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Introduction 
…director as a creative artist, a creative 

interpreter, a co-coordinator; a mediator 

between the stage and the audience, an 

anthropologist, a researcher, constructive 

theatre critic, not a literary critic, a 

propagator of public taste and sophistication 

and an ennobler of human essence (Sofola, 

109). 

he director has also been described as a highly 

versatile team player, whose mastery of the 

theatre cannot be equaled. Although his 

challenges are enormous, but his supreme task is to 

bring all the creative works of all other craftsmen to 

theatrical unity. This in actual fact, underscores his 

expectations as he is alluded to as a “Greek Poet”, who 

according to classical scholars “had played the role of a 

teacher, had instructed performance in an intricate 

pattern of dance, rehearsed poetic strophes, 

originated costumes and scenic conventions in his 

days” (Chinoy,4). The label or image accorded the  
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ABSTRACT 
The foundation 

of this paper is 

hinged on the 

seven criteria 

suggested by 

Francis Hodge in 

play directing, 

where he 

carefully 

substantiates the 

use of: The Given 

Circumstance, 

Previous Action, 

Dialogue, 

Character, Idea, 

Mood and Tempo 

as a panoply of 

an artistic 

embroidery 

which is capable 

of producing the 

director/actor 

responses of the 

dramatic event,  
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director is almost endless, because of the breath taken task he is involved in. 

For instance, Hodge (1971), declares that an effective theatre director should 

be a combination of: “architect, sociologist, craftsman, sculptor, 

choreographer, plumber, painter, carpenter, electrician, stress engineer, 

historian, nurse, drill sergeant, psychiatrist, anthropologist, costumer, 

musician, dancer and public relations man…acting, playwrighting, stage craft 

and scene design…” (26), are all added theatrical endowments. No wonder 

Herbert Blau in The Impossible Theatre, says “the director must be a brain”, 

hence the tendencies of the operative criteria of Hodge which has become 

unquestionable in the directorial analysis of The Burdens. 

However, following the precept of Francis Hodge, the basic foundation of the 

play-script which is considered as the playwright’s setting is the “given 

circumstance”, it concerns itself with all the materials in a play-script that 

delineate the environment, that is, the special world of the play in which the 

actions take place, these materials include: (1) environmental facts, that is, the 

specific conditions, place and time of events; (2) previous action-all that has 

happened before the action begins; (3) polar attitude- point of view held by the 

principle character towards their environment (Hodge, 21), these items tends 

to officiate the audience understanding of a play. More so, Ejeke (2006) in 

“Play Analysis for the Director in African Theatre”, contends that lack of proper 

especially as it is contained within the ambience of the directorial analysis of a 

play. However, to lend support to this supposition, John Ruganda’s play The 

Burdens is textually analyzed under a directorial foundation to demonstrate 

the aptness and beauty of the Hogian approach. More so, the stronghold of 

this paper is anchored on the analytical methodology, and it is envisioned that 

a painstaking rededication to this approach will enhance audience 

understanding and patronage, and thus, becomes a source of invigoration for 

the survival of the theatre and its product in the face of the current post 

pandemic era. 

 

Keywords: Hodgian Criteria, Directorial Analysis, and the Burdens 
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understanding of the given circumstance of a play, may be attributed to the 

unsuccessful realization of most productions.  

Some contemporary productions fail not necessarily because of 

poor acting or directing or inadequate funds to purchase the 

necessary materials and remuneration for the cast and crew, but 

due to lack of thorough understanding of the given 

circumstances around which the play is constructed. In short, 

many productions do not fulfill the potential of their solution 

because the performing company fails to understand the 

situation of the script with which they are dealing. Hence, the 

need for a sound directorial analysis/interpretation of the play-

text for performance (35). 

 

Synopis of the Burdens 

Wamala, an erstwhile Cabinet Minister of a Country in post independence 

Africa, was detained for plotting with foreigners to overthrow the government 

of his country. When released, he failed to reconcile himself with the life of 

abject poverty, and nagging family obligation. Thus, Tinka, wife of Wamala, is 

unable to adjust to a life of penury, having escaped from the slum to a 

ministerial life, characterized by affluence and opulence to befit their status. 

She devices methods to unleash her evil machinations on her husband, by 

exploiting her children’s sympathy. With the rapidly increasing tension, both 

wife and husband bring up their past and end up having their greatest 

confrontation. Their fight leaves an indelible impression that this is their last 

moment of choice, either for Wamala to find his feet as a husband, or go under 

permanently. But this did not materialize before Tinka launches the aftermath 

of her choice, by the brutal murder of Wamala.  

 

A Directorial Analysis of the Burdens Exemplifying the Hodgian Approach.     

Given Circumstances 

The given circumstance of The Burdens encapsulate environmental facts, 

especially those that give specific information about the play, the time, and the 

place of action, and other tips that will help propel the director’s creative 

vision. These facts may not bother strictly on accuracy, whether the playwright 
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has succeeded in replicating history or not. But since they appear fixed 

throughout the play, it becomes absolutely necessary to represent them in 

their order of appearance. However following the dramatic event of The 

Burdens shows that it revolves around the wake of Ugandan independence, 

that is between 1962 and 1972 with all the events centering in a Ugandan 

suburb which has its capital in kampala. 

It is also keenly observed that the climatic setting of The Burdens is typical of a 

Ugandan climate, which runs concurrently with the seasonal changes, 

especially the dry season, stretching from November till March, that is, the 

historical point in time that the play was written, and is ably represented in the 

dramatic context to symbolize scarcity. This is finely reflected in the play when 

Tinka, the wife of Wamala our protagonist, barks at her only son Kaija, to return 

to bed at once before his father who is presently knocking at the door comes 

in: 

I said off to bed and at once, if he sees those tawny legs of yours, 

he’ll start howling again. He forgets that a tin of water is ten 

cents at the tap (The Burdens, 17).   

 

Tinka also complain of the seasonal changes as affecting her trade, that is the 

sales of the local unlicensed gin (enguli). According to her “if only my enguli 

was selling, things would be a lot easier. But my customers have taken to 

Uganda Waragi” (8) in search for greener pasture. The hardship caused by the 

seasonal change to some extent, has its negative toll on the machinations 

which unsettles disunity in the family. Just as Wamala and Tinka succeeds in 

digging up the illusion of their past, and at the same time using it as one of their 

greatest confrontation. 

To understand the thematic preoccupation of The Burdens or the idea 

underlying certain decisions in the play, a number of factors would be of 

paramount importance, viz. 

1. The period of the event in history: The Burdens is written at the wake of 

the Ugandan Independence, a period in history identified with fierce rivalry 

and politico-religious strife, which has remained a permanent antecedence 

of the Ugandan polity (Uwechue, 246). This exactly informs the action of 

Wamala our protagonist, who, through political affiliations rode to political 
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success, becoming the minister of works of his country. But unfortunately, 

the old indigenous streak which runs in his vein ruins his stream of 

consciousness as it becomes the “flaw” that tears him apart. No wonder 

Tinka reminds her husband that “Too much ambition breaks a man” and 

Wamala in defence responds that “Too little gets him nowhere” (42), this 

shows how deep Wamala has been eaten up by greed. 

2. The date, month and the season of the year: the year The Burdens was 

written coincides with the peak period of the dry season, which occurs 

between November and March. This is used in the play as a reflection of a 

condition of scarcity as it mirrors the post detention period of an erstwhile 

Minister of Works. There is also a deliberate attempt to show false class 

transposition, phenomenal and environmental effect on characters, 

especially as it affects the family unit. Also highlighted is the most piteous 

condition of the family when “Water”, the least of their needs, becomes 

disappointingly difficult to get. This, of course, portrays the family’s ailing 

financial state. 

3. The time of the day: The play opens late in the slum residence of 

Wamala. According to Tinka’s query “where are you coming from at this 

time of the night” (22) and also closes in the evening the nest day in the 

same residence, reflecting a poor economic condition of our protagonist. 

His first entrance speaks volume of his penury, especially as he is presented 

as a drunken psychopath, carrying an illicit smell of alcohol. 

The Burdens is very much in consonant with the Aristotelian “Unites”: time, 

place and action and the Sardou’s concept of the “well-made-play” which 

affirms that a play must have a beginning, middle, and an end represented 

in Act I, II & III of The Burdens respectively. 

Act I: is the first part, standing as the beginning (exposition). It reveals the 

rising actions based on a complex problem of maladjustment, as it affects 

a family of four. The tragedy of the four is that of transposition, to a class 

where they do not belong. 

Act II:  is the second part, standing as the middle of the play (complication). 

At this point the play gets a little bit complex, as Wamala is lost in thought, 

and the illusion of his inner mind is captured, and brought to the open, even 

as he loses his mental balance. 
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Act III: is the third and the final part of the play. Here, the play gets to its 

climax as well as resolution. The series of fight and verbal banter witnessed 

in this part, forces the play drastically to its climax and of course the 

resolution (end). 

4.  Economic Environment: A play’s economic environment reveals the 

class level of its characters, their state of wealth or poverty as it contributes 

to their successes or pitfall. The economic state may also reflect 

awesomely, the character’s cause of action or the grouse he/she holds 

against other characters, his immediate environment, or the society at 

large. Whether the economic state is established or not in the previous 

action, or within the context of the play, extra care must be taken to 

understand their essence. 

The main economic activities in pre-colonial Ugandan society are pastoral 

and agriculture, and supplemented by hunting, carpentry, fishing and iron 

smelting. But with the advent of British colonialism a new lease of life is 

established, to hold firm the foundation of the “West” (Uwechue, 279). The 

Burdens presents three economic levels: first Wamala is introduced as a 

poor teacher, living in a fairly poor economic condition for years with a poor 

pay packet. But his political affiliation at the dawn of independence 

changed his status dramatically, into a new life and class as Minister of 

Works in the new government. Unfortunately, he gets involved in an anti-

government tussle, colluding with foreigners to topple the same 

government he worked for. However, he is dismissed for treason, and 

consequently imprisoned to serve a two-year jail term. After his pardon and 

release, Wamala is seen virtually in another level, as poverty forces him back 

to the slum from where he had earlier “escaped”,    and this time in a very 

worse condition, having been stripped of his wealth and dignity. Wamala 

recalls the past thus: 

Remember the old days, Veteran have mercy. It was 

these Yankees and their dollars, said I could make a 

better boss (The Burdens, 43).  

5. Political Environment:  In Ugandan pre-colonial society, most of the 

social and communal activities were carried out at either family or clan level. 

Although the people had much in common, they had, over the centuries 
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established and evolved political entities or varying sizes and complexity. 

The modern state of Uganda was established between 1894 and 1919, by 

the advent of British imperialism marking the beginning of Uganda’s period 

of socio-political strife, which culminated in the catholic/protestant war of 

1892, and the Christians and Muslims chaos. Indeed, since then, religious 

conflict and rivalry has remained a permanent feature of Ugandan politics, 

both before and after independence (Uwechue, 217).   

The Burdens, has a direct bearing on the political terrain of the Ugandan 

society, where religious conflict and political rivalry has characterized the 

people’s way of life. It is therefore not surprising then, that a school teacher 

was catapulted to becoming the minister of works, of his country through 

political affiliations. While the position lasted, he became so ambitious, 

acquiring the air of a snob, pomposity and extravagance. The insatiability 

and the quest for position, fire his ambition to hijack power. He is caught 

and charged for treason with a two-year imprisonment. 

6. Social Environment: The extended family is the basic social unit of every 

Ugandan community. But above all, there exist the patrilineal clans, which 

had specialized economic, social and political functions respectively. With 

the introduction of the ministerial system of government by the then 

governor Andrew Coben, it became absolutely necessary to move away 

from the indigenous functions to reflect the present circumstance. 

Wamala’s social environment influenced him greatly, as his intriguing 

association becomes a springboard that propels him to political limelight. 

7. Religious Environment: The religious environment psychologically 

controls, or influences the behavioural patterns of her subjects and their 

way of life. This also informs one of the very strong reasons that sharpen 

the political structure of a nation. The pre-colonial religious life of the 

Ugandans is based mainly on ancestral worship, with the southern part 

strongly addicted to cult worship. But with the visit of Stanley, a British 

adventurer in 1874, the then king Kabaka Mutesa, expressed interest in 

Christianity and accordingly, Stanley promised to send missionaries to 

Buganda on his return to Britain. At the missionaries arrival king Mutesa was 

baffled and disillusioned by the fierce rivalry and competition to win 

converts, and more worried he was at the enthusiasm of the young 
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Buganda courtiers. He realized that their activities were potential threat to 

the political stability of the country. 

 

The death of Kabaka Mutesa ushered in Muranga Mutesa I, who became 

hostile to the Christian missionaries, climaxing in ruthless persecutions in June, 

1886. Consequently, in 1892, the British found it evident to intervene since 

there was so much chaos in the land, clashes within and outside, that is the 

indigenes vs. foreigners; the catholic vs. protestant; the Muslims vs. Christians 

(Uwechue, 274). 

The religious environment of Uganda is believed to have impacted seriously on 

Wamala’s life, and his new philosophy of projecting sex as solace to alcoholism. 

This behaviour is not strange at all, especially when we are hinted that he was 

among the few politicians, who ridiculed the church by marrying the daughter 

of a catechist, for their concentrated sermon on the nefarious activities of the 

politicians. 

 

Previous Action 

The Burdens is a play set in East Africa. It centres on Wamala the protagonist, 

an erstwhile cabinet minister, detained for plotting with foreigners to 

overthrow the government of his country. The play mirrors his post-detention 

period categorized by series of events geared towards the struggle for survival. 

In the face of abject poverty he had to put with, he becomes virtually an 

outcast, finding solace only in drink and lecherous women. “The Republic”, a 

most notorious bar, becomes for him a second home, with fellow drunks and 

whores as associates. Wamala’s major problem is his inability to adjust to a life 

of penury, after his release from detention. Having had a taste of luxury, and 

the comfort of a ministerial position in the government of his country, he is 

unable to come to terms with the reality of his reversal of fortune. Living in the 

illusion of his past, he faces a psychological trauma, with a tendency towards a 

mental break down. The playwright describes the predicaments of Wamala 

when he writes that “men who have been on top find hunger, poverty and the 

failure to meet family obligation a humiliating affair” (v). 

It is pertinent to point out that Wamala had lived a humble life, as a teacher in 

a poor economic conditions for thirteen years, prior to the independence of his 
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country. The dawn of same independence ushered him into a new life, as 

minister of works, in the new government. However, he is dismissed for 

treason two years after, and was consequently imprisoned. After his release, 

his sudden poverty leads him back to the slum. Both husband and wife are 

unable to get over the illusions of their two-year world of glamour, wealth and 

power, during which the man served as minister of works. According to him, 

“we were big pots then” (4). Tinka cannot forget either “shopping at the 

supermarket over the phone and hair dressers coming home” (41). Their 

recognition in those two years brought about an upsurge of relatives and 

friends, who as Walama reveals were often turned out. 

Polar attitude: The world of a play exerts a special influence on every character 

that lives in it, as they associate with one another; they are bound to hold 

specific point of view or attitude towards the world, be it positive or the 

reverse (Hodge, 24). 

A family of four which consists of father, mother, son and daughter are caught 

in a special world which forces them to take rash decisions as they relate with 

one another. Wamala’s brief relief in this special but complex world, after his 

detention period, rest solely on alcohol as he confesses: 

...it helps. Drugs one, keeps one hoping. And the  politicians 
know it. Drink will be the last thing to ban in this country… We 
are breeding a nation of desperate alcoholics and sycophants. 
Sycophants flaunting their  hypocrisy to absent-minded elders 
(The Burdens, 37). 

 

Without alcohol, the anxiety to relate with his former associates and 
colleagues is heightened. At intervals he experiences a brain wave, and at the 
same time reflects on sets of new ideas, which he does have the knack to 
pursue. As a result of not being able to corroborate his former life as Minister 
of works vis-à-vis the present as a slum resident, living in the most wretched 
condition. Tinka is equally maladjusted, the fantasies of their two-year comfort, 
continues to cloud her imagination. This presents her as a character caught in 
the web of a different world from her husband. She recalls: 

All those cows and cars, all those servants and free mansion, 

the ranch…. Shopping at the supermarket over the phone… 

the hairdressers coming home (The Burdens, 41). 
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Both husband and wife weave up several kinds of skirmishes, in order to gain 

their children’s sympathy. In the end tension mounts and the subtle traps they 

set symbolize the very struggle of life in the outer world. These conservations 

here —under are reflective of the hidden motives of the parents. 

 

Conversation 1 

Tinka: the next mat I make will buy you a nice little bed. All right? 

Kaija: all right 

Tinka: and don’t breathe a word about this to him. Promise you won’t tell him. 

Kaija: I promise. Oh mother…. (The Burdens, 8). 

 

Tinka tries to set a subtle trap, especially to win the confidence and sympathy 

of her children over their situation. 

 

Conversation 11  

Wamala: very good value for money if you ask me. What’s ten shillings after all?  

Give me ten minutes and I’ll find ten shillings spouting in the urinary at the 

republic bar. But a bed…. Not bad, not bad at all come on old girl. Like to feel 

its comfort?  

 

Tinka: we are fed up with second hand things. 

Wamala: come on, don’t be nasty. The bed’s still in reasonable condition.  

 Strong and, but it‘ll excite the boy out of his senses. 

Tinka: there are homes which never know second hand.  

Wamala: and there are others that can’t afford even tenth-hand things for your 

information. 

Tinka: you should be ashamed of second… 

Wamala: Kaija must come to have a look. 

Tinka: not at one o’clock in the morning (The Burdens,18). 

 

Wamala enters with second-hand safari bed for Kaija, especially to soothe him 

of the ridicule and troubles, of having to sleep with an inconsiderate younger 

sister, who according to him, is a “great pisser”. This sparks off anger in Tinka, 

who feels deflated in her plan to continue to maintain the position of the 
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household husband.  The overall attitudes of the characters are influenced by 

the special world they find themselves. 

 

Dialogue 

Dialogue, according to Hodge, is the façade of the play-script. It is not only the 

conversation between two or more characters in a dramatic piece, but an 

artificially highly economic and symbolic inter-communication of action 

between characters, in which their wants and needs are, expressed (28). 

The Burdens captures the reality of everyday life, through the use of enhanced 
prose language, with a lot of cultural overtones buried in it. It also forces the 
inter-communication of actions, through direct/indirect verbal exchange, 
verbal banter, verbal irony, and symbolism. The Burdens unfolds a superlative 
display of dialogue, structured in a well defined manner which underscores 
excellent choice of words, length of sentences, and climatic build in speech and 
word images. Examples of some of the above found in the text, can be 
deciphered through the following speech. 
 
Wamala: hello, Drake-all the way from the city? For this rally? How Nice-

(Jokes) is it the promotion? Or maybe the mileage? Ah Service (he 
nods understandably) of course, of course….. (Whispers). Nipped 
the broil in the corporation, eh? Very Smart, very smart. But who 
squealed? Who’s that? Charming young lady in a blue skirt? 
Whooo? Refugee? Quite striking. The kind that unsettles wives. 
Course not, Course not. You never know what lurks behind the 
skirt…(The Burdens, 47). 

Wamala illuminates our minds with images of this conversation, as he speaks 
on an imaginary character, supposedly one of those rallies he must have 
championed at the wake of independence. The length of sentence clearly 
suggests a break in speech, which interrupts the line flow. But very well, it helps 
us to understand the images he is trying to create. The choice of words and the 
climatic build in speech is experienced through, the simple sentence structure, 
and the speed at which the problems are introduced and resolved. 

 
Dramatic Action 
It is evidently not in doubt, that the hard core of the play-script is the dramatic 

action, because it involves the action and characters which are inextricably 

linked, as a working instrument of any play (Effiong, 2001). 
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In Act 1 of The Burdens, we are transported into the dramatic action, through a 

complex problem of maladjustment of a family of four, consisting of a jobless 

drunken husband, a neglected house-wife, and two unkempt children living in 

squalor, in a slum under the most wretched conditions. This is not a strange 

phenomenon though to slum residents. But the tragedy of the four is 

occasioned by the reversal of their fortune. 

The scene opens with a set depicting the economic situation of our protagonist 

an erstwhile cabinet minister, disgraced out of office for treason, with the wife 

wearing “I have been through hell kind of face”. The dialogue with her only son 

is full of inciting and cajoling words, replica of a mother, trying to win the love 

of a son to the detriment of her husband, who she confesses “had never been 

really up” (6) (well-to-do). Tinka’s retention is also established in this scene, as 

Wamala’s first entrance is welcomed with a coldhearted rebuff, registering 

once again the domestic conflict. However, to avert a direct confrontation of a 

nagging wife, who sometimes must be battered and bruised Wamala resigns 

to fate, and “the Republic” a most notorious bar becomes for him a second 

home, drowning himself in alcohol and lecherous women. 

Act 11, captures the only joyful moment of the characters, as they put aside 

their differences projecting into the future, wishing and hoping that their plans 

manifest positively, to break the barrier of poverty. Tinka has not only learnt a 

survival strategy of distilling and selling “Enguli” the local unlicensed gin, but 

has also learnt to keep the police out with a bribe. Wamala’s dream manifests 

into ideas, but lacks merit and confidence to set it in motion. However, with 

Tinka’s prodding, he makes some moves which eventually stops at the planning 

stage. At a point the play gets quite unrealistic, as the playwright attempts to 

capture the illusion of Wamala’s inner thought and reveries. That is a tendency 

towards portraying a confused mind, along the line of insanity. He gets so 

immersed in thought during their “play acting exercise” that he fails to 

recognize his son Kaija, when he returned from school, and even nearly 

strangled his wife in error.   

Act 111, serves as the climax and at the same time the resolution of all the 

dramatic actions. Here, the scene reveals an unprecedented outburst of anger, 

of all the already culminated chains of problems, in Act 1 and II and their 

resultant effects. The series of verbal banter and fight becomes for Kaija, a 
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stigma that will be associated with him for a very long period in school. Kaija 

comments: 

All those nasty things you said about each other in front of  

Everybody… My God! How can I ever face those boys and Girls 

again (The Burdens, 70). 

 

This has been their worst fight, and of course, their very last, reveals Tinka 

because “he won’t do it again”, having gone “a long way away from here”. 

Tinka had ordered the selling of Wamala’s most cherished family souvenir, - the 

royal drum and crown to tourists, to raise fund for a proper doctor, and school 

fees for the children. This sparks off anger in Wamala, as he is bent on regaining 

his domestic status as head. This very last tussle awakens Tinka’s negative 

machination from the beginning, to unsettle her venom on her husband, who 

she believes is the cause of their penury. Her very ambition reaches its climax, 

as it manifests in the brutal murder of Wamala. Guilty Tinka, hurriedly packs a 

few belongings together, while the confused children bustling about, query 

her over their father’s where about, and from her loosed ranting, we are subtly 

intimated that she has a hand in her husband’s death: 

…I didn’t even protest because I know he was right. But when 

he went to sleep and I had time to think it over, I realize I’d been 

right. So I stormed in… and it happened…  I know it’s not 

my fault. Nobody will blame me when they come to know (The 

Burdens, 73). 

 

While the confused children are still dazed with the news of their father’s 

death, there is a sudden intrusion of a siren sound suggesting the arrival of the 

police. The shock stricken Tinka concludes that they have come for her, and 

therefore pleads with the children for forgiveness, wishing them well at the 

orphanage. At this point the play is brought to an abrupt end. 

 

Characters 

Character is another hardcore element in directorial play analysis. It is the 

summary statement of all the actions in the course of the play. The Burdens is 
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a play of four characters. It is a family situational drama, presenting Wamala, 

Tinka, Kaija, and Nyankaka as father, mother, son, and daughter respectively. 

Walmala: He is the family head and supposedly the bread winner. However, he 

is presented as a drunk; living in object poverty, shirking his duties as father 

and husband in many respects. He is variously depicted as irresponsible, 

frustrated and a good-for- nothing fellow. 

We learnt from background information that he was one time respectable, and 

a struggling teacher with meager pay. He was said to have dabbled into politics, 

using his late father- in-law as a stepping stone to winning an election, into 

government position for two years running as Minter of works. In those two 

years he served, he acquired a reputation for extravagance and the air of a 

snob, deserting friends and relative. Thus, having been carried away by the 

glamour of his sudden wealth, he is fired by his own ambition to hijack 

leadership, colluding with foreigners against his own country. The law catches 

up with him for treason, and so had to face a commission of injury which, apart 

from stripping him of all he ever owned, clamped him to for a two- year jail 

term. The above background information is valuable to understand the 

characterization of Wamala in The Burdens. 

Finding himself in such a dilemma after tasting such a life of grandeur in the 

past, he is totally maladjusted, and so takes solace in excessive drinking and 

mingling with whores in local pub. Again, having deserted friends and relatives 

when all was well, he has no one to turn to at this moment of distress. Thus, he 

can only associate with fellow drunks at the “Republic Bar”. As an incapable 

breadwinner, he devised all sorts of excuses to desert his home, in a bid to 

escape the constant tantrums, and nagging of his ill- tempered wife and 

children, who are constant reminders of his “burdens”. He drowns himself in 

drink, for, according to him, “it helps, drug one and keeps one hoping.” (37). 

When he can no longer bear anymore of his wife’s taunts, he turns her into a 

punching bag. In his distress, he cannot provide adequately for his family, he 

cannot afford a bed for Kaija his son, and when he is nagged into buying one, 

he can only afford a second hand creaking bed. Neither school sandal nor 

school fees for Kaija, and Nyankake’s chronic cough must wait because he 

cannot afford to see a medical doctor. He must dodge from paying poll tax. 
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Thus, we are presented with a broken, frustrated and maladjusted character, 

who only basks in the glory of the past. 

One of his major weaknesses is his  pride, he finds it difficult to come to terms 

with his lowly placed position. He has been used to issuing orders, and being a 

man of authority. Thus, he finds it even more difficult to humble himself, in 

spite of the turn-around of his life, he confesses his inability to adjust when he 

says: 

It is the boot- licking and tail wagging that I hate. And my 

Knees are not supple, Tinka. My tongue is not used to the 

victuals of gratitude… (The Burdens, 51). 

 

Tinka: Tinka is the wife of Wamala. She is equally maladjusted like her husband. 

However, she develops a stoic attitude towards her situation by accepting her 

fate, rather than laze around reminiscing on the past. She takes to a humble 

occupation of brewing “Enguli”, the local gin, and weaving mat for survival. 

She, however, has the knack for directing her tantrums at her indolent 

husband, which often ended in nagging and sometimes physical combats. The 

contrast posed by slum life as wife of a “nobody”, is unable to displace easily 

the illusion of her past life in a big mansion, as wife of a big shot in government. 

She is unable to erase totally those memories. “All those cow and car, all those 

servants and the free mansion” (11). She cannot forget either the splendor of a 

minister’s wife, “shopping at the supermarket over the phone,” “and hair 

dressers coming home”. Such a transposition of life in which she must now 

brew Enguli, and weave mat is rather too tough for a woman who, hitherto, 

had servants at her beck and call, and only played host to ministerial guests. 

One can therefore appreciate the tragedy and complexities of her present 

status vis-à-vis her former. She must now put up with “blows, battle, hunger, 

hatred, poverty and a cold bed”. Background information reveals that Tinka 

comes from a decent home, with parents as good progressive Christians and 

apparently well-to-do. From a number of indications, she is literate and 

sociable, though middle aged but her constant depression and, “I have been 

through hell” sort of looks, present a picture of one much older than her real 

age. Just as she confesses “time tires the poor internally” (12). In spite of her 

condition, she still holds her shoulder high with pride. When kaija, in a bid to 
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raise money to get himself a bed, offers to sell groundnuts at school as other 

children do, she rejects out rightly saying: 

Impossible. Absolutely impossible… How can a son of mine sell 

groundnuts at school... How can it be said… oh no. Not as long 

as I have these two hands… (The Burdens,7)  

 

Though a resident of the slum, she believes that does not belong there. Thus, 

she distinguishes herself by referring to the other woman as “slum women”. 

(8). When kaija reminds her that it really does not matter if he sells groundnut, 

since other children do, and moreover, that they have become part and parcel 

of the slum, Tinka would not hear of it; she answers him thus,       

Let them, you won’t do a thing like that, how can I bear the 

derisive laughter of the slum women (The Burdens, 8). 

 

Further distinguishing herself from the so called “slum women”, she describes 

herself as a “maimed tigress” (8) alluding to their misfortune, a predicament 

that led them back to the slum. 

 

Kaija: He is the fourteen-year-old child of Wamala and Tinka. Judging from his 

expression and reasoning, he sounds quite like a precocious child. He is a down-

to-earth character, willing to accept the situation he finds himself. Though he 

has no bed of his own like other children of his age, goes to school in tattered 

shorts, bare footed, and faces the embarrassment of being turned out of 

school, for non-payment of school fees but he still holds his parents in high 

esteem. He is often the lone spectator and mediator between his parents in 

times of strife and squabbles. In-spite of his deep respect for his father, and 

emotional disposition and close attachment to his mother, he never takes side 

with one party against the other, rather he assumes a neutral position 

irrespective of who is involved. For instance, when Tinka makes derogatory 

inference to her husband’s poverty saying: 

He has never been really up, Kaija I want you to know that, never 

been really up… As high as men like Isaza, or Isimbwa A lamb is 

not a lion, son (The Burdens, 6). 
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Kaija replies curtly, “he doesn’t have to have been up to be my father, I 

suppose”. (6).Again, when Wamala on one occasion beat up his wife, Kaija did 

not hesitate to show his disapproval and displeasure in the act. “Don’t  do it 

again, father, don’t, it hurts” (36). 

Most of the reported actions are related through Kaija’s eyes and thoughts, 

and these we can trust as not biased or emotional. Though Kaija readily accepts 

the situation of their poverty, and willingly understands that he belongs to the 

class of the have-nots, his parents complex often get in the way, so that he 

finds himself in a situation of either here nor there. Thus, he often assumes the 

image of a laughing stock among the other kids, and this has the tendency of 

getting him into a fit. All in all, he is a more stable character than the others. 

Nyakake:  This is the second child of Wamala and Tinka. We are informed that 

she is five years younger than Kaija, most of the information we get about her 

comes from the report of others. Infact, so much is heard about her before her 

actual appearance, she appears only towards the end of the play, and even 

then she does not much  impact is registered. She is presented as having a less 

powerful image than Kaija, and perhaps less intelligent. Though she is nine, no 

mention is made of her schooling, she has the image of an invalid. In spite of 

her physical presence in the last Acts, she appears quite irrelevant, she might 

be described as docile-a docility tending towards idiocy. 

 

Idea 

The idea of a play is the core meaning of what it has to say, this mostly is derived 

from an assessment of characters in action, through dialogue or is subtly buried 

within the context of the dramatic action. This idea is what the director is 

expected to unearth, in other to communicate to his audience (Hodge,48). 

The Burdens, examines the diverse socio-political and economic problems of a 

nation, the decaying human conditions propelled by greed and self 

centeredness’. The Burdens, as a metaphorical document does not renege, to 

point fingers at the “damage of the modern cancer-empty-headed ambition” 

(Ruganda, V). According to this document, the indigenous quest for power and 

the countless coup detat in pretence to democratic rule, has perverted deep 

into the marrows of suspicion, this exactly is recorded as the post 
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independence “madness. Arthur Nwankwo in the military option to democracy 

opines that:  

…the increasing use of violence as an instrument for conflict 

resolution, even in interpersonal relations are some of the 

phenomenal trends towards militarization. The subtle 

mechanisms of coercion, inherent in the past for creating 

and sustaining colonial institution of domination have  

degenerated into direct violence whose sources and targets are 

malti-dimensional… (5) 

 

The Burdens, is certainly a critical comment on the consequences of greed, and 

insatiability of man, as he exploit his machinations on the political environment. 

Ruganda’s view is no doubt woven around the current political trend in African, 

which is  characterized by the attendance misplacement of  priority, and misuse 

of power. The Burdens, becomes a visionary tool that counsels the “madness”, 

and the aftermath of the prevailing circumstance, and allays the fear towards 

a rebirth of a new generation. In the light of the above, Abacha in an interview 

with a French Magazine, in August 24th, 1997, gave a dossier of his reflection, 

which typifies the basic yearning of a patriot: 

A nation that is not given to reflection that does not take stock 

of its past activities and it not inspired by its hope for the future, 

cannot realistically plan for greatness (Jenne Afrique, 23) 
 

The summary of Wamala’s actions, consequences and aftermath, serves as a 

deterrent to the several Wamalas that bound in society, even his domestic 

clashes and failure, are all pointers to persons who would want to dream like 

him. 
 

Mood 
Mood is a derivative of dramatic action, it is a feeling of emotion generated 

from the clash of force in action. However, its resultant effect in every play is 

predicated towards, an enhanced illumination of the tonal goal of the director 

(Hodge,55). 

All the three Acts of The Burdens, presents different moods, which are 

recorded through the mood adjectives, and the mood metaphors. As the 
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structure of the mood rhythm rises and falls, the character-mood-intensity is 

shifted either towards tension or relaxation. The illumination of the different 

mood value, is reflected from the beginning till the end of the play. For 

example, Wamala’s first entrance, is greeted with hatred from Tinka, which 

indicates a mood adjective, while Tinka’s emotional disposition portrayed 

through her facial expression of “I have been through hell”, indicates a mood 

metaphor. Several other mood values of self pity, frustration, anger, pride, 

fear,  excitement, regret, self reproach etc. are the confluence of moods in The 

Burdens, best described in relation with its tonal quality of verbal inter-

communication of ideas, recorded in a cause and effect progression of the 

outward emotional responses from Act 1-Act III of The Burdens respectively. 

 

Tempo 

The changing rates of every dramatic action in a play are referred to as 

“Tempo”(Hodge, 52) These changing rates contain unit of actions, and the 

actions are made up of unit beats, which when combined together forms 

several consecutive unit of varying beats, identified as a plays rhythm. 

Act I of The Burdens, begins with a slow unit beats, which occasionally rises and 

falls representing the exposition of the dramatic action.  

Act II, shows a steady rise in its unit beat, with the accumulated units of action, 

forcing the rhythmic flow of the play to climax, representing the middle or the 

complication of  the dramatic actions. 

Act III represents the end or the resolution of the  dramatic actions, with all the 

changing rates or beats rising in staccato form, with pulses and silence. 

 

Conclusion 

The preceding discussions demonstrate in high hopes, the seven  major criteria 

suggested by Francis Hodge in play directing/analysis, that is: the given 

circumstance, dramatic action, dialogue, character, idea, mood and tempo,  

which are considered as an artistic embroidery capable of producing the 

director/actor responses of the dramatic event of a play. Although for the 

purpose of explicit discussion these criterion are arbitrarily broken into sub-

areas, for a better understanding of how to tackle the  ambiguities surrounding 

the play text, especially in the area of directorial analysis. Also, in the view of 
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carrying out the analytical  task of this undertaken, The Burdens by John 

Ruganda is textually analyzed, under a directorial foundation that exemplifies, 

and at the same time demonstrate in concomitance the aptness, and beauty of 

adhering to the Hodgian approach, in the face of the current economic 

recession. However, it is envisioned that a painstaking dedication to these 

criterion will definitely enhance audience understanding and patronage of the 

theatre and its product, and thus, becomes a source of invigoration for the 

survival of the theatre 
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