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Abstract

This paper is an overview of the trends in Nigerian literary dramsa since
its inception in the early 1950s. The study is basically a survey of the
various phases in the development of Iierary drama in Nigeria. The first
phase witnessed the birth of written dramatic tradition found ameang
Omitsha market pemphiets, This was followed by the publication of
Jarnes Ene Henshaw's flagship drama, This is Our Chance. The second

witnessed the emergence of the first-gencration playwrights
usually referred to as the conscrvative generation. They include Wole
Soyinka, J.P Clark, Ola Rotimi and Zulu Sofola. The third phase
wimessed another group of playwrights, sometimes referred 1o as the
second-generation playwrights. Prominent among these groups of
dramatisis are Femi Osofisan, Bode Sowande, Olu Obafen, Tess
Cmwueme, Tunde Fatunde, ete. Their ideclogical leaning is skewed
iowards a socialist cause. The last catcgory of dramatists, which would
be referred to m thiz paper as the third or new generation playwrighis
include such dramatists as Emeka Nwabueze, Ahmed Yerima, Irene
Salami-Agunloye, Toni Duruaku, Sam Ukala, Stella Oyedepo, ele. A
critical survey of the works of selected playwrights across the ideological
menerations under review shows that their works poriray the stark
mhﬁmn[ﬂmirﬁme.ﬂmPnpemhﬁmwﬁﬂtm:mﬁmnmmxmmﬂnf
the new generation of playwrights tilt towards the praxis of radical
alternatives advocated by their predecessors, though they deploy sober,
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subtle, and scathing satirical approaches as a means of combating social
problems.

Kevwords: Literary drama, playwrights, tradition, conservative
generation, social problems.

Introduction

The dramatic literature of any given period at any stage of
development is a reflection and a criticism of the societal values
prevalent at the time. Nigerian literary drama from its inception n
the 19055 has passed through several stages of development as
reflected in the works of different generations of playwrights. The
earliest written dramatic tradition in Nigeria was found among
Omitsha Market Literature pamphlets. These include novelettes,
play-lets, inspirational materials, and other publications written by
people with moderate education and sold at the Onitsha market in
Nigeria in the 505 and 60s. The books were highly patronized,
especially by youths.

The first publication in the series of Onitsha market literature
includes fkole the Wrestler (1947) by Cyprian Ekwensi. However,
our concern in this paper is with plays and the best in the series
according to Gbilekas, “are plays, particularly those written by
Ogali A. Ogali and Iguh™ (19). The most popular of the plays is
Crgali’s Feronica my Daughter (1956), which hit 2 record sale of
250,000 copies. These plays cover a wide range of themes and
subjects, ranging from love themes to family fends and martiage.

The publication of the first real full-fledged play, This Is Our
Chance (1956), by the foremost University-based Nigerian
playwright, James Ene Henshaw marked the real beginning of
Migerian literary drama. This position is corroborated by Ghilekaa,
who states that “the first notable playwright in Nigeria to write in
English is Ene Henshaw™ (19). His plays project issues that border
on the social, cultural and political life of the people. Henshaw's
maiden play, This is Qur chance, treats the problem of inter-tribal
wars and village hostilities which slowed down the pace of
development in Africa. His other plays include Children of the
Goddess and Other Plays (1964), and Encugh is Enough (1976).
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Henshaw’s plays and those of his contemporaries address social,
cultural, and political issues in MNigeria.

The second phase of literary drama in Nigeria witnessed the
emergence of the real pioncers of playwriting in Nigeria usually
referred to as the first-generation playwrights. They include Wole
Soyinka, J.P Clark, Ola Rotimi and Zule Sofola. These playwrights
present plays in which fate and supemnatural forces play important
roles in the affairs of men. The Nobel laureate, Wole Soyinka, is
considered to be the most outstanding personality in this group. He
produced and published many plays including The Lion and the
Jewel (1959), The Trials of Brother Jero (1967), Kongis Harvest
(1954}, A Dance of the Forest (1960), Madmen and Specialisis
(1970), Death and the king Horsemen (1975), A Play of Giants
(1984), among others. In his early artistic career, Wole Soyinka
established a theatre company known as “The 19260 Masks™ The
company provided jobs to mamny theatre practitioners in Lagos,
Ibadan and Ife. Thematically, Soyinka's plays can be categorized
info two types namely, political plays and social/metaphysical
plays.

Lawan Mubarak observes that:

Soyinka's political plays castigate the primitive nature of
governance in contemporary Africa, while his social/
metaphysical plays explore issues such as the nature of
sacnfices, the mysterious supernatural forces, which conirol
the universe, passing from life to death prejudices, religious
hypderisy, and conflicts (273).

Death and the King's Horsemen, Tor instance, is concemned
with the metaphysical realm. It deals with issues of death which is
bevond the physical realm. The Road on the other round, x-rays the
socio-political realities in Nigeria, a situation that precipitaied the
Nigerian civil war.

However, many eritics of the Marxist persuasion have
criticized Wole Soyinka’s ideological leaning. The erities claim
that “Soyinka’s society looks for saviours that never come and that
his purporied saviour is usually conceived in the light of the
traditional “scape-goal” who is expected to carry away the sins of

= T
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the society through ritual death."(Aliv, p.8). e Strong Breed, for
instance, narrates the story of Eman, who lives in a strange village
and has to sacrifice his life in order to save the village, a tragedy
that ends with an individual sacrifice for the sake of communzl
cleansing. Wole Soyinka is believed to be an ardent traditionalist, a
culturist that emphasizes the heritage, and potency of African
culture and tradition in his dramaturgy (Ogundiran, 74). It is
pertinent to note, however, that Soyinka's later plays such as
Opera Wonyosi (1981) and A Play of Giants (1954) tend toward
socialist ideology. The plays are direct attacks on the institution of
power which triumphs in tyranny.

Ola Rotimi is another important personality among the first
peneration of playwrights. He is undoubtedly one of Nigeria's
leading playwrights. An accomplished theatrc director and
consummate acsthete, Rotimi gained prominence on the Nigenian
theatrical stage after the civil wer. His contribution to the
development of literary theatrical form in Nigeria is immeasurable.
Some of his published plays include The God's Are Not to Blame
(1971), Our Husband Has Gone Mad Again (1977), Kurunmi
(1971), Ovonramwen Noghaisi (1974), Holden Talks (1983), If...
(1983), Hopes of the Living Dead (1988). The plays can be
classifised into historical and non-historical plays. Like Wole
Soyinka, Ola Rotimi bestrides the two generations of Nigerian
playwrights. His latter plays such as §f. A ragedy of the Ruled
(1983) and Hopes of the Living Dead(1988) clevates him to the
same ideological class as Osofisen, Sowande, Omotoso, and
Fatunde. :

IP. Clark is another notsble playwright of this era. His
pubiished plays include Song of a Goat, The Masquerade, The
Ragi, Ozidi, The Boar, The Return Home, Full Cirele and The
Wives Revolt. Clarks' plays arc drawn from his native Ijaw
enviromment. Apart from Ozidi  which takes after (the
Shakespearean concepl of iragedy, the rest of his plays are
modeled after the Greek tradition.

Next on the list of the first generation playwrights is Zulu
Sofola, who is widely acknowledged as the first Nigerian female
playwright. Her published works inciude: The Disturbed Peace of
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Christmas (1971), Wedlock of the Gods (1972), King Emene
(1974), The Wizard of the Law (1975), The Sweer Trap (1977), Old
Wines are Tasy (1981), and Memories in the Moonlight (1986).
Her later plays include The Showers, Oueen Omu-dko, Lost
Dvams, and The Ivory Tower. Sofola emerged at the Nigerian
literary sceme when it was dominated by men. But despite the
challenges which faced all female writers, she still made great
impact in the literary domain, especially in the dramatic arena.

The next generation of writers usually called the second-
generation playwrights are represented by radical dramatists such
as Fermi Osofisan, Bode Sowande, Olu Obafemi, Tess Onwueme,
Tunde Fatumde, etc. These playwrights often express their dismay
about the literary preoccupation of the first generation by
proffering in their works a new vision of “the society. Their
ideclogical leaning is skewed towards what Ogumba calls “the
socialist alternative™3). They advocate Marxist altematives as a
means of combating social problems. Their belief is that man's
problems originate from the man himself and not from any
metaphysical realm or god, and only man can, by himseif find
solutions to these problems. The dramatists in this group reckon on
drama as a potent instrument of social mobilization. In other
words, they - deploy drama as 8 means of arousing the
consciousness of the masses toward positive changes in society.

Olu Obafemi notes that “Femi Osofisan is the most articulate
and most ambitious in his use of the subversive potentials of the
theatre to shapc the andience’s perceptive awarensss of the social
revolution which they find inevitable in the country™ (174).
Osofigan’s first work kolera Kolej (1975), iz a novel, However, he
15 principally & dramatist. His plays inclede: Odudiowa Don't Go,
A Restless Run of Lecust (1975), The Chattering and the Song
(1976), Who Is Afraid Solaria (1978), Once Upon Four Robbers
(1980), Morountodun (1982}, No More the Wasted Breed (1982),
Red 15 the Freedom Road (1982), Farewell to a Cannibal Rage
(1986) Midnight Hotel (1986), Tweo one Act plays (19806) among
others.

According to Gbilekaa, “Osofisan’s plays are about the first
body of literary drama that devotes their themes to the problems of
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the peasants and the working class™ (74). Using drama as a
medium of instruction, Osofisan has created a unigue theatre where
he secks to rouse his audience into a critical awareness of the
prevailing social decadence and thus move thern inte taking
appropriate action. He achieves this by providing critical insight
into the basic causes of societal malaise and at the same time
proffering suggestions or solutions to the problems, His plays,
therefore, in the words of Gbilekaa, “consistently attack all forms
of corruption, oppression, injustice and tyranny” (74). The
Chattering and the Song for instance, deals with a revolt led by a
group of enlightened radical youths challenging the forces of rot,
corruption, and dictatorship, ending in the offer of a model for a
new society that will replace autocracy in all its forms. In Ohnee
Upon Four Robbers, Osofisan expresses his concern for man 1o
recover his lost humanity in an unjust world. His belief is that
dehumanization through a concrete historical fact is not a product
of destiny; it is created by man. To Osofisan, the ultimate result of
dehumanization is violence. Agho corroberates this position when
he argues that “because dehumanization is a distortion of not being
fully human, sooner or later, being less human leads the oppressed
to struggle against those who made them go” (73). This is the
message conveyed in Once Upon Four Robbers, where violence
comes in form of anmed robbery, Osofisan sees the armed robbers
as the product of an unjust society. In other words, when there is
joblessness, poverty, and hunger, armed robbery will be inevitable.

Like Osofisan and other radical playwrights, Bode Sewande
is concemned with the use of theatre as a weapon for the mass
mobilization of the oppressed towards a mass revolution which he
considers inevitable in society. He believes that capitalism which
surports materialism is the main cause of social ills in the country.
He, therefore, uses his plays such as Farewell 1o Babylon, The
Night Before, and Sanctus for Woman among others, to attack the
ills, insisting on revelutionary alternatives as a panacea for societal
conflicts.

Tess Onwueme is yet another important figure, who also
belongs to the second generation of Nigerien dramatists. Like other
dramatists in this group, Onwueme concerns herself with the plight
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of the oppressed in society. Revolt resounds in almost all her plays.
In some of the plays, the revolt is radical as we see in The Reign of
Wazabia, and in others, the revolt takes the form of protest or firm
rejection of authority. In The Broken Calabash, she presents a
revolt against parental authority with its fatalistic COnSequences.
She also presents a total revolution, an organized opposition o
constituted authority in The Desert Encroaches where a group
wresis power from leadership.

The Third or New Generation Playwrights

The last category of dramatists in Nigerian literary drama is the
group that we refer to in this paper as the third or new-generation
playwrights also referred to as the 215t century dramatists. In terms
of periodization, the third generation (contemporary period) can be
traced to the middle of the 1980s, spanning down to the present
day. This period is characterized by a very high wave of
corruption, political instability, and the economiz holocaust. The
Nigerian dramatists of this era attempted io address these myriads
of issues. Among the new crop of emergent 21t century dramatists
arc Emeka Nwabueze, Ahmed Yerims Irene Salami-Agunlove,
Toni Duruaku, Sam Ukala, Stella Owedepo, ete. For these new
dramatists, there is a shifing trend from the hitherto militant
approach of the second generation to & more humsanistic, sober,
sublle, and satirical approach. Although the dramatists alien with
the Marxist dramatic craving for a just socio-political order in the
Migerian system, they adop’ a subtle radical temperament. Thus,
they reflect the issues of leaderhip crisis, military misadventure,
national unity, and political and ethnic rivaley in their works. In
addition, they portray the stark realities of their time, projecting the
gamul of societal ills in Nigeria such as corruption and poverty,
inadequate health care, environmental problems, and other socio-
economic issues. The ideology of the third-gzeneration dramatists in
the words of Adeboye, is an expression of individual survivalism,
placing emphasis on the survival of the individual in a chaotic
society (3).
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Emeka Nwabueze

Emeka Nwabueze is one of the eloguent voices of the third-
generation Nigerian drama. His creative prowess is made mamfest
in his highly appraised works such as A Parliament of Vidtures

(2000), Echoes of Madness (2001), Fate of @ Maiden (2003), The

Dragons Funeral (2014), Lachrymose (2014) and Rain Storm in a

Desert (2018). His earlier plays include Spokesman for the Cracle
(1986), Guardian of the Cosmos (1990), 4 Danee of The Dead
(1991), and When the Arrow Rebounds (1992). However, we shall

be examining 4 Parliament of Vultures in this study. Emeka’s

A Parliament of Vultures is a hilarious political satire against the
corrupt performance of the legislature in Nigeria. The play also
ridicules the poor political culture in Nigeria which allows
illiterates and morally decadent individuals the liberty to hold
important leadership positions in Government. In the words of
Nagozi Anyachonkeya, A4 Parliament of Vultures is a scathing

satire that “dramatically unveils the regrettable gamut of corruption

and hypocrisy, that polarize the political atmosphere in post-

colonial Africa (p.125).

Emeka Nwabueze in this play paints unapologetically a
picture of the irresponsible and unpatriofic parliamentarians who
pervade the political landscape in Nigeria. Nwabueze describes the :
unpatriotic parliamentarians as vultures, This is no doubt an apt
description of the parliamentarians. Like vultures, they are greedy,
voracious, and insatiable, They prey on the people, scavenging
them to death. The masses are scavenged to death by the
parliamentary valtores who also ensure that even the carcasses of
the people are consumed as well.

A vulture is also a dirty and loathsome bird of prey. In most
African communities, it is regarded as a bird of evil omen. It is
iaboo to kill or eat such a bird. It is in light of these, therefore, that
the playwright uses the term vultures to symbolize all the evils
associated with the parliamentarians in Nigeria. Examples of such
parliamentarians who are neck-deep in socio-political evils are
Mada.n Omeaku, Reverend Jossy, and Habamero. Madam Omeaku
' an illiterate and uncultured street-side food and liquor seller,

/ho became a parliamentarian through dubjous and crooked
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means. Nwabueze reveals how socio-political decadence has taken
firm root in Nigerian politics to the extent that Omeaku’s relevant
experience and credentials are not considered determinants in
making her suitable for the post she was seeking. Rather it was a
matter of who outwits the other, by any means such as the ability
to slander, blackmail, buy most voters and rig the election (Aniago,
69).

Madam Omeaku having been declared the winner in the
rigged election attempts to introduce her daughter to her amorous
lifestyle as a way of positioning her on the path to her kind of
prosperity. She even goes on to goad the speaker into buying a
brand new car for her daughter, Nkechi, a school leaver who is
barely nineteen. But Jossy advices her when she begins the

goading.

JOSSY: Let's not rush mto it. Let's give it a thought, Let her
use a taxi for the moment... (Vultures, 31)
Madam: Why? She needs her own car,
HABAMERO: (To Nkechi). Take those papers, Give it to the
director of the establishment... he will zive you a brand new
Honda Accord for your use (Vulture., 31 The Parliaments’
plan for a thanksgiving service is merely an opporfunity to
show off and squander the netion’s hard-earned monzy as can
be seen in the following discussions.
HABAMERD: let's discuss the thanksgiving vote, then,
BROWN: [ suggest ten million naira.
‘Madam: For what? Are we teachers? This parliament cannot

afford to be as miserly as teachers. Nonsense! (Vultures, 71).
Habamero concludes the debate after a bnef dehberation.

HABAMERO: You have seen; Honourable Otobe, that ten
million will not be encugh to take care of this business. The
bulk of the money will be dishursed through the payment of
inconvenience allowances to members for attending the
thanksgiving service. .. I, therefore, approve the sum of two
billion mmira for this purpose. Approved?

ALL: (except Parkers and Otobo) Approved! (Vuliures, 71},
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411 through the text, members continue to manifest unabated, the
guest for wealth and material scquisition.

Sam Ukala

Another important figure in the 21st century dramatic arena is
Professor Sam Ukala He was an academic, versatile playwright
il fiterary theorist who developed the aesthetic principle of
fislkism into an enduring dramatic form. Until his death in
September 2021, he was a Professor of Theatre Arts at Delta State
University, Abraka from where he retired before his death. Most of
Ukala’s plays dramatize a parable of an ailing society where there
s & flagrant abuse of power by the leadership. Ukala deploys the
use of folkiales to depict the social, economic, and political ills in
Nigenia. His plays highlight the issues of mistule, injustice,
oppression, exploitation, conflicts, and power struggle which
characterize the leadership expenience in most hfru:an nations. In
the words of Agho,

Ukala is decidedly ]:-amﬁn dn his wision, he encourages the
oppressed and exploited peoples of the earth to strive 1o
unscttle their oppressors as a first step towards gchieving for
themselves freedom and respect. (9)

In hiz play, The Placenta of Death, Ukala transmutes a
folktale on the theme of misrule, high-handedness, rivalry, and
other such related human weakness into a powerful parable for
charucterizing the ill health of the Nigerian polity, The play unveils
the dichotomized nature of

the relationship between the northern and the southern regions
of Nigeria, where the nation’s wealth in the words of Agho,
“is piped from the South where it is generated to the arid north
where it is enjoyed™. (9)

The Placenta of Death, according to the author is dedicated to
the exploited pmpl: of the earth. It is “a bold and powerful replay
of the dilemma of our national life, showing the way forward to the
enslas ed and oppressed” (Agho, 1), The play is set in Owodoland,

here Owodo 111, the paramount Oba, oversees the affairs of his



Liversity of Delta Jowrnal of Arts and Humanisies (UDJAH): |, funa 20237 213

people and those of the Dein tribe, an enslaved people whose
enslavement dates from the time of owodo's forebears.

In a nutshell, The Placenta of Dearh x-rays the gamut of
socio-political evils in Nigeria of Ukala’s time, seeh as
enslavement, misrule, exploitation, inequality, etc. and offers
revolution 25 a way forward towards engendering the virtues of
equity, justice, and respect for all irrespective of elass, weaith or
tribe.

In Akpakaland, Ukala has made a subtle call for the
eradication of all bourgeoisie forms in our society and for the
enthronement of an egalitarian socicty. The society depicied in
Akpakaland is stratified into the province of the rich and that of the
poor, and there are different laws for different classes of people.
Akpaka, the depraved dictator marries the two provinces to give a
falsc mmpression of equity and balanced disposition. The citizens
particularly from the province of the poor have ne freedom of
speech. For instm.e, speaking the truth just as Aseli has done
could land one in prison.

Akpaka is proud of his status a.m:l boasts ﬂf l'nq dlctatﬂi'lm
powers. He tells Prede, *... Fulama does not make decrecs for
Akpakaland . I do™ (54) N{: man, irrespective of his status darcs
question Akpaka’s opimion and his decision whether right or
wrong Although Aseki is 2 minister in his govemnment, he does
not hesitate to get him incarcerated for daring to veice out the
following disturbing truths:

The president’s wives are human beings in their own right...
‘When one carves the head of the ponlla, one rubs one’s own
head. For, isn't the gonlla’s head much like 2 man’s?

As nghtly observed by Onyemuche ef al, “the imprisonment
of Aseki is an attempt to muffle any dissenting voice; it is an
expression of the privation of the right to expressing one’s
discontents m civilized society™(169). The imprisonment also
sheds more light on the issue of inequality and discimination in
Akpakaland, whereas it was, people from the provines of this nanr
cannot be given equal treatment with the people from th : provinee
of the rich, their status notwithstanding, Worse still, th.- poor and
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the slaves are often reminded of their status and their ugly
historical past, For instance, Akpaka tells Aseki bluntly, “we all
know where you come from™ (46).

Ukala's revolutionary tendency begins to manifest at the
scene of the great public farce, where Akpaka orders his wives to
be denmded in public as a way of finding out who among his wives
has a tail, Iyebi, who has been ordered to start the immoral show
strongly resisted the order, poised for a fight. Tyebi’s courageous
act arouses the consciousness of the oppressed toward a revolution.
The * sirip naked show™ culminates in the perversion of justice as
Fulama’s culpahility is disclosed leading to the final revolution
which claimed the lives of Fulama, Ogunpa, Iya Fulama,Umal,
Seotu, Guards and Akpaka himself.

Irene Salami-Agunloye

Irene Salami-Agunloye is another notable third generation
playwright whose profile s rising each day on the horizon of
drama, especially feminist dramaturgy in Migeria. Her plays
include: Emotan, The Queen Sisters, More Than Dancing, Sweet
Revenge and Idia. In these plays, Salami-Agunloye challenges the
forces of oppression and all other forms of injustice perpetrated
against women in particular and humanity in gencral Emstan and
The Queen Sisters are plays based on the history of the throne of
Benin Kingdom.

More Than Dancing is the playwright's attempt to rekindle
the revolutionary consciousness of Nigerian women to rise up to
the challenges of our time. This is an obvious shift in the
playwright's creative adventure from historical documentation to
radical political activism. The playwright has made a political
statement with the play, namely: that Nigenan women arc capable
of doing greater things than merely dancing at party rallies. The
play opens with Madam Bisi, the leader of the women's wing of
the United People’s Liberation Party, protesting against the
marginalization of women. When the women's dance troupe is
invited to perform, she rebukes them thus:
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Bisi: Stop drumming! Stop dancing! Stop immediately! Stop!

Stop, I say!!! Enough of dancing! Enough! Enough! Year in

&nd year out, primaries come and party elections go, all we do

is dance. I3 dancing all we can do? Is that all we are known

for?..... Look at the high table (points at the top row where

dignitaries are seated). How many women do vou see up
there? ... Look at us.... Dancing and collecting two bags of

rice, ong bag of salt, one carton of magi cubes and two

wreppers to be shared among thirty-five women! Women,

these are distractions. (p. 1)

She disperses the dancers and the party elders are angry with
her. The women later meet to appraise the action of the previous
day and most women support her and a few are skephical about the
radical nature of their action. They go ahead 1o select Professor
Nona Odaro as their presidential candidate with a promise to
support her in the election. Professor Nona goes homeé and
eritically considers the decision of her fellow women and suddenly
falls into & trance and the past Nigerian heroines appear to her and
encourage her to lead the women, Suddenly she wakes up and
resalves to carry on the struggle. She declares:

Nona: I am ready! Here-am I I am ready to go all the way
{p-29).

The action of women has caused some concern among men. They
also meet o re-strategize. They begin to complain thus:

Balat: The women have carried out their threat, They have
gone ahead to present their own presidential candidate to the
chamrman,

Sonsare: They say they are tired of dancing. They claim they
have been marginalized (Pp. 30-31).

They also make fiun of the women's demands. Hakeem advises
them to allow the women a chance to rule since they have alsc
come of age, but his advice is not taken senously by the men.

At another meeting, the men announce that they have
accepted to consider Nona for the position of Vice president, but
the women still do not accept the offer. They insist that it is eithe:
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Nona for president or nobody at all. The women go ahead to paste
their candidate’s posters all aver the place. Finally, some men join
professor Nona's campaign train. Voting takes place and MNona,
the female presidential candidate, emerges as the winner with a
very wide margin. In the words of Tse, “this is a clear indication
that no matter how long it takes, no matter how rough the road is,
Nigetian women will one day have causc to smile and as such
should not give up™(118). The people voted for the nght
candidats, the candidate of their choice.

Conclugion

This paper has surveyed the trend of literary drama in Nigeria from
the budding days of playwriting to the present. The survey has
shown that the works of Nigerian dramatists of any given period at
any stage of development are basically reflections and criticism of
the societal values prevalent at the time. The first generation
playwrights present plays in which fate and supernatural forces
play important roles in the affairs of men. The second group of
dramatists often express their dismay about the literary pre-
occupation of the first generation by proffering in their works a
new vision of the society—- a socialist vision. The third or the 21st
generation playwrights also pursue the praxis of radical altemative
in their artistic expedition. However, even though they advocate
the Marxist trend i their works, they deploy sober, subile and
satirical approach towards solving Nigeria’s problems.
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