwon,
Kese 6 ddkun ké sin wa débe.
Ibi tire eni bd duiré s,
Kori wa 6 gbé wa débe,
Lo difa fun Sasore,
Ti # lo réé sori Elewii
Ti y6o la (‘Sasore’, Iwé Kinni, 32)

The realm where one will become successful
May one's blessed feet lead one there

Where one's blessing is ordained to manifest
May one's destiny direct one.

Divined for Sasore

Who has been commisioned to protect Elewii
Who is destined to be wealthy

Example IV
Eféyz‘n ti, k,e'gngordiz’ owe
Ki _egborhun t i mii won wi pé,
Ela loro.
Mo ni eléte léte { yé
Ohun ti a bd se ni { yéni.
N 60 wi, n ko ni i saiso
Bi oka ti se té dénii okd
Bi konko ti se to fi rin dénti eko yangan,
Besin ti se 16 fi wa orin fin olowé
Eniyan t6 ja l6ri igi ata, t6 se bee t6 kil. 10
Ohun ti ojii asd ri t6
K6 t6 fo fere, ko té wé gin aldpata lobe
Léjii gbobgo wa -
Gbogbo re ni mof,e'so.
E sdc‘lj,e' ka yanju re lokookan 15
Okookan niyawo c‘ngé i yqsé leki.
Bigi bd wo léri araa won
Toke la é ko i gbé gbobgbo janmda wa (‘Ela Lorg’, Iwé Kin-innf’, 23)

On a reclining chair, sit!
Thus, listen to the quintessence of proverbs
So as to be conversant about the causative factor
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Of which prompts them to say that

“Expatiation is the essence of a word”

I say hypocrisy is only understood by the hypocrite

An act is only understood by the enactor

I will say it, surely, I will narrate

How sorghum settled in the cobra's stomach

How the toad mysteriously gets into the solidified corn pap

How the steed brought his master chewing sticks (from the farm)
What prompts the hawk to fly swiftly and stabs the butcher

- in the very eyes of us all

I will narrate the entire story Let's resolve it one after the other
For as such the farmer's wife executes her steps in the palm oil press
One wisely lifts up the uppermost one

When a tree topples on trees

The arresting function of the exordium of ‘Ed4 Ko Laropin, does not end
at the sixth line as quoted by Qlattnji (1984a: 63-64). Rather it extends to the
nineth line as shown above. The first six lines capture the major moral theme
of the lengthy poem that one should always be hopeful in as much as one is
still living. The remaining three lines hint at a closely related minor moral
theme that the Divine factor should always be remembered, even when oth-
ers deride one’s poor condition. The intention of the poet in this exordium,
as Olatunji (1982a) noted, is to sensitize his readers into wanting to know the
reason for the poetic wisdom expressed in the concatenation of the two paral-
lel statements of the first four lines, climaxed with the proverbial declaratives
of the fifth and sixth lines, and finally capped with the rhetorical question
and exclamatory sentence of the final two statements in the remaining three
lines.

There are eight lines in Example II. The first declares that there are differ-
ent types of friends. The second lists the two types as “ire” or rere (good) and
“ika” (fiendish/ wicked). The third and fourth lines further offer two exam-
ples of wicked friendship; the one based on material reciprocity “ore ddbe-n-
yanko” and the one full of calumny (“...ore onibdje éniyin”). The final three
lines lament the fact that though good friends (called true friends here) exist,
they are difficult to come by. The imagery of the maize cob with scattered but
big grains among other maize cobs olomosikata ldarin agbado is used to but-
tress the rarity of good friendship in the last line. This we think is Adebéayo
Faléti’s own poetic reworking of a Yortiba proverb that says Ore to6to ko si
mo, kd reni bd rin 16 kir (Bossom friends exist no more, all there is left are
acquaintances). The focus of the exordium in Example II is not moralistic;
rather, it is a concise exposition of the poetic narration.
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Example IIT agrees with I and II as far as drawing attention to thematic
focus from the onset and aesthetically pithy structurization are concerned. It
is however, pertinent to draw attention to the fact that the story and the struc-
ture of this exordium are adopted from Odi Q barakanran, a minor chapter
of Ifa corpus. The fifth line that expresses the divinatory activity confirms
this claim. The two parallel statements of the first four lines are a supplica-
tion to one’s inner head (orf intl) to make one successful in life. It is no doubt
semantically incongruous to say “statements cast divination/ divined for...”
as presented in the lines. This incongruity is indexical of a figurative usage.
However, in Ifa corpus such statements are usually taken as metonymic of an
original mythological diviner, who originally made them. S/he is the one the
third person, singular number, pronoun subject “6” in “Lé difé fiin Sasore”
(“Divined for Sasore”) denotes. Connotatively, and, especially in the context
of the poem, however, this third person pronoun should be seen as referring
to the already explained meaning of the preceding statement. The connota-
tive meaning signified then is that it is on the truism of the statement that the
story of Sasore is premised. This is plausible because Sasore’s story as pre-
sented in the body of the poem is an amplification of the truth expressed in
the said four lines.

The exordium of ‘Ela loro’ reproduced in Example IV focuses more on
presenting the list of the five seemingly contradicting witty statements (lines
7-13) explicated in the body of the poem than any ethical lesson. The first six
lines concentrate on arresting the audience’s attention. Only three lines (3 - 5)
out of the eighteen lines of the exordium hint on an ethical lesson drawn from
the title of the poem that advocates digging deeply into the premise of a state-
ment/ matter to be able to understand it. If the underlying structure of the id-
iomatic phrase, Ela loro in the third line, is E la /lila /sisalayé / ni 6 ni asoyé/
agboyé oro, (The beauty and meaning of a word/ statement/ discourse lies in
clearly dividing/ splitting/ explicating / expatiating /presenting it), then the
analogical image created is that of a (ground)nut whose shell has to be split
opened to reveal the edible content. The splitting is captured by the predica-
tor “la” in ela or its implied gerundive alternative lla. Analogically therefore
just as the shell of the nut has to be split opened before the edible fruit can be
accessed, so the witty statements have to be explicated or amplified to appre-
ciate their aesthetics — semantics. It can be contended therefore that, it is the
process of what the poet is setting out to do in the body of the poem that he is
still talking about even in these three lines rather than drawing attention to
any ethical intention. He just wanted to tell interesting stories to explain the
aetiology of the identified proverbial constructs.

The exordium of Igbéyawé Kan Ni Iléto Wa’ begins with a wedding folk
song as noted by Olatunji (1982a):
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Iyawd din losingin, oko tin mi gbé
Oko tiin mi gbé, mo fe soge

Being freshly wedded is pleasant; husband, wed me again,
Husband, wed me again, I want to look splendid.

The arresting purpose of the exordium in this poem, however, extends
beyond the first two lines to the third and fourth lines. It is in the third and
fourth lines that attention is drawn to the moral of the poem; that since time
expended cannot be redeemed; we should spend our life time meaningfully.

Igba t6 lo ki i bo mo
E je kd lo ayée wa ni rere.

Time once expended, can never be retrieved
Let’s make good use of life’s opportunities

The morality in the exordium of ‘Alagbéra Ilé ati Alagbara Oko’, adapted
from Otl’lﬁrﬁpdn Méji (also, Qldgbdn Méji) major chapter of Ifa corpus is in-
directly presented through an extended proverb cast in a conditional syntac-
tic structure.

Bomodé ko bd doko elomii ri,
A mda léri, a mda fonnu

Pé ko seni t6 1é sagbe

Ti y60 ddko ju baba oun lo

A child who has not discovered the expanse of other's people farmland
Will be boasting; bragging

That there is no farming elsewhere

That is comparable to her/ his father’s

The proverbial statement, in these four lines presents an analogical scenario
of a child who, when s/he has not visited any other farmland apart from her/
his father’s was boasting that no other person’s farm is as large as her/his fa-
ther’s. The poet in the next three lines of the exordium goes on to disprove the
notion and declares that there are many other big-time farmers. The indirect
moral in this exordial poetic context is partly occasioned by the agrarian im-
agery in which it is cast; a poetic device that belongs to the proverbial source.
The whole poem is not about farming. It is rather the pride brought about by
the child’s ignorance that is relevant in the context of the whole poem and
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not the proverb’s agrarian metaphoric signifier. Similarly, the moral com-
mitment in ‘Adébimpé O je dokun’ is also indirect and subtle. The poet opens
in the first two lines of the exordium with a declarative statement about his
decision never to make charms anymore since the day Q jedokun, the brave
hunter, gets killed by a leopard.

N ko tin fowd soogin mo

Nz'j()' teranko tip‘O‘j,e'd(‘)kun erelti omo je.
Adebimpé O‘j.e'd(‘)kun, erelil omo
Edidare inti igbe, omo iydldgbon.

I will no more indulge in charm-making

Since the day a beast preyed on Q je dokun

Adébimpé, O jé dokun, the favourite nimrod

He who mocks his peers in the wild, protégé of the iyalagbon.

The poet does not start by moralising about making charms. Rather, he
simply offers his readers his own decision never to make charms again. This
serves an initial suspense that would only be satisfied by reading the whole
poem. The four arresting opening lines of ‘Tljamba Odo Oba’, a non-narrative
poem betrays no moral commitment. It is rather made up of an initial declar-
ative, in the first two lines, about the poet’s fear of Ogtin, the fearful divinity,
and his supplication for mercy in the next two lines. According to Olatunji
(1984a), it constitutes the lyrics of an ijdld (Ogun/ hunter’s chant) song. Simi-
larly, the arresting opening lines of ‘Onibodé Lalipon’, warns against ‘spend-
ing money for drummers’ (nindwd fiin oniliy) or giving money in appreciation
of a drummer. This too cannot but be surprising to an average Yoruba who
would be interested in finding out the reason for such an anti-culture conclu-
sion and thus have to read the whole poem.

1]

In conclusion, it is important to draw attention to the fact that not all
of Adébayo Faléti’s poems open with an arresting exordium that is micro-
scopic of the whole poem. His short non-narrative poems like ‘Didake Akéwi’,
‘Alakasdy’, ‘Ise Eni’, Ise Agbé’, ‘Fagunwa Ka’ and ‘Adélabu Ka’ do not have
this exordial pattern, apparently due to the brevity of their form. The exordial
pattern is also not noticeable in his overtly lyrical poems composed for musi-
cal performance such as ‘Irinis{’, ‘Biri Layé N Y1, ‘Erin Or{ Ate’ and ‘Werfi Mi
O’. Apart from all these, ‘Agb6dé Rogun’ a narrative poem adapted from Ifa’s
Odu Ose-kanran (otherwise known as Ose Seranseran’) and ‘Itan Ibadan’ do
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not exhibit the identified exordial style. However, since the two are the only
aberrant of the eleven narrative poems, it can be concluded that the exordial
style is more applicable to narrative poems than the non-narrative ones. As
demonstrated above, the style is meant to stimulate readers’ interest from the
on-set. It does not always present a moral theme but attempts to pithily sum-
marise the story. It is always cast in apt stylistic and figurative language that
makes for mnemonic relevance. Finally, as demonstrated above, it is appar-
ent that the exordial style is not rigid. Rather, the subject matter, length, and
aesthetic vision of the poem in general determine its form and style.
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