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Preface
Nsukka Journal for Musical Arts and Research (NJMAR) is a result of
years of dream nursed by the Department of Music, University of Nigeria,
Nsukka. This first volume of the journal is a collection of articles from
reputable music scholars who are nationally and internationally recognized
in their varied areas of specialization, converging intellectual and musical
ideas from music education, theory and composition, African music, music
and media, music technology and performance.
Going through the contributions of the authors of various articles, I was
proud and confident that readers of these articles would, undoubtedly, be
engrossed with the enormous and detailed information about Africa and
African Musicology. Diversified studies on varied aspects of musical
literacy and research were successfully carried out by these scholars who
have lucidly presented their experiences and findings in their articles.
Contemporary issues on Nigerian socio-cultural integrity are given special
coverage in this volume. The Editorial Board of NJMAR is to be
commended for selecting the articles for this publication that have gone
through peer review process.
I therefore, commend the authors/contributors for the papers and their
determination to send articles for this maiden publication of Nsukka
Journal of Musical Arts Research (NJMAR). I wish interested readers,
scholars and lovers of music scholarship to take these articles as
reference materials to enhance their knowledge of African music. May I
seize this opportunity to appreciate the Editor and members of the
Editorial Board for a job well done.
Dr. Sam K. I. Chukwu
Ag. Head,
Department of Music,
UNN
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Editorial
Mine is the greatest pleasure to introduce this ground breaking first issue
of the Nsukka Journal of Musical Arts Research hosted and published by
the Department of Music, University of Nigeria, Nsukka. Ground breaking?
One would ask. Yes it is. When the background to this publication is
known it would be easier to appreciate the joy with which this journal is
presented. It has been a long, tortuous fifty one years (1960-2011) since
this dream has been with the dreamers. It was difficult to wake up from the
sleep. It was indeed better to remain asleep than to wake to the reality of
the wasted years that left nothing but mere dreams. Sincerely, it is
gladdening to note the efforts of the new generation of staff at the
Department of Music that took the bull by the horns and committed
themselves to the breaking of the jinx that had kept the Department from
realizing its object of scientific dissemination of knowledge in music
research and practice. It would be almost difficult not to shout hurray in
welcoming the dawn of academic discourse hosted by the Department, no
matter how little the contribution is.
That being the case, I warmly congratulate the entire staff and students
currently at the Department of Music, UNN for their unwavering
commitment and firm dedication to this laudable objective. Posterity would
remember this selfless response to the development of music scholarship,
music practice, creativity and education. The material and financial
contributions can only be imagined. The editorial team deserves all the
thanks it can get in acknowledging the great efforts the members made to
ensure this publication is possible.
The motivation to host a journal in the Department of Music, UNN may be
said to have been spurred by the need to fulfill the academic need to have
what other Departments have. It may also be said to have been
occasioned by a feeling of loss of status when compared to other
disciplines that have opportunity to share their discourse beyond their
locations. Or, why not say it was to have a sense of belonging. It could
also be said that this is in response to the mutterings within and outside
the University that the Department may not be capable to host a journal.
Indeed, any or all of these is possible, giving the long years it took to wake
up from slumber.
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One thing remains very clear to us however. It was high time the
Department did something in this regard. It was critical to open up a
channel of discussion on musical arts in Nigeria and beyond, knowing
there is dearth of materials on music in Nigeria and indeed, Africa. Musical
arts in Nigeria and Africa remain largely unresearched. New perspectives
are still being awaited. The inter-connections of the arts still fascinate
researchers and scholars of music in Nigeria and Africa. Aspects of
creativity, education, technology and performance are still calling for
serious research attention. The array and depth of musical arts indigenous
and imported into Nigeria and Africa would continue to stimulate
fascinating critical discourse for a very long time to come.
With these in mind, it was significant that the journal adopts a suitable
name that provides ample opportunity for scholars, researchers,
practitioners, creative people, educators and technologists to carry out
relevant enquiries in ways that would not be limiting. It was necessary to
motivate open and unlimited research explorations in core music problems
and in inter-related arts and science disciplines. A researcher is welcome
to focus on critical enquiries from any discipline on the platform of music.
The Editorial Board would not in any way suggest, even faintly, a limited
perspective to music scholarship. Inter/multi-disciplinary discourse is
critical and significant in today’s scholarship. This is highly encouraged by
this journal, knowing how music permeates almost every facet of life. The
doors are thrown wide open to all scholars that may have remote and
direct relationship with music to brace up to the challenge to engage the
music world in a scholarly discourse. Do not say no this opportunity.
Being the first attempt, the Nsukka Journal of Musical Arts Research
would be rated highly when the galaxy of contributors spanning the highly
established and seasoned scholars to this issue is considered. It would
not be taken for granted that a new journal would not draw much interest
from highly recognized scholars when this journal is taken into account.
This feat is attributed to the great effort of the editorial team to make a
mark in the first outing of the journal to ensure a high standard is
maintained in the subsequent issues of the journal. While reaching out to
the most established scholars, the journal did not loose sight of capturing
as well as motivating and encouraging the young and the not-soestablished scholars and researchers in music to make relevant
contributions. Indeed, the future of the journal depends on such
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researchers. Thus, the journal features an array of articles to cater for the
various needs of readers.
In this first volume the journal focuses on the burning national issue of
social and cultural integrity. Indeed, most of the papers were originally
presented at a conference organized by the Department of Music on the
theme. The overwhelming response to this conference and submissions
enabled selection of articles for peer reviewing. Accepted articles from
those submitted are published in this volume. Thus, it would be noticed
that articles on socio-cultural integrity form the core of this volume.
In his article Richard Okafor gave a fascinating historical and analytical
evidence of nationalism and weaving of Nigerian social and cultural issues
in music and anchored his discourse on the fact that “Nigerian music is the
force of a living spirit moving within those who perform it, those who have
to use it, those who are its targets, and those whose actions and nonactions it dictates, influences or moulds. Music is more integrated with life
in Nigeria and among Africans than it is in most other societies”. Ademola
Adegbite gave a critical look at contemporary music and how it contributes
to the building of socio-cultural integrity of Nigeria. He enumerated
contemporary music styles that developed in Nigeria and balanced his
presentation with a perspective on art music as a musical development in
contemporary Nigeria. Dan Agu made a valid contribution on the choral
music acceptability in Igbo worship. His article is a critical analysis of the
current situation in the use and appreciation of indigenous choral music or
Youth Songs, balancing the presentation with a historical perspective that
situates the study. His discourse ends with a firm recommendation of
literary Nigerian choral music as clear alternative to Western anthems for
Igbo church worship. Onyee Nwampka presents a thorough study of rebranding of Nigerian contemporary art music highlighting the positive
contributions of music and its performative confluences in the
development of Nigeria as well as the factors that are responsible for
these contributions. He ends his contribution with important
recommendation on the strategic music approaches that will be necessary
in (Re) Branding Contemporary Nigeria Art Music. Christian Onyeji, Femi
Adedeji and Ikenna Onwuegbuna took an analytical look at the
contributions of indigenous and contemporary popular musicians to the
socio-cultural integrity of Nigeria respectively. Other articles keyed into the
integrity question and what we have in this volume are fascinating
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discussions that
explorations.

would

stimulate

further enquiries

and

research

The editorial policy being also to stimulate reviews of scholarly materials,
musical scores and productions and audiovisual materials, the Editorial
Board is not pleased that this was not captured in this volume due to nonsubmission of materials by scholars. It is the hope of the Editorial Board
that submissions would be made in these categories in the subsequent
volumes.
It is my pleasure therefore to introduce the Nsukka Journal of Musical Arts
to music scholars, researchers, performers, educators, composers,
technologists, students and enthusiasts to take advantage of the rich
scholarly discourse contained in it. I look forward to the subsequent
volumes that would arise from the submissions of scholars globally.
Professor Christian Onyeji,
Department of Music,
UNN.
Editor
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Music and Nigerian socio-cultural integrity
Richard C. Okafor, MNAL
Adjunct Professor, Department of Music, UNN
Director, School of General Studies, Godfrey Okoye University, Enugu
Introduction
Nigeria is a country with about 149,229,090 citizens by the July 2009 estimate. The
main ethnic groups are Hausa and Fulani 29%, Yoruba 21%, Igbo 18%, Ijaw 10%,
Kanuri 4%, Ibibio 3.5% and Tiv 2.5%. Its total literate population is 68%. The
languages spoken are English (official), Hausa, Yoruba, Igbo, Fulani and more than
200 others. It has three popular religious adherents, namely Animists (indigenous
believers) 10%, Muslims 50%, and Christians 40% (NLNG, 2010).
The history of Nigeria as a political unit has really come a long way from the British
Colonial days through the Amalgamation of the two British Protectorates of Northern
and Southern Nigeria in 1914, the different operational regions before and after
independence, and to the present structure of thirty-six States and a Federal Capital
Territory. Nigeria, a name suggested by Miss Flora Shaw, who later became the wife
of Sir Frederick Lugard, the first Governor-General of Nigeria, was accepted in
preference to several other suggestions (Ojukwu, 1989 & Okafor, 2004).
Nigeria’s experience of culture contact with the non-African world pre-dated her
colonial experience. Some of the contacts were short-lived and were consequently of
passing attention only. Some left imprints in ways that were not widely recognized
while others deserved attention because their effects are today strong on the cultural
evolution of the Nation.
The platform and original raison d’etre for the most important culture contacts
between Nigeria and the non-African world was often trade. It was a constant even
when other interests were dominant. Trade interests intermingled with, followed in
the wake of, or paved the way for these other activities and interests.
Kano, for example, was, for over a thousand years, the terminus of the TransSaharan trade caravans, which reached the Mediterranean through North Africa.
Indeed, goatskin from Sokoto, which reached the European trader through Morocco,
became known to the world as Morocco leather. The Trans-Saharan route also
facilitated trade and culture contact with the Saharan Regions and the Middle East. It
was through this route that the Bornu cavalry received the first consignment of
gunpowder in this part of West Africa.
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Islam came to Nigeria from the Middle East and, through conversion and military
conquest, gained territory in the grasslands of Northern Nigeria where the cavalry
could move rapidly. Islam, being a way of life (a culture), replaced much of the
indigenous culture in the areas of its influence so that, over the years, the Sharia or
the Maliki (Muslim personal) laws have become customary laws.
European contacts with Nigeria had been intermittent. Spanish Missionaries had
contacts with the Kanem Empire almost at the same time as Portugal came to the
Benin Empire. The Portuguese relationship with Benin is important because it was a
deliberate attempt at culture transfer. Missionaries introduced Christianity and some
children of the nobles were sent to Portugal for European education. Traders
introduced coral which is still very important in Benin ceremonial regalia. A lot in the
court art of Benin today reflects the relics of this early Benin-Portuguese intercourse.
Even the ceremonial regalia of the Oba and Chiefs of the Kingdom of Benin today is
reminiscent of the vestments of the 15th Century Portuguese priests.
Culture contact with the United Kingdom has the greatest and the longest abiding
effect on the Federal Republic of Nigeria. Economy was at the heart of the contact. It
was the British economic interest which propelled Britain into its dominant role in the
Trans-Atlantic Slave Trade. After the abolition of the Slave Trade and the loss of
American colonies, it was the British economic interests that put British merchantmen
to sea and sent her merchant adventurers into African homelands to forage for raw
materials and open sales outlets for European items demanded during the Industrial
Revolution. Christianity may have helped the penetration by projecting new
perspectives and prospects to life thereby weakening the indigenes’ resolve to resist.
Evangelization, however, was never the prime motive.
The Nigerian colonial experience affected the development of Nigerian indigenous
cultures in many fundamental ways among which are the following:
- It introduced a distorted perception of values which presented everything
foreign as wise, admirable and civilized and anything local as primitive or
bush. The indigenous culture was denigrated.
- The Colonial educational system prepared students for service in the African
Section under the colonial Public Service and not for solving “the concrete
problems of their own developing country.”
- Technology was not developed indigenously. Imports from the colonial power
created a malignant taste for foreign goods. Situations as “prevailing abroad’’
were deemed unassailable as points of reference.
- Personality switch resulted unequally. The elite, the educated and the
officials among the indigenes, aped the life and the power of the colonial
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masters and even treated their countrymen and their culture with disdain. To
live in the Government Reserved Area (GRA) was and still lingers as an
achievement despite the known fact that the GRA was established to
separate the precious expatriate from the “disease-ridden African
communities.” The indigenous official was an effective agent of the Colonial
master, using his power against his people rather than for their own
development.
- The Colonial Administrator imposed a new official language, a new thought
track and a different system of personality and value expression.
- A new political arrangement, which did not take an accurate account of the
indigenous social system, was imposed.
- Nigerian art works and artifacts were stolen and sent abroad as museum
pieces, irrespective of the social problems the action caused.
In summary, the culture contact which obtained when Britain intruded into the
Nigerian life yielded a harvest of culture transfer and cultural imposition from which
the country has not fully extricated herself. But, let it be admitted, some benefits
resulted too. Every culture contact results in acculturation, which a culture engages
or can engage for its own development. Ideas often grow by encounter and
interaction with other ideas. And there is no doubt that the level of development in
the country would have been different if Nigerians had all along practised strict
cultural insularity.
The Nigerian Nation is a product of foreign rule, hence the importance of noting the
fundamental social basis of its existence. Before the arrival of the British colonial
government, the different ethnic nations that make up Nigeria today lived as free
independent kingdoms and hegemonies. There were kingdoms like Oyo, Lagos,
Calabar, Borno, Sokoto Caliphate (with loose control over Kano, Ilorin, Zaria, etc.),
Bonny, Opobo, etc. There were peoples such as the Yoruba, the Egba, the Edo, the
Hausa, the Idoma, the Tiv, the Jukun, the Birom, the Fulani, the Nupe, the Kanuri,
the Igbo, the Ibibio, the Efik and so on (Sagay, 2001).
Prior to the Amalgamation in 1914, these peoples had achieved or succeeded,
through varying degrees, in developing their own peculiar civilizations so much so
that what the European colonizers encountered on arrival were several independent
political units, some considerably highly developed, and others very simple (Okafor,
2004). Generally, each group remained politically distinct and separate. These
peoples or groups included an effectively blended mix of Moslem Hausa-Fulani in the
North, a highly structured group in the West, the Yoruba, and in the East, the Igbo - a
highly decentralized collection of clans held together by a common culture (Udenta,
2004). The Europeans also encountered a vast number of smaller ethnic groups.
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Culture: It is now a long way from the first principles when man’s most novel activity
and the meaning of culture was deliberate tillage of the ground for production
necessary for his survival. Culture now embraces the whole complex of human
achievements in ideas, words, actions, symbols and works intended by mankind to
give fuller meaning and expression to life in the cosmos.
Culture originated everywhere from man’s response to the diversities and dynamics
of his whole environment. The experiences of each generation are transmitted to the
succeeding generation which uses them to build upon and create its legacy. As
dynamics of the environment are varied, and as the environment has many facets,
there should be matching responses or there could be sad consequences.
There is thus the important point about the continuity of this response, referred to as
“accommodating our changing selves to our changing and changeable
surroundings,” (Butler, 1972), of trying to gain mastery over our environment – that is,
the whole way of life of human groups in any part of the world. It has been so
throughout human history.
Culture is therefore the cumulative experience of a people in their years of
systematic attempts to master their environments so that they can enjoy a higher
quality of life. Described as “the man-made part of the environment” (Herskovits,
1955), it is central to life in a human society. It is dynamic so that it can cope with
changing and changeable environments. This is in synchrony with the Cultural Policy
for Nigeria (1988), which states inter alia:
Culture is the totality of the way of life evolved by a people in their attempts to
meet the challenge of living in their environment, which gives order and
meaning to their social, political, economic, aesthetic and religious norms and
modes of organization thus distinguishing a people from their neighbours (p.
5).
Culture can be learned, borrowed or transferred from one group to another. When
this happens there is a closer association between the two. Thus, culture may
become the basis for unity between or among different peoples or communities.
Indeed, communities evolve through cultural borrowing or exchange.
Culture areas in Nigeria: The concept of Culture Area was invented by American
anthropologists, of whom Wissler (1938) was the most important, to describe a
geographical territory in which the inhabitants share most of the elements of culture,
such as related languages, similar ecological conditions, economic systems and
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ideological patterns. The separate groups within the area may or may not all be
members of the same breeding population. Onwuejeogwu (1975) further illustrates:
A culture area is therefore a geographical area occupied by peoples whose
cultures exhibit a significant degree of similarity with each other as well as a
significant degree of dissimilarity with the cultures of others. … Culture areas
are delineated by categorizing cultures according to standard classifications
such as techniques, physical environment, religion, language, and saying
that those that are similar and closely related belong to one culture area (p.
9).
The area now known as Nigeria, from available evidence, was never a single cultural
movement or entity. Using language as an anthropometric material, Meek (1925) and
Talbot (1926) identified over 250 major ethnic groups in Nigeria. These can be
described as different sub-cultures, which over the years have congregated into a
smaller number of culture areas. The various ethnic groups or sub-cultures, over the
centuries, developed contacts and relationships which affected them generally.
Except for the coming of the Western Trader and Colonial Administrator, and, also to
a smaller degree, the influence of Arab Traders and Islamic preachers in the far
North, no external factor affected all the cultures of the country to any deep degree
and with such a lasting effect.
Multiculturalism: Multiculturalism is the acceptance or promotion of multiple ethnic
cultures, for practical reasons and/or for the sake of diversity. It is a philosophy that
recognizes ethnic diversity within a society and encourages others to be enlightened
by worthwhile beliefs and behaviours. It is the intermingling of different cultural
groupings in a given geographical territory in which they live as their homeland and
not as visitors. Acculturation is a fact of life in Nigeria, and generally results in social
change. This method is slow, often un-noticeable and not very painful, if at all. As two
cultures meet, members of each learn of the other’s culture by slow absorption,
learning expected rules of behaviours and developing satisfactory relations with the
other side (socialization). In doing this social change is brought about.
The most significant attempt at bringing unity into this diversity as a means for social
integration can be said to be the introduction of the first National Anthem of
Independent Nigeria. The third and the fourth lines of the first verse made clear what
the music was designed to stand for:
Though tribe and tongue may differ
In brotherhood we stand.
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Indeed, that is what any national anthem is meant to do – to unite and express the
unity of a people. A national anthem is a nation’s official song. It tells either the
history and/or process of nationhood. The national music of any people is a rallying
point, a marshalling point for expression of solidarity (Okafor, 2006b).
The different ethnic cultural groups of Nigeria have each their own musical slogans,
songs, drum signals and other patterns, which are identified with them. These
various acts, in addition to expressing identity in specific ways, also touch the hearts
of the various groupings; stir or challenge their patriotism and their ability to dare to
win; challenge them to equal or surpass the magnanimity or greatness of their
forebears; or encode in soul-stirring ways what the people live by. It could be said
that the national anthem of the Egba or the Efik, the national slogans of the Igbo, the
Yakur and the Tiv, as well as the Ikperikpe ogu of the Ohafia and the Abam, and the
music of the Sekiapu of the Kalabari appeal to these various peoples in a way that no
other music can. Some of these include:
Nzogbu, nzogbu
Trample, trample (them) to death
Enyi mba, enyi
Great nation, big as an elephant
Zogbue nwoke
Trample the men to death
Enyi mba, enyi
Great nation, big as an elephant
Zogbue nwanyi
Trample the women to death
Enyi mba, enyi
Great nation, big as an elephant
The totem of the Igbo is the elephant – the biggest land animal in the world and a
symbol of power, greatness and wealth to the Igbo – from whom the Igbo derive their
maxim or dictum for one of the qualities of leadership. The most popular slogan to
which Igbo people march or parade is Enyi mba, enyi (Elephant Nation, Elephant).
Another national song of the Igbo is Ole Ndi K’Unu Bu? (Who Are You?)
Ole ndi k’unu bu?
Who are you?
Ndi Igbo
We are the Igbo
Anyi agaghi ahapu ibu ndi Igbo
We cannot but be Igbo people
Eze Chukwu Nna mere anyi
Kingship bestowed on us by God
Ala Igbo ga adi nu n’uwa
The Igbo race must exist in the world
Ala Igbo ga ebi nu n’uwa
The Igbo must live in this world
(Okafor & Okafor, 2009: 81).
Ogwofia, an autonomous community in Ezeagu LGA of Enugu State, is my home
town. It embraced Western education and Christianity in the early 40s. As a
progressive community, its forebears composed an anthem for the mobilization of its
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people whenever the need arose. According to HRH Igwe Tom Inyiama, Ogwugwu
Ebenebe I of Ogwofia (2010):
The Ogwofia Anthem, composed by the supervisors of the Ogwofia project … and
sung at mass literacy classes and during other communal activities at the Civic
Centre, captured the estimation of Ogwofia people for their birth-place:
Ogwofia nnukwu obodo
Ogwofia, a big town
Obodo nke anyi
Is our dear town
Obodo anyi di n’Africa
Our town is in Africa
Obodo nke anyi
Our town that we are proud of
Obodo nke anyi amaka
Our town that is great
Obodo anyi fulu n’anya
Our town that we love
Ogwofia nnukwu obodo
Ogwofia, a big town
Obodo nke anyi
Our own dear town
When political differences and external alliances were tearing the Yoruba nation
apart and even threatening their existence in the late 1950s, Chief Hubert Ogunde,
the grandmaster of the Nigerian dance theatre and folk opera, produced a classic,
Yoruba, Ronu (Yoruba (People), Think!), which effectively brought sanity into the fray.
Yoruba, ronu o!
Yoruba (people), think!
Yoruba, yo yo yo bi ina ale
Yoruba, brightly shine like light in the night
Yoruba, ru ru ru bi omi okun Yoruba, roar like the sea water
Yoruba, ronu o!
Yoruba (people), think!
(Okafor & Okafor, 2009: 83-84).
Egba nationalism is encapsulated in Lori oke ati petele, which stirs the mind and
mood of the people to embrace what the people live by. The Egba man calls himself
Omo Lisabi, child of Lisabi, after their great liberator, Lisabi, who promised to make
the people move like eagles and not like chicks.
1. Lori oke ati petele
On the hill and valley
Ibe lagbe bi mi si o
That was where I was born
Ibe lagbeto mi dagba o
That was where I was brought up
Ile omini ra
The land of liberty
Emi o ma yo lori Olumo
I will rejoice on Olumo (Rock)
N o sogo o yi lokan mi
I will celebrate this in my heart
Wipe ilu olokiki lawa
That in a popular land
Egba ngbe
We, the Egba reside.
Chorus: Ma yo, ma yo, ma yo-o; Ma yo-o lori Olumo - I will rejoice (2ice), I will stand
on Olumo
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Abeokuta ilu Egba noni
Abeokuta, the city of the Egba
Noni gbagbe re
I will never forget you
Mogbe o leke okan mibi ilu odo ya You will always live in my heart like the
Western world
Emi o fa Abeokuta sogo
I will make Abeokuta my glory
Moduro lori Olumo
I stand on Olumo
Ma yo loruko Egba-o
I will rejoice in the name of Egba
Emi omo Lisabi
I the child of Lisabi
(Okafor & Okafor, 2009: 78).

The National song of the Kalabari, Ama Ibi Dokiari Apu, is a prayer that God blesses
all those who have done something good for the land – the great men, the young
men, the fulfilled women, the Iria, and the young girls. Indeed, any body who has
contributed to the development of the nation.
Apart from similar grand attempts, the musical arts have been employed in several
ways to express or promote social integration. The Festival of the Arts, which
flourished in Nigeria, especially in Eastern Nigeria and in Lagos in those golden-age
years, was devised to encourage the young ones, especially those from various
cultural backgrounds, to engage in musical or performing arts practices, presenting
specimens from their own cultural backgrounds and watching people from other
backgrounds do the same in a grand socio-cultural interaction. It is a nostalgic
memory, east of the Niger, that in the days when the Festival of the Arts flourished,
social and cultural interchange between and among peoples from several parts of
Eastern Nigeria was very strong. Inter-ethnic conflicts were much rarer; the society
was more stable and people felt at home in any part of Eastern Nigeria either as
tourists, visitors or holidaymakers or simply as music-seekers/hunters. Importantly,
dancing schools, cinema theatres and music and drama performing groups
flourished and toured widely. Today, it is an artistic fact that most performing groups,
east of the Niger, have borrowings and integrations from other cultures and with
them some knowledge of life outside their mother cultures. According to Emeka
(1985):
the Festival of the Arts provided the only exposure and incentive
some groups and people had for certain types of music … Every
Festival brought out new discoveries – discoveries both of materials
and talents, and our education about our music and musicians grew
richer. The Festival opened to us our indigenous musical life and
enabled us participate in it. We discovered groups and people who
then enjoyed wider recognition and patronage (p. 8).
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Music and dance as cultural expressions in Nigeria
Music is, unquestionably, the most widely practised of the traditional arts in Nigeria.
At any time of night or day, somewhere in the land, some music is being made.
Cardinal to this type of music is its integral relationship to the life, life-styles, and life
patterns of individuals within certain communities and of the communities and
societies themselves. It is not made for its own sake or for sheer exhibition of
intellectual or physical dexterity or endowment (absolute music). It is a manifestation
or expression of culture. The relationship, similarity or differences between the music
of these communities depend on the relationship between their languages and
culture.
The nature of this and its uses are determined by the society, which, over the years,
makes required additions, variations, and selections. Authorship cannot be traced to
any known definite person. Where the music is ascribed to an author, it is usually to
a mythical or culture hero. This is the case with Ijala chants, which the Yoruba
ascribe to a celebrated hunter, pathfinder and palm-wine drinker deified as Ogun –
the god of iron, patron of drivers, black-smiths and all those who work with iron, and
the path-finder and patron of hunters. Ogun was, in his life-time, an inveterate palmwine drunkard, and it was after one of his encounters with an adversary that he was
said to have burst forth into a novel chant and proclaimed that the chant was to be
the royal road to his heart. And so, after Ogun’s deification, Ijala became a veritable
language of the god, Ogun – the Yoruba deity.
Another example is in the songs of the Egbelereme - women choristers, who on
every eighth day sing chants, which the Kalabari trace to the pre-deification life of
their national goddess, Awome Akaso. Since culture is the true determinant of this
type of music, we call the music traditional or folk music.
A dance is the patterning of the human body in time and space in order to give
expression to ideas and emotions. People’s daily movement habits usually reflect in
their dances. For example, hill men have energetic dances, and sedentary folk use
their hips a lot in dancing, eg Agbankolobi, Okanga and Atilogwu of Enugu State.
People who live in swampy areas do not step firmly; and riverine folk have a lot of the
canoe movement and paddling. Royalty moves majestically, and fighting folk show
the cut and thrust of battle, eg Ikpirikpe/egwu ogu of the Abriba, Arochukwu, Ohafia,
etc. of Abia State. All these account for the great variety of dances in Nigeria. In
preparation for FESTAC in 1977, the Nigerian Federal Government organized
“Festivals of Two Hundred Traditional Dances” in all the States. The results were
stunning revelations of the rich variety of dances available in the country.
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Indeed, the Nigerian culture seems to make use of the dances almost more than any
other art form except music for cultural expression and transmission. There are
dances for children, adolescents and adults, for men and for women, for spiritmanifests, for entertainment, for rituals, for ceremonies of State, for recreation, for
exclusive cults and for open mixed participation, for birth and death, for merriment,
and for war. Some Nigerian dances are creative by nature - incorporate new ideas
and experiences as the times move on, modern in design, but, in structure, founded
on tradition.
Travel and the media have brought some of these dances to national and
international attention. Among these count Atilogwu/Etilogwu (Okafor, 1998b),
Mkpokiti, Obitu, Rankan, Ntimi, Ebre, Abang, Sato, Tallabe maidens’ dance,
Fadakarwa, Shilla, Taushi, Gbedu, as well as the royal dances attached to the courts
of kings. Whichever is the case; dances are almost certainly among the highest
forms of Nigerian traditional arts engaging, as they do, the senses of sound and sight,
as well as body, mind and soul.
Culture contact has also had a strong impact on the dances of Nigeria. For example,
in Enugu State the Atilogwu dance (Okafor, 1998b) is native to the communities in
Ezeagu LGA and the Anambra Basin. Many dances in the Ezeagu LGA have transterritorial influence from the Anambra Basin while those of Nsukka area have Idoma
and Igala influences. Odabara dance of Nsukka is the same thing among the Idoma
and parts of Igala. Some of the mmanwu (spirit manifests) dances in Nsukka are
either of Igala origin or are strongly affected by contact with the Igala. This is
because of contiguity of territories. Ikwo dances of Ebonyi State also testify to long
contacts with the Ogoja groups of the Cross River State, who are their neighbours
(Okafor, 2002).
Offiong - a mixed dance of the Ibibio of Cross River State was originally a moonlight
dance, deriving its name from offiong (moon). It was introduced into Ohafia (Abia
State) by the Ibibio, who are contiguous to them. It was originally performed during
moonlight nights when young men and women embraced themselves whenever the
music stopped. But, because of its abuse and to check immoral behaviours, the
elders now made it a day-dance. There is this saying Offiong ken enyong ndeden
kisom “There’s moon in the sky but cool shadiness on the earth.” This is a warning
that someone who pretends to love you may put you into trouble; this compares with
the Igbo saying: Ochi n’eze, iwe n’obi - “Laughter in the mouth but hatred at heart.”
Ure music is made up of songs with xylophone accompaniments. It came originally
from the Ibibio and most of the lyrics are still in Ibibio. Originally, it was a wake-music,
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which was used for keeping awake. It was also introduced into Ohafia by the Ibibio
because of contiguity and bilingualism. Ure music is now performed outside its
original context because of its captivating tunes. Its musicians now adapt their own
texts and use the music purely for entertainment and no longer as a work song.
The music of the spirit-manifest dance of the Nupe and the Igala, which the Yoruba
call Igunnuko and the Igbo call wonder-masquerade, tends to travel across the
various cultures of Nigeria. Some of the great dances of the Ijaw are often found in
Ondo State; in many parts of the Delta, and even among the Igbo, who celebrate
them as Egwu Amala dances.
Across Nigeria today, you could find many Igbo minstrels like Ozoemena Nsugbe
and Morocco Maduka using the iya ilu or any other type of the Yoruba talking drum,
that is, the hourglass talking drum. Morocco Maduka now uses both the Western and
African musical instruments in his music, such as the synthesizer, the guitar and the
Yoruba talking drums, which can easily play both melody and rhythm. The same is
true of Mike Ejeagha who uses the guitar, ekwe (small slit drum), and ichaka (rattles)
in his Akuko N’Egwu (Story in Music) performances.
Borrowing from another culture is not necessarily a bad thing. It is one of the ways in
which a culture grows. Urbanization affected the dance styles in Nigeria just as it
affected other facets of culture. The conglomeration of cultures and sub-cultures
found in the cities was a good nursery bed for acculturation. The city dwellers, in
performing the traditional dances of their homeland, could not avoid imitating and
introducing what they found attractive in others. The rural folk, who came to the cities
to perform on invitation, took with them some new ideas on their going back whilst
the town folk learned from the rural dwellers and marched on.
It was logical for some new concepts and forms to begin to emerge. Traditional
dance troupes founded by the churches, schools, town unions and some government
departments became stylistic in their approach by creating their own dances in
imitation or in expression of what exists in a broad range of traditions. Some dances
began to cut the sex barriers and the dramatic became more appealing as a winner.
Since the emergence of the Mkpokiti dance troupes, which, incidentally, incorporated
Egwu Igba, Otiokpokpo, Mgbaga, Atilogwu, Nkwa Umuagbogho and Ogwulugwu,
other dance troupes have begun to develop - sometimes blending traditional dances
with the ritual. Their potential for growth is also limitless as they can change with the
changing times while retaining something of the original. Certain organizations and
structures found in the cities also accelerated the pace of acculturation in the dances.
These include the media, the Festival of the Arts, various Government functions and
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ceremonies to which dance troupes were often invited. In Nigeria today, many dance
troupes have a montage of dances. They dance the Atilogwu, Ikorodo, Odabara and
the Okanga of Enugu State; the Mkpokiti and Egedege of Anambra State, the NkwaUmuagbogho and the Nkwanwite of Ebonyi State; the Abang and Ebre of the Akwa
Ibom and Cross River States; the Swange, Obadaru, and Jarawa of Benue and
Plateau States and the Ibwa, Maliki, Shilla and Taushi of Northern Nigeria.
Music for socio-cultural integrity
Integrity is a term freely used by so many groups of people to signify many diverse
qualities. To the politician or the political scientist, integrity means the condition of
being whole or undivided as when they refer to the sovereign integrity of the country.
To the social moralist, it is used to signify a steadfast adherence to strict moral and
ethical principles. This paper has recognized both definitions and much of what has
gone before endorses our belief in the former. Thus we have tried to indicate the role
music plays in the social integration of the polity. To cover the entire ground,
therefore, let us attempt to demonstrate how Nigerian music and musicians have
helped to inculcate moral integrity, that is to say adherence to moral and ethical
principles in the social and moral behaviours of the Nigerian peoples.
Journalists have turned the matter inside out and pastors have shouted their voices
hoarse from the pulpit referring to what they regard as the problems of Nigeria. In
their attempts to identify themselves in the crusade for the moral rearmament of the
Nigerian peoples, musicians have used their positions of long reach and preeminence to catalogue the problems, evils and moral hardships that have afflicted
the Nigerian country with avoidable adversity. These problems might be listed as
corruption, armed robbery, terrorism, kidnapping, nepotism, oppression, child abuse,
pen-robbery, abuse of awards, etc. The list is inexhaustible. Nigerian musicians from
primordial times have attacked these vices even to the point of nausea. Today, radio
and television jingles have flourished in the attack of the social vices of Nigeria.
Professor (Mrs.) Dora Akunyili became a moral crusader by the introduction of her
rebranding the image of Nigeria. Nigerian musicians have not been left out in this
enterprise.
We may take a look at what Nigerian musicians have done to prosecute the moral
integrity of our motherland. Our first port of call is Fela Anikulapo-Kuti’s satirical piece
titled Vagabonds In Power (VIP).
Man get power, him take am cheat person …
Man get power, him take am steal money,
Dem no know hungry people …
Dem no know suffer people …
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Dem go ride best car …
Dem go chop best food …
He be wrong man
Na Vagabonds In Power (Fela Anikulapo-Kuti, 1979).
Fela has thus condemned in unmistakable terms the vices of corruption in Nigeria,
pen-robbery and abuse of office. The relationship between the rich and the poor also
attracts his attention. In Equalization of Trouser and Pant, Fela tries to show that
both the rich and the poor play complimentary roles as in the following excerpt:
As small as pant be, if trouser comot for nyash
And pant no dey, all de secret inside your nyash go open.
All de krokro inside your nyash go show.
The relationship between the rich and the poor and the corruptive tendency of status
and public office attract the attention of Dan Maraya Jos in Babban Mutum where he
admonishes:
Mai Arzik
Great man
Kana tuka Mota Mai-tsada
You ride an expensive car
Ga ta da Na-u’ran Sanyi
It is air-conditioned
Ga ta muma da Rediyo
It has radio
Kana ganin Talaka shi ba komai bane You despise the poor man
Kana tsammanin shi ba kowa bane
You think he is nothing
Amma ka tuna fa
But remember this
Idan Motar taka, ta kafe chikin laka
When your car is stuck in the mud
Shi dai wanna ta-lakan
You will look for the poor
zaka nemo Ya fitceta
man to push it out
The flip side of Wole Soyinka’s Unlimited Liability Company is Etike Revo Wetin?
Wole Soyinka does not question moral rearmament or moral probity but the right of
members of the ruling party then, the National Party of Nigeria (NPN), whom he
considers as morally bankrupt, to launch a programme of ethical renaissance. In his
characteristic incisiveness, Soyinka has made caustic references to these
cankerworms eating up the Nigerian social fabric. He even questions their sense of
justice and fairness. Hear him:
You tief one kobo, dey put you for prison
You tief ten million, na patriotism
Dem go give you chieftaincy and national honour
You tief even bigger, dey say na rumour
Monkey dey work, baboon de chop sweet pounded yam
Some day e go stop (Soyinka, 1983).
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The musician also helps in social mobilization and in articulating government’s
programmes such as the famous song Aguu (Hunger) by Chief Akunwafor Ezigbo
Obiligbo on the “Operation Feed the Nation” (OFN) programme launched by the then
Eastern Nigerian Government. In the song, Obiligbo attacked laziness which is a
moral problem.
Onweli ofu mbosi aguu nokatali je kwuchite uzo
O wee si na mmadu ya afu ive aro-o nwa n’anya
Mu bu aguu bu oti nwata n’iru nnie, o na-edi …
O nabuzikwa onye yili ‘singileti’ o meve oyibo …
Ofu otu jee muva ‘koleji,’ ofu luva olu-ogu …
Na ndi na-ezu ori na ndi na-azu avia kazikwa
ndi olu-ogu …
Okwani nya k’aguu ji rie nne kalia aka …
Oyibo kalili mmadue mana aguu kalili oyibo

One day hunger stood in the people’s way
Hunger said that the people would feel his
presence that year
“I am the inflictor of punishment to a child
before its mother and it endures” …
But nowadays when people put on singlet
(dress), they get puffed up …
Let some people pursue education while
others continue with farming …
Regrettably, there are more thieves and
traders than farmers …
All these have contributed to our great
famine …
Although the Administration is stronger
than the people, hunger is sometimes
stronger than the Administration

(Okafor, 1980: 157-159).
In the above song, Obiligbo warns on what would befall the people should they
continue turning their backs to the soil in preference to the white-collar jobs, trading,
etc. According to his prescription, there should be an equitable distribution of labour,
otherwise ‘Hunger’ will strike.
The Nigerian musician helps in instilling patriotic and nationalistic feelings in the
society as the following excerpts from Nelly Uchendu’s songs state:
1. Be a true Nigerian today
If we love our country
We will make greater progrerss …
Come and let us make a great Nigeria
Sacrifice to build a great Nigeria
2. Be a true Nigerian, do everything right
Always be patriotic …
Don’t be avaricious, don’t ever mislead …
Let us be proud now to make Nigeria great
3. Nigeria amaka, ezigbo obodo oma
Nigeria is a great country
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Gbakoonu n’izu k’anyi dozie obodo anyi Unite so that we build our country
Nigeria amaka, anyi enwero obodo oz Nigeria is great and we have no better
country
(Uchendu, 1986).

In the same vein, nationalism throbs in Veno Marioghae’s Nigeria Go Survive. One
could almost add “come what may.”
Sonny Okosun pays attention to modern Nigeria in Which Way Nigeria? in which he
stresses the bane of the country – corruption, indiscipline, inefficiency, inflation, etc.
Which way Nigeria?
Which way to go?
I love my fatherland
I want to know which way Nigeria is heading to …
Inefficiency and indiscipline nearly ran the country down
Corruption here, there, and everywhere
Inflation soaring high, why?
Let’s save Nigeria so Nigeria won’t die.
This is an obvious appeal for change and a positive change for that matter.
Celestine Ukwu is a super critic of economic inequality. His moral education, through
his philosophical lyrics, appears more effective than many homilies by ministers of
God. Considering the vicissitudes of life, a reasonable person should restrain
himself/herself from boasting unnecessarily. Celestine Ukwu in his song Ejina Uwa
Anya Isi (Do Not Boast of What You Have) observes that no condition is permanent.
Onye ejina uwa wee mee onu
Let none boast because of his wealth
Onye a tinyena obi ya n’echi
Let none put his/her fate in tomorrow
Makana odiniru ebuka
For the future is too great
Echi di ime
Tomorrow is pregnant
Anyi amaro nke oga amu
We do not know what it will beget
Onye ejina nke onwelu wee mee onu Let none boast because of his wealth
(Okafor, Nwokike, Eziechi & Egudu, 1999).
Another song that bids Nigerians to unite in spite of their cultural differences is Anyi
Ncha Bunu Ofu Nne (We Are All of the Same Mother). It is one of the songs in a CD
produced in 2007 by Dr. Christian Onyeji, Dr. Sam Chukwu and Mrs. M. C. AnyaNjoku - all of the Department of Music, University of Nigeria, Nsukka. They have
used macaronic verse to get the message of the song to a wider Nigerian audience.
It is a song of praise for Nigeria that is meant to foster peace, unity and patriotism
among Nigerians.
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Igbo

Anyi ncha bunu ofu nne
Anyi ncha bunu ofu afo
Omalicha obodo Nigeria
Nigeria bukwa obodo agoziri agozi
O gozili anyi-o
O gozili anyi agozi

We are all of the same mother
We are all of the same birth
The beautiful country, Nigeria
Nigeria is a land blessed by God
God has indeed blessed us
She is indeed blessed by God

Hausa

Da kanmu ya nuwan juna we
Du kanmu daga ciki daya
Gari Nigeria, dadin gari ne
Gari mai kyau wanda Allah ya ba mu
Dadin gari wanda Allah ya ba mu
Allah ya ba mu
Yari ga, ya ba mu

Yoruba

Gbogbowa l’ebi kan
Gbogbowa l’ebi kan
Nigeria, I lu to dara
I luto gba yi, l’ori l’ede ayeeh
Olodumare, l’oshe wa lo go
Olodumare, baba
L’oshe wa lo go

(Okafor & Okafor, 2009: 91-92).

We can therefore state that Nigerian musicians do not merely entertain with their
music but use it as a vehicle for social commentaries, education and for reflecting
and influencing the political life of Nigeria. This is in consonance with the assertion by
Merriam (1964) that texts reflect mechanisms of psychological release and the
prevailing attitudes and values of a culture, thus providing an excellent means for
analysis. … Finally, songs lead as well as follow, and political and social movements,
often expressed through song because of the license it gives, shape and force the
moulding of public opinion (p. 208).
Summary
Nigerian music is the force of a living spirit moving within those who perform it, those
who have to use it, those who are its targets, and those whose actions and nonactions it dictates, influences or moulds. Music is more integrated with life in Nigeria
and among Africans than it is in most other societies – certainly the West European
society. The music patterns of a Nigerian community could thus be a true index to
their behavior, carriage, personality and identity.
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Certain things have been said about culture. And though they are powerful truths,
they are often overlooked or taken for granted. The first is that it is the “defining
essence of the human society or a human grouping. Consequently, culture is the
difference between the society of humans and any other society in the animal
kingdom,” for it exists only in the human society. Another dictum is that no human
society can exist without culture. There is, therefore, a reciprocal relationship
between the state of culture and that of life in a society. When the culture flourishes
at a high level, the society engages it in a higher level of social interaction and
creates a civilization. If the culture decays, the society decays, though wealth and
technology accumulate. The real tragedy occurs when a culture dies, for invariably a
human society dies.
From the above, one can see an element of borrowing either from the folklore
orientation of the people or from the musical directives outside the culture-area,
especially such as those from the Western world. Through this borrowing process,
the ingenuity and creative acumen of musicians become uplifted to a kind of repackaging that is totally African and yet truly indicative of continuous Western
influence - a trend which completely buttresses the relevance of the theory of
continuity and change in Nigerian music industry (Herskovits and Bascom, 1955;
Okafor, 2002). This trend must be encouraged to continue for a traditional art form
cannot live as a curio. It must borrow and refine itself to remain relevant and current
to the needs of the people.
Music is an important symbol and tool for expression of identity. Any music or dance
performed stamps itself on the identity of the performers. A good quantity of Nigerian
music aims to regulate human conduct. This is the case with moral and didactic
songs, musical and dance satires, which aim at social control.
The Nigerian music, more than its counterpart in many other World cultures,
especially cultures of the Western clime, is singularly distinctive in its didactic and
pedagogical forte. The law may make its prescriptions, the Churches may pontificate
on moral codes, but the musician delivers indelible messages on rules of conduct
that keep especially the youths wondering whether they are really starting off with the
right foot forward. When everything is considered, it becomes difficult to determine
who, between the statesman and the musician, has invested more to protect and
preserve the integrity of fatherland.
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Nigeria music
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Department of Mass Communication
Bowen University, Iwo, Osun State, Nigeria
Introduction
The organizing committee should be commended for its foresight in selecting the
theme for this conference that boldly confronts and challenges us as music
practitioners and educators with the responsibility of leading in revival, development
and promotion of music in Nigeria particular music which, in the true traditional sense
includes dance, drama, visual arts and others form of social-cultural manifestations.
The importance of music and its functional relationship in each culture is defined and
guided by the parameters that dictate individual and group attitudes towards the
universe. It is for this reason that music drama and visual arts are seen as potent
avenue for the articulation of cultures and are, therefore, of great importance for they
are situational and are psychologically conceived. Consequently, the validation and
justification of the very existence of music in socio-cultural activities and what it
seeks to minister are such in the manner in which most societies compartmentalized
and socially control its role and functions as well as the norms of practice.
In these times of inter cultural and inter-ethnic conflicts, that have claimed the lives of
countless men, women and children, the threat to the survival of cultural
homogeneity and sustainability is glaringly worrisome. The threat has been
compounded by the incredible advancements in technology. On one hand, the
advancement has had positive effects on the perceptions of people about other
cultures, while on the other hand, they have manifested themselves in endless
variety of socio-cultural problems.
Nigerian contemporary music
The development of contemporary Nigerian music started with the establishment of
colonial administration toward the close of nineteenth and early part of twentieth
centuries. The colonial administration in many parts of Africa by the European
colonialists led to the adaptation of Western values by many emerging African
societies.
The access by some of these Africans to privately owned radio sets in the 30s
and 40s led to the formation of dance bands while the subsequent arrival of'
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commercial gramophone records and the establishment of radio stations in
some parts of the continent led to a rash of popular bands using
Western/European dance band instruments. Moreover, the two world wars pitch
forked some African countries into the mainstream of world events. A sizeable
number of African service men who took part in the wars were exposed to
western European vocal and instrumental music. On their return home, some
of them formed various dance bands adapting W estern/European musical
instruments in their bands. Recently, a new form of contemporary music has
emerged. Satellite television channels and the Internet no doubt, form part of
the instrumentality of this contemporary music. It should be noted that
information technology has turned the world into a global village and
revolutionized people's identity paradigm and music plays a significant role in the
drive for inclusion into this global village.
Nigerian contemporary musical idioms are classified into five distinct categories
namely new- traditional music, indigenous church gospel music, urban syncretic
music, modern folk opera, and Africa Art music.
There are five different types of neo-traditional music. These are ritual,
ceremonial, social, functional and recreational music. Ritual music is that
aspect of traditional music that is often performed mostly at secret rites and
only accessible to the “initiated" members. On the other hand, there is the
public aspect of the secret rite that always involves all the contemporary members
of the Nigerian society. It is at this level that ritual music is heard publicly.
Ceremonial music is the musical type that is often heard at public ceremonies
which are required, in some cases, to follow secret rites. Social music is perhaps
the most widely used music in Nigerian urban center. It is the music used at
various activities connected with life cycle (i.e birth. puberty, wedding and
funeral ceremonies). It is also used to give moral, mental, and social education
to young and old members of the society. Recreational music covers all music
used purely for the purpose of enjoyment or personal satisfaction while
functional music includes variety of work songs.
Traditional African music is inseparably and organically linked with the life of
African people. Unfortunately, in most urban centers today, that link seems to have
been broken. Traditional music has become alienated from the people especially
the Nigerian youths. It is gratifying to note however, that African music still
continues to play the same utilitarian role that it played in the past as
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accompaniment to dance and ritualistic ceremonies designed to have spiritual and
emotional impact on the society.
Socio-religious music is another type of Nigerian popular music. The
development of this music in urban centers can be attributed to the religious
consciousness which seems to have pervaded Nigerian societal life. The
proliferation of churches and mosques had reached such an alarming proportion in
recent times that from city to town and village the scenario has become a common
thing given the powerful religious polarity ( traditional religion contesting with
both Christian and Islamic religious practices. It is therefore, not out of place to
come across music in the urban centers that tends to reflect these three
persuasions. It is interesting to note that of these three persuasions, Islam
seems to have made a profound influence on the development of Nigerian urban
music particularly in the southwest Nigeria. Among the Yoruba for instance, several
Islamized musical genres have emerged and gained popularity, in the urban areas.
These are Apala, Sakara, Waka and Were which enjoyed popularity between the
1940 and '1970s and in more recent times (i e. 1980s-1990s) Fuji music.
Initially, these musical genres emerged as entertainment music that
accompanied Islamic socio- religious activities. For example, Were, the
immediate antecedent of Fuji emerged as a form of entertainment that
accompanied the Ramadan festival. Olorunyomi (1996) notes that it was a kind
of vigil music ''that satisfied the communal aesthetic needs of Muslim youths in the
interface evening after the fast day".
It is customary therefore, that during such gatherings, passages of the Quran are
usually weaved into songs on which the singer displays his/her improvisational
skills to incorporate other lyrical elements relevant to the context. Such rendition
was usually done with light instrumental accompaniment
Fuji music is, perhaps the most popular urban syncretic music in vogue in the
south west of Nigeria today. It also enjoys some degree of popularity in and outside
the country. Its practitioners have taken the music to Europe and America where it
has recorded a success story. FUJI’ S popularity among the Yoruba is due
primarily to its lyrics which are usually embedded in a hybrid of multifarious oral
genres which Olorunyomi (l996) refers to as encomiastic verse, OGEDE
(incantation verse) and Itan (narrative verse). Its free comments on sociopolitical development in Yoruba society have also endeared this popular
music genre to the hearts of the young and the old alike.
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Side by side with Fuji is another socio-religious musical genre, the Gospel
music. Gospel music started to manifest itself in the church music during the
70s. It has since developed into urban socio-religious music. There are two
types of gospel music in Nigeria, the African-American type and the Nigerian
or local type. The origin of African-American gospel music is traceable to the
gospel hymnody, a body of American religious songs associated with urban
revivalism in the 19 th century. Davis (1976) describes this type of church
music as music which grew out of sung sermon. Although gospel music is
sung both by the white as well the black churches, it is the African-American type
of gospel music that attracted Nigerian gospel singers. It was therefore,
directly imported from the United States of America into Nigerian church music
repertoire.
Gospel music became popular in Nigeria through the musical activities of some
Pentecostal churches. Notable among these Churches was late Archbishop
Idahosa’s church whose Choral group was well known for its performance of
African-American type of gospel music. The local gospel music developed in
Nigeria just about the same time African-American gospel music was
introduced into the country. One of the uniqueness of this brand of gospel
music is its lyrics, which not only deal with religious matters but also philosophical
comments on socio-political, educational, and current affairs in the society.
The instrumentation of local gospel music is also very unique. Apart from the use
of traditional musical instruments, sophisticated sound system such as
synthesize and digital sequencer have also been introduced into the
performance of local gospel music. The well known proponent of local gospel
music in the South-West are Mrs. Adesoyin, Bayo Adegboyega, Toun Soetan,
Boh Aare and in recent time, Evangelst Ebenezer Fabiyi Obey Among the nonYoruba gospel singers are Sonny Okosun, Princess Njideka, Moses Amatha
and Kingsley Ike.
External influence
The clearest and strongest influence of Western contemporary pop music on
Nigerian music is to be seen in the mid 20th century. This was the period when
the musical genres such as Juju and Highlife music dominated night clubs and
other types of entertainment in various forms. These popular styles feature a blend
of Western and African elements deriving specific tone-color from their usage of
Western musical instruments. Juju and Highlife are basically dance music but
while Highlife music is played by the brass bands, Juju is essentially guitar and
percussive music. The earliest form of Juju music was played on local hand drums,
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maracas, clip and the Samba, a small rectangular frame drum (East, South, and
Northern have their own jujulike music).
Juju and Highlife music have undergone some evolutionary changes in
terms of instrumentations, techniques, and mode of rendition. For instance, the use
of electric guitar, Hawaiian guitar, synthesizer and high-tech keyboard are some of
the innovations introduced into the performance of Juju music in the south-western
Nigeria. In an attempt to rejuvenate Highlife music, "war horses" like Victor
Olaiya, Late Eddie Okonta, and Bala Miller introduced modern acoustic effects
into the performance of Highlife music. Moreover, showmanship which was never a
performance practice in Juju and Highlife music of the past has become quite
noticeable in today's popular music. One interesting aspect of this showmanship
is the mode of dressing of the band members in which one finds an exotic
eclecticism that blends traditional African, Western, and Oriental Asiatic customs
together. As Olorunyomi (1996) observes, at its most bizarre, it is a common sight
to find the band members dressing in uniform for example, wearing native
trousers (soro) tucked into sneakers. They may also be seen wearing sun
protection kit at night gig with earrings dangling off male adolescent, trimmed in
Mandela hair cut. The bandleader, usually the lead singer, is always seen well
dressed.
During the performance, he is seen holding the microphone
sometimes in a tenderly manner while at other times it is held at a crotch level with
all kinds of body movement. On the stage with him are the dancers mostly young
with women who display dexterity and flexibility of body movement affecting their
buttocks into a feverish shake. Showmanship in Nigeria urban music is further
intensified in video clips recorded to accompany the release of new albums.
The band leader is usually given a prominent attention as the camera
narrates him dinning and swimming in most exquisite surroundings which may
be as diverse as the beach, swimming pools or recreational centers
Contemporary African Diaspora music
The appeal of African-American, Latin-American and Caribbean music which
became accessible through the increasing prevalence of radio, television, and
film has prompted the growth of foreign popular music in all its varied forms in
Nigeria. The enthusiastic acceptance of these foreign music type by Nigerian
youths bas a profound impact on youth music in particular and Nigerian music in
general. Jazz, Funk, Soul, Reggae, Rhythm and Blues which have their origins in
Europe, America and the Caribbean Islands emigrated to Nigerian urban centers
where in the 70s they were adopted and developed by Nigerian pop artists such as
Sonny Okosun, Bongos Ikwue, Chris Okotie, Chritie Essien-Igbokwe, Onyeka
Owenu, Majek Fashek and Ras Kimono, to mention but a few.
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Recently, Hip-hop , Rap and Gospel music have gained popularity among the
urban Nigerian youths. Concurrently with the growth of foreign popular music
and probably preceding it is a genre of music created by Nigerian musicians who had
formal training in techniques of Western art music. The music is known as
Contemporary African Art Music. This type of music emerged in Nigeria
towards the close of the nineteenth century. Some of its exponents were Robert
Coker, T.K.E. Phillips, Fela Sowande, Echezona, Adams Fiberesima, Laz
Ekwueme, Sam Akpabot, Ayo Bankole, Akin Euba, Oyesiku and Meki Nzewi.
Although very little is known about the musical activities of Robert Coker and
Echezona, available information on the musical works of others no doubt, show
their immense contribution to the development of African art music in Nigeria. It
should be noted that contemporary African art music is not alien to Nigerian urban
dwellers. As far back as 1920s, T.K.E. Phillips had introduced art music to the
Nigerian audience. He organized what was called Augmented Choir which
comprised choristers from churches of all denominations in Lagos. This choir
performed cantatas, oratorios, anthems, and other church music composed by
Western Euopean composers such as Bach, Handel, Buxtehude, Mendelssohn,
Coleridge Tailor and others. The choir also performed the works of Nigerian art
musicians such as Phillips himself and Fela Sowande Soloists were usually
Europeans residents in Lagos. Wives of government officials sometimes sang
soprano and alto. The European soloists were trained singers. The concerts
by the Augmented Choir were held at the Main Hall which was known as Glover
Memorial Hall and not in the church. This enabled members of the public who were
not Christians to attend. In this manner, Phillips introduced Western European and
African music to Lagos audience long before radio and television came to Nigeria.
This tradition set by Phillips continues to be practiced in many urban centers in
Nigeria today.
Having examined contemporary influence on African music in Nigeria, it is
pertinent to assess its implications on Nigerian musical culture. It is also
important to note that contemporary influence on music manifests itself in Nigeria
in different forms and under different conditions. While some are socio-cultural in
nature, others are socio-politically motivated. It has been observed that in Nigerian
traditional popular music, there are socio-political undertones in some of the textual
messages often conveyed in their renditions. For example, oral history has
repeatedly informed us that music has been employed in the process of
removing oppressive leaders. It is often central to the Yoruba impeachment
process whereby an irresponsible ruler is made to abdicate the throne or even die. It
is the inherent potential of music as a revolutionary weapon rather than its
legitimizing capacity that formed the social stylistic basis of some contemporary
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popular music. Fela Anikulapo-Kuti Sonny Okosun, Sunny Ade, Majek Fashek, Ras
Kimono and others have used music as a protest against oppression and injustice in
Nigerian society.
The socio-political focus in the music of these Artists reflects diverse aspects of
the problems facing contemporary' Africa. During the military era in Nigeria for
example, Fela was constantly harassed and arrested because of his criticism of the
then Nigerian Military Government for his perceived inhuman treatment of the
poor masses of this country. Fela also was concerned about the plight of the
black man in his music. Aspects of the African dilemma that feature in Fela's music
are many. They include problems of official corruption, mass poverty, slavery,
imperialism and electoral fraud. In many of these songs, the lyrics are often scanty,
serving mainly to highlight the main socio-political theme.
Sonny Okosun's nationalistic approach to the problem facing contemporary Africa
is more clearly apparent in his songs of apartheid era in South Africa. Papa's Land
is a song of solidarity with South African blacks in their struggle against
apartheid. Other popular musicians have equally displayed their revolutionary
inclinations in their syncretic music. A pervading feature of this music is the
singing of traditional songs in indigenous languages to the accompaniment of
African and Western European musical instruments.
African Art musicians have reflected the spirit of nationalism in their music in
which the impetus of patriotic feeling is demonstrated by musicians’ conscious
use of folk elements as materials or mode for their compositions. Fela
Sowande’s African Suite and Ayo Bankole's Mo fe 'Beji readily come to mind.
Other works where folk elements feature prominently are Akin Euba's Meta
lore- and Uzoigwe’s Olurombi.
Popularization of contemporary African m usic, more often than not, takes
place though musical tours of practicing musicians. In the fifties and sixties
Nigerian popular musicians from the south-west used to go on musical tour of
some West African countries such as Benin Republic, Ghana and Cote de Voire
where they performed their music for the Nigerian audience living in those
countries. Notable among such artists were Aruna Ishola, Ayinla Ornoniwura,
Ojindo, Ebenezer Obey and Sunny Ade. In recent time, Nigerian popular
musicians have made several music tours of Europe and America where
Nigerian music has received world wide recognition.
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The application of mass electronic media and other acculturating agents have
aided the rapid growth of commercially oriented music in most contemporary
African societies today. Since the music is created for the young people, the
problem is that of musical environment as most of the youths prefer entertainment
music to any other types of music. In other words, the social consideration of the
music definitely surpasses religious or any other factor. Emphasis on the
spiritual needs of the society, for example, shifts in favor of the mundane.
Furthermore, the gradual alienation of Nigerian youths from their musical culture
potends danger for the sustenance and preservation of Nigeria’s musical culture.
Indiscriminate use of foreign music has also led to the disappearance of the
authentic indigenous music in African urban centers.
We search for modalities that may help unravel the complex socio-cultural
implication inherent in our culture. It is only appropriate that the chosen theme of
this historic conference should see socio-cultural music as a medium for
effecting transformation in society. It is critical as we variously define and redefine the theme in the course of this conference we also must provide the basis
to revisiting existing theories on cultural diversity that constitute the
variances in artistic expression from society to society. It is absolutely
important that all participants in this conference create a holistic collective
consciousness about socio-cultural music and be sensitized to the reality of
cultural pluralism in order that the philosophical and practical implications of
the conference theme may continue to guide our resolve as we return to our
various destinations.
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Abstract
It is clear from available data that the Church in Africa has been making serious
efforts to indigenize religious music. Their nature and tenacity of purpose in this
regard surely differ in many parts of the continent and in different denominations.
Each area and denomination tackles the problem as best as it can, as it suits it. For
the Igbo Christians of Nigeria, a positive move led by the Anglican Church for
achieving this was initiated in early 1940s. This move resulted in the creation of two
indigenous music genres adapted to the social and cultural surroundings through the
use of traditional musical idioms for the benefit of the congregations. This paper
attempts a review of the historical backgrounds of these music genres as well as
discusses their structures, composers, creative and performance techniques and
their acceptability by the Igbo Christians. The research reveals that the acceptance
of these genres is gradually moving the church to new levels of experience. And that
their full adoption will, no doubt, portray the Igbo Orthodox Churches as truly
indigenous.
Hymn signing in African orthodox churches
The introduction of translated hymns by the early missionaries for use in African
worship has not been fully utilized to the benefit of African congregations. This is so
because it was established on foundations which were later found to be unsuitable to
African concepts of music. The true art of worship has remained elusive to the great
majority of African Christians because hymn-singing remains foreign to the African
congregations. With the growth of the churches however, cultural awareness and
revival among Africans also manifested. This brought about the need for review of
mode of signing in African Christian worship.
The advent of Christianity in Igboland in 1857 by the Church Missionary Society
(C.M.S) and the Roman Catholic Mission (R.C.M.) in 1885 enforced the already
established tradition of use of translated foreign tunes in Christian worship, which
was sooner found to be a great error by the early missionaries. The early converts
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were fully accepted into the Christian community but their music and musical
instruments, which were clearly indispensable as an integral part of their life and
culture, and which bind them together as a people, were never given a place in the
church. A comparative analysis of the hymn-tunes and the Igbo indigenous vocal
music reveals great differences in styles such as in tonality, rhythmic patterns,
phraseology and correlation between the tunes and the words of the songs. These
were too obvious to be ignored. They bored the inquisitive minds and the culturally
minded new generation Christians.
The need therefore to indigenize religious music in Igbo Christian worship gave rise
to the creation of a new music genre christened Native Airs by a few talented Igbo
Christians within the Protestant church in the early 1940s. Also in the early fifties, the
Anglican Church established an organization called the Anglican Youth Fellowship
which constituted young men and ladies who were encouraged to create indigenous
religious music suitable for church activities as well as for worship.
These two new music genres then referred to as Native Airs and Youth Songs or
Choruses, therefore became the first used traditional musical idioms universally
accepted in Igbo Anglican Christian worship. They were later adopted by other
protestant churches and the Roman Catholic Church. The introduction of these two
contemporary music genres by the Igbo orthodox churches, led the way to the
adoption and growth of indigenous music in Igbo Christian worship.
For the purpose of this discussion, these two contemporary African music genres,
which are the focus of this article, are classified as:
 Choral art music or literary choral music
 Improvised vocal music types or choruses.
The Choral Art Music types are influenced by literary forces and are of two types viz;
Secular and Religious types. Both are original choral compositions designed for
Western style choirs and are usually arranged in three, but mostly in four parts. They
are characterized by Western harmonic styles and dominant use of folk polyphonic
devices and rhythmic polyphony. They are mostly performed in the local language,
(vernacular), and at times in the English Language.
Resources and trends
The melodies of the early compositions of this genre were mainly sourced from Igbo
folk tunes. And the texts of religious types were and are still sourced from biblical
stories, bible verses, existing hymn tunes or texts based on religious doctrines, while
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those of the secular types were, and are still sourced from folktales, stories, political
issues and issues of the moment.
Some of the exponents of this genre in the Anglican Church include Nelson Okoli,
Daniel Ojukwu, Ishmael Nwangene, Rev. Ofili Kerry, Ben Okagbue, Uzoma Asiji,
Godson Opara and Ikoli Harcourt Whyte of the Methodist Church. Other protagonists
are late Rev. Canon David Okongwu, Late Felix Nwuba, Sam Ojukwu, Nwokolobia
Agu, Dan Agu and others. Those of the Catholic Church include Sir Fred Okafor, Rev.
Fr. Ezenduka, Rev. Fr. Dr. Raymond Arazu, Jude Nnam and others.
The very early composers of this genre were mainly music enthusiasts and talented
individuals who had little or no knowledge of Western music theory and composition.
As a result, their melodic progressions occasionally failed to adhere to the tonal
inflexion of the words, especially when they applied new texts to already existing
melodies. Their harmonic techniques were weak, scanty and mostly characterized by
parallel 3rds, 4ths, and 5ths with their inversions. Their compositions derived
completely from the Igbo compositional idioms, which constitute ordinary solo, duet,
Call and Response, flowing unison, the Responsorial and Chorus forms.
The second generation composers of this genre also utilized and improved
immensely on the application of these forms. The exposure and musical knowledge
of this generation, who are music graduates, provided them a lot of skills which they
applied to perfect the Igbo literary choral music and bring it to classical level.
The Improvised vocal music types are regarded as the simple songs which require
less creative skills and demands no serious preparations or rehearsals before
performance. The choruses or youth songs as they are commonly called are
institutional music completely affiliated to the church in terms of texts, functions and
performance style and situation. They have obvious rhythmical and melodic
attractions. The accompanying movements and dance arouse most performers’
interest and they participate eagerly. There is great ease in relating the rhythms of
the texts to those of the melodies and there is enough room for rhythmical
improvisation. Repetition, which appears to constitute a stimulatory factor in Igbo
musical practices, is clearly interpreted in this music as purely aesthetically
acceptable and beautiful.
As the strong rhythmic pulses flowing from the indigenous musical instruments
propel the singing, the worshippers yield themselves to the influence of the rhythms
with almost absolute abandon in response to their aroused emotions and the sense
of belonging which the songs generate in them.
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Acceptability of the contemporary genres
By providing the contemporary Choral Art music and the Improvised Vocal music
types, the Igbo composers have successfully created the most suitable and
acceptable songs which the Igbo Christians could all perform with greater
commitment and understanding as their own. The Choruses or Youth Songs have
structural relationship with the Igbo traditional vocal music. Their antiphonal form
which is the socially derived musical form in Igbo folk society is familiar to the people.
Their rhythmic pattern which includes strict lively tempo and complex rhythmic
accompaniment is inherent in the people. And the vernacular language which is the
people’s own language, communicated perfectly well. These qualities aligned with
their highly rated variety of structural forms such as the:
 Call and Response
 Solo and Chorused Refrain
 Solo and Chorused Refrain with a short leading phrase.
 Overlapping in Call and Response.
 Use of Canon and Counterpoint.
 Solo, Duet, Call and Response, with Chorused Refrain combined.
The structural forms provide this genre with the socio-cultural and creative power
characterized by short melodic motifs which serve the basis for repetitions, variations,
and extemporisation. Although the nature and type of repetitions differ, all variations
exist within the accepted norm in singing and general music making of the Igbo.
The literary Igbo contemporary musicians have recently developed the Choral Art
Music genre to a point of realization and sophistication. This has globalised their
compositions. The composers of this genre make effective use of idiomatic and
figurative expressions, greatly improved arrangement of folk tunes for large choirs,
perfected adaption of folk melodies to new texts, created classical anthems in the
local and foreign languages, using biblical tests, verses and stories. They also
compose classical Igbo choral music based on current socio-political events and
views. They compose solos and duets, antiphons and canticles using the organ,
piano and other Western instruments for accompaniment. Composing religious and
secular anthems and setting psalms to music are their commonest and finest
creations.
The compositions of the Choral Art Music derive immensely from the Igbo
compositional idioms and the western harmonic principles and techniques. The
composers make effective use of sequence, imitation, cannon, augmentation and
diminution. In their creative process, they ensure the adherence of their music to the
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tonal inflexion of the Igbo words. And they effectively use other forms of Igbo
traditional folk music such as ordinary solo, duet, Call and Response, flowing, unison,
responsorial and chorus forms.
Their compositions are structurally designed to possess variety of rhythms, dynamics
and texture for good expressions. The compositions appeal to the Igbo congregation
because they possess the Igbo traditional music qualities which impact on the
listener’s feelings. Since ‘music stands or falls by the virtue of what is heard and how
people respond to what they hear’ (Blacking, 1971:93), so does it influence its
acceptance or rejection. The contemporary Choral Art music incorporates textual
features that derive from Igbo compositional Idioms which are regarded as aesthetic
essentials in Igbo folk society. These essentials include structure and performance
styles, verbal and idiomatic expressions, story telling, effective use of figurative
expression such as similes and metaphors, (Nzewi 1991:144). The application of
these elements by the literary choral music composer establishes empathy between
him and the audience because the technique portrays evidence of cultural influence
and presence of Igbo musical theories. Finnegan (1976) described the figurative
quality of proverbs as being especially striking and characterized by allusive wording,
usually in metaphorical form. And Achebe (1958) described it as the “palm oil” with
which words are eaten. Musicians and poets, recognizing the powers of proverbs,
use them in their compositions to arouse interest and sustain the message in the
listener’s memory. The contemporary literary choral musicians of the Igbo extraction,
“use proverbs in their songs to achieve retention of the lyrics, brevity and beauty, at
times through metaphorical level” (sic) (Agu, 2002:87).
Special qualities inherent in Igbo traditional vocal music are largely nourished by the
unconscious assimilation of the social and cognitive processes on which the Igbo
culture is founded. This exists as the structures of Igbo music. The literary choral
music easily made immediate resonance with the congregations because the genre
is socially attached to the deep structures. This positive effect of the new music on
the Igbo congregations strengthens Blacking’s argument (1973) that people’s
response to music can only be fully explained with reference to their experience in
culture.
The musical background and training of the composers
Two categories of composers of the Igbo literary choral music were identified. They
are the non-music graduates and the music graduates. The first group formed the
pioneers of the Igbo literary choral music. They were talented music enthusiasts who
Okafor (1976) described as those without musical training apart from what they learnt
in school and in the teacher training colleges. Despite the fact that they were not
Nsukka Journal of Musical Arts Research

33

Acceptability of contemporary choral music in Christian worship:
The Igbo experiences Dan C.C. Agu
nurtured in the Western theoretical and compositional concepts, they possessed
great wealth of Igbo music creative and performance skills, which guided them
effectively as they set out to compose the new music genre. Because most of them
were educated and probably served in the local church choirs as well as in the
school and college choirs, they were able to put down their compositions in tonic
solfa, which they have earlier encountered as choristers at various levels. Besides,
majority of them served as either school or church teachers.
The second group is comprised of a new breed of educated music graduates trained
at the University of Nigeria Nsukka. These young musicians took the art of Igbo
literary choral music composition and performance to the next level, applying their
knowledge of Western theory and composition in their structural and harmonic
movements and blending their ideas with their imbibed folk music idioms to strike a
balance. Their application of the indigenes instruments at times in combination with
carefully chosen Western instruments to blend projected their compositions to
appreciable level of sophistication.
The composers of the Improvised Vocal music types are less advantaged in
Western education. Majority of them could not pass through the secondary school
level, but they are vast in various aspects of Igbo traditional music and
instrumentation, and acquired numerous musical skills which laid the solid foundation
for their musical prowess. These achievements notwithstanding, most of these
composers acquired the necessary physiological and cognitive processes that
generate musical compositions simply through being human. Some composers of
this genre acquired the art through inspiration. A few developed and achieved it
through personal effort and hard work. In which ever way the art of composition is
acquired, one basic fact remains – all composers have musical talents, compositional
traits and potentials inherent in them. And at certain stages in their lives the talents
and potential traits are activated to lively and flourishing states.
Compositional techniques
As a composer sets out to compose a new song, he involves himself in two mental
exercises which are based on two main lines of interdependent thought. One is
creative, which is aroused by fantasy, imagination and inspiration. The second is
method which is shaped and determined by the musical system of the society.
Methodological thought is influenced by folk musical thought and rules. Therefore, it
somehow appears to have some control over inspiration and fantasy.
In all the compositional procedures of the choruses or Youth Songs, speech tone
patterns serve as foundation for composition. Sentences and words are used as the
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basis for musical motifs. For example 1a, b, the melodic phrases end with sentences
or statements. It is noted in these examples that one note is allotted to one syllable
or tone, as is the practice in Igbo traditional melody where melismata is usually
carefully avoided.
In the process of creating new melodies for a statement or sentence, the composer’s
first step is to establish the tonal movement of the words since this determines the
melodic movement of the new song. For example, creating a melodic phrase for this
statement:
O siwo n’onwu bilite, becomes very easy as soon as the composer intones the words
correctly thus:
O si/wo/n’o/nwu/bi/li/te.
After getting the intonation of the words right, it becomes easy to place the musical
notes, since the shape of the melodic movement has been established.
There exists a method of conceiving the text at the same time with the melody. In this
situation, the well toned melody flows out through a deliberate repetition of the text
with, special emphasis on the tonal movement of the words. For the application of
this style, it requires the power of inspiration to control the emotions of the composer
very effectively at the point in time. Composing the melody before the text is a
fascinating experience but it is the most difficult process. It creates more problems in
the sense that it is rather difficult to build the text, which is tonal, on existing melody
which already has its own well established movement and shape. The application of
this style requires extreme care to ensure intelligibility of the music and adherence to
Igbo sense of tonality. The literary choral music composer on the other hand, has to
battle with the Western harmonic idioms such as use of sequence, imitation,
modulation, cannon, augmentation, and diminution; as well as being more
conventional in harmonic progressions and applications of dynamics and other
expressions. Like the improvised music composer, he must also ensure adherence
of his melodic line to the tonal inflexion of the texts of his music.
Findings and conclusions
Nettle (1973: 9) observed that ‘an authentic song in thought to be one truly belonging
to the people who sing it, one that really reflect their spirit and personality’. The two
genres of the Igbo contemporary religious songs have confirmed Nettle’s argument.
The structure, content and production techniques of the literary songs and
choruses, made them acceptable. The choruses are something of worth. They are
not only regarded as communal songs but as authentic ones. And they not only have
effective grip on the masses, but generate the socio-cultural force inherent in them.
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The literary songs hold sway in their class. Over ninety percent of the Igbo
congregations prefer them to the English Anthems because they are rendered in the
local language, making it possible for people to assimilate the message they
disseminate. And good application of indigenous instrumental accompaniment rightly
portrays the attributes and cognitive processes involved in their creation.
The literary Igbo music composers have so far composed quite a lot of choral music
for social entertainment and for religious purposes. Their compositions incorporate
the best of the European and the African systems and they are well received. The
religious composers occupy a comfortable place in the choral system of the orthodox
churches. Their compositions appear to have displaced the English Anthems in
Churches outside the cities, and the church encourages this musical genre, since it is
regarded as a good alternative to the English Anthems. This music which has
become part of the socio-cultural life of the people can never be suppressed because
the power that it possesses and the feelings it is capable of arousing in the people,
will always remain and make that contact at any given time.
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Abstract:
The rationale for the theme of this conference, Music and Nigerian Socio-Cultural
Integrity, calls for a re-evaluation of the crucibles associated with music’s positive
contributions to nation building. Our thesis here presupposes a decline or erosion of
integrity in the socio-cultural context of Nigerian music, a laxity that diminishes the
essentials of our values. As human beings, creativity and creative process must
show fundamental considerations for knowledge, meaning and development. This
will in turn give rise to a high quality of honesty with strong moral principles. The
impact of this will be felt in personal, professional and artistic endeavours. Should
institutions responsible for the advancement of musical knowledge through research
studies, teaching and performance not show and lead the society in the process of
(re)branding, (re)fashioning and (re)propagating the ideals in creativity, integrity and
conscientization? What lessons may be drawn from the creative cum performing
lives of such people as Ralph Vaughan Williams, Jean Sibelius, George Gershwin,
John Joubert, Fela Sowande, Harcourt Whyte, Laz Ekwueme? This discourse briefly
deals with these issues, including purely musicals as well as extra-musicals. This
paper also looks into the positive contributions of music and its performative
confluences in the development of Nigeria as well as the factors that are responsible
for these contributions. Shorthanded and short-changed by the circumstances of our
socio-political and cultural environment, this paper challenges the reader with
processes capable of transforming, engaging and recovering integrity within music
and other performing arts.
Introduction
A discussion on the theme of this nature is nebulous. This is because the issues
involved are both far reaching and deep. To achieve a meaningful discourse, it is
important to relate music not only from its materials and structural points of view and
historical antecedents, but also from the points of view of its socio-economic, political,
religious and cultural dimensions. Nonetheless, our subject is (Re) branding:
Creativity, Integrity and Conscientization in Contemporary Nigeria Art Music? This
questioned discourse is divided into segments: a) exposition with the definitions of
some of the key words in the statement of the subject, b) development of the subject
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matters, including references to some foreign and Nigerian musicians, music
performative confluences, circumstances of our socio-political and cultural
environment, the roles of institutions of higher learning and other agencies, c)
intended outcome and positive contributions in the development of Nigeria
contemporary art music, processes capable of transforming, engaging and
recovering integrity within music and other performing arts, and d) recapitulation and
conclusion.
Exposition
Definition of Concepts: Our key words are (re)branding, creativity, integrity,
conscientization and art music. Branding is a process of identification, sorting or
marking product, a variety of products or brand by imprinting, naming or calling. An
example is STAR larger beer. Branding is “the activity of giving a particular name and
image to goods and services so that people will be attracted to them and want to buy
them” (Oxford Advanced Learner’s Dictionary, 2005:170). Rebranding, therefore, is
the activity of changing a particular name and image of goods and services with a
view to attracting people’s attention and inducing purchase. In the context of our
discourse, rebranding affects creativity, integrity and conscientization in
contemporary Nigeria art music. Creativity is a way of producing or inventing
something new through a combination of skills and imagination. Creativity involves
vision, originality, ingenuity, imagination, inspiration, inventiveness, resourcefulness,
creativeness and individuality. An example is a work of art, or a musical composition.
Integrity, in the context of this paper, does not refer to, for example, the territorial
unity of Nigeria (although it relates to it by way of geographical boundary of the
people). Integrity implies honesty and possession of strong moral principles. It also
embraces personal, professional and/or artistic candor. Conscientization refers to
awareness of important political and/or social issues prevalent around the individual.
In simple terms, art music refers to the product or body of musical creation and/or
recreation involving those who have received some professional training in the field
of music.
Some of the contemporary Nigeria art musicians create a fusion of African/Nigerian
stylistic features and European elements in the areas of notation, rhythm, melody,
hocketing, harmony, repetition, percussiveness, and multilayerism, interwoven in a
milieu of cultural and intercultural tapestry. Of course, it must be mentioned that
earlier Africans, notably Coleridge-Taylor, Fela Sowande, and Halim El-Dabh who
studied techniques of Western composition created a neo-African compositional
concept of synthesis, a blend of African musical idioms with Western techniques.
Perhaps, a pertinent question desires to be asked: Does creativity, integrity and
conscientization in contemporary Nigeria art music need rebranding? Was it
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previously branded? If the answer to these questions is yes, we may still need to find
out what happened to contemporary Nigeria art music to warrant a rebranding.
Development of the subject matters
References to some foreign and Nigerian musicians: It is not often that one hears
and reads the kind of praises piled on a musician. Dr. Richard W. Hillert, a
distinguished professor of music emeritus at Concordia University Chicago, River
Forest, Illinois, was a professor of Theory and Composition until his death on
February 18, 2010, at the age of 86. Best known for composing the Setting One of
Holy Communion in the Lutheran Book of Worship (1978), Professor Hillert exhibited
high standards for quality in music composition. “Worthy is Christ” with the refrain,
“This is the feast of victory for our God” is said to be a major ecumenical piece for
Lutheran liturgy. This is said to have been published in over 30 recent worship books
in the USA, Canada and other international publications. His compositions include
“songs, piano pieces, organ works, chamber, orchestral, cantatas, concertos and
choral pieces.” A friend and colleague Carl Schalk, also a distinguished professor at
Concordia University, said this about Hillert, “I think he was the most significant
Lutheran church music composer of our generation….” Professor Schalk described
him as the best example to represent American Lutheranism. “He had integrity about
his music… a model for anyone who attempted to compose church music. His
unflagging integrity was a standard for other composers” to emulate (Schalk, 2010).
Other composers who demonstrated creative honesty, conscientization, relevance
and responsibility towards their societies were Ralph Vaughan Williams, Benjamin
Britten, Bela Bartok, Zoltan Kodaly, Anton Dvorak, Jean Sibelius and Igor Stravinsky,
to mention a few. They used, among other features, indigenous folk elements of their
native countries in their musical creation. For example, Vaughan Williams typified
English music through its folk music, with variants in tonal and dissonant idioms
(Hughes, 1974: 491). He was “revered as a personification of Englishry in music…
some Americans rated his personal and universal worth high above theirs” (Austin,
1966: 487-488). Sincere to his works and life, Vaughan Williams was a realist to the
ultimate. To him “art, like charity, should begin at home. If it is to be of any value it
must grow out of the very life of [composer] himself, the community in which he lives,
the nation to which he belongs…” (p. 488). Some of his works, including nine
symphonies, are Fantasia on a Theme of Tallis, for double string orchestra (1909),
London Symphony (1920), Pastoral Symphony (1922), Mass in G minor
(unaccompanied double chorus,1923), Oxford Book of Carols (1928), and The
Pilgrim’s Progress, a morality (1949).
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George Geshwin’s musical creation, especially his Rhapsody in Blue (1924), Of Thee
I Sing (1931), and a folk opera, Porgy and Bess (1935), are a reflection of stylistic
features identifiable with a people. His music is a carefully calibrated intense dotted
rhythms reminiscence of African music, jazz syncopated lilts, flowing melodic lines
(mainly of popular folk songs) embellished in tonal idioms, and triadic harmonic
structures.
John Joubert, born in Cape Town, South Africa 1927, started his degree programme
in Music at the South African College of Music in 1945. He later studied at London’s
Royal Academy of Music and Durham University through a scholarship of Performing
Right Society. A prolific composer, Joubert won prizes and awards through his
ingenious musical creations. He was appointed to lectureship in Music at the
University of Birmingham in 1962 and a Visiting Professor at the University of Otago,
New Zealand in 1979. His creative works include orchestral Threnody, piano sonatas,
string quartets, song-cycles, church music (including two settings of the Anglican
Evening Canticles and two of the Latin Mass), operas (Under Western Eyes and
Jane Eyre), full-length oratorio Wings of Faith, An English Requiem for soloists,
chorus and orchestra. In 2007 his 80th birthday was celebrated nation-wide. He holds
two Honorary Doctorates from Durham University (1991) and the University of
Birmingham (2007).
Anton Bruckner (1824-1896), one of the great symphonists, has been described as
“a composer of integrity and abiding confidence in his own abilities” (Simpson, 1967:
232). A deep respecter for authority in church and state, this Austrian never lost his
faith in his society, skills and talents.
For your edification find below, some of the remarks made towards the conduct of
Michael Mollura, a music composer for films:
“Michael is a uniquely talented individual. He draws
upon his exceptional skills as a musician, composer,
writer/editor and teacher to bring to the table a distinct
perspective and approach. He is a compassionate
person with a tremendous curiosity that is reflected in
his writing and in all his work. His easy-going nature
allows him to be receptive and open to new ideas.”
- Marcy Wexler, Owner, “A Fashionable Life” and “AFL Music”
“Michael Mollura’s professionalism, enthusiasm, and
creativity make him a pleasure to work with. I’d
recommend him to anyone looking for a composer
whose creativity is inline with modern online media
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campaigns and social networking—definitely an
innovative writer whose thoughts appeal to the
masses. There’s nothing like a man who knows how
to follow directions and make you feel good about the
creative process all the way through.”
-Mary Ammons
“Michael is a great writer, a brilliant musician, a positive person and a joy to work with.
A fantastic addition to any team, I would welcome any opportunity to work with him
again in the future.”
–Mara Hitner, composer, musician and producer
“There are few better writers than Michael Mollura.
What makes Michael most important though is his
ability to work with people of all genres of music and
thinking, while keeping an open mind. He can really
surprise you with his depth and versatility and can
take you from Goth-punk rock to prog-rock to
classical-oriented orchestral pieces with world music
variables in a heartbeat”
–Joey Alkes, Independent Entertainment Professional
References to some Nigerian Musicians: Are there some creative Nigerians with
integrity? Yes. Born in Oyo State of Nigeria in 1905, Olufela Sowande is regarded as
the father of modern Nigerian art music. He was a composer of international repute,
an organist and a Professor. He charmed the world with his neo-African concept of
blending musical resources of Africa and the West. Two of his most widely performed
works are African Suite and Nigerian Folk Symphony.
Prof. Laz Ekwueme is many things to many people. A product of Yale University with
a Ph.D. (1972), Prof. Ekwueme is an erudite scholar, a researcher, teacher, theorist,
composer and conductor. Benjamin Njoku, writing for the Vanguard (2008)
newspaper, stated as follows: “His Royal Highness, Igwe Laz Ekwueme remains the
doyen of choral music in Nigeria. A foremost Professor of Music, and an icon of the
arts, the retired Professor of Music of the University of Lagos, is as well the present
monarch in his Oko community in Anambra State.” He added that “Laz has become
the symbolic icing on the cake to many lovers of art in Nigeria. As a traditional ruler,
and professor emeritus, Laz Ekwueme’s passion for the art has remained undying,
even the demands of his new office have not restricted him from getting involved in
the arts.” As one of the early Nigerian composers blending African-Nigerian musical
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elements with Western forms and techniques, Ekwueme is also very much involved
in the Nigeria movie industry, playing leading roles on stage.
Professor Akin Euba, a scholar and composer noted for his concept of “African
Pianism” (Omojola 2003), fuses African-Nigerian idioms with Western musical forms
and techniques. Ikoli Harcourt Whyte, a teacher, preacher, philosopher and
composer is a house-hold name, especially in the Eastern Nigeria. He wrote music
for all occasions, greater output being sacred in Igbo language. There are, of course
many Nigerian art musicians who have emulated, and are still emulating, the
successes and achievements of our trail-blazers. (For information on Black
composers and musicians, including of course Nigerians, check on AfriClassical.com
website.) Certainly, this presentation is not intended to showcase ‘who-is-who?’ in
contemporary Nigeria art music. To do otherwise would be an attenuation of the
outstanding contributions of these distinguished Nigerians. We will leave this subject
for another forum. Nonetheless, the personalities and creative integrities of these
musicians should serve as a model, a light-house—a guiding post—for us.
Contemporary Nigeria art music must exhibit characteristics which include Nigerian
indigenous musical idioms.
Music Performative Confluences: Some of the performative confluences of the
Nigerian Music leave much to be desired. The musical convergences, especially in
contemporary popular music, include themes/subjects/lyrics, melodies, rhythms,
harmonies, dance patterns, (caliber of) group/performing membership,
dressing/costume, stage presence and makeup. Obviously, some of these have
projected Nigeria’s image in good light. However, in many other works, creativity and
imagination have been so badly ignored that every new music is largely a replication
of another artiste’s music. The area that has received a huge bastardization is the
indigenous sacred popular music, the praise and worship band music (with minor
alterations in the melodies, themes and lyrics, and new faces of singers and dancers).
As soon as one hears the opening phrase, one could guess-sing or -play the rest of
the piece. Their DVD shows that even the choreographers have nothing else to offer.
Furthermore, part of the misconceptual paradigms in performative components of
Nigerian or African music is the phrase “show business”. Here the musicians tend to
“show” virtually everything on stage, including erotic displays, especially the females,
to the discreditation and demeaning of the essentials of societal values and virtues.
What we find featuring on our TV channels are a debasement of morality and sociocultural values through the so-called “show business”. Another example is the quality
of the theme and lyrics. Apart from the music of such popular musicians as Celestine
Ukwu, Victor Uwaifor, Osita Osadebe, Rex Lawson, IK Dairo, Ebenezer Obey, Sunny
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Okosun, Eddie Okwedi, Sweet Breeze, to mention a few, most popular Nigerian
musicians nowadays say or convey little messages of life’s philosophical import.
Their lyrics are very dry, meaningless and without rational and realistic credibility.
Meaning in itself expresses a wide gamut of connotation of reasoning, including
activities of logical thinking, perception, self-awareness, purposive decision, artistic
creativity, moral judgment, consciousness of time, and so on (Phenix 1964: 21). A
situation or society lacking these fundamental elements qualifies for rebranding. If
the Nigerian art music scenario portrays erosion of integrity and conscientization,
then efforts must be made to reverse the trend. This is because civilizations and
empires rise and fall, but one thing that survives is the art of the people.
Circumstances of socio-political and cultural environment: Conscientization of one’s
socio-political, economic and cultural environment is imperative to contemporary art
music, especially in the area of popular music. And because of the socio-economic
circumstances, many musicians and performing artistes engage in quick substandard
activities for immediate pleasure of their patrons, and, of course, gratification just to
enrich their pockets, to the detriment and debasement of creativity and integrity. One
hastens to add that many musicians find themselves shorthanded and shortchanged
by the circumstances of our socio-political and cultural environment whereby the rate
of development and growth does not translate into increase in integrity, and the
income level and awareness of the majority of the members of the society. An advice
by Tietenberg (2000: 539) may be useful to our society: “Labor-intensive processes
serve the twin purposes of capitalizing on an abundant resources and providing a
source of income to large numbers of the people.”
Intended outcome of presentation
What is the brand of Nigerian art music? What are we rebranding, the Nigerianness
of Nigerian art music? The intended outcome of this presentation is to break new
grounds in awareness, integrity, creativity in contemporary Nigeria art music, and
thereby pushing back the boundaries of ignorance. Our first task is to determine what
Nigerian art music should be, including the characteristic features. Example is the
Western music, even with the identity/uniqueness of such countries as England,
Russia, Germany and the Scandinavian countries. Secondly, we need to establish a
body with a mandate to develop and regulate the fundamental guidelines and
principles which are imperative in the sustainability of the objectives and vision of the
body. Nigerian art music should first of all be branded before a meaningful
reconsideration for rebranding. You do not rebrand what you have not branded.
It is important to note that notable Nigerian art musicians, such as T.K.E Philips,
Olufela Sowande, Laz Ekwueme, W.W.C. Echezona, Okechukwu Ndubuisi, Ayo
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Bankole, Akin Euba, Joshua Uzoigwe, Ikoli Harcourt Whyte, Bode Omojola, Dan Agu,
Richard Okafor, Adam Fiberesima and others have, in their own different ways,
called for and/or used African cum Nigerian traditional musical elements in the
creation of their works. These styles of integrating our indigenous musical resources
with Western structural materials and forms have produced uniqueness and identity.
Indeed these have added new knowledge and expression to the world musical body
while at the same time promoting and projecting African cum Nigerian musical
culture and heritage.
The following dimensions draw the mind towards the focus of this paper:
A. Some positive and potential areas of contributions of contemporary art music
and its performative confluences in the development of Nigeria:
i. Therapy towards mental, physical, emotional and traumatic conditions of
the people,
ii. Educating and changing the mindset,
iii. Recreational and entertainment purposes,
iv. Religious functions,
v. Cultural identity and propagation,
vi. Philosophical realism and idealism,
vii. Creative innovations,
viii. Revenue generation,
ix. Research and scholarship,
x. Historical encasement and anecdotal purposes,
xi. Allies, honey and icing to other performing arts and human activities,
xii. National and international identity, pride and honour,
xiii. Associational and institutional identity,
xiv. Advertisement,
xv. Incidental/Background to events, both sacred and secular,
xvi. Nationalism, solidarity and mobilization.
B.) The roles of institutions of higher learning and other agencies: Should our
educational system lead in rebranding creativity, integrity and conscientization in
contemporary Nigeria art music? It was Theodore Roethke who said: “In a dark time,
the eye begins to see.” Institutions of higher learning are the eyes of a nation, guiding
and leading especially during troubled times. Therefore, institutions of higher learning
and other agencies do have roles to play in providing leadership in integrity and
conscientization in creative, performing, and research aspects of the contemporary
Nigeria music, whether in the art music, popular, traditional or neo-traditional.
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Massive education campaign is the key to success. The role of these institutions of
higher learning will not only result in creating a new awareness in creative integrity,
but also police it by providing new knowledge initiatives, seminars, and workshops to
the operators and professionals, as well as to the budding artistes and the
consuming public. New curriculum addressing this new thinking will be developed
and implemented. Updates of knowledge and awareness of new developments in
techniques, technology, theory and practice could be provided through Professional
Development Programmes (PDP). In some countries, especially in the West,
retention of rights to membership as well as to practice professionally in some
professions is dependent on such PDP attendance over a stipulated period of time.
Institutions of higher learning and professional bodies must be proactive, visionary
and relevant to the society. Auxiliary agencies such as families, cultural institutions,
religious organizations, governmental and non-governmental establishments are
stakeholders here. They have their responsibilities and must assist to ensure the
success of this project.
C.) Exploration and conquest: The accomplishment of exploring, discovering or
recovering a sense of integrity happens and is found at the moment of contact. “Art
lies in the moment of encounter: we meet our truth and we meet ourselves; we meet
ourselves and we meet our self-expression. We become original because we
become something specific: an original from which work flows” (Cameron, 1992: 82).
Art musicians must explore to become self-expressive, original and identifiable.
Therefore, if rebranding of Nigeria’s contemporary art music image, creativity,
integrity and conscientization is to be taken seriously, Nigerian composers,
performers and educators need to explore and conquer, not only the virtues and
nobility of the three cardinal dimensions and meanings of creativity, integrity and
conscientization, but also the virtues and spirituality in socio-political, economic and
cultural aggregates and conducts of the people. Such an attempt will require:
a) Strategic processes capable of transforming, engaging and recovering
integrity within music and other performing arts.
b) The courage to change, as the part to knowledge is neither straight nor
smooth.
c) Massive education campaign to create a rethinking on the minds of the
masses as well as to eliminate or reduce moral debasement in music and
other performing industries.
d) Institutions of higher learning to provide leadership on societal virtues and the
benefits accruing from creativity, innovation, integrity and conscientization.
e) Development of new curriculum initiatives to promote and preserve creativity
and integrity.
f) Government to strengthen copyright and benefit policy to protect works of art.
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g) Institutions of higher learning to provide Professional Development
Programmes for contemporary Nigerian art musicians.
h) To approach meaning in art music using these factors: i. logic and rule, ii.
Experience, distinction and identification, iii. Selective-discriminatory
elaboration, and iv. Communicable expressive power.
D.) Towards Projecting Nigerianness in Nigeria Art Music. The following strategic
music approaches will be necessary in (Re) Branding Contemporary Nigeria Art
Music:
a) Developing a common technique: Using materials and techniques identifiable
with Nigeria, including folk idioms and resources.
b) Developing a working language: Employing indigenous language(s) where
necessary.
c) Encouragement and ensurance of freedom to continue the advancement of
the knowledge of Nigerian musical culture, exploring and initiating new sound
structures and innovations through research and scholarship.
d) Ensurance of creative responsibility towards life, community, and the society.
e) Setting up of professional bodies to oversee implementation of objectives,
sanctions and rights (example, Composers Forum of Nigeria—CFN,
Performing Musicians Association of Nigeria—PMAN).
f) Ensuring at least 40% inclusion of Nigerian musical elements in Nigeria art
music creativity.
g) Freedom to create musical synthesis or fusion.
h) Contemporary Nigeria art music must exhibit characteristics of Nigerian
indigenous musical idioms.
Recapitulation and conclusion
Musical creativity goes beyond the sounds produced. Consequently, music so
created is a harvest of sounds combined with quality and beauty from a deeper
realism, a realm of inner design which gives integrity and personal character to the
work. When we regain our creative identity and integrity, we lose the falsehood we
had supported and become new creatures. (Re) branding creativity, integrity and
conscientization in contemporary Nigeria art music will provide national and
international identity and uniqueness, a new image creation which will reposition the
country distinctly in the committee of nations.
In conclusion, please join me to say this prayer:
AN ARTIST’S PRAYER (by Julia Cameron)
O Great Creator,
We are gathered together in your name
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That we may be of greater service to you
And to our fellows.
We offer ourselves to you as instruments.
We open ourselves to your creativity in our lives.
We surrender to you our old ideas.
We welcome your new and more expansive ideas.
We trust that you will lead us.
We trust that it is safe to follow you.
We know you created us and that creativity
Is your nature and our own.
We ask you to unfold our lives
According to your plan, not our low self-worth.
Help us to believe that it is not too late
And that we are not too small or too flawed
To be healed-By you and through each other—are made whole.
Help us to love one another,
To nurture each other’s unfolding,
To encourage each other’s growth,
And understand each other’s fears.
Help us to know that we are not alone,
That we are loved and lovable.
Help us to create as an act of worship to you
(Cameron, 1992: 211)
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Abstract
For quite sometime now, Nigeria has grappled with the issue of reforming its social
and cultural integrity. It is almost accepted that the greatest and most populous
nation on the African continent is synonymous with negative and unacceptable social
image to the extent that the name Nigeria evokes anything but credible integrity.
Thus, there is the prevailing view that nothing can be done to enable the nation
acquire a better integrity as it seems the nation has reached a point of rigidity. While
there has been outcry in recent times to re-evaluate and reform or rebuild the image
of the country through different campaigns, social orientations and slogans, very few
efforts have been made to appraise the contributions and potential means of
realizing this need by different professionals of different vocations in the country. This
paper explores the contributions of indigenous musicians in Nigeria as well as the
potential they have to make further contributions toward building positive Nigerian
social and cultural integrity to the benefit of the country, using the Abigbo music as
an example. Critical analysis of socio-cultural materials as well as musical analysis is
done to ascertain the level of positive contributions made by the traditional musicians
in achieving positive socio-cultural integrity for the country. My personal experiences
as an active member of the society as well as secondary sources will be explored in
data gathering for the discourse.
Introduction
Music is distinguished as one of the creative arts of indigenous African societies by
which the people express themselves and their cultures through sound. Nketia’s
(1986) discussion of music in traditional life provides a general profile of the creative
forms and practical application of indigenous music by African societies in their
various social and cultural activities. Nigerian indigenous music may thus, be
described as the specific musical arts creations of indigenous Nigerian societies with
which they celebrate and conduct their social and cultural events and in which
various aspects of their cultural lives are woven, documented and exhibited when
needed. Such compositions utilize the tools of oral composition (Herbst, Rudolph &
Onyeji, 2003; Onyeji, 2003) for their structuring and realization. The music is also
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distinguished from the general musical arts found in the Nigerian context which cover
all musical forms and types practiced in the Nigerian societies, some of which have
been influenced by external-non Nigerian musical idioms and styles or are
completely foreign. Thus, all such other forms of music that do not emanate from the
oral traditions of Nigerian societies are excluded from the musical tradition under
study. My discussions in this presentation shall refer to those indigenous Nigerian
musical arts that may, to a large extent, be said to be the result of genuine oral
creative efforts of indigenous Nigerian peoples arising from their established and
accepted cultural canons.
My objective is to illuminate the value of indigenous musical arts heritage as a
significant agent for social and cultural integrity of Nigeria from the standpoint of an
indigenous musical ensemble. Recognition of music as a potent means of sociocultural integrity at the moment is still hindered by the general perception of music as
frivolous entertainment or for the celebration of successes in, for example, economic
and political attainments. It is still considered a marginal tool for social integrity in the
country. The attempt in this study is not to present a comprehensive study of sociocultural integrity construction through music, but to highlight aspects of it reflected on
the musical practices of the selected group that could interconnect with existing
national efforts to convey a broader perspective on socio-cultural integrity
construction processes in Nigeria.
Miniature framing of indigenous musicians
The creative persons actively engaged with and responsible for the composition,
production, documentation/preservation and dissemination of indigenous music are
the indigenous musicians. These men, women, youths and children have been
responsible for creating and presenting various forms of music that have impacted
the lives of Nigerians in various ways through the generations. Using the Abigbo
musicians and their music as a critical platform for the discourse, it is significant to
this study to establish the critical roles and unwavering contributions made by
indigenous Nigerian musicians towards credible profiling of the social and cultural
image of Nigeria as a people over the generations till now. In other words, it is
important to know to what extent Nigerian indigenous musicians have grappled with
the integrity question in the Nigerian context, toward proper socialization of the
people vis a viz the cultural norms and accepted values of the people. Similarly, it is
pertinent to ask if it is worth noting and studying the efforts of the indigenous
musicians to provide sonic guide to the generations of Nigeria to an acceptable
socio-cultural integrity. An analytical sample of Abigbo music would attempt to
answer this question.
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The cultural platform for the discourse
Abigbo music is a prominent component of the music culture of the Igbo people of
southeastern Nigeria. Abigbo is the name both for a style of dance music typical of
southeastern Igboland as well as the ensemble which performs it. Abigbo is a
traditional music genre, using traditional musical instruments and the Igbo language
that is performed and enjoyed among the Mbaise people in the Imo State of
Igboland. It is widespread in the Mbaise area of Igboland and the neighboring
communities. Almost all the villages in Mbaise have Abigbo music. My earlier works
on Abigbo present the ethnographic and analytical studies of Abigbo music and
musicians deriving from my knowledge of Abigbo music and field research conducted
in the Mbaise Igbo area (Ethnomusicology 48/1, 2004; Awka Journal of Research in
Music and Arts (AJRMA), Vol.3, 147-165, 2006).
Although the previous study presents detailed ethnographic account on Abigbo
music and musicians, a brief introduction on Abigbo music and musicians is
nevertheless necessary. This will help readers have clearer perception of the cultural
background of the present study.
Abigbo is the name for a style of traditional choral-dance music typical of South
Eastern Igboland as well as the performing group. It is essentially a social music and
for a long time has been an indigenous popular choral dance music type of the
Mbaise people in the Imo State of Igboland, Nigeria. The Abigbo music type is
characterized by satiric/lampooning text.
The particular Abigbo material for this study is taken from among the Okwuato
community, in Agbaja, Mbaise West, made up of Ibeku, Lagwa and Umuhu villages.
The present day Abigbo was derived from two music types that have become extinct.
One was the Nkwa Otile (Music for the buttock) and Nkwa Ogbo. The origin of
present day Abigbo music is traced to the 1930s.
Abigbo is social/entertainment, choric-dance music that is not strictly event-bound.
The intention is to promote the social and cultural lives of the Mbaise people primarily
within the Igbo interactional milieu. Abigbo is in the music event category. This
means that the Abigbo is not strictly speaking a context conceived/transacting music
type. “The music [Abigbo] is light hearted as well as dance for light occasions”
(Nzewi1991: 37). Its musical and textual contents dwell more on the social issues of
the living. The members say: “Abigbo wu ihe n’eji eme obioma” (Abigbo is for
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happiness.) Other writers that have discussed African music as featuring mostly
within and during social occasions include Akpabot (1986) and Nketia (1974).
The study will combine cultural/philosophical and analytical methods in order to
spotlight the distinctive social and musicological features of Abigbo music relevant to
the discourse.
General philosophy of indigenous music in Africa
Indigenous music in Nigeria and Africa in general is a human-centred art. Perhaps it
is in Africa that Blacking’s (1976) definition of music as “humanly organized sound”
finds its most penetrating meaning. Indigenous music “is feeling and communal
therapy, a humanizing communion, a sharing in human-being-ness (Nzewi, 1999:
23).” Thus, African societies do not necessarily conceive music purely for its own
sake as an expression of sheer artistic/aesthetic expertise, acumen or intellectual
cum physical deftness as such but rationalize it as an integral part of human life
meant to provide major and support services to human social and cultural life and
events in acceptable ways. Although indigenous music is enjoyed as a creative art in
its own right, the philosophy behind its creation and practice is that it is not detached
from human social life or produced exclusively for contemplation, unrelated to the
social and cultural needs of the people. It is an art meant to integrate more than it
disintegrates people. It is conceived as an art through which people’s emotions,
values, beliefs and world views are ‘laced’ together with its melodies and in its
harmonic structures. Thus, “musical activities in African societies tend to possess
dynamic qualities in that they are frequently a means to an end” (Wells, 1994: 10).
According to Gunter Schuller (cited in Wells, 1994: 10), “African music originates in a
total vision of life, in which music, unlike the ‘art music’ of Europe, is not a separate
autonomous domain, but is rather inextricably caught up in a web of domestic, social
and political activities.” As such the indigenous musical arts of Africa reflect and
reveal facets of cultural values, beliefs and modes of life of the people and as well as
strive to conform the people. “In the African culture, music is an entity rather than a
mere mental creation or conception. It reflects and interprets the man in a specific
environment and is often the key, which opens the gates to spiritual, mental,
emotional, psychological, social and mystic realms (Okafor, 2005: 88).” As an art
form, indigenous music of Africa reflects the culture of Africa as well as it is a cultural
form in its own right. “It is the life of a living spirit working within those who dance and
sing” (Hornbostel, 1928: 59). African indigenous music is social and primarily humanoriented in its creative and performance ramifications. This philosophy informs the
general and well-known notion of African music as a social art well discussed by
various pundits of African music (Akpabot, 1986; Nketia’s, 1974; Nzewi, 1991; Okafor,
Nsukka Journal of Musical Arts Research

51

Toward Nigerian social and cultural integrity: The contributions of the Nigerian
indigenous musicians (with particular reference to Abigbo music of Mbaise) –
Christian Onyeji
2005, etc). According to Nzewi (1997), “the philosophical foundations of the African
musical environment and phonofacts are not always music specific.” They derive
from a more holistic philosophy of life and the cosmos. Being a social art therefore,
“a music cannot be properly understood and appreciated without some knowledge of
its social and cultural context” (Nettle1998: 23). Music is thus a social phenomenon
in African traditional societies. African music is very often celebrated as social
organizer, moderator, agency, mediator, indicator, therapy as well as vehicle for
social integration and cleansing. “In a very lucid study of folk music in Nigeria, Nzewi
(1980) describes it as a communion of both the living and the dead. “His study points
to folk music as significant element for societal cohesion as well as social and
cultural mobilization in Nigeria (Onyeji, 2006).” Being a social art, it is intentionally
structured to affect the people in certain ways hence, its contribution to the
construction of human social and cultural integrity.
The social aspect
The concept of social is linked to theories about society both in terms of organization
of people and actions (Olsson, 2007: 989). Social facts are ways of being, including
(ideal) representations and (material) actions (Deflem, 1999). In general, research on
social issues focuses on the nature and direction of societies (Risner and Costantino,
2007: 942). Social facts theory reflects an intrinsic assessment of material actions
and ways of being in symmetry with the goals of a society. Since every society or
nation is constructed and constituted by individuals, it is believed that the ideals,
actions and inactions of the individuals converge to shape the national integrity. Thus,
the integrity of Nigeria is by implication, an aggregate of individual social and cultural
integrity brought to bear on the national image. The impact of indigenous music in
shaping the social and cultural integrity of the nation is significant to the overall
image of the nation.
Social and scientific studies of music in recent time have revealed the efficacy of
music in the formation of the human mind. It has also been linked to behavioural
patterns, social identity and transformations. As such, many experts have vigorously
pursued focused enquiry on the latent and potent qualities of music in the shaping of
the human personality. Such studies led to findings that music is a valid platform for
social transformation. Guided by the perception that the words, thoughts and deeds
of individual human beings are profoundly influenced by the nature of the social
circumstances in which they occur (Martin, 1995; Mueller, 2002), studies in the
sociology of music have focused on “music as a social product, social resource and
social practice” (Martin, 1995 in Olsson, 2007: 989), and “music as a device of social
ordering; music’s social powers’ (DeNora, 2000: in Olsson 2007: 989). It is becoming
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increasingly clearer that music may influence people’s conduct, experience of the
passage of time, and feelings about themselves, others and situations (DeNora,
2000). Hargreaves, Marshall and North (2003) believe that all musical behaviour is
social because musical meanings are socially and culturally constructed. Musical
thought not only promotes social cohesion, but communicates many messages
through song texts and dance features (Kruger, 1999:124). According to Skyllstad
(2007:1053), music plays a positive role in facilitating social integration and conflict
transformation. Corroborating the above submissions, evidence from the present
research shows that music is a potent tool for social change as a result of its intrinsic
nature to influence and effect change in people.
Macdonald et al. (2002:10 in Smith 2006: 70) argue that music can “act as a medium
through which people can construct new identities and shift existing ones in the same
way as (through) spoken language.” It has also been similarly argued that music
creates a platform for the realization of nonmusical facts that promote positive social
identity (Dibben, 2002; North, Hargreaves and Tarrant, 2002). Music provides people
with a feeling that they are still connected to themselves, their emotions and the
community (Stokes, 1994). Nussbaum (2001) posits that “music has deep connection
to our emotional lives” (p. 249) and well-being, “the means of communication
between souls” (p. 266). Musical performance invokes several means of
communication, namely motor, visual, kinesthetic, auditory, olfactory, proxemic and
tactile. Thus, music is a unique aspect of cultural systems that allows adaptively
valuable information to be communicated between people (Hanna, 1977: 214-216).
Within the framework of African cultures, the learning of music can be a process
which can build the self-confidence and self-worth of the learners (Smith, 2006: 75).
A valid conclusion from converging views on music as a tool for social and cultural
integrity formation is that as part of cultural experience and heritage, processes of
social change in Nigeria cannot be fully realized without considering music. Music
thus is an essential and valid platform on which social and cultural integrity
construction, evaluation and re-construction could be investigated.
Indigenous music and socio-cultural integrity
It would be stating the obvious to say that aside from its entertainment role, the
essence of indigenous music practice and creativity is for social and cultural
leadership, guidance, and propagation of accepted societal values in given contexts.
This prompts the well known aspect of indigenous music of Africa, of which Nigeria is
a part of, as a functional art. In fact, it would be doubtful to claim that any indigenous
music type is entirely divorced from any social essence other than entertainment.
There is always a social cum human reason for any indigenous music practice.
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Functionality of music is a common phenomenon in Africa, where music is an integral
part of culture. In such cultural integration, although music may, very rarely, be made
for its own sake in traditional Africa, it is, most often, a social instrument intended to
achieve certain social goals. As an entertainment art, indigenous music fulfills its
objective of convening people together to enjoy the art of music creativity and share
fellow-feelings which is “basic to the development of human cognitive processes and
capacities, and ultimately human social adaptability” (Blacking, as cited in Kruger,
1999: 124). While music takes care of the entertainment and artistic needs of the
society it at the same time goes beyond its sonic borders to address its crucial
objective of moderating the social lives of the people and dispensing required doses
of social, moral and cultural values and norms intended to shape and build credible
people with esteemed personality and integrity within the society. It ultimately
questions the acts and dispositions of everyone while binding the society
harmoniously. As a socio-cultural educator, music presents certain templates and
processes to members of the society to adhere to. It x-rays and analyzes existing
socio-cultural anomalies in order to vindicate its stand on societal issues while
motivating people to adhere to the best position or choice.
Thus, music-making, as an exercise in cooperative learning, is seen to promote
positive interdependence, individual accountability, equal participation and
simultaneous interaction (Skyllstad, 2007: 1053). As a socio-cultural product,
indigenous music conscientizes, and constrains people to conform to acceptable
values in order to be deemed responsible members of the society. In pursuance of
this motive, indigenous music and musicians adopt both stringent and harsh means
such as the employment of satires, lampoons, derisions, admonitions and outright
insults. However, it is does not loose sight of the need to praise, cajole, thank or
recognize noble acts to motivate everyone. These are contained in and
communicated through song texts, dance motifs, dramatic gestures and body
languages, plastic arts, metaphors and general performance dynamics of a given
ensemble.
The drive for and inculcation of socio-cultural integrity in the Nigerian context through
indigenous music starts quite early in life through exposure of children to folk songs
and dances and music types that form potent platforms for integrity building. The
effort of indigenous musicians in developing the body of music relevant for this
endeavour is well-known. Thus, there exists an almost inexhaustible repertoire of
such music waiting to be employed effectively to guide the young especially in our
schools.
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In addition to the musical content referred to above, the performance practice
adopted by various ensembles is critical to developing social adaptability and
conformity in various ways. Members of ensembles often develop a consciousness
of musical structures in a manner that creates strong interlocking relationship
between individual and group roles that extend to the larger society. Responsorial
forms common to most indigenous music are dominant in song presentations. A solo
performer relies on the group or chorus to achieve his/her musical expression, while
the group relies on the individual to express its artistic vision. As in the theory of
social identity, the individual artist finds self-definition and identity through the group
and vice versa. Thus, “self-conception is based on social interaction, during which
one undergoes a process of ‘viewing oneself and one’s behaviour from what is
imagined to be the perspective of another, anticipating the other’s reaction”
(Robertson, 2004: 136). I observed that communal relationships engendered an
awareness of social meaning and identity through communal effort as well as foster
fear of rejection by members. Reliance on aural perception for sonic constructions
and balancing further enhances active individual-group communication and total
concentration to each other for effective team work. Reliance on an individual by a
group constrains a level of artistic and social integrity that resonates in the larger
society. By extension, the nurturing and socio-cultural personality constructions
within a group are transferred to the other non-musical activities in certain ways,
latent or overt.
Discipline as an instrument of social and cultural integrity formation is quite often very
strong and effective in indigenous musical ensembles. Different kinds of disciplinary
measures are taken against erring members according to the offence. Disciplinary
actions are taken in the most democratic manner to inculcate freedom of speech,
democratic values and respect for majority opinion. Members learn to accept and
transcend disciplinary measures beyond their physical form to appreciate their value
in their own social image construction and empowerment. Discipline is not used as a
weapon for social conformity however, rather as a consequence of social action in
the formation process. There is a generally benign disposition towards one another in
most indigenous musical ensembles.
Existing evidence confirms the intention of indigenous music and musicians to
develop persons with social and cultural integrity in the Nigerian context within and
outside any given musical ensemble. Acknowledging the effectiveness of music in
character formation and personality construction, indigenous musicians have
explored every facet of music to contribute to proper branding of Nigeria through the
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production of relevant educational and instructional musical materials that are very
often rebuffed as primitive, for the undeveloped and somewhat irrelevant in
contemporary Nigeria. With indigenous music still being relegated to the background,
it is becoming increasingly difficult to ascertain its relevance in the socio-cultural
integrity question. A cultural analysis of a musical example by Abigbo indigenous
musical ensemble may illuminate the essence of indigenous music and musicians in
the socio-cultural integrity pursuit.
A cultural analysis of an Abigbo musical example.
Abigbo as a group employs the agency of entertainment to maintain the moral norms
of the community, such as crime control and avoidance of deviant behaviours
through the lyrics as well as performance dynamics. Defaulters are used as themes
of satiric texts to serve as a deterrent to others. Abigbo members say, “we also sing
about any bad person in the community”. In this way, they directly and indirectly
contribute to social order in the community through their music. Such music becomes
a veritable instrument for social sanctions on erring members of the community. By
this, it is evident that the group strives to shape the moral and ethical tone of the
community while the community influences the group by providing creative
inspiration/materials for their music. There is a cross-relational impact of the group’s
musical influence on the community and the influence of community validates the
creative production of the group. Such creative interconnection that evokes
Adascaliteis’s (1971: 71) view on the creation of folklore is the basis of artistic
creativity in Nigeria and Africa in general.
If the essence of Abigbo music is to offer sonic platform for socio-cultural control and
moderation in the society, it is undoubtedly significant in the formation of societal
integrity. It is at once observable that the indigenous musicians are driven by the
singular objective to assist, if not constrain, the members of the society to develop
personality with sound social and cultural integrity through its social comments and
guide in various aspects of the society’s life as evidenced by their music. The
transcription below is one such example.
Text of the example: Ndi Amuma Ugha (False Prophets)
(See musical score appended)
Call:Oke amuma chochi akaria la ni, The prophesies of the church are too much
Unu kpachara d’anya Okeamuma now – Yes! (affirmation)
Chochi’ a karia laBe very careful, the prophesies of the
church are too much
Onwa kariri ederindo – Okwu O- The moon is brighter than the bush lantern –
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the word (affirmation)
Call/Resp:Oke amuma chochi akariala niCall/Onye n’ibe bilimkpughuEverybody with his kins should be on the
alert
Resp:a-e Oke amuma chochi akariala ni-Yes (affirmation) The prophesies of the
church are too much now
Call: Onw’a kariederindo da da di- The moon is brighter than the bush lantern
(affirmation)
Resp: Anyi nweru Chileke n’ishimbu ni We have God right from the start
Call: Ha shanyi me ojiThey said we should change
Resp: A nde k’anyi ewer’ulo chiochi je
Our people immediately built churches
machiearound
Call: Onwa ka ririederind’ogu o – The moon is brighter than the bush lantern
– justice
Resp:Ewetele chapuleti anyiekpewele – They brought chaplet and we started
ni
worshiping
Call: Umu nkwa m’abia
My musicians have arrived
Resp: Ewetele Semensi a-nyi
They brought C.M.S and we started
ekpewele niworshiping
Call: ‘Hula ni be bile nne –
Make your kin to be at alert
Resp: Ewetele Katoliki any’ekpewele They brought Catholic and we started
niworshiping
Call: Umu nkwa m’abialaMy musicians have come
Resp: A ndulo anyi echenie ma
Our people thought the church has some
cho chi m’ovuahiawares for sale
Call: Enyi de de leMy good friend
Resp: Ona wu ebeleb’ahuru n’agala ba
It is now a matter of wherever they find
space in any community
Call: Ha ga duoWhen they get there
Resp: Nwa nda mum’ashi ewer’ulo The false prophets will build a church
Chiochi we machie (Luwa)
Call: Onye n’ibebile nneoLet your kin to be at alert
Resp: Apuakwa la n’uzo jekpo di
They go to the roads and call the traditional
bia shi hu bia wokpere a ye
doctors, telling them to come to church that
wuole chochi n’akalaba –
they have built churches in the community
Call: Otu nwat’ada nne leAny child, a daughter (an expression)
Resp: Onwer’ulo chochi sh’ime di- There are churches that abort pregnancy
Call: Onw’aka lederi maba du nwale– The moon is brighter than the bush lantern
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my people
Resp: Onwerulo chochi s’iri anu There are churches that prohibit the eating
of meat
Call: Shigi je ju Evaresi Ogu – o - I said go and ask Everest Ogu
Resp: Onwe dirulo chochi soaf’ime – There are churches that prohibit pregnancy
Call:
Onye n’ibe bile nne o –
Let your kin be at alert
Resp: Anyi ga n’iju el’uwa ajujuWe will ask the world a question
Call: Onwa ka rie de rin doe –
The moon is brighter than the bush lantern
Resp: Anyi ga n’iju el’uwa ajuju We will ask the world a question
Call/Resp:Gi ka ram Chileke n’ekwensu Tell me is it God or Satan that owns the
ndike nwe Chochi soafime e-o-e- church that prohibits pregnancy.
This song is a satire that queries the activities of the different Christian
denominations in Igbo land who are also members of the society. The text cautions
people to beware of false prophets. It draws attention to the hypocritical activities of
Christians and the existing conflict between the Christian churches and traditional
religion. Of particular interest is the view of the musicians that God has been known
and worshipped in Igbo land before the Christians came with their own God. The
song also mocks the conflict among Christian denominations resulting from the
scramble for membership. It portrays the extent the Christians have gone to
destabilize traditional practices in "m" and "`n” to the extent of inviting traditional
doctors to join the churches. The musicians present a vivid example of the hypocrisy
of contemporary Christians. According to them, the traditional doctor merely needs to
pretend to be a Christian by attending church services but is allowed to carry on with
his spiritual (pagan) activities and healing practices embedded in traditional religious
observances. Abigbo musicians thereby satirize the contradictions of modern
religions.
The linguistic style involves direct statements as in "a", as well as proverbs as in "b".
These are given poetic form in order to synchronize with the musical presentation in
strict time. The setting of the text lines inter-structures solo statements (a, a1),
independent chorus passages (k, m, g1, n) and solo prompted chorus responses (b,
c, e, etc). Occasional variations on the same text occur without conflict of meaning.
There are instances of this at "b", "b1", and "b3". The variations result from semantic
modifications normative in Igbo language.
In the above musical example Abigbo musicians live up to their chosen mandate to
intentionally draw the attention of the larger society to the hypocritical developments
around, sponsored by those that the people should look up to – the Christians.
Nsukka Journal of Musical Arts Research

58

Toward Nigerian social and cultural integrity: The contributions of the Nigerian
indigenous musicians (with particular reference to Abigbo music of Mbaise) –
Christian Onyeji
Underlying the musical material is the desire to uproot acts that give negative
integrity profile to the society. The acts of some individuals are spotlighted and
interrogated to reveal the lack of morals in them. The church, being a strong platform
for personality formation, is, in the view of the musicians, being eroded by immoral
acts in recent times resulting from greed and quest for wealth. Challenging and
mocking such developments in songs carry the message to the larger society,
constraining the people to desist from such acts. Ultimately, it is the desire of Abigbo
musicians to perform some oversight functions in the society as evidenced by this
song and in other examples such as their well-known song umu college alowala (the
college students are coming home), a song intended to satirize the amorous
activities of youths and students during long vacations. As a socio-cultural “police” in
the society, Abigbo musicians, through their music “patrol” and pervade the
community in very active ways to assist in shaping the integrity of the people. The
need to maintain the norms and values of the people is so crucial to the group that
their music may be viewed as sonic “armoury” to attack and defend the social and
cultural integrity of the community against any form of social or immoral aggression.
The essence and content of Abigbo music calls to mind Frith’s (1996: 124) view that
communal value can be grasped as music aesthetics in action.
Conclusion
Music is a social outlet that plays a positive role in facilitating social and cultural
integrity building in different cultures as evidenced by this study. Music presents a
basic platform for social integration, re-orientation, identity search and formation as
well as means to social realignment and transformation. It provides an avenue for
emotional networking that enhances social interaction and adaptation at the same
time as it enables construction of new social identities and structures leading to
better personality construction and integrity. The intrinsic qualities of music that
enable it to touch the human soul, reawaken feelings and moods as well as affect
emotions make it very effective in reaching the mental and emotional states of
humans for possible influence in the positive direction. In recognition of music as a
catalyst for social change, African societies have employed it in different social and
human rites that entail physical, mental and social change or orientation. Thus, music
is recognized as a serious art capable of serious influence on human senses in
African cultures. The study validates music as a potent tool for social and cultural
integrity resulting from its intrinsic nature to influence and effect change in people.
The power of music for social integration, identity formation and social transformation
points to its special value in the social systems of world cultures that are not to be
ignored in addressing socio-cultural integrity problems of Nigeria.
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The study underscores the effectiveness of music as agency for socio-cultural
integrity construction. By applying its subtle qualities in entertainment, creativity,
educational and social integration dimensions, the Abigbo ensemble has shown the
potency of music in the general process of integrity construction in Nigeria at a micro
level that could be further harnessed. Although music has generally been left out in
the discourse of tools for social and cultural integrity reconstruction in the country,
the evidence of this study further strengthens acceptance of the relevance of
indigenous musicians and their musical arts in the process of positive integrity
construction. It is evident also that its value extends to the critical need of the nationNigeria, for developing the integrity of the people to better citizens. While the
ensemble fulfils its role as an entertainment outlet, it also seeks to fulfill a major
obligation to the society through its efforts as discussed. As such, the music is
appreciated not just as an entertainment art but as an art valued for it social function.
Abigbo musicians and their music are ultimately valued for their contributions in the
cultural complex of Igbo land and Nigeria in general.
Finally, this study is a summary that evidences the contributions of indigenous
musicians and their music towards the building of socio-cultural integrity in Nigerian
societies on the platform of Abigbo indigenous musical arts ensemble not as a model
but as a form of such process through music. Although meaning, value and
significance of music vary from culture to culture, evidence of existing studies show
that its power to engender emotional, social and spiritual change through its intrinsic
qualities is fairly universally acknowledged. Its exploitation and success in the goal of
socio-cultural integrity construction by the Abigbo group is a Nigerian experience that
could be explored at various levels to tackle growing social problems impacting
negatively on the national integrity.
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Abstract
Musicians are not just entertainers; they are, among other things, custodians of
cultures, socio-political critics, agents of transformation, philosophers, mirrors of the
society and voice of the people. Whether from neo-traditional, folk, popular, gospel,
pop or art music backgrounds, musicians in Nigeria have always served as agents of
socio-political mobilization and transformation. They have used the tool at their
disposal to fight oppressive forces that are against democracy and actively
participated in the democratization process. The present paper takes a look at the
text and music of a ‘democracy’ song of Orlando Owoh, an indomitable Yoruba juju
musician. The study adopts historical, musicological and critical-literary approaches
in its methodology. The paper, apart from bringing out the socio-political import of the
music, examines the veracity of the claims in the song. The paper concludes that the
role of musicians in Nigerian democratic governance is indispensable.
Introduction
Music is an integral part of the cultural life of any given society. It permeates all strata
of human existence and to a large extent serves as a regulatory instrument of the
society. Music is a very vital tool in the institutionalization and sustenance of any
form of governance style employed in any society, community or nation.
Democracy is fast becoming an acceptable form of governance in almost all parts of
the world. In Nigeria, the musical scene has contributed its own quota in the
upturning or survival of any system of government. Musicians have moved up from
the role of mere entertainers to being active participants and critics of bad
governance.
This paper attempts the analysis of Orlando Owoh’s democracy song, ‘I say No’ as a
critique of the Babangida military regime and its resultant implications on the
democratic process. The objective is to determine the relevance and significance of
the music in achieving the present set of democratic government. The paper makes
use of the historical, musicological and critical-literary approaches to realize its setobjective.
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Some of the works already carried out in the area of music and governance include
Bateye (1997), Olaniyan (1997) and Idamoyibo (2006/7). Other related write-ups and
critique on democracy include Obey (1995), Adekoya (1997) and Adedeji (2004).
This paper is however hinged on Bateye’s (1997) submission which stated that
political commentary finds an easy medium through music. In all,
musicians both in the United States and South Western Nigeria are
unsparing concerning their portrayal of the electoral personalities
they wish to criticize before the electorate (p. 418).
It might be necessary to re-examine the definitive concept of the term ‘democracy’
here. According to Adesan (1992),
the concept called democracy is derived from Greek words – “demos”
which means people and “Kratia” meaning rule of or by. In other
words, it implies a rule by the people themselves. That is, the people
are involved (Daily Sketch, Sept 26, 1992:7).
Also, Ake (1992) posited that
for a political concept, the meaning of democracy is
uncharacteristically precise. Democracy means popular power, rule
by the demos. That was how the Greeks who invented the theory and
practice of democracy used it….it remains the classic definition of
democracy, rephrased with poignant simplicity by a famous American
as “government of the people, by the people and for the people”
(Daily Times, Sept 28, 1992:7).
Democracy from the above definitions can be said to be the process by which people
set up a mechanism through which a coordinated state is attained. In a true
democracy, the people rule through the majority.
The role of music in the society
Music in the African society is multi-dimensional in its roles. It is an essential
ingredient in the day-to-day life of the community. Music making is tied to various
events or activities of human existence, which range from birth through to death. This
is evident in the various ceremonies that accompany such occasions and the
concurrent use of music. Vidal (2002) corroborated this view when he asserted that
musical expressions in Nigeria reflect social functions, occasions and
activities connected with the day to day life of the average Nigerian
(p. 4).
Also Idolor (2002) observed that
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there are societies where music plays very important role such as the
authentication of a core event or rite, and several regular activities in
the society that require the services of music (p. 2).
It can be deduced from the foregoing that, music is viewed by the African as the
sum-total of life. The multi-dimensional role of music can be found in the various
uses created for it. For instance, panegyric music is used to incite and arouse a
feeling of pride or greatness in an individual, which could be as a result of heroic and
historical deeds of the forefathers
Another prominent role of music is the socio-cultural function, which entails the
instilling of discipline and the promotion of ethical behaviours among members.
According to Vidal (2002),
the Oriki of the Yoruba, the Kirari of the Hausa… illustrate the
existence of musical traditions with specific social function, thus
making music an institution through which praise or shame is
distributed (p. 4).
Satirical music on the other hand is an effective tool in the institution of social and
moral change among the people or community. Through such songs the individual’s
mistakes or short-comings are brought to the limelight.
Musicians in the African society are the custodians of their culture. The history of a
particular people is kept intact from generation to generation through the oral
medium by professional musicians. The history of important events in the society,
and the personalities involved in these events are recorded for posterity through
songs (Vidal, 1986).
As mentioned earlier, the general notion that musicians are mere entertainers
seeking to eke out a livelihood is not true. Apart from the entertaining role of music,
music can be used as a media responsible for the monitoring of socio-political events
or happenings. This trend can be found in Traditional and urban popular music forms
like juju.
Apart from Orlando Owoh, musicians who have actively fought bad governance in
Nigeria include Fela Anikulapo Kuti, Timi Osunkoya, Niyi Adedokun and Hubert
Ogunde. However, the evergreen ‘Unlimited Liability Company’ composed by Wole
Soyinka and performed by Art Alade cannot be ignored.
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The musical background of Orlando Owoh
Born in 1932 in Osogbo, now Osun State, Orlando Owoh was born into the family of
Mr. Jeremiah Owomoyela from Ifon, via Owo, Ondo State. Hi real name is Stephen
Oladipupo Olaore Owomoyela. Orlando was the twentieth of the twenty-five children
of his father, the eldest of his own mother, who was the fifth wife of his father.
Orlando Owoh attended Christ School, Ado Ekiti and Methodist School, Osogbo up
to 1952. In 1955, he joined his father’s business as a carpentry apprentice. He later
on moved to Ilesha, where he attended tutorial classes which made him sit and
passed the standard six examinations.
Orlando Owoh developed his musical skills at an early age. His father was at first a
musician before he shifted to carpentry when things were not going on well for him.
Orlando therefore having music in his blood, joined the church choirs first at Ado and
later at Osogbo. Later, he registered with Fakunle Big Band without the knowledge of
his father. There he learnt how to play the guitar. He later organized a musical group
of boys which secretly rehearsed. He served under Kola Ogunmola, through whom
he learnt and practiced theatre in addition to music. He also served under Chocolate
Dandies where he learnt more guitar chords and styles. He secretly gathered people
to form another group which later was named ‘Orlando Owoh and his Omimah Band’.
He shifted his base to Lagos and released his first album in 1960 entitled ‘Oluwa lo
ran mi’ (It is God that sent me).
During the civil war, Orlando, for survival joined the Nigerian Army where he formed
the ‘Uromi Garrison Band’ which entertained the wounded soldiers. He left the Army
and fully settled down for his musical career. His first overseas’ musical exposure
was in London in 1972. The name of the band was later changed to ‘Orlando Owoh
and his Young Kenneries’ and later to Orlando Owoh and his African Kenneries
which became permanent.
About the music of Orlando Owoh
The music of Orlando Owoh is basically Juju, a panegyric popular genre, but with a
difference. Firstly, he features other styles like highlife, reggae and woro, among
others, a ‘combinative’ style which makes him an eclectic musician. Secondly, the
contents of his music though largely panegyric, are essentially philosophical, didactic
and critical. This quality makes his music to be specially loved and respected
throughout the whole of Yorubaland. Thirdly, Orlando Owoh’s music is original,
creative and consistent with instrumental introductions which had become his ‘logo’.
The two common bass patterns are: d m r m f r m, m f-, r s- and d m r d t l s d mf, r s.
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Other features of Orlando’s music are the extravagant use of conga drums as
cadenza; his peculiar vocal style, his biblical tracks; his use of incantations and other
Yoruba idiomatic expressions; his frequent use of Ifon local dialect in his albums; his
dramatic beat changes and his emphatic style of making social commentary. Finally,
Orlando Owoh’s identification with the masses, the down-trodden and the youths,
and his stance for truth and justice makes him a Yoruba ‘son’ that commands the
attention of both old and young. Orlando Owoh has more than 500 song
compositions and has released over 50 albums.
Analysis of ‘I say no’
‘I say No’ is the textual motif of ‘DEMOCRACY’, the title track of one of Orlando’s
popular audio albums. It is also the title of the entire 12-track album, but as a track,
appears as track 2 of side I. Like other albums of Orlando Owoh, the 12-tracks in this
work appear in different beats and textual contents. Side I features ‘Okan mi yin Oba
Orun’ (Praise my soul the king of heaven), ‘Democracy’, ‘Awusu melube Yesine
wayo’, Ero ya wa Woo’ (Passersby come near and see), ‘Francis Ola Apata’ and ‘O
ya e dide jo’ (Stand up and dance). Tracks on side II include ‘Orlando ti d’ode’
(Orlando has come out), ‘Sir Alex Akinyele’, Aso to dara ni k’o ra f’omo re’ (Buy
quality clothes for your children), Prince Adeniyi Dami, Edumare mo fi oro mi le o
lowo (Almighty God, I put my trust in you) and Mo ri Sisi Opelenge (I saw a beautiful
slender lady).
The style of ‘I say No’ is reggae-highlife, a fusion of two styles. The musical form is a
long solo passage which is rounded up by call and response that serves as a coda.
The long solo approach of Orlando’s style is to allow him say all he has in mind. It is
typical of him to elaborate his points. The music is essentially tonal, recorded in a
major key. The melody in Orlando’s characteristic manner is based on a binary
structure of antecedent-consequent phrasing. The melodic movement tends to be
more downward than ascending and the contour is irregular. The rhythm makes use
of a lot of running notes, hemiola, inter-rhythm, syncopation, rubato and ad libitum.
The harmonic style of the music is a kind of improvised heterophony. The
instrumentation comprises rhythm, lead and bass guitars, keyboard and percussions
including congas and talking drums; all of which are intricately arranged to enhance
the hermeneutics of the text in a solemn manner. Orlando’s vocal techniques of
rugged gravelling voicing, raw delivery, cross-movements between low and high
registers presented in a peculiar baritone voice are irresistible elements in ‘I say No’.
The language of expression is essentially ‘pidgin’, an effective way of communicating
to the masses (Adedeji, 2004; Olatunji, 2001). The repetitions in the music are
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intentional. In African music, repetition is an effective and purposeful compositional
technique.
The rebuff
In ‘I say No’, Orlando Owoh identified, criticised and condemned what he believes as
anti-democratic forces in Nigeria and on the other hand, advocated for the return of
democratic governance in Nigeria. It is always interesting to observe how gifted
musicians arranged their thoughts systematically in tunes as demonstrated by
Orlando Owoh in ‘I say No’.
Anti-democratic forces identified
According to Orlando Owoh, anti-democratic forces in Nigeria include the military rule,
autocracy, delay tactic such as interim governance and the hypocritical CONFAB. In
all these, Orlando singled out ex-president Ibrahim Gbadamosi Babangida as the
chief protagonist. The fact that Orlando was able to identify these forces shows that
popular musicians understands what goes on in the society.
In the history of Nigeria, the democratically elected governments have had their vices
such as rigging of elections, corruption at large, violence, and betrayal of the
electorates. Also, it is needless to say that military regimes may have one blessing or
the other. But an average Nigerian still prefers democratically elected government.
The military, everyone knows, is not trained and fit for governance. Orlando Owoh
then described the rule of Babangida and the likes as autocratic since they rule as
dictators with military decrees, a fact which shows some level of education of the
respected musician. The interim government mentioned in the music refers to the
transitional governance of Earnest Shonekan in 1993.
Some historical insights may be necessary to explain Orlando Owoh’s claim. The
presence of the military in the democratization process has been one that has always
been of grave concern to all stakeholders in the political scene. The intervention of
the military into the political scene is usually through the staging of a coup d’état
aimed at toppling the civilian administration in power. A typical reason usually given
for their incursion into politics is that of the level of gross misconduct on the part of
the politicians. Their incursion has resulted into political instability and anarchy, since
their system is a rule of gun and decree and a show of power. Amola (1995)
corroborated this view when he stated that:
Military incursion in politics worldwide is known as an aberration, a subculture and an index of underdevelopment. The military class itself is not
unaware of this and that is why it tries to salvage its honour by releasing its
transition programme which can only honestly, honourably and successfully
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come to an end by the kind of acts and deeds of our politicians. (Daily
Sketch, 1995:10)
The name Ibrahim Badamosi Babangida (popularly known as I.B.B.) in the annals of
Nigerian political history is a popular one. He was the 6th military ruler of the country
and he came into power through a coup d’état on August 27, 1985 and ruled the
country for a period of eight years. His regime is a peculiar one because of the level
of notoriety it attained while in the portals of political power. The Babangida regime is
infamous to both young and old, due to the singular act of the annulment of the June
12, 1993 general elections which is still believed by many as the freest and fairest
election ever conducted in Nigeria.
After eight years rule, Babangida organized a democratic process. This was due to
outcry of freedom fighters and Human rights activists in and outside the country. It
was glaring that He, Babangida did not want to leave the presidential office. After the
election which saw Abiola as the acclaimed winner, Babangida subtly annulled the
election and to avoid further upheavals, he installed a transitory government which
also met with bitter criticisms from all over the world. Unfortunately, the military came
back again, ushering General Sanni Abacha as the president. It was this historical
trend of events that Orlando referred to in ‘I say No’.
Anti-democratic forces criticised
Orlando criticised the anti-democratic forces by running commentary on the evils
they perpetuated in Nigerian polity. He highlighted the heinous and atrocious crimes
committed by the Babangida’s regime. Firstly, Orlando’s expression that ‘Babangida
fuck Nigeria tire before e go; Gbadmosi fuck Nigeria tire before e go is to be
interpreted that General Babangida drained Nigerian resources during his regime.
This was demonstrated by his extravagant spending and billions of money saved in
many oversea banks.
Secondly, the ‘interim’ government instituted was considered by Orlando as fake,
hence his description:
Dem want to play us caricature
Dem come and give us interim government
Na interim government we say we no want
This shows that the Nigerian populace had no confidence in the ‘Interim government.
It was considered as a clever way to pacify the people while Babangida who claimed
to have ‘stepped aside’ would still be ruling the country through the backdoor.
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Thirdly, Orlando claimed that the CONFAB1 organized could not solve the hard-biting
socio political problems in the country. It was propaganda to pacify the people.
Orlando puts it this way
Dem come and introduce confab whether e go solve our problem.
But e cannot solve our problem
Na democracy we dey want
Also as evaluated by Orlando Owoh, there is no improvement in the standard of
living of the people during the regimes of the military. According to him, the military
have also destroyed the Nigerian economy during their tenures. This is what Orlando
referred to when he sang:
My brother, army have been ruling for many, many
years
there is no improvement in Nigeria
Nigeria economy e don down during the time of their
military
Nigeria economy e don down during the time of their
ruling.
In this long solo passage, Orlando painted Babangida, other military rulers as bad,
destructive, corrupt, dictatorial and backward.
Anti-democratic forces condemned
The judgment of Orlando Owoh in all anti-democratic forces is vividly and
emphatically presented in the opening section
I Say No; No; No; No; No; No; No; No;
I Say No; No; No; No; No; No; No; No;
Military regime we no want again
Na democracy we dey want
Autocracy we no want again
Na democracy we dey want
Not only did he say No, but repeating the No for eight times and the reiteration of the
opening phrase were to show that if he were asked for nine (9) times, his answer
would be emphatic No to the anti-democratic forces. To him, they are unwanted by
the Nigerian people and hence, the people were determined not to have it again. The
1

The CONFAB was a political gimmick to pacify people who had insisted on their agitation for
Sovereign National conference to determine how Nigeria should be governed. Fearing what the
outcome may be, a kangaroo conference of government hand-picked representatives was
organized.
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‘I say No’ was also repeated in the middle section of the music after running
commentary on the evil deeds of the military to show that he meant what he was
saying. The repetitions were for emphatic purpose.
Advocacy for democracy
Orlando’s objective in ‘I say No’ was to advocate for democracy in conjunction with
others who were struggling for the restoration of a democratic government in Nigeria.
To do this successfully, he had to highlight and condemn the evils of anti-democratic
forces. The sentence ‘Na democracy we dey want’ came up in the solo section
intervalically for a total period of three times as textual cadences to introduce the
core of the matter. Orlando also defined democracy and pressed further the demand
of the people. The use of the 1st person plural pronoun ‘we’ signified that Orlando
saw himself as speaking the mind and on behalf of the Nigerian people. He put it
thus
Government of the people, by the people and for the
people, na im we want.
The statement was reechoed to round up the solo section and to declare that there is
no negotiation. The call and response section was presented in a more dramatic way.
The chorus represented Nigerians who spoke their mind out in defence and request
for democracy. Orlando acted as the ‘aluta’ leader asking the people;
My fellow Nigerians o
Wetin una want?
Make you talk O.
The chorus responded and repeated throughout the call and response section
Na democracy
Na democracy
Na democracy, we want!
Reflections
Having analyzed ‘I say No’ to anti-democratic forces and Yes to democracy, the
question that one may want to ask now that democracy is in place is ‘has democracy
solved the problems created by anti-democratic forces or has it made better the life
of the citizenry? Definitely the answer is No. Rather more serious problems have
been perpetrated; the government has been corrupt, bankrupt and unable to deliver
the expected.
What seems to be wrong currently is the type of democracy in place. It is democracy
hijacked and stage-managed by Aristocrats and Cabals; a democracy of money,
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rigging, violence, looting and killing. The Obasanjo’s eight-year regime was
propaganda of deceit that made the nation’s situation worse. While it may be too
early to ‘crucify’ the present government it seems another song by Orlando Owoh or
the likes is inevitable; the one that says ‘No’ to destructive democracy and Yes to a
new and transformative one.
Conclusion
From this analytical discourse, it can be concluded that the musician made effective
use of the tool at his disposal in educating the general populace and in fighting
against tyranny and other anti-democratic forces. Also, in ‘I say No’, music functions
both as a viable source of history and preservation of important events in the life of
any people.
In Nigeria, music enhances human development and Nation building. It is not out of
place to recommend that it should be more empowered to play the indispensable role
in ushering in a true democracy that would liberate the citizenry and truly transform
the Nigerian society.
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Appendix
Textual Transcription and English translations of ‘I say no’
Solo:

I Say No; No; No; No; No; No; No; No;
I Say No; No; No; No; No; No; No; No;
Military regime we no want again
Na democracy we dey want
Autocracy we no want again
Na democracy we dey want
Babangida fuck Nigeria tire before e go
Gbadamosi fuck Nigeria tire before e go
Dem want to play us caricature,
Dem come and give us interim government
Dem come and give us interim government
Na interim government we say we no want
Then, military come back again
Dem come and introduce confab whether e go solve our
problem.
But e cannot solve our problem
Na democracy we dey want
Government of the people, by the people and for the people,
na im we want o
My brother, army have been ruling for many, many years
there is no improvement in Nigeria
Nigeria economy e don down during the time of their military
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Nigeria economy e don down during the time of their
ruling
I Say No; No; No; No; No; No; No; No;
Military regime we no want again
Na democracy we dey want
Government of the people, by the people and for the
people,
na im we want
Call:
My fellow Nigeria o, wetin una want make you talk o
Response: Na democracy, na democracy,
Na democracy we want
Call:
Na democracy, na democracy
Na democracy we want
Response: Na democracy e.t.c.
Call:
Government of the people, by the people and for the
people na im we want
Response: Na democracy e.t.c.
Call:
Government of the people, for the people and by the
people,
na im we want o
Response: Na democracy e.t.c.
Call:
Freedom of Speech, freedom of work, freedom
Response:
Na democracy e.t.c.
Call:
democracy, democracy, democracy we want
All:
Na democracy, na democracy,
Na democracy we want.
Translation
I say no
Call:

I Say No; No; No; No; No; No; No; No;
I Say No; No; No; No; No; No; No; No;
We no longer need the Military regime
It is democracy we want
We no longer need an Autocratic rule
It is democracy we want
Babangida impoverished Nigeria before relinquishing
power
Gbadamosi impoverished Nigeria before
relinquishing power
As a form of Caricature,
Nsukka Journal of Musical Arts Research

78

‘I say no’: The rebuff of anti-democratic forces in Orlando Owoh’s music –
’Femi Adedeji & ’Tayo Omosilade
They gave us an Interim system of government
We said we do not want
Then, the military came back again
Introducing the confab as a way of solving our problem.
But it cannot solve our problem
It is democracy we want
Government of the people, by the people and for the
people,
That is what we want o
My brother, the army has ruled for many years
without
any form of improvement in Nigeria
The economy of Nigeria was down-turned during the
military regime.
Nigeria’s economy was down-turned during the
period of their rule
I Say No; No; No; No; No; No; No; No;
We no longer need the Military regime
Its democracy we want
Government of the people, by the people and for the
people,
That is what we need
Call:
My fellow Nigerians O, what you want, say it o
Response: It is democracy, It is democracy,
It is democracy, we want
Call:
It is democracy, Its democracy,
It is democracy, we want
It is democracy
Response: It is democracy
Call:
Government of the people, by the people and for the
people,
That is what we want
Response: It is democracy e.t.c.
Call:
Government of the people, for the people and by the
people,
That is what we want o
Response: It is democracy e.t.c.
Call:
Freedom of Speech, freedom of work, freedom
Response: It is democracy e.t.c.
Call:
Democracy, democracy, democracy we want
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All:
It is democracy, Its democracy
It is democracy we want
It is democracy we want
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Abstract
As integrity matters, the indigenous African genii have established and sustained an
indigenous creative integrity in music that codifies, articulates and validates the
unique practices of Africa as a visible human group from time immemorial. But the
indiscriminate adoption of the Euro-American perspectives about creativity and music
education by school educated Africans have undermined it. This paper argues that it
is the re-assertion of the vitality of African human intellects as well as the
identification, re-definition, documentation and re-orientation of the integrity of African
musical philosophies, creative principles and idiomatic figurations that can give Africa
strong binding and group visibility as well as respect in the postmodern human
setting. It considers the concept of integrity, delineates the contents of musical
integrity in relation to the Nigerian community and attempts to determine what could
be the role of the music teacher in the pursuit of musical integrity in his/her
community. It also highlights the implications for policy formulation and
implementation.
Introduction
From time immemorial, human societies have been guided by sets of rules of
conduct and behaviour enshrined in religious practices, culture and morals. These
are commonly known as core values. Core values relate to norms, beliefs, and
standard behaviour fundamental to a society’s cohesiveness, mutual co-existence
and progress. A society may consider them sacrosanct rubicon or the limits of
tolerance. They might be written or unwritten rules of conduct enforced by sanctions
or the reactions of other people. Core values identified and established as essential
for the pursuit of a society’s goals and aspirations are by no means uniform. They
vary from one society to another and from time to time. This is because what one
society considers as being a right and acceptable behaviour may be regarded as
being wrong and unacceptable to another society. However, there are some core
values which tend to be universally acceptable because they tend to serve human
purposes.
One of such core values of behaviour which successful societies cherish, share and
support is integrity. But an extremely low level of integrity is a characteristic of
today’s societies. Everywhere one turns, it is easily observable that an average
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individual we meet rarely makes effort to adhere to his/her responsibilities as a
person, spouse, parent, worker, leader, manager, doctor, lawyer, priest, driver,
professor, teacher and musician. And even in many communities, nations, cultural
outfits, business groups, religious organizations and educational institutions, integrity
is becoming a rare phenomenon. Irresponsible acts bring about a low level of
integrity.
Over the years, the Nigerian masses have unceasingly and vigorously expressed
their unflinching commitment to the quest for integrity. Different ways in which they
have reacted against the low level of integrity are evident in the occurrence of
numerous and incessant protests, riots, violence, divorces, family wrangles, religious
splits, industrial disputes and strikes that characterize our local, regional and national
life. It is sad that many modern Nigerians (individually and collectively) in positions of
authority are not making effort to be responsible for their responsibilities. But integrity
we must possess if we are to achieve national development as spelt out in our
National Policy on Education (FRN, 1981).
One area of our national life where integrity is needed is in education as well as
music. We need integrity in the former so that it can serve us as the foundation for
cultural continuity and up-date. We need integrity in the latter so as to codify,
articulate and validate our unique practices as a human group. We need integrity in
the combination of the former and the latter as music education so that we can
enhance our awareness and cohesion as a human group. Music education in
contemporary Nigerian society, as such, is to prepare the modern Nigerian person
for world respect enhanced by the distinguished African-peculiar musical
contributions from the past and present to the confluence of creative genius in our
rapidly globalizing world.
But many scholars have observed that modern music education in Nigeria is not
enabling us to derive modern identity from our momentous African musical heritage.
Since ‘no education system (including music education system) can rise above the
quality of its teachers’ (FRN, 1981: 38) the Nigerian music teacher appears to be the
fundamental inhibition to the production of modern Nigerians who can contribute
musical integrity and mental originality of our nation, as a human group, to the
modern, human confluence. It seems the problem with modern music education and
practice in Nigeria hinges on the inability of the music teachers, who are brainhooked to Western theory and content of music education, to rescue and advance
the Nigerian mental-musical integrity. First, a historical view of how we have
abdicated our social-cultural-musical integrity is pertinent here.
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From time immemorial, as many discerning scholars have found out, Africa, as a
human group, has evolved a distinctive body of music knowledge and practice which
is passed on from one generation to another as a process through her indigenous
form of music education. Acknowledged is the fact that Africa has a systematic
philosophy and logic in music creativity, normative phonic and material
rationalizations and music education principles which guide her people when they
interact with their music traditions. This form of music education has to some extent
been the basis for sustainable development in African socio-cultural life for many
centuries. It has largely been used as a way of encouraging mass musical cognition
through active participation, identifying special aptitudes and capabilities and
acquiring lifelong musical learning. Though largely an informal process, it relies on
the indigenous apprenticeship systems for the production of master-musicianteachers whose mandates are not to instruct, teach or inspire alone, but educate and
maintain as well as extend standards and repertory.
That the once vibrant mental-musical integrity that exemplifies the Nigerian society
now appears adrift, disoriented, is traceable to the imposition of Western system of
music education on Nigeria. The coming of European (Western) education from the
late 15th century onwards disrupted the traditional Nigerian system of music
education and brought the imposition of the formal school music system at the
primary, secondary and tertiary levels, the learning of European languages and
culture, Western classical music and Western model of music education. Initially, it
was the Christian missionaries that introduced some Nigerians to the Western
system of music education. They had to disdainfully disregard African music and its
instructional practice for the Western musical (music educational) practice to take
root. They were later supported by the colonial administration in using the
superimposed exogenous music education system as a means of cultivating the
mind of the Western-educated Nigerians to learn, appreciate and imitate European
music thoughts, contents, practices and pedagogy. Formalism, the Western aesthetic
theory that asserts that art/music exists solely for aesthetic satisfaction; that claims
that any social, cultural or the representational message is a distraction from arts
higher purpose, was gradually entrenched.
Music teachers were trained as vanguards of the imported systems of music
education. Within it, Western classical music was deemed worth teaching while
traditional African music was disparagingly regarded. This led to the renunciation of
indigenous African music and the wooing away of the school musically educated
Nigerians from their traditional and familiar musical ways of life. The school musically
educated Nigerians were beginning to know less about and show little appreciation
for African music which were retreating from the large urban centres but continued to
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dominate life in the rural areas. The Western educated Nigerians response to this
development was influenced by the reward system and the incentives provided by
the acquisition of the new music educational provision. Since then, many Nigerians in
their modern socio-cultural pursuits have been suffering from crises of cultural
inferiority, mental inadequacy, and perverse cultural-human integrity. This is because
the school music teachers continue to offer them (the Nigerian students under their
responsibility) a music education system whose foundation as well as fundamental
knowledge is extraneous in concept and content - that is strange to experience.
In the post-independent Nigeria, tentative efforts to re-assert the vitality of the
Nigerian mental- musical integrity in the modern world context have been scant.
Attempts by schools to introduce Nigerian children to African music, transmit African
musical heritage and maintain the indigenous method of music education within the
framework of formal education have been highly problematic. These imply that the
derivation of modern interpretations and world relevance for the African musical
heritage in Nigeria is inadequate. This is because most of the available Nigerian
music teachers have not been making serious move to move modern education to
empower music to spearhead and reflect the modern Nigerian human-musical
integrity. This paper therefore considers the concept of integrity, delineates the
contents of musical integrity in relation to the Nigerian community and attempts to
determine what could be the role of the music teacher in the pursuit of musical
integrity in his/her community.
What is integrity?
The etymology of the word integrity relates it to the Latin word integer meaning whole
or complete. Viewed this way, integrity involves the personal inner sense of
“wholeness” deriving from honesty and consistent uprightness of character. A
formalistic study of the word integrity and its meaning is however found in modern
ethics. There, it is often understood not only as a refusal to engage in behaviour that
evades responsibility, but as an understanding of different modes or styles in which
some discourse takes place which aims at the discovery of some truth. MerrianWebster Online Dictionary gives the definition of the term integrity as ‘firm adherence
to a code of especially moral or artistic values.’ A code of artistic values in this
definition suggests ways in which cherished values of a group are conventionalized.
Conventionality coheres with culture which Bruner (1986: 65) describes as the
‘implicit semi-connected knowledge of the world, from which through negotiation
people arrive at satisfactory ways of acting in given contexts.’ Culture is at par with
educational knowledge and as Apple (1990: 45) remarks, ‘the study of educational
knowledge is a study of ideology, the investigation of what is considered legitimate
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knowledge by specific groups and classes and specified institutions in specified
historical moments.’ As such, integrity underlies what a human group considers
legitimate and illegitimate knowledge. It inspires the kind of knowledge a defined
human group need for self perpetuation as well as group actualization in any given
historical period. Imaginably, the legitimate knowledge around the world is
astonishingly diverse, disparate and culture-bound. So, Europe, Asia, America and
Africa as human groups have what they consider their legitimate knowledge or
knowledge integrity that their teachers are expected to transmit.
Musical integrity
Integrity is basic to music making as it is to life. In fact, music like life has its own
principles, rules, theories, thinking and attitudes that guide its practice. Without it,
music becomes chaotic, noisy and a nuisance. Lacking integrity, good music is called
bad and bad music good. Deficient of integrity, base musicians may receive credit for
being noble, and respectable musicians may be treated as ignoble. Integrity is a
distinct quality that sets a piece of music, musician or musical human group apart
from the crowd. Its foundation stone is musical knowledge which is mostly socioculturally generated.
Music is not a kind of objective knowledge, codified and transferred inertly and
separated from people who learn and make music. Coming to know music is a
product of people and societies. Musical knowledge is a transmittable constellation of
enduring socio-musical traits which codify, articulate and validate the unique practice
of a human group. Its organization depends largely on the use of society-widely
recognized theories of tonality and/or modality, thematic structures, rhythmic patterns,
tempo, timbres, use of language and musical instruments in communicating ideas,
thoughts, contents and meaning to members of the society.
Musical integrity coheres with musical knowledge and it requires continuity and
update through education. It is maintained when what is done musically accrues
recognition to a human group and a group’s musicians, music scholars, music
educators and music technologists. It is updated when it continues to give a human
group strong binding and group visibility as well as respect contemporaneously. The
musical integrity of a human group, at any given time, results from its needs as well
as its fatigues. As such, it is not static but dynamic. It is constantly changing and
adapting itself to new demands and new circumstances as it has to maintain a
discourse with the histories of all other human musical integrities. Musical integrity is
understood in the context of this article as musical knowledge and skills that enable
members of a human group take pride and demonstrate growth in musical heritage in
the context of its contemporaneous life.
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Where a continuity of musical integrity occurs across time and space, a (musical)
tradition is formed. A living musical tradition is one where past and present musical
ways of life form a simultaneous order. The new order is created and recreated via
education. As such, African music, for instance, is the sum total of what an African
society has gone through musically from the historical past to the present and a
musical legacy to the future. African musical integrity is a product of a particular
African society at any given moment in history. As Agawu (2003) describes it:
African music is best understood not as a finite repertoire but as a potentiality,
in terms of what now exists and has existed in the past. (…) Placing these
vast repertoires into a tripartite scheme – traditional, popular and art provides orientation only at the grossest level. Each type is in turn constituted
by a wide range of expression, depending on contexts and purposes of music
making, performers’ skills and degree integration with ritual. It is impossible
to fit the entire range of products and processes into a single taxonomy. For
our purpose, African music is best understood not only as encompassing
these genres and repertories but also as indicating a rich set of possibilities
for artistic expression in musical language: markings, ultimately of Africans’
collective as well as individual genius (p. xiv).
In Nigeria, as in other African countries and elsewhere, the preservation as well as
the transformation of African musical integrity through education has become largely
the task of the music teacher.
The music teacher
Sanders and Horn (1998) have observed that individual teachers are the single
largest factor that adds value to student learning (Sanders & Horn 1998). Barbara
Lundquist gives a broad view of how the teacher might be considered in a cultural
context:
Teachers are first of all learners. Following that they transmit culture in social
interaction with members of the culture. Instruction is interactive, and with
their feelings, capabilities, thoughts and actions, teachers interact with
students, whatever the cultural setting or curricular content. They also play a
number of roles in the course of instruction. They align content and contents.
Through interpersonal rapport, instructional organization, stimulation and
engagement, and two-way interaction matter with their students. They as a
co-player with a student, as a practice partner, a facilitator, and a demanding
transmitter of knowledge and skills (p.43).
A teacher is one who performs the art of teaching. Teaching, a complex and
somewhat uncertain process with knowledge constructed in the interactions of
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particular teachers, students, materials, texts and prior experiences, is carried out to
foster people’s learning. Learning, in this context, is a social practice – an activity that
takes place in social context(s) which enables people to problem-solve with others
and to examine what works and does not. Music teaching/learning, as such, is a
process of using ideas of music to interpret, explain and explore events and
phenomena in the community. It is a process in which teachers and students coconstruct musical knowledge through their socio-cultural interactions and their
experiences in their world.
Music teachers are those who engage in the act of teaching music. They commit
themselves to making music, sharing music, facilitating experiences for others to
know music and to pass it on. They do these in order to kindle and rekindle the
sparks within individuals to want to make music, to nurture the musicality of their
students and encourage their creative musical expression. They enthusiastically
work hard to facilitate the connection between music and the individuals who
comprise their classes. They inspire and guide people and create the climate and
atmosphere in which training for musicianship becomes possible.
Community
Human community is a body of people sharing in common activities and bound by
multiple relationships in such a way that the aims of any individual can be achieved
only by participation in action by others (Pritchard, 1957). The ancient world had
something called sensus communis (Gadamer, 1986) which is similar to Weil’s (1952)
stress on our need to derive values from a community by participating in it. The term,
community, conjures up shared norms and beliefs, a shared identity and a common
humanity. It is aligned with ideals of collaboration and cooperation, tolerance and
respect. It seems appropriate to foster such altruistic visions in students, broadening
their understanding of themselves and of others, so that they can learn to live
together in what is perceived as an increasingly isolated and selfish society (Bauman,
2001; Putnam, 2000).
Communities may be of virtually any size. Because of sizes, they might be ‘imagined
communities’ (Anderson, 1983). This means that they are unified as communities not
because all of their members actually know each other in a “face-to-face” basis, but
rather because they share a connection to one another through certain ideas and
social institutions that define their social order. Hence, when we can imagine Africa
corporately, see it existing as a community (a body) because of commonly held
ideals and an understanding of what is possible to achieve them. Laying claim to
African music is maintaining that Africa has a body of musical knowledge peculiar
and significant to African people. It means understanding this music is essential for
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leading a life for African ends. As such, knowledge and use of the African music is
important to Africans in order to be a community, a community of those past, present
and future.
Nigerian society is heir to African musical tradition that emphasizes community. The
need today is to draw on this root to reorient ourselves, to regain a deeper sense of
our identity and mission. We need music education to recover this root. We need it
both to know what it is and help us to draw life from it. We need a vision of music
education that recognizes that communities are not only a desirable end-product of
music education but the very context of music education – whether through learning
music together socially and intellectually, or through interacting with knowledgeable
African music culture bearers. Little wonder, Nketia (1975) advocates a communityoriented system of music education for Africa.
Again within Nigeria, like every society, there is what Serafine (1988: 33) call
‘musical communities’. This can be seen as community of interest-oriented groups as
the term ‘musical community’ in Serafine’s conception can be used on ‘the same
variety of levels that the term musical style is used.’ Hence, it is possible to have fuji
music community, reggae music community, art music community, Igbo music
community, school music community, music teacher community and so on.
The community, whether seen as a geographical one, a community of interest or
‘community of practice’ (Wenger, 2007) that involves a shared practice, has its
valued musical resources. In all community areas – local, regional, national and
international – astounding musical resources abound that can enrich musical
instructions in ways more that one. To achieve the purposes of music education,
individuals must become a real part of the community in which they live, interact with
it and contribute to it. It is the duty of the music teachers to study the Nigerian
community musically, use the Nigerian community musically, serve the Nigerian
community musically and involve the Nigerian community in their educational
process musically. So, the Nigerian music teachers must deeply understand how
musical knowledge is situated within Nigerian communities and critically study them
to understand how they have transformed their past musical knowledge(s) into
challenging musical forms of the present.
A content of African musical integrity
A content of African music that strives for integrity can be deduced from Merriam’s
(1964: 32) proposition that music involves not only sound and the evaluation of
sound, but also the broad range of human behaviour involved in making music and
the conceptualization people have about their music. Rice (1987) expands Merriam’s
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three-fold model of sound, behavior and conceptualization, to identify the formative
processes involved in how particular communities come to create, use and
experience music in particular ways. He contends that these formative processes are
at once historical, social and individual. Each of these dimensions – sound,
behaviour (culture), conceptualization, historical, social and individual can be
separated for analysis. However, during music performances they are often integrally
related. For instance, in African thought and life, music performances generally
stress holism that makes it impossible to have neat compartments of discourse such
that units of discourse maintain a clear separation from other units of discourse.
Units of discourse are inseparable entities. Therefore, in other to rescue and
advance the African mental-musical integrity, the content of music education in
Nigeria community should comprise the following:
 African music as music;
 African music in relation to the Nigerian culture;
 African music in relation to the Nigerian society;
 African music as a conceptualized art;
 African music in relation to the Nigerian history;
 African music in relation to the individual or the Nigerian person;
 African music as a mode of inquiry;
 African music in relation to technological developments; and
 Methods of teaching African music.
A detail explanation of each of the above-mentioned dimensions of African music
studies is beyond the scope of this article. And as all elements identified by Merriam
(1964) and Rice (1987) are heavily implicated in these and in one another. A
Nigerian music curriculum content that seeks to liberate and innovate African mentalmusical integrity must musically educate Nigerians about who and what we were
musically in the past, who and what we are musically today, and who and what we
want to become musically in the future. Dimensions of African music curricula
content identified above are sine qua non.
What are the roles of the music teacher?
Indubitably, indigenous African music, essentially an aural-oral art, is thriving today
not only in Africa but wherever African people have migrated. A reason for this may
lie not only in the communal nature of African music itself but also in the role the
indigenous master-music teachers have played as active bearers of African music
tradition. Today, the music teachers in Nigeria are expected to accomplish their tasks
in schools and colleges, in churches and mosques, in community ensembles, in
studios and storefronts, in homes, in jam sessions and among friends and family
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members. They may operate as solitary music specialists - teaching only music to
students, as music specialists but assigned to an interdisciplinary team, as
specialists who teach music and other subjects.
Regarding the teaching of African music, they need to undergo regular training in
schools and colleges to upgrade their quality in order to effectively teach African
music locally and elsewhere, although in the process a good many of them may be
lost to other sectors of the world economy. Some few dedicated ones that remain
must continue to impart the knowledge of African music authoritatively, locally and
globally. It is their job to present African music with integrity, knowing that central to
the dignity and integrity of the African people is a music education that is about life
and for the continuous improvement of the quality of life. Imparting African music
ethically is all about performing and engaging people in performance and
participation in the creation and recreation of African music. Presenting African music
properly is all about employing values or standards that specifically emanate from
African culture; utilizing an approach that is based on sensitivity to and respect for
the total significance and meaning of African music within African culture and an
understanding and appreciation of the particular functions or purposes that African
music serves within African culture.
It is the music teachers’ responsibilities to transmit African musical knowledge, direct
African music research, censor information collected about African music by students.
They may also advice them in choosing their music careers and act as their sociomusical mentors, models, guides, philosophers and friends. African music’s
transmission entails reflecting the cultural ways in which the African music teachers
and their students live. Guiding African music research demands active involvement
with the people who make and take music in the community. As such, music
teachers must become the leaders of their communities, their interpreters and
reformers. They must be able to transform the schools and their communities into
centres of socio-musical reconstruction for a new socio-musical order.
To maintain the integrity of African music, the music teachers must be committed to
its promotion in and outside the school premises. They should gain the right
perceptions that that go with the teaching and learning of African music. They should
avail themselves with the knowledge of the concept, content and method of teaching
African music with its attendant problems. They should be an expert voice in the
documentation, dissemination and diffusion of African music. As bearers of African
musical tradition, they should be seen as African music personified under any
capacity and at any time of their life. In and out of season, they need to feel and live
as active promoters of African music in their community.
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The success or failure of music education for world musicianship in general and
African musicianship in particular depends on the daily work of the music teachers in
general and of the African music teachers in particular. Music teachers’ scope of
reference should not be merely African music but also music in general. Music, as an
area of school curriculum, is the best site for promoting particular (African) and
universal (worldwide) musicianship. As the transmission and improvement of African
musical knowledge depends on the music teachers, they must imbibe a critical
comparative mind-set to analyze, master and select the best of musical knowledge
from the available world musical knowledge(s) that are consistent with African
musical integrity. It the music teachers’ responsibility to create culturally sensitive
processes to mobilize and share African musical knowledge, critique it, and
supplement it with experience(s) from other settings through critical comparative
studies Therefore, the African musical civilization of the future must inevitably look up
to the teachers of African music for the preservation of the African musical heritage
and the transformation of that heritage.
How then can music teachers achieve this task? In answering this question it is
relevant to remember the purpose of music in Africa. As Chernoff (1979: 154) writes,
‘music’s explicit purpose, in the various ways it might be defined by Africans, is
essentially socialization’. In a word, African music education is a socialization
process with which people use performance and participation to engage communal
life and cooperativeness. Socialization, broadly viewed, is a process through which
an individual becomes part of a group, organization or community. The socialization
process involves learning about a (music) culture of the group, including its values,
attitudes, and expectations (Staton & Darling, 1989). It is a dialectical process
through which newcomers construct their roles as they interact and engage with
others (Staton & Darling, 1989). Socialization is a two-way process where individuals
both influence the community and are influenced by it.
Simply put, African music education as a socialization practice is not a static process
in which individuals only receive the musical imprint of the community. It is a dynamic
procedure in which a self brings musical experience, values, and ideas into the
community and trade them with other selves. Socializing individuals into African
musical heritage, as such, is a continuum. It begins with an awareness of what the
African music is. It passes though a level of literacy, and culminates in the cultivation
of a mastery in which advanced applications and sophisticated socio-cultural system,
the creative principles of African music and method by which African music is
transferred from one person to another are understood and practiced. The music
teachers must socialize the modern Nigerian person for world respect enhanced by
Nsukka Journal of Musical Arts Research

91

Musical integrity and the teacher in the Nigerian community –
Adeogun, Adebowale Oluranti
the African peculiar musical contributions from the African past and present to the
confluence of creative genius in the modern world.
To perform his task creditably, it is good for music teachers to know that Nigeria as a
community is not a homogeneous but a heterogeneous one. It is characterized by
multi-musicality, musical pluralism, cultural diversity, student diversity, new
technologies, changing societal expectations, a shift in emphasis towards learning,
expanding musical workloads, and a new expanding labour market for the creative
musicians who are dedicated music teachers. These characteristics are provoking a
major transformation in music education and music teachers need to understand
them to be effective in the Nigerian community. Lawton (1989) provides a view of the
good music teacher when he notes:
The good (music) teacher will no longer be just an efficient instructor, but will
have to become an expert classroom manager and organizer of learning
experiences. The specific kinds of changes that will arise include the teacher
as an expert curriculum designer, and as an expert in assessment and record
keeping (p. 86).
This suggests that Nigerian music teachers should view their jobs as that of teacherresearchers with the community as their field and the classroom as their laboratory.
The adoption of this view puts teaching on par with research. As Grumet (cited in
Adler, 1993: 160) says, ‘teaching is research and research is teaching. Teaching is
more than simply the observable behaviour; it is thought and action and the
interaction of the two. The best teachers are researchers, able to systematically
reflect on their own teaching.’ As teacher-researchers, the Nigerian music teachers
need to partake in the conscious reaffirmation of the dignity of African music and
contribute to the decolonization of the Nigerian mind. They should be ready to learn
through inter-stimulatory rapport with African musical tradition and the people who
make African music happen so as to understand what goes on musically in the
Nigerian community and what matters musically to the people.
The Nigerian music teachers need to understand the past and present musical
knowledge systems that are located in different musical communities in Nigeria. They
need to critically study these systems and see how they have transformed from the
past into challenging musical forms of today. They need to realize how currently used
musical forms can be used for addressing present Nigerian problems and challenges.
They need to continually ask how the Nigerian music education can be effectively
critiqued to assist the masses of Nigerian people in realizing their wishes and
aspirations, meeting their needs, and coping with their dilemma and predicaments in
the face of unstoppable globalization.
Nsukka Journal of Musical Arts Research

92

Musical integrity and the teacher in the Nigerian community –
Adeogun, Adebowale Oluranti
It is the music teachers’ task to help in rescuing and advancing the African socialcultural integrity in music in Nigeria by suiting music education to current times and
needs in Nigerian communities. This requires that Nigerian music teachers develop
and implement a music curriculum that reflect the needs, wishes, aspirations,
dilemmas and predicaments of the Nigerian people. The curriculum must embody
musical knowledge and skills that would enable the Nigerian masses to demonstrate
pride and growth in African musical heritage in the context of its contemporaneous
life. It must unleash the inherent potential of the Nigerian people to think and solve
their socio-musical problems individually and communally. It must help every
Nigerian person to develop musical, performative, participatory, observational and
analytical capacities for examining African music.
The Nigerian music teachers must find a correlation between music learnt in school
and its ability to be useful in the Nigerian community in order to transform Nigerian
society into a better place. They must make music teaching and learning accountable
to Nigerian communities in terms of their locus operandi in order to remain relevant
to the context-content relationship in which Nigerian people live. Music education
must enable every Nigerian person to make his/her contribution to life in his/her
community. The Nigerian music teachers must continuously strive to derive the
content, theories and methodologies of African music from the research definition of
the African musical heritage in his community.
An appropriate means of providing the music teacher with an understanding of
African music in conjunction with information regarding method and the appropriate
use of African music in the classroom is unarguably through the music teacher
education programme. There, the prospective music teachers must learn to value
African music so that they can include it in their curricula and give it an integral role in
their programmes when they begin to teach. They must be introduced to the existing
research in the field of African music; to the works of scholars who have made
significant contributions to our understanding of African music and to music as a
whole. Such research is critical for an appreciable comprehension of African music.
For those who are already in the field with little formal knowledge of African music,
music teacher education institutions must make it a point of duty to organize
workshops regularly to provide opportunities for them to increase their formal
knowledge of African music. Music teachers should make it a point of duty to attend
seminars, refresher courses, workshops and holiday/ sandwich programmes to be
equipped with the latest content and methodology of teaching African music. They
should attend local, regional, national and international conferences too on various
musical systems and take part in discussions about music textbooks and audiovisual methods in use in their own and other countries.
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Conclusion
This article has considered the concept of integrity, delineated the contents of
musical integrity in relation to the Nigerian community and attempted to determine
what could be the role of the music teacher in the reclamation of African pride and
dignity; in the pursuit of valuable musical knowledge that is vital to the quality of
African life, now and in the future. It is argued in this paper that the music teachers’
task is to help in rescuing and advancing the African social-cultural integrity in music
by suiting music education to current times, needs and wishes in Nigerian
communities.
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Abstract
It is obvious that Nigeria has lost very great values that in its cultures made it great,
peaceful, pleasant, honourable and progressive in the past. The Nigerian was known
for strong intellectuality, industry, sincerity, integrity, honesty, religiosity,
accountability and morality, which were all inculcated into him/her from infancy to
maturity through musical activities during moonlight games, folktales at circumcision
rites as in the case of Okpe culture amongst others, music in burial rites, music in
initiation ceremonies, music in religious activities, music in social events, etc. The
Nigerian value system seems to have changed due to influence of poor leadership
systems of governance and the guise of religiosity. Thus, important values such as
contentment, honesty and integrity, etc, have been eroded out of the Nigerian society.
The negative change in the value system has altered the general orientation of many
Nigerian citizens to the point that evil and corrupt practices have become negotiable
and institutionalized. This has also changed the image of Nigeria and its citizens,
such that peoples of other nations no longer see Nigerians as honest and trustworthy
people anywhere in the world, irrespective of whom it may concern. Against this
backdrop, this paper examines those values that made Nigeria and its people great,
respectable and trustworthy in the past. It further investigates the factors that have
disenfranchised the common orientation of Nigerian citizens, which have
consequently bedimmed the profitable values. It also proposes a programme of
essential human development, in order to restore the lost values that will thereupon
gradually change the face of Nigeria.
Introduction
Nigeria is a nation with 374 ethnic groups (Otite, as cited in Dafinone, 2000) and 150
million people, the largest and most populated country in black Africa. The cultural
values shared in all the ethnic groups are similar in upholding societal norms, which
in turn enhance and sustain meaningful development in the entire society. In Yoruba
land, for instance, before the advent of Christianity and colonial rule, according to
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Abegunde (personal communication, 1998), petty traders used to place their wares
by the roadside with a legal tender suggesting the value of each item or group of
items and passersby could buy without anybody’s attention, keeping the money by
the products and all were secured.
The writer was born and brought up in Okpeland where he grew to meet this practice
that unfortunately did not last in his generation. Traders, as at then could place
tubers of yam or groups of palm fruits, paper, tomatoes, etc, by the roadside with a
legal tender representing the cost of each and customers could buy in the absence of
the owners. Such was the value of contentment and fear of doing evil in those days
and the practice was everywhere around the protectorates that later became Nigeria.
But today, in the same country, people come to the market, standing in front of wares
bargaining as if they would buy and right in the presence of the owners they steal
some of the products. This instance, amongst others, shows that great values have
indeed changed for worse in Nigeria and reformation is necessary.
The writer, at the 1st Sub-regional PASMAE conference at the University of
Education, Winneba, Ghana in December 2010, observed that environment can
influence the attitude of persons living in the society. This observation was informed
by the upright and honest attitude demonstrated by a Nigerian who owns and
operates a photocopy business centre in Ghana, who in a business interaction
remarked that in his sojourn, he found that the Ghanaians are very honest people
and he had no choice, but to adapt to the same value. Surely, this situation suggests
that Nigeria truly needs to reform and re-brand its society, its leaders and its
followers, in order to give re-birth to the nation.
How music sustained societal values
Okome (2010) writes that in the old kingdoms, before Nigeria’s birth in 1914,
traditional rulers were at the helm of affairs delegating duties to their chiefs who in
turn assigned duties to other subordinates according to their abilities in carving,
drumming, singing, dancing, dressmaking, blacksmithing, and priestly mediation
between the communities and the gods, thereby creating a peaceful environment for
all cultural activities. Idamoyibo (2010) argued that the knowledge of values and
industry imparted through musical communication, in various occasions, normally
covers all facets of culture, including human behaviour and human development,
meaningful and acceptable civilisation, socio-moral standards, religious tenets,
history, institutions, trade, etc, often based on the fundamentals of the immediate
environment, in order to enhance healthy intellectual and economic growth and
overall development of the society. He noted that every occasion for musical
performance is usually an occasion for learning new knowledge of values.
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Idamoyibo (2007) posited that musical arts compositions and performancecompositions in Okpe culture have played significant roles in encoding, enacting,
enriching, exploring and expressing the philosophical worldview of the people, in
order to enhance peaceful and profitable community life. In many occasions, music is
performed to communicate such values that control the excesses of human beings in
relation to the worldview of peaceful co-existence between the living and the dead,
leaders and followers, objects, subjects and the spirits. The composer is a creative
source through whom instructional materials are made available in the society.
Composers in the traditional African society generally draw themes of their
compositions from different inspiration sources, which include spiritual influence in
revelations, dreams, deep reasoning, etc, and human reasoning reflects on issues
that bother on worthy, noble and meaningful living in any human society. Okafor
(2005) informs that “music is, of course, very acceptable as an instrument of change
because people digest it and consume it as entertainment while it leaves a mark on
the psyche that re-directs the person towards a new personality, towards a new
activity” (p. 277).
Idamoyibo (2003) asserted that culture since primordial times had stratified various
lessons or learning experiences in many human activities in which music and dance
are the keys to the motor that propel the gathering to participate, absorb, retain and
reproduce knowledge. The following example is a short Okpe song that has
continued to inculcate knowledge of values that enables members of the society to
appreciate their home culture and environment, in order to contribute to its
development.
Example 1: Amua owan – Our home town

The text of the song:
Solo:
Amua owan noye se amua owan Our home town is ours
Amua owan noye se amua owan Our home town is ours
RS Call: Amua owa okamoro dede
Our home town may be small
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Chorus
Amua owan noye se amua owan Our home town is ours
RS Call: Amua owa okamoro dede
Our home town may be small
Chorus:
Amua owan noye se amua owan Our home town is ours
The text of the above song seems short and repetitive, yet it is full of knowledge and
meaning that are relevant to all generations. By transliteration, amua owan noye se
amua owan means it is one’s home town that one calls his/her home. The knowledge
of value contained in this song entails the fact that though one’s home town or village
may be very small and underdeveloped, it remains one’s home where one is ever
sure of warm reception and where one has full freedom of expression and
participation in all relevant social, political and religious activities of the land. It
connotes also that one’s home is a place where one could ever be celebrated or
tolerated, and therefore a place where one has obligation to contribute to its
development.
The writer recalls how folktales were told through the use of musical narratives, with
a conclusion stating the moral lesson intended for the audience in any particular
story. These folktales and the concomitant songs inculcated right values such as
contentment, honesty, bravery, chastity, inventiveness, etc, and built restraint into the
psyche of infants and adults, in order to avoid malfeasance in favour of propriety.
Circumcision, otherwise referred to as female genital mutilation, is an initiation rite in
Okpe culture of Delta State, Nigeria which provides a forum for regular performance
of folktales in the society. Kubik (1987) writes that in Chinamwali, puberty rite
initiation in Malawi, restraint is built in the psyche of the young girl through verbal and
musical communications, in order for her to maintain her chastity. Wilkie (2005) wrote
that: “The case of the Okpe of Delta State who perform FGM [female genital
mutilation] as a rite of passage can be cited to illustrate the procedure”.
When a young lady is marriageable or betrothed, she is circumcised. In some
instance, the parents may wish to circumcise their daughter before a suitor comes
around. In this case, the suitor pays the charges for the circumcision rite before
marriage. But the ideal tradition is that she had to go through the circumcision rite
before the marriage proper after a suitor had come to seek her hand in marriage and
his proposal had been accepted by the lady and her parents. As the customs were,
she was required to be a virgin to make her marriage more honourable. Normally,
some period of time is allowed to the would-be husband to visit and familiarize, in
order to enhance understanding between the couple to be. Thereafter, the rite of
virginity is performed. The suitor is required to provide a beautiful clothe as special
gift to be presented to the lady if she is certified to be virgin. A date is fixed for them
to sleep together in a room within the parent’s house and the bed is dressed white for
Nsukka Journal of Musical Arts Research

99

Socio-cultural orientation and image transformation of Nigeria and its citizens through
music: The issues of re-branding Ovaborhene Idamoyibo
virginity stain to be glaring on it. If the husband to be finds her to be virgin, the gift
and money are presented to her and her mother is also rewarded for giving her good
moral training. If she lost her virginity before meeting with the husband to be, she
loses the gifts and the honour.
After the virginity rite, preparations are made for her circumcision rite. The would-be
husband is required to provide special dress and other items for the rite and when
she is circumcised she is allocated to a room for a period of two to three months.
Akpabot (1975), discussing Mbopo music of the Ibibio puberty initiation ceremony for
those about to marry, posited that in the cause of the initiation, the colleen is kept in
the ‘fattening room’ and if she became pregnant during the period, the women folk
make songs of insult and abuse to discredit and banish her. It is not the writer’s
intention in this discourse to argue whether or not the term ‘fattening room’ suggests
that the purpose of keeping the girl in a private room during the initiation is to enable
her gain weight. Notably however, in Okpe culture, it is required that the lady, during
this circumcision rite, be restrained from doing any work, not even to lift a bucket of
water to the bathroom nor to work in the kitchen, and that she must be properly
nourished by providing her with adequate and suitable meals.
In this nexus, the husband to be, if already betrothed, and the parents provide
various kinds of food items in abundance, to ensure that she feeds well. It is natural
that a lady who is not allowed to do any work for a period of time such as the period
of this rite, yet feeds very well will certainly gain weight. During this time that the lady
is restrained from doing any work, young girls in the neighbourhood voluntarily,
though with due permission from their parents, leave their homes to live with the
Opha (circumcised lady) as ikopha (attendants). The attendants run errands and
assist her. They also help her mother both at home and in the farm throughout the
period. Since the lady must not go to farm in this period, some attendants stay with
her at home to serve her, while others may accompany her mother to the farm to do
some work. If the lady falls pregnant before the circumcision rite, the pregnancy must
be allowed to attain five-month maturity and above before she is circumcised. This
time is allowed for health reasons.
Many neighbours come to visit the maid from time to time. Customarily, young and
old people of both sexes converge at her room to provide entertainment through
folktales and concomitant tale songs for some hours every night till the period is over.
The would-be husband, once or twice before the end of the period invites a few
persons to accompany him to visit the lady by night, in order to entertain her with
folktales and tale songs. But very significantly, activities of the last day of the rite are
together referred to as efuen (passing out ceremony) for which the mother of the lady
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invites community members to the family residence. The would-be husband in this
occasion invites very skilled folktale narrators to thrill the audience with folktales and
many concomitant songs at the passing out ceremony.
The tales and songs address different subjects such as the consequences of greed,
covetousness, stealing, adultery, fornication, murder, insolence, disobedience,
disloyalty, uncleanness, vandalism, violence, aggression, etc, and condemn all forms
of malfeasance. They emphasised societal values such as patriotism, faithfulness,
transparency, accountability, contentment, obedience, loyalty, peaceful coexistence,
community development, etc. Unfortunately today, marital values have been played
down upon, to the extent that chastity and faithfulness are no longer issues. Even
Christianity has made it worse that emphasis has moved towards Western wedding
procedures with the condition that marriage is only dishonourable and cannot take
place in the church when the lady is pregnant before the date. A lady who in her first
attempt slept with a man and took in, and another who slept with twenty five men and
had several abortions, but is not pregnant at the time of marriage who is better? In
the traditional system, emphasis was on virginity, which could sustain chastity and
faithfulness, and not pregnancy. This amongst other changing values suggests that
there is need to sustain the musical practices in our Nigerian cultures, which
streamlined the right values that enhanced sustainable development in the land.
Nigeria’s lost socio-cultural values
Ella (as cited in Nwabuisi, 2000) identified extensively some traditional Nigerian
values amongst Nigerian peoples to include respect for elders, chastity, dignity of
labour, patriotism, hospitality, courage, self-reliance, love and promotion for place of
origin, nucleus and extended family and family name; filial piety, honour, faithfulness,
honesty, hospitality, respect for human life, strong respect for leadership and
authority, belief and fear of God, pride of communication media such as local patois
or languages, music, drama, dance, folklore, arts and craft, titles, generosity and
heroism.
Nigeria, prior the advent of Christianity and colonial rule, had great value for
honouring the Almighty God with great fear and reverence. Even the deities and
ancestral spirits were revered and feared greatly. Reverence and great fear of the
supernatural beings that rule in the affairs of human beings increased virtuous living,
which heightened purity, chastity, honesty, accountability, integrity, peace, etc, in the
land. For every evil thought that came to one’s mind those days, he/she considered
the consequences and punitive measures of the supernatural beings before
committing it to action. That is, for someone having thought of carrying out robbery
operation, rape, adultery, murder, etc, he/she feared that even if he/she was not
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caught by other citizens or law enforcement agents the supernatural beings could
mete out appropriate retribution that would coerce him/her to confess the evil or lose
his/her life. Today, this value of reverence and fear of the awesome God, deities and
ancestral spirits is lost. Consequently, the society has also lost the values for human
life, peaceful coexistence, chastity, propriety, etc, because these are guided by the
first value that hinges on the fear of the supernatural beings. Otas (2010)
corroborates this in the following:
Nigeria is one of the world’s major oil producers and seventh largest exporter,
yet many of its citizens live in abject poverty. The Niger Delta region of the
country, home to the nation’s oil, is synonymous with violence and the
kidnapping trade. Tribal and religious divides continue to claim lives, the most
recent being the January Jos riots, where over 300 people died.
The value for hard work is lost in Nigeria of nowadays. Hard work was a virtue so
cherished, but as soon as crude oil was discovered in the country and there was
much money in government treasury the value for hard work changed. Although, we
realise that those who work their ways into the corridors of power used to work hard
in a way, in Nigeria of today it is ‘absolute loyalty and bowing to corruption’ that
determine ascension to such positions rather than hard work. Yesteryears, when a
fellow is asked about what he/she does for a living, he/she mentions a profession or
a resourceful career. But today, when our young graduates are required to state what
they do for a living, many of them say they are into politics, business that has no
name, or militancy. They are jobless, yet they are happy collecting money from
politicians to do evil in our socio-political system. We do need to restore the value for
hard work.
The value of criticism has also gone down in Nigeria. Criticism in Africa has been the
function of music and other forms of oral poetry. The musicians and poets have been
known to be frank and straightforward. The social critics we have in the society today
are different from those of yesterday. The present day critics, attack government so
that they could be noticed and appeased with political appointments, to enable them
loot public treasury and forever keep quiet. The above have also reduced the value
for development of infrastructure, good roads, electricity and other social services,
which ought to be government’s responsibilities to the public. Poor infrastructure,
violence, insecurity, etc, have characterised Nigeria over the last three decades and
have reduced the number of foreign investors, expertrates and foreign students
coming into the country.
Nwabuisi (2000) wrote what this writer would refer to as the conclusion to this matter,
stating that as the white man came to Nigeria, he brought with him his type of
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government, trade, religion, language and his total way of life; his culture and his
values and with the pervading influence of the white man on the Nigerian, the
Nigerian imperceptibly, slowly and progressively imbibed the white man’s total way of
life, the white man’s values inclusive. “The influencing effect of the Western values
on those of Nigeria is such that it is almost impossible to know where Nigerian values
end and where the Western values start. The influence Western values have on the
Nigerian values is both positive and negative. The negative effect seems to be more
overwhelming” (Nwabuisi, 2000: 1-5).
Re-branding Nigeria and its people
Regarding the re-branding of Nigeria, it is pertinent to review some arguments about
the project. Nworah (2006), in the article ‘Rebranding Nigeria: Critical perspectives
on the Heart of Africa Image Project’ writes that:
Branding has traditionally been associated with products and services than
with countries, places and cities. Global companies and corporations and
their marketing communications agencies have continued to create and use
branding as a distinguishing and strategic competitive factor in the market
place, and also in the fierce market drive for customers...
Increasingly, governments and countries are beginning to employ branding
and marketing techniques to sell their regions and countries to the rest of the
world, in order to increase their international profile, attract foreign direct
investments and make the places ideal destinations for tourism and trade (p.
2).
Nworah, in the same writing, quotes Olins (1999) who wrote that a popular
assumption states that nation branding is a novel concept, warning countries of the
risks of ignoring nation branding and predicted that nation branding would become a
normal practice in the future. Nworah intimates us further that compared to product
branding, place branding is a new and growing discipline and that the Nigerian
government, through the Ministry of Information and National Orientation, in July
2004 launched the Nigeria Image Project renamed ‘The Heart of Africa Project,’
following Uganda’s ‘Gifted by Nature’ campaign and South Africa’s ‘Proudly South
African’ image programme. Reinventing Nilson (2000), Nworah quotes that ‘A brand
is really just a symbol with tremendous potential, and that this symbol can be
expressed in many different ways,’ including the use of logo, coat of arms, flag,
slogan, anthem, advert, etc.
Otas (2010), an Internet feature writer, in the article, Re-branding Nigeria: When
enough is enough writes:
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“Nigeria is a child. Gifted, enormously talented, prodigiously endowed and
incredibly wayward,” – these are the words of Chinua Achebe, in his newly
published The Education of A British-Protected Child: a collection of essays
which was excerpted in the Guardian on 23 January 2010. In the same piece,
he goes on to say, “Being a Nigerian is abysmally frustrating and
unbelievably exciting.”
Is Nigeria gifted? Yes. Is Nigeria enormously talented? Yes. Is Nigeria prodigiously
endowed? Yes. Is being Nigerian abysmally frustrating? Yes. Is being Nigerian,
unbelievably exciting? Without a doubt, YES!
According to Otas (2010), the second campaign was launched by the immediate past
Minister of Information, Akunyili, with the aim of “re-branding Nigeria’s battered
reputation” in March 2009 and the effort was lambasted by the international media,
wondering whether it was to re-brand Nigeria as a nation, or just an image, but
concludes that “Nigeria needs to first re-brand itself to its own citizens, before it
makes efforts to rebrand its image to the international community”.
Enahoro, an elder statesman and one of the founding fathers of modern Nigeria (as
cited in Kayode, 2010), in the Internet article Nigeria: Akunyili And Rebranding
Nigeria Initiative, remarks: "I am about the only one left of my generation that fought
for Independence. I would be very sad if I die leaving Nigeria behind the way she is
now. My goal is to help... see Nigeria better governed; then, one might leave".
Akunyili, in her welcome address on the re-branding efforts, (as cited in Kayode,
2010) states that:
Every Nigerian is as worried as each other on the perception of our country
and her citizens and the ill-treatments they receive outside our shores. We
cannot afford to watch the life raft of our nation sink.... A few undesirable
elements in our midst have been uncharitable to our fatherland through the
wrong values they display within and outside the country and every Nigerian
is paying dearly for it.... We will refuse to allow our national spirit to be
broken… take advantage of our aggregate strength to mould a better nation.
Akandug, a Port-Harcourt based stringer for All voices Report Credibility, in the
article ‘Rebranding of Nigeria Project’, wrote that Prof. Akunyili stated that some
Nigerians have created bad image by engaging in advance fee-fraud, drug
smuggling, illegal bunkering, kidnapping, etc, which dented and over shadowed the
good name of other well meaning Nigerians, adding thus: “I found that the negative
perception about Nigerians was largely because Nigerians allowed others to tell our
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story and it stuck”. Reacting, in the same article, Mr. Jide Ajani, the Deputy Editor of
Vanguard Newspaper said, “What Professor Akunyili needs to re-brand is the attitude
of government officials”.
The above reaction is perhaps because the former Minister failed to highlight
‘corruption’ which has dented the image of the country more than all other vices as
one of the major problems. In the Internet article ‘Re-branding Nigeria: Success is
the key,’ (Anon, 2009) the writer expressed the views that Nigerians are a very
confident people who believe in themselves, who see success in the lives of
individuals as overcoming innumerable odds, asserting that should there be anything
the re-branding campaign reinforced, it was that Nigerians do not have much faith in
their government. The article presented the logo of the re-branding campaign as
follows:
Figure 1: The Nigeria Re-brand Logo

According to the former Inspector General of Police, Mike Okiro, in the above article,
there is no way we can re-brand Nigeria effectively and successfully without rebranding the various sections, organisations, units, ministries, parastatals and the
individuals that make up the country, beginning with the Nigerian Police.
Nigeria has a holistic brand from the past to the present, which includes the greenwhite-green flag, coat of arms with its inscription ‘Unity and Faith, Peace and
Progress’, national anthem and its pledge, which were supported by the great values
of integrity, honesty, hospitality, peaceful coexistence, respect for authority, etc.
Nigeria since independence, has however been going through different kinds of
socio-political experiences, most of which Taiwo (2010: 173) summarized as
corruption and mismanagement of resources, human right abuses, ethno-religious
violence, resource related crises, highly flawed electoral process, power generation
crisis, labour-related crisis, insecurity of lives and property, and so forth. Indeed, the
Nigerian police and political office holders in the country are already an epitome of
corruption, which is front-line dent to the image of Nigeria internationally, before drug
pushing, bunkery, advance free fraud, robbery, kidnapping, etc.
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It was Col. T. C. Eru (rtd) (personal communication, 1997), former Commandant of
the Nigerian Army Band Corps and School, who first drew the attention of the writer
to the fact that all Nigerians, male and female, young and old, great and small are
parts of the corruption in the government and the entire nation. He was explaining a
bible passage during morning devotion in his house in 1997 when he declared to the
family that, although the general public criticize the military and politicians who were
in political positions of corrupt practices, but that all citizens of the country take part
in the corruption without knowing it. He elucidated that if a Commander were a
Colonel, for instance, his salary was equal to that of every other Colonel in the Army,
except a responsibility allowance which had to be far lesser than the salary. But as
soon as he was given appointment as a commander, Chief of Staff, Governor, etc,
his wife, children, relations, friends and other community members who used to be
independent suddenly become dependants, and they all come to him with heavy
financial demands, expecting him to meet all their needs, which the salary in twenty
years cannot fulfil. This is surely the reason why corruption is so strongly entrenched
in the fabric of Nigeria, with the political office holders at the front of the syndrome.
For many years now families have participated in the corruption, often with a
common slogan ‘it is your turn, and you must use it (without looking back)’. This
factor is a common ongoing practice, which coupled with greed and avarice for
wealth push our political office holders into corrupt practices to the present day.
A careful examination of Nigeria’s past and present shows, however, that virtually all
the good values and development the nation had previously are the very things it has
been struggling to pursue and re-build in the last three decades, perhaps without
sincerity. Good leadership and security system in pre-colonial times, electricity, good
roads, airways and railways before and after independence, etc, are now serious
issues to tackle. It is therefore a lofty and laudable idea to put up efforts to re-brand
Nigeria, in order for the country to experience rapid development in all its
ramifications and to redeem its image globally as this will enhance foreign investment,
good international relations between Nigeria, its citizens and other nations. This rebranding needs expansion in scope, to cover the re-branding of the general Nigerian
public, political office holders, government officials, business operators, etc. It must
start by telling ourselves the truth, whether pleasant or bitter.
In one of Akunyili’s campaigns, for instance, she remarked that the Nigerian media
should not tell the story of grievous evils committed by Nigerians so that the
international community would not put them against the image of the country. But this
idea is not what is needed to re-brand Nigeria successfully. As the common saying
goes, silence means consent. If the media and the public keep quiet, not
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condemning the evils that some of our citizens commit within and outside our shores,
it would mean that we accept such evils as our way of life.
It is hereby proposed that the re-branding should include telling ourselves the truth in
essential human development programme that should have music at its hub,
because of the fact that music has the propensity and power of permeating the minds
of listeners, fixing good moral lessons and values dominantly to the psyche.
Idamoyibo (2002) lauded the initiative of Prof. Jerry Gana who recognized the power
of musical communication and therefore used the services of renowned Nigerian
musicians like Majek Fashek and Sunny Okosuns to propagate the message of
MAMSER during the administration of IBB (General Ibrahim Badamosi Babangida)
between the late 1980s and early 1990s. In this modern re-branding efforts, the
National Orientation Agency should be charged with the responsibility of organizing
orientation and sensitisation programmes for political and public office holders,
labour and trade unions, students unions, institutions, groups and MDAs (Ministries,
Departments and Agencies) at local, state and federal levels on a change of attitude
from the things that give the nation poor image to those that will restore its good
image.
The Agency needs to include the use of live musical performances in its re-brand
project. In other words, music should be properly utilized. Examining the present
Nigeria national anthem, one finds that its pledge which is only recited, and most
times forsaken, consist words that convey the value system of the nation than the
anthem itself. The writer recalls that a certain Ghanaian music scholar who taught
music at Elume Grammar School, Elume in Sapele LGA of Delta State in the early
1980s set the pledge to a beautiful tune which students sang after the anthem and it
made a lot of meaning to the entire community. Although the writer does not
remember the names of the music teacher now, the text and tune of both the national
anthem and its pledge are hereby presented below.
Example 2: National anthem
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The writer hereby suggests that Nigeria, as a nation, should adopt the above tune of
the pledge as part of the national anthem each time it is performed. Alternatively,
musicologists should be requested to submit entries (tunes for the pledge) for
selection. In most government programmes nowadays the instrumental version of the
national anthem is often played from stereo at the opening and closing of events
instead of live performances. Nzewi (2005: 2) noted that live musical arts are
scientifically conformed in tradition to generate tangible spirit energies, thereby
regenerating human spirituality. Listening to instrumental anthem from stereo cannot
produce the emotional-spiritual effect that participation in live performance, such as
singing the words and internalising the meaning would do. Each State of the
federation and the FCT (Federal Capital Territory) should, therefore, establish an
orchestra and choir to do live performances of the anthem and pledge in all major
events, to encourage audience participation in singing it with more sense of moral
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commitment. This approach will contribute immensely to the success of the rebranding.
Conclusion
This article examines the great values such as strong intellectuality, productivity,
sincerity, integrity, honesty, religiosity, accountability and morality, which were all
inculcated into citizens from infancy to maturity through musical activities; how they
made Nigeria great, peaceful, pleasant, honourable and progressive in the past. The
article observes that the Nigerian value system has changed negatively due to
influence of poor governance, corrupt practices and evil vices. Thus, important
values such as contentment, honesty and integrity, etc, have been eroded out of the
Nigerian society. Further observation in this article indicates that the negative change
in the value system has altered the general orientation of many Nigerian citizens to
the point that evil and corrupt practices have become negotiable and institutionalized
such that other nations no longer see Nigerians as honest and trustworthy people
anywhere in the world, irrespective of whom it may concern. The article highlights
how live musical performances had contributed to the enhancement of the value
system in the past, both in the traditional and contemporary political systems. It
further highlights the recent efforts of the Nigerian government to re-brand the nation
and its citizens, in order to redeem the image of the country globally. It identifies the
usefulness of the national anthem and its pledge in the re-brand project and
concludes that States and the FCT should endeavour to establish orchestra and
choir to perform the anthem and pledge in all major events throughout the country.
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Abstract
Church music is a functional art. It is created and used by humans for the purpose of
liturgy, serving as a voice within its culture. Many church musicians take their cues
from a variety of factors having little to do with the liturgy and liturgical songs. This
phenomenon had led to the loss of socio- moral integrity of church music and the
church musician. This paper examines the factors leading to loss of socio-moral
integrity of church music and its implications for the church and society. As an
analytical work, the paper employs acculturation theory as its framework and relies
on interviews and participant observation. Audio and video tapes were analysed as
research methods. The paper highlights the impact of various humanistic trends on
liturgy and music. The paper discovered that the challenge of insufficient church
musicians to meet the needs of every denomination, the search for musical identity in
many denominations; and the impact of pragmatism and consumerism in determining
liturgical practice and musical style have affected the socio-moral integrity of church
music. The paper concludes that contemporary trained church musicians must be at
the fore front of helping pastors and congregations understand the role of music in
their life together as the people of God. The integrity of the liturgy for which the
church is constituted is at stake as congregation, pastors and church musicians
continue to determine the doxa and dogma.
Introduction
The Church through the ages has made use of music in its liturgy. In Christian
gatherings music plays important roles which are determined by the theological,
liturgical and cultural traditions within a community of faith. The Church has had so
many types of musical practices in liturgical and non liturgical activities. These
musical practices have resulted in divers expressions in worship perceived as a
means of communication between God and persons, expressing God’s presence
and God’s grace and providing opportunity for positive human response through
thanksgiving praise, confession and petition. The integrity of church music is
determined by how well it brings about positive human response in an ever changing
world culture. The goal of church music is found in God’s word, the Bible from which
it derives its integrity. Church music therefore has its foundation in both the new and
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old testament of the Bible. However, the lack of understanding of the theology of
Church music and the purpose of the church by clergy, musicians and congregation
has affected the socio-moral integrity of church music and its practitioners. Apart
from providing a theological basis for church music, this paper also examines major
worldviews and humanistic tendencies that have affected and broken down the
socio-moral integrity of church music. Also this paper set out to produce a basis for
professionalism in liturgical music as an antidote to improving the socio-moral
integrity of church music in the 21st century Nigeria evangelical churches.
Concept of Integrity
In recent times the issue of integrity has come to the fore in every area of our
national life. Integrity comes from a Latin word integer which conveys a sense of
wholeness, that is, a person of integrity is a whole individual, a person who is
complete and undivided. Cox et.al (2003) posits that the notion of integrity is
fundamentally woven with a theory of the good life which according to Kekes
(1993:96) referring to its Aristotelian origin describe integrity as “our wanting to
realize our conception of good life.” Therefore, the concept of integrity implies an
uncompromising adherence to a code of moral, artistic or other values such as utter
sincerity, honesty and avoidance of deception, artificiality as well as shallowness of
any kind. A person of integrity can be trusted to do the right, play by the rules, and
keep commitments. Such an individual is virtuous and trustworthy and demonstrate
impeccable character. This individual can commit sins, but there is a genuine attempt
to live according to convictions and principles.
Integrity evaluates what is morally appropriate and what is not. Its implication is the
consideration of others within a community or an organization. When the concept of
personal integrity according to Trevinyo-Rodriguez (2007) is extended into the social
domain, it becomes a basic element that can be perceived as organizational integrity.
The Church is an organization made of individuals. The organizational integrity of the
church is first of all theological and then social; it involves not simply consistency
between actions and moral codes but adherence to theological and liturgical
principles derived from the Bible out of which the church draws her inspiration and
code of conduct on issues relating to Church music.
Church music
Church music is also a functional art, which according to Hustad (1993) is created by
human beings to serve the purpose of God particularly in church’s expression of its
worship, its fellowship and its mission. This is in contrast to music in traditional
African settings that are organised around specific events like rite of passage,
worship of deities and ancestors, work, special festivals, installation of chiefs, kings
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and funerals of both great and small within the culture. Characteristic songs and
dance contribute meaning and serve the purpose for which they are created and
performed. This makes music functional as it is crafted to fulfil a purpose within a
cultural milieu.
However, the mere fact that a particular music ‘works’ does not make it functional in
the church. Functionality of church music refers to music that is appropriately
liturgical. That is, it serves the purpose of God in the church, especially in leitourgia
(worship), Kerygma (proclamation of the gospel), didache (Christian education),
diakonia (pastoral care) and koinonia (fellowship). In other word, church music is
functional and said to possess integrity when it glorifies God and edify human beings
in the context of the ministries of the church.
Theological foundation for Church Music
The most unambiguous scriptural statements about church music are contained in
Colossians 3:16 and a parallel passage also in the New Testament is found in
Ephesians 5:18-20. “Let the word of Christ dwell in you richly as you teach and
admonish one another with all wisdom, and as you sing psalms, hymns and spiritual
songs with gratitude in your hearts to God”(NIV). According to Hengel (1983) this
passage is central to church music and posits that the text of Ephesians is
dependent on that of Colossians and it is the first commentary on it. Therefore, we
will focus on Colossians3:16 as the theological basis for church music.
The first phrase of the text is “Let the word of Christ dwell in you richly” points to or
emphasizes the Christological nature of the word proclaimed in liturgy. The message
must be centred on Christ and the Colossians was to allow this Christ centred
message live in their community in abundance. The second part of the text is “as you
teach and admonish one another with all wisdom, and as you sing psalms, hymns,
and spiritual songs” reveals that the teaching and admonishing of one another in all
wisdom arises from the indwelling of the word of Christ. Furthermore, this phrase
describes the full range of singing which the Spirit prompts. The categories of songs
are to be understood as spiritual psalm, spiritual hymns and spiritual songs. The final
phrase “with gratitude in your hearts to God” describes the attitude that should
accompany the teaching and admonition.
There are two address situations in this passage: to ‘one another’ and to ‘God.’ Since
all these address situations can occur in the use of music in church; to one anotherkerygmatic, to one another- koinoniac and to God- leitourgic. For the church to fulfil
its mission it has to make use of three distinctive forms of music: kerygmatic music,
koinoniac music and leitourgic music.
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Church Music and Liturgical Situation today
The backdrop for church music reconstruction in Nigeria is the secularization of the
church’s liturgy. Only as theological and liturgical reflections accept the human and
historical quality of the church can it be of integrity. Tracing human history and
worldviews from the time of the early church gives us a clear picture of culture’s
steady change toward human autonomy. Church music and liturgy has been part of
this change, liturgy being the primary place where church music occurs. This paper
examines some challenges experienced by churches in Nigeria that tend to make
individuals and their desires supreme.
Among the many challenges facing the church in the 21st century, four challenges
seem to be occupying the centre stage which has affected the socio-moral integrity
of church music: the challenge of providing church musicians in sufficient numbers to
meet the need of churches throughout the land in almost every denomination; the
search for authentic musical roots in many denominations; the ongoing debate
between those advocating traditional and contemporary worship style of music; and
the impact of pragmatism and consumerism in determining worship practice and
musical style.
The mainline churches: Catholic, Lutherans, Anglican, Methodist, Presbyterian and
Baptist in the twentieth century had established mission schools where religion and
music were taught to their students in line with their theological and liturgical
persuasions. However, with the coming of the military government and the eventual
handing over of mission school to government led to decline and eventual removal of
music from the school curriculum. Many of those who taught music were foreign
missionaries who had to return to their country as religious activities were prohibited
by the government in public schools
Also, in addition to the handing over of mission schools to government, many
seminaries where the clergy are trained did not include church music and worship
studies in their curriculum of study. According to Sola Akinsipe (personal
communication, September 5, 2010), the missionaries came with various order of
worship from their country which was used in churches with little or no modification
and was handed from generation to generation without critical evaluation,
theologically and liturgically according to the bible.
The rise in Pentecostalism and new musical idioms in the late twentieth century had
resulted in a search for authentic musical roots. David Bolaji (personal
communication, November 10, 2010) posits that congregations in our subjective and
humanistic world culture want music which “speaks to me.” Musical pleasure, ‘my’
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becomes the criterion by which the church’s music and growth is evaluated. When
the criterion for choosing the music for liturgy is pleasure, then music crafted for that
purpose becomes the standard. One goal of music in a pop culture as seen in its
melody, rhythm, and harmony is easy self-gratification. Furthermore, according to
Onyeji (2002) the trend of pleasuring the self among pop musicians is seen in their
involvement in illicit sex, unwanted pregnancies, broken homes and other inhuman
desires. Whether it is pop gospel, afro-reggae, rock ‘n’ roll, rock, country,
Contemporary Christian Music (CCM), heavy metal, country or rap, pop is the
preferred music of most people especially the younger generation.
One of the manifestations of self-centeredness in the Liturgy according to Johansson
(1992) is pragmatism. It is a philosophy that disclaims absolute truth, allowing the
self to determine truth by individual experience. For the church musician a
“successful” music programme would be identified by the size and numbers of the
choirs, the number of people involved in the music ministry and most importantly, its
attractiveness to outsiders. To the pragmatist, process is not based upon principles;
rather result validated process.
For example the use of background music by
church musicians and pastors to synthetically create an atmosphere giving the
congregation a certain feeling of devotional religiosity during the preaching and
prayers. The danger of using background music in worship is the human
manufacture of religious feelings through musically induced and manipulated
atmosphere is a deception.
Consumerism is concerned with the pleasuring of self. Individualistic self-indulgence
is often displayed by frustrated members who believe that they are not being ‘fed’ in
worship. The pleasure they get from worship becomes the test of its validity.
Consumerism asks its own set of questions: How do we compete in the
denominational market place? Are we giving people what they want musically
speaking, when they come to church? and to leave the service with the question
mark “ What did I get out of church today?” These questions are a reflection of the
basic misunderstandings about worship and its music. Worship is not introverted;
worshipers do not come to shape it to their own ends but to be shaped by God
through His words and ordinances.
Furthermore, a number of the misconceived practices identified so far upset the
integrity of church music which according to Hoon (1971) are corruptions of the
function of church music. Insensitivity and bad taste account for errors in church
music. The style of verbal and choral monologue in which the clergy and choir
dominate the worship and the congregation becomes spectators turning worship into
a concert. Another error is the use of church music as mood music- people are
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exhorted to sing too loudly or too softly equating Christian joy with fortissimo volume
and Christian peace with a pianissimo volume. The use of ‘Praise and Worship’
music styles where tempo such as allegro and adagio is equated with the biblical
understanding of the terms ‘Praise’ and ‘Worship’ an error which has injured the
integrity of music in many churches today.
Church music under this various humanistic trends has resulted in “products” that is
Christian songs that are inferior in quality. The theological content of songs from
which church music derives its integrity has been replaced by superficial, emotional
and manipulating texts. An assessment of the situation through interviews and
listening to recording reveal the scarcity of high-quality musical settings of
theologically sound texts for congregational singing. The content of songs hardly
addresses issues of sin and grace, law and gospel, death and resurrection which
give integrity to church music.
Directions for Nigerian church denominations in the twenty-first century
Church music involves the congregations, pastors, and musicians. Discipline is the
way to maturity by all those involved in church music. Discipline is the price that must
be paid to bring about integrity in church music. The congregation is the object of
church music and should be involved in the programme of church music through
biblically based and systematic teachings on music issues during formal and informal
gatherings of the congregation. This will help the people to differentiate music
motivated by humanistic worldview and those that are consistent with biblical truth as
expressed by Jesus Christ whose words and teachings must be the content of
church music.
King David in 1Chronicle 15 (NIV) was the first to organise liturgical music in the
bible by appointing leaders who were of the Levitical family to minister in both vocal
and instrumental music during temple worship. Herman, Asaph and Jeduthum were
pioneer music directors and instructors in the school of music financed by King David.
These men were very skilful musicians and knowledgeable in the Torah which
contain the word of God. Their knowledge of the torah and skill gave rise to the book
of Psalms which contain songs most of which are ascribed to King David who was
also an instrumentalist and writer of songs.
The Pastors are the leaders of churches and denominations across Nigeria. The
training of these leaders in Seminaries and Bible Colleges should include worship
and music studies in their curriculum. This is very necessary as many are ignorant
about theological issues that form the basis for church music. Equipping and
retraining of church leaders through seminars and symposiums will further improve
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on the socio-moral integrity of church music. The Levites, that is, the temple
musicians were instructed in the Lord’s music (Church music) in two ways: first, in
their separation from worldliness and consecration to God; and secondly in their work
on instruments and voice as recorded in 2 Chronicles 20 (NIV) of the Bible. Levites
were not only professionals in music but played priestly roles in the temple as those
consecrated to God.
Therefore, church musicians who are to exercise a full-orbed ministry must be
technically proficient, spiritually informed and equipped for the task. Musicians from
personal observations tend to favour one or the other. Musicians must emphasize
both spirituality and high level of skill musically. The need for more departments of
sacred music at Seminaries and Universities to train more musicians for the church
cannot be overemphasized. As leaders of the people’s song in the twenty first
century, church musicians will continue to be at the forefront of helping pastors and
congregations understand and appropriate the role of music in church and society as
people of God.
Conclusion
The integrity of church music is determined by how well it brings about positive
human response in an ever changing world culture. The goal of church music is
found in God’s word, the bible from which it derives its integrity. Church music
therefore has its foundation in both the New and Old Testament of the Bible. The
impact of humanistic trends has led to corruption and error in the use of church
music.
Functionality of church music refers to music that serves the purpose of God in the
church, especially in leitourgia (worship), Kerygma (proclamation of the gospel),
didache (Christian education), diakonia (pastoral care) and koinonia (fellowship).
Church music is said to possess integrity when it glorifies God and edify human
beings in the context of the ministries of the church. Integrity in church music will
become realised when congregation, musicians and the clergy are guided by a
theology of church music based on the word of the Lord as recorded in Colossians
3:16 (NIV)
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Abstract
Traditional music is a communal property with spiritual qualities that are shared and
experienced by all. It is a product of the society and fundamentally, a collective art;
therefore, it cannot be separated from the society as ours, Nigeria. It is an
embodiment of a people’s culture – their way of life. Traditional music is truly the
mirror of the people’s culture, therefore, the musical practices of such a people leads
to a state of wholeness and unity, where the norms and custom of the people are
truly maintained. The totality of this manifests the integrity of traditional music and a
total revelation in the identity of such a people. This is a crucial time in the history of
Nigeria when interest and attention have shifted to the image of the country and a
time when the nation is making frantic efforts to reposition itself in line with proper
democratic governance. Even after this crucial time, Nigeria needs to sustain the
needed peaceful environments for sustainability and more developments. It is one
thing to achieve success and good governance, but another thing to maintain it.
Nigeria is not an exception. There is a measure of social and cultural integrity
needed to achieve this. Traditional music, unlike the Western music, tackles
effectively the concrete needs of social and cultural development in the society as
ours – Nigeria. This paper, therefore, attempts to discuss the different traditional
musical genres found in Annang Community of Akwa Ibom State. It also seeks not
only to examine the integrity of traditional music in the Nigerian society, but to
ascertain the measure of the social and cultural integrity inherent in traditional music
in line with human needs and its influence on the Nigerian society at large. The
methodology used in achieving this is to study traditional music as part of culture and
not in isolation. The cultural values and norms of a society are embedded in
traditional music; and traditional music is the society’s cultural matrix/culture indicator
and a common identity. Therefore, traditional music is one of the effective means of
socializing and educating young and old members of a society.
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Introduction
Various ethnic groups in Nigeria have their music, or rather their traditional music
peculiar to them. Their performances and practices may be different from one ethnic
group or one society to another but their functions remain the same – its socializing
influence is its most vital contribution which cannot be ignored. Traditional music is a
communal property whose spiritual qualities are shared and experienced by all. It is a
product of the society and fundamentally, a collective art (Bebey, 1975). Traditional
music is rooted and perpetuated by the people. It is the spontaneous music of a
people, race, region or nation. It is more directly associated with traditional, religious
and political system (Agu, 1989). Traditional music is the indigenous music of the
people which form an integral part of their way of life (Agu, 1990). Therefore,
traditional music cannot be separated from the society as ours, Nigeria. It is an
embodiment of a people’s culture – their way of life. It is truly the mirror of the
people’s culture, therefore, the musical practices of such a people leads to a state of
wholeness and unity, where the norms and custom of the people are truly maintained.
It will be impossible, due to space, for the researcher to discuss traditional music
(their practices and performances) in all the ethnic groups in Nigeria. Since their
functions are the same, the researcher wants to use Annang traditional music as a
case study to ascertain the measure of the social and cultural integrity inherent in
traditional music in line with human needs and its influence on the Nigeria society at
large.
Annang music refers to the music practiced and perpetuated by the Annang
community in Akwa Ibom State. It is the indigenous music of Annang people. In other
words, it is the traditional music of Annang. Though there may be differences in
practice and performances, Annang traditional music shares same functions with
other traditional music from other ethnic groups. Its social and cultural integrity
cannot be overemphasized.
Music genres of Annang poeple
The Annang people of Akwa Ibom State have an array of musical genres, which
include Idiong Music, Ekong Music, Ekpo Music, Uduhe Music, Ekpe Music, Obon
Music, Ikon Music, Mbopo Music, Ebre Music, Inam Music and Uta Music. Others
include Asian Akananwan, Asian Ubo-Ikpa, Ataba Adia, Abang, Itembe and IkwoNtang. Attempt shall be made to discuss some of these musical genres for sake of
space.
Ekpo Music: This is music performed by the Ekpo society. The people of Annang
believe in reincarnation. They believe that the spirits of their ancestors usually come
Nsukka Journal of Musical Arts Research

120

The integrity of traditional music in the Nigerian society: A case study of
Annang music Isaac E. Udoh
back in the forms of ekpo (spirit) to help in the government and social control of their
community. Before the advent of the British colonialists in Annang land, the laws of
Ekpo society were the laws of the community. For example, if the chief of a village
did not want a piece of land cultivated for some time, he would send out a musician
of the Ekpo society who would go round the village playing on an ekpo drum (ibid
ekpo) to announce the chief’s decision. After the announcement a branch from a
palm tree (ayei) would be planted at the entrance of the reserved land and no one
dared cross that mark; if he did, tradition has it that he would be found dead under
mysterious circumstances, a victim of the ancestral spirit (Akpabot, 1975).
To the Annang people, all secret societies are just like other musical activities. They
are truly musical experiences but with the secret rites serving only as general rules
for admission. Ekpo music was, thus, used to maintain law and order in the
community. In a way, they could be compared to the police of today who maintain
law and order in the society.
Ekpe Music: This is music performed by Ekpe society. The word Ekpe in Annang
means leopard. According to Akpabot (1975:30) ‘Tradition has it that Ekpe originally
came from a place called Usangade where the Efot ethnic group live in the island of
Calabar.’ Like Ekpo, Ekpe is a ritualistic society with elaborate ceremonies for
initiation and continued membership. The Ekpe masquerade is a very elaborate and
colourful one made from a specially woven material. The masquerade’s face is
always covered, and a bell hanging at his waist warns of his approach. Ekpe music is
that of social control; to maintain law and order in the society.
Obon Music: This is music performed by the Obon Society. Obon music is very
complementary to Ekpe in that both masquerades are conceived along similar lines
and they use bell as part of their paraphernalia. Ekpat obon is a rattle which only the
initiated members are allowed to watch being played. As with Ekpo music and Ekpe
music, Obon music is used for the maintenance of law an order in the society.
Uta Orchestra: This is simply a horn ensemble that originated from Annang.
Akpabot (1975) confirms the origin of Uta and, therefore, submits:
A thorough investigation showed that the people of Annang were
famous Uta players and the instrumental style which has now been
copied by other communities in Ibibio land originated from there (p.
30).
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Uta orchestra gets is name from the four gourd horns that form the backbone of the
ensemble. The traditional uta orchestra from Annang is never more than seven
players (Akpabot, 1975:39), thus:
Eka uta (mother uta)
Akpan uta (first male born uta)
Udo uta (second male uta)
Etok udo uta (third male born uta)
Eka ibid ( large drum)
Etok ibid iba (small twin drum)
Ntakorok (woodblock)
In the seven-man Uta orchestra, the musician who plays the woodblock also acts as
the cantor with the two drummers as the chorus. Uta music is traditionally played at
the funeral of an old woman who is very prominent in the community. Sometimes a
woman decides to revitalize herself by calling on Uta musicians to play for her. As
the Uta orchestra plays, she believes that their music will invoke the spirit of her
ancestral gods to give her back her youthful powers
Ikon Music: The traditional role of Ikon (xylophone) orchestra is to play at the
initiation ceremony of an Mbopo - a virgin sent to the fattening room. The
instrumentation of Ikon orchestra is flexible and could range from five to eight or nine
musicians. Akpabot (1975) reveals that according to ancient tradition, Ikon music
evolved from folklore sessions held at the village amphitheatre during moonlit nights.
Every folksong has a chorus in which all present join in. At first they tried using
drums as an orchestral accompaniment but, as this did not seem to satisfy their
exact needs, they turned to the xylophone.
Mbopo Music: In Annang traditional society, when a girl reached puberty which was
determined by her breast being noticeable, usually around the age of sixteen, her
parents arranged for her to be admitted to fattening room. If she was already married,
this ceremony was to make her more beautiful for her husband; if unmarried, then
she had to be a virgin to be admitted. It was the custom to get a girl betrothed very
young because she would fetch a better dowry for her parents.
This ceremony was called Mbopo and placed any girl admitted into it in very good
standing with the community, for it publicized her virginity, the highest mark of purity.
This ceremony was interwoven with musical activities; and elderly women sang and
played symbolic instruments such as the gong and xylophone. Mbopo music extolled
good behaviours and discouraged bad ones through songs of praise or ribald songs.
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Ebre Music: This is performed exclusively by women, usually starting with the
harvest of the yam, ebre variety and consisting of morally upright, industrious and
honest women (Antia, 2005). According to Ford and Jones (1967),
Membership in Ebre… is open to women of all ages. It has authority
over unmarried girls, supervising the fattening house and other
ceremonies concerning them. It restrains the conduct of women as
when a woman who is a thief is ridiculed in songs and paraded through
the village by the society. It celebrates annually the harvesting of
women’s yam, also known as ebre (p. 73).
Esema (2002:67) also stresses on good behaviour and submits that “Elderly women
of good repute and satisfactory character were members of this group”.
Abang Music: This is dance music by the young girls. A special ring was tied round
the waist thereby causing the walloping of the waist and buttocks. This music was
used to check morality among young girls. Good behaviours were extolled where as
bad ones were frowned at -mainly through songs.
Offiong Music: This is a dance music organized by young men and women during
moonlight. Different dance steps were taught and learnt in accordance to the music.
The music anchored on good morals.
Uduhe Music: This was music accompanying wrestling contests. According to Antia
(2005), wrestling was a game for acute competition, strength wise, at family, village
and clan levels. It was mainly for the energetic youth who were poised to display their
strength, tactics and style. Wrestling matches were usually staged at the family,
village or clan square directed by befitting drummings and songs by specialist and
watched by anxious spectators and competitors. Each wrestling match involved two
teams. Two competitors, one from each team, locked horns at each other; each
endeavouring to neatly throw down or floor the other in order to be declared the
victor by the umpire who controlled the match. Esen (1982) submits:
The wrestling arena was no place for the diffident or coward. It required
courage and manhood to take on an opponent and winning depended on
strength, skill and character. When the drummers went wild and the young
maidens clapped and screamed in ecstasy, it was only men of mettle who
bowed to the chiefs, saluted the drums and stood up ready to take on all
comers (p.59).
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Wresting matches provided forums for healthy competition, strength-building process,
inter and intra family, village and clan co-operation and the development of
sportsmanship spirit.
Inam Music: This is music performed by the Inam society. Inam was one of the cults
or secret societies practiced in Annang land. It was considered a sacred institution.
Abasiattai (1987) explains why Inam was considered a sacred institution as he
submits “Inam is a sacred institution through which purification rites can be offered
for the atonement of guilt and preservation of life and property in the land” (p.201).
Inam as a traditional institution was priesthood oriented. Only wealthy and honest
people who were faithful to the Supreme God could be approved for and initiated into
the cult. Inam organization aimed at the proper maintenance of political, economic
and religious fabrics of an individual and the upliftment of family prestige and dignity.
It portrayed evidence of good living and self-discipline of an individual. Any person
who qualified for and actually got initiated into Inam cult was believed to have the
ability to interact with divine institution. Both elderly males and females were qualified
to be members of Inam society. All these ceremonies were accompanied by music.
Nkerebe Music: Nkerebe is an Annang word meaning ‘Thinking of husband’. It was
a popular play among young and marriageable unmarried girls. All the dancers used
to be those who expected to get married to men soon. It provided a campaign forum
for both men and unmarried girls. After marriage, girls were no longer free to take
part in it. The girls dressed in costumes clean and smart enough to expose their
hideable smooth skins and other attractive features to entice men spectators while
dancing to their music. Antia (2005) adds that the girls had inspectors to check their
cleanliness. Those whose clothes, nails, teeth, hair and persons were not clean
enough were not allowed to dance.
The girls themselves were all conscious that men were admiring them and so they
had to put on their best to convince the spectators that they had something to offer,
and prove that they were admirable. All admirers went out to give money or other
valuable things to those admired. The most beautiful and best dancers collected
more present than others did.
Integrity of traditional music
It was truly deliberate in discussing different traditional musical genres in Annang
community to ascertain the level of relationship between traditional music and its
practitioners to performers. From this, its socio-cultural integrity can easily be spotted
out in the following areas:
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The Mirror of the people’s culture
Experts and professionals define culture as the sum total of a people’s attainment
and activities, of any specific period including their implements, handicrafts,
agriculture, economy, music, arts, religion, beliefs, traditions, language and folklores
(Ukpong, Akpan & Akang, 2001). However, a broad-based definition views culture as
an integrated pattern of human behaviour that includes thought, speech, action,
knowledge and artifacts learned and transmitted from one generation to another.
Taylor (1871) states that culture is that complex whole which includes knowledge,
beliefs, art, laws, morals, customs and all other capabilities and habits acquired by
man as a member of a society. Eboh and Ukpong (1993) sate that culture is the
entire way of life of members of a society, learnt and passed on from generation to
generation, and is composed of rules and behaviour relating to the economy,
government, belief and social interactions of the people of a particular society. Thus,
culture is concerned with all the social, ethnical, political, economic, religious,
technological and artistic expression and processes of a people who are tribally,
nationally related and who live in a geographical location as Nigeria, and pass on to
succeeding generations. Culture has both material and non-material aspects and it is
acquired by every member of a society.
Each community in Nigeria has a distinct dialect and culture – a way of life.
Traditional music is more directly associated with traditional, religious and political
systems. Traditional music has its roots in the tradition of the people and it is equally
preserved by tradition. Therefore, the cultural values and norms are embedded in
traditional music which is the society’s cultural matrix, a common identity (culture
indication) and the mirror of the people’s culture. Akpabot (1986:91) states, “One
method of finding out about culture of any people is to examine how they
conceptualize their music and that musical concept leads to musical behaviour and
musical values are reflective of general values”.
Traditional music is truly the mirror of the people’s culture. The musical practices of
such a people leads to a state of wholeness and unity, where the norms and customs
of the people are truly maintained. Nketia (1982) acknowledges that:
A community that does not have a vigorous musical life is regarded as a
dead community. A social group that does renew its bond through collective
activity of music – a group can express its inner life and its determination to
remain alive under conditions of extreme hardship and suffering (p. 93).
Idolor (2002) advocates that every wind of music possesses matrixes, which identify
with a culture and represents a people with a common culture. Culture is the
characteristic spirit of a human grouping manifested in the totality of her way of life. It
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sets the value system, the norms and the productive and creative horizons of the
people. The success or failure, conformity and non-conformity, the rights and the
wrong, the acceptable and the distasteful, relating to the governing thoughts, words
and deeds, by members of the grouping are dictated by culture. Culture provides the
ever-present mechanism of social order. Because culture is the characteristic whole
way of life of a people, members of a human grouping identify themselves with their
culture at the same time as they do with the grouping. Therefore, identity with the
culture creates identity with the nation or nationality (Okafor & Emeka, 2004). From
the above, we can affirm that the kind of music played by a particular people is a
gateway to knowing their mode of living.
Its socialising influence
Traditional music is one of the effective means of socializing and educating young
and old members of the society. Its role in all important stages in life cannot be
overemphasised. Nzewi (1980) argues that:
Folk music…in all its elements and applications has latent psychological,
physical and spiritualizing essence. It is an ethnic communion that portrays
group spirit, thoughts, myths and aspirations. At the same, it is a bond, the
umbilical cord that links the ultra-terrestrial forces whose potencies are
made manifest in various awe-inspiring phenomenal and unpredictable
ways in their lives (p. 12).
The socializing influence of traditional music is one of its most vital contributions to
the society which cannot be ignored. Its power lies in its ability to evoke in people
experiences and state of consciousness ranging form exaltation to despair.
The general process of learning culture is called socialization. Because culture is
central to life in the society, socialization thus becomes the process by which people
adjust to and learn certain behaviour patterns necessary for societal perpetuation
and continuity (Okafor & Emeka, 2004). This adjustment, necessary for fusing
interval and external forces, is a veritable vehicle for the transmission and
propagation of culture.
As a result of socialization, basic disciplines are inculcated, aspiration is instilled,
social roles and attitudes are learnt and multiplied. Socialization is caused or
powered by several agencies, including the family, the peer group, religious
organization, educational agencies and the government. Traditional music cuts
across all these areas mentioned, and are, therefore, most effective tools of
socialization. As earlier discussed under musical genres in Annang music, all groups
of people – men, women, young girls and boys had their kind of music. The
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socializing influence of the music inculcated in them basic disciplines to include
morality, chastity, living in peace, love and in unity.
A pointer to the Nigerian world -view
Traditional music is intricately bound with the Nigerian world-view, and music is
symbolic. On the concept of worldview, Ikenga – Metuh (1987) explains:
A people’s world-view is the complex of their beliefs and attitudes
concerning the origin, the nature, the structure, organization and interaction
of beings in the universe with particular references to man (p.61).
World-view refers to a people’s perceptions of their world, and it is a rational
explanation of the order which controls human lives and the environment. It is mostly
derived from myths, taboos, customs and proverbs of a community (Udoh, 2006).
These are inseparable from traditional music, since traditional music - a communal
art – voices the expectations, sentiments, legends, proverbs, taboos, myths and the
history of its people afresh.
Traditional music traces the origin of human beings to the Supreme Being and deities
(spirits) as His messengers. In other words, human beings, as found in the
geographical location called Nigeria, are brothers and sisters and there is, therefore,
need for peaceful coexistence and to dwell in love. Nigeria needs an organization
devoid of rancour, favouritism and nepotism.
This is a crucial time in the history of Nigeria when interest and attention have shifted
to the image of the country prompting the well publicized rebranding on the people of
Nigeria. The national slogan of Nigeria good people, great nation is quite fresh in our
minds. It is a time when our nation Nigeria is making frantic efforts to reposition itself
in line with proper democratic governance. Nigeria wants a good reputation, good
structure and good organization, the desire to attain all these lies in human beings
whose hearts need rebranding. Traditional music shapes the human mind to accept
and practice tenets of rebranding in line with Nigerian’s perception of her world.
Ethical values and social control
Traditional music promotes ethical values and condemns bad behaviours or
antisocial behaviours. For example in Ebre music of the Annang people, only women
of good character are admitted into it. It restrains the conduct of women as when a
woman who is a thief is ridiculed in songs and paraded through the village by the
society. Traditional music is that of social control. It controls the behaviour of human
being in the society.
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Traditional music has many song categories – work songs, praise songs, funeral
songs, songs of social control, nonsense songs, songs of derision and songs of
scandal, among others. Akpabot (1975) submits that two categories seem to
predominate: praise songs and songs of scandal, and the reason is not hard to find.
There is, in Annang society (for example) and other societies, a strong concern and
need for good morals, purity and justice. It is possible to use obscenities and deride
someone in song. Good behaviours or morals are encouraged through praise songs
and bad behaviours condemned through ribald songs.
Traditional music does not only point to and teach moral values, it also helps in the
control of the behaviour of human beings in a society such as ours.
Maintenance of law and order in society
Secrete societies with their music (e.,g. Ekpo, Ekpe of Annang), which is part of
traditional music, help in no small measure in the maintenance of peace an order in
the community/society. As Akpabot (1975) has rightly observed that before the
advent of British colonialists in Ibibio land in 1903, the laws of Ekpo society were the
laws of the community, which were easily communicated to the community through
their music. Antia (2005) adds that secrete societies (with their music) played
significant and far reaching roles in politics. They served as legislative, executive,
judicial and political establishments.
Traditional music in Nigeria helps in the maintenance of law and order in the society.
Song texts points to the norms, values, tenets, laws and order of the society. It also
spells out the penalty for not maintaining law and order in the society.
Promotes healthy living
One of the genres of Annang traditional music, Nkerebe, takes special delight in the
personal and environmental sanitation of members of their group, and the society at
large. As Antia (2005:67) has rightly pointed out, during performances of Nkerebe
music, “They had inspectors to check their cleanliness. Those whose clothes, nails,
teeth, hair and persons were not clean enough were not allowed to dance.” This
issue of cleanliness did not suddenly emerged on the playground; it started from their
different homes. Therefore, traditional music promotes healthy living.
Unites the society together
Traditional music is communal and a collective art which expresses the expectations,
sentiments, legend, myths and the history of its people. It is rooted in and
perpetuated by the people. Therefore, it unites the people together. Traditional music
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is culture-bound. It is part of the people’s way of life. It equally expresses the belief of
the people, physically, spiritually, etc.
It is functional and communicates
Traditional music does not only find its place in all social activities, it is informative
and educative and equally serves as a moral check. It provides ideas, wisdom and
feelings. Traditional music communicates. It performs the same role as the press and
the radio, not only to inform, educate and entertain but also to express public opinion.
Traditional music, unlike European oriented, tackles effectively the concrete needs of
social and cultural development in the society as ours-Nigeria.
It entertains
Some aspects of traditional music serve for relaxation and entertainment. Traditional
music is a regular piece for entertainment on radio and television. For example, on
Akwa Ibom Radio, traditional music features expressly in such programmes as ‘Ibom
Express’, ‘Music Nigeriana’ and ‘Music of our land’.
Conclusion
From the above discussions, it is clear that traditional music is functional. It is one of
the effective means of socialising and educating young and old members of the
society. Its roles in all important stages in life cannot be overemphasized. It
integrates one into his/her cultural settings. Traditional music truly has integrity in the
Nigerian society. In no small measures, the social and cultural integrity inherent in
traditional music has met human needs – spiritually, physically and even
psychologically and has exerted its influence on the Nigerian society at large in all
ramifications. In other words, the social and cultural integrity of music is experienced
and felt in all spheres of human endeavour in Nigeria as discussed above.
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Abstract
It was one James Aggrey that observed that any person that is not proud of his
colour is not worthy to live. Today it is not only that a good number of Africans are
not proud of their colour, but have almost jettisoned all aspects of culture that mark
them out as Africans. There is identity crisis ranging from the music we prefer to
listen to, the food we eat, the language we speak, our mode of dressing to even our
mode of worshiping God. It is very painful that some tribes in Africa, particularly the
Igbo, discourage their young ones from speaking their dialects. Many families send
their children to different schools where the proprietors deceive them by forcing the
children to speak English, no matter how incorrect. They pride themselves in the
delusion that their children now speak English when such children cannot write their
names correctly, nor can they express themselves properly in their mother tongues
so as to be able to translate correctly when the need arises. We argue that what is
desirable is the eclectic approach of incorporation and transcendence; you borrow
and add to what you already have and not to throw away what is yours as no culture
is so sterile that it has nothing to lend nor is any so self-sufficient that it has nothing
to borrow from others. If we say that we are black and proud, that black is beautiful,
as sung by Chimezie, we must show it and live it out. The objective of this paper is
to recommend the use of folk music and song communication in our campaign
towards African cultural revival for overall continental development. This has been
amply demonstrated by Bright Chimezie (Okoro Junior) in his various highlife tunes.
The work relied on secondary sources such as newspapers, magazines, books,
journals, radio commentaries and other library research materials.
Introduction
In the introduction to his magnum opus, Things Fall Apart, Achebe (1958) wrote:
“Among the Ibo the art of conversation is regarded very highly, and proverbs are the
palm oil with which words are eaten” (p. ix).
The question now is, does this observation still hold? How many of the present
generation of the Igbo can even speak the language fluently, let alone understand,
interpret and use Igbo proverbs appropriately? From the family to the school, this
aspect of the Igbo culture has suffered much onslaught and has been seriously
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discouraged. Recently I tuned into the Ebonyi State Unity FM Station and stumbled
unto a drama urging parents not to dissuade their children from speaking Igbo. In
the drama, a family friend visited and spoke in Igbo to one of the children who
responded in English. As this was going on, the mother of the boy flared up and
thundered from her room warning the visitor to stop “corrupting the boy with Igbo
language.” According to the boy, his mother told him that only the “poor, illiterate and
bush people speak Igbo.”
In one of his chart-busters Onye Nkuzi apia m utali, Bright Chimezie recounted how,
his teacher caned him for speaking Igbo vernacular which was outlawed in their class.
Some parents who feel they have arrived send their children to some private schools
where the children are quickly drilled in speaking English and they feel happy that
their children are doing well, and the school, the best, all in self-delusion. The Igbo
appear worst hit in this debasement of the African culture and this has greatly rattled
the older generation who are now crying out that Igbo language is going extinct. But
the whole thing appears ostrichean and half-hearted. For it is the same people who
try to make Igbo language compulsIUory in school certificate examination that
discourage their children from speaking Igbo at home. It is like running with the hare
and hunting with the hounds. It reminds one of the hypocrisy of the Pharisees whom
Jesus observed worship God with their lips while their hearts are miles away from
God.
It is not only the native language as an aspect of the African culture that has been
terribly debased, but all parts including dressing, food, music, religion etc. It is for
this reason that Otonti Nduka (1975) in his book, Western Education and the
Nigerian Cultural Background highlighted that even after independence, Africa still
needs emancipation from European culture. He called for the preservation of
indigenous values and institutions and a blending of Western and African cultures.
One can even say that the cultural nationalism for the revival of indigenous African
culture embarked upon in the late 19th century has become more urgent now.
Nationalists as Rev. David Vincent, George Johnson, Casely Hayford and Augustus
Payne were in the forefront of the concern for loss of African identity. But before we
continue, it is apt to understand the theoretical mainspring of our discourse.
Conceptual framework
Wilbur Schramm (1974) in his famous work on the role of communication in any form
in national development, concluded that “Communication is always at the very centre
of existence, for any society, developing or not” (p. 19). Similarly, Pool (1963) opined
that music communication can and do produce “characterological change” in the
behavior of individual members of a society. It is for these capabilities that the
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communication media have been referred to as agenda setters. They set the pace
and direct and redirect the society to any enterprise that is found to be socially
redeeming.
Originated by Cohen (1963) the agenda setting role of the communication media
posits that “The press may not be particularly successful in telling people what to
think but it is stunningly successful in telling its readers what to think about” (p. 13).
Corroborating this fact, Okigbo (as cited in Nwosu, 1990) noted that the agenda
setting theory has proved in many cases that people do perceive some issues as
important, following the nature of coverage given those issues by the media. Also,
two leading researchers in this area, McCombs and Shaw (1974) concluded that
“media emphasis on an event influences the audience also to see the event as
important,” (p. 16), and culture is important. Hence we can use song communication
through the mass media – radio, television, film – to re-launch a campaign for African
cultural revival.
It was Dr. J.K. Aggrey, a famous Black educator from the Gold Coast (now Ghana),
who in the early 1990’s, having been engulfed by the black negativism of the time,
thundered. “I am proud of my colour. He who is not proud of his colour is not fit to
live.” But his, says Okafor (1984), was like a voice crying in the wilderness and
urged that the time is now ripe for a coordinated effort towards reviving African
culture. According to Okafor, in his effort to debase blackness and to condition the
black man to accept inferiority, the Western man has associated blackness with
things negative and dishonourable. “He teaches that the Devil is black and the
Angels are white. He uses “black” as prefix to portray negative concepts such as:
black book, blacklist, black hearted, black leg… black market, black sheep, black
mail…” To Okafor, the Western man did a good job in the conditioning enterprise
and lamented that even in Africa, people have been successfully “brainwashed” into
accepting black inferiority. He cited instances of this negative self concept and
inferiority complex that arose from a deliberate conditioning process to include the
fact that a Nigerian would readily purchase a product with a “Made in England” label
rather than one with a “Made in Nigeria” label even if the Nigerian product was of
superior quality and less in price. The same, he observed, is true of many other
African countries where manufacturing industries were becoming a reality. He added
that there had been many instances among African governments of job
discrimination in favour of Europeans even when the black competitors were much
more qualified for the position. This brings us to the issue of cultural subjugation
which has been bothering one of our folk musicians, Bright Chimezie. Bright
Chimezie, alias “Okoro Junior,” has used many of his works to lament the
debasement of African culture and has, like the early cultural nationalists,
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campaigned for a revival and return to our roots. We now look at some of these
works.
“Respect Africa”
Bright Chimezie, popularly known as “Okoro Junior” is a strong believer in African
culture, and that an artist can also be an activist. He has consistently used his folk
music to preach the gospel of African cultural renaissance. He believes that music is
a motivatory medium and its psychological dimension has stimulating effects on
certain activities of the people. In his famous “Respect Africa” work Chimezie started
this way: “African people am begging you now, let us become united, let us respect
Africa, let us be proud of our culture”.
He lamented how an African would reply to a question asked in indigenous language
in English language, which in many case, would not be a good construction but an
admixture of Igbo and English. He noted that young Africans now find it difficult to
dance to African traditional sound, adding that they always prefer foreign music.
According to him, it is not that we should not emulate, but that we should not forget
our culture. He urged that since we say that black is beautiful, we have got to show
and prove it. He sang: “Imagine, I went to a disco party, I requested for African sound
the whole people started laughing.” They called him “African boy,” “Okoro – e
Okoro… Okoro junior,” that he is suffering from African mentality.
In yet another of his work, Chimezie castigated some Africans who prefer to eat Eba
(gari fufu) with fork and knife instead of their hands. He narrated how he travelled to
America with his “gari and ogbono soup” because, according to him, he did not like
foreign dishes. He ate and swallowed his food to the amazement of the white people,
using his bare hands. He noted that, among the African, if one uses spoon and knife
in eating eba one would now be called “onye bekee,” meaning an English man. He
said he is an African and not “Oyibo” or Onye bekee”
Listening to Chimezie’s music of protest reminds one of what the early cultural
nationalists had earlier observed about the gradually but steadily extincting African
culture. Mbonu Ojike’s slogan, “Boycott the boycottables” earlier sought to induce
Africans to use African products rather than imported articles (see Okonkwo, 1978).
For Robert G. Armstrong cited in Nwosu (1990), “It is through the languages native to
us that we become the human beings we are,” (p. 154). He added “if we are
ashamed of our language then we must certainly lack the minimum of self-respect
which is necessary to the healthy functioning of a society.” Today we are not only
ashamed of our language, but all aspects of our cultural identity as Africans, to our
economic, social and political peril.
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The dehumanizing process started when the early missionaries deceived us that
Christianity and the skills of reading, writing and arithmetic had to be accompanied
by the adoption of Western dress, names, food and life style. This, observed
Okonkwo (1978), made early nationalists to rise in protest and took certain steps to
stem the tide of cultural erosion. They first started with change of foreign names. For
instance, one Rev. David B. Vincent became Majola Agbebi, George William
Johnson reverted to Shokale Tejumade Johnson, while William J. Davis became
Orishatukeh Faduma and Benjamin Azikiwe became Nnamdi Azikiwe.
A woman cultural nationalist, Mrs. Adelaide Casely Hayford, had earlier observed the
anarchy in our modes of dressing and organized a Dress Reform Society in 1887 to
encourage African women to dress properly in African attire which she, herself, wore
to different parts of the world with pride. Regrettably, if Hayford were to rise from the
dead today and visit our higher institutions, she would rather organize a dress
revolution society not just reform because the greeting according to an Igbo adage
has gone beyond the elbow!
Still pursuing the nationalist agenda, Mrs. Hayford lamented that the urban woman
had lost the artistic skills of her grandmother as well as an appreciation of the beauty
of African art work. To her, the urban woman preferred to import cloth to decorate
their homes rather than use the fine native materials. She then took a proactive step
and founded the Girls’ Vocational School in Freetown, 1928-1940, to give the pupils
a pride in their race and love for their country. According to Okonkwo, (1978) Mrs.
Hayford introduced the teaching of traditional crafts such as spinning and weaving to
foster the appreciation of African arts. She encouraged her pupils to wear African
dress, to learn the songs and dances and sought to revive creativity and skills which
were being lost in urban society.
The skills are not just being lost, they have been completely lost. Today our ladies
cannot even observe the basic virtue of “sitting down” properly which girls should
learn early in life. Rather, they would throw their legs apart carelessly, and indecently
expose themselves to whoever cares to look. Chastity before marriage is a foregone
issue, despite the HIV/AIDS scourge threatening mankind.
In terms of knowing how to prepare our local dishes that are closer to nature and
more nutritious, the story is the same. Tony Okoroji in one of his melodious tunes
captured the point. In the song, he narrated how a newly married girl was asked to
cook soup and she used sugar as salt. A housewife who does not know how to cook
is a disaster. It does not take long before such a marriage hits the rock. But how
many of our girls can settle down today in the kitchen to learn how to cook before
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marriage? Such untrained women are a liability to the society and this partly
accounts for broken homes that now litter the society, and many untrained children
that menace the society. Such women rush into marriage and rush out in the
tradition of garbage in garbage out as no one can give what he or she has not.
For the boys, the story is not different. They strongly avoid visiting the village. In a
family gathering they do not know the procedure for breaking and sharing kola nuts.
In one organization, the members decided to manage semovita in an occasion
because the boys could not pound yams properly. Some of them stay in the urban
area and get “married” to girls and never bother to involve the family members in the
village. But when something untoward happens, they start looking for relations and
family members. Our culture has gone turpsy turvey, and requires concerted effort
because its annihilation will wreak great harm on us.
Culture, explained Ogbu Kalu (1978) provides order and guidance for social
behaviour. It is the distinctive way of life of a people, their complete design for living.
It refers to the gamut of the knowledge, beliefs, custom, traditions and skills that are
available to the members of a society. Cultures, he noted, are man-made rather than
God-given. They are designs, prescriptions and responses which are deliberately
fashioned to guide all aspects of a people’s life as they endeavour to tame and
subordinate a given physical environment. Hence, blackness just as whiteness, says
Okafor (1984) is a neutral colour and none superior to the other in the same way that
no culture is superior to the other. He regretted that by the complex system of
domination and exploitation, the Western man used a monumental array of complex
and sophisticated conditioning techniques to glorify whiteness and the Whiteman and
to debase blackness and the black man. And the black man unfortunately yielded
completely. It reminds one of John B. Watson’s (1925) assertions.
“Give me a dozen healthy infants, well formed, and my own special world to bring
them up in, and I’ll guarantee to take any one of them at random and train him to
become any type of specialist I might select – doctor, lawyer, artist, merchant-chief
and, yes even beggar man and thief, regardless of his talents, penchants, tendencies,
abilities, vocations, and race of his ancestry.”
Hence, Kalu (1978) would argue that “perhaps the most devastating instrument of
colonialism was education, the deliberate effort to condition the minds of individuals.
But should we just fold our arms and swallow everything hook, line and sinker?
We prefer foreign foods made by a people as dictated by their own environment
which foods are not good for our health according to the dictates of our own
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environments. We deplete our economy by that importation; develop some illness by
eating such unhealthy food and go on to import drugs to treat the illness that arose
from the unhealthy food we imported. Call it a vicious circle.
It is good a feeble attempt is being made, may be we are becoming more discerning
and discriminating that it is not everything that glitters that is gold. There is now a
strong campaign towards using the indigenous herbs to treat ailments like diabetes,
stroke and the like. Earlier, our own native doctors were referred to as “unorthodox.”
But some of our indigenous herbs have been found to be more efficacious in treating
these ailments not being amenable to adulteration, irrespective of their shortcomings.
But a prophet is not without honour except among his own people. That should not
be, hence we call on musicians to launch an aggressive campaign that will aim at
giving effect to the “boycott all boycotables” slogan of the late Mbonu Ojike. This will
make us healthier, give us more employment, improve our economy and give us our
lost identity.
The role of the communication media in the cultural revival campaign
The mass media, which include the newspapers, magazines, radio, television, and
now the internet, constitute an important social force for the modernization and
regeneration of the society. They set agenda for the society and provide leadership
for societal upliftment. Through music, folk songs, news coverage, editorial opinions,
commentaries, features and cartoons, the media can mobilize and channel the
energies of the society to a desired direction. They can pass across the same
information to a heterogenous and amorphous audience simultaneously. No other
social institution is so equipped. The media have the power to bring about positive
changes for the betterment of the society be it in the area of the economic, social,
political or cultural.
Speaking recently in an interview with Radio Nigeria correspondents at Ikem, the
headquarters of Isi-Uzo Local Government Area, during a wrestling contest
organized among the youths to mark the celebration of the New Yam Festival, the
Chairman, Dr. Sam. Ugwu, lamented how our culture has been fully bastardized in
the name of westernization. The occasion was marked with cultural music and other
forms of indigenous entertainment. He used the broadcast medium to urge the
people to revive their dying culture and promised to make the annual Iwa ji festival a
tourist attraction that can generate revenue for the Local Government.
The West African Pilot, a nationalist newspaper founded by the late Nnamdi Azikiwe,
among other newspapers, mobilized Nigerians to wrest power from the colonial
overlods. According to Aniagolu (1993), so hot was the Nigerian press against the
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British in those days that the matter was brought before parliament in England. The
Rt. Hon. Anthony Eden was the Prime Minister of Britain. He was so incensed with
what was coming from the Nigerian Press that he described the Nigerian Press as
“the Broad Sheets of West Africa,” (p. 1).
He added that everybody in Nigeria appeared to welcome the stance of the press
against Britain. The press, he noted, focused accusations of exploitation, of
discrimination and of oppression against Britain and this forced them to quickly
embark on series of constitutional amendments that culminated in our independence.
In recent years, the press detected and fought against the hidden agenda in the
concocted and deceptive democratic process of returning the country to civil rule by
the military junta headed by Ibrahim Babangida. It fought against Obasanjo’s Third
Term bid. Even in the pre-independence era, the Iwe Irohin, the first newspaper
published in Nigeria, took time to teach people good social habits aimed at keeping
the people healthy and forestall such illnesses like cholera and dysentery that now
ravage many communities. In its editorial of 18 July, 1984, (as cited in Okonkwo,
1980) the paper observed: “If we follow one of those sprucely dressed young men
(to their homes) perhaps you will see the house unswept, the agidi leaves of the
week cast outside the door for the wind to sweep away when dry… In our opinion,
the native who wears his country clothes clean and tidy, and keeps his house well
swept, his cooking vessels washed and put away, that has a clean mat to spread on
clean ground for a visitor, a clean cup… and clean cold water to put into it… shows
the better civilization (p. 161).
The paper, said Okonkwo, frowned at the uncivilized custom of women walking about
with their breasts uncovered and clothes so badly put on that they needed to be
readjusted every few minutes. It equally condemned the habit whereby the best
clothes were preserved for Sundays while people, especially children, would walk
about in the worst of clothes.
I have used the few examples to show that the communication media have the
potent force to turn the society for the better through education and information.
According to Aririguzoh (2004) the mass media are seen as societal mirror with
which the society looks at and repairs itself. She agreed with Dewey (1927) that
communities use the process of communication and the communication media to
create and maintain the culture bonds that sustain them. The media impinge on the
socio-culture by the way we create, share, learn and apply culture in our daily lives.
She noted that the media affect the society because they affect how culture is
created and sustained, adding that culture is the learned behaviour of members of a
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given social group. She pointed out that no society is culturally barren that it has
nothing to offer and none so self-sufficient that it has none to borrow from others.
She concluded that the media report changes in culture, shared understandings and
social norms. Whatever the media reinforce is usually reinforced in the society. She
cited an instance of how Michael Jackson, the popular American musician, wore
“jump up trousers” on stage and all the young men and women took off to either cut
of their trousers or made new ones to look like him. The same experience was
observed when the late Afro beat musician, Fela Anikulapo-Kuti, embraced hard
drugs and other unconventional life styles, and many young people copied him.
Hence, the press can positively revive our culture, though selectively, by producing
role models who uplift our cultural habits so as to guide the future generation aright.
The media must rise to the occasion and launch a full blown campaign toward
cultural revival for a people’s culture is the fulcrum around which their very existence
revolves. Highlighting the importance of culture, Obiechina (1978) noted that:
“culture and arts, because they form a solid basis for mobilizing and
channelling human emotions, also provide one of the strongest forces for
consolidating a people’s response when they are threatened or oppressed as
a collectivity. Culture and the arts become those people’s ready-to hand
weapon for fighting back and answering the challenge of the oppressors, (p.
270).”
He regretted that the words “assimilado”, “deracine”, and “evolue” crept into the
language of cultural description in Africa and African peoples suffered an ignominy,
perhaps more devastating than the slave trade, because it struck at the very heart
and soul of the peoples’ way of life, self-respect and their self confidence as human
beings. He lamented that only very few people have been so culturally westernized
that they have become those whom Frantz Fanon calls “Blacks Skins, White Masks”,
blacks whose souls are whiter than snow. It was these Europeanized Africans that
John Paign Jackson, editor of the Lagos Weekly Record, referred to as “a nondescript, a libel on his country, and a blot on civilization.” Africa has become one
huge colony of such nondescript.
In addition to Christianity and western education that wrought havoc on African
culture, the introduction in 1932 of the wired radio system by the colonial masters
completed the circle of cultural imperialism especially in Nigeria. The programmes
carried by the radio were prepared by the BBC and broadcast to Nigerians. This
opened the gate for unrestrained flow of culturally unsuitable foreign programmes
into Nigeria, compounded by the neo-liberal philosophy of the Western industrialized
countries of Europe and North America. And radio has been described by
researchers as the most potent mass disseminator of culture and information the
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world had ever possessed. As noted by Enzenberger (1974), Jhally (1987) and Hay
(as cited in Aririguzoh, 2004), the media, especially the radio, are deeply involved in
the commodification of culture. For this, the media are seen as an industry
specializing in the production and distribution of cultural commodities, and by so
doing have also created disruption of the community life. Thus, local cultures have
been subverted and pseudo cultures are created and used to transform daily life in
all facets.
According to Modum (1978), one of the things that first struck the British
ethnographer about African traditional societies was the sheer numerical importance
of ritual festivals and ceremonies. He noted that the earliest Europeans who came to
Africa were so struck by the number and frequency of such ceremonies that they
thought our people had nothing else to do. But the truth, he said, was that every
human society has its peculiar norms which not only characterize it but also
determine the life of its members. The colonizes did not know that these cultural
festivities served as a tool for reinforcing the social bond that hold the people
together, among other values they cherish. The occasions helped people to know
their blood relations as they exchange visits during the festivals, thereby forestalling
the incest taboo that has become rampant these days.
Today, local or folk culture has fallen into disrepute and people are ashamed to even
speak their dialects and mother tongues. Story telling and music making have
declined. The elderly people no longer gather the younger ones under the trees
during moonlights to tell folk stories and sing songs which served as a forum for folk
education and recreation. Peer groups and age mates no longer engage in wrestling
competition, which is more entertaining than that of the white man where fighting and
wounding of contestants are branded wrestling. What now obtains is that nuclear
families gather in front of the television set in the family room to watch the culturally
disruptive movies and popular cultures from the west that debase the morals and
traditional norms that hold the people together. They learn how to kill, maim, kidnap
and steal. Whatever the media approve of become the in-thing. Hence, the media
can do and undo. We therefore advice that government and media owners should
channel the power of the media towards programmes that have redeeming social
values to save the African culture from total extinction.
Conclusion
In one of his works, Ezekiel Mphalele (as cited in Kalu, 1978) expressed serious
doubts about the campaign for cultural revivalism and festivals. According to him
“what would be the point of moaning about our traditional culture much of which has
been knocked about as a result of military conquest, economic and industrial
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activity… To fight a rearguard action by trying to revive pure traditional culture…
would be unrealistic and even fatal… (p. xi)
We beg to completely disagree with this position. Recently the Newswatch
Magazine (September 13, 2010) with the caption, “Best of African Caribbean Culture
on Display” (p. 44) reported how Nigerians and thousands of nationals of many other
countries in London jubilated at the Nothing Hill Carnival held in the United Kingdom.
The rebranding campaign which we have been talking about includes promoting the
desirable aspects of our culture. To this, we agree with Bright Chimezie that what we
are saying is not that we should not emulate, but that we should not jettison our own
culture.
As stated earlier, no culture is so sterile that it has nothing to offer and none so selfsufficient that it has nothing to borrow, hence culture is said to be dynamic. What a
people should do is to incorporate some desirable aspects of foreign culture into
theirs and not to throw away their own way of life as dictated by the environment in
which they find themselves. Those that live in riverine areas device means of
surviving there so also are those that live in rocky and mountainous environment.
When we revive our culture, our children will learn better, our economy will improve
as we eat our local dishes rather than depending on imported ones. Our cultural
industries will employ more hands and this will reduce unemployment and the
attendant untoward social consequences. The mass media can help us in this allimportant continental assignment. The Coal City FM, the Ebonyi State Radio, Unity
FM and the Purity F.M, Awka, have taken the lead in admonishing the Igbo not to
be ashamed of speaking their language. We urge all the African musicians and the
media to rise to the occasion before our culture goes extinct.
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Abstract
Contemporary perception of prison term has shifted from mere punishment to
correctional, rehabilitation and transformation of prisoners. This is informed by the
need to prepare prison inmates for life outside prison and to facilitate their reintegration, to enable them contribute meaningfully to the socio-economic
developments of their various societies. This is also stimulated by the need to
preserve the basic human rights of prisoners for life after prison period. Efforts at
rehabilitating prisoners have taken various shapes and forms in response to societal
and cultural needs of given social contexts. Significant among such efforts is the
training in skill acquisition in trades such as carpentry, tailoring, wood work, welding
etc. Other efforts seek to develop the natural endowments of inmates such as in
hand craft and arts. Exploration of the contributions of music to the rehabilitation of
prison inmates within and outside prison seems ignored in the rehabilitation
processes. Thus, there is almost no data on the subject. This study is concerned with
investigating the roles music plays and can play in the rehabilitation of prison inmates
in Nigeria, using the Nsukka prison in Enugu State as a case study. It makes a
proposition for a kind of semi-formal music education programme aimed at equipping
inmates with musical skills for potential living outside prison. The study is pursued by
means of field work, applying the instruments of discussions and unstructured
interviews with randomly selected five inmates and two prison warders to ascertain
their views about music as an instrument for rehabilitating prison inmates. Relevant
secondary sources existing on the topic are consulted also.
Keywords: Prison, Prisoner, Rehabilitation, Music education, Society
Introduction
The 1999 constitution of the Federal Republic of Nigeria makes provision for prison
and prison term for any person so convicted by an established law court in the
country. According to section 35 of chapter four, sub-section 1 (a),
every person shall be entitled to his personal liberty and no person shall be
deprived of such liberty save in the following cases and in accordance with
a procedure permitted by law - (a) in execution of the sentence or order of a
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court in respect of a criminal offence of which he has been found guilty
(p.19).
On the above circumstances a citizen of Nigeria could lose his/her basic right to
freedom, temporarily or permanently, in the case of life sentence. Appropriate
structures/instruments of government (judiciary, police force, prison services, etc) are
given the responsibility of handling cases relating and leading to prison terms.
Government also makes provision for the establishment of prison structures for
different degrees of offences. Thus, prison facilities are found in the capital cities of
Nigerian states.
According to Jefferson (2007), “Prisons and prison guards in Africa remain
understudied and ill understood and are most often represented in the literature as
objects/subjects of critique or targets of reform.”A study by Research Development
and Statistics (RDS), Home Office, of 2005 shows that:
Nigerian prison and detention conditions remained harsh and life
threatening. Most prisons were built 70 to 80 years ago and lack functioning
basic facilities. Lack of potable water, inadequate sewage facilities, and
severe overcrowding resulted in unhealthy and dangerous sanitary
conditions. Some prisons held 200 to 300 percent more persons than their
designed capacity.
Evidence gathered from interaction with prison inmates in the course of this research
showed high-level of diseases in Nigerian prisons. Prison facilities had poor
ventilation and are mostly overcrowded. With poor food supply, inmates sometimes
provide their own food. “Only those with money or whose relatives brought food
regularly had sufficient food; petty corruption among prison officials made it difficult
for money provided for food to reach prisoners. Poor inmates often relied on
handouts from others to survive.” Overcrowding forces many inmates to sleep on the
floor. Undoubtedly, harsh conditions exist in Nigerian prisons. According to the NGO,
Prisoners Rehabilitation and Welfare Action—PRAWA (2008), “Dead inmates were
promptly buried on the prison compounds, usually without notifying their families.”
The harsh and dire situations in most Nigerian prisons stem from the colonial
perception of prison as a form of punishment rather than correctional. The rationale
behind this kind of perception is to deter people from further crimes. It is believed that
experiences of prison inmates would lead to less crime by the same people when
they leave prison. It is also believed that sharing their experiences with members of
their various societies would present a scary picture that no one wants to experience.
It seemed to be a logical reasoning. Underlying such experience, however, is a
dehumanizing experience that forms part of such persons for the rest of their lives.
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They become incapable of proper functioning in the society and, in most cases,
develop a sense of worthlessness. They become handicapped as they can no longer
be re-integrated to the society emotionally and mentally. Without jobs and skills such
persons resort to further crimes in a sheer bid to survive. This is particularly so if the
period of incarceration is quite long. According to prison officials interviewed in the
course of this research, it was noticed that most prison inmates before the late
nineties were not first time offenders. Many of them complained they could not
function in the societies as they were no longer empowered to live any meaningful
life after their prison terms. It became imperative for complete restructuring and repositioning of the concept and perspectives on prison and prison term. The idea of
correctional or transformational rehabilitation was internally accepted in Nigeria as it
is in many countries of the world such as America and South Africa. Indeed, America,
South Africa and Britain have the Department of Correctional Services rather than
Prison Services as it is in Nigeria. Rehabilitation comes in different forms and involve
processes as deemed appropriate for prison inmates in different contexts. Some of
them are highlighted here.
An overview of prison rehabilitation
Rehabilitation (a form of remedy) of prisoners is a global need that aims at refocusing
prison inmates to pursuing better forms of living and to contribute their very best to
societal development after prison terms. Human right provisions around the world
mandate handling of prisoners in a manner that respects their basic human rights.
This includes assistance by the government to enable them develop basic morals,
skills and desire to become better persons in the society on release. Thus, efforts are
made to ensure that while incarcerated, inmates still experience human care,
humanness and simple love. Though these are not always guaranteed, countries
around the world have embraced different rehabilitation efforts targeted at prisoners
and prison as a societal structure. Although rehabilitation also entails structural,
which targets better living conditions, better health and care provisions, improvement
of prison infrastructure, etc., the focus in this presentation is on aspects of
rehabilitation that target prison inmates as human beings. Such forms and processes
of rehabilitation intend to ensure adequate re-integration of inmates in their various
societies after their prison terms.
According to the Insight Prison Project—IPP (2008), a community based non-profit
organization in the United States of America, their goal is:
…for prisoners to break their cycle of recidivism and avoid re-victimizing the
public. Therefore, IPP's programs focus on a socialization process, a
process of transformational re-education that is specially designed to bring
about a shift in ingrained patterns of harmful and destructive behavior,
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enable men to make life-enhancing choices and integrate them into lasting,
positive behavior.
Similarly, Breath Smart Prison Programme in Denmark is a rehabilitation programme
aimed at re-integrating ex-prisoners to their societies and break cycles of violence.
SRIJAN (Social Rehabilitation of Inmates in Jail and Aiding the Needy) was started
in India, which is an organization that teaches vocational skills during confinement,
and empower inmates with skills that would make them independent on their release
(SRIJAN, 2007).
Rehabilitation therapy for prisoners is common in the developed countries. This
focuses on addressing psychological needs of prisoners. In the same token, church
groups and ministers of God have been on the lead for moral rehabilitation of
prisoners around the world by organizing prison ministrations, moral lessons, music
ministrations, material gifts, etc. Charity organizations and non-governmental
organizations have also played their part in giving prisoners a sense of belonging
through material gifts, words of encouragement, moral advice, etc. Prisoners have
also been encouraged to pursue skills acquisition which they could employ for
livelihood in the society. Many of them have learnt wood work, masonry, carpentry,
tailoring, arts and crafts, metal works and mechanic, farming, etc. In consistent with
Onyeji’s (2009) report, prisoners in South Africa have employed their skills in building
projects that led to donation of houses to very poor people. They also regularly apply
their learnt skills in the up-keep of prison facilities. Most importantly, he disclosed that
some correctional centers have organized choral groups made up of prisoners that
perform during their church services and have also done some presentations on the
national television, South African Broadcasting Corporation (SABC). These choral
groups aim to reach the emotional depth of inmates, to reawaken their sense of
aesthetics, creativity and team spirit that could be employed in the wider society on
release.
According to Expert Panel on Corrections Reform (2007) in California,
The key to reducing the number of inmates who return to prison lies in
matching the needs of individual inmates to evidence-based rehabilitation
programs...Preparing offenders for a crime-free and successful life upon
release will ultimately improve public safety.
One of the recommendations of the panel is to “modify community based programs
to ensure they target the crime patterns of offenders, meet their basic needs upon
return, and identify risk factors in their home community.”
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In the Nigerian context, prison rehabilitation has taken similar forms and processes
as found in many countries of the world. Prison inmates have been encouraged to
develop their basic skills in ways that would benefit them on release such as in the
learning of trades and handicrafts. Church, charity groups, government
establishments, parastatals, individuals, social associations, fellowship groups, etc.
have also contributed greatly to giving prisoners a sense of belonging leading to
some forms of rehabilitation. Quite often also National Youth Service Corps members
visit prisons in Nigeria, including Nsukka prison, with material gifts to alleviate their
problems. Sadly though, some of the gifts do not get to the targeted recipients as
confirmed by some inmates.
Music potentials amongst prison inmates
Singing of songs and music making appear now and then in the rehabilitation
activities of churches and fellowship groups that visit prisons. Also personal/selfmotivational efforts of inmates through music are noticed in prisons. However, it does
appear that the prospect of music for rehabilitation of prisoners in Nigeria is ignored
or unrecognised by government and prison officials. While music is a special
vocation that could be employed in life-long human economic/creative empowerment,
it is not considered as a special form of rehabilitation that could be of immense
benefit to prisoners on release. Although many of the inmates may possess talent
and skills for music as possible vocation, this aspect of prison rehabilitation has not
been pursued. It would be necessary at this point to present a general survey of the
potential of music and music education in human social transformation that could be
explored in the rehabilitation of prisoners in Nigeria and elsewhere. This would offer
a framework that justifies the proposition for music as an instrument for social
rehabilitation of prisoners for effective functioning in the society.
Music education and social transformation
According to Onyeji (2009:38), “the means for social transformation vary. The
specific choice and nature of its application is determined by the needs and realities
as well as available tools to an individual or society”. For instance, McCammon
(2007), states that Boal and Brecht sought transformative social interventions
through theater. Brecht advocated a theater from where the audience members were
active learners who could use their learning for social transformation, while Boal
engaged participants rehearsing strategies for personal and social change. Music
offers a platform for social transformation also. This could be pursued by means of
music education.
According to Akumah (2004), “Education is generally perceived to be the process of
discipline through training and study in the acquisition of skills and knowledge” (p.
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202). His definition highlights two key facts—acquisition of skill and knowledge. In
another definition, Ezeocha (1985), sees education as “preparing men to face and
surmount the challenges of life. This means that it prepares men for worthwhile
living”. This definition relates education to the provision of social needs of man. In his
contribution, Okafor (1992) views education as “a process of acculturation through
which the individual is helped to attain the development of his potentialities, and their
maximum activation when necessary, according to right reason and to achieve
thereby his perfect self-fulfillment”. His definition points at an all-round development
of the potentials of a person for effective functioning in the society. Going by the
general definitions of education given above, music education could be defined as a
process of training and study in the acquisition of skills and knowledge in music for
effective functioning in the society. It encompasses a broad training for the
acquisition of skill and knowledge of theory, practice, creativity, education,
appreciation and performance of music in diverse cultural and stylistic forms. Thus,
proper knowledge and skills in music acquired through the processes of music
education offers one enabling grounds for social integration, proper functioning and
social transformation in a given context.
There is the perception that the words, thoughts and deeds of individual human
beings are profoundly influenced by the nature of the social circumstances in which
they occur (Martin, 1995; Mueller, 2002). This has motivated studies in sociology of
music to focus on “music as a social product, social resource and social practice
(Martin, 1995),” and “music as device of social ordering; music’s social powers
(DeNora, 2000).” Many experts are increasingly becoming aware that music may
influence people’s conducts, experience of passage of time, and feelings about
themselves, others and situations (DeNora, 2000). Hargreaves, Marshall and North
(2003) believe that “all musical behaviour is social because musical meanings are
socially and culturally constructed”. Musical thought promotes social cohesion and
communicates many messages through song texts and dance features (Kruger,
1999: 124). According to Skyllstad (2007: 1053), “music plays positive role in
facilitating social integration, and conflict transformation”.
The above submissions corroborate the position that music is a potent tool for social
change resulting from its intrinsic nature to influence and effect change in people. As
a vocation, it offers enormous opportunity for self-exploration in creative terms. It
offers the platform for social interaction that influences personal views as well as
motivates empathy for fellow humans and social/emotional interconnections. Its
ability to engender collaboration makes it ideal for social integration in any given
context. In most societies of the world, the result of musical creativity takes
precedence over the background of the musician. This accounts for the successes of
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many pop musicians who may not necessarily be morally upright. Thus, music could
offer ex-prisoners the means of transcending their background and reach out to the
society in their new and rehabilitated selves. If properly explored, it could motivate
prison inmates to discover their hidden creative talents they could develop for lifelong skills in their various societies after prison. This is in addition to music’s potential
to alleviate emotional stresses and mental frustrations of prison term. Therefore,
music could be employed in the dual processes of calming the emotions of prisoners
to cope with prison conditions and at the same time equipping them with skills
needed for social transformation and re-integration in the society on release.
Music and rehabilitation programmes in Nsukka prison
According to the Superintendent in-charge of Nsukka Prison at the time of this
research, Mr. Ben Opara, a native of Owerri in Imo State, since the establishment of
Nsukka Prison, it has grappled with changing phases of perspectives on prison terms
like any other Nigerian prison. According to him, it is a contemporary view that prison
term should not be essentially to punish offence but to educate offenders on the
alternatives to crime as well as to empower them to pursue those alternatives on
release. In his view, various options exist in these alternatives which can be achieved
first through mental, moral and emotional rehabilitation and individual choice to
pursue decent life on release. As such, the prison makes provision for moral
transformation of prisoners through exposing them to church programmes and
activities, fellowship groups and ministrations by pastors. Indeed, churches within
Nsukka appoint chaplains to conduct services for prisoners and give moral talks to
them.
Some rehabilitation activities of the prison include inculcating a sense of respect for
the dignity of labour through farming, and clearing of fields. They also engage in
hired labour for private individuals. Most importantly though, older prison inmates that
have acquired skills in carpentry, woodwork, shoe mending, tailoring, etc. assist new
and interested inmates to acquire the various skills. Such skills are applied in the
daily lives of inmates to keep prison infrastructure. It is believed that on release, exprisoners could start off with such skills in their various societies as means of
livelihood instead of going back to crime. It would be possible to have them reintegrate themselves with such skills in their societies while looking for other means
of survival instead of crime.
On the prospects of music as a means of rehabilitation for prisoners, the
Superintendent emphasized his belief in the prospect of music as a rehabilitation tool;
though two other prison warders disclosed their lack of awareness of how that could
be pursued in the prison context. Mr. Opara disclosed that prisoners sing songs on
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their own during gatherings and labour, which they think helps them cope with stress,
but that equipping prisoners with musical skills has not been considered in the
Nigerian context. According to him, the Prisons Band in Enugu is for warders only.
The warders mentioned that some inmates have shown some signs of creative ability
in music but the prison is not considering any prospects in developing that as a
means of rehabilitation at the moment. The warders however agreed to the possibility
of an ex-prisoner becoming a respected musician later in life. They also agree that
such skills could transform the perception of ex-prisoners and lead to their effective
contribution in the society. They accepted that through their music, they could reach
out to potential offenders and change their attitude to life. Mr. Opara reiterated his
interest to have such rehabilitation programme started in his time as the
Superintendent of Nsukka Prison.
The researcher’s interaction with selected inmates (who pleaded anonymity and this
was respected) showed that although they do not specifically think of becoming
professional musicians, they believed in the possibility of an ex-prisoner becoming a
respected musician if he/she has the talent. According one of them:
We sing songs (gospel and popular, etc.), and dance to music. Some of
us are good in music but we do not think seriously about it since no one
would help us in producing albums. We do not have instruments and no
one is ready to teach us. We sing Onye sub’achara (the song below)
sometimes when we are clearing fields. It helps us do the work without
much pain.
(Translated from the discussions)

Another prisoner added, “Yes, the society will respect us if we engage in music and
sing against crime. They would respect us if they see us as serious musicians that
are not involved in crime.”
According to one of the warders,
It would be good to teach inmates to play instruments and make music,
but I’m not sure the government will consider the expenses involved. We
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have not also thought about having prison choir since most of us are not
trained in music. But we would like it if the Department of Music could
assist us with such services once in a while.
From the responses, it appears that while the prison establishment in Nsukka has not
thought of music as an instrument for rehabilitation and social transformation of
prisoners, they believe in the possibility. Although they have their concerns about
sponsorship of the training programme, they accept the prospects of acquisition of
musical skills through music education as a means to proper integration of exprisoners in their various societies. They also understand the effectiveness of music
in coping with social, mental and emotional stresses of prisoners while in prison.
Prospects of music education for rehabilitation of prisoners in Nigeria
As a vocation, training in music has the prospect of empowering people in varied
ways. Some core prospects of music education that could benefit prisoners in the
rehabilitation process include the following:
1. Music education enables skill acquisition on musical instruments and performance
that could be employed in creative and economic empowerment. As such, prisoners
could be given some basic training on the study and performance of selected musical
instruments. Armed with such skills, they could become relevant to their societies in
creative terms. They could also pursue further training in their chosen instruments on
release.
2. Music education for prisoners could and possibly would lead to talent development
of potential musicians locked up in prison. Such talents could be stimulated to
blossom and be of immense benefit to the society.
3. Skills and proficiency in music through education of prisoners could lead to social
transformation that would be mutually beneficial to the society and ex-prisoners. In
this instance ex-prisoners would be motivated to re-focus themselves in their social
commitments to the society by pursuing credible means of livelihood through music.
4. Music education of prisoners could lead to creative freedom that may be of
immense benefit to the society and ex-prisoners. In this case they would be
empowered to explore their creative potentials as a means of reaching out to the
society for social acceptance.
5. Such empowered ex-prisoners could become crusaders of moral re-awakening
among members of the society through their music. This could positively impact on
possible deviants leading to social transformation.
6. Such musical training could become a strong source of motivation for coping with
prison life.

Nsukka Journal of Musical Arts Research

151

The prospects of music education in the rehabilitation of Nigerian prisoners:
A case study of Nsukka prison Elizabeth Onyeji
Recommendation
Based on the following prospects of music education for the rehabilitation of
prisoners, a kind of semi-formal music education programme aimed at providing
musical skills to interested/talented prison inmates as a form of rehabilitation is
hereby proposed. Such programme could involve weekly or bi-weekly training by
different experts on different musical instruments (keyboard, guitar, wind instruments,
brass, percussion) and in choral music. A prison’s choir would be a welcome option.
The Federal Government could pursue this as a rehabilitation programme or
Departments of Music could take it up as a form of community service to the Nigerian
society.
Conclusion
Rehabilitation of prisoners is as important to Nigeria as it is to different countries of
the world. This results from the need to re-integrate ex-prisoners to the society to
break the cycle of crime, and by empowering them to contribute meaningfully to their
various societies in different ramifications of life. Different programmes and
processes have been engaged in pursuant of this objective. This covers moral, social,
economic, mental and psychological rehabilitation programmes. While music
education possesses great potentials for the achievement of the rehabilitation
objective, it has not been explored in Nigeria due to lack of awareness of its
potentials and some reservations on the technicalities of its application. The case
study of Nsukka Prison provides a microcosm of existing situation in Nigeria. This
study highlighted some prospects of music education in the rehabilitation of prisoners
and recommends its pursuant in order to explore the inherent benefits for Nigerian
prisoners and the society in general.
References
Akumah, E. (2004). Concept of functional education. In R. C. Okafor &
L. N. Emeka (Eds.), Nigeria Peoples and Culture, (pp. 200-216). Enugu:
New Generation Ventures Ltd.
DeNora, T. (2000). Music in everyday life. Cambridge, MA: Cambridge University
Press.
Ezeocha, P. A. (1985). School managements and supervision. Owerri: New African
Publishing Co. Ltd.
Expert Panel on Corrections Reform (2007). News. Retrieved July 1, 2008, from
http://www.cdcr.ca.gov
Federal government of Nigeria (1999). Constitution of the Federal Republic
of Nigeria. Lagos: Federal Government Press.

Nsukka Journal of Musical Arts Research

152

The prospects of music education in the rehabilitation of Nigerian prisoners:
A case study of Nsukka prison Elizabeth Onyeji
Hargreaves, D. J., Marshall, N. A., & North, A. C. (2003). Music education in the
twenty-first century: A psychological perspective. British Journal of Music
Education, 20(2), 147-163.
Home Office Science and Research Group (2005). Research Development and
Statistics (RDS). Retrieved June 25, 2008, from http://www.homeoffice.gov.uk
Insight Prison Project (IPP) (2008). News. Retrieved July, 4, 2008, from
http://www.insightprisonproject.org
Jefferson, A. M. (2007). Prison officer training and practice in Nigeria Punishment &
Society, Vol. 9, No. 3, 253-269 SAGE Publications. Retrieved June 30, 2007,
from http://pun.sagepub.com/cgi
Kruger, J. (1999). Singing psalms with owls: A Vender twentieth century musical
history. African Music 7(4), 122-146.
Martin, P. J. (1995). Sounds and society. Themes in the sociology of music.
Manchester, England: Manchester University Press.
McCammon, L. (2007). Research on drama and theatre for social change.
International Handbook of Research in Arts Education, 2 (16), Dordrecht:
Springer, 945-964.
Mueller, B. (2002). Perspectives from sociology of music. In R. J. Colwell & C. P.
Richardson (Eds.), The new handbook of research on music teaching and
learning (pp. 584-603). New York: Oxford University Press.
Okafor, R.C. (1992). Concept of functional education. Journal of General Studies,
1(3), 40-46.
Onyeji, C. (2009). Social transformation in South Africa through musical arts: A
Tswana experience. Journal of Musical Arts in Africa, 6, 35-58.
Skyllstad, K. (2007). Music in peace education and conflict transformation: Nordic
perspectives. International Handbook of Research in Arts Education, 2 (16)
Dordrecht: Springer, 1053-1054.
SRIJAN (Social Rehabilitation of Inmates in Jail and Aiding the Needy) (2006-2007).
Prisoner rehabilitation. Retrieved July 7, 2008, from http://artofliving.org

Nsukka Journal of Musical Arts Research

153

Popular music and socio-cultural integrity: The contributions of
E. C. Arinze
Ikenna Emmanuel Onwuegbuna
Department of Music,
University of Nigeria, Nsukka,
Enugu State.
ikenna.onwuegbuna@unn.edu.ng
+2348035639139
Abstract
A popular opinion held by the pioneer academic musicians is that such virtues as
moral uprightness, rectitude, probity, decency, sincerity, and candour are clearly
unpopular with the professional popular musician. Dismissing further the sociocultural integrity of the popular musician, the academia has argued that the popular
musical art is the domain of illicit sex, unwanted pregnancies, unhappiness, broken
homes and relationships, and inhuman desires. To the contrary, however, this study,
combining the empirical and the theoretical research methods, discovered that many
Nigerian popular musicians have, at one time or the other, been invested with
prestigious international and national honours, in recognition of their contributions to
the society as cultural ambassadors of the nation. The contributions of E. C. Arinze,
a pioneering exponent of the highlife popular genre, are discussed to portray the
socio-cultural integrity of the Nigerian popular music.
Introduction
Integrity is about the possession of esteemed moral principles that are valued,
protected, defended, and steadfastly preserved. The man of integrity is the one with
honour; he is easily credited with uprightness, honesty, righteousness, decency,
sincerity, probity, and candour. Socio-cultural integrity, therefore, concerns itself with
the esteemed moral principles that are implied in, related to, defined and upheld by
the social and cultural institutions and expressions of the human civilization. Music,
as a human activity and a socio-cultural artifact of the human civilization, cannot help
but fall in line with the socio-cultural integrity of same human environment; same
applies, even more so, to the musician. However, a disturbing dichotomy has existed
between the academic/art musician and the commercial/popular musician in matters
of socio-cultural integrity.
While Ekwueme (2004) dismisses the possibility of the cultural relevance of the
Nigerian popular music, accusing the musician of having no professional musical and
little general education; he also contends that Nigerian pop musicians lack the
discipline to play or sing in tune, harmonize imaginatively, articulate distinctively,
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vocalize artistically, vary their basic structures, or even move in properly
choreographed, spectacular, pleasing and artistic dance forms. Similarly, Onyeji
(2002) reports that the pop musician’s image is blighted by such aspersions as illicit
sex, unwanted pregnancies, unhappiness, broken homes and relationships, and
inhuman desires. To the contrary, however, this study discovered that many Nigerian
popular musicians have, at one time or the other, been invested with prestigious
international and national honours, in recognition of their contributions to the society
as cultural ambassadors of the nation. Extant records (Waterman, 2010) show that
the Nigerian juju pop music exponent, I. K. Dairo, was invested with the prestigious
MBE (Member of the British Empire) in 1963, by the Queen of England, in
recognition of his musical ingenuity and cultural relevance. Other Nigerian pop
musicians who have been similarly honoured include Dr. Oliver De Coque (honoris
causa, Michigan State University, USA), Chief Stephen Osita Osadebe (MON), Nelly
Uchendu (MON), Commander Ebenezer Obey (MON), and Sir Victor Uwaifo, Ph.D.
(MON).
However, the life, works, and contributions of the octogenarian ace trumpeter, singer,
bandleader, and pioneering highlife exponent, E. C. Arinze, argue strongly for the
socio-cultural integrity of the Nigerian popular musician.
Birth and family background
Eleazar Chukwuweta Arinze was born to Mr. and Mrs. Nathaniel Arinze of Obosi, in
Idemili North Local Government Area of Anambra State, in March, 1930. Being the
first of five children in a Christian family, Eleazar was readily groomed into the role of
a pseudo-father to his siblings.
Early childhood experiences and influences
Eleazar’s primary education started at Obosi, from where he later transferred to St.
Peter’s School, Ogbete, Enugu. While in school, he joined the school marching band,
and also remained a chorister in the school choir—a tradition in the family laid by his
mother, who was also a good singer. During this period in his life, Eleazar was
exposed to two divergent musical cultures—the African and the Western. African
influences came from the traditional songs and dances of the Igbo tribe, while the
Western was in two shades. The choral Christian songs and hymns introduced by
the European colonialist, and the popular songs coming mostly from Southern
America combine to form the foreign musical influences on the young E. C. The
popular dance forms include meringue, mambo, twist, tango, waltz, and foxtrot.
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Education, apprenticeship and training
At age 19, as Eleazar finished his post-primary education in Enugu, he already knew
how to play the fluegal horn and read music written in tonic-solfa notation. These he
learnt as a member of the school band. Returning to his home town, Obosi, he
enrolled in the Teachers’ Training College, and upon graduation was posted to
Central School, Onitsha, to teach. The presence of a well-established school band at
Central School was a bonus for E. C. who was immediately appointed to the position
of the Band Master.
One of his major successes was leading the pupils to the last colonial Empire Day in
1959, before the Independence Day of 1960. His other contributions as the band
master include the introduction of the study of tonic-solfa notation in the school and
the graduation of instrumentalists in the areas of trumpets, euphonium, accordion,
and drums.
Fired by the flames of his achievements, E. C. decided to pursue music as a
career—the oppositions of his family notwithstanding. He relied on the support and
encouragement of friends and well-wishers, especially the late Justice Nkemena. His
father’s approval was eventually granted when it became clearly convincing that E.
C. was quite focused on his musical mission.
Professional career, growth and development
E. C. moved from Ontisha to Lagos, on the 2nd of September, 1963, at a time he
was already versed in the art of composing and arranging for dance band. At this
time, he had also developed the skill of band management. According to Idonije
(2000),
Arinze demonstrated this versatility with the Nigerian Broadcasting
Corporation’s Dance Band in the late fifties as a trumpet major. He was
not only able to read scores with ease, he was able to interpret them in
such a way that he gave his trumpet the full tone, dominating the horn
section with influences of Eddie Calvert and Louis Armstrong (p. 54).
Now a fully mature professional, he struck a deal with Umuahia born Abel Kanu, the
proprietor of Empire Hotel, Idioro, to provide live music for the hotel. Having arrived
Lagos with groups of his band boys from Onitsha, E. C. quickly formed two groups of
musicians. One group joined him in Empire Hotel, while the other he passed on to
Victor Olaiya who had a need for disciplined musicians at the time.
As the band business thrived, E. C. trained out two more groups of talented
musicians to populate the bands of Stephen Amechi and Lawrence Agu. As he
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gained in popularity, the demand for his music spread throughout Lagos and beyond.
His musical coverage extended to Ikeja Arms Hotel (now Ikeja Airport Hotel),
Lebanese-owned Eudo Bar, opposite Empire Hotel, and also the University College,
Ibadan. He also took his music to Abeokuta, Ijebuode, and Ijebuigbo. E. C. later left
Empire Hotel and moved to Kakadu Club where he consolidated his success as a
bandleader until the war broke off in 1967.
The civil war forced E. C. to flee from Lagos, and move down east with his family. On
returning to Onitsha, E. C. bought a new set of equipment and musical instruments
(having abandoned the old set in Lagos) to set up his band at Savoy Hotel. From
Onitsha he moved to Port Harcourt to fill the position of the resident band at Kakadu
Hotel, Mile II, Diobu. As the war raged, he left Port Harcourt for his hometown, Obosi,
where he opened another Kakadu Club and ran a scanty band. As the political
instability in the country became more devastating, the quest for survival drove E. C.
into other means of exploring his creativity. He veered into organizing small bands of
flutes, fife, and harmonica that entertained homes during the war.
At the end of the war in 1970, E. C. returned to Lagos only to find out that the
equipment and instruments he left at Kakadu had all vanished. A truly detribalized
Nigerian, E. C. was assisted by Benue-born Edwin Ugu to acquire a new set of
equipment and instruments; but then, Lagos was no longer the home of highlife that
it used to be. Juju, apala, Afrobeat, and the then fledgling fuji were already
consolidating the grounds cleared by highlife music. Tribal sentiments on the other
hand, did not favour highlife, which was dominated by Igbo and Ghanaian musicians
who lived in Lagos. So, to survive and also feed his family, E. C. combined his music
business with pools betting and gaming—a trade he acquired through his Lebanese
friend, Mike, Atrib. Mr. Atrib, at the time, was the proprietor of Rocky Pools in Lagos.
The turning point came when the East Central State Administrator, Mr. Ukpabi Asika,
summoned E. C. to the state house in Enugu. Negotiating for the government, the
Personal Assistant to the Administrator, Mr. Umeadi, succeeded in getting E. C.
down to Enugu in 1973, where he became the resident band at government-owned
Hotel Presidential. As soon as he settled down to business he started reeling out a
rich repertoire of popular music, going beyond highlife to include jazz, calypso,
swing, and even reggae tunes. The ability to sing and play this variety kept Arinze
consistently relevant.
Patronage
The success and survival of Arinze’s music was due, largely, to the availability of
funds to execute the plans of this versatile veteran. The funds were sourced mainly
Nsukka Journal of Musical Arts Research

157

Popular music and socio-cultural integrity: The contributions of
E. C. Arinze Ikenna Emmanuel Onwuegbuna
from the gate-takings at the various hotels where he performed. In his dexterous
approach to every matter of his life, E. C. made his own bills and posters, and
collected his gate fees, while the hotels sold their drinks to the throngs of audience
attracted by the music. The band was also patronized by show-promoters who
arranged musical tours in different cities where the band performed. This adroit
managerial abilities made it possible for E. C. to recruit musicians on full time, and
place them on monthly salaries—a feat that his contemporaries found very difficult to
emulate. E. C. Arinze also made money through record sales and royalties from
record companies. Between 1957 and 1961, he waxed on vinyl a total of 20 music
albums under the sleeve label of DECCA Record Company Limited, London.
On a number of occasions, the band had been commissioned to perform for various
divisions of government agencies. The opening ceremony of Western Nigerian
Television (WNTV), Ibadan was covered by the band; also, the commissioning of
Central Bank in Port Harcourt. The band was usually engaged in parties organized
by the governmental envoys and foreign guests.
Contemporaries, Collaborations, Controversies
The rhythm and pace of any era is dictated by the vibratory frequency of that time.
The gravitational forces tend to congregate the homogeneous species whose vision
and zeal tend to ignite a spirit of competition. Whether this competition is healthy or
unhealthy depends on the dominant factor of either of the two characteristic makeups of the competitors—their skills or their shortcomings. In the time of E. C. Arinze,
it was a healthy competition based on the pursuit of excellence in skillful
musicianship.
Amongst Arinze’s contemporaries were Bobby Benson, Sam Akpabot, I. K. Dairo, J.
O. Araba, Eddie Okonta, Eric Onugha, and Victor Olaiya. Others were Stephen
Amechi, Lawrence Agu, Charles Iwegbue, Bala Miller, and Roy Chicago. And across
the borders of Nigeria, E. T. Mensah of Ghana happened to have reigned at the
same period E. C. Arinze was making waves in Nigeria.
One of E. C.’s greatest attributes was his liberality in accommodating various
musicians—irrespective of their tribes or their stylistic tilts. Idonije (2000) agrees to
this opinion thus:
A trait for which Arinze was greatly admired by young musicians in those
days was his liberal attitude to the profession. He allowed sidemen who
had talent to come forward and exhibit it, whether he was a singer or an
instrumentalist. That was how Peter King and Victor Uwaifo developed
and later went their separate ways. But vocalist Ohunta was given the
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freedom at the time to record his songs with any recording company of
his choice. And he recorded Odun De and a tribute to the late President
Kennedy entitled Ologbe President J. F. Kennedy for E.M.I. He was
backed by E. C. Arinze’s band (p. 54).
Despite this copious magnanimity, Arinze’s name was still linked with tribalistic
controversies. Tunde Osofisan (2000), an ex-Roy Chicago singer insinuated this:
Before October 1, 1960, I looked for a band to render one of my
competitions entitled: Olowo Gbaya Ole… Somebody asked me to go to
E. C. Arinze. I did but he was not quite disposed to having the song,
perhaps because it was a Yoruba song (p. 36).
However, this assertion was nullified by the testimony of Idonije (2000) and other
records which show that Arinze’s musical patronage benefited non-Igbos more; like
Victor Uwaifo, Peter King, Victor Olaiya, and Etim Udoh. Even Exy Ohunta recorded
Yoruba songs under the sponsorship and personal support of E. C. Arinze.
Works and contributions
Within the span of 5 years, E. C. Arinze recorded a total of 20 albums for DECCA
Record Company Ltd, London. Most of these albums had hit tracks that made. E. C.
a household name in Nigeria and beyond. The titles of some of the works of Arinze
include Nike Nike, Nigeria’s Freedom, Ogbuefi Nnamdi Azikiwe, Ya Diba, Lumumba
Calypso, Ozo Emena, Freedom Highlife, and Ife Nkili.
The greatest contributions of E. C. Arinze were felt in the cream of expert musicians
and instrumentalists he graduated from his band into the field of professional
musicianship. The most successful of his products seems to be Sir Victor Uwaifo,
who served as a Commissioner of Culture and Tourism under the fourth republic
government of Chief Lucky Igbinedion, in Edo State. Victor Uwaifo, who today holds
a Ph.D. in communication arts from the University of Benin, Nigeria, joined E. C.
Arinze’s band in the mid 60s while Arinze was the resident band at Kakadu Club,
Yaba. Then Victor was an undergraduate student of graphic arts in Yaba College of
Technology, but found time to acquire the disciplines of a professional guitarist under
the supervision of E. C. Arinze.
Over the years, Victor has graduated into a multi-instrumentalist and a successful
bandleader. His fusions have evolved Mutaba, Shadow, Ekassa, Sasakossa, and
Akwete variants of the highlife genre. He has received awards at both national and
international levels. The students of University of Nigeria Nsukka knighted him when
he performed there in the ‘70s.
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Savouring the success of his ex-sideman, the octogenarian, E. C. Arinze (2010)
says:
Victor Uwaifo… he was still in school then. Somebody had told me about
him and I went after him. I got him and made my assessment. I found him
promising. That was how I knew he would make it, and he would also be
useful to me. He too started playing all kinds of music with the band—
dance music, European music, among others. Anybody who is talented,
teach him and he learns (personal communication, June 3, 2010).
Another huge contribution of E. C.’s was his graduation of Peter King from his band.
King was an apprentice saxophonist under E. C. Arinze in the late fifties. And Idonije
(2000) reports Peter King’s admission to the fact that it was Arinze who encouraged
him to travel abroad to study music. While abroad, Peter became the major arranger
and saxophonist for the international pop group, Bonny M. He returned to the country
to form his own jazz band in the late 80s. This day Peter King, popularly known as P.
K., has established a school of music in Badagry, Lagos.
Singer, Exy Ohunta and the late saxophonist, Etim Udoh both played and recorded
their solo works under E. C. Arinze. Other musicians who have benefited, one way or
the other from E. C. Arinze include Victor Olaiya, Stephen Amechi, Lawrence Agu,
(in whose band, Osita Osadebe apprenticed), and Eric Onugha. In a personal
interview with this researcher, Idonoje (2003) admits:
Arinze was highly respected for his musicianship and good qualities as a
bandleader. He had a genial and fatherly disposition, which attracted
young, talented musicians to his band. Like the Bobby Benson Orchestra,
Arinze’s band was a training ground for musicians. The difference was
that Arinze helped his own musicians to grow and go their separate ways
in order to establish themselves when they so desired (personal
communication, February 3, 2003).
Today, E. C. Arinze is a proud father of five sons and a daughter. All five sons and
the only daughter are university graduates. He is equally a grandfather with more
than ten grandchildren to his credit.
Conclusion
The terminal historical antecedents of Nigeria as a nation, which reflects the politicosocio-economic inflections, can be appreciated in three divisions. These divisions
identify “the undulating phases that has marked the nation’s checkered epochs”
(Dozie, 2001). They include the pre and post-independent (up to the first republic)
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period of 1930-1967, the period between 1968-1998, and finally the period from May
29, 1999 to the present time.
The period 1930-1967 was characterized by relative policy stability, incremental
economic growth, good external image, and a healthy competition. It was a period
when exertion of self-awareness of a people who were already fed up with the
dehumanizing dominance of a colonial rule became rife. Public enlightenment
became charged as urbanization facilitated communication between the once remote
settlements in the nation. The Nigerian nationalists, whose influx from overseas
became uncontrollable, championed this new awareness. It was within this period
that highlife music evolved as Nigeria’s indigenous popular style.
The pogrom in the North and the reprisals in the South resulted in the civil war, which
introduced the beginning of the events of the era of 1968-1998. It really became an
era of masquerading in inter-tribunal relationships in a nation of “one people, one
destiny”. The economist, Dozie (2001), notes that this period was fraught with
…white elephant projects, cement armada phenomenon, “essential”
commodities, disappearing windfall revenues from crude oil exports,
jumbo loans, 419 phenomenon, sycophancy, robbery, violence, great
distortion of national values under the military, and a near-complete
absence of standards at all spheres of national life (p. 8).
This period (1968–1998) saw a nation that was highly vulnerable to all forms of
foreign incursions. Alien commodities—which included music—were pushed on the
people through various media of communication super-highway. It was so terrible
that some community leaders accepted foreign currency to play hosts to toxic
wastes. Onyeka Onwenu (1984) described this period as an era of ‘Squandering of
Riches’. And some important riches that were equally squandered happened to be
our cultural heritage and our national pride.
In the current time, with the inception of our fragile nascent democracy, we are, once
again, negotiating another chance at re-engineering and restructuring the polity for
the better. This era has erupted a general explosion of native emotions, hence the
crusade for the revival of our socio-cultural integrity in the rebranding campaign. This
is where the values that guided the lives and works of our successful pioneer popular
musicians, like E. C. Arinze, should be given a serious consideration.
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Abstract
West African Examination annual results show that music is not a popular subject in
Nigerian secondary schools. This paper investigated the teacher factor to this
anomaly using the teachers at the University of Nigeria, Nsukka Secondary School.
The outcome showed that though the school, unlike most of her counterparts, had
enough equipment, music study ended at Junior Secondary School level; enrolment
at WAEC was very low; there was no choir, no dance groups, and band existed just
for morning assembly. It became evident that the teaching procedures applied by the
teachers could not motivate enough interest on their students to embrace music as a
school subject. The paper, therefore recommends that music teachers should apply
music learning theories in their classes to be able to offer logical and clear
justifications for music in the schools.
Introduction
The success of every educational programme depends, to a very large extent, on the
teachers. Whereas in many situations, the teachers contribute minimally to the
determination of the curriculum in terms of content and/or statements of broad
objectives, he or she has a lot at stake in the implementation. To succeed, the
teacher, standing on the fundamental basis: music and musicianship, should
perceive that he/she is a teacher, a disciplinarian, and administrator and a
psychologist (Leeder & Williams, 1930). In other words, apart from having the
knowledge of the subject matter, the teacher should be resourceful, educative, able
to inspire, motivate or stimulate interest and creativity in his/her students. He/she
should be accommodating and understanding, goal-oriented, committed, observant
and progressive in order to further his wide and diverse job of offering students an
opportunity to discover and develop individual talent; thereby bringing the joy of
music to all (Ajewole, 2002; Faseun, 2000; Leonhard, 1972; Swannick, 1988).
The ubiquity and essence of music to man’s existence have been noted by many
renowned scholars (Abeles, Hoffer, & Klotman, 1984; Cooke, 1960; Duru, 2002;
Greenway, 1977; Idolor, 1992; Ifionu, 1984; Mbanugo, 2004; Nwala, 1985; Nzewi,
1993; Okafor, 2005). These scholars, among others, agree that music is one of the
manifestations of humanity’s fundamental needs for more than mere existence. They
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agree that music is a very powerful means of expression and communication that
entertains, unifies individuals with contemporary culture, gives insight to past history,
enriches life, and helps to bring beauty into the daily existence of man.
On the need for music pedagogy in schools, Sills (1972) notes, among other things,
that:
Music education is indispensable to the general cultivation of music
for it scores to bring up children to be members of society…an
important factor in the development of the musical culture of any
society (p. 271).
Furthermore, considering the cultural plurality of musical accessibility via the mass
media today, Abeles et al (1984) record that it is only through education that a
perspective can be developed that can enable one to assess music that is heard
under a variety of situations and conditions. Therefore, instruction and guidance in
musical activities would help “provide a varied, significant, and cumulative musical
experience for every child” (Leonhard, 1972, p. 13) in order to maintain “not only the
joy of its beauty, but its profundity of feeling which is a result of aesthetic growth and
development” (Bessom, Tataruntis, & Forcucci, 1974, p. 42). In other words, apart
from providing a vital musical culture and an enlightened musical public, the musical
programme in schools should recognise, groom, and release to the society products
who would make music a “relevant part of man’s experience as it relates to the
society in which he must live” (Bessom et al, 1974, p. 43). The essence of music to
man’s existence, therefore, demands a proper education that will foster continuity
and creativity in time and taste.
Purpose
Records from West African Examinations Council (WAEC), National Examinations
Commission (NECO), Joint Admissions and Matriculation Board (JAMB), and
societal testimonies have shown that Music is not a popular subject at the secondary
school level. Since the teacher is at the heart of every educational process, this study
seeks to determine the extent of her involvement in this anomaly—especially, to
determine her extent of knowledge and conscious application of learning theories in
Music. Its objective is to investigate the place of the Music teachers in the nonpopularity of Music as a school subject which has the resultant effect of its low
enrolment rate at WAEC, NECO, and JAMB.
Literature review
To achieve the educational goals of music pedagogy, it is the opinion of Abeles et al
(1984) that a music teacher should have the ability to “bring the joy of music to others
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and lead all students from musical experience in the classroom to the broad world of
musical art” (p. 224). The teacher should be someone who is “equipped to employ
various avenues, approaches, and viable alternatives in his teaching styles to
maximise the interest and talents of his students while still striving for excellence” (p.
523). In other words, a music teacher is someone who treats music as something to
be desired, and not just another curriculum chore. In short, he waves a magic wand,
instead of threatening with a rod. The teacher should be able to make the learner
enjoy and derive pleasure from musical sound and develop a sense of enquiry to
know why and how as he progresses (Glennon, 1980).
The foregoing indicates that the music teacher has a lot at stake in the music
educational process. He/she can make or mar the subject depending on the way
he/she, through his/her personality, creativity, commitment and procedures, presents
the curriculum content/objectives to the learners. According to Sadkar and Sadkar
(2005), except a teacher makes his/her subject come alive in the classroom, the
subject will become unpopular. As the educational policy of the Federal Republic of
Nigeria (2004) puts it, no education system may rise above the quality of its teachers.
Music pedagogy should be one of the most popular aspects of general education
because in music—a creative experience—meaningful and communicative acts are
magically alluring and engrossing. Therefore, since education is not the study about
things, but an experience inside things (Thomas, 1970), music teachers should
creatively lead learners through carefully planned learning theory/strategies to
experience the broad world of the musical art so as to discover and retain means.
Learning Theories of Music Education
Music learning theories grew out of the four basic philosophical approaches or
schools of education foundations. These are Naturalism, Idealism, Realism and
Pragmatism. Each of these schools has spelt out what it feels are the ideal sense of
direction for teachers so that they can understand better the fundamental issues and
apply them in their work. In other words, thinking of some of the great philosophical
minds will help them build on the experience and knowledge of others, which is a lot
easier trying to design and construct (Abeles et al, 1984). Above all, philosophy in
music education is very important for both the teacher and the programme’s
effectiveness in the school, since doing things without thinking can be profitless,
even hazardous. Philosophy, therefore, is necessary in education for
perspectiveness and intelligibility in order to relieve education of its tensions and
excitement. Therefore, there is urgent need for application of learning theories by
music teachers to improve their effectiveness, thereby improving the status of music
in schools (Aladejana, 1990; Mbanugo, 1999; Swanwick, 1988).
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The four philosophical schools and their learning theories can be summarized thus:
Naturalism. Naturalists consider the natural world as the main reality, and that this
reality is perceived either through the senses or through science. They believe that
goodness is rooted in nature (Abeles, et al, 1984; Aladejana, 1990; Child, 1977).
Naturalism, therefore, craves student-teacher cooperation.
Idealism. This school believes in the reality of thought, not objects. Ideas are known
through rigorous intellectual examination and logic. The arts are valuable to them
because arts reveal a bit of ultimate reality in their expression of the quality of human
experiences (Abeles, et al, 1984; Aladejana, 1990; Child, 1977). This is a teacheroriented approach.
Realism. Realists believe that things are what they appear to be and that the human
mind is incapable of knowing anything beyond what the senses perceive or reveal.
They claim that truth is what who are most knowledgeable in a particular area say it
is. Arts are perceived intensely (Abeles, et al, 1984; Aladejana, 1990). This school is
teacher-oriented.
Pragmatism. Proponents of pragmatism believe that the truth of an idea is
determined by the process of testing the idea in the real world. The result of the
testing is the truth of the idea. The Arts are valued because they are manifestations
of the feelings associated with experiencing life (Abeles, et al, 1984; Aladejana,
1990). Pragmatists view students as individuals, while teachers help them to acquire
skills in gathering information.
On the basis of these basic theories, music educators have propounded some music
specific learning theories that, if carefully applied, would go a long way to making the
teaching and learning of music more exciting, effective and rewarding. Some of the
theories include:
Swanwick’s (1988) traditional values that focuses on children. The traditional values
theory emphasises that learners are inheritors of a set of cultural values and
practices, needing to master relevant skills and information in order to take part in
musical affairs. The music educator’s task is primarily to initiate students into
recognizable musical traditions. This theory preaches commitment to the value of
learning to play a musical instrument, the musical literacy and familiarity with
repertoire of masterworks. It believes also in the value of competition and
assessment.
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This theory combines elements of naturalism and pragmatism in its composition. It is
an ideal theory that will not only help teachers pass on knowledge with confidence to
the learners, but will also help the learners to move from the known to the unknown.
Overall, the learners will practically and/or theoretically develop the understanding
and love for music in school. The philosophical stance of Zoltan Kodaly’s (1974) work
falls within this theoretical framework.
Focus on children theory. This theory emphasizes the quality of ‘expression’,
‘feeling’ and ‘involvement’, shifting our attention from the student as an ‘inheritor’ to
the student as an ‘enjoyer’, ‘explorer’, and ‘discoverer’. It is a child-oriented theory
based on the works of Rousseau, Pestalozzi, Frobel and John Dewey. This
pragmatic theory is exemplified in the work of Carl Orft (as cited in Kodaly, 1974)
who emphasizes that musical involvement should be immediate and for everyone.
He stresses creativity and the reunion of music with movement, dance and speech.
In this theory, the teacher becomes a student facilitator; stimulating, questioning,
advising and helping students to become musical inventors, importers, and
composers—leading them towards greater self-expression. At the long run, the
music actually helps the learner through decision making activities (Swanwick, 1988).
Music in Nigerian Secondary Schools
The non-popularity of music as a school subject is quite evident, even without much
investigation. Results of educational examining bodies (WAEC, NECO, GCE, JAMB,
etc.) reveal the poor enrolment in the subject at both the Junior and Secondary
school levels. Below is a table showing enrolment in music and other arts in 2004,
2005 and 2006 for the Junior Secondary School Certificate examinations.
Table 1: WAEC enrolment in Music and other arts in 2004, 2005 and 2006 for the
Junior Secondary School Certificate examinations
Subject
Number of Candidates
2004
2005
2006
Cloth/Textile
789
1215
1262
History
65568
64710
63688
Music
128
160
136
Woodwork
752
591
716
Visual Arts
5689
5401
7283
WAEC, 14/04/2009
Similarly, the Junior secondary school WAEC result at University of Nigeria, Nsukka
Secondary School for 2008 shows that out of the one hundred and seventy-eight
(178) candidates that registered for the exam, only twenty-six (26) offered music.
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This shows that since assessment basically serves the purpose of evaluating the
standard of performance of schools and or educational enterprises (Mbanugo, 1994),
music is not a popular subject in the Secondary School system. Moreover, scholars
lament the state of music in the school system (Okafor, 1990).
Procedure
Worried about the foregoing, and based on the assertion of Swanwick (1988) that the
evaluation assesses the progress made in music by the pupils, the programme itself
and its implementation through effective teaching, the researcher visited the music
unit of the University of Nigeria, Nsukka Secondary School to assess the situation in
an establishment that should not have the problems of personnel and infrastructure.
Findings
The result of the research revealed that the school has three (3) music teachers (two
second degree holders and one concluding his study), there is a music room, enough
equipment; but no choir, and no dance troupe; rather they have a band used in
morning assembly only. The teachers blame the administration of starving them of
time, practice, and encouragement. When asked about their teaching strategies, they
claimed that they try so much, as it lies within their powers, to make sure that
students who register for Music at JSS Certificate examinations pass well. However,
they are not yet able to inspire a student to go ahead with Music at the Senior
Secondary School level, despite the so-called good passes at the JSS examinations.
They also revealed that their knowledge of learning theories and their application in
the classroom situation are inadequate and theoretical. They, like their colleagues
elsewhere, consider learning theories esoteric. They fail to realise the need to apply
them adequately for effective music teaching (Mbanugo, 2006). Bearing in mind the
non-popularity of music in schools and external examinations, the teachers’
settlement for the traditional method of teaching makes one agree totally with the
assertion of Ekwueme (2005) that most Nigerian music teachers appear lazy,
complacent and readily settle for the old traditional method of teaching key signature,
clefs, note values, lines and spaces, etc. without practical use application. These
categories of teachers resist change and self development. On this basis, this paper
presents learning theories in music as categorised by Swanwick (1988), while
referring to other psychology books for emphasis.
Conclusions and recommendations
This paper examined the causes of the non-popularity of music in Nigerian
secondary schools in relation to the teachers. The teacher is the pivot of every
educational programme, if he wills, he will succeed despite the general problems of
lack of equipment, and time factor. A teacher, through the application of learning
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theories, can reduce the abstract nature imposed on music in the schools and make
it a relevant part of the learners’ everyday living. The theories of music education by
Swanwick (1988) go a long way to showing that teachers, by applying the traditional
values, will merely view more from the known to the unknown to initiate students into
recognizable traditions. Since all the elements of music are inherent in all the musical
traditions of the world, teachers can, like Kodaly (1975), lead the learners from the
musical practices of their locality into the broad world of the musical art.
Since most people conceive music as singing, dancing, or playing musical
instruments, the music teacher should, as much as possible, guide his/her students
to discover meanings in the topics he/she presents by using actual sound resources
in and/or outside the classroom. As Carl Orft (as cited in Kodaly, 1974) suggested in
the Orft-Schulwerk, teachers should encourage creativity by returning to the
fundamentals, that is, the use of basic musical ideas that are natural and physical. It
is therefore the responsibility of the teachers to make music popular in school.
His/hers is to find the magic spell that releases the energies of music and of students
(Swanwick, 1988) in school. In other words, teachers should stop initiating students
into musical skills and stylistic practices; rather, they should guide students to
explore sound and its expressive possibilities. This will challenge them in and out of
school.
Recommendations
1. There is an urgent need to educate and train school music educators on the
importance and application of music learning theories. Practical music lessons will
definitely go a long way to make school Music more interesting and thereby motivate
interest of students in this magical art. Moreover, a teacher who knows what to do
will definitely drop the predominant lecture method of teaching and diversify his/her
methods to suit the lesson objectives/topic.
Therefore, it is hereby recommended
that National Union of Teachers and Music Educators should organize workshops,
seminars, etc. to enlighten the teachers on learning theories.
2. Teacher trainers should devise methods of evaluation that will test the most
important aspects of the curriculum. Passive and examination-oriented studies
should be checked so that teachers will apply what they learnt in training.
3. Serving teachers should study existing theories of learning and apply them in the
classroom situations to improve music reception in schools.
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Abstract
The advent of Christianity, Islam and modernity has greatly impacted indigenous
cultures in Africa. The history of Christianity among the Idoma of Benue state in
Nigeria has revealed that in less than a century, cultural practices can be altered in
very many and significant ways. In seeking to present Christian gospel music in ways
that would appeal to the ordinary Idoma, Idoma indigenous gospel performers have
endeavoured to write and perform gospel songs that propagate Christian beliefs
using authentic elements of Idoma musical culture. This paper, therefore, examines
the structural features of some musical works by two selected Idoma gospel
performers and a church in Idoma to reveal the ‘Idomaness’ in their works. To this
end, the paper considered the medium, instrumentation and performance pattern in
Idoma indigenous gospel music. Analysis shows that Idoma indigenous gospel music
makes use of the musical form akin to Idoma traditional music. Although the
messages of their music are primarily gospel, they have exhibited remarkable
commitment to Idoma culture, thereby keeping the culture alive among the younger
generation. In conclusion, the paper advocates special recognition of these artistes in
order to motivate them, and inclusion of Idoma cultural education in the curriculum of
all schools in Idoma land to promote Idoma culture.
Introduction
The Idoma people who have a large population cluster in Benue State of Nigeria are
believed to have evolved from the old Kwararafa kingdom, which was situated
between the Benue River and Lake Chad (Unomah, 1996). After series of migration
occasioned by internal conflicts and external pressures, especially from the Tiv, the
Idoma have finally established themselves as a people recognized and respected all
over Nigeria today. In Benue State today, Idoma is the second largest ethnic group
occupying nine (9) Local Government Areas out of the twenty four (24) in the state.
Outside Benue State, some ethnic groups who are equally believed to have the
same origin with Idoma include Alago people of Doma and Keana in Nasarawa State,
Ette people in Enugu State, Yala people of Ogoja, Ikom and Obudu in Cross River
State, and Ntezi and Akpoto people in Ebonyi State (Erim, 1993; Magid, 1976;
Ukpoju, 2003).
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Cultural diffusions in Idoma has a history that dates back to mid 16th century when
Idoma controlled food production in the Benue valley. At that time, Idoma had strong
political and economic contacts with the Abakwariga, Igbirra and Jukun (who
dominated trade activities to Calabar), and the Bini dynasty at Idah. This history,
coupled with the fact that they share boundaries with other ethnic groups like Tiv,
Igala and Igbo today, suggest that Idoma musical culture will certainly influence and
be influenced by that of her ethnic neighbours. It is in this light that one deplores the
manner Nigerian music is presented by some scholars like Graham (1999) as
comprising only Hausa, Igbo and Yoruba indigenous musical styles. Although he
admitted that Nigerian cultural heritage is very diverse, his discussion of Nigerian
music never touched on the very many smaller ethnic groups like Idoma who have
distinct ethnic cultural expressions. Contrary to the sweeping generalizations
(although wrongly) made by many people from the South, East, West of Nigeria and
foreigners that classify ethnic groups in the Middle Belt zone of Nigeria as Hausa, the
Middle Belt comprises many ethnic groups who resisted Hausa domination and
imposition of the Islamic religion as a way of life. Many of these ethnic groups still
maintain their cultural distinctiveness as expressed in their music. This paper,
therefore, focuses on gospel music performance by two popular Idoma artistes and a
church which directs its outreach primarily to Idoma.
Christianity was introduced to Idoma in 1921 by Rev. Fr. Vincent Davey of the St.
Paul’s Catholic Parish at Obollo Eke in eastern Nigeria. Although his initial visits
were directed at some Igbo migrant rail workers, his missionary work resulted in the
establishment of the first Catholic Church on Idoma soil in 1925. Besides Catholic
church missions, Rev. Finlay of the Methodist missions also started his missionary
work among the Idoma in 1924. Apart from Catholic and Methodist church missions
which entered Idoma land from the eastern axis, the Christian Mission in Many Lands
(CMML) missions accessed Idoma land through the Benue River under the
leadership of Mr. Raymond Dible. As these mission endeavours grew and took roots,
indigenous elements began to be introduced into the churches. Today, the impact of
the church in Idoma land is overwhelming as the presence of different denominations
and groups could be noticed both in rural and urban centres. In view of the centrality
of music in many Christian assemblies and the need to domesticate their worship
style, these churches have also established choirs that maximally make use of
musical materials obtained in Idoma culture.
Faithful ministers of the gospel
Apart from the content of Idoma gospel music which centres on the proclamation of
scriptural teachings, Idoma church choirs and gospel artistes can be broadly
classified into three (3) groups, viz:
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a)
Pro-Western style: Performers in this group sing songs that are
predominantly in Western musical styles. They adopt English as their primary
language. The songs are accompanied with musical instruments of Western origin
only. Whenever they use the Idoma language in any song, it is usually a direct
translation of the English text as other structural attributes of the song remain the
same.
b)
Hybrid group: This group utilises both Idoma and Western musical styles for
performances, depending on the context of the performance. Thus, they sing songs
that are purely Western as well as those that are purely indigenous. Their
instrumental resources also include those of Western and indigenous origins.
c)
Pro-Idoma culture group: In this group, performers think and perform their
music in Idoma. Furthermore, they accompany their songs primarily with indigenous
musical instruments. Apart from the public address system, the use of Western
musical instruments or the English language is largely incidental.
In this paper, only the musical works by the pro-Idoma culture group shall be
discussed. Owoicho Peter Otulu and Adams Onyejefu, two well-known Idoma gospel
artistes, have been selected to represent this group while the selected church is Holy
Ghost Gospel Team (H.G.G.T.).
Generally, in their music, these performers express deep commitment to the Holy
Bible, which they believe is the word of God. Therefore, their songs always present
biblical teachings and stories objectively, with practical application of such truth to
daily living. The following song, which was performed by the Holy Ghost Gospel
Team congregation, expresses appreciation to God the Father, the Son and the Holy
Spirit.
Translation
Chorus Anya l’Adah e, anya l’ọyi ee Thanks to my Father, thanks to the Son
Anya l’Alekw’ ihọ, anya ee
Thanks to the Holy Spirit, thank you.
Cantor Adah no yọna kalọ anya ee
The Father that master-minded our wonder,
thank you
Anya l’Alekw’ ihọ, anya ee
Thanks to the Holy Spirit, thank you
Chorus Anya l’Adah e, anya l’ọyi ee Thanks to my Father, thanks to the Son
Anya l’Alekw’ ihọ, anya ee
Thanks to the Holy Spirit, thank you
The foregoing song is based on the biblical teaching of Trinity of the Godhead. In the
following song, Peter Owoicho Otulu presented the message of Christ’s second
coming in a manner consistent with biblical teachings:
Translation
Ogboji gẹnẹ k’opo ko dẹ mẹnẹ
It won’t be long for the trumpet to sound
Ẹla n’Adah ka le ya jila ẹ o oyiwa
What the Father said is fulfilled, He’s coming
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Eko n’ọwọ letu n’ọwọ gbogwo
When the rain cloud is gathered and the rain
is rumbling
N’owu gbota
And the wind begins to blow
Eko hi aleyi t’ajẹ a m’ọkpa k’ọwọ
Sometimes if you watch carefully you will
see rain drops
Aa leyi t’ajẹ k’ugbankolo
If you observe ugbankolo,
Ugbankolo gbo wul’ epu ọnọ leba ajajẹ Ugbankolo begins to shed its leave, winter is
at hand
.
Most Idoma indigenous gospel music performers believe that remaining faithful to
scriptural teachings is the hallmark of a true servant of God. By this they build a
reputation of true gospel ministers for themselves, which endears them to their
audience.
Medium
According to Agu (2008), “language…is intricately woven with human thinking. Music
theory, practice and performance are strongly linked to language and linguistic
expressions. This bond forms the basis of meaningful communication between the
musician and his audience” (p. 2). Idoma language is the primary medium of
communication between these gospel music performers and their audiences.
Occasional use of English is for the purpose of emphasis, interjections or textual
embellishments. The artistes pursue two major goals in their performances—
meaning and entertainment. The desire to communicate with their audience
meaningfully informs the choice of Idoma language as their preferred medium. As
observed in normal spoken Idoma language, the use of proverbs and imageries
sharpen their communication technique. According to Idolor (2001), proverbs could
be used as speech variation technique, satirization or for vivid and dramatic effects.
These are achieved in Idoma gospel songs. The following demonstrates how Otulu
uses Idoma proverbs to emphasize his message.
Translation
A l’ọka k’ẹwu po ẹwu ge luwọ nẹ?
If you hear the rumour of war, does war
consume you?
Je k’ọwọ yọ ge gwo ohigbu olọda chẹchẹ The rain rumbles because of he that
dried some things outside
As a faithful minister, Otulu comments on different social issues he believes could
benefit Idoma society in general. In his song titled EIDI (AIDS), he warns of the
consequence of being infected with the disease. The proverbs preceding the song,
therefore, reveal the senselessness of becoming an AIDS victim after receiving so
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much warning. Commenting on the evil and consequence of envy, Adams Onyejefu
says:
Translation
Imulanyi chẹ l’olọlẹ ch’ugbọga ẹch’ ọfiyẹ It is envy that made the landlord insult the
tenant like a slave
Apart from meaning, indigenous gospel performers are mindful of the aesthetic
approval they receive from their audience. The success of any musical performance
in Idoma is measured by the degree of appreciation and response of the audience to
the performance through actions like screaming, clapping, leaping, hugging, bumping
into one another and ululation. According to Okwori (2002), the areas for aesthetic
importance to every Idoma gospel performance are the delivery style, sound quality
and technique of delivery. Figurative expressions, therefore, are used to enrich the
songs as well as provide a mental picture with which the audience can easily identify.
Thus Adams Onyejefu pictures envious members of the community as:
Translation
Ọtu ko lijipi nẹẹ a lak’ achohi ma a gbinya If (human) hearts had zip, if you behold
some people’s own, you’ll run
Ebọbi ọtu gbogbo ebọbi la anyuwa
They are wicked even to their wives
A ne chajẹ t’alọ gali, chajẹ t’obuga k’alọ And they poured sand into our garri,
poured sand into our well
Audience assessment of a song is rarely based on the complexity of the melody or
mastery of English language. Rather, audience approval rating depends on the
performer’s ability to organise and express his thoughts in a logical sequence,
capturing both known truths and intended lessons for the audience in an orderly
sequence. Apart from songs intended for praising God, textual ideas are arranged to
depict ‘cause and effect’ or concrete lessons arising from a story, which is usually
achieved through a narrative presentation mode. The audience, therefore, is most
excited when the performer is able to engage her attention through the use of
imageries, proverbs and complementing the style of presentation with gestures and
body language.
Form
According to Akpabot (1998), African musical form is closely related to factors that
influence the structure. These factors are broadly categorised under birth, puberty,
marriage, death and worship. Agu (1999) also reveals that the main structural forms
of African songs include solo, call-and-response, solo-and-chorused refrain, strophic
and mixed structural forms although variations occur depending on the culture and
performer. Solo, call-and-response, and strophic structural forms are the
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predominant structures used in Idoma gospel songs. The use of these structural
forms in gospel music is a reflection of Idoma traditional music in general. Thus, solo
form is associated with Alekwu Afia (ancestral masquerade) chant only. Call-andresponse form is widely used in Idoma gospel music just as obtained in traditional
music. There are four observable types of call-and-response used in Idoma music.
i.
The first type is when the lead singer sings a short phrase which is repeated
by the chorus. Thereafter, the lead singer varies the text, thereby modifying the
melody as dictated by the text, while the chorus still maintains the same response.

ii.
The second type is where the chorus responds with the same text sung by
the lead singer but using a varied melody.
iii.
In the third type, both the lead singer’s call and the chorus response differ in
both text and melody as seen below:
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iv.
The last type of call-and-response which is used in Idoma gospel songs also
is where the chorus’ response differs from the lead singer’s call in both text and
melody. This is done twice or more, then the lead singer and the chorus sing the
remaining part of the song together in unison as seen below.

Some of the gospel songs are presented in strophic form, similar with the
traditional Aja dance music. Songs that narrate stories are usually in strophic form.
This explains why such songs are very long, but broken into stanzas with asymmetric
lines.
Introduction and ending of songs
With the exception of Alekwu Afia chant, most Idoma song performances start on a
non-metric rhythm, enabling the performer to perform ad libitum. This allows the
performer to emphasize aspects of his message he may consider very important.
This section is performed by the lead singer only, unaccompanied by another voice
or any musical instrument. At the end of the introductory section, the instruments are
introduced while both the lead singer and chorus repeat the introductory section. This
form is similar to Aja dance music also.
Most Idoma songs, no matter the length, always end with the use of Concluding
Phrase Recalls (CPR). Concluding Phrase Recalls is a technique in which the lead
singer recalls different phrases previously sung while the chorus continues to
respond with the last phrase of the chorus. This plays the role of recapitulation in the
performance. At this point, the musical exchange becomes intense, characterised by
peak performances in singing, drumming and dancing.
Musical instruments
Musical instruments are central to Idoma musical performances in general.
According to Ogli (2010), “musical instruments used by the Idoma reveal their natural
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environment and cross-cultural interaction and exchanges with other ethnic groups
around them” (p. 53). Although most of the musical instruments are derived from
their natural environment, some of the instruments are in use among neighbouring
ethnic groups like Igala, Tiv and Igbo. With the exception of chordophones, musical
instruments associated with Idoma traditional music can be broadly grouped into
membranophones, idiophones and aerophones. Indigenous musical instruments
used for Idoma gospel music are chosen from this broad group.
The most important musical instrument is the Uba (Plate 1). This is a single-headed
cylindrical membrane drum used to accompany virtually all forms of songs in the
church. The number of players range between 2 and 5, with each drummer playing
one. The drums, which are in varying sizes, create different rhythmic patterns that
intensify call-and-response exchange between dancers and musicians (Wardlaw,
1989).

Plate 1: A set of 5 uba
Ichaka is a gourd rattle used to establish and maintain the time-referent rhythm for
other instruments and voices alike. In Idoma traditional music, ichaka is used only for
Aja musical performances because it is regarded as non-ritual instrument. From the
aerophone family, only the emla has been introduced into Idoma gospel music
performance. In the Holy Ghost Gospel Team assembly, emla (notched flute) is
played during outdoor performances like crusades and funeral activities. It has a
piercing sound that can be heard clearly even when playing along with several drums.
Traditionally, emla (plate 2), is used for hunting and spurring men into action during
war.
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Plate 2: Emla (notched flute)
It is, therefore, clear that Idoma indigenous gospel music derives its musical
materials from the Idoma culture where they are found. Although the content is still
based on the scripture, the music and instrumental resources are representative of
Idoma tradition. It must be noted, however, that these performers occassionally
borrow some elements from other cultures which they infuse into their performances.
This includes the use of exclamations and interjections in English and other local
languages, and the jazz drum set which is yet to be appreciated by the ordinary
Idoma audience. This is because the Idoma possesses a natural understanding of
the uba (indigenous drum) pattern, which helps to synchronize him with every
department of Idoma musical performance. This explains why even when the jazz
drum set is used, it is in association with the uba. It is evident that Idoma indigenous
gospel music is an extention of Idoma traditional music, thereby maintaining balance
between cultural promotion and presenting the gospel message without
compromising the content.
Conclusion
Idoma indigenous gospel music has taken its place in Idoma culture. In expression,
structure and instrumental resources, the performers have exhibited a strong
allegiance to Idoma culture. Whereas, the advent of the gospel on Idoma soil has led
to the sharp decline of traditional belief system and other associated aspects of
Idoma culture, indigenous gospel music in Idoma is in the fore front of keeping
aspects of Idoma culture not considered idolatrous alive. This has contributed
immensely to the promotion of Idoma language especially. The use of expressions
and wise sayings which may not form part of the younger generation’s Idoma
vocabulary has helped to rekindle interest and application in their day-to-day usage
among the people. These performers have demonstrated strong commitment to
Idoma culture in their own way, which if every other Idoman does, will re-engineer
Nsukka Journal of Musical Arts Research

180

Between gospel music and Idoma culture: The integrity of
Idoma gospel musicians –
OGLI, Godwin Ejembi
Idoma culture immensely. These musicians, therefore, should be encouraged to
continue the use of cultural materials in their musical works by ensuring that the
rightful financial dividend that should accrue to them from their works actually get to
them. This can be achieved if the organs of government set up to fight piracy take
the battle very seriously. Furthermore, special recognition of these performers by
socio-cultural and non-governmental organisations will go a long to encourage and
further strenghten their commitment to this musical type. This conclusion is borne out
of the fact that such recognition will convince them of the society’s appreciation of
their contribution to their culture. Furthermore, Idoma culture should be made a core
subject in all primary schools in Idoma land. This requires training Idoma language
teachers who would implement this in the schools.
References
Agu, D. C. C. (1999). Form and analysis of African music. Enugu: New Generation
books.
Agu, D. C. C. (2008). Foundation of pragmatics: The primacy of language in African
music theory, practice, and education. A keynote address delivered at the 8th
annual national conference of the Association of Nigerian Musicologists.
Akpabot, S. E. (1998). Form, function and style in African music. Ibadan: Macmillan.
Erim, O. E. (1993). The Idoma-Alago-Yala people of Nigeria: A historical introduction.
In A. W. Bassey, A. I. Okpoko & C. A. Folorunso (Eds.), Some Nigerian
peoples (pp. 155 – 167). Ibadan: Rex Charles Publication.
Graham, R. (1999). Nigeria: From Hausa music to highlife. World music: The rough
guide. Africa, Europe and the Middle East: An A – Z of the music, musicians
and discs, 1 (588 – 599). London: World Music Network.
Idolor, G. E. (2001). Okpe disco: A neo-traditional Nigerian popular music genre. An
unpublished Ph.D. thesis, University of Ibadan.
Magid, A. (1976). Men in the middle: Leadership and role conflict in a Nigerian
society. Manchester: Manchester University Press.
Ogli, G. E. (2010). Ethnomusicological study of Ij’ẹyikwu (music for funeral rite)
among the Idoma, Benue State of Nigeria. An unpublished Ph.D. thesis,
University of Ibadan.
Okwori, J. Z. (2002). From mutant voices to rhythms of resistance: Music and
minority identity among the Idoma and Ogoni in contemporary Nigeria. In M.
Palmberg & A. Kirkegaard (Eds.), Playing with identities in contemporary
music in Africa (pp. 145 – 160). Uppsala, Finland: Nordiska Afrikainstitutet.
Ukpoju, J. U. (2003). Benue politics and the Idoma question, 1968 – 1993. Makurdi:
Aboki publishers.
Unomah, A. C. (1996). Kwararafa confederacy C1000 – C1900: A melting pot of
peoples and cultures. In J. I. Elaigwu & Erim O. Erim (Eds.), Foundations of
Nsukka Journal of Musical Arts Research

181

Between gospel music and Idoma culture: The integrity of
Idoma gospel musicians –
OGLI, Godwin Ejembi
Nigerian federalism: Pre-colonial antecedents, (pp. 198 – 215). Abuja:
National Council on Intergovernmental Relations.
Wardlaw, A. J. (1989). Festivals and rituals. In Dallas Museum of Art, Black art
ancestry legacy: The African impulse in African-American art, (pp. 233 – 258).
New York: Harry N. Abrams Inc.

Nsukka Journal of Musical Arts Research

182

The authenticity of art music in Nigeria: A challenge to integrity
Peter Emaeyak Sylvanus
Department of Music,
University of Nigeria, Nsukka.
peerowski@yahoo.com
Abstract
Of all the terms employed in music discourse, ‘genuine’, ‘integrity’, ‘authentic’, ‘real’
and perhaps, ‘nationalistic’ are arguably the most used. These terms raise
fundamental questions ranging from issues of sonic design and performance to
meaning and representation, as well as teleology and reception. Is integrity ascribed
or inscribed, appropriated or expropriated, inherent or bestowed? What is the role of
the musicologist, and how does his position impact his immediate society in this
debate? Do Nigerian art music utterances (from Sowande to contemporary
composers) possess integrity? What barometer or index measures the integrity? Can
integrity subsist outside authenticity? This article argues that the integrity of Art music
in Nigeria is reified by its authenticity, which in turn, poses a strong challenge to how
that integrity maybe defined and perceived. It examines and applies a range of views
as to how authenticity itself is constructed, and thus deepens the scholarship
regarding the integrity of Nigerian Art music be it composition or performance. For
this purpose, I will focus on African pianism and folk genres. However, I argue that
the common nature of the discourse makes it applicable to any other genre wherein
the larger society are concerned to ask whether a musical utterance acquires
authentic materials that give it its integrity.
Introduction
A cursory examination of available literature on Nigerian Art music reveals both an
early and contemporary use of the word authentic. Two accounts will suffice here –
the first by one of Nigeria’s foremost Art music composers – Dr. Ekundayo T. K.
Philips. In African Art Music in Nigeria, (Omideyi, 2001, p. iv) affirms that he
(Ekundayo Philips) ‘went round this country [Nigeria] in search of what he called
“authentic Nigerian music” particularly “Yoruba tonal music”’. So, Philips may have
used the expression authentic Nigerian music in a nationalistic sense, but as we now
know, he was concerned primarily with sonic materials of southwestern Nigeria as
evident in his sacred choral compositions. With Fela Sowande came the introduction
of Nigerian instrumental Art music genres as notable in his African suite and Folk
symphony. His available scholarly writings were deeply concerned with aspects of
the creative process and representation, meaning, aesthetics, and nationalism
(Sowande, 1944; 1965; 1967; and 1968). Sowande’s was a voice to be listened to;
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not just because he was a professor of music and leading composer of choral and
orchestral works of international repute in his generation, but that the motivation that
signaled an aggressive recourse to the ‘folk’ for the ‘authentic’ at the time has been
widely attributed to his Folk symphony. The activities of successive composers like
Akin Euba, Ayo Bankole, Adam Fiberesima, Wilberforce Echezona, Laz Ekweme,
Sam Ojukwu, Meki Nzewi, and Sam Akpabot was enough to expand the sonic
ecology and genres to include native airs/anthems, folk opera, and African Pianism –
a style and nomenclature credited to Akin Euba, which is also the reference genre of
this article. Analytically, the sonic designs of the works of these and contemporary
composers attest to the influence of the ‘folk’ music tradition, and this approach
understandably has historical import. Of these burgeoning styles, Omojola says that
‘African idioms must be used in greater abundance in modern works, both from a
conceptual and structural perspective, for an ‘authentic national tradition’ to emerge’
(Omojola, 1995, p. 47). Consequently, it seems logical that the debate on the
authenticity of Nigerian Art music should best begin from the ‘folk’.
The integrity of the folk
Integrity is a very nebulous term and its use or application in the Arts is relative
human agency, time, and space. It is an ideological contraption invented by a people
of shared roots, virtues, and vested interests, and is thus, a matter of interpretation.
Therefore, I shall confine my argument to traditional practices in Nigeria in
establishing the integrity of the ‘folk’ in this context. I trust that my position will be
excused especially when one considers that a realist approach to the issue may be
aesthetically limiting. There are several perceptions and postulations of what the folk
(traditional/indigenous) music practice is, and I will not belabour this paper with them.
However, the below assertion of an African scholar should suffice.
In the [indigenous] African culture, music is an entity rather than a mere
mental creation or conception. It reflects and interprets the man in a
specific environment [,] and is often the key, which opens the gates to
spiritual, mental, emotional, psychological, social, and mystic realms
(Okafor, 2005, p. 88).
Going forward, the recourse to materials from Nigerian folklore and folksongs by
Nigerian Art musicians of the twentieth century and beyond is pertinent in
thematizing and theorizing integrity. Logically, the reason for this engagement was
and still is to endorse the outcome of such craftsmanship as truly and fully Nigerian.
The impression this creates is that there is integrity in the folk.
Jean-François Dutertre reaffirms this in his insistence that ‘the modernity of
traditional music lies in the very heart of the [original authentic] forms and lessons
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that it offers us’ (Dutertre, 1996, p. 149). If this is so, then there must exist certain
verifiable attributes that ascribe integrity to folk music and performance practice.
My first assumption here is that immediacy (those unmediated forms of sound
production – vocal and/or instrumental) as well as intimacy (that real emotional
connection with what is perceived by the audience) together form the overriding
attributes of the integrity of folk music. In other words, there is integrity in, for
instance, a performance of Mbre Ekpe1 if a listener is able to connect mentally and
emotionally with it. This kind of ‘connection’ is very often brought about and
enhanced by the morphology of the sound, which is a characteristic derivative of the
specific instruments and instrumentation employed from within that locale.
My second assumption is that such a connection is only true for and explicable to a
people of homogenous culture. In this sense, integrity is not the property of a
performer/performance or composer/composition; neither is it the exclusive preserve
of the academic or cultural critic, which presumably grants him/her authority to
bestow as deemed fit. Following the interplay of the agents (forces) of authenticity,
integrity thus becomes ascribed. In effect, folk music is authenticated by history and
culture. This kind of authenticity is in itself a regression to origin(ality), and should
rightly be consigned to folk music tradition alone. In this context, it implies that unless
a performance bears elements of originary character it is not authentic and cannot
have integrity bestowed on it.
Simply put, the integrity of the folk is historically and culturally bound; it depends on
who ‘we’ are. But the expression ‘who we are’ is quite profound. It inadvertently
opens up further detailed discussions that could commandeer the subject of this
article. Therefore, I would rather relegate all other related scholarly queries about
who we are to the intellectual dust-heap of this century (see for example, Makinde,
1984; Hodgkin, 1960). But my position is that as Nigerians we know who we are: a
people of diverse tongues and tribes, and more importantly, bearing an identity that
emerges as a socio-cultural construction that is plural – always in the process of
becoming – and to some degree susceptible to re-signification. This re-signification,
which is a continuous process in the creative and cultural industries, makes the
‘singular philosophical resolution’ on and around musical utterances that may be
authentically Nigerian problematic. For instance, I am yet to be convinced about how
the polysemy ‘African Pianism’ is a philosophical and holistic representation of the
continent. Does such a genre have unquestioned and/or established tonal and formal
organizations that might give it authenticity?
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Authenticating African pianism
So far, it is apparent that Nigerian Art music composers and performers look to the
folk as a source of authentic sonic content, which they appropriate and manipulate to
serve their creative-artistic needs. Does this act negate or affirm the authenticity of
the derived compositions? The answer(s) may be found following a careful
examination of the agents of authenticity. Richard Middleton puts it succinctly
wherein
Any approach to music [,] which aims to contextualize it as cultural
expression [,] must foreground discussion of ‘authenticity’, since ‘honesty
(truth to cultural experience) becomes the validating criterion of musical
value’ (Middleton, 1990, p. 127).
There are, however, various authenticities, in which arguments revolve around and
about such concepts as ‘essential (ized), real, actual, essence’ (Taylor, 1997, p. 21).
This implies that we can speak of authenticity according to the composer, performer,
and even the listener. This position essentially questions authenticity with reference
to whom (of agent) as opposed to what (of product, musical score, or act). The
composer, performer, and listener thus become embodiments of authenticity, as it
were. As such, it is expected that they (individually and collectively) exude an
appreciable degree of honesty in their activities to authenticate the authentic.
Gilbert and Pearson are alive to this demand in their assessment of the requirements
of a 1980s ‘authentic’ rock, wherein
artists must speak the truth of their (and others’) situation. Authenticity
was guaranteed by the presence of a specific type of instrumentation …
[the song-writer’s/performer’s] fundamental role was to represent the
culture from which he comes (Gilbert & Pearson, 1999, pp. 164-5).
Put in the Nigerian context, do Art music composers speak the truth of their cultural
milieu in their compositions? Whom do they represent in their creative continuum of
idioms of indigenous music? What index affirms that they genuinely represent
themselves and others (absent and/or present) in their works?
Generally, every Art music composition presents a platform for assessing its design,
characterology, style, acoustic ecology, and uniqueness – some of which may be
attributed to the composer’s background and craftsmanship. With specific reference
to the style of composing for the piano called African pianism (see Euba, 1999;
Omojola, 1995; Uzoigwe, 1998), it is important to establish here that the authenticity
of such compositions cannot be adequately resolved by a mere consideration of its
musical structures, sonic palette, and overall scheme. My reason is because as far
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as the phenomenology2 of sound is concerned in contemporary musical thought,
authenticity cannot explicitly exist in any combination of musical sounds. Also, it
makes for a far too limiting scholarship to conclude that such a composition is
authentic because the composer is a Nigerian, or that it is implied in the performance
notes, which are either descriptive and/or prescriptive, as may be found in Euba’s
Scenes from Traditional Life, Onyeji’s Ufie, Uzoigwe’s Ukom and Sylvanus’s Ikon.
To disagree with this premise is to affirm an authenticity that is inscribed rather than
ascribed.
Therefore, the truth as communicated in the musical score needs to be justified by
another parameter. After all, it can be argued that the very process of appropriation
and manipulation of idioms of the folk for performance via a foreign medium like the
piano (1) corrupts immediacy as observable in the mediated – simulated sounds; (2)
raises doubts about the real influence of the composer’s personal desires, feelings,
professionalism, and experiences employed at the time of composing the piece; and
(3) the truth concerning the acoustic ecology of the folk tradition in review. Yet on
the contrary, it can also be argued that there is a process of genuine and active
engagement with authentic folk materials to counter the notion of appropriation and
foster continuity of tradition. This is apt to occur; especially when one considers that
creativity in itself is a progressive act that tends away from origin. Yet the reason for
such an endeavour is not new and peculiar to Nigeria alone knowing that
The ideological labour of inventing tradition became of great significance in
the late nineteenth century precisely because this was an era when
transformation in spatial and temporal practices implied a loss of identity
with place and repeated radical breaks with any sense of historical
continuity (Harvey, 1990, p. 272).
Consequently, the ideology of such an invention as African pianism should concern
us deeply since the authenticity thereof, is seemingly outside the composers’
jurisdiction.
Perhaps, the authenticity of the genre lies with the performer and/or in the
performance. Similarly, do Nigerian Art music performers exhibit realism – a lack of
pretence that should bestow integrity on the work? What makes the performer and/or
performance authentic? Does the performer speak the truth in matters of
responsibility? In other words, is the performer’s responsibility principally to the art
itself, the Nigerian society, or to self in order to make money and boost social status?
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I am fortunate to have watched live performances of, as well as listened to works in
the African pianism style by Nigerians and non-Nigerians within and outside Nigeria.
While on some occasions, I am intrigued by the performer’s seeming resolve to
‘speak the truth’ of the piece of music, at other times I am simply, indifferent. My
assumption would be that aspects of interpretation ranging from the implicit: tone
colour, phrasing, scale, accuracy, tempi, intimacy, and flexibility, to the explicit:
virtuosity, gesture, mood, and even mannerism, all combine to either compel or
confound the audience. The next assumption is that the authenticity of the
style/genre does not inhere in the appearance (costume) of the performer or his/her
nationality because not all performances are audiovisual or rendered live. Realism on
the part of the performer is thus the main index that can guarantee authenticity, but
this variable is also debatable in that all s/he does within the duration of the
performance can be tagged a make belief. The authenticity is subject to what the
mind chooses to conjure on the spur, especially if, for instance, it is believed that the
performer’s responsibility is neither to the Art nor society itself. Yet again, how can
such a responsibility be accurately measured? If the quality we call integrity does not
inhere in the performance of the style/genre we hear, where does it subsist?
Perhaps, it lies within the purview of listening. Accordingly, do the listeners speak the
truth of what they hear and claim represents Nigeria’s folk in African pianism? What
kind of listening are they involved in, since on their part authenticity is bequeathed
following perception? My argument here will be based on two assumptions: (1) that
authenticity in this context is capable of dual interpretation depending on the type of
listening employed; and (2) the characterology of African pianism is not exceptional
enough to guarantee the authenticity made on the act of listening.
To support my argument, the work of French scholar Pierre Schaeffer is herein
indispensable. In the Traité des Objets Musicaux by Schaeffer (1977), we learn
about Direct (natural) and Acousmatic (reduced) types of listening. The former, which
many engage in, takes place when the listener’s perception is informed by sight and
context. For instance, viewing and listening to a performance of Onyeji’s Oga in a
concert hall, as well as having prior information from the programme notes can
induce authenticity. When that happens, the authenticity ascribed to such a piece via
direct listening is ‘conditioned’. It is then possible to think of a contrary opinion
arising from the absence of sight and context – in which case the listener is involved
in Reduced listening. Schaeffer states that
We discover much of what we thought we were hearing was in reality only
seen and explained by the context. By isolating the sound from the
“audiovisual complex” to which it initially belonged, it creates favourable
conditions for reduced listening which concentrates on the sound for its own
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sake (Schaeffer, 1977, p.18).
Having said so, the characterology of African pianism becomes the optional means
for authenticity to be guaranteed by the employment of Acousmatic listening.
By characterology, Schaeffer speaks of the ‘criterion of ‘genres’ (sound families) in
which the morphological criteria of sound objects interact in specific ways, leading to
attribution of a common source’ (ibid.). Unfortunately, I am not aware of any study in
Nigerian Art music on the characterology of proliferating genres like African pianism
(see Sylvanus, 2008). As such, the desire to authenticate the authentic on this
premise is defeated by the absence of an established module. Understandably, such
studies are necessarily interdisciplinary and require a lot of resources, time, and
expertise.
It involves collating and resolving assumptions in order to standardize theories about
the approach (es) to each style/genre, and thus lay the foundation for further studies.
Conclusion
For a fact, the integrity of Nigerian art music cannot exist outside authenticity. Given
that the agents of authenticity and the attributes of integrity are not causal but
correlated, it is beneficial to think of an authenticity that subsists within theories of
subjectivity. In this regard, Nigerian Art music may be conceivably authentic enough
for its integrity to be made and fought for. Whether or not members of the public are
unwittingly drawn into ascribing authenticity to Nigerian Art music is a matter for
future discussions. Here, the role of the musicologist is made pertinent through
critical thinking and research. I believe this study requires a shift from the
consideration of intentions (on the part of the composer and performer) to the
activities of various listeners who might find, or fail to find a particular
composition/performance authentic. All in all, the integrity of Art music in Nigeria
remains challenged until/unless the means of authenticating the existing and
emergent styles are resolved.
Notes
1. Mbre Ekpe is a traditional masquerade dance genre of the Ibibio of south-south
Nigeria.
2. Phenomenology is a “philosophy which suspends the affirmations of the natural
approach in order to understand them, but (…) also a philosophy in which the world
is always “already there”, before reflection, as an inalienable presence and where the
whole undertaking is to rediscover this naïve contact with the world and ultimately to
give it philosophical status” (Merleau-Ponty, (1945) Phenomenology of Perception,
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Introduction, I). Also see, Husserl, E. 1950.
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Abstract
Dancing has been a prominent activity in many cultures in Nigeria today. The Ovia
music and dance is of great interest because, in some ways it seems to exhibit
cultural traits, and yet in another way, it has been very much under the influence of a
cultivated tradition of a society. Dance is very much alive in Ogori culture and every
aspect of it is believed to have a life force. Specifically, dance is gives meaning and
significance to the total understanding of the culture and the society. Music and
dance to the people is that of one development that connects to the permanent
feature of the people’s daily experiences. Culture and dance contribute to community
life and where both are united in any social event, it produces development,
achievement and progress. This paper takes a critical look at the role and
approaches music is used in Ogori society in Kogi state and its relationship to the
growth of Nigerian integrity. This paper employed qualitative research method in data
gathering.
Introduction
Music, by its nature, has a multiplier effect on people’s culture, and this is in the area
of promoting all the social functions involving man such as religion based festivals,
ceremonies, rite of passage, heroic celebrations, title taking events, dance, drama,
folklores and art-facts. But when one turns to the literature of traditional music, one
quickly finds the need to discuss the musical activities of most societies in Nigeria
especially that of Ogori people in Kogi state.
Music making in Ogori today is a highly organized knowledge that is reflective of
stored-up experiences in a tradition of a people. So, when music is created, it
embraces all the attributes of the culture which ranges from their beliefs, custom,
habits, attitudes and feelings for one another, norms and values to be respected; and
behaviour which are enacted and shared in their dances. This gives credence to the
reason why everyone is expected to be involved when there is a call for collective
responsibility in terms of music making because there is a lot to be learnt.
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The survival of Ogori musical tradition stems from the fact that dance is compatible
with the people’s norms and values, aspirations, legendary and cultural beliefs, great
skills, visionary leadership which are enshrined in their societal ethics. It is no
surprise that folk music among the people has retained the very force that has made
it an institution in the Ogori society with relevance to their existence. Okafor (2000:47)
sees this type of collective responsibility as “retention of permanent values and
relevance in the society”. This may have arisen out of the important aspect of their
past which speaks directly to their daily experiences and integrity in the present as it
relates to them in their music making events. Music and dance in traditional Ogori
setting symbolizes to the whole community; a life giving spirit, a fruit of fertility and
the fullness of the people’s lives. Therefore, when music is created, according to Aje
(1995:10) “it becomes a rallying point for the people to use it in accordance to the law
of God and in conformity with the social norms of Ogori tradition”. The music and
Ogori culture give an understanding of the fact that dance is highly regarded in the
society.
Historical background
The historical development of Ogori town could be likened to any other people’s
history in Nigeria. Before now, Ogori town has as many as 8-10 clans forming a large
settlement of villages giving it a population of about 34,564 people in Kogi state. In
the beginning, the administration of what was then known or developed to the
present Ogori was in the form of clans and farmsteads. All these settlements and
clans have grown over the years to make up the Ogori town. It is difficult to say when
the first people got to the present abode as some of the early settlers came in
sections through different routes. For instance, the Emis, Ogbegbes and Ekpes
passed through Benin kingdom while other settlers travelled through Ilesha, Owo and
Ekiti for many years with one Prince Akinbiyi as their leader.
Certain things can bring out children of the same age grade together as a group or
as prescribed by tradition. To the people of Ogori, childhood is a period for nurturing
the ideals of togetherness in children, showing one’s worth of doing deeds of great
feat, daring and engaging actively in domestic duties and equally in a deep sense of
common knowledge and integrity; and by excellence in artistic practices like dancing,
singing and in folktales. The essence of Ogori traditional education begins from birth
where the child learns intuitively the traditional ways of responding to its immediate
environment and by participating to the essential needs of the society. Through
observation, the child learns to imitate adults concerning the cultural demands
expected of him. One of these educational expectations is revealed in the Ovia
Osese dance. The preparation for adulthood is celebrated in the Ovia festival; which
is a continuous process of exposure under the tutelage of the parents and the
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Iyodina (a member of the supreme council of chiefs) and the society at large. Here,
the maidens are expected to learn things needed in the society for a period of 3
months. As a rule, the educational content of the festival stresses on communal
participation. It is the responsibility of the people to socialize and be part and parcel
of every event that narrates the history of Ogori traditional society.
During the birth of a child, the parents consult a diviner to determine the future of a
child born to the family. This, in a nutshell, means that all the taboos the child must
observe will be determined and announced to the family and which will be strictly
adhered to and revered on behalf of the child till he or she attains maturity. The
parents begin early to train their young ones on how to surmount opposition of
strange or harsh environment, malevolent persons or spirits. The significance of this
is that children should start early to interact and explore with their mates about the
ethics of the society in preparation to the traditional initiation rites by the maidens into
womanhood.
From the beginning of history, the people of Ogori had always looked up to their
traditional gods for blessings and good tidings each time an important event is to be
celebrated. And it is in recognition of this that the gods come down from their abode
to have a communion with the people. In connection with this, each god has its
shrine and mode of worship and this is fully respected and observed by the people.
From this view point, there is what is regarded as a transitional period for every child
born in Ogori land to observe which revolves from childhood to adulthood. This rite of
passage is cyclic and it includes these:
(a) Collective exposure to certain life experiences; for example, assignment to
public duties, initiation, proclaiming marriageable age, and regulating their
development. Teaching moral orders of the community which every child
must learn to develop and internalize.
(b) The physical and social environment to which the child is exposed to the
traditional norms and values; as taught through tales, stories, dances, drama,
history, games, songs; all these go into the making of adulthood. Mosimbale
(personal communication, 2002) contended that “this will make them well
behaved and disciplined members of the society”.
(c) There are collective arrangement for everybody as a communal attitude
towards improving the welfare of the people which serves as a commitment
to both the family and the community.
The Ovia dance music is a productive and creative event that revolves among the
people of Ogori as a rite of passage that must be observed annually as demanded by
tradition. It is one of the social events used as informal education to teach the young
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ones in the community. Zulu (1986:25) considers this “as a rite of passage”. It follows
therefore that when people advance to certain stage in life, they ask questions.
Questions bordering on life experiences and existence are asked. And when these
answers are discovered, they are enacted into dance performances or music which
gives a true picture of the people’s culture. Darley (1991:60) puts it mildly, “as soon
as people reach a cognitive level of development, they begin to ask questions about
the origin of life, purpose and meaning of human existence and its future”. This is
one of the ways any traditional society multiples and transmits her oral tradition,
production, legend, folklores and knowledge for continuity in life. The people of Ogori
tradition had discovered themselves by asking questions and invariably enacted their
answers into the celebration of Ovia Osese festival.
The Ovia Osese festival before now used to be celebrated after “Ivia Isiya” (annual
consultation to oracle by parents of the maidens). This consultation may lead to
revelation on the part of the maidens for qualification to participate in the ceremony.
It will be observed from this paper that the social function of music and dance in Ovia
Osese festival is aimed at propagating the views and values of the society. This type
of situational condition is very prevalent in the lives of traditional people in most
cultures in Nigeria. Values act as a means of social control; it influences the people
to their integrity, right things and guides towards a feeling of self esteem. Then, what
is Ovia Osese?
It simply means maiden initiation cum dance performed by young girls between the
ages of 15-22 years who are also within the marriageable age.
Today, the Ovia Osese dance has drawn the attention of other communities to it. The
music and dance in Ovia illuminates its functions to history; and equally reveals the
process by which the communities seek to open its activities to all the indigenes
within it and to enable them to take part to it. Waterman (1990:29) states that, “this
type of education is a process for cultural transformation from one generation to
another”. The Ovia depicts a cultural identity and integrity that is people oriented.
Awe (2001:14) vehemently cited that “the Ovia dance was conceived to offer the
people a socio-political linkage needed to appease the gods for fertility and blessing
for a happy married life”. By way of quick observation, it seems the present
performance of Ovia dance still has relevance to the development of the society.
Functions of Ovia dance in the socio-cultural development of Ogori
The Ovia Osese dance is purely cultural in outlook. Nevertheless, music and dance
used in the celebration of Ovia festival is not only performed to mould the society but
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also to develop the people’s perception on their culture and to promote their identity,
integrity and cultural heritage. The Ovia dance is a culmination of a lot of things
which embraces the culture. It is seen in detail analysis as a focal study that every
society must use to control her culture. Experience has shown that most societies
integrate social events with cultural traits in order to develop. The Ogori people have
kept this alive and preserved it in the process of assimilating oral tradition. To
understand the present state of their development fully, the Ovia dance serves as a
mirror upon which the future could be predetermined. Music and dance plays a
prominent role in creating the added and required advantage in promoting Ogori
culture.
The Ovia is a learning process that goes into becoming a good citizen of the
community. Dance in the maiden festival does shape, strengthen and channel a
socio-cultural behaviour into the way of life of the people. The ultimate interest of
every young girl or maiden in Ogori today is to participate in the dance performance
of the festival which enhances a part of human development. It will be correct to say
here that Ovia Osese festival through music and dance has been used to seek the
path way of communicative feelings and understanding which reflects on every
human endeavour and daily experiences.
Promoting Nigeria integrity using music and dance
Music is part of virtually every culture in Nigeria today but its performance varies
widely among cultures in style and structure. Like language, music is a uniquely
human form of communication. Although there is no general agreement as to exactly
what music communicates, however traditional people believes it possesses great
power of communication and this has increased the consciousness of the benefits to
be derived from creating and making music. This in a nutshell means that music and
dance do not only entertain, rather it reflects on peoples’ culture by promoting their
integrity as seen in Ogori society. So, when music and dance is performed, it
expresses the standard and level of awareness in the socio-cultural belief of that
society. It gives them cultural identity thereby promoting development. From this
traditional fallout, music is not to entertain but to purify our thoughts.
It is obvious that music performances reveal much about peoples’ way of life. It also
goes beyond functional purposes, it expresses emotions, moods, ideas; tell stories,
serve religious, political and social needs, it is simply an experience that is
pleasurable, exciting and aesthetically valuable. Feelings and ideas can be
expressed and communicated; sharing rhythms and movements can make people
unified. Music and dance are deeply interwoven into the socio-cultural fabric of many
Nigerian societies and so it serves a complex diversity of traditional integrity. This
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may express or reflect the communal values and social relationship of the people. In
order to promote music and dance in our various cultural celebrations, it may be
necessary to understand the purpose for which each is performed.
For instance, in recognition of this demands, every member of the society are
expected to participate in dance or music making events either as musician, dancer
or spectator. In view of the multiplicity of music performances in Nigeria, it will be
possible to agree that the peoples’ total culture is subsumed with music and it has
become very important in promoting and developing our cultural heritage. Mokwunyei
(2001:128) agrees that “these cultural demands cannot exist outside the control and
behaviour of the people”. And one of such behaviours is represented by bodily
response to music which is called “dance”. In this idea, a dance acts as a social
statement that gives way to free participation which then flows into recreation as a
formal dancing seen in Ovia maiden festival.
The more significant the music concept is expressed in a dance, the greater the
appreciation of audience and the more insistence for performances that fits sociocultural purposes. Nketia (2001:8) says, “interest of man is himself and dance is part
of what he does and studies about himself”. Since the culture is a bond of continuity,
music and dance are used to renew and reinstate a human relationship to it and
thereby creating cultural identity and integrity. This is in possessing and adhering to
moral principles of tradition and the societies each of us belong to.
Recommendation
In all, this paper is recommending the following for a steady progress in promoting
the wellbeing of traditional people through music.
(a) A concerted effort should be made to promote the activities of Ovia Osese
festival and Ogori tradition for sustainable development. This will enhance an
underlying expression of feelings, affection, and state of mind, attitude,
character moulding and outpouring of emotion that will characterize the
whole wellbeing of dancers each time the festival is celebrated.
(b) The critical nature of dance seen in the celebration of most societies in
Nigeria today must continue to reflect on aesthetic considerations,
evaluations, and interpretation of their culture and tradition in order to
promote unity and values in their rich cultural heritage.
(c) The annual festival should be used as a mechanism to control change. And
changes that may adversely affect the existence and continuity of the festival
must be tactfully checked, and innovations brought to compliment these
negative influences and changes.
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(d) What is important to the people today is all about a continued co-existence of
a tradition. The Ovia Osese festival must be used to ensure that what is
observed, respected and cherished in Ogori society must embrace all aspect
of the tradition that will touch positively on the lives of the people now and
always.
Conclusion
Using samples of major societies in Nigeria today with reference to Ogori society, it
will be safe to point out here that there are social problems of great concern to the
present day dance performance. This is in the area of change and continuity.
Needless to mention that culturally rooted dance structure, styles, postures and
movements have met with lots of changes; some negative and some positive with
regards to traditional background of understanding to what is presented to the public.
Amidst a feeling of resentment and disgust, traditional people have continued to
express deep sense of concern over time about the way music and dance is
performed now as against what was handed down to them by their ancestors. Clive
(1990:117) criticized these changes “as affecting traditional folk music and the way of
life of the people”. It is true that most dances performed in Ogori today especially the
Ovia Osese have one way or the other lost its originality.
However, in this paper, Ovia dance is seen as an art which gives a clear sociocultural vision, as well as the needed sensitivity of a people’s aspirations and
expectations. It depicts more humanistic understanding of people’s culture. Despite
influences of change in the maiden dance, the people had continued to make effort
to promote their rich cultural heritage. To minimize the problems associated by these
influences; Lo-Bamijoko (1984:40) is advocating that “every community must
continue to sustain its musical culture as a stabilizing force”. Here, dance should
serve as a major art and essential element in the celebration of life events or
occasions. In fairness, dance as it is presented to the people by the Ivia has not truly
dealt with what it is intended to do in the society because of the changes and
challenges that had occurred in the course of interpreting and representing tradition.
However, music and dance has existed as an element for total interpretation of what
goes on in life. If a question may be asked; how have traditional people used music
and dance to promote the quality of life and transform their socio-cultural needs? To
give an answer to this, it will better to say that both has been used to achieve a great
deal of transformation, improve on the living condition of the people, transmit the
right cultural values, modify existing tradition and law, maintain social order and
integrity in societies where both musical elements are presented for cultural
communion.
Nsukka Journal of Musical Arts Research

197

Social functions of music and dance in Ovia Osese maiden festival and
Nigeria integrity Uzoma, Hyacinth Nwauzor
References
Aje, S.A. (1995). Ovia Osese maiden festival in Ogori. A meeting point of culture and
religion”. Ogori: Ovia festival magazine, 1, 10-13.
Awe. B. (2001). The place of cultural festival in national development, a case study of
Ovia Osese festival. Ogori: Ovia Osese festival magazine, 7, 14-19.
Clive, E.R. (1990). Music therapy. New York: New York Univ. Press.
Darley, J.M. (1991). Psychology (5thed). New Jersey: Englewood cliff Prentice Hall.
Lo-Bamjioko, J.N (1984) Music and dance in Igbo culture. A marriage of convenience:
An introduction. A paper presented at the 2nd national conference of the
Musicological Society of Nigeria..
Mokwunyei, J.N. (2001). Relevance of Nigerian art music in Nigerian contemporary
theatre. In Omibiyi-Obidike, M. (Ed.), African Art Music in Nigeria (pp. 127134). Lagos: Stirling-Horden Publishers (Nig.) Ltd.
Nketia, J.H.K. (2001). Fela Sowande’s World of Music: A memorial lecture. In
Omibiyi-Obidike, M. (Ed.), African Art Music in Nigeria (pp. 1-15). Lagos:
Stirling-Horden Publishers (Nig.) Ltd.
Okafor, R.C (2000). Preparation and practice of the Igbo musician: A fusion of
change and continuity. London: Harwood Academic Publishers.
Osheidu, J.P. (1980). Historical facts on Ogori. Ilorin: Asiwaju Printing Press.
Waterman, L.A. (1990). Our tradition is a very modern tradition. Popular music and
construction of Yoruba identity. Journal of Ethnomusicology, 1(4), 27-32.
Zulu, S. (1986). Reflection on Ovia Osese festival of Ogori. Ovia Digest. Ilorin: Kwara
State Council of Arts, Culture and Tourism Division Press, 1, 25-28.

Nsukka Journal of Musical Arts Research

198

The place of the church choirmaster in the propergation of morality
Jude Nwankwo
Department of Music,
University of Nigeria, Nsukka
jude.nwankwo@unn.edu.ng, judecko2002@yahoo.com
Abstract
The roles of music and the church musician in the church are fundamental in the
Christian liturgy. The church choir is a very significant group in any church because it
leads the faithful in worship, through music. In the average Nigerian church, the choir
is made up of young choristers, between the age bracket of 15 and 35; thus, the
inevitable existence of youthful exuberance in the choir. The choirmaster, being the
leader of the choir, assumes the responsibility of curtailing the excesses of the
choristers. He therefore, has to be upright to be able to fit into this responsibility.
Through empirical and observational approaches, the researcher, attempts to reveal
the functions of the church choirmaster as not just a director of music, but also as a
custodian and enforcer of morality in a choir existing in a society full of moral
decadence.
Introduction
The term, choirmaster, which may also be interchanged with choral director or choral
conductor, is a term commonly used in choral music performance. It is a name given
to the person in charge of a choral group. Ekwueme (1993:32) describes the
choirmaster as “the musician who is in charge of and responsible for training the
choral group, and conducting such a group at rehearsals and performances”. The
term applies to both the male and female gender. There are different types of choral
groups (choirs) in present day Nigeria. These choral groups can be divided into two
major categories based on the group ownership:
1. Sacred choral groups
2. Secular choral groups
Sacred choral groups are choirs owned and managed by religious institutions, e.g.
church, monasteries, seminaries, convents, etc. while secular choral groups are
choirs owned and managed by non-religious institutions, e.g. schools, government
(different levels), private individuals, social clubs, etc.
The ownership of any choral group tells a lot about the repertoire of the group.
Consequently, choral groups owned by religious institutions are synonymous with
sacred music while those owned by non-religious institutions may not be restricted in
the kind of music they perform, thus, they can perform either sacred or secular music
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depending on the type of audience they are performing for. The scope of discussions
in this paper covers only sacred choral groups—the church choir.
The church choir
A choir, as defined by the Encarta Dictionary (2009), is “an organized group of
singers who perform together”. Therefore, a church choir can be said to be an
organized group of singers who perform together in a church service. It is an
ensemble of singers who come together to rehearse for the purpose of singing
together in the church and also leading the congregation in singing. The church
choirmaster, therefore, is the musician (male or female) in charge of training and
conducting a church choir, both at rehearsals and performances. The position of the
church choirmaster is a very sensitive one in the church; thus, it must be occupied by
a person who is musically sound and upright in character.
In most churches in Nigeria, the church choir is a volunteer group. These volunteers
may have different reasons for joining the choir. Some join the church choir because
they are naturally gifted with good voices, some join simply because they love to sing
(not considering if they have good voices or not), while others join for social or
spiritual reasons. As diverse as the reasons for people joining the church choir are,
so are their approaches to different issues in the choir. Church choirs can either be
choir of female voices—Soprano, Soprano, Alto/ Soprano, Soprano, Alto, Alto
(S.S.A./S.S.A.A.); male voices—Tenor1, Tenor2, Bass1, Bass2 (T1.T2.B1.B2); or
mixed voices—Soprano, Alto, Tenor, Bass (S.A.T.B). There are also children choirs
in some churches whose function is to sing at church services for children. Majority
of the church choirs in Nigeria are choirs of mixed voices. In attending any church
music festival for choirs in different parts of the Nigeria, one will immediately observe
that majority of the chorister are youths between the ages of fifteen years and thirtyfive years. Having youths as the majority in a church choir means that youthful
exuberance will be inevitable, thus, the need for a leader who will be able to
checkmate the excesses of such exuberances that may be displayed by young
choristers.
Functions of the church choir
The church choir, being an essential group in the church, has the primary
responsibility of leading the congregation in singing (hymns, psalms, choruses, etc.).
They also minister to the congregation with music (motets, anthems, Negro spirituals,
etc.). Consequently, every chorister in the church is also a music minister. The
importance of the church choir in the Christian liturgy is exemplified in the liturgy of
the Roman Catholic Church—Mass. The Mass or Missa, defined by Jacobs
(1968:235) as “the principal service of the Roman Catholic Church”, is of two major
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types—Missa Solemnis or High Mass and Missa Privita--Low Mass. The High Mass
is celebrated with the participation of the choir while the Low Mass is celebrated
without the choir.
The church choir serves as a place where potential professional musicians receive
their basic musical training. A good number of renowned composers/musicians (both
art and popular musicians; for example, Henry Purcell, Johann Sebastian Bach,
Joseph Haydn, Fela Sowande, Harcourt Whyte, Laz Ekwueme, Sam Ojukwu, Funmi
Adams, Dare Art-Alade, etc.) in different periods of music history had their foundation
musicianship, not only from their musical families but also from their various church
choirs (Blom, 1944; Ekwueme, 2004). Some churches have schools where young
choristers are given both music and general education. In the days of Joseph Haydn,
according to Blom (1944:33), “The cathedral of St. Stephen had a school for its
choristers attached to it where the boys were given good general education while
they were taught music by the chapel-master”. Basic musicianship acquired from the
church choir by these notable musicians at their tender age, no doubt, influenced
their overall musicianship later in life.
The church choir, being a gathering of people of different ages, also becomes a
place where the younger ones tend to emulate the older ones, not only musically but
also in character. A younger chorister may decide to choose an older chorister as a
mentor, thereby emulating the person both musically and otherwise. There is every
tendency that the character of the mentor will reflect on the mentee. The church choir,
therefore, can be seen as a place where some characters (good or bad) are imbibed.
Desirable qualities of the choirmaster
The choirmaster, as stated earlier, is the person in charge of the choir at rehearsals
and performances. Being in such a position requires some qualities very necessary
for effective discharge of the duties expected of that office. From this researcher’s
experience as a choir trainer, it has been observed that most church choirmasters in
Nigeria (especially in Roman Catholic Churches) attained the position either because
they can read tonic sol-fa notation, or because they can teach songs, or because
they have good singing voices, etc., not considering if they have other qualities
required of a leader. Anybody appointed or elected a choirmaster as a result of
possessing a certain quality may only be able to perform well when it comes to that
quality he or she has. For example, a person who becomes a choirmaster only
because he or she can read tonic sol-fa notation may not be able to interpret a
composer’s intent or may be indiscipline and unfriendly to his choristers. Therefore,
Ekwueme (1993) clearly divides the qualities of a choirmaster into two:
1. musical qualities,
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2. extra-musical qualities.
The musical qualities include: having a good ear, being able to judge relative pitch,
general musicianship, knowledge of choral literature, and having good musical and
aesthetic standards; while the extra-musical qualities include: discipline, regularity
and punctuality in attendance, personal self-control, friendly attitude, and sense of
humour.
The church choirmaster must possess both the musical and extra-musical qualities
listed above to function effectively as the leader of the church choir. Lacking in any of
the two categories will adversely affect his or her performance and leadership,
therefore, affecting the image of the choir. The choirmaster can be said to be a
picture of the choir. A choirmaster who is musically sound and upright in character
will definitely influence—positively—the performance of the choir. In discussing the
musical qualities of the choirmaster, Ekwueme (1993:40) asserts:
no choir can achieve a standard of performance better than that of
which the director is himself capable. Indeed no choir can reach the
standard of its trainer. The choir will always be of a standard lower
than that that of the trainer-director. If the director is satisfied, the
choir will also be satisfied. Those who are not satisfied will in many
cases withdraw from the choir.… If the director is not satisfied the
choir will try to achieve a higher standard to satisfy him.
In the facet of music performance, the choirmaster can be seen as the alpha and
omega of the choir because the choristers do only what the choirmaster asks of them.
Therefore, the choirmaster must be well equipped musically to be able to discharge
his or her duties effectively.
The extra-musical qualities of the choirmaster are as important as the musical
qualities. No matter how musical a choirmaster is, he or she must have a cordial
relationship with his choristers. A choirmaster must be regular and punctual at
rehearsals and performances for his or her choristers to do the same. A friendly
attitude and a good sense of humour will, no doubt, make choristers look forward to
the next meeting of the choir. A choirmaster who shows concern for the personal
problems of his choristers will win their trust and friendship, thus, the choristers will,
in turn, be obedient to his or her directives. Therefore, good musicianship of a
choirmaster, interspersed with extra-musical qualities, is the key to a successful
choirmastership and a happy choir.
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Morality
The term morality has been defined by different scholars from different points of view,
especially from theological and philosophical viewpoints. Gert (2008) defines morality
‘descriptively’ as “a code of conduct put forward by a society or some other group,
such as a religion, or accepted by an individual for her own behaviour” and
‘normatively’ as “a code of conduct that, given specified conditions, would be put
forward by all rational persons”. In discussing morality, the Irish Bishops’ Conference
agrees that “Morality denotes the quality of our free actions, which make us good or
bad people. It stipulates how what we do enables us to realize our dignity…”
According to philosophy all about “Morality speaks of a system of behavior in regards
to standards of right or wrong behavior”. The word, morality, carries the following
concepts:
1.) moral standards, with regard to behavior;
2.) moral responsibility, referring to our conscience; and
3.) moral identity, or one who is capable of right or wrong action.
Morality can therefore be said to be the ability of a person to structure his or her
behavior in a right direction, according to stipulated code of conduct by the society –
religious or secular. Any action by a human can either be morally right or morally
wrong. What may be considered as morally right within a society may differ from
what is obtainable in another society; this also applies to religious sects. The word
‘morality’ is often synonymously used with the word ‘ethics’. Ethics is defined in
Microsoft Encarta Premium (2009) as “principles or standards of human conduct,
sometimes called morals (Latin mores, “customs”), and, by extension, the study of
such principles, sometimes called moral philosophy”. According to Omoregbe (1993:
ix),
ethics is concerned with the question of right or wrong in human behavior.
It deals with how men ought to behave, and why it is wrong to behave in
certain ways and right to behave in certain other ways…Ethics is concerned
with only free actions, that is, voluntary actions for which man is held
responsible. A free action is an action which a man chooses to perform and
which he could also choose not to perform.
Ethics, therefore, applies to every human culture for there to be distinction between
right and wrong. The rules guiding a society become the fundamentals for ethics.
Ethics also applies to different religious sects. Christian ethics, a part of theology
known as moral theology, according to Peschke (1996), is commonly defined as a
part of theology which studies the guidelines a person must follow to attain his or her
final goal in the light of Christian faith.
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From the philosophical point of view, morality describes the principles that govern the
human behavior. When these principles are not in place the society will not survive
for long. The theological point of view believes that the action of man is morally good
if they agree to the will of God and morally bad if they disagree with the will of God. It
also believes that the will of God, which is not primarily expressed in a set of codified
rules and laws, is first of all an inner calling and a summon to accomplish a task
within the universal plan of God for mankind and the world. The response to this
calling determines the morality of the actions of a person and of his or her entire way
of life (Peschke, 1996). The philosophical and the theological viewpoints both agree
that the choice of good against bad is the positive side of morality while the choice of
bad against good is the negative part of morality; but the determinants of good or bad
from the two viewpoints differ—laid down rules by the society or the will of God. The
Irish Bishops’ Conference (2004) agrees that “Happiness is the ultimate end of
morality, human dignity its measure, conscience its source”. If happiness is the
ultimate end of morality, it is expected of every rational human being to aspire for
happiness. This is only possible by choosing to do what is right instead of wrong.
Nature has given all rational humans the freedom to choose between good or evil.
This freedom of choice is appealed to by the ‘conscience’ – defined by Answes.com
as the “awareness of a moral or ethical aspect to one's conduct together with the
urge to prefer right over wrong”. According to the Irish Bishops’ Conference (2004)
“Conscience appeals to our freedom, but does not compel us: we can freely act
against our conscience”. Any action to be taken by any rational human being must
have been debated on within his or her inner self. The action taken is a product of
the debate in which the conscience has its own role to play. Good morals are,
therefore, products of the conscience.
The church choirmaster and morality
From the foregoing discussions on morality, it is important that the church
choirmaster must have good morals to be able to lead the choir effectively. The
philosophical and the theological viewpoints on morality must be well understood by
the church choirmaster, despite the fact that it is expected that the theological view
point will take preeminence over the philosophical. This is because he or she lives in
a society, thus, must adhere to the moral principles guiding the society; he or she is
also an important personality in the church, thus, must adhere to the moral principles
of the church. There may be issues where moral principles of the society may be in
conflict with moral principles of the church. It is the opinion of this writer that the
moral principles of the church should take preeminence in the case of the church
choirmaster. His free will, definitely, have the final say in such situations.
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The following questions may arise in a discussion on the church choirmaster and
morality:
1. How would a church choirmaster propagate morality?
2. What aspect of morality should a church choirmaster be more concerned with
in a church choir?
3. What has morality got to do with singing in the church?
4. What happens if a choirmaster is musically sound but morally unsound?
5. Which is more important in a church choir, good singing or good morals?
The above are posers for both the church choirmaster and any researcher on
morality in a church choir. Reflecting on the questions above is possible to put a
researcher in a dilemma concerning which should take preeminence between good
singing and morality in a church choir. Below are attempts by this writer to give
answers to the posers above:
1. The church choirmaster can propagate morality by, first of all, being morally
upright. This enables him to admonish any chorister who errs.
2. The aspect of morality that the church choirmaster should be more
concerned with in a church choir are those that the choristers (especially the
young and unmarried ones) are susceptible to. E.g., indecent dressing,
sexual immoralities, disrespect for authorities, etc.
3. The church, as an institution that teaches moral uprightness, has many
instruments for achieving her goals. The church choir is one of these
instruments. Choristers’ exhibition of good morals, within and outside the
church premises, will enhance their ministration to the congregation.
4. Good singing and good morals are both important in a church choir. None of
them should be left for the other.
5. A choirmaster who is musically sound but morally unsound should not be
encouraged to lead a church choir.
In addition to the church choirmaster’s moral uprightness, he or she should be well
informed about the teachings of the church on morality and also be well informed of
the moral values of his or her immediate society to be able to propagate morality. He
or she should understand the role of the church as an instrument in the propagation
of morality in the society, thus, assisting the church to play this role in the choir.
Musicality and morality should both be taken seriously by the choirmaster. His or her
attitude to the choristers on different matters – musical and or non musical – will go a
long way in determining the response of the choristers to his or her demands and
expectations from them.
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An average church choir in Nigeria, as stated earlier, comprises of youths as the
majority. These youths may like to be associated with their choirmaster and also
respect him or her especially if the choirmaster is very musical. This association,
between the choirmaster and choristers, has the tendency of going beyond just
musical partnership, thus, extra-musical relationship. The choirmaster, therefore,
becomes an instrument to help inculcate good morals in the choristers. A young
chorister who believes so much in his or her choirmaster has the tendency of seeing
the choirmaster as a demigod. Therefore, the morality of the choirmaster will either
affect the choristers positively or negatively as a result of the relationship between
the two. The church choirmaster must have a personal self-control, especially when
having extra-musical relationship with his or her choristers. According to Ekwueme
(1993: 43), “A male choral director should not compromise himself by having intimate
relations with female members of his choir”. This also applies to the female choral
director in her relationship with male members of the choir. A church choirmaster
who lacks personal self-control will not be able to fight moral decadence in the choir
and in society at large. He or she will only be promoting it because his actions would
not portray otherwise. Ekwueme (1993: 44) further asserts that “Nothing causes a
loss of discipline in a choir more that a director who cannot reprimand a member on
account of his having compromised himself with her”. For a church choirmaster to
reprimand any chorister he or she should have the loyalty of the chorister so that
when the chorister is admonished, the desired results will be achieved. This loyalty
can be acquired by self-discipline. Being able to reprimand and admonish a chorister
creates an avenue for propagation of morality.
The question about the morality of a church choirmaster does not only end with his or
her relationship with the choristers. It also extends to his or her relationship with
other members of the church and the society at large. By the virtue of his or her
position and the primary duty of conducting the choir at rehearsals and performances,
the church choirmaster attains the status of a very important personality (VIP) in the
church – especially in a church where good music is cherished and appreciated by
priests and members of the church. Since the church choir leads the congregation in
singing and also ministers to them through music, the church choirmaster becomes a
conspicuous figure in the church. His or her lifestyle may go a long way in affecting,
either positively or negatively, the members of the church, thus, the need for moral
uprightness.
Conclusion
Moral philosophy and moral theology both aim at building a stable society where
every individual is able to draw the line between good and bad. There are individuals
who, as a result of their position in the society, serve as role models to other
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members of the society (especially to those who aspire to be in their position). The
church choirmaster is one of these individuals. Therefore, the role of the church
choirmaster, in the church and in the society at large, is inestimable especially as an
essential instrument in the propagation of morality. Being a figure that is regularly
seen in church activities makes his or her lifestyle susceptible to comments and
debates from the public. In opinion of this writer, the easiest and fastest way to for a
church choirmaster to propagate morality is by personally acknowledging and
exhibiting acceptable moral values in his or her immediate society which conform to
the teachings of the church on morality. Every church choir has formal and or
informal rules and regulations guiding it. It is the duty of the church choirmaster to
ensure that these rules and regulations are adhered to by every member of the choir.
The choirmaster, being a custodian of the rules guiding the choir, will only be able to
enforce them if he or she abides by them. His or her behavior speaks louder than
words, especially on issues of morality.
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Abstract
The African concept of musical aesthetics, in addition to the quality, beauty and
enjoyment of music, includes the functionalism of music. Consequently, its aesthetic
attitude has to take into consideration, to what degree it is able to enhance other
activities that go with it. The developing nations of the world are replete with a wide
assortment of socio-cultural and economic challenges that hinder human
development. Music not only presents a challenge in itself, but also proffers tools to
the society for combating some of these societal ills, in the search for sustainable
human development. This paper investigates the place of Nigerian traditional music
in the society and the way it can be optimally harnessed for development, through
the examination of its organization, functions, musical content, perceptual and music
cognition. Among other findings, this research revealed that this genre of music
contributes in raising the standard of living (should be seen in the paper, I hope) and
to the general well-being of the people through the promotion of their social, religious
and material lives. Its potentials for greater input to sustainable development are
enormous if managed skillfully and properly channeled. This study employed
musicological, sociological, historical and anthropological tools which included
participant observation, bibliographic methods and the interview of informants.
Introduction
The process of human development, according to the United Nations (2004), entails
the availability of adequate ethical, intellectual, material and social resources to
individuals, communities and institutions, necessary to improve on existing conditions
and live according to their choices. Todaro and Smith (2009) further explicated that
development is an infinite process which entails the quantitative and qualitative
transformation of lives of individuals and society, through improvement in material
infrastructures as well as social and cultural structures. Development processes
therefore, are not only related to economic and social factors, but also to history,
values, self understanding, attitudes and the process of interaction. Consequently,
the foundation of human development must be based on the culture, for it is these
cultural concepts and ideals that propel development or underdevelopment. There
are two dimensions to culture – the social practices and the artistic expressions of
these practices. Music is one of the artistic forms through which culture is expressed.
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Music, because of its multi-dimensional characteristics is an indispensable tool in the
quest for sustainable development. Music technology is an inter-disciplinary field
which encompasses modern scientific approach and technology, involving the use of
electronic devices, computer software and the humanistic approach such as
psychology, sociology and conceptual aspects of music making. The African concept
of musical aesthetics, in addition to the quality, beauty and enjoyment of music,
includes the functionalism of the art of music. Music may not be only an end in itself,
but is also usually a vehicle, through which several necessities are carried out and
attained, hence, the importance of music in the society. Consequently, its aesthetic
attitude has to take into consideration, to what degree it is able to enhance other
activities that go with it.
Merriam (1964) observed that the term ‘functional aesthetics’ contradicts the
aesthetic principles of the Western civilization, where the purpose of an aesthetic
object is the enjoyment of its beauty, and nothing else. This is in contrast to the
Nigerian, and indeed African concept of aesthetics, where the roles and functions of
an aesthetic object are even of greater importance than taking pleasure in its beauty.
Kofie (1994) expressed this when he pointed out that the principle of beauty is
whatever leads to desirable social change. It is in this light of functionalism that
Nigerian traditional music is examined as a tool for sustainable development.
The vast array of styles and types of Nigerian traditional music, generated by the
multi-ethnic peoples of the nation, lends itself as an implement in the search for
sustainable development. Nketia (1982), noted that traditional music is affected and
conditioned by environmental, historical, political and social circumstances of the
various societies in which it emerges, is cultivated and used. In addition, the diffusion
of musical types and styles within the various cultural groups, and the pervasive
influence of the Western culture, are strong forces that condition and affect this genre,
which in turn shape and condition concepts, behavioural patterns, and consequently,
the lifestyle of the people. Traditional music evolved and is sustained as a corporate
communal experience.
As a result of the multi-dimensional nature of music and its integration into the
African lifestyle, it is an indispensable tool in the achievement of many pursuits such
as political, social, cultural, religious and economic endeavours. For this reason,
many communal activities are accompanied by music for it enhances the
effectiveness of specific actions on particular occasions, thereby contributing as a
part, to the whole socio-cultural system.
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Music, being an aspect of culture is dynamic, sifting, modifying, discarding, adapting
and adopting in the various domains types, styles, instrumentation, performance
practices, dance and costume, as the case may be, in relevance to the needs of the
society. Accordingly, traditional music that is no longer relevant to the needs of the
society is discarded and new genres, forms and techniques develop as replacements.
Types of traditional music
There are as many types of traditional music as there are various occasions and
demands for it, consequently, the various occasions and their exigencies determine
the type to be performed. Based on Merriam’s categorization (1964), four main
categories grouped according to the functions they may fulfill emerge, namely;
Music for technology and economics:
This includes labour songs, such as canoe paddling, grinding, harvesting,
construction of houses, working in the farms and others. Music also accompanies the
technology of traditional medicine.
Music for social institutions:
This is music used for various social organizations, educational and political
structures. They can be subdivided into birth songs, lullabies, naming songs, music
for rights of passage, initiation, love and marriage, family and kinship affiliations,
various social organizations, praise songs, coronation music, title taking, music for
political events, campaign for political offices, funeral and others.
Music associated with the supernatural:
This includes music connected with religious beliefs, and events such as prayers,
myths, legends, divination, cult music, music for religious functionaries, music
connected with natural and supernatural powers, supernatural assistance for healing,
hunting and achieving other feats, and music associated with the Traditional,
Christian and Islamic religions.
Music connected with other arts:
This type of music is associated with the other arts namely, folktale, drama, dance,
visual art and music for the film industry. It is performed in order to enhance these
arts. Traditional music has an almost inseparable relationship with these arts.
Virtually everyone at one point or the other in his/her lifetime partakes of one form or
the other of traditional music, either as a performer or a spectator.
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Performers of Nigerian traditional music
As is the common practice in African societies, traditional music generally takes
place during social events. This usually happens when individuals or a society,
bound together by common ancestry, ethnic tie, linguistic bond or any other affiliation,
come together for social or ritual ceremony, recreational activities, festivals, or any
kind of collective activity.
Two main types of Nigerian traditional music performers are discerned, namely:
i. Performers that make music as a result of their attachment to traditional
institutions for example, religious/ritual institution, (priests, native doctors,
diviners), social institutions (such as kinship daughters/sons of a clan, wives
of clan members and other affiliations), royalty (praise singers attached to
royal courts) and other institutions.
ii. Musicians whose motivation is love of music and its economic considerations.
Among this group are traditional popular musicians, various government
sponsored dance troupes and musical clubs.
Sometimes individuals perform music for their private needs as they carry out their
different chores.
Nigerian traditional music as a tool for human development
As a result of the fact that Nigerian traditional music is completely integrated into the
lifestyle of Nigerians, music technology makes an enormous contribution to the
cultural system. Merriam (1964: 123), commenting on the general all-encompassing
nature of music as a human phenomenon stated, “There is probably no other human
cultural activity which is so all pervasive and which reaches into shapes, and often
controls so much of human behavior”. Sometimes its role in a given occasion is
tangential, but generally it is essential.
The contribution of Nigerian traditional music in promoting the social, religious and
material life (thereby raising the standard of living) of the Nigerian is enormous. This
is glimpsed through participation in musical activities (by individual members of the
society, and collectively as members of the society) as performers and as the
audience. The contribution is observed in the spheres of health, economy, education,
social control, symbolic representation, literature, communication, emotional
expression, aesthetics, rejuvenation, maintenance and continuity of history and
tradition, facilitation of religious and social events, and the creation of group identity
and solidarity. All these foster development. The potentials of this genre for furthering
the advancement of sustainable human development are yet to be tapped to the
fullest. These will be examined in the following fields:
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Health
Sometimes music is therapeutic. It tends to set the mind free from problems thus
reducing stress and stress related ailments. It aids relaxation and consequently,
reduces anxiety. Since most illnesses are caused by one form of stress or the other,
it follows therefore that the removal of or lack of stress contributes enormously to the
achievement of the general well-being of the individuals in the society, which in turn
effects directly to a more stable society, higher levels of productivity and longevity
Collins (2001). Music is also used as an analgesic. Suitable music seems to have the
ability of relieving and sometimes removing pains. For instance, music is used as a
form of analgesic during circumcision surgeries in some Nigerian societies, namely
among the Ibibio of Akwa Ibom State (Akpabot, 1982), and the Igbo of Ishielu in
Ebonyi State (Okafor, 2004). Similarly, it is believed that through songs of
supplication, the control of power for healing may be achieved. More empirical
studies are however, imperative in this field in order to determine whether and how
this happens, and the possibility of increasing the use of music for the treatment of
some illnesses. This practice if viable could help reduce the ingestion of harmful
chemicals in the body as some ailment would be treated by simply listening to some
types of music rather than intake of hazardous chemicals.
Economy
Music contributes to the advancement of the national economy as well as the
financial situation of individual members of the society. Some foreign exchange
earnings result as a direct consequence of the music industry in Nigeria as seen in
the patronage of Nigerian music, especially by Nigerians in Diaspora, as well as
other nationals, particularly in the neighbouring countries such as Cameroon, Ghana,
Republic of Benin, Cote d’Ivoire and others. The impact of Nigerian music particularly,
traditional popular music, such as fuji, apala, dadakuada, akuko na-egwu, goje music
and others, has been such as to raise the standard of living by enhancing incomes
and creating more job opportunities for members of the Nigerian society. Thus the
generation of new jobs and income for the musicians and the personnel of the
recording studios, storage and marketing agencies are all credited to the music
industry. The general well-being of these individuals and their families will be
enhanced if the environment is more conducive to the optimal development of the
music industry. For instance, the appropriate implementation of the copyright laws to
protect the music of the musicians will go a long way in that direction. Seligman
(2001), and Reichman (2001), observed that piracy level in Nigeria is very high, more
than 50%. This impoverishes the traditional musicians and discourages them greatly
as pirates reap where they do not sow.
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All over the world, in both the developing and developed countries, there is a growing
consumption of music irrespective of class and age; Nigerian music should therefore
be encouraged and the quality and quantity developed in order to have a fair share in
this phenomenon which will empower more musicians economically and shore up the
nation’s economy. Also tourists could be attracted to the nation as they patronize the
music, dance theatre and dance drama, as is the case with the Oshun and Argungu
festivals in Yorubaland and Kebbi state, respectively. In addition, a compilation of the
traditional festivals and their advertisements within and without the country, coupled
with provision of necessary infrastructure and security will encourage the patronage
of tourism in the country.
Nigerian musicians should also take advantage of the international interest and
demand for African music and produce Nigerian music with originality not merely
imitating the Western trends. The availability of modern and adequate recording
equipments will greatly enhance this.
Furthermore the exportation of Nigerian traditional music needs to be accorded due
attention since according to Stiglitz (2004), most of Nigeria’s foreign exchange
earnings, about 85% are provided by the oil sector alone. The exportation of Nigerian
traditional music will help diversify and foster a more stable national economy.
Education
Music aids learning by facilitating understanding and retention, it therefore greatly
contributes to the education and integration of the African child into the adult society.
Through games and instructions delivered through the medium of music, their skills
and knowledge in all spheres of life are improved. In line with this, Agu (2006: 8)
opined that, “since whatever they learn at this early stage of life is well registered in
their subconscious mind, music is purposefully utilized in most learned experiences
organized for them to help them discover and develop their personality”.
Unfortunately, some learning programmes contained in the music curriculum of
instructions in Nigerian schools are inappropriate. This is because they deal mainly
with theory of Western music and not enough practice of the traditional and popular
music which the students encounter in their daily activities. In higher institutions, the
curriculum does not adequately meet the needs of the music student. It is thus
necessary to review, adjust, and incorporate relevant and focused music training in
order for the music graduates to be self reliant in their musical endeavours. This
automatically translates to economic empowerment.
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History/tradition
Nigerian music, particularly the traditional music, helps to maintain and safeguard the
continuity of tradition and history. Music facilitates retentive memory, therefore
historical facts, myths and legends, set to songs are not easily forgotten since as
music is passed from generation to generation, these events, enshrined in the music,
are also passed on.
In some societies, for example, among the Hausa, a professional class of musicians
exists whose role is to maintain the oral tradition of the aristocrats and the community.
They do this by re-enacting episodes from the history and tradition of the society.
These are performed with music in accompaniment. Allusions to significant incidents
and genealogies linking present generations to past ones and fostering solidarity
among the people with a common past may also be made by various musical groups
in the society. These musical performances exhort the members of the society to
emulate the noble characteristics and heroic deeds of their ancestors. This practice
should be encouraged and not allowed to die off. There is a possibility of this
occurring as people acquire new behavioural patterns that go hand in hand with
modernity, thereby abandoning some useful cultural practices which necessitate
performances of traditional music. The knowledge of one’s ancestral history
promotes confidence, identity and stability among individuals and the society as a
whole. Stability in turn fosters human development.
Literary Resources
Merriam (1964: 204), stated that the song text “reflects mechanisms of psychological
release and the prevailing attitudes and values of a culture”, through its literary
treasures expressed in epic poems, prose and beautiful verses rich in onomatopoeia,
figures of speech, idioms and proverbs, provide rich insights into concepts, value
systems, societal norms and behaviour. The performance of folk music in schools,
public and private should be given every support and encouragement. Additionally,
the collection and proper storage of this music should be embarked on in order to
ensure the continuity of this cultural heritage, which fosters the socio-cultural wellbeing of individuals in the society.
Social Control
Since the psychology, concepts, values and attitudes of a culture are reflected in the
song texts, the fabric of the society is therefore upheld in music, through which these
behavioural patterns come alive. With the medium of music the accepted codes of
conducts are maintained and encouraged through praises and appreciation, and the
unaccepted ones, discouraged and punished through admonition and ridicules. Thus,
law and order are maintained through music. Conversely, the contemporary Nigerian
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society is very much preoccupied with quick acquisition of wealth, with as little effort
as possible. This is reflected in traditional music whose themes are replete with this
idea. It is almost certain that such wealth would have come by from criminal or illegal
activities. Purposes of development would be served if themes of traditional songs
rather than laud easy wealth and other vices promoting it, exult hard work, honesty,
trustworthiness and other qualities that promote peaceful co-existence.
This is possible because of the fact that while music is consumed, it leaves a “mark
on the psyche that re-directs the person towards a new personality, towards a new
activity”, Okafor (2005: 277). Nigerian traditional music could be a potent ally of the
Nigerian mobilization agencies in public enlightenment, and government mobilization
programmes. In addition, this genre is already being used extensively in the
advertising industry for the advertisement of goods and services, by various
companies and agencies. Similarly, social engineering of the masses for particular
actions could be made very effective through the enlisting of music which, while
articulating the message effectively, would at the same time be entertaining.
Communication/Emotional Expression
Music serves as mass media by the dissemination of historical, topical, local and
foreign information to the members of the society. Through music, communication
between individuals within and without the society is enhanced. Akpabot (1986)
noted that at all times, irrespective of occasion and time; music is only second to
speech as a preferred, medium of communication. Sen (2004) views music as being
a very effective tool at the frontline of protest movements, since it gives eloquence to
voices that are otherwise muted and muffled.
Traditional music addresses strong and deep emotional feelings, the expression of
which may not be permissible in speech and deed, by the society, thus acting as a
catharsis and providing relief for emotions (which if retained could cause harm to the
individual and the society) and enhancing resolution of conflicts and solution to
problems. Furthermore, music stimulates emotions such as longing, passion, grief,
joy, religious exultation and other feelings in the performers which they express and
pass on and share with their audience. This creates feelings of intense unity and
harmony, which are felt during performances, fostering the well-being of the
individual and the society as a whole.
African musical instruments are not left out. Forchu, (2007:97) explained that,
“musical instruments provide diversified source of information on the artistic values,
religious beliefs and the general social structure of a society”, through the visual
perception of the structure of the musical instruments and how they are made to
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sound. Consequently, with the aid of musical instruments historical, sociological and
psychological facts of societies hitherto unknown may be unraveled. This will foster
communication, understanding and tolerance among the various Nigerian ethnic
groups.
The outcome of the low proceeds earned by musical instrument makers is the dearth
of this group of artisans. The production of traditional musical instruments needs
more support by both the government and the people in order to sustain the cultural
heritage, and contribute effectively to the process of advancing human development.
Other Arts
While music is an art in itself, it is often integrated into other arts such as dance,
drama, visual art, the film industry and others. Through a proper manipulation of
musical sounds, it provides the correct mood, emotional background, and creates the
desired effects in the presentation and production of these arts.
Aesthetics
Beauty uplifts the spirit and aids in the promotion of the social life of a society. The
sound of music is employed to add to the beauty of an environment, and helps to
create the desired atmosphere for myriad social and religious occasions. Sometimes
traditional music heralds these events, thus contributing to the decoration of the
environment, by affecting the subtle aural sensibilities which enhance the individual’s
aesthetic perceptions of the environment and atmosphere. Traditional musical
instruments are also used to decorate private and public places.
Religion
The pervasive belief in the supernatural by Africans regulates all activities in the
society. Sacrifices, impersonation of spirits, communion with gods and spirits are all
centered on music. Akpabot (1986), Okafor (2004), explained that the greatest
supernatural powers reside in songs. Thus music is believed to be efficient in
communicating with the spirits resulting in the great status accorded to the musical
content of ritual songs; they validate ceremonies.
Among the Christians, various forms of traditional music are well integrated in the
Church and are used extensively to facilitate religious events. Traditional music
which appears in the church in the form of Youth Songs, and short repetitive songs
known as “choruses” serve purposes of spiritual upliftment, attentiveness, emotional
expression and solidarity, among the faithfuls.
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Symbolism
Music sometimes symbolizes the formal features of culture, such as the structural
division of a society, for instance, the social and political organizations, religious
activity, economic activity and others. The general attitudes towards the music
system and other aspects of culture are shaped by these general values of the
society. Music contributes in shaping the aspects of culture of which it is integrated
into. Consequently, these values and practices are symbolized in music. An
illustration is the egalitarian and stratified social and political organizations of the Igbo
and Hausa, respectively, which are symbolized in their music. Elaborating on this
Forchu (2007; 97-98) noted, “Among the Hausa, the musical notion is reflective of
this, where some categories of musicians have almost the same status as servants,
while in Igbo societies, the musicians have the same opportunity as everyone else”.
The symbolic aspect of Nigerian music could be a rewarding field of endeavour if
conscious efforts are made to integrate and symbolize contemporary developmental
ideals and ideas into Nigerian traditional music system.
Rejuvenation
The sound of music is imbued with the power of rejuvenation on the mind (resulting
in creativity) and body. For example, often individuals from diverse fields of
occupation play music in the background as they carry out their work, and various
activities, professional or otherwise. Concerning the influence of traditional music on
the Igbo, Basden (1966:364) pointed out that, “passions are raised, abnormal
strength is instilled, men and women acting as they never would under ordinary
condition”. Consequently, unusual feats, mental and physical are achieved under the
influence of music. Little wonder that some types of music when played to tired
manual workers instill fresh energy and make them work harder. There is a need for
the exploration and exploitation of this aspect of the influence of traditional music on
the populace; in order to encourage and stimulate people to hard work, particularly at
this time that there is a general laxity in the attitude to work, especially among civil
servants.
Identity/Solidarity
Collaborative effort is required for any group involved in performance of music. When
they share a common experience, belief, value systems and behavioural patterns,
the end result is a strong cohesive social bond. This is further strengthened during
re-enactments of values and beliefs (accompanied by music) on which the unity of
the society is built. Hence, Agu (2006: 18), elucidated that “music is one of the
strongest tools for cultural uniqueness and self identity in the life of any society”.
Concerning the unstable nature of the African nations and the role music can play in
it, Sen (2004: 2), explained that, “Music is not only a great harmonious influence in
Nsukka Journal of Musical Arts Research

217

Nigerian traditional music: An implement for human development –
Ijeoma Forchu
general, it can also assist in sustaining broad cultural solidarity and to some extent
help to resist the inter-group rivalry that cause so much bloodshed in Africa and
elsewhere”. It is a well-known fact that there is sustainable development where there
is no conflict.
The organization and planning of regular music festivals in specific places and times
where the different traditional music of the various ethnic groups would feature will
greatly encourage peaceful co-existence of the various peoples of Nigeria.
Conclusion
Nigerian traditional music contributes to the growth of the national economy, raises
the standard of living of the individual members of the society, and is sometimes
therapeutic. This genre aids learning by facilitating understanding and retention. It
helps maintain and safeguard the history and continuity of the culture. Its song texts
which are a reservoir of literary resources contribute to the maintenance of social
control. Nigerian traditional music helps in the dissemination of information and gives
support to the presentation and performance of other arts. It increases spiritual
exultation, attentiveness, emotional expression and the regulation of mood. Nigerian
traditional music rejuvenates the body and mind and encourages group identity,
solidarity and peaceful co-existence.
It is therefore germane to note that music is all pervasive and is integrated into
virtually all human activities. Merriam (1964: 227), observed that “Music is clearly
indispensable to the proper promulgation of the activities that constitute a society …”.
As a result of its multi-faceted nature, Nigerian traditional music contributes to the
availability and accessibility of ethical, social, cultural and economic resources
necessary for the development of moral, social, intellectual and economic capacities
of individuals, institutions and the society. Music technology, if applied effectively has
the potentials to lend itself as a formidable implement for transformation, enabling
individuals and the Nigerian society to develop their capacity, lead productive and
creative lives, according to their needs and interests.
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Abstract
Nigerian musicologists are men and women of many responsibilities. These
responsibilities range from social, cultural, political, and religious responsibilities to
professional, educational responsibilities, etc. As professional musicians and
resource persons in music-related issues, much is expected of the musicologists as
they entertain, educate with music and strive to uphold, improve and maintain quality
of Nigerian musical arts. Consequently, these expectations from the musicologists
come with numerous challenges at various levels of their commitments in various
societies, which, in turn, put their integrity at stake most times. By integrity, here, we
refer to that which concerns itself with the musicologists’ quality of being honest and
having strong moral principles in the delivery of their professional services to society.
In professional music services as obtainable in music festivals’ adjudications and
auditions, there are instances where many musicologists have been proven men and
women of highest personal/artistic/professional integrity as well as instances where
their integrity were questioned. In whichever case, the primary issue is that integrity
crucial to professionalism and that Nigerian musicologists ought to understand the
fact as it relates to them personally, artistically or professionally, accept it and live by
it. This paper analyzes the challenges of Nigerian musicologists as professionals in
the Nigerian society who are expected to battle with the requirements and ethics of
their profession as well as their social/societal responsibilities; hence the socioprofessional challenges. Emphasis is on the musicologists’ integrity in their
professional dealings in the society.
Introduction
Some Nigerian musicologists have, in the recent past, been involved in one scandal
or the other. This is as a result of the deteriorating ethical standards of those who
have indulged in malpractices in the course of their work. The attention of some
stakeholders has been drawn to this in recent times. It is crucial therefore for our
musicologists to strengthen ethics, transparency and accountability in their daily
dealings with their students, clients or colleagues. Before proceeding to the problems
faced by Nigerian musicologists in carrying out their civic responsibilities, there is
need to define the two major concepts that form the basis of our discussion in this
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paper, which are Integrity and Professionalism. An understanding of these
concepts would aid the appreciation of their usages in this write up.
Understanding the Concepts:
Professionalism and integrity are critically connected. The fact that they are two
different words that can be given independent definitions notwithstanding, there exist
a link between them. This implies that the existence or lack of any of them will either
positively or negatively impact on the other. Therefore, any well-balanced
musicologist in terms of performance and respect must seek to be conscious of the
two concepts; Integrity and Professionalism.
Integrity
Integrity as that which concerns itself with the musicologists’ quality of being honest
and having strong moral principles in the delivery of their professional services to
society. According to Ssonko (2010):
integrity is one of the most important and oft-cited of virtue terms. The
concept of integrity has to do with perceived consistency of actions, values,
methods, measures, principles, expectations and outcome. When used as a
virtue term, “integrity” refers to a quality of a person’s character. Some
people see integrity as the quality of having a sense of honesty and
truthfulness in regard to the motivations for one’s actions. Persons of
integrity do not just act consistently with their endorsements, they stand for
something: they stand up for their best judgement within a community of
people trying to discover what in life is worth doing. Some commentators
stress the idea of integrity as personal honesty: acting according to one’s
beliefs and values at all times. Speaking about integrity can emphasize the
“wholeness” or “intactness” of a moral stance or attitude. Some of the
wholeness may also emphasize commitment and authenticity (p. 6).
Emphasizing morals, Halfon (1989) offers a different way of defining integrity when
he described integrity in terms of a person’s dedication to the pursuit of a moral life
and their intellectual responsibility in seeking to understand the demands of such life.
He stressed that persons of integrity embrace a moral point of view that urges them
to be conceptually clear, logically consistent, appraised of relevant empirical
evidence, and careful about acknowledging as well as weighing relevant moral
considerations. He further informed that persons of integrity impose these restrictions
on themselves since they are concerned, not simply with taking any moral position,
but with pursuing a commitment to do what is best.
In a sort of summary, integrity according to Carter (1996), requires three steps:
i. Discerning what is right and what is wrong
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ii. Acting on what you have discerned, even at personal cost; and
iii. Saying openly that you are acting on your understanding of right from wrong.
Professionalism
Going by Sarji’s (1995) view as reported by Ssonko (2010),
professionalism, in a sense means excellent work culture and, in a benign
sense, is an internalized duty to do well. It is a kind of performance ethic,
close to a noble calling, by which professionals simply are called to do their
best, for anything less would be embarrassing to them. It is an ingrained
pride in performance. He adds that professionalism is adherence to a set of
normative and behavioral expectations usually embodied in a code of ethics
(p. 7).
It is synonymous with values like loyalty, neutrality, transparency, diligence,
punctuality, effectiveness, impartiality, and so on. Going by the Article 21 of the
Charter for the Public Service in Africa (2001), “Professionalism manifests itself in
the public service employee’s behaviour at work and in his/her constant effort to
improve, reinforce and update his/her knowledge, refine the skills that are necessary
for carrying out his/her tasks and enhancing his/her output and productivity” (p. 6).
Professionalism is the overall value that encompasses all other values that guide the
public service.
What is Integrity in Professionalism?
Having taken a close look at the two concepts – integrity and professionalism, by
implication, one can summarise that integrity in professionalism entails conforming to
all the noble requirements and ethics of one’s profession and doing so with good
morals and great sense of commitment, honour and selflessness. Integrity in
professionalism as it relates to musicology can be approached from three main view
points: personal, artistic and professional.
(a) Personally, the musicologist is expected to exhibit high level of integrity in
his/her character and general way of life. His/her physical appearance should
be able to speak some good things about him/her and so should his/her
speeches and actions spread the good news of integrity.
(b) As an artist, his/her moral standing is not expected to be compromised in the
name of doing the art. As much as he/she is expected to play his/her artistic
role without restrictions, he/she must endeavour to play to the rules and
avoid actions that are detrimental to the musical art and its practitioners.
(c) Professionally, the Nigerian musicologist should strive to keep to the ethics of
the music profession; such as being committed to his/her duties and
shunning all forms of distractions faced by music professionals.
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All these are achievable but do not come to fruition without obstacles and challenges
which this paper chooses to refer to as socio-professional challenges. And in this
case, the Nigerian musicologist is under study.
Socio-Professional Challenges of the Nigerian Musicologist
A musicologist is one who has been trained in the art of music. The music profession
being a very wide and diversified profession, the musicologist is in a world of many
possibilities as well as many challenges as he/she lives in a society where much is
expected of him/her. In Nigeria for instance, the 1970s and 1980s saw musicologists
as ‘never-do-wells.’ But in recent times, things have changed to some reasonable
extent, although the fact still remains that musicologists in Nigeria are yet to register
their presence and relevance in very important places and matters in the country. As
a result of all these, therefore, the socio-professional challenges of Nigerian
musicologists are so numerous but effort is being made here to tailor them down to
the following sub-headings: (i) Accountability (ii) Transparency and (iii) Impartiality (in
judgement and adjudication).
Accountability
Ssonko (2010) feels that although accountability is widely believed to be a good
thing, the concept is highly abstract and it is often used in a very general way. But
simply put, it means answerability for action carried out and performance achieved to
other relevant and concerned authorities outside his/her department or organization.
Accountability is therefore an ethical virtue, since ethics concern principles and rules
that govern the moral value of people’s behaviour. Improving ethics is crucial to
enhancing accountability and vice-versa. To the Nigerian musicologist, the need to
be accountable is a major challenge. He/she should be able to account for his/her
actions and inactions in his/her day to day activities and transactions.
Transparency
Transparency is all about openness, communication and accountability, just as the
expression “a transparent object” is one that can be seen through. By implication,
transparency requires musicologists to be as open as possible about all the
decisions and actions they take so as to be able to give reasons for their decisions
and restrict information only when the wider public interest demands it (Chapman,
1993). The ability to be transparent in life’s endeavours places the Nigerian
musicologist on a very reputable pedestal. Aiming to achieve this is a major
challenge.
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Impartiality
The ability of one to avoid favouring one person than another and being fair (neutral)
in judgement best describes impartiality. When adjudicating music competitions and
auditions, the musicologist involved is expected to avoid bias of any form. Impartiality
should serve as his/her guide and trademark. Any partial musicologist lacks integrity
in professionalism and the ability to achieve being impartial is also a big challenge to
the musicologist especially in a bad economy like ours.
Root Causes of Lack of Integrity in Professionalism – The Three Cs.
Lack of integrity in professionalism does not come from the high heavens; instead it
is ignited by some causes. Most of the practices and behaviours which undermine
the integrity of most Nigerian musicologists in carrying out their professional duties
are caused by some “in-built” moral decadence and are traceable to three major root
causes. These include the three Cs – Corruption, Complex and Conflict of interest:
(a)
Corruption
Corruption is the abuse of entrusted power for personal gain (Centre for International
Private Enterprise - Cipe, 2008). Ssonko (2010) declares that corruption is “one of
the most serious unethical practices that undermine trust and confidence of public
officials.” He further states that “public confidence can only be reclaimed by
establishing a reputation of integrity.”
(b)
Complex
Inferiority complex is a deadly disease that is very dangerous to the very existence
of any musicologist who allows him/herself to be infected by it. It brings about fear of
the unknown and leaves one in total fear at all times. Such people perceive every
action as a calculated attempt to pull them down. In most cases, inferiority complex
in the music profession is as a result of improper or inadequate training. In fact, it is
the outward evidence of incompetence.
(c)
Conflict of Interest
Conflict of interest arises when an employee’s interest is in ‘contrary motion’ with
his/her official position. This implies that the employee being driven by the force of
his/her private interest, discharges his/her duties in ways that may not be in the best
interest of the organization. According to Williams (1985) conflict of interest denotes
a situation in which an employee has a private financial interest sufficient to
influence, or appear to influence, the exercise of his/her public duties and
responsibilities.
The three Cs, mentioned above, are the root causes of all forms of existing
malpractices and lack of integrity in professionalism. They have no positive effects or
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contributions to the life and existence of the professional but their negative impacts
and losses are uncountable.
Impacts/ Effects of Lack of Integrity in Professionalism
Lack of integrity in professionalism has been proven beyond reasonable doubts to be
responsible for all and more of the following, each being part of what the music
profession in Nigeria suffers today. As said earlier, it has no positive impact yet its
negative impacts and effects are as numerous as shown in the table below with
instances cited in each case:
Consequences of Lack of
Integrity in
Instances/Examples
Professionalism
1. Loss of confidence in the Some parents and guardians discourage
music professionals, music their wards who are interested in studying
institutions and the music music, owing to the behaviour of some
profession itself.
past and present musicologists. Others go
as far as withdrawing theirs after
experiencing one or two irresponsible acts
of some musicologists they have come in
contact with.
2. Lack of moral values, Graduates are being turned out from our
which,
in
turn,
are music institutions yearly with a great
associated with weak values percentage of them lacking integrity. This
and weak administrative accounts for the decline in moral values
systems.
witnessed all over the place presently
resulting to sorting, falsification of figures
and sexual harassments.
3.
Misallocation
of There are instances (especially in the
Resources that could be academia) where Nigerian musicologists
channelled to productive spend time ganging up (cliques), gossiping
uses.
against their colleagues and writing
lengthy petitions (as long as seventy six
pages) rather than researching and
publishing original works.
4. Low patronage of music Serious minded clients are withdrawing
business and other related from
business
transactions
with
ventures.
irresponsible music professionals who lack
integrity. In the church, for instance, where
the music director/choirmaster collaborates
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Consequences of Lack of
Integrity in
Instances/Examples
Professionalism
(with say the priest/other key persons) to
defraud the church, integrity is lost as soon
as the arrangement leaks.
5. Reduction in creativity as Lack of sincerity of purpose in the creative
well as defeat of healthy profession (music) has led to low quality of
competition, efficiency and music production in the country. The
innovation.
traditional and pop as well as the art music
suffer the same ordeal.
The Future, the Way Forward and Conclusion
Having identified and stated some of the problems and challenges facing Nigerian
musicologists, their causes and resultant effects, there is therefore need for us to
discuss measures which can be taken to reduce the malpractices. Some of the
following, if considered and put to use by relevant authorities, bodies and
stakeholders, may bear some good fruits in future.
1. We are aware that the government has attempted to put in place a number of
institutional measures to combat evils like corruption, but the success of such
measures largely depends on the serious and sincere implementation and
enforcement mechanisms which the government must put in place. This, as a
matter of fact, is lacking.
2. There is need for the inclusion of well organised induction training in the
activities of musical associations like the Association of Nigerian
Musicologists (ANM), Musical Society of Nigeria (MUSON), Pan African
Society for Musical Arts Education (PASMAE) and so on. Core values,
standards and ethics of the music profession cannot have much effect on the
behaviour of Nigerian musicologists unless they are effectively
communicated and information about them is disseminated through induction
training activities. This is very necessary and important.
3. Lastly, to the individual music practitioner/musicologist, there is need to make
integrity in professionalism his/her watchword. Without integrity, there may be
no future for the music profession and professionals in Nigeria.
In conclusion, the challenges facing the Nigerian musicologists in the music
profession and society where they operate are numerous but surmountable. The
Nsukka Journal of Musical Arts Research

226

Integrity in professionalism: Analyzing the socio-professional challenges of
Nigerian musicologists Alvan-Ikoku O. NWAMARA
government, relevant bodies, authorities, stakeholders and the musicologists
themselves are to hold the bull by the horn and say “NO” to everything that works
against maintaining integrity in the music profession in Nigeria. When this is done,
there will be a better tomorrow for all of us. This is paper serves as a clarion call to all
concerned with music and music making in Nigeria, for a sober reflection. Now is the
time. Therefore, let us rise and go to work.e
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Abstract
Educational systems outside of the Western Hemisphere have long followed the
guide of the most influential countries, although not always to their advantage. The
major problem is that many developing countries have a much greater need for
technical institutes rather than for academic universities, so that they can produce
professionals and scientists able to address their particular problems. It is
everywhere apparent that universities are assuming more responsibility for the
continuance and renewal of education for the highly educated. Restoration in a
subject matter presumes that some measure of erosion has affected a subject matter.
This paper takes a look at the state of music education in Nigeria, and propounds
that lesson from the art of the lonely wayfarer - ony’ubo is a leeway towards the
restoration of the integrity of music education in Nigeria.
Introduction
Education can be thought of as the transmission of the values and accumulated
knowledge of a society. In this sense, it is equivalent to what social scientists term
socialization or enculturation. Education is designed to guide children in learning a
culture, moulding their behaviour in the ways of adulthood, and directing them toward
their eventual role in society. In the traditional African society, there is often little
formal learning, little of what one would ordinarily call school or classes or teachers;
instead, the entire environment and all activities are viewed as school and classes,
and many or all adults act as teachers. As societies grow more complex, however,
the quantity of knowledge to be passed on from one generation to the next becomes
more than anyone person can know; and hence there must evolve a selective and
efficient means of cultural transmission. The outcome is formal education, the school
and the specialist called the teacher. As society becomes ever more complex and
schools become ever more institutionalized, educational experience becomes less
directly related to daily life, less a matter of showing and learning in the context of the
everyday world, and more abstracted from practice, more a matter of distilling, telling,
and learning things out of context. As society gradually attaches more and more
importance to education, it also tries to formulate the overall objectives, content,
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organization, and strategies of education. In short, there developed philosophies and
theories of education, tracing the evolution of the formal teaching of knowledge and
skills, from prehistoric and ancient times to the present, and considering the various
philosophies that have inspired the resulting systems.
Ony’ubo is specie of the minstrel in the Igbo society. His art is characterized by the
use of the Ubo –Aka, (the thumb piano). He is itinerant in nature because his
instrument is not bulky. He interacts with the society and acts as a social historian as
well.
He is a solo performer, and an instrument builder. His music is akin to the
music of the inner circle rights. With Western civilization, these forms of
music are gradually fading away. When the functions which solo singing
served started fading away, the importance which solo singing served also
started to fade (Nwosu - Lobamijoko, 2001:71).
The alien perspective
Music education in Nigeria is fraught with tendencies of the Western style of
education in scope and content. Writing on the colonial system of education, (Okafor,
2003:5) observed that:
it was an education that alienated the people from their culture and value
systems. The colonial system of education had limited social objectives. The
aim here was to produce, at best, middle - level manpower for the Colonial
Civil Service. The society had no part in designing it nor, indeed, in
implementing it but had to co-operate in it. It was not designed to have
impact on the masses. It was a rule or system laid down by the colonial
master for his own good. The Christian missionary and colonial educational
systems had similar short comings as well as it was designed to serve the
interest of its propagators and not the people it was designed for.
Music evokes many feelings, surfaces old memories and creates new ones while
satisfying a sense of human emotions. The music of a people gives them identity as
well as educates other countries about their cultures. Adeogun (2007) also asserted
that music is inextricably woven into the fabric of life in the traditional African society.
Community members participate actively and creatively in the learning process. They
do so by playing their own part in shaping the contexts in which music learning
occurs and knowledge is generated. Such interaction is life long. Community
members grow up knowing the community’s musical conventions by continually
taking part in social activities.
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Classification of Western education.
 Education for vocational, technical, and professional competence. (Such
education may aim at preparing an adult for a first job or for a new job, or it
may aim at keeping him up to date on new developments in his occupation or
profession.)
 Education for health, welfare, and family living. (Such education includes all
kinds of education in health, family relations, consumer buying, planned
parenthood, hygiene, child care, and the like.)
 Education for civic, political, and community competence. (Such education
includes all kinds of education relating to government, community
development, public and international affairs, voting and political
participation, and so forth.)
 Education for “self-fulfillment.” (Such education embraces all kinds of liberal
education programme: education in music, the arts, dance, theatre, literature,
arts and crafts, whether brief or long-term. These programme aim primarily at
learning for the sake of learning rather than at achieving the aims included in
the other categories.)
 Remedial education: fundamental and literacy education. (Such education is
obviously a prerequisite for all other kinds of adult education and thus, as a
category, stands somewhat apart from the other types of adult education.
A common index of all kinds and species of foreign educational types is that they are
inadequate because societal needs were not fulfilled. Colonial educational systems
created an elitist class, promoted stooges, and stressed on foreign excellence, and
created a class distinction between Nigerians “been–tos” ie those who have either
been trained by the white man or have been trained in his country the home grown
folks. The need for restoration therefore arose and it has become imperative to reinvent education in culture.
The art of Ony’ubo
Through the art of the lonely wayfarer, Ony’ubo, the child learns a lot about the social
organization of his society and absorbs the requirements of music as they relate to
the community. The art of Ony’ubo is linked with the aspects of life like moral depths,
religious feelings, traditional norms and values.
Okafor (1991:60) observed that:
in the traditional Nigerian society, music was an integral part of education.
A musician was often expected to practise other areas of the arts and
occupations. There were musical families with long traditions of music
making. There were instrument makers who were also expected to practise
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other areas of occupation. Training in music often involved a long period of
apprenticeship during which the trainee learned other aspects of the art.
For example, the minstrel made simple instruments but he could be a
farmer, a hunter, someone who practised other types of occupation. In
other words, in the traditional society, music was integral not only with the
arts but with life.
Societies, traditional or modern usually design their educational systems to meet
their needs and satisfy their aspirations. Functionalism, self-reliance, social and
political participation and stability were the ultimate outcomes and were predicated
on industry, resourcefulness, creativity and obedience to God and society. Education
has been portrayed by many sociologists and educationists to be an experience
which borders on the peoples’ culture and which through learning processes
prepares an individual for adult life in his particular society, hence Agu (1997: 28)
opined that
indigenous education could therefore be interpreted to mean that type of
education that is natural or native to a place or that could be found within a
group.
Okon and Anderson, (1982: 16) described traditional education as: Tribal or
community based education.
Music education in Igboland could be said to be that type of education given by the
traditional Igbo society to the young ones for its specific purposes and which was
devoid of external influences. It was education which was premised on the cultural
norms and values of the society, its ideals, philosophies, needs and aspirations. The
question then arises, what made traditional education relevant in the society? These
include issues of substance, significance, methods of instruction and evaluation,
instruments and organization, for these are the basic considerations in an
educational system.
Substance
The environment informs the educational substance because what a child is taught
depends on the factors of his environment and the needs of the people which are
created by such environment. Education in Igbo society grounded the child in its
cultural and historical moorings. The basic content, therefore, included history of
origin and stories of migration, how to adapt to the environment by manipulating the
geographical and biological factors. Customs and conventions, etiquette and
language were taught for decent and stable social relationships while proverbs,
idioms and elementary mathematics were learnt for linguistically and intellectual
abstraction. Other areas that relate to functional existence were also included in the
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curricular content. These were occupational and special education. Occupational
education required the child to learn trades that could sustain him and his family.
Such trades include local crafts, like making of musical instruments, weaving,
farming, and boat-making. In most cases the child followed the family occupation
which was practised by preceding members of the family and with which they were
identified in their community. Emeka (2004: 218) noted that
Traditional Education (or education in the traditional society) is then the
system or process of cultural transmission from one generation to another.
It is culture in transmission or continuity especially as living a culture is the
surest route to its perpetuation or continuity.
Significance
Traditional education (music inclusive) was tailored to the need of the particular
community. During pre-colonial times, in riverine communities like Nsugbe, Onitsha,
Anam and Olumbanasa, young boys were taught to identify the footprints of animals
and birds, their habits and be able to set traps to catch as many of them as possible.
The child also learnt to build boats, musical instruments as well as to fish and farm.
There were specialists who carved wooden slit drum, membrane drums, and
xylophone. The child is expected to cultivate dexterity and patience while going
through the above mentioned chores.
Evaluation
Although objectives were not stated in the forms we presently adopt, parents, elders,
master-musicians and pupils knew what was to be achieved. In most cases it was on
the spot evaluation. Sometimes, like moral and physical training, evaluation in
traditional music education was in stages and took longer period. Emeka (2004: 220)
further stated
Those who think of traditional education only in terms of the school system
and modern government apparatus for education may not find it easy to
evaluate what happens in the traditional society in terms of claims to valid
education. Nevertheless, if it had succeeded in the past in transmitting
culture, in enabling man survive and develop in his environment and in
laying the foundation for some of the advances that are the pride of the
modern world, then traditional education is worthy of a closer study.
Style of instruction
Ony’ubo uses every available opportunity to instruct a child in good behaviour and
conformity to social norms. Knowledge is embedded in the lyrics of songs which
could be used as a tool of social control through ridicule, sympathy and in energizing
people into greater performances. There are chants, dirges and poetry to challenge
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the retentive ability of a child and to impart. Other methods of learning include
recitation, games, memorization, role-playing and story-telling especially in literary
matters. The intellectual ability and competence of the child is challenged through
solving riddles, proverbs and story telling. He learns language manipulation,
explores the mysteries embedded in words and statements and learns the rationale
behind certain social practises and natural occurrences. The Igbo believes that
whoever expects a proverb to be interpreted to him acknowledges that he is daft and
empty (the bride-price paid on the mother is wasted). The child is expected to draw
the meaning of the proverb from the context of the discussion. Highly intelligent and
attentive children easily do this and even employ a few. It is mark of successful
interaction with elders. The child learnt the use of proverbs as an art in diplomacy.
Children imitate adults a great deal in role playing.
Conclusion
Education in the traditional Igbo society was designed in accordance with the
people’s world view, their surroundings and immediate circumstances and facilities
that were needed for effective co-existence and maintenance of society. Upholding
this view (Agu, 2006:7) stated:
participation in children’s games and stories enable him to learn to sing in
the style of his culture just as he learns to speak its languages. Sometimes,
the mothers even dance with their children on their backs until the children
are old enough to take part in the dancing themselves. By the time the child
reaches adolescent age, he may have learnt to play on toy instruments in
adult ensemble.
In Igboland, cultural transmission starts from the cradle, Emeka in Agu (2006:7)
concurred:
children grow up and play together; improving their language and number
skills by running errands, playing musical and rhythmic games, listening to
and participating in the telling of folk tales and in their recitation of rhymes.
Fafunwa (1974: 16) observed that education in the traditional African society:
was an integral experience whose aim, content, methods and organization
were intricately interwoven; they were not divided into separate
compartment as in Western system of education.
In essence, traditional education was characteristically integral in experience, and
very functional in purpose. In respect of the aforementioned criteria, Ony’ubo was a
functional tool since the aims and contents of his art were relevant to the needs of
the society. As an itinerant poet, he was a veritable tool in traditional (music)
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education. He was the spokesman of his community. The knowledge in his art is
embedded in the lyrics of the songs which was used as a tool for social control
through ridicule, sympathy, and in energizing people into greater performance
through eulogy. The individual became fully integrated into his society, observing the
societal laws and respecting the demands of his society. Through minstrelsy, the
child was taught to respect his elders and those in authority. Minstrelsy served the
society in the attainment of its objectives.
Epics can be used as illustrations for lessons and lectures in schools and universities.
The present generation can learn a lot about past life and values of his community by
listening to and taking part in minstrelsy. Through the art of Ony’ubo, proverbs could
be taught and better appreciated in schools because examples are drawn from the
child’s immediate environment.
Okafor (1991: 60) collaborated with the above mentioned view:
Through song texts, a person learned moral codes of his land, its
chronology and history, and the guiding principles and ethics of his land,
He also learned about his own language, the things his people lived by,
and how the society worked. All these were learned through music that
ranged from simple folk tunes to highly specialized ritual music, including
chants, incantations and minstrelsy.
The child conjectures and learns faster when feasible examples are used as teaching
aids. It will be a worthwhile endeavour if the modern educational policy makers and
practitioners should seriously examine the elements of minstrelsy and integrate them
into educational practices. The establishment of skill acquisition centres in Igboland
should be encouraged. Skill acquisition centres should also be established in
educational institutions, and notable minstrels should be encouraged to be part of the
teaching process.It is my considered opinion that to make the study of music
meaningful, practical, relevant and applicable to the Nigerian student, the curriculum,
right from the primary school, should make folk or traditional music the foundation of
music education.
Minstrelsy is undoubtedly an active force and an excellent example of a living art
which is still closely allied to the present social setting of the Igbo folk from whom the
art springs. For the general majority of the Igbo folk, minstrelsy takes the place of
correspondence columns of newspapers and is the chief means of moulding public
opinion. A minstrel can say in a verse what cannot be written in a prose without
giving offence. In this respect, we find the minstrel playing an essential part in the
integration of the society. The minstrel is the jester who reflects the opinion of the
right thinking man or woman, the arbiter of the decencies and the opponent of
excesses in monarchs or the commoner. In other words, the minstrel is the upholder
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of social justice and solidarity in traditional life. Education in Nigeria faces numerous
problems in implementing an educational policy that will encourage economic and
social development. Pedagogical problems, economic and political problems all
intermix. The difficulties confronting most governments, however, are basically
political. Numerical increases in school enrollment, though occasionally spectacular,
fail to correspond to the legitimate aspirations of the people or even, more modestly,
to the initial objectives fixed by the governments themselves. There has also been
concern about the financial difficulties in the management of educational institutions.
There also exist the issues of the unsuitability of the current educational systems to
local needs, and the insufficient liaison between educational policy makers and the
planners of economic and social development. In short, an educational crisis has
developed and ripened in Nigeria. Education in cultural perspective must be revisited
and the art of Ony’u-Ubo- the minstrel, is the leeway
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APPENDIX
EXCERPT OF MINSTREL SONGS
1. Zik Odogwu (Afam Ogbuotobo)
Zik Odogwu, osi si kwusi ogu
The great Zik called for the end of the War
Ufodu meyelu onu fa nwa kpo Some opened their mouth and called Azikiwe a
Zik sabo
saboteur
O Zik nwannem o
Zik my brother
Onye kpolu Zik sabo cholu What was the intention of those whosoever
gini?
labelled Zik a traitor
Ife ocholu bu k’anu b’ogu He wanted the war to rage on so that the Igbo race
k’egbusie umu igbo, nmadu is exterminated. Does a human being argue with
on’esi chi ya ngo?
his Creator
Zik Afugo ife we kwub’okwu
Zik had an insight before his declaration
Officers’ ndi b’anyi ufodu ndi Most commanding officers in the Biafran Army
bu trader, trader onemeli were untrained personnel; can an untrained soldier
ogu’e?
prosecute a war effectively?

2. OBI JELU ORI
(AFAM OGBUOTOBO)
IGBO
ENGLISH
Akwa eze nwanyi na kwalu di ya
The cry of a queen to her husband
Obi dim alaputa na mu nama
Obi, my husband: don’t expose me to
ridicule
Obi ejena ori nodiro nma inugo
Obi, don’t go to robbery for it is not good
Obi dim alaputa na mu n’ama
Obi, my husband; don’t expose me to
ridicule
Obio inukwolu ya
Obi, have you heard what I said
Onye neli nkonwelu nko neworo anagu Discontentment caused Obi to go stealing
ya, ya k’obi ji kachie nti jebe ori and he was lynched
n’anyasi fa we tigbue nu ya
3. Omenani (Ozoemena Nsugbe)
Egwu nneme kam gua lunu
Bu maka omenani

The song I am about to render
Is about tradition
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Asimu kwube ekwube, nma ekwu no If I were asked to give verdict, I will say it is
bu omenani
tradition religion
Maka nanyi no n’ibeanyi no, anyi bi We were already established here before
nibeanyi bi, tupu fa bu ndi uka we bia
Christianity came
Anyi bi n’ibeanyi bi tupu fa bu ndi uka We were living here, before Christians
we bia
came
Oro ndi ocha wetaliuka
Is it not Europeans that brought Christianity
Nyabu n‘mechesie nu emechasi, uka After every consideration, Christianity must
g’ana, omenani ga di ibe odi
go and traditional religion will remain.
Omenani ndi n’edu fa edu
The tradition of a people guides them
Okwa ni ayaka no n’ilo –ozoemena
It is the dreaded icon, Ozoemena, on stage
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Abstract
Imperialism is a diverse phenomenon that manifests through multiple facets. Cultural
imperialism for instance has an aspect that could be conceived as ‘musical
imperialism’. Nigerian popular music has evolved from emphasis on the suffering of
the Nigerian masses in the earlier post-independence era to an emphasis on sex and
‘love’ in imitation of popular music in the capitalistic Western countries. By analyzing
Nigerian popular music over time, this article argues in line with the data that it is not
that the Nigerian masses stopped suffering but that they lost their traditional
champions in the form of popular musicians to the pull of cultural imperialism, which
emphasizes other considerations as the basis for making record albums sell across
borders.
Introduction
Music, the auditory art that deals with the presentation of sounds in a melodious and
rhythmic sequence to entertain and communicate (Nwadigwe, 2002), has for
millennia been a mode of cultural expression for humanity. There was thus music for
every occasion in different cultures – a phenomenon that tended to tie in with the
popular expressions of the people or what we will simply call, the voice of the people
in this article. There is nowhere in the world where this is more apparent than in
Africa for a number of reasons. One of the reasons for the centrality of music in the
communal life of Africans is the character of the traditional African society itself and
therefore the African personality. African society is built along communal lines so that
there is egalitarianism, and the welfare of the society as a whole is the preoccupation
of everyone. This condition therefore has deep implication for the kind of music that
Africans would traditionally want to play. African traditional popular music would
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therefore be ones that represented the voice of the people by promoting the
wellbeing of the society as a whole. As the proponents of African socialism contend,
for instance, concerning traditional African society, both leaders and subjects in a
typical traditional African situation are benevolent-oriented, where the society is
regarded as an organism. Indeed, the typical traditional African environment is an
ideal society, without unemployment, without prostitution, without drunks or beggars,
without idleness, without classes and their enemies; and, every member of the
society contributes to the welfare and development of the organism which itself exist
to benefit its parts (Arukwe, 2010; Equiano, 1792/2007; Otite, 1978).
Similarly, the proponents and exponents of Negritude, the African philosophy of selfpride such as Aimé Césaire, Leopold Senghor, Leon Damas and others have all
attempted to demonstrate that the African personality and identity is apt to express
itself artistically and as a matter of communal obligation, which is one of the bases of
the distinction between the African psychology and the Euro-American Psychology
with the former being oriented towards the collectivity while the latter is oriented
towards the individual (Arukwe, 2010; Nnoli, 1986; Nwala, 1993).
However, cultural imperialism would appear to have changed all that, orchestrating
what we shall call in this paper, ‘a loss of the people’s (cultural) voice’. Cultural
imperialism for the purpose of clarity is mediated through cultural elements like
language, music, norms, values and usages that express themselves through some
forms of culturally-aggressive behaviour as one ( usually an alien) culture tries to
dominate another ( usually an autochthonous one). Imperialism usually generally
operates by one society using a combination of means, including military, political,
economic and cultural, to establish and/or retain sovereignty over other societies
(Arukwe, 2010; Johnson, 1996). Of all the means through which imperialism is
mediated, the cultural means would appear to be the most insidious as it usually
appears to be the least perceptible by the victims.
It is in the foregoing sense that we directly link an aspect of cultural imperialism,
namely: musical imperialism to the loss of the communal cultural voice of the people
in Africa in general and Nigeria in particular. This variety of imperialism operates
subtly and dangerously to the cultural detriment of the victim culture. So that the
victim culture progressively becomes culturally (in this instance musically) colonized
for the benefit of the aggressor culture, which ensures that the victim culture is
maximally exploited economically with the victim culture serving as some kind of a
captive market for the musical products of the aggressor culture. Such musical
products apart from serving as a form of exportation of capitalistic culture by the
aggressor country, where the hapless populations in the victim culture serve as
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markets for the surplus musical products from the aggressor culture, also serves as
some sort of conduit for the dissemination of alien norms and values from the
aggressor culture that could at best be considered decadent by the standards of the
victim culture. Not only that, the aggressor (imperialist) culture does its best to
encourage the emergence of a number of puppet pop musicians in the victim culture.
However, by demonstrating that the popular music coming the victim country are
inferior to those coming from the imperialist countries, the imperialist countries
continue to dominate the so-called global market for popular music as well as the
technology for making popular music. For instance, in order to demonstrate the
inferiority of the popular music produced by Africans and remove them from
contention towards winning any ‘prestigious’ international music awards, the major
satellite TV channels that devote themselves exclusively to music playing often
create periods when they willfully exclude African viewers from their normal
scheduled programmes only so that they will telecast such diversionary programmes
that put African musicians down and imply that they will never get as good as
musicians from the ‘Western’ imperialist world, hence the need to lump them
together in some pathetic pseudo-charts away from the respectable ‘world chart’. So
that we hear of terms like ‘Africa countdown’, ‘Africa top 10’, ‘Africa chart show’, and
so on.
However, being that the media of dissemination of such culturally injurious musical
material are usually the most powerful and ubiquitous of media such as radio,
television, and internet among others, the victim culture hardly realizes what hit it
until it is too late. Consequently, by the process of diffusion, the very culturally
harmful materials that are being disseminated as part of the drive to create a global
market for the surplus musical products from the aggressor culture become the basis
of the formation of sub-cultures that not only consume the harmful musical (cultural)
material but actively propagate the very same harmful musical products by relentless
mimickery of the style and area of emphasis of the ‘icons’ of these genre of musical
productions from the aggressor culture.
The scenario that is being created in the foregoing segment has already occurred in
most African cultures including the Nigerian cultural scene. Therefore, all those who
are interested in a true African Cultural Renaissance in which Nigeria will have to
play a significant role, as the most populous African nation anywhere on earth, might
therefore want to know what is exactly meant by the loss of the cultural voice of the
people in Africa vis-à-vis the imperialist manipulations of aggressor cultures whose
economic gain constitutes Africa’s cultural and economic loss? What the
historicization of the trajectory of popular music in Nigeria looks like? What case
studies have to tell us about the loss of the people’s voice via popular music? And
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what these may imply for the future of popular music and the people’s voice in
Nigeria? With these in view, the objective of this article is to attempt a preliminary
analysis of the music dimension to the phenomenon of the loss of the peoples’ voice
to imperialism and to suggest what will be done to address the identified challenges.
A historical perspective on the trend of popular music in Nigeria
There is a general notion that the most dominant musical genre in contemporary
Nigeria is popular music. Popular music, as distinct from traditional music, is a neotraditional concept that developed in urban centers and intended for present-day
social entertainment. However, since1960, after Nigeria’s independence, the
resultant change of traditional musical materials was evident and arose from cultural
contact with the western world; so that there was a heightened influx of both foreign
music and foreign musical instruments. There was also the European influence on
the earliest Nigerian musicians who had the opportunity to travel to Europe to study
music. Hence, Nigerian music evolved into two broad categories: Traditional and
Neo-traditional (which some scholars refer to as New music).
Traditional music could be said to be a musical genre practiced in a traditional setting.
The musical practice that was prominent in the pre-colonial times was the music of
the ethnic groups, which was, and still is associated with traditional ceremonies,
worships, dances, playing of traditional instruments (instruments which are
sometimes synonymous to particular ethnic groups) and singing (either accompanied
or non-accompanied). Indeed, according to Omibiyi (2002:5) because this genre of
music is ethnically based, it manifests variations in form, structure and context of
performance. In contemporary Nigerian society, traditional music and its performance,
no matter the ethnic group or the rural area it belongs to, tends to follow the
dynamics of rural-urban cultural continuum, so that it is also being exposed to
urbanism. The traditional musician, however, is a social critic who informs, educates,
inspires, entertains, and at the same time advances the intelligence of members of
his/her culture; so that the poet/musician who is not a historian is actually a mere
comedian (Ofori-Atta, 2011). Traditional music was evidently the most widely used
medium of expression in all occasions in African life. It was a “voice” that sounded
the collective thoughts, morality (or conscience) and actions of the people. Through
traditional music (vocally and instrumentally), salient messages were passed on to
members of the community. Ogunrinade (2008; 2009) underscores part of the
foregoing when he observed that traditional music performs communication roles
through singing and use of musical instruments to spread message to near and far
distance with respect to both peaceful and non-peaceful purposes. With traditional
music, people’s spirits were exalted. People lived quality lives. People were
conscious of what they did and what they said at all times, because traditional
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musicians, who were, so to say, the voice of the community, could use whatever
members of a culture did or said to compose satirical songs. The youth were morally
careful of their lifestyle. Indeed, this orientation of traditional music was carried over
to compositions in most African National anthems (after gaining independence),
where, both the texts and the sonic structures are observed as “subtle and potent
means of instilling sound patriotic spirit, strong nationalistic beliefs and feelings in the
subliminal consciousness of the citizens…” (Chukwu & Onyeji, 2004: 162)
Traditional music was also deployed to the service of the European colonialists and
their missionaries as was evident in the traditional chants and liturgical songs that
were aimed at capturing the attention of the Africans being converted to European
Christianity. Concerning this phenomenon of deploying traditional African music to
the service of European religious (cultural) imperialism, Ogisi (2008: 151) provides
some insight to the effect that, “initially the text of European hymn tunes were
translated into Nigerian languages to be sung to their original melodies”. These
musical genres would in the 60’s and 70’s, merge with the traditional music of the
communities in Nigeria, and gave birth to indigenized liturgical music and gospel
songs.
Popular music, on the other hand, is a well-known and widely practiced musical
genre in Africa in the contemporary times. It is a socially and dance-oriented musical
practice that “draws its core clientele from contemporary urban dwellers” (Okafor,
2005:327). In view of the fact that the youth are the main practitioners and
consumers of popular music, especially in Nigeria and in most African countries, the
use of Western musical instrumentations as well as ideological preferences became
popular among the new generation of Africans and the Nigerian musicians. The use
of trumpets, saxophones, guitars, kit-drums, etc, engendered unique performance
practices in the African music scene and gave birth to musical genres like Highlife,
Juju, Apala, Afro beats, Afro Rock, Reggae, Rhythm and Blues (R&B), etc, which
have fused into the Nigerian traditional music scene and changed the African
compositional and presentational styles.
It is obvious from the foregoing that, popular music in contemporary Nigeria is a
derivation from traditional music and foreign music, which can be noticed from the
compositional and performance styles. During the independence and post
independence era, the compositional styles of the earliest Nigerian popular
musicians like Rex Lawson, Celestine Ukwu, Osita Osadebe, Zeal Onyia, Chris Ajilo,
Mike Ejeagha, Mazi Arinze, Victor Olaiya, Sunny Ade, Fela Anikulakpo Kuti, Sony
Okosun, Ebenezer Obey, Segun Bucknor, Bala Miller, Victor Uwaifor, Dan Maraya
Jos, Mamman Shattar, Akunwafor Obiligbo, Muddy Ibe, Oliver De Coque, Onyeka
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Onwenu, Bright Chimezie, Goddy Ezike, Nelly Uchendu, Mary Affi Usua, Christy
Essien-Igbokwe, Carmen Ezuma, Fumi Adams, Oritz Williki; Martha Ulaeto (to
mention but a few), were quite spectacular. These individuals formed their bands and
used their works and talents to make profound impact on the lives of Nigerians and
non-Nigerians alike. They wrote and produced music that dwelt on the socio-cultural,
political, economic, ideological as well as the strictly moral themes in their mother
tongues, Pidgin English and English. Nevertheless, the songs were entertaining,
educative and inspiring. The texts of most of the songs were on freedom, sociopolitical and cultural emancipation, as well as protest against other forms of inhuman
conditions. Some were on nationalism, peace, patience, social pathology and
chivalrous love, with fascinating idiomatic expressions and deep philosophical
themes that people listened to, were inspired by, danced to, and enjoyed.
However, popular music in the Nigerian contemporary scene has taken a different
scenario in comparison to what Nigerians enjoyed from the earliest independence
and post independence music practitioners aforementioned. At different stages of
their musicianship, especially in the popular music sphere, Nigerian youth of today
have resorted to using texts and melodies to soothe their youthful often misguided
quest for Americophilic and Europhilic self surrender as well as exhibit rhythmic
bastardization, in the name of making contemporary popular music. So that no
sooner had the neocolonial-oriented rulers of Nigeria accepted to introduce the
obfuscating ideological preference of ‘neo-liberalism’ than correspondingly in the
Nigerian popular music scene nationalistic issues and critical socio-economic
condition of the people (vis-à-vis the people’s capability to transform themselves and
their environment) no longer mattered to the Nigerian popular musician. The reigning
fashion, for example, then became a virtual absence of emphasis on theme’s of the
suffering of the masses; even though, if anything, the suffering of the masses had
reached an all time high with IMF and World Bank inspired austerity measures and
Structural Adjustment Programme (SAP) that had no human faces being introduced
by the Nigerian rulers. Issues of whether people were suffering and smiling or the
need to encourage nation-building, public enlightenment or mental emancipation no
longer counted for Nigerian popular musicians as the agenda for their musical
composition also became set for them simultaneously with the ‘agenda’ by the
Nigerian rulers that all flowed from centers outside of Nigeria and located in the
‘Western’ world. While the Nigerian political rulers pursued imperialist policies
marshaled out by their foreign creators, the Nigerian popular musicians
correspondingly made musical compositions whose themes were based on what
they considered to be the imperatives of the ‘new global market’ (read ‘Western’
market). But the truth remained that they were still treated as ‘Third World’ artists
who should not even be tolerated in the so-called Western music market except for
Nsukka Journal of Musical Arts Research

243

Loss of the people’s voice to imperialism: From suffering of the masses to sex and ‘love’
in contemporary Nigerian music Nnanna Onuoha Arukwe & Sam Chukwu
the purpose of catering for their immigrant countrymen in the ‘Western’ world. At best,
Nigerian and indeed contemporary African popular musicians serve as local or
domestic pseudo-comprador vanguard for the pop musical sub-culture of the
‘Western world’, whose essential function is to whet the appetite of the indigenous
African people for ‘Western’ pop music to insure the un-resisted inundation of Nigeria
with all sorts of cultural junks in the name of foreign music thereby furthering the
capitalistic expansion of the so called international market into the ‘backwaters’ of
Africa. Ironically, the large popular base of original popular music fans in Nigeria and
indeed Africa are starved of the kinds of lyrics they yearn for while at the same time
many billions of revenue that could have accrued to the Nigerian music industry from
a domestic market that crave popular music with a deep philosophical and
nationalistic slant, and which advanced the critical intelligence of the people, is
unfortunately lost, further reinforcing the stunted/fake growth phenomenon dogging
the music industry in Nigeria and Africa.
Today, consequently, Africans are experiencing a conglomeration of diverse
borrowed musical cultures and sub-cultures dictated by imperialistic imperatives,
which have strongly influenced the African musical sense. The African youth have
lost the African “voice”, and this has resulted to what we here call, ‘loss of the African
identity’. We cannot indeed help but join one of Nigeria’s foremost popular musicians
of the twentieth century, the late Sonny Okosun, to ask a most pertinent question,
“which way is Nigeria heading to?”, at least popular music wise.
The loss of the people’s voice a la contemporary popular music in Nigeria
In discussing the loss of the people’s voice in the fashion of contemporary popular
music in Nigeria, we operationalize the term, voice, after the sense of the word, voice
as provided by Covey (2004), who conceptualized voice in terms of the unique
significance that is revealed as human beings face their greatest challenges, which
makes them equal to those challenges. According to Covey, voice lies at the nexus
of talent, passion, need, and conscience ( conscience here is conceived in terms of
the small still voice that assures human beings of what is right and prompts them to
actually do it). As technical as this conceptualization of voice by Covey sounds, it is
obvious that voice as conceived herein, is synonymous with a people’s cultural
usages that enables them confront the existential challenges that they face and
surmount on a regular basis.
Looking at the contemporary Nigerian popular music scene, it becomes apparent that
this voice if at all it existed has unfortunately been lost to the pull of capitalistic neoliberal considerations and what we will call the ‘Assimilado Complex’ (a complex that
bothers on self-hatred). The classical ‘Assimilado’ that is thoroughly brainwashed
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rejects as intrinsically inferior his/her entire African heritage and association as an
end result. It would then appear that while the capitalistic, neo-liberal channel to the
loss of the African musical voice operates through the suffocating domination of all
institutions in post-colonial Africa by western cultural usages, a situation that Arukwe
(2010) has identified as unhealthy to the progress of African socio-cultural thought;
the assimilado complex on the other hand, operates after classical assimilado
processes in the manner of the Portuguese colonial practices that the Portuguese
colonialists used to dis-Africanise countless numbers of the African, colonial elite.
Contemporary writers on the Nigerian music scene have variously captured aspects
of the issues raised in the foregoing discussion. Okafor (2005), for example, has
observed that while traditionally, the Nigerian popular musician involves himself in
the social and concrete problems of his land and times through his music, the lyrics
contained in most Western popular music are regarded by many Nigerians,
especially those of older generation as indices of contemporary moral decadence.
There is, according to Okafor, a very strong factor of imitation of foreign popular
music models by contemporary Nigerian popular musicians – a situation that he sees
as partly attributable to the explosion of western electronic media, including the
internet. In the words of Okafor (2005: 341),
This imitation produces some negative effects as some pop musicians copy
some dressing and other habits not acceptable to local culture. Some men
wear ear-rings, while some lady singers cast away accepted conventions of
dressing – all in imitation of what their pop stars do in some Western cultures.
The overall effect of this clash with conventions is that while popular music
has a fervent following among the young and radicals, the more conservative
and older elements in the population are alienated.
What is more, the sorts of names that these contemporary Nigerian popular
musicians bear say it all about their Americophilic and Europhilic proclivities, which
are all indicative of certain schizophrenia in Nigerian contemporary popular music. A
cross-section of some of these names are included hereunder: M I; Dr Sid; D Prince;
Bracket Boys; J Martins; Banky W; Dare Art; P’Square; Style Plus; Six Foot Plus;
Obiwon; KC Presh; Whiz Kid; Slim Brown; Timaya; Tu-face; Faze; Black Face; Da
Grin; D’ Banj; Flavour, MC Loaph; NIGGA Raw; Too Short; El Dee; Rugged Man;
Duncan Mighty; Wande Coal; Naeto C; Don Jazzy; Kelly Handsome; Marvelous
Benjy; Free Style; Sound Sultan; Muma Gee; Terry Gee; Desperate Chicks; and so
on. These sorts of names influence and affect their musicality. Even in their
compositions, the lyrics seem to digress from the moralistic and character-molding
milieu to inconsequential, vulgar and culturally devastating texts that corrupt the
populace especially the youth. It is therefore common for a contemporary Nigerian
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popular music artiste, or singer, to unequivocally compose texts like “ panti no
n’iloooo” (under wears or drawers spread outside…); “ Ala dara ada adago” ( flabby
breasts are already fallen, hence sexually useless ); “Nwa babe, nye m ifegi” (little
babe, give me your thing); Ukwu nwa babe, enye gi ukwu a, I ga ebunwu kwa? (This
babe’s sexy buttocks! If you are offered these buttocks, can you service them?); and,
countless other unprintable sexual innuendoes and vulgarities. Are these texts
meant to sanitize, socialize, and advance the critical intelligence of the people? Or
are they intended to spoil and corrupt the youth? It is obvious that all these are
specifically directed towards making money as is consistent with capitalistic
imperialism and not thinking about the resultant effect on the socio-cultural
consciousness and the lives of the African in general, old and young.
To be sure, issues of the erotica, and even sex and chivalrous love had their place in
African folk music which was the forerunner to the contemporary popular music in
Nigeria and Africa. However, the focuses in African folk music as opposed to the
focus in contemporary popular music are diametrically opposed. For instance, while
African folk music employed the issues of the erotica, sex and chivalrous love to
educate, satirize, entertain and advance the critical intelligence of the people among
others, the focus in contemporary Nigerian and African music is essentially to
dehumanize sex especially pertaining to the womenfolk, celebrate brazen vulgarity,
and debase sexual morality among others.
Implications for the future of popular music and the people’s voice in Nigeria
One of the most obvious implications of the phenomenon we have called the loss of
the people’s voice of popular music, is the progressive decline of socio-cultural
consciousness among the Nigerian populace. The immediate post independence era,
up to the middle 1980s, coincided with the period when the Nigerian popular
musician was an inspirer, an educator, and one who critically advanced the
intelligence of the people (see Ofori-Atta, 2011). Beyond that period onwards, an era
also coinciding with the era of American-and-European-orchestrated neo-liberal
interventionism, emphasis in Nigerian popular music has decidedly moved towards
other considerations (starting with impudent praise-singing to other considerations)
that are driven by the culture of neo-liberal commercialism in the ‘Western’ world. For
instance, we are told that ‘sex’ sells in America; and next to that in the selling scale is
‘murder’. So we have Nigerian contemporary popular music lyrics awash with sex
and fake sexual narratives, which are expected to make the mostly unprofessionallyput-together albums sell. But do they really? Similarly, the Western-controlled global
media through the process of ‘make-believe’ give the impression that a lazy life style
of pop stardom is easy to achieve and maintain. So that all that is assumed to be
required for the average poor youth in a country like Nigeria to escape poverty is to
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indulge in the lazy and decadent lifestyles of their western pop idols, since talent is
all that is required to get a youth to pop stardom. This rosy, goody-goody image is
propagated through the media, in ‘Western’ musical videos, and ‘reality’ TV shows.
The hapless, average poor Nigerian youth who seeks pop stardom, therefore,
without any recourse to or benefit of the knowledge of the reality of his/her sociocultural condition, is sold on this ruse and therefore believes that the recipe for
escaping poverty, individually or as a group, is only to mimic the offensive style of the
‘Western’ pop star. Related to these is the manner most Nigerian popular musicians,
like most Nigerian classroom teachers, mimic the western style of singing or teaching
to propagating cultural information to the populace or the students. For the teacher,
just like the musician, “the psychological effect of the level at which the teacher
communicates in class could result to positive or negative reaction by the learner”
(Chukwu et al, 2005: 194). This is also applicable to Nigerian popular musicians.
They seem to forget the fact that what they sing, the lyrics, style of performance – in
terms of live performances and/or video recordings of their music, influence the
Nigerian people positively or negatively, especially the youth. These offences,
however, at least from the point of view of African cultural values, most noticeably
find expression in the kinds of lyrics that these contemporary African or Nigerian
popular musicians propagate.
It is in the foregoing sense that the present-day phenomenon of the emphasis on the
erotica, sexual narratives, and sensual love as against chivalrous love in the lyrics of
contemporary popular music in Nigeria becomes understandable. The weighty social
issues and processes that led to the suffering of the Nigerian and African masses
that their post-independence predecessors sang and ululated about, if anything,
have all become weightier with unattended ripening, yet blatantly disregarded by the
crowd of present-day Nigerian popular musicians. Nevertheless, the contemporary
Nigerian popular musicians continue to live in fools’ paradise, pretending that these
problems do not exist anymore, whereas the problems stare them in their faces
everywhere they turn. They have adopted this ideological preference because
Hollywood and the rest of the Western media have told them that hypocrisy and
staying aloof are the roads to success, fame or stardom. They have adopted this
ideological position because they have not only betrayed their generational historical
mission, but they have indeed succumbed to Americophilia and Europhilia, wittingly
or unwittingly.
Conclusion
It may be useful to start this conclusion by borrowing a thought from Amilcar Cabral,
one of the most-consistent and dedicated anti-imperialist African thinkers in
contemporary times. Cabral subscribed to the sense of Lenin (1917/1983), leader of
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the Russian Bolshevik Revolution, who believed that imperialism is the highest stage
of capitalism, seeing it as a natural consequence of Western capitalist economy.
Indeed, according to Cabral, the expansion of the Western capitalist economy into
other parts of the world will continue with the only difference being in the forms of
capitalistic exploitation, which may change from time to time (Bienen, 1977; Chabal,
1983; Chailand, 1969; Dhada, 1993; McCollester, 1973). Armed with this kind of
profundity from the likes of Cabral, contemporary African intellectuals can readily
work out modalities to safeguard Africa (and Nigeria in this instance) from the extant
forms of capitalistic and imperialistic economic and cultural exploitations, which have
serious implications for the voice of the people in contemporary popular music.
The good news is that since the loss of the people’s voice through contradictory
emphasis on ‘Western’ market values in Nigerian contemporary popular music is
what can be called a learned behaviour, it could ultimately be unlearned. This
therefore calls for some kind of a social engineering project by Nigerian intellectuals
and cultural activists as well as civil society organizations. Such a social engineering
project will focus on re-socializing as many of the contemporary Nigerian popular
musicians as possible. To this end, seminars and workshops will be a good starting
point in the short run. In addition, more patriotic and nationalistic civil society
organizations need to be created for the purpose of engineering a progressive
positive change in the lyrical contents and performance styles of contemporary
Nigerian and African music. Such organizations could, for instance, reward popular
musicians who make meaningful positive contributions to the re-socialization of the
Nigerian populace and valuable contributions to the needed Cultural Renaissance
with prestigious meritorious awards and prizes that surpass or at least rival the
existing perfunctory ones. Such awards and prizes will be created by the patriotic or
nationalistic civil society organizations.
Related to the foregoing is the need to overhaul the Eurocentric educational
curriculum that African countries like Nigeria inherited from the European colonialists.
Instead of the Eurocentric system of dis-Africanization, there is need for a thorough
Afrocentric curriculum. Where, the currently existing educational structure whose
curriculum was inherited from colonialism proves to be too fossilized and frozen into
static pattern to change for the needed transformation, Afrocentric scholars and
African cultural activists should lead the way in revolutionizing the curriculum of
African schools by pioneering the founding and extensive planting of such schools
among African, or in this case Nigerian, communities. If this is done, it will, in the long
run, be in a position to comprehensively address the cultural and ideological
deficiencies that engendered the colonization of African popular music by images of
‘Western’ erotica, sexual narratives and sensual love that all ultimately feed into
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western economic capitalism and cultural imperialism. Above all, African
contemporary popular musicians must understand that they are inimitable, in control
and original when they stick to their home-grown styles or innovations of the homegrown styles. It is then that they ultimately represent the people’s voice and would
have the ideological depth to resist the pull to lose that voice to imperialism.
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Abstract
The overall aim of this paper is to demonstrate, drawing from many studies, that
children have developmental learning needs which go hand in hand with a rapid
expansion of activity in early years. Music plays an important role in the life of a child.
Besides the large and formal body of work revolving around traditional aspects of
music education, music is increasingly being investigated in its broader context as an
influence on the cognitive, emotional, behavioural and social aspects of children’s
lives, as a support or even entry point into other topics of learning and as an aid to
personal development. There is a growing body of evidence linking music making to
various aspects of child’s development. Although the impact of music and music
making on a child’s development has gathered quite widely, our understanding of
young children’s music capabilities and the ways in which these capabilities interact
with opportunities children encounter is patchy. There is therefore much work still to
be done on the utilization of music for developmental purposes in the early years,
which is a challenge to music educators in the 21st century.
Introduction
There is no doubt that music plays vital role in the education of children from birth to
five years of age. At this time all Kindergarten Music Activities – listening, singing,
moving to rhythm, and exploring with instruments – should be centered in the child
and his/her world. This demonstrates that children within this age phase have
particular developmental learning needs and that all those providing their care and
education would be wise to approach their work developmentally. According to
Gammon (2003), music education was something that passed itself off as the
learning of facts about music rather than something resulting from musical
engagement. This message needed to be delivered with absolute clarity
unencumbered by doubts or reservations. In helping the child to learn effectively and
enjoy a balanced musical development, there is a need to study his characteristics at
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different ages, interests, basic needs, feelings, emotions, habits, understandings and
values. The challenge of the music teacher in using music to impart on a child’s
development is for him to see his role not as introducing the child to the riches of the
various practices of music through musical experience but rather as “didactic
caretakers” of a culturally defined body of valued knowledge. Lave and Wenger
(1991) argue that in such circumstances a pupil is not seen as co-participant in
practice but as a person to be changed. According to Reimer (2003), music is
universally sought and cherished by all humans, irrespective of race for the value it
adds to life. Such values according to the author are as follows::
 Music is powerful at the level of the social group because it facilitates
communication which goes beyond worlds, induces shared emotional
reactions and supports the development of group identity.
 Music is powerful at the individual level because it can induce multiple
responses – physiological, movement, mood, emotional, cognitive and
behavioural.
 Music has powerful therapeutic effects which can be achieved through
listening or active music making.
 Music can promote relaxation, alleviate anxiety and pain, promote
appropriate behaviour in vulnerable groups and enhance the quality of life of
those who are beyond medical help.
 Music can play an important part in enhancing human development in the
early years.
 Active involvement in music making in children may increase self-esteem and
promote the development of a range of social and transferable skills.
 The easy availability of music in everyday life is encouraging individuals to
use music to optimize their sense of well-being.
 Music an influence our behaviour in ways which are beyond our conscious
awareness. Knowledge of these effects can be used to manipulate our work
and purchasing behaviour.
 Music should be taught in schools to enhance the child’s ability to feel and to
read to stimuli.
 Music is culture oriented and as part of African lives, there are many cultural
needs of music education.
 Music makes an important contribution to social life outside the school. It
contributes to the life of the home, similarly, it provides a common ground for
worship in the congregational sense both in Church and School.
 Music is a refuge in times of trouble and a moulder of good character. The
idea has been put forward that music develops flexibility in thinking because
it draws on so many different attributes. Music contributes enormously
towards traditional education and the integration of Nigerian children into
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society. Since whatever they learn at this early stage of life is well registered
in their subconscious mind, music is purposely utilized in most learning
experiences organized for pupils to help them discover and develop their
personality.
Children need cultural education not only in their homes but also in schools
(Okoye, 2004).
In the pursuit of Music in the primary education of the child, the Nigerian government
accepted to develop pupil’s cultural arts embedded in performance experiences such
as music, dance and drama practices in her educational institutions. This was
formalized in the NPE (2004), and music was recognized as one of the core subjects
at the primary level in the school curriculum. According to Howard Gardner (best
known for his theory of multiple intelligences), “music training is an effective way, not
only to enhance the conceptual-holistic-creative thinking process, but also to assist in
the melding and merging of the mind’s capabilities” (Gardner, 1884, as quoted in
James R. Ponter, 1999). Research data indicates that those who study music,
particularly beginning at an early age, show neurological differences when compared
to those who have not had much training. Research strongly suggests that early
musical experiences imprint themselves on the brain as do all learning experiences
that have the potential for changing brain organization. For example, studies done by
Rauscher, Shaw, Levine, Wright Dennis & Newcomb (1997) indicated that music and
music instruction play a positive role in enhancing spatial reasoning – the brain’s
ability to perceive the visual world accurately, to form mental images of physical
objects, and to recognize variations of objects. In specific terms, results showed that
listening to Mozart’s Sonata for Two Pianos in D Major K. 448 enhanced spatialtemporal performance in what has become known as “The Mozart Effect”. The
importance of this finding lies in the fact that there is growing evidence for the
positive influence of music on children’s development and behaviour in schools
(Scripp, 2003).
The impact of music on a child’s development
Research strongly suggests that early musical experiences in Music education can
be a positive force on all aspects of a child’s life. Music education is an art of
developmental activity and the goal of music education at the elementary stage of life
of individual child should be towards his balanced development. Farrant (1980)
states that:
The child is constantly changing. As he develops new feelings and attitudes,
new habits and skills, and new knowledges and understandings, these form
his behaviour pattern. Interest, success, and satisfaction are essential
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factors in determining the direction of growth. Behaviour change is one
evidence of growth that has taken place within the child.
Musical growth takes into account developmental sequences such as powers of
sound discrimination, musical taste and feelings, recognition of familiar melodies,
learning to sing, learning to dance, learning to sing and dance in a group, learning to
play certain musical instruments of his choice, love for certain musical activities,
learning to differentiate between traditional and popular music, music appreciation,
perception and conception, labeling of music, identification of musical instruments,
and so on. Music is a developmental activity in the cultivation of the senses and of
expressions. It is the most effective vehicles for child growth and development. A
study showing an association between rhythmic ability and reading prompted the
examination of the relationship between musical ability and literacy skills. A further
pilot intervention study showed that “training in musical skills is a valuable additional
strategy for assisting children with reading difficulties” (Rauscher, Shaw, Levine
Wright & Newcomb, 1997). Music used as a therapeutic intervention is known to
have a number of positive effects. Amongst others, it is reported that music therapy
can help children with learning difficulties to focus their attention, increase their
concentration span and, over time, improve vocalizations, looking behaviour,
imitation, and initiation of ideas (Hargreaves, 1986).
In improvised musical play, music and lyrics have been used to facilitate social play
between developmentally delayed and non-developmentally delayed children in
mainstream settings. Furthermore, there is a substantial body of research showing
that music can be effective with children with learning difficulties when it is offered as
a reward for particular behaviour, for instance, to develop attention, reading or
numeracy skills or reduce the incidence of aggression or maladaptive behaviour
(Hargreaves, 1986).
In the review of research on the benefits that music has for humankind titled “The
power of Music,” Hargreaves (1986) notes that “children receiving additional or
regular classroom music lessons have shown increased social cohesion within class,
greater self-reliance, better social adjustment and more positive attitudes. These
effects are particularly marked in low ability, disaffected pupils. These effects are
supported by other researchers who report that “there is growing evidence for the
positive influence of music on social=emotional development and behaviour in
schools” (Scripp, 2003).
Given the impact music can have on children’s education, there is need to support
every effort being made to bring music into their classrooms. The question that arises
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is: at what age should children be introduced to various kinds of music lessons?” it
depends partly on the maturity of the child. In general, children at age 3 are ready
for simple keyboard practice. Children will often be out of tune, but that is fine at this
stage. This is because young children’s brains are forging novel neural networks and
need a high amount of exposure to a wide variety of sounds. Researchers at the
University of Montreal used various brain imaging techniques to investigate brain
activity during musical tasks and found that sight-reading musical scores and playing
music both activate regions in all four of the cortex’s lobes; and that parts of the
cerebellum are also activated during those tasks (MacDonall, B. Sergent, J., Tenial,
S., and Zuck, E., 1992).
Playing a musical instrument reshapes the brain. This doesn’t mean it actually
changes the overall shape of the brain but rather than coordinated use of the fingers
can alter the brain’s ability to distinguish touch input from different fingers on the
same hand. To appreciate this fact, and its astounding implications, we need to
understand how the brain normally processes touch (tactile) input from the skin.
Briefly, different parts of the body surface send information to different parts of the
somatosensory system, which is concerned with touch. Adjacent places on the skin
project their information to adjacent places in the brain, resulting in a “map” of the
body inside the brain. One can find a “map” of the hand and its individual digits, with
neighbouring brain cells receiving information from neighbouring fingers.
(hsttp://www. musica.uci.edu/mrn/V713FOO.html#tells).
The integrity of music education on a child’s development
Research involving music and human development has multiple perspectives.
Beside the large and formal body of work revolving around traditional aspects of
music education, music is increasingly being investigated in its broader context as an
influence on the cognitive emotional, behavioural and social aspects of children’s
lives, as a support or even entry point into other topics of learning (mathematics and
literacy) and as an aid to personal development. The field of early years education as
a whole is in a state of flux and developing at a fast pace. This development goes
hand in hand with a rapid expansion of activity in early years music (Pound &
Harrison, 2002). Although the impact of music and music making on a child’s
development has gathered quite widely, our understanding of young children’s music
capabilities and the ways in which these capabilities interact with opportunities
children encounter is patchy. This shows just how complex and interesting the field of
early years music is, for example, the prime developmental characteristics of the
years of a baby and toddlerhood is the close relationships with primary caregivers. It
is within these relationships that meaningful development takes place. To take an
individualistic view of development and then only later to consider the role of adults
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as an “add on” is to separate out the key dimension of practice with the very young.
While pockets of research overlap, at present these do not necessarily provide a
comprehensive and coherent framework for understanding the impact that music has
on human development or clearly define the mechanisms involved. Research review
projects undertaken by local and international bodies to build an overview of findings
indicate that there is much ground to be covered. It is true that clear, well-supported
correlations have been found between music instruction or musical experience and
cognitive/neurological
development,
academic
improvement,
and
social/emotional/personal development. However, researchers are cautious about
drawing conclusions about music actually causing these results. Findings are
regarded as inconclusive and in at least one case, have been criticized as being
“somewhat desperate effort to prove that music has an effect on schoolwork or social
adjustment” (Swanwick, 2001). An area that seems fairly well-researched and
documented is that of learning through the arts programmes in schools throughout
Canada and in some schools in Australia and the USA. In these project efforts have
been made to integrate music instruction with the rest of the school curriculum.
These programmes provide clear evidence for the effects of music on children’s
development. This means that in child development process, there are several areas
of concern for music educators as they draw up a music programme or curriculum.
Such curriculum should systematically address itself to the physical, social and
emotional needs of the child in relation to the kinds of musical activities and musical
experiences that will lay the musical foundation and select musical experiences that
can mould and shape his musical behaviour, and expectations. This is the challenge
of music educators in the 21st Century.
Social aspect
Music is essentially part of the living process. It constitutes a strong effective
dimension with respect to what Nzewi (2003) calls ‘music-event’, which means music
created solely for entertainment objectives. In addition, music encourages good
social relations, celebrates the general well-being, and maintains the moral norms of
a community. Ekwueme (1983) observes that some sacred or secular song practices
have today been carried further into the office-setting, traditional and contemporary
activities, market and other public centres where people perform the social function
of providing entertainment and aesthetics.
Music is a vital force in societal development, which constitutes an expressive
medium that helps society to disseminate critical issues at any given time. Many
Nigerian communities couch moral expectations in songs to education members and
control their social behaviours. Thus, the creative impulse of many Nigerians helps
them compose songs which are not only useful in inculcating socio-cultural values in
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the citizenry but also in establishing social relationships amongst individuals and
communities, strengthening social bonds and generating patriotic feelings. It
therefore ensures social conformity, and reconstructs and moulds better societies for
the nation of Nigeria.
Confirming this fact, Nzewi (1980) asserts that indigenous music is an ubiquitous
society organizer, which supervises the operation of established government, checks
the abuse of the machinery of government and assists in the maintenance of the
laws of the land.
In addition, many societies in Nigeria keep together through dance-music
performances that have sensitized their citizenry into achieving things for their
communities. In numerous quarters, dance groups have raised funds for providing
the society with such facilities as school blocks, market stalls, civic centres and other
public amenities.
Creative Song Activity
In the early years music of children there has been recent growth in researching
connections between biological social and psychological roots of early infant
musicality. The work of Trevarthen and Malloch (2002) has been fundamental with
extensive research into early play between mother and child recognition of babies
being born with inborn rhythmic coherence across different expressive modalities.
Encouragement and a happy environment are conditions needed for successful
creative song activities. The children are ready for these experiences when they can
sing reasonably in tune. The teacher need to encouragethe children to sing about
some of these adventures:
Sing about what you saw on the way to school.
Sing about all the ways in which you can help mother.
Sing about your trip this summer.
These short sentences may be sung to any tune the child makes up. The more tunes
with which he has become familiar in the past, the more material he will have with
which to create his own melodies. Some first-grades can and will make up tunes to
go with well-loved poems and stories. If any kind of creative activity is to be
successful, we must accept each child’s uniqueness – whether he responds or not.
Action Songs and Singing Games is also very important for first-grades. It provides
movement involving both the large muscles and the finer muscle coordination of the
fingers. Often these activities make it possible for some children to participate who
might not otherwise.
Nsukka Journal of Musical Arts Research

257

The integrity of music education in a child’s development –
Ego Edith Nwokenna & Stella Anike
Here are some song texts which first-grades find appealing:
Go to bed early
Go to bed early – Wake up with joy;
Go to bed late – Cross girl or boy
Go to bed early – ready to play;
Go to bed late – Moping all day,
Go to bed early – no pains or ills;
Go to bed late – doctors and pills;
Go to bed early – grow very tall;
Go to bed late – Stay very small.
Teacher – Sings this poem and
Children - Sings after her in groups
s “ s l:l s:s : m:f:m:r:
s : s l:l
s:s
r:m:r:d ……
etc.
Favourite – Nursery-Rhyme.
By Cathay-Books
Time for School
7:30 is the time for School.
7:30 is the time for School.
Boys and Girls are Coming to School.
7:30 is the time for School.
d:r:m:f:s:s l l s
s : s : l : s : r : m-f . s s .
d:r:m:f:s:s l.s:m
s : s : l : s : f : m : r : r : d . ||
The song is in Key C Major
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Little Jack Horner
ENGLISH NURSERY

MELODY BY J. W. ELLIOTT
ACC. BY DUSTIN HARRIMAN

Two swings to a measure

Lit - tle
cor -

Jack

Hor

-

ner

sat

in

a

ner,

___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
___________________________________________________________________
Little jack Horner sat in a corner, Eat - ing his Christ-mas pie; He put in his
thumb and pulled out a plum, And mid; “What a good boy am I”
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Cultural aspect
Prior to independence, traditional dance performances, folk opera and other artistic
dimensions in the Nigerian cultures were found in traditional festivals or cultural
celebrations of individual communities. In such situations, the dance styles and
formations, costumes, instrumentation, orchestral techniques, song patterns and
styles of the particular culture are learnt by the younger members of the society
through direct exposure and active participation. After independence, this practice
has been generated for integration as well as for inter-cultural participation. New
dimensions were added to the spectrum of Nigerian culture. These have been made
manifest through the institution of some innovations such as the National Mmanwu
(spirit-manifest) festival, the National festival of arts and culture, musical jamborees,
carnivals, performance tours and involvement in international cultural festivals such
as “Festac 77”.
Whereas cultural ideas, styles and materials are exchanged amongst communities
while participating in these cultural activities, many Nigerian artistes and performing
groups have scored beautiful chances of traveling wide, broadening their performing
experience, and projecting the country’s rich cultural heritage.
Conclusion and Recommendation
While many studies have shown that music-making has the power to change
significant psychological conditions such as mood, concentration, stamina, state of
motivation, etc, and even the improvement of important factors in mental abilities,
such as those shown in studies relating to the Mozart-effect (Frances Rauscher),
these provide examples of short-term effects of music or musical activity. From these
kinds of results it cannot be assumed that music can change things in the long-term.
That was why Spychiger (1998) stated that we should not be simplistic about the
positive outcomes of music education. She identifies 5 qualifying statements that
need to be applied when considering conclusions on the positive effects that music
has on children’s ability to learn.
(a) Short-term and long-term effects of music and musical activity need to be
distinguished from each other.
(b) Positive (long-term) effects on the cognitive domain are not necessarily direct
outcomes of music and musical activity. (Rather it may be a result of
more creative teaching methods or spill-over effects such as improved
social connectivity and communication between programme participants).
(c) The effects in the social domain are stronger/more direct than in the cognitive
domain (“music tuition is, more than other subjects, based in social,
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interaction and shared activity, and … it depends on the ability to listen to
each other, including trusting, being patient, tolerant, and kind).
(d) It depends on the quality of the teacher. [“Good teaching has been the
strongest factor in the conclusiveness of the findings of positive extramusical outcomes from (extended) music education.”].
(e) The transfers are specific (‘Not just any musical activity will be beneficial to
other… abilities and capabilities; rather, the musical activity and the topic
of the extra-musical improvement have to be similar.”).
In a study done by Konrad J. Burdach & Sylvia-Gioia Caesar in 1979, “they used two
different music programmes in two groups and received different extra-musical
outcomes for the two groups. The one focusing on creativity and social activity had
effects on social factors such as aggressivity and inhibition, but not on concentration
or other school subjects. The other programme, concentrating on music theory,
Solfege (a way of assigning syllables to names of the musical scale, i.e. Do, Re, Mi,
Fa, etc) and notation, had positive impact on achievement in general, but not on
social factors” (Psychiger,1998). From the research data related to music and
children’s development, it is clear that there is robust evidence concerning the links
between music and the cognitive development domain, including, but not limited to,
neurological development, spatial reasoning, academic gains in the areas of
mathematics and literacy, and the therapeutic use of music with children that have
developmental delays or learning difficulties.
However, while the current data provides support for music programmes contributing
significantly to education, it does not necessarily follow that simply having arts
programmes within a total programme will in itself guarantee benefits. According to
Gardner (2000) positive outcomes areas likely to depend on “good design based on
what is already known, good teaching, and continued research, and development of
understanding of the factors involved and related theory”. Much evidence has been
put forward indicating the positive relationship between music instruction or musical
experience and cognitive development. It is recommended that strong attention
should be paid to making certain that students not only appreciate but also skill in the
arts. As such, music instruction that is aimed at giving children notational skills or
music reading ability should be designed so as to cater for the development of
individual child.
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The choir as a medium for imparting, acquiring and consolidating musical
knowledge
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University of Port Harcourt,
Port Harcourt, Nigeria.
Introduction
Departments of music the world over have optional or compulsory courses in their
respective curricula which are variously ENSEMBLE STUDIES, CHORAL STUDIES,
CHORUS, or simply CHOIR. By whatever nomenclatures this course is known, it is
more a practical than a theoretical course. The students of music come there to
rehearse selected works, usually with the intention of presenting the rehearsed works
in concert. Some students of music do not usually take this course as seriously as
they take the taught courses like Harmony, Counterpoint, Fugue, Theory,
Literature, African Music, etc., in which the teacher engages in explanations of, for
example, the structure, approach, and resolution of the dominant seventh chord and
its inversions. Students who adopt this attitude do so unaware, of course, of what
wealth of knowledge they fail to acquire from a properly handled choral rehearsal. It
is true that all the music—theoretical thoughts and ideas—theories that are taught
as dry stuff in regular theory classes, find expression in living musical works of the
various composers which are rehearsed and performed. Practice, it is said,
antedates theory; that is, theorists codify in theories much later the practices of
composers in their works much earlier. It is through proper study and analysis of the
works of different composers that students come to understand the works they
rehearse and perform and the theories behind them.
I wish to attempt, with the help of bar-to-bar analysis of a rhythmically and
harmonically harmless, meaning simple, and interesting hymn tune: REUBEN, to
show that much knowledge of the “…five fundamentals of music: melody, rhythm,
timbre and form…” can be imparted to and acquired by the serious student of music
who takes the choral studies course or choir seriously. Such knowledge can also be
deepened and consolidated through this medium. In the discussions that follow, a
number of assumptions are made. First, that the choral studies course is more or
less a practical course and the class consists of students at various levels of study.
They are, therefore, variously exposed and able to read music. Secondly, the first
year students are assumed to be quite familiar and at home with such basics as note
shapes and their respective durations, the staff, etc. Finally, it is assumed that the
leader is one who sees living music as an arena for imparting, deepening, and
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consolidating musical knowledge in all its ramification. The tune REUBEN may now
be examined in some detail, using the Question-Answer method in doing so.
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Analysis
With a copy of the music to REUBEN in the hand of every participating Choral
Studies student, the teacher proceeds, in Question-Answer manner and at
appropriate points in the course of the rehearsal, to throw light on the hymn tune.
YEAR 1 STUDENT: Excuse me, Sir!
TEACHER: Yes, please.
YEAR 1 STUDENT: “Reuben” is the name of someone in the Bible, and I have a
friend who is called by this name. What has this name to do with the hymn tune, and
is there any special reason why it is placed where it is on the music?
TEACHER: A major characteristic of hymn tunes is that they all have names by
which they are known and recognized by organists, choirmaster, preachers, and
even some amateur lovers of hymns. A hymn tune name may be the name of a
person, e.g. ‘Margaret’ (MHB 150), place (village, town or city), e.g. ‘Moscow’ (MHB
880), ‘Salzburg’ (MHB 227); Ralph Vaughan Williams, an English composer, named
his beautiful hymn tune after his birth place: DOWN-AMPNEY (MHB273), for another
example. A hymn tune name may also be a phrase from the first line of a hymn, e.g.
‘What A Friend’ (MHB), a sentence, e.g. ‘Christ lay in Todesbnaden (German—
Christ lay in chains) (MHB210), ‘Christ Arose’ (MHB 211); an event, e.g. ‘Ascension’
(MHB 221), some abstract word, e.g. ‘Gratitude’ (MHB 209) – just anything,
according to the composer’s fancy. I took my wife to an Nkwo market in Ibagwa town,
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Nsukka Local Government Area of Enugu State. While I was waiting for her, I wrote a
single chant, which I named after that market: ‘Nkwo Ibagwa’. So, the name of our
hymn tune is ‘Reuben’, the first born of Jacob by Leah and meaning: ‘Behold a son’.
(Genesis):
And Leah conceived, and bare a son, and she called his name Reuben:
for she said: Surely the Lord hath looked upon my affliction; now
therefore my husband will love my affliction; now therefore my husband
will love me (Chap.29, v.32).
It was he who intervened between his brothers and Joseph and caused them to sell
Joseph into Egypt rather than kill him. I should add that the name of a hymn tune is
like the title of a song. Do you understand me class?
STUDENTS: (together) Yes, Teacher.
YEAR I STUDENT: But, Teacher, you have not answered the second part of my
question.
TEACHER: No, I have not; I was coming to it. The question concerns convention in
music, that is, how we do or arrange certain things in music. Conventionally, a
composer’s details—his name, the date he was born, and the date he died (if
known)—are all placed at the right hand corner of the composition. This is why you
have S. Wakeley where it is. In this way, the period of musical history in which the
composer lived and how long he lived can be determined. Conventionally, too, the
author of the words of a song, called the lyrics, is placed at the top left hand corner of
the music, usually with the same details as the composer’s or arranger’s. in hymns,
however, hymn lists put a lyricist’s details below, after the last verse of a hymn. In
this case, you find the name of the tune at the top left- hand corner of the hymn—the
conventional position of the lyricist’s details.
YEAR 2 STUDENT:- Teacher, what do the letters or abbreviations “S.M” stand for?
TEACHER:- “S.M” is short for “Short Meter”. It is an indication of the poetic, as
distinct from the musical, meter. S.M. refers to the number of lines in the verse of a
hymn and the number of syllable in each line. It is used for a 4-line verse whose four
lines have the following numbers of syllable: 6.6.8.6.
V.1.
Je-sus, we look to Thee,
(6 syllable)
Thy promi-se pres-ence claim (6 syllable)
Thou in the midst of us shalt be, (8 syllabe)
As-sem-bled in Thy name
(6 syllable)

Nsukka Journal of Musical Arts Research

267

The choir as a medium for imparting, acquiring and consolidating musical
knowledge A. Kanu Achinivu

It is on these lines and in the spaces that the heights ad depths, called pitch, of the
various sounds are shown. Students, notice that two sets of five lines are joined or
“braced” together by a doubly curved line called the brace. The brace shows that the
music written on both staves go on simultaneously.
YEAR I STUDENT: At the beginning of each stave immediately after the brace, I see
a sign. What is it called, Sir, and what function does it perform in the music?
TEACHER: The sign is called a clef. It fixes the name of one of the notes on the
stave and from this fixed name others get their names. The clef on the upper stave is
called the treble or violin clef. It fixes the name of the second line as “G” and from
this the names of the other lines and the spaces are derived. The clef on the lower
stave is called the bass or F clef and it fixes the name of the fourth line as F. Note
that without a clef at the beginning of a stave the lines and spaces can have no
names.
YEAR I STUDENT: - What then, Sir, are the names of the lines and spaces of both
staves?
TEACHER: Remember, students that music is a language and as such it has its own
alphabet even as English, Igbo, Hausa, Yoruba, etc. have theirs. The musical
alphabet consists of the first seven letters of the English Alphabet. A, B, C,D,E,F, and
G. The second line of the treble stave having been fixed by the treble clef as G, and
the fourth line of the bass stave by the bass clef as F all the other lines and spaces,
as I had said, take their names from these (see Ex.3).

Students, note that irrespective of the key in which you are, that is, the key in which a
composition is written, the names of the lines and spaces of the treble and bass
staves do not change. The 3rd line of the bass stave, for example, is always D, while
it is always B in the treble stave. Note also that the two dots, one on either side of the
4th line, F are part and parcel of the bass clef; without them, it is not an F or bass clef.
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2ND YEAR STUDENT: Sir, you mentioned the word key a short while ago. What is
key and of what importance is it in a piece of music?
TEACHER: Students, observe the next sign immediately after the treble and bass
clef signs (Ex.4). This sign is called a sharp (#), it is placed on the 5th line in the
treble stave and on the 4th line in the bass stave. This single sharp, placed as shown
in both clefs, constitutes what is called the key-signature of the piece. It is the keysignature of G major (or e minor). Students, recall the signature tune of Radio Nigeria.
Whenever you hear this tune on radio, you at once conclude, and rightly so, that it is
Radio Nigeria and not any other station. In the same way, this one sharp sign of F is
the signature of the key of G major (or e minor). The key-signature of a piece of
music is the sign that tells a performer(s) the key in which the composer wants
him/them to perform the piece for everyone to feel comfortable doing so. So,
Students, whenever you see a piece of music with this sharp sign placed as shown in
both staves, the piece is written in the key of G major (or e minor). So REUBEN is in
key G major. You will meet several other key signatures in other works you will
rehearse in due course, and they will be explained to you at the appropriate time in
the course of your studies.

4

2ND YEAR STUDENT: Teacher, I see a fraction-like number, 4 , after the keysignature you just explained. What does this fraction mean and what is its function in
music?
TEACHER: Music, you must know, is the only art that has a time element to it. It
starts at a certain point in time, lasts certain duration, and stops at some point in time.
Painting, sculpture, drawing, architecture and all other arts have no such time
element. This time aspect of music is shown by another type of signature that is
placed immediately after the key-signature, and is referred to as Time-signature.
Consider this analogy between time-signature and a vulgar fraction in mathematics.
A vulgar fraction tells you that you divide a whole into a many parts as the
denominator—4, 2, and 8, for example, in the vulgar fractions ¾, ½, and 5/8 and you
take away as many parts the numerator—3, 1, and 5, respectively. The same is true
of time-signature only that the whole is always the SEMIBREVE or WHOLE NOTE.
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Recollect the table of note shapes and their respective durational values which we
learnt at the beginning of your course. The time-signature tells us whether the music
is in marching (24, 44 ) or waltzing (dancing) (34, 38, 32) time. Thus, the denominator of
REUBEN tells us the type of note (minim, crotchet, or quaver) being used as the
beat—the musician’s unit of time—while the numerator tells us how many of such
beat (3, 4, 6, etc.) are contained in every bar of the music. REUBEN, therefore, is in
the time of 4 crotchet or quarter-note beats per bar.
1st YEAR STUDENT: Sir, you have mentioned the term ‘bar’ several times. What is a
bar and what has it to do with time-signature?
TEACHER: Observe, Students, that there are vertical lines running down both staves
of the music. These vertical lines are called Bar lines. They divide the music into
equal portions of time. The space or distance from one line to another is called a
BAR or MEASURE. Every bar of REUBEN contains the same or equal number of
4

beats as given by the time-signature 4 . It means that there are 4 (numerator)
4

crotchet (the denominator) beats per bar. The time-signature 4 says that the beat is
the crotchet, i.e., one part of our whole, the semibreve, divided into four equal parts,
and that in every bar of the music there are altogether four crotchet beats, no more,
no less, irrespective of the number and/r types of note used in it (see Ex.1).
4….. number of beats/bar
4….. the beat—the crotchet or quarter-note.
With reference to the soprano part only , bar 1 contains three (3) notes, bar 4 four (4)
notes, bar 8 two (2), and bar 20 only one (1) note. Each of these bars, as well as
other bars of the music, contains no more than four (4) crotchet/quarter note beats,
as follows:
Bar 1
= 4 crotchet /quarter-note beats
Bar 2
= 4 crotchet /quarter-note beats
Bar 8
= 4 crotchet /quarter-note beats
Bar 20
= 4 crotchet /quarter-note beats
All the bars of REUBEN and all the voices too are equal and take exactly the same
time to perform, the number or types (minim, crotchet, etc.) of notes, notwithstanding.
The bar line has another function, namely, it marks or shows the position of the
strong or primary accent, stress or emphasis. The note immediately following the bar
line is strongly accented, meaning that it is sung or played louder than all others.
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4

There is also a secondary accent. In REUBEN ( 4 time), the secondary accent occurs
on the third beat/crotchet of every bar.
3rd YEAR STUDENT: Are there other signs and perhaps other conventions in
REUBEN that we should know or be familiar with?
TEACHER: Yes there are. Observe the lay-out of the music on both staves. Notice
that the female voices, soprano and alto, sing from the treble stave, while the male
voices, tenor and bass, sing from the bass stave. Notice also that the stems of
soprano and tenor parts (high voices) are up, while those of alto and bass (low
voices) are down. This layout or arrangement of the voices is described as OPEN
POSITON (opposite is close position). This layout is employed for music written for
MIXED VOICES, that is, Soprano, Alto, Tenor and Bass, abbreviated to S. A.T.B.,
and music for the PIANOFORTE, where the right hand plays from the treble stave
and the left hand plays from the bass stave. These are very important conventions in
music writing.
1ST YEAR STUDENT: Teacher, I observe in virtually every part of bars 2, 4, 7, 10 -12,
14 -16, and 18 notes joined by curved lines. What is the curved line called and what
is its function?
TEACHER: Can you also observe that all the pairs of notes joined by curved lines
have different staff names, that is, they have different pitches: F sharp – G, A – B in
soprano and A – B, C – D in tenor of bar 2?
1ST YEAR STUDENT: Yes Sir, but what does it mean or do in music?
TEACHER:- A curved line place over or joining two or more or more notes of different
pitches or staff names is called a Slur. In vocal /choral music, this means that all
such slurred notes must be sung to one syllable or a one syllabled word of text (see
text as underpaid in bars 2, 4 - 7, 10 -12 14 -16, and 18 of REUBEN – Ex.1).
2ND YEAR STUDENT: Teacher, what about the DOT I see after each note in bar 9?
Is it mistakenly placed there?
TEACHER: No, it is perfectly correct. A dot placed after a note is one of two ways of
increasing the duration of a sound. A dot after a note increases its duration by half of
its original value, that is, it makes the sound half as long again. Thus, the minim or
half note in each part of bar 9 has a value equal to two crotchets/quarter notes or
beats ( ). By placing a dot in front of it, its durational value becomes two crotchets
plus half of two crotchets or three crotchets. Whenever you write a musical exercise,
you must, therefore, be very careful with your pencil or pen sot that you do not
unintentionally place dots anyhow after your notes.
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1ST YEAR STUDENT: Teacher, I heard you say a while ago that the dot is one of two
ways of increasing the durational value of a musical sound. Which is the other way?
TEACHER: Thank you. This question shows me that you are listening attentively.
This increase of the duration of a musical sound can be achieved in another way—by
the use of a TIE BAND. This is a curved line placed over and joining two or more
notes of the same staff name or pitch. The three-beat sound obtained in bar 9 of
REUBEN (Ex.5.a) can be obtained as shown (Ex.5a&b).

4th YEAR STUDENT: Teacher, I see a sign in bars 6 and 13 that I have never met
before. What is this sign called and what directive does it give the performer?
TEACHER: It is known as the SLANTING BAR. It is a type of repeat sign. It is more
frequently encountered in vocal /choral than in instrumental music, especially in
hymn tunes. When the words, lines of the words or lyrics of a hymn are shorter (or
fewer) than the notes / phrases of the music, the slanting bar is used to make up the
shortfall by directing that so many bars of the music following the sign be repeated to
an equal number of bars of the text or words sung immediately before the sign (see
Ex.6).

In REUBEN, the slanting bar directs that the words of line 2 (bars 34 - 62) be
repeated to the music of bars 63 by which amount the music is longer than the words;
by the same token, the text of line 3 (94 -133) is repeated to the music of bars 134 –
173, by which amount also the music is longer than the lines (see text underlay). This
type of repetition is a compositional device for extending the length of a piece of
music that would otherwise be quite short.
4th YEAR STUDENT: The harmonic progressions in REUBEN are quite simple and
straightforward, but I do not understand the chord in bar 8 that contains a C sharp
and its progression. Please, explain this to us, Sir.
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TEACHER: Yes, the harmonic progressions are quite simple, involving only root
position, first and second inversion triads, and the dominant 7th chord used in
its root position (bars 2, 4, and 6) and second inversion (bar 5). The chord with a C
sharp in bar 8 is called a SECONDARY DOMINANT CHORD—the dominant 7th
chord of any other degree of the scale than the tonic of the key (see Ex.7). It is used
in root position here and is one of the devices for extending the tonality of a work.
Ex. 7. Tonic; D = Dominant; DD = Dominant of dominant or Double dominant.

Of interest are three important rest points or CADENCE: The semicadence (also
known as half cadence or ‘imperfect cadence’), the Perfect Authentic Cadence (PAC),
and the Amen or Plagal cadence (see Ex.8)

(a) Extended Semicadece (SC), (b) Perfect Authentic Cadence (PAC).
(b)

Ex. 8a is an incomplete resting point called SEMICADENCE. It is implied by any of
the progressions I-V, ii-V, iii-V, and IV- V. Here in REUBEN, the progression I –V is
extended by the use, first, of a second inversion dominant (V64) and the introduction
of the secondary dominant 7th chord—the dominant 7th chord of the dominant (double
dominant 7th chord of the key of G major) (bars 74 - 9). Ex. 8 (b) gives you a good
example of one of the most convincing and perfect forms of the Perfect Authentic
Cadence (PAC). The Perfect Cadence is often given by the progression V or V7 - I.
The most perfect and convincing form of it is that in which all the notes of the
prevailing key are present (see Ex. 8c.). Nothing can be more “perfect” than this
progression in which all the notes of G major scale (the key of REUBEN) are present.
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The third cadence of importance and interest is the so-called PLAGAL or AMEN
CADENCE. It is called an AMEN CADENCE because of its most exclusive use in
‘Amen’ at the end of hymns. Another name by which this cadence is known is
PLAGAL CADENCE. Its progression is IV - I and may appear in any of the following
arrangements:

YEARR I STUDENT: Teacher, we are getting confused by all the ‘big’ words and
expressions you used in answering the last question … triads, root positions, 1st and
2nd inversions, dominant 7th, seventh chord, secondary dominant 7th chord, chord
progression, cadence, and all that stuff. Are these topics to be handled in our regular
theory classes?
TEACHER: Yes, they are. The 3rd and 4th year students here are certainly not at sea;
they understand what I mean by those terms and expressions because they have
done them at their earlier or present levels of study. But by performing the piece
REUBEN, they can hear the beautiful chord progressions, the imperfect intervals, the
dominant 7th chord, its inversions, and resolutions and appreciate them better.
Students, before we end our rehearsal of REUBEN today, I should briefly draw your
attention to one or two other aspects of REUBEN that are quite interesting and
instructive to us—Ear training and Form. You will observe, I believe, that bars 94 -173
are scored differently—for two parts only instead of four. For this reason, we may call
these bars the MIDDLE SECTION of the work. This middle Section offers us the
beautiful opportunity of listening to melodic and harmonic intervals.
YEAR I STUDENT: What are they—melodic and harmonic intervals, Sir?.
TEACHER: An interval is formed by two notes only. When the two notes of an
interval are sounded successively, that is, one after the other, the interval is
described as melodic. When, however, the notes of an interval are sounded
simultaneously, that is, together, the interval is described as harmonic (see Ex. 9a &
b).

So whenever you sing a folk song melody, for example, without any accompanying
parts(s), the notes move in melodic intervals. When any two parts—S & A, S & T, S
& B, A & T, A & B, T & B—sing together, they do so in harmonic intervals. Now listen
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to sopranos and tenors as they sing bars 94 - 173 (sopranos and tenors sing, while
the rest listen to them). Hearing all kinds and qualities of intervals an chords is a
very important aspect of your training here under Ear-Training, and choir rehearsals
offer you unique opportunities to hear interval and chord qualities, melodies, etc.
This middle Section is interesting for another reason. In bars 94 - 133, they sing at
the imperfect interval of the 6th, specifically in two of the several forms of this interval
called MAJOR and MINOR (see Ex.10).

In bars 134 -173, the composer exhibits excellent craftsmanship—he swaps the
melodies of both parts, that is, he transfers the soprano melody in bars 94 - 133 to
134 -173 and tenor melody in bars 94 – 133 to soprano in bars 134 -173 (see Ex.10).
By so doing, he turns the harmonic intervals of the major and minor 6th (94 - 133) to
their inversions of minor and major 3rds. The technique employed by the composer
in this Middle Section is called the INVERSION OF PARTS or of the INTERVALS
concerned. By doing this, too, he achieves as ASCENDING MEDODIC TONAL
SEQUENCE in soprano and a DESCENDING TONAL SEGUENCE in tenor. Bars
134 - 173 are an ascending melodic tonal sequence of bars 94 - 133 in soprano, while
bars 134 -173 are a descending melodic tonal sequence of bars 94 - 133 in tenor.
Interesting, isn’t it?
2ND YEAR STUDENT’: Much so, Teacher. But you have mentioned the word
‘sequence’ several times. We hear of the “sequence of events”, for example, does it
mean the same thing in music?
TEACHER: NO. A sequence in music is a special type of repetition of some
materials. It is the repetition of a melodic or harmonic pattern, called a MODEL, on a
higher or lower degree of the scale, called the sequence(s). Bars 134 -173 constitute
the melody of bars 94 -133 repeated a 3rd higher in soprano and repeated a 3rd lower
in tenor. A sequential passage will end with a cadence after usually some 2 or 3
repetitions. The sequence is a very interesting topic. You will learn more about
sequences in due course. Now, let us return to Exs. 10 & 11. Observe the following
facts about intervals which, I believe, you have been taught in your Theory and Ear
training classes:
i)
When the interval of a 6th is inverted it becomes a 3rd and vice versa,
that is a 3rd inverts to a 6th;
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ii)
When a major interval is inverted it becomes a minor and vice versa,
that is a minor interval inverts to a major;
iii)
When an interval (a 6th ) and its inversion (a 3rd ) are added together
(6th + 3rd - or 3rd + 6th ) they make up an OCATVE or an 8th (6th + 3rd
= 8th/octave in music!). (see Ex. 11). This is, of course, so because
one note is repeated when inversion takes place.

4TH YEAR STUDENT: Teacher, what can say about the form of REUBEN? It does
not appear to me to have any of the forms we have learnt.
TEACHER: Yes, REUBEN has a form as we shall soon discover. The shape or
structure or form of any piece of music may be likened to that of a building. Buildings
have many different shapes. A garage has a different shape from a living house,
from a workshop, a warehouse, a hospital ward, etc. According to Fishburn (1986),
“Every tune, no matter how simple, has a distinct form” (1966, p. 112). Just as
buildings display an amazing array of external shapes or forms (as seen from
outside), and an equally amazing array of internal shapes or forms—what is inside,
the content—so do pieces of music display such an amazing array of external
shapes and contents. We can be concerned with only the external form of REUBEN
at this stage. There are many considerations to be made and many factors that help
us in determining the form of a musical composition. Notice that REUBEN begins in
4-part harmony (SATB bars 1 - 93). We had identified bars 94 -17 3 as the middle
section because it is written in 2 parts—a Duet/Duo. REUBEN closes with an albeit
short passage also in 4-part harmony (bars 174-20). These considerations: 4-part –
2-part – 4-part make us say that REUBEN is, from harmonic or textural point of view,
in simple TERNARY FORM or simple 3-PART FORM. We may represent this from
with letters as follows:
Bars 1 -93 ,
94 -173,
174 -20
A
B A1 (A1 because this is rather short).
Students, there are several other points in REUBEN—rest signs, etc. These will be
examined at our next rehearsal.
Let us now sing through REUBEN, bearing in mind all that we have said about it.
Every other piece of music you may rehearse will offer you infinite opportunities and
possibilities. You should, therefore, attend the Choral Studies classes prepared to
learn whatever the piece to be learnt will offer and to consolidate and deepen your
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knowledge of what you learnt in normal class situations. As I believe you can now
see, there is so much to learn, even from an apparently small, short, and
inconsequential piece of work, like BEUBEN.
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Abstract
Nigeria before 1960 was less known for anti-social behaviours. But today the country
is known for all kinds of anti-social behaviors hence the clarion call for rebranding the
country. This paper discusses the concept of music educator, religion, and identifies
strategies that the music educator can adopt as a way of enhancing Nigeria’s socio
cultural integrity.
Background
Nigeria is one of the most populous countries in the world with a population of more
than 140 million people. In the recent past, the image of Nigeria has been battered
because of antisocial and criminal activities. The country was scored 27 percent in
the corruption perception Index (CPI) in 2008 by Transparency International (Ukpong
in Amanze and Ibenne on line).
Gbenga (2011), writing on Akunyili and Re-branding Nigeria Initiative says “it is fast
becoming an established fact that the pessimistic view of Nigeria by the outside
world, is of course, usually attributed to the telling effects of national malaise,
manifesting in forms of stinking, unbridled corruption, brigandage, increasing youth
unemployment, ethno- religious violence, gradual erosion of societal value system,
and kidnapping, among others”.
Every Nigerian leaving in this country is aware of the insecurity Aba towards the end
of 2010 as a result of kidnappings that affected live, property and businesses.
Kidnapping and robbery became the order of the day. All the antisocial behaviours
that have engulfed the country can only be attributed to one core thing - erosion of
our culture.
Nigeria that was known for community life, good human relations, sacredness of life,
hospitality, respect for authority and the elders, etc. has paid less attention to the
essential values and cultural principles in pursuit of money.
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It was against this backdrop that the idea of rebranding arose. The rebranding
campaign was launched in 2009 by the Minister of Information and Communication,
Prof. Dora Akunyili, who had repositioned Nigeria’s health sector as the Director
General of the National Agency for Food and Drug Administration and Control
(NAFDAC). At the launching, Akunyili stated:
the rebranding is about our collective interest, our image as a country and as
a people in the present and future. Even with these challenges we do not
have any other country we can call our own. She then called on the
government, educational institutions, nongovernmental organizations, civil
societies, organized labour, the clergy, the media, traditional institutions and
citizens to be part of this rebranding campaign (year of publication).
Heeding this clarion call, the focus of this paper is on how the music educator can
use his/her good office, as an educator of music, to help in contributing to the
realization of the dream of the nation as “good people, great nation”. Fighting against
antisocial behaviour and cultural extinction is a collective one.
Religion
It is useless talking of rebranding of Nigeria if the people have not accepted the
concept of the rebranding. The problem of Nigeria, as Ugwu (2010) opines ‘is not
that the country is not endowed with enough natural resources, or that we don’t have
great thinkers in this country, or that our leaders cannot use their intelligence to
better the country but because we have turned our back to God, evil is pursuing us.
Every Nigerian claims to be religious either as a Christian, Moslem, traditional
worshippers but our lives are contrary to the statutes of morals justice, hard work,
discipline, self control etc. which are the messages of religions.
There are no work ethics in general. Teaching and learning are tied to monetary
gains to the point that they determine grades of learners in certain cases. Our
political leaders embezzle money most of the time. Religious leaders extort money
from their members in order to enrich themselves. The judiciary thwarts justice as
noted in many cases. The family institution is under threat.
Okafor (2008:200) speaks of man/woman as a religious animal because man is a
rational animal. This rationality he said compels him to realize and acknowledge the
magnitude of existing phenomena – the unfathomable dimensions of the universe.
His mind captures the possibilities of perfect state of affairs which are beyond the
current experience hence his acknowledgement of a ‘superior being, a supreme
being and that brought about religion’. Generation after generation, as Okafor states,
have lived their lives with the notion of some transcendent being. Each generation
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passed on its own concept of the deity to succeeding generation. Like most human
acquisitions, each succeeding generation enhanced this concept with new
experience and new knowledge before passing it on to the next. Hence, in the
tradition of every land, the process of acculturation has always been intertwined with
religion.
Imbedded in religion are some virtues as hospitality, courage, temperance, selfcontrol, faith etc. Religious sanction is a strong weapon used effectively to curb the
excesses of the innate propensities of human nature. The early Jew drew their moral
precepts of their religion from Mosaic Law. Christians drew theirs from Christianity. In
the contemporary times however, humankind is still aware of the need for religion
and its desirability in the education of the youth. For man to be humanistic he must
not disregard the metaphysical and transcendent realities. He must be open to
values of the spirit. He should realize that man is not the ultimate measure of all
things rather he can only realize himself by reaching beyond himself.
Okafor (1974) says “without proper spiritual ideal, humanism would become a
phenomenon incapable of constructing adequate solutions to man’s most essential
problems and therefore incapable of helping man to attain his perfect fulfilment”.
Religion–oriented education explores the basic persecutions of knowledge in the
belief that it can find intrinsic meaning and ultimate values. Rather than seek
pleasure always, it assess the whole affection range of life and the capacity to face
tragedy and death. Rather than cult of rugged individualism, it captures the sense of
connection and the ability to identify with others.
Religion injects the spiritual ability that makes an individual survive hard and difficult
situations on account of his religious faith. Examples are the Jews and the Blacks.
They survived centuries of excruciating suffering and deprivation aided by their
religious psyche. They received an inner strength from a metaphysical idealism.
Nothing other than a mysterious configuration can explain the incident on May 14,
1948. On that day, the Jewish people recovered their independence as a nation in
Israel, the land of their ancestors after 1,878 years of dispersion persecution, and
humiliation (Okafor, 2006).
There is need to inject human qualities into our humanness for our good and for the
social good. Man is an animal that can “sin”, and no amount of education can nullify
the first clause of the aged-old saying “to err is human”. But by the same token, the
second clause of the same saying must not be discarded: “to forgive is Divine”. We
have to know the instrument of mercy, this source of forgiveness and compassion
which in human tradition motivated the time – honored and qualitative dictum.
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Religion enables a man to maintain a balance between human striving and Divine
purpose, and hence to attain lowest heights of “physical” progress without losing grip
of those metaphysical cross currents which enrich man, and which in the past have
yielded authentic humanistic values and regulated the natural human excesses.
Without religion, people will be frustrated and confused, without faith and hope,
without value sacred and transcendental enough to be a source of the psychological
tranquility that life needs. It leaves the individual unprepared to meet possible
frustration in life and unarmed to reconcile human sufferings with human destiny. It
can turn liberty into nonsense and thereby cast aspersion on the entire perimeter of
freedom.
Religion makes us learn the humanizing lesson which “time” teaches us. Time
marches and passes and we pass along with it, for in this cosmos, we are
inextricably tied to it. As we go our compulsory way, we play different roles. We may
play the wise or the fool, the noble or the down, the rich or the poor, the erudite or
the unlearned. But whatever role, it is but a fraction, a minuscule, a drop of water in
the ocean of time. If time were the last end of man, then man is worth nothing. But
time is not the end; time is our bark and not our home. Therefore, on this bark we
must moderate our pride, elevate our achievements and learn the lesson of human
sameness and brotherhood. Man must strive to transcend time. For in our cosmos,
man is the sole being that can realize him by surpassing himself. The education of
human kind must not be oblivious of these facts of life (Okafor 2008:214)
Concept of Music Educator
According to Elliot (as cited in Onyuike 2009:116) music education has four basic
senses:
(a)
Education in music, meaning teaching and learning of music -making and
music listening.
(b)
Education about music, involving teaching and learning formal knowledge (or
verbal information) about music for example, music making, music listening,
music history and music theory.
(c)
Education for music may be taken in two ways, either teaching or learning as
preparation for beginning to do music or teaching and learning as preparation
for a carrier as performer, composer, historian, critic, researcher or teacher.
(d)
Education by means of music over laps with the first three senses since
each can be carried out in direct or indirect relation to goals such as
improving one’s health, mind and soul.
From the above definition, we deduce that the music educator is an instructor in
music, about music, for music and by means of music. He/she is at the fore-front of
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music profession in the other words he/she is a model and as a result cannot afford
to do anything that is not worthy of emulation.
In character he/she must portray virtues such as hospitality, courage, decency, hard
work and discipline etc.Professionally, he/she is an authority and this implies that he
cannot be tossed to and from. He/she is well informed in theory practice. He/she is
versatile.
Music Educators’ Strategies in Enhancing Socio-Cultural Integrity
Man is not the ultimate measure of all things rather he can only realize himself by
reaching beyond himself. This supports what Okafor (2008) said that without proper
spiritual ideal, humanism would become phenomenon incapable of constructing
adequate solutions to man’s most essential problem and therefore incapable of
helping man to attain his perfect fulfillment.
Music educator helps in rebranding through voluntary service and love for the music
profession. Most music educators know the cultural, moral values imbedded in our
folk music. Sadly, the vital part of our culture is going into extinction. It is imperative
to do a collection of folk songs from one’s village, annotate them, package them and
put them on the internet, television and the youths that are ‘culture eunuchs’, if I may
borrow the words of Vidal (2008), will watch them and learn. It is useless to talk
about parents educating their children through folk songs. Let us catch them through
internets and television in addition to life performances in their schools. There may
be no financial proceeds but we are affecting our society especially the youths the
hope of tomorrow like the researcher is presently walking with a group of final years
students who will be doing a collection of folk songs from Ihitte Oboma which will be
annotated and put into C.D to serve as a resource for teaching music at the primary
school. This idea was borne out of problem observed by Onyiuke (2009:119) about
primary school teachers having no resources to teach music.
Music educator will bring about rebranding by having love for his profession and
sacrificing his money, time to enhance the viability of the profession. Music is very
important at the nursery and primary levels and these are places to instil in them
relevant values through music. We can stimulate interest in the pupils by organizing
life performances for them. We can donate some musical instruments to schools for
their use.
The music educator as an agent of rebranding must be versatile through research.
He/she can bring about a change in his/her profession and the society at large by
working in unity with other colleagues irrespective of individual differences. This
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supports (Gbenga on line assessed 5th February 2011) that rebranding is to
encourage fellow countrymen and women to consciously work on themselves so as
to change the pervading negative perception of the country in the comity of nations.
Music is culture – centric, the Nigerian indigenous music has a lot of cultural values
imbedded in them. Music educators can teach these folk songs that have cultural
values. It is an established fact that some of these folk songs are facing extinction.
Close collaboration between teachers and learners is needed to reverse the trend.
Music is a language of the soul. A music educator can use it to educate the society
by setting those massages he/she wants to pass across to the society into music.
Where words may not prevail, music does, and that quite easier because it soars into
the spirit.
Music educator, as an agent in rebranding, must use his/her wealth of knowledge to
persuade the government through writing, such that the government would practically
implement music at the nursery and primary schools.
Conclusion
The music educator as a professional and an authority in music should allow those
values as hard work, tolerance, decency, love, discipline, to characterize his/her life
such that he/she would be able to motivate youths to say no to vices in all its
ramifications. The above is simple submission that could be worked on.
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Abstract
This paper typifies situation reports on the true position of music industry in Nigerian
milieu, giving technological advancement that abounds in the 21st century of.
Despite the fact that music industry in Nigeria has witnessed tremendous
technological advancement – social, political and structural changes in recent times
defeat or set-backs will not be overlooked in this respect. In view of this, the paper
focuses, therefore, on the factors that facilitated globalization of music industry, as
well as the impacts of globalization on Nigerian music industry. To achieve this,
various literary, review, observation and interview methods were used. The paper
however revealed that the 21st century music witnessed the explosion of
globalization arising from music information communication technology (ICT) such as,
MP’S, 3, 4, and 5, flash drives, cell phones and more computer/music soft wares.
Thus, the paper concludes that despite the bad effects, the evolution of globalization
technology has brought on maximum succor to substantialize musicians/artistes and
music industry to the advantage of Nigeria.
Introduction
Music is a discipline that has gained root in the history of human existence. Music
forms an integral part of the Nigerian people’s culture and has helped in the increase
and flow of communication in its entire ramification (religious, social, political etc). As
a symbolic form, music has a cultural and political history. It articulates and shapens
identities. Nevertheless, music is embedded in a national and international context in
which it is produced, distributed and consumed. Music incorporates also several
external factors such as slave trade, British colonization, Western education and
advanced technology which have led to the fusion of African and non African cultures,
an aspect of globalization.
It is the intention of this paper, therefore, to discuss the factors that promoted
globalization of Nigerian music, elucidate the impacts of globalization on Nigerian
music industry, as well as highlight the means of sustaining a profitable one through
globalization.
The paradigms of globalization and music industry
Attempts have been made to explain the wordings in this discourse: globalization and
music industry. Globalization is the process whereby all parts of the world are drawn
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into a single logic of market-base with systematic properties. Supporting this,
Derefaka (2004: 45) defined globalization as “the intensification of world wide social
relations which link distant localities in such a way that local happenings are shaped
by events occurring many miles away”. Globalization is also seen as the application
of science and technology made possible for information to be gathered, processed,
used and delivered in our globalized environment. Idolor (2005: 81) sees
globalization as “the interconnectivity of peoples, irrespective of distance, race and
regional boundaries. Soola (2003:10) defined globalization as “that which seeks to
universalize the culture and economics of the globe through technology and
telecommunication, as well as to ensure an unhindered inflow of information, goods
and services”. Globalization, as a universal practice and a new invention across the
globe, invariably, is on the increase because of the advanced technology.
Music industry is synonymous with music business. It is a large body that comprises
the sale of musical compositions, recordings and performance of music. It could also
be defined as an establishment, organization or group of firms that operate music
business with the sole aim of profit making. These individuals or organizations that
operate within the music industry are the musicians who compose and perform the
music, the companies and professionals who create and sell recorded music (such
as music publishers, producers, studio engineers; record labels, retails, online music
stores and performance right organizations); professionals who assist musicians with
their career, which includes talent managers, business managers, entertainment
lawyers; those who broadcast music on satellite and broadcast stations; promoters,
journalists, educators, musical instrument manufacturers; and others.
Music business is a big industry. Thus, its roles are shared in every direction to
create and maintain a sustainable and progressive growth. Nigerian music industry
enjoys a rare popularity more than any of its African counterparts in the world music
scene. This is as a result of globalization which has made Nigerian music promoters
to push beyond their immediate environments. Strictly speaking, music industry has
recorded a tremendous progress and has also contributed substantially to global
information in Nigeria, in due of advanced technology that recorded and documented
music enlightenment for both mass consumption and commercial purposes.
Factors that advanced Nigerian music globalization
Factors that facilitated globalization of Nigerian music are of immense importance.
The Nigerian music industry, as a sub-sector of the entertainment industry, has
witnessed remarkable changes over the years. Thus, the trends and growth that take
effect, presently, can be traced back to many roots that sprouted in the past.
Invariably this could be as a result of trans-Atlantic Slave Trade, importation and
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exportation of home and foreign cultures, Western education, advanced
communication and technological innovations and so on. Some of these shall be
briefly highlighted.
Slave trade:
Many scholars and writers have revealed that globalization as a
process began with the globalized nations such as America, Europe, Britain, France,
etc. The trans-Atlantic Slave Trade of the late 19th century through the early 20th
century impacted much on globalization. The Slave Trade was one of the factors that
influenced the music at the time. Musical types and features which developed from
the ever conscious nostalgic minds of African slaves who always sang their African
cultural songs during their work and other activities were appreciated by the
Europeans. The white men in turn marvelled at the rhythmic pattern of African music
and therefore travelled for more inquiry about African art form.
Western education: Globalization made it possible for people to migrate from
country to country. Nigeria had such opportunities to experience foreign cultures.
According to Akpabot (1986), “During colonial era, Nigerians were made to learn
European songs that bore no semblance in their environment and way of life” (p. 88).
The growth of national awareness fostered indigenous music educators as well as
Nigerian scholars to research into and write about their own music that reflect
Nigerian customs, traditions, religious beliefs and terminology that characterize the
music of Africa. In Nigeria, primary and secondary schools were established under
the British educational system. The first school of music that emphasized the
comprehensive training of its students in African traditional music, according to
Akpabot, was the University of Nigeria, Nsukka, in 1960 when Nigeria became
independent. This was followed by the University of Ibadan (Institute of African
Studies). Today, with the advent of technology, many tertiary institutions in Nigeria
have progressed to awarding Master’s and Doctorate degrees in music. Globalization
has also made possible the circulation of books, conference papers, monograms,
journals, etc. to schools, colleges, and university libraries, thereby providing much
information to students and other scholars.
Globalization has, today, created opportunities for Nigerians to study abroad and
obtain higher music degrees. They have written their theses and dissertations on the
traditional music of the country, thus challenging some of the early writings of the
Europeans. Advanced technology has brought cooperation and dialogue between
musicologists of the Western world and Africa at large. It has also contributed
immensely to the growth and development of traditional music in Africa in general
and Nigeria in particular.
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British colonization: This was another factor that brought about globalization in
Nigeria. The settlement of the colonial masters in Africa had contributed largely to
globalization. They brought their culture which encompasses their life-styles,
religious belief, fashion, entertainment and so on. The exposure to these factors
resulted in the intermingling of cultures. According to Idolor, “exposure therefore has
affected the musical taste that some Africans either identify with foreign or
indigenous music or both” (p. 38).
Akpabot (1986) affirms that “the advent of colonialism in Nigeria brought in its wake a
firm entrenchment of Protestant and Roman Catholic Churches in urban and rural
areas” (p. 86). The early missionaries influenced the production of Nigerian music
with Western music. They condemned Nigerian musical instruments. All traditional
songs in praise of gods and deities were banned and regarded as being satanical;
and organs, pianos, guitars and harmoniums were substituted to accompany hymns,
chants and the mass. Gradually, these hymns were translated into Nigerian
languages (vernacular) hence, Nigerian musicians were motivated and started
writing their own hymns bringing in Nigerian idiom. As more songs were composed in
the indigenous languages, it became apparent that organ and piano accompaniment
was not enough. Gradually, drums and percussion instruments such as gong and
rattles of various types were later introduced. The combination of these new musical
instruments with indigenous ones was as a result of globalization.
The impacts of globalization on Nigerian music industry
The 20th century witnessed the explosion of globalization arising from effective
information and communication technology (ICT). According to Idolor (2005) in his
article on “Strategizing globalization for the advancement of African music”, he points
out developmental steps in technological advancement:
With the invention of printing (1456), Steam engine (1704), telegraph
(1794)
Edison phonograph (1877), Emil Berliner’s gramophone (1887),
Cinema (1855), and the aeroplane (1903), transportation and
communication became easier (p. 83).
These developments have further pushed the Nigerian music industry into a strong
force on the world music scene. The most attractive, convenient, effective, fast,
cheap and imposing agents of globalization are the radio and television broadcast.
The internet activity is regarded as a more ground breaking factor due to its
accessibility through various devices such as computer, mobile phones, and other
electronic gadgets. These will be considered as follows:
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The radio is one of the less expensive gadgets among the electronic devices. Its new
portable existence/fashion in mobile phone, workman and others enables people to
have access to and appreciate Nigerian musical talents. The BBC and VOA radio
stations in the world today paved the way for African programmes to run on air, and
music from various regions played via broadcasting stations was the beginning of
global recognition.
The television has provided a great boost to Nigerian music industry. With satellite
transmission, television could be broadcast to millions of homes around the world at
the same time. Television stations like Trace TV, MTV, MTV base, Sound city,
Channels, etc. offer musical information and entertainment to viewers globally.
The invention of internet is the most acknowledged means through which
globalization has been achieved world-wide. The internet works on numerous
devices and also makes it easier to upload, download and access different musical
information. The invention of internet brought about documentation and recorded
Nigerian music online for easy accessibility and retrieval. Thus, information is
accessed freely without hindrance. Ilah (2001), discussed the importance of the
internet and asserted that “the internet is the characteristic archetype of technology
involving global network of networks, consisting of various networks from various
stations, where information with sound and video pictures can be attained”. Music
information is hosted in the internet by World Wide Web. Onuora-Oguno (2009)
opines that “the use of the world wide web otherwise known as “WWW” has helped
researchers to have access to information thereby facilitating research work and
breaking new grounds; instead of dwelling in the past and making use of obsolete
information” (p. 5).
The internet music supplies have contributed immensely in promoting Nigerian
popular musicians. The proof of artiste identity is recorded among Nigerian popular
artiste like Fela Sowande, Tu-face, Idibia Nice, Lagbaja, Asa, P-Square and many
others who creatively integrate musical concepts of different backgrounds into music
rendition. The internet search, ordering payment and delivery are conveniently
executed under the courtesy of globalization.
Globalization has aided the application of technology such as computer music
software, outburst of music CD’s MPS, Flash drives, Cell phone, editing software,
internet browsing and studio equipment such as mixing console, multi track recorders,
reference monitors, electronic keyboards, sequencers, outburst effects like
compressors, equalizers and reverbs. It also encourages the use of music computer
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packages called windows that record all types of music store on CD-ROM and
reproduce them for use in the internet. Actually, the advent of computer technology is
of great significance to many music composers and writers in Nigeria. The use of
computer has stimulated and aroused the interest of composers in music writing.
Take for example, the compositions of Emurobome Idolor “Glory Hallelujah To His
Name” and “Nigeria Otoreosovwan” which had been in local print for years, have,
today, been published with the aid of computer music software. So also are A. A. I.
Idamoyibo “Alo ire (Safe journey” “Pilgrimage in rondo” for piano and A. A. Ogisi
“Song of Farewell”, “Sunset Symphony” for orchestra and J. O. Ofosu “Am a Man not
woman”, for orchestra.
In terms of music recording, globalization has played a vital role. In the history of
recording, three phases of recording have been identified; mechanical acoustic
recording, electrical recording and digital recording. Wikipedia (2008:3) captures the
first two phases thus:
Following the invention and commercial introduction of the
microphone, the electronic amplifiers, the mixing desk and the
loudspeakers, the recording industry gradually converted to electric
recording and this technology had replaced mechanical acoustic
recording method in 1925 … and by 1933 acoustic recording was
completely disused.
As technology advances, it finds its way into all sorts of musical application in
Nigerian music industry. New modes of recording and styles of music are created
everyday using music technology and the wide array of options it provides.
The digital recording has achieved a dominant position in the music industry in
Nigeria. Its advent brought the use of loops sound from already installed soft wares
from the computer. Thus, it is computer based. It also does the job of an
instrumentalist (such as drummer, keyboardist, guitarist etc). During recording the
songs run in sequence and well arranged according to parts. Digital technology
encourages a lot of Nigerians to become creators or producers of their own music
thereby narrowing the gab between the producers and the consumers. It has also
facilitated the growing movies, films, music advertisement as well. As communication
technologies advance cultures and societies continue to overlap and influence one
another. According to Idolor (2005), “through new information, communication,
transportation and technological application, globalization create a pool of ideas and
opportunities that facilitate understanding, cooperation and interdependence
amongst sovereign states” (85). The paper dwelt much on the positive effect of
globalization in Nigerian music industry.
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However, globalization has had negative impacts as stated hereunder:
Unfortunately, globalization, with its subsequent technological advancement, has laid
off many Nigerian musical instruments from the music industry and depends largely
on digital computer technology that produces sounds with good tonal quality and
texture. Supporting the view Idolor (2005: 81) discovered that, “some artistes
abandon their African musical heritage in favour of foreign music practices”.
Secondly, the advent of internet technology through globalization has provided great
opportunity for music produced in foreign countries to be accessed in the Nigerian
remote villages. Although, it is a welcome idea that allows free access to consumers
and users yet, some clandestine acts such as illegal downloading, sharing or
swapping has been recorded to tarnish the financial status as well as sale of artistes’
music. Globalization has paved the way, also, for Nigerian high quality music to be
purchased cheaply and easily.
Lastly, globalization had also brought about unemployment to many. The
instrumentalists who play in various studios to earn a living now remain unemployed
as a result of digital computer recording.
Suggestions
The survival of Nigerian music industry is highly dependable on globalization.
Nigerians should have a broader sense of appreciation and develop a means to
orientate the talented musicians/artistes on how to explore and make use of their
talents more efficiently. Nigerian government, elites, record companies/label and
music publishers should strive to promote and encourage these talented youths by
releasing funds into the music industry most especially the recording studio.
The industry should be updated with the use of modern musical technology while still
retaining the Nigerian heritage. Customers, artistes and recording companies should
encourage globalization and every effort should be made to channel globalization
towards gain.
Conclusion
The impacts of globalization on Nigerian music industry cannot be over emphasized.
The world is striving from mere word processing to internet globalization. Music
industry in Nigeria has its own association and thus, it has not been able to curl the
evils of piracy. The internet music piracy may not only hurt legitimate CD sales, thus,
it may even boost sales of artistes’ music thereby gaining world fame.
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The good effects however outweigh the bad effects. The advantages are good
enough to overplay the bad which has the major as piracy. Globalization effect is
primarily induced by technological advancement. Globalization has come to stay for
good in this 21st century through the internet and the outburst of CD’s, MP’s, Flash
drives and music soft wares etc.
Conclusively, Nigerian music industry without doubt has benefited immensely from
globalization. The industry should therefore strive to withstand all these global
inventions and work towards sustaining these positive potentials for the
advancement of the industry.
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Abstract
Many people in society see popular music as entertainment music for the youths,
where dancing takes the form of jumping and shaking, in exciting jamboree. Hardly
do people pause and ponder on the relevance of the song texts or lyrics in the life of
the society. The purpose of this study is to attempt to survey the contributions made
by the Nigerian popular musician towards spotlighting the ills of society with a view to
correcting then. This study also visits the role of music in human society with
particular reference to the Nigerian experience. From the revelations of the survey,
we stand to appreciate how music is a powerful weapon in the fight against social ills
in Nigeria – an awareness that music is not only for entertainment. To get the facts
surrounding this study, different relevant systematic approaches to research are
adopted including frequent visits to the music shops and listening to relevant music
albums, interviews with available popular musicians as well as using internet sources.
Relevant findings are made in the filed including the following:That the youths are more interested in dancing and enjoyment than
appreciating the moral messages of popular music
That popular music in Nigeria has contributed to a reasonable extent in the
fight against social ills.
That popular musicians have played self assigned roles in the theatre of
politics.
That music reaches where mere words cannot – to the soul and mind.
Introduction
Music plays vital roles in virtually every culture of the world. It is essentially a human
activity denoting o r expressing human emotions and the relationship of the emotions
to the environment or to life. Not only is it a human activity, in its truest sense, it
cannot exist without man. And so man recognizes or seems to hear music in nature
only because the sound of nature appears to have close similarity with sounds that
man consciously organizes to express a feeling or idea. That is how the expression
‘humanly organized sound (Blacking, 1976) gets its validity. This is typically the
essence of popular music in Nigeria. Okafor (1989) describes popular music as:
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Music that deals with familiar themes and issues of the moment. It is understood
and accepted by a lot of people not as a final solution to the problems but as a
topical reflection of their sentiments and current world view. Consequently
popular music is more subject to change than any other genre of music…
popular music is therefore music with broad, immediate, and implicitly transient
appeal. It is also social entertainment and dance oriented and draws its core
clientele from urban dwellers.
The modern pop music scene in Africa has been traced from the contact with
external cultures that came to Africa and the consequent adulteration of many
aspects of African culture-the legacy of Islam and of Europe on the African continent.
Africa is our motherland where good sound is produced and appreciated. Over the
years, Africa has produced musicians, songs, dances and instruments of the highest
caliber.
In each African song, the lyrics have a meaningful story to tell: stories about peace,
love, war, progress, politics, justice, injustice, freedom, the past, the present and the
future.
In Nigeria, political movements, and activities have provided many a singer of
popular music with some of his richest themes. He has been able to say what the
people are thinking, but, perhaps, would not say for fear of criticism or sanctions:
The popular musician plays a self assigned role-he is an observer, critic and
chronicler. He says what he thinks should be or should not be in society and which
he feels the masses should like, and that the leaders should hear. He is not only an
entertainer but also a faithful witness whose music and words eventually survive the
upheavals of society.
The socio-political commentaries in Nigerian popular music.
One of the phenomena that dominates the lyrics of Nigerian pop music is the sociopolitical commentaries. In it one can see the opposing factors in Nigerian politics, the
internal struggles, the gap between the rich and the poor. We can also see the
movements and strains in society, the relationship between leaders and followers. All
these constitute the lyrics or commentaries of the pop musician some of which are
performed in a satirical manner, projecting popular music as a vital utility consumed
by the society.

Nsukka Journal of Musical Arts Research

294

Popular music: A satirical weapon for the fight against social ills Joe. Onyekwelu
This agreed with Idolor (2002:2) which contends that ‘no phenomenon void of utility
survives in a society, an indication that the presence of music in almost every African
society has a formidable role to play’. This point of view suggests that human beings
have always used music to meet certain societal need in different circumstances.
Contemporary Nigerian popular musicians use their lyrics to reflect on happenings in
society. According to Okafor (1989:9).
The Nigerian popular musician has always borne witness to the times he
lives in. He praises, he admonishes, he records events and he involves
himself, through his music, in the social and concrete problems of his
land. In addition, he yearns for ideal human relationship between people
of various lands. He is ahead of his time. His music is therefore a social
document.
As contemporary Nigerian musicians use their lyrics to mirror the society, they
become chroniclers of events, recreating the history and culture of their people,
commenting on aspects of societal values that have diverged from historical reports,
and suggesting ways by which society could be restored to the normal order. In so
doing, the musical social critics cannot but resort to employing the tool of satire to
deride the prevalence of social ills in a bid to correct them. This brings to the fore the
didactic functions of music. Idolor (2002:6) explains:
The didactic function of music is affected through
logical organization of lyrics and performance practice. Some lyrics are
presented in direct or indirect satire through such speech figures as
simile, metaphor, alliterations, allusion, and even short anecdote to
convey an observation or/and opinion to a witness-audience. In other
situations, other activities in performance teach both viewers and
participants the coded lesson(s).
We can now look at some of the Nigeria popular musicians whose works
are surveyed in the study. They include:1. Dan Maraya Jos in Babban Mutum (Popular minstrel)
2. The writer, in Ebee ka anyi neje (Story in Music)
3. Fela Anikulapo Kuti in Zombie, Yellow fever and Vagabond in
power (Afro Beats)
4. Eedris Abdulkareem in Nigeria Jagajaga (pop)
5. Lagbaja in Me and You Nobi Enemy (pop)
The Nigerian popular musician satirizes, the relationship between the rich and the
poor, and the corruptive tendency of status and public office attract the attention of
Dan Maraya Jos in Babban Mutum.
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Babban Mutum (Hausa)
Mai Arziki
Great man
Kana tuka Mota Mai-tsada
You ride on expensive car
Ga tad a na-u’ ran sanyi
It is air-conditioned
Ga ta muma da Rediyo
It has radio
Kana gain Talaka shi ba
you despise the poor man
Kana tsammanin shi ba kowa bane
You think he is nothing
Amma ka tuna fa
But remember this
Idan Motar naka, ta kafe
When your car is stuck in the mud
Shi dai wanna ta-lakan zaka
You will look for the poor
Nemo ya fitceta
Man to push it out
Mai Dukiyan
Great man
Kana zanne chikin Babban Gidan ka You live in your big house
Ga Na-u’ ran sanyi
It is air conditioned
Ga manyan kujeru
You have big beds
Ga Babban Madafi
You have a big kitchen
Ga kuma Babban Zaure
You have a big parlour
Kala gain talaka shibakowa bane
You despise the poor man
Baka Taimakon sad a komai
You will give him nothing
Amma ka tuna fa
Remember this
Shi di wannan Takakan
It is the poor man
Da ba shi da komi
The lowly man of no means
Shi ya dauki kasan
Who carries the sand
Da Ruwan
And carries the water
Da kuma sauran kayan
And carries the loads
Da aka gina Gidan kan da shi
For the building of your house
(Dan Maraya Jos 1989)
The writer, as a popular minstrel singer extensively uses moral songs based on
topical and political issues in his weekly programme in the N.T.A. Enugu. In one of
his minstrel songs titled Ebee ka anyi Neje (Igbo), he laments the deteriorating
standard of life in Nigeria.
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Ebe ka anyi n’eje?
Obodo Nigeira lee
Kedu ihe anyi g’eme?
Na Chukwu ka anyi n’ayo
Ebe anyi ncha no n’uju aka
Ma aguu na atosi anyi akwa n’ ukwu
Obu Mgbeke amaro akpu isi?
K’obu na aguba adito nko
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Where are we going?
This country Nigeria
What shall we do?
We are praying to God
Where we are in the midst of plenty
But hunger is stripping our cloth from our waist
Is it that Mgbeke doesn’t know how to shave?
Or because the razor is not sharp.

Fela Anikulapo-Kuti, the Afro-beat exponent was famous for his satires and criticism
of authority in music. Zombie which satirizes the intelligence of the military and the
police, and the yellow fever- a criticism of a sophisticated city girl who bleaches her
face, legs and arms – are fine examples. But one of his most popular releases is
Vagabond in power (V.I.P). Normally V.I.P means Very Important Personality but in
Fela’s song, he portrays these VIPs as the authors of Africa’s economic woes and
problems of poverty.
V.I.P (Vagabond In Power) – Afro beat
Na them be head of state
They are the head of state
commissioner, permanent secretary commissioners, permanent secretaries
judges, bank managers and them
judges, bank managers and so on
You cannot be a big man
You cannot be a personality and
copying colonial master
behave like a colonial master
An African must be African
An African leader should behave like an
African
Man get power, him take am cheat person
Man get power him take am talk nonsense
Man get power him take am steal money

A man who is voted into power uses it to cheat
A man who is voted into power uses it to talk
nonsense
A man who is voted into power uses it to steal
money
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Dem no know hungry people
Dem no know jobless people
Dem no know suffer people

They don’t know that people are hungry
They don’t know that people are jobless
They don’t know that people are suffering

Dem
Dem
Dem
Dem

They ride on the best cars
They eat the best food
They live in the best houses
As they move on the road for them

go dey ride best car
go dey chop best food
go live in best house
go dey waka for road

You go dey comot for road for dem
Dem go dey steal money
He be wrong man
Na vagabond in power
I say he be wrong man
Na vagabond in power

They continue to steal money
He is the wrong man
He is the vagabond in power
I say he is the wrong man
He is the vagabond in power
(Felan Anikulapo Kuli 1979)

Abdulkareem is a contemporary pop musician who has devoted his music to
commenting on Nigeria’s problems. In his album Mr. Lecturer where he chronicles
the degeneration of the nations socio-economic and political structures, he titles one
track Nigeria Jagajaga, a term literally meaning a state of disorderliness and chaos.
He sings:
Nigeria jagajaga
Every thing scatter scatter
Poor man de suffer suffer
Gun shot in the air

Nigeria in total disarray
every thing has scattered
The poor are suffering...
Gun shot in the air…

Due to the biting satiric thrust of the lyrics, Eedris was reported to have incurred the
wrath of Nigeria’s former president, Chief Olusegun Obasanjo, who scolded him for
portraying Nigeria in negative terms. On this issue Oyetayo (2006:52) reports:
The song was said to have touched a wrong chord with the president who
reportedly thumped the artists’ head when he visited Aso rock, the seat of
power, with the performing Musicians Association of Nigeria (PMAN). In his
response, the president reportedly told Abdukareem: “It is your papa and
mama who are jagajaga”.
Thus in a subsequent album -Letter to Mr. President, Eedris attempts to shed light on
the import of the signifier jagajaga, and the degeneration that has permeated
Nigerian society, pointing out that his lyrics are a reflection of the realities that require
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urgent attention. Specifically, he cites the endemic social vice of corruption which
must be fought for the nation to develop.
Chinagorom Onuoha popularly known as African China is another contemporary pop
musician who in his first album titled crisis complemented Eedris Abdulkareem in his
lyrics. He labels the Nigerian government as bad for its perceived insensitivity to the
plight of the ordinary people on the streets. Writing on the satirical thrust of African
China’s message, Oyetayo (2006:5) comments:
The track our Government Bad, is a satirical x-ray of the penurious state of
citizens occasioned by perceived insensitivity of the government. He opines
that there are no job opportunities for the ghetto man and if he eventually
gets one, it would now be a battle for survival. Ingeniously blending raga
tunes and social commentary into a stunning music tapestry, African China
is unsparing in his caustic criticism of the government anti-people policies
which have left Nigeria more impoverished than ever.
In his second album titled Mr. President the musician continues with his musical
preoccupation, expressing his disenchantment with the lack of basic social amenities
such as water and good roads, coupled with the appalling scarcity of food in Nigeria.
The musical social critic thus calls on the president and his team to attend to the
problems, and put Nigeria on the right track so that those at the grass root level can
benefit from good governance. Other popular artists that represent this new breed of
Nigerian musicians include Augustine Black face Ahmadu, Femi Anikulapo-Kuti,
Tony Tetuila, and Lagbaja. They have in their own ways, used the medium of music
to reflect on the socio-economic conditions of Nigeria. However, it should be pointed
out that the current relevance of their music is tied to the history of popular music in
Nigeria where Fela Anikulapo-Kut’s Afro. Beat holds sway.
Another contemporary Nigeria popular musician lagbaja, has through his lyrics
shown unwavering commitment to transforming his society with music that touches
on diverse aspects of Nigerian culture and politics. These serious social issues
include ethnic discrimination and religious crisis.
Ethno-religious conflict has been a recurrent theme in Nigeria’s national discourse
because it threatens the unity of the country. On this Suberu writes:
There has been a growing wave of mobilization and opposition by ethnic
minority groups against their perceived marginalization, exploitation and
subjugation in the Nigerian federation. This ethnic minority ferment has
engendered ethnic conflicts, involving thousands of fatalities, in the oil
producing areas of Delta region in southern Nigerian and middle-belt of
Northern Nigeria. (1996:1)
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The national anthem has also found expression in Lagbaja’s lyrics in his track Me
and You Nobi Enemy (you and I are not enemies). Lagbaja muses over ethnic
discrimination and preaches tolerance among the heterogeneous groups in Nigeria in
other to foster a culture of peace. This becomes imperative when we reflect on the
ethno-religious conflicts, especially in Northern Nigerian cities such as Kano, Kaduna,
Bauchi, Katsina, and more recently the city of Jos in Plateau state of Nigeria. For the
musician struck by the orgy of violence in society, he raises philosophical and
existentialist question that emphasize the need for Nigeria to live together as
brothers and sisters’ though they may be of different cultures and nationalities’. Using
the refrain, ‘We Are The Same Everybody Na Family’ (every body belongs to the
same family), and All Of Us Na The Same’ (we are all the same) he appeals for
tolerance among various ethnic groups (e.g. Efic, Iteskiri, Housa, Fulani and Nupe to
name a few) emphasizing the fact that they are the same family created by the same
creator’. In relaying this message, Lagbaja takes a temporal overview of the situation.
The music casts the audience back to the glorious past, in contrast to the present
day inter-group hostilities:
Sebi we dey live together before
Sebi we dey share together before
We dey suffer together before

But we did live together before
But we did share things in common before
We did suffer together before

So far, Nigeria pop musicians have continued to critically contribute their talent
towards the fight against social ills with a view to creating a better image and
maintaining the social integrity of Nigeria. This they have achieved through the use of
satire.
Conclusion
Popular music in Nigeria is not merely for entertainment but a vehicle for social
commentaries, education and for reflecting and influencing the political life of Nigeria.
Popular music in Nigeria is also cross-ethnic and inter-cultural, making use of poetry
which mixes languages together. Nigerian popular musicians use a mixture of
English, Nigerian languages and Pidgin English to sing, for effective and grass-root
communication to achieve the desired goals.
Based on the contributions of Nigerian pop musicians so far, we can conclude that
the text of popular music in Nigeria is very instrumental in communicating right
attitudes and in promoting ideologies which help in influencing the socio-political
opinion. Popular musicians in Nigeria creatively combine the capability of music in
emotional expression, aesthetic enjoyment and entertainment in order to forge ahead
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the continuity and stability of Nigerian culture. Popular music is the voice and mirror
of the Nigerian society. But one would ask this heart breaking question. What impact
has these contributions of pop musicians made in the socio-political life of Nigeria as
a nation. The researcher views it as unfortunate that the leadership class in Nigeria
are very insensitive to the voice of reason, insensitive to the plight of the common
man because they are seriously engulfed by the endemic social vise of corruption
which is the root of all evils in the country. As a result, all the moral and prophetic
messages of the inspired pop musicians appear to fall on deaf ears.
But one cannot conclude that the leadership is entirely insensitive to the critical views
of the Nigerian pop musician. The open air reaction of president Obasanjo against
Eadris Abdukareem when he visited Aso Rock with the PMAN demonstrates that the
music Nigeria Jaga caused the Nigerian leader some sleepless nights, followed by
the next release- Letter to Mr, President.
Consequently, who knows, the
administration of Obasanjo came up with a policy-War Against Corruption resulting to
the creation of EFCC as a powerful weapon to fight corruption in the country.
Pop Musicians in Nigeria should not relent in their self assigned roles in society while
the country continues to wait for the Messiah who will definitely come when the time
comes. They should therefore continually aspire towards this social effectiveness so
that they can progressively serve the public as partners towards social change. They
have been playing self-assigned roles in the theatre of politics. But their music and
words stand above the thrust and counter-thrust of party politics. The stimulating
effect of music in all this respect is overwhelming, for music reaches where mere
words cannot, to the soul and mind, to reawaken the people’s consciences and
recapture fading values.
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Integrity which is the quality of being honest and firm in one’s moral principle has
been the clamor of the Nigeria society in recent times both individually and
collectively. The democratic government in Nigeria has equally approached
achieving this national integrity through many ways, though, some important means
like musical and performing arts are overlooked. Traditional music has a great impact
on the social and cultural integrity of Nigeria in this noble project of re-branding the
entire nation.
Traditional music sometimes, acts as a central force in promoting the culture of
particular societies and provides avenues for musical expression through ceremonies,
festivals and rituals. This is because, music is organized to meet the needs of the
society through musical expressions that touch the deepest feelings, aspirations and
entire lives of the people. It permeates the social, religious, cultural, emotional,
educational, psychological, moral and intellectual lives of the human person. Akpabot
(1986:12) sees traditional music as music that is transmitted from generation to
generation which also portrays the culture of the people. He goes on to say that in its
traditional setting, African music is not written down. In conception and performance,
it is an oral tradition handed down from generation to generation and jealously
preserved by those who have come to be known as master musicians. Agu (1990:54)
defines traditional music as the indigenous music of the people which form an
integral part of their way of life. Okafor (2005:87) opines that traditional music is the
most widely used medium of expression for all manners of occasions and at all times
and periods of life, which communities manipulate to give voice and sound to their
collective thoughts, actions and even spirituality, such that, as the people make use
of the music, the music makes use of them by placing on them that imprint on
character, mien, thoughts and carriage, which are commonly summarized as identity.
Traditional music does not exist as a separate art; rather it is highly functional in
whatever the Nigerians do. It is a mirror through which the culture of the people is
reflected and understood. This is why Merriam (1964:13) maintains that traditional
music serves essentially the same function in most societies. Burton (1968) identifies
these functions as integration of society, contribution to the continuity and stability of
Nigerian culture, enforcing conformity to social norms, validation of social institutions
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and religious rites, physical responses, entertainment, symbolic representations,
communication, emotional expression and aesthetic enjoyment.
As a sacred art and a powerful force that involves the holistic person and his
environment, traditional music which is directly associated with traditional, religious
and political systems and preserved by tradition generates social experiences which
go deep and serve as a link which binds each ethnic group together, giving
individuals a sense of belonging, Onyekwelu (2002:24), Agu (1996:227). This is why
Nzewi (1980:12) sees the Nigerian traditional music as something that has a latent
psychological, psychical and spiritualizing essence.
The integrity of traditional music in the Nigerian society is held to a very high esteem
because it plays a vital role in all important stages of the life of Nigerians. The stages
of life from birth to death are made lively, spirit-filled, enriched and colored with music,
dance and drama, Traditional music in Nigerian society serve many functions which
range from avenues for entertainment and relaxation, custodian of the people’s
cultural, religious and traditional noble life-styles to a medium through which noble
ideals as well as vices are acknowledged or condemned, encouraged or discouraged.
The integrity of Traditional Music in Nigeria has undergone some changes that led to
its devaluation in some ways. Let us look at its original state before the changes
occurred.
The Nature of Traditional Music in Nigeria before the Colonial Era
According to Agu (1993: 8) “musical culture of Nigerian tribes is quite rich and varied.
It is directly associated with the socio-cultural, religious and political systems and
preserved by tradition”.
Nigerians value traditional music a lot. One cannot talk of people’s social and cultural
life without mentioning their musical performances. Culture is people’s way of life,
beliefs, arts, attitudes, music resulting in a behavioral pattern which gives a particular
society a distinct, unique and peculiar identity and, music plays vital roles in the
cultural transmission both in time and space which are of immense values to the
society.
In the late 50s and, early 60s, it was a thing of joy seeing Nigerians, especially the
youths performing music or displaying their cultures through music-making. For
instance, when the new yam festival approached in Igbo land, youths were seen
moving around the communities, clearing the pathways, masquerading and chasing
children around with their flutists playing behind them, indicating that something good
is happening in the community, or that there is a festival coming up soon. In each
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ethnic society in Nigeria, traditional music was often used as a means of controlling
and regulating social behaviors. It attempted to motivate people to good moral
conduct by providing or communicating directly or indirectly to members of the
society. Every event or ceremony like birth, marriage, puberty, title-taking, initiation,
communal work, religious activities, etc., had its appropriate music, in forms of
instrumental, vocal or both and or drama that drives home the message of the event
in the language and idioms of the people. This is why, Agu in Ngozi and Unachukwu
(1996:228) opines that it is in such occasional music that the musical idioms of any
tribe or community tend to be preserved. In the same vein, Mbanugo (1988) noted
that in Anambra State of Nigeria, minstrels are the mouth-piece and the watch-dogs
of the society, since they comment on the societal trends, highlighting deviant
behaviors from individuals or groups. Traditional Music was the best means of
communicating to the people without fear or favor in the language they understand.
Through traditional music, there existed a lot of freedom of expression, security, love,
brotherly protection, high, moral values according to the norms of the society and
communal interest. These were evidences of the high integrity of traditional music in
Nigeria then. Consequently, the individual Nigerian was fully integrated into his
society where he observed the societal laws and respected the demands of a good
citizen. Okafor (1991:60) affirms that through song-text, a person learned moral
codes of his land. He also learned about his language, the things his people lived by,
and how the society worked. All these were learned through music that ranged from
simple folk tunes to highly specialized ritual music, incantations and minstrelsy.
Traditional music in Nigerian society embraces all aspects of life such that every
stage of one’s life, from childhood to adulthood usually involves one type of music or
another, whose messages often point to social codes, norms and values related to
the function of validating social institutions and religious rites. This is why Mbiti
(1970:61) affirmed that Africans are highly religious and carry their religion
everywhere they go. In other words, we have the tribal bond of religion and culture
that cannot be separated. These social institutions and religious rites are equally
validated through traditional music-making which emphasizes the proper and
improper in the society, by telling people what to do and how to do it. According to
Ugwunze (1988:20), religious rites are also validated through myths, legends or
doctrines in songs. It is therefore, by means of traditional songs and dances that
young men and women receive instructions on family living and learn about the
customs and practices of their towns. Through them also, the habits of truthfulness,
obedience and honesty, high moral values and integrity are instilled in the children.
Before the colonial era, all traditional music of Nigerian society had particular times
and places of performance. It had traditions which governed to some extent its mood
of performance, its repertoires, its choice and use of musical instruments as well as
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traditions that governed the contexts in which it could be played. For instance, ‘Igba
Ijele’, and ‘Ese Ike’ in south eastern Nigeria were meant for a certain group of men
only and their musical instruments were not played or handled by any other person.
This culture helped to instill some fear of the sacred in the people. Such also was the
case of traditional musical masquerades like “Onyekure” around Awka environs
which were used as administrative machinery to detect evil doers or ills in the society.
In relation to life in the Nigerian society, traditional music is not only a universal
language but also a means of control and communication which shape the ethnic
culture of which it is a part. Maduako (1985:26) sees effective means of control and
communication to the user as what Nigerian traditional music has in common. The
emphasis here, therefore, is that traditional music of Nigerian society is almost the
only mobilizing tool that shapes and stabilizes the community as a whole. In the
same vein, all the musical instruments, in design, construction and tuning were of
purely local origin and were appreciated as such. Simple, local but beautiful
costumes were employed with ease and traditional music was made homely and
valued. Nketia (1975:111) affirmed that the degree of social cohesion in communities
was very strong and bound by a network of social relations. It was so because, in
music in community life, spontaneous group needs and involvement in collective
activity are generally expected of the members of the community. Organized games
and sports such as wrestling, deer parties and feasts, festivals and social and
religious ceremonies or rites that bring the members of the communities together
provide an important means of encouraging involvement in collective behaviors. It is
a means of strengthening the social bonds that bind them and the values that inspire
their corporate lives. The performance of music in such context, therefore, assumes
a multiple role in relation to the community by providing at once an opportunity for
sharing in creative experience, for participating in music as a form of community
experience, and for using music as an avenue for the expression of group sentiments.
Changes in the Traditional Music of the Nigerian Society
Nigerian traditional music is highly influential and functional in all aspects and as
such judged in terms of its social usefulness. This is because according to
Onyekwelu (2002:21), traditional society everywhere exhibit unity in the expressions
of political, economic and cultural life with music and morality as the unifying force.
Unfortunately, the advent of Western culture and urbanization has caused a lot of
changes in our traditional music which has resulted in new musical forms. What is
particularly significant about traditional music in Nigeria is that it is non-static. Every
culture has to grow and move with the signs of the time, but, care has to be taken not
to lose the original properties of language idioms, form and aesthetics, communal
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nature, execution and participation, moral lessons and values embedded in the
indigenous knowledge, etc.
During the colonial era, the ground upon which thought and discourse about
traditional music in Nigeria are nurtured became complex and contaminated as
against the pure, simple and honest ones that were part of the life of the people.
Traditional music was an integral and communal experience whose aim, content,
methods and organization ere intricately interwoven and not separated. Thus, music,
dance, drama, folklores, etc. were all used as tools for knowledge, communication
and social control in the society.
Colonialism gave rise to layering of strands of discourse on traditional music as
against its honest, firm and moral principles that were united as one whole that kept
the cultural integrity of the people intact, Agawu (2003:20).
During the colonial times too, traditional music lost its foothold and foreign musical
excellence was introduced and encouraged through songs and musical instruments
in churches, schools, western musical groups like bands while ours were thrown
away and termed primitive and hedonic. Agawu (2003:6) affirms that the emergence
of new institutions as a result of the encounter with Europe is responsible for the
cultivation of certain types of music and musical instruments. He summarized the
transformation of the musical language and entire African music by the European
music by saying that European music, in its most influential manifestations, colonized
significant portions of the African landscape; taking over its body and leaving an
African dress, transforming the musical background while allowing a few salient
foreground features to indicate an African presence. In less-influential manifestations,
the body remained African while sporting a European dress. The inadequacy of the
foreign music was evident because societal needs were not fulfilled. The integrity of
our traditional music was almost lost to foreign values. There arose the need for
recovering what we have, though retaining and indigenizing some of the foreign
trends.
Jones (1959:20) observed that every little material mentioned in our traditional music
is important and suggests that in order not to loose them; more accurate and
valuable write-ups should be based on the music itself, such that accurate notation of
music with its accompanying words would be employed to make it more entertaining
and appreciated.
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There is an erosion of borrowed music that diminishes the essentials of the values of
traditional music in Nigerian society. This has led to misplaced cultural values and
moral laxity has taken over the high moral integrity of the Nigerian musical heritage
that we were identified with. One of the musical forms that are fast penetrating into
our traditional music is popular music. Okafor (2004:14) described it as all music that
is contemporaneous with the present time. Music of the past few decades which
appeals to a mass audience does not require guided listening because people are
familiar with its idioms and are, therefore, quite receptive to it, music that is more
subject to change than any other genre of music. Popular music uses more of
Western instruments, suitable for night clubs, very attractive to the youths and its
popularity has been greatly increased by its representation through the media and
other means like band groups. It has greatly influenced our traditional music and tried
to dominate other forms. With the introduction of sophisticated electronic gadgets,
popular music has drastically influenced the way we sing, dance and perform music
such that traditional music is no more given its rightful place in the society.
According to Ifionu (1989), there used to be the culture of borrowing music and
musical instruments from neighboring villages and towns in Igbo land which is almost
a forgotten culture. He cited example with the people of Umunze in Aguata learning
“Egbenu Oba” Dance from their Uga neighbors.
Western education has affected our traditional music practices. Ifionu (1989) decried
the fact that the younger generations who have been to school are unfortunately
most ignorant of their local traditions, history, language and even fail to appreciate
their native arts. Our old religious carvings are lost and little or no study is being
made on Nigerian music. The younger generation is not interested in learning
traditional music which they now term old fashioned, out-dated, primitive and fetish.
They are rather crazy about Western popular-based music like hip hop, jazz, awillo,
reggae, rock etc.
Urbanization is another serious factor that has affected and influenced our traditional
music. Migration to and concentration in the urban centers and attendance to night
clubs have exposed our people to new forms of music, new ways of life and standard
of living. The few in the villages are no longer interested in learning, dancing or
organizing traditional music ensembles as opposed to the past when people took
pride in belonging to one ore more musical groups. Every clan used to have a
musical group or dance they are known for or identified with. Our traditional
drumming and singing are now looked upon as monotonous while the performers are
regarded as illiterates. The electronic media are to a large extent responsible for the
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considerable decline in spontaneous music making in the villages and for the
commercialization of the traditional music.
The State of Our Traditional Music Now
According to Okafor (2004: 68), “A dead tradition has virtually no effect in the lives of
members of a cultural grouping. Whereas a living tradition maintains or supports the
continuity of a group and is capable of utilization as a pragmatic instrument of unity
and development, a dead tradition is a cultural curio – a back number from a long
dead relevant past”. Can one say the same of our traditional music? Okeke (1982)
lamented the situation of Nigerian society in general by saying that the modern
Nigerian has no proper knowledge of self or society and lacks focus and a
destination. He is like the fool in the feeble trying to run a race in iron shoes and not
understanding why he cannot move. Can this be the case with the majority of
Nigerians? The Nigerian society today is seen in negative terms: there is moral
decadence due to the influence of Westernization on traditional system of living;
importation of foreign cultures, music and other things and syndrome of valuing
foreign things as superior to the local ones; there is anarchy and destruction of life
and other atrocities that are beyond description. There is no more regards for the
norms and traditional values of the society, bribery, corruption, insecurity, bad
governance etc .are the order of the day. The rate at which our Nigerian cultural
values are losing their popularity to foreign cultures is alarming and needs to be
checked.
A well-defined moral code is accessible through many channels which includes
musical messages which serve as a yardstick for individual behaviors. The habit of
super-imposing other cultural music to our traditional music has penetrated the root
of Nigerian society. This has affected our music so much that the identity and
integrity of our traditional music is lost. In some churches the converts are not only
prohibited from performing traditional music, but also banned from watching or
listening to them. Active participation in community events, festivals and traditional
music - making is prohibited and termed sinful. Sadly too, many Nigerian traditional
music have been adulterated with foreign cultures that many artistes, groups and
ensembles have become corrupted, wearing the complete look of European culture.
Traditional music has lost its vox populi (voice of the people) to popular music which
emphasizes the liberalism in imitation of borrowed Western cultures. This has led to
the loss of great cultures that made Nigeria great and honorable through the positive
impact in traditional music-making which span from birth to death in the lives of
Nigerians. In any case, the popular musicians in this country can employ the
elements of such traditional music as folksongs to reflect and influence the political
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and moral lives of the nation through song texts to correct, appraise, admonish and
make life better.
The Way Forward
This paper has shown the relevant and positive impacts of our traditional music as
well as its integrity both in the past and present Nigeria. We have also seen that as a
sacred art, and powerful force/tool, traditional music is indispensable to the moral
education of the society.
Traditional music therefore, is of immense benefit to the Nigerian society and is of
high integrity and should not be relegated to the background. This calls for the revitalization of the genuine, positive contributions made by traditional music in
achieving socio-cultural/holistic integrity in the Nigerian society. Poor leadership/bad
governance, corruption, moral decadence and guise of religion have swallowed up
such virtues as honesty, life, integrity, generosity, peace, love and brotherhood. All
hands should therefore be on deck for the restoration of these lost values that will
eventually restore the dignity, lost values and change the face of Nigerian society
back to its lost glory.
Conclusion
In conclusion, we wish to support Agawu (2003:17-22) that the impulse to protect
that which is yours in the face of manifestly foreign influences is a common and
understandable reflex. He went on to stress that colonialism and other factors have
produced a complex musical society in Africa, showing that contemporary Africa is
now shaped by bewildering influences. Though the impact of colonialism has
sometimes been approached with nostalgia for a lost, no one should, of course, be
denied of opportunity to lament Africa’s loses, to brood over an imagined past, to
dream about a future rendered impossible by colonialism. But more of us should
begin to be fired by the complex and contradictory reality of contemporary Africa to
pursue a future in which the vastness and the potency of our collective musical
resources inspire composers and performers to aim even higher for excellence in
creativity.
Though African oral histories which also apply to Nigeria and Igboland have so far
not shown to be repositories of an overwhelming vocabulary for discourse about
music, yet there are plenty of subtle and precise expressions around performance
traditions that could facilitate the development of modern critical discourse. There is
the pressing need to understand African Musicians on their own terms and in their
own languages, traditions and cultures and not in westernized ways. This will go a
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long way to restoring the integrity of our traditional music which is part and parcel of
the Nigerian people’s life.
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What are the indices of ego, respect and integrity? On what variable(s) predicate(s)
our social image as Academic Musicians? What factors, social, psychological,
spiritual or even intellectual have impinged upon our collective dignity as career
musicians and made the study of music, hitherto, an object of disdain, ridicule,
denigration, or to say the least, a subject considered among many other academics
as less academic?
Why has the musician remained like a slave who provides an essential service with
an unessential personality worth? Ogisi (2006:100) says that “as the fountain head of
a highly prized commodity, it is expected that the musician will be highly regarded in
the society” Instead, there is the paradox of what Merriam (1964:140) calls
“widespread pattern of low status and high importance’ across Africa. Simply put,
therefore, the career musician has an ego problem. Sukh (2000:11) calls it the “Egovirus”. He says that our ego can be our worst enemy and our best friend.
What is the ego? The most distinguished psychologist of the twentieth century, Dr.
Sigmund Freud calls it “the desire to be great”. William James says “the deepest
principle in human nature is the craving to be appreciated.’’ Dr. John Dewey,
America’s most profound philosopher phrases it as “the desire to be important”.
According to the Oxford Dictionary, the term ego means “the sense of individuality” or
“self-esteem”. It is when one’s self-esteem, dignity or self-respect (integrity) is
offended that a person’s ego is said to have been hurt.
This paper does not in any way begin with the assumption that most career
musicians have an ego problem but wants to attack an obvious problem of social
integrity from the point of view of personality or ego problems. It was the great
political philosopher, Sukh (2000) who says:
It has been found that people who can soothe and calm the ego, both
their own and that of others enjoy meaningful relationships, have
fewer behavioral problems and maintain better physical health.
Besides, such people do much better in their academic performance
as well as career advancements. They have fewer marital conflicts
and lesser chances of divorce (p. 11)
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If we have a collective image or ego problem then it calls for critical inquiry. This
researcher undertakes to look at the social integrity of the Nigeria art musician,
taking note of the many histrio-sociological problems that have resulted in our
present social image. If we discover why the society seems to rate our career low,
we would perhaps be in a better position to work together to reposition our collective
ego or image.
X-raying the social integrity of the Nigerian art musician
My few years experience of teaching first year music students in the Department of
Music of the University of Nigeria Nsukka has put me face to face with what one
cannot but call an integrity problem among the students. Most of these students are
simply not proud of being there. Some come in as victims of unhealthy admission
circumstances; some as birds of passage, waiting and hoping for greener pastures
(better course of study by next year). Upon interviewing them, one discovers that
many of them are in the Department against the wishes of their parents or guardians.
The recurring decimal in their views about music is the hackneyed concept of music
as Igu egwu. By this I mean that musicians are merely seen by the society as
playmakers or jokers (igwu egwu) not as people in a serious academic discipline. A
first year student requested some money from her mother to enable her buy
electronic keyboard. The reply she got was: ”Don’t disturb us!. Those of your siblings
who are reading meaningful courses have not even asked for such amount and you
are making noise”. That was enough discouragement for this young student.
My usual work is to reshape their psyche. I often tell them what the American
psychologist, James Marcia says that “you are not what you think you are. You are
not what others think you are. You are what you think others think you are”. There
lies the point about social integrity. James Marcia often talks about the significant
other, i.e. the people whose opinion or image of us matters. Yet the onus lies on us
to form the judgment about what they think we are. Self image or ego is a synthetic
integer. It is evolutionary not stagnant. And this is the major contention of this paper
– that bad as the public view may be today about art music career, the future still lies
in our hand to reshape it.
When the music student feels inferior to his counterparts in other departments,
feeling shy even to introduce himself or herself as a music student, it is a selforchestrated tragedy. Two first year students of Music went over to History and
Archeology by the 2010/11 academic session failing to critically assess whether that
choice offers them better job opportunities in the future. Trying to stop them fails
especially when one discovers a foundational problem of poor career guidance and
complete lack of prior musical training at secondary school level. The student faced
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with a Herculean task of having to learn both O’ level and A’ level music in one year
coupled with a career image problem quickly surrenders to any other less
challenging option that presents itself.
In many universities I have observed with dismay the level of disrespect shown to the
staff and students of Music Department during normal statutory functions they
perform in the University like during the Convocation, Matriculation, Inaugural
lectures, NUGA Games, Founders Day Celebration, to mention but a few. One
expects that a department that plays such a major and essential role in university
functions would be accorded a lot of regard from the University but the situation is
often the opposite. This lays credence to Ogisi’s (2006) position:
With music occupying such a high position in the life of the Nigerian,
one expects it to translate as high status of the musician. But this is
not the case because society separates the importance of a product
from the producer, the object from its maker thus raising the
conclusion that the importance of a product does not always confer
improved status on the maker ….. The regular attendance of gigs can
be mistakenly interpreted as a love for the art of music or the
musician, whereas it may be to satisfy other needs such as
camaraderie, company and catharsis. This observation could be
interpreted as a love – hate relationship between the musician and
his audience as displayed in their need of the product but not the
producer. It is therefore evident that the importance of a product does
not ordinarily confer status on the producer and the need for music is
not synonymous with the love for music (p. 101).
That clearly says it all – that even though the university values our music, they do not
often respect us as musicians. One often hears them making such sarcastic remarks
as “This music people self !” We shall now investigate the causes or factors that have
put us in this situation.
Historio-Sociological factors
In the course of this research, a number of factors presented themselves as pivotal
to the negative social image of the music career. They have been grouped as
traditional, psychological, educational, socio-economic and spirito-moral factors.
The traditional factors are those that concern the Nigerian cultural/traditional
mentality about the career musician. The Igbo society, for example, traditionally sees
music as a divine or natural gift that is trivialized when it is made a means of
livelihood. In Chinua Achebe’s ‘Things Fall Apart’ the character of Unoka shows that
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of indolence. Any person that ekes out a living from just music is regarded as an
unserious man. In the Hausa traditional society, stratified as it is, musicians are
found at the lowest ebb of respect with farmers and butchers. In the Yoruba
traditional society the situation is slightly better but not completely different. Music
profession is instituted in families usually identified by the prefix ‘Ayan’ eg. Ayanlola,
Ayandele, Ayanwale etc.
The Psychological factors are those that bother on the behavioral tendencies of an
average musician. So many people believe musicians are emotional or
temperamental. Rev. Fr. Dr. Tadeo Onoyima, the Vicar General of the Catholic
Diocese of Nsukka often says that “Musicians are emotional and emotionalized”.
Perhaps because of the nature of music, the feeling it engenders on the individual,
the reaction it elicits from people and the effect it precipitates on the performer,
student, or even composer, music-makers are not far from being tagged “emotional
people”. Among academics therefore where intellectual and emotional sobriety are
seen more like virtues/standards, any person considered too sentimental is likely to
be a candidate for disrespect.
At the educational pedestal, music is seen to test all the domains of learning; the
cognitive, psychomotor and the affective. A career musician does not develop
himself just on his library desk; he must of necessity practice on his instruments,
spend hours at rehearsals and engage in so much out-door activities. What an
average intellectual sees as social relaxation, for the musician becomes his work
load or assignments. This makes other academics think we are less busy. But this is
quite erroneous!
The socio-economic factors have to do with how much money and social comfort the
music career offers. A lot here now depends on the bargaining power of the musician
in relation to his employer. Many of the jobs the musician gets and the pay package
depends on how the musician is rated by his employer. Here the career musicians
often fail. Hickock (1997:221) quotes Ludwig Van Beethoven as having said that
relating with Aristocrats is not the problem but the ability to impress them. Many
musicians are often victims of exploitation when it comes to financial remunerations.
The last variable is what this researcher has decided to call “spirito-moral factors”.
This has to do with the spiritual or moral life of the musician. Some people are of the
view that musicians are often morally or spiritually lax. Judging from the life of many
career musicians people draw such prognosis or conclusions. One may not totally
accept or discard these views but if the situation is such that the society sees our
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career music men and women as flirts, drunkards or insincere people then that is
unfortunate.
In the course of this investigation, I have tried to look at the personality profile of our
pioneer career musicians both in the art and popular music. I have divided them into
three generations. The first generation where we have Nigerian musicians like Fela
Anikulapo-Kuti, Fela Sowande, Sam Akpabot, Akin Euba and Prof. W.W Echezona,
all of blessed memory, recorded a successful music career but some had weak
personality profiles. The second generation has Nigerian art musicians like
Professors Laz Ekwueme, Joshua Uzoigwe, Meki Nzewi, Omibiyi-Obidike, Ademola
Adegbite and Dr. A.K Achinivu, etc. These musicians have also lived and are still
living a successful music career with a tremendous improvement in the area of
integrity. The third generation is where we have the current flag bearers of artmusicianship in personalities like Professors Dan Agu, Richard Okafor, E Idolor,
Christian Onyeji, Drs A.O Adeogun, Femi Adedeji, etc. The challenge of image
repositioning here and now lies on them as they are our academic vanguards in their
various places of work and professional exhibition.
Challenges for image repositioning
The future of the Art Music Career is in our hands today as present day
musicologists. We must all endeavor in all areas of academic musicianship to
reposition the image of our profession. All hands must be on deck as Nettl (1983:5)
proposed to all Musicologists to chart a new intellectual course.
Beginning with Ethnomusicologists who we can refer to as the research engine
house of the music industry, they have a Herculean task in the area of field research.
Many art musicians are suffering from the problem of cultural alienation. We can
never compete favorably with the Western Musicians in their own kind of music.
Akpabot (1987) speaks of the paradigm shift that took place in Nigerian art music
composition since after the Festac of 1977. Such renaissance movement has in no
little way influenced both the second and third generation art musicians to focus their
research zoom lens on the music of our people lying extant all over our villages. The
more we do this the more our people applaud us. Our institutes of African studies are
waiting for us to storm their tables with our findings and garnish our concert halls with
those kinds of music in close affinity with our culture. Examples of efforts by Meki
Nzewi (as cited in Ogisi, 2008) in Sing ‘N’ Clap: An anthology of Nigerian folk songs
for Solo voice with Piano and clap accompaniment with his concept of the melorhythmic essence of African instruments shown in his compositions serve as a
sample for image repositioning in the area of ethnomusicology.

Nsukka Journal of Musical Arts Research

317

Art music career in Nigeria today: A case for image repositioning Agbo, Benedict
Music educators can do a lot to reposition our poor image. They are actually the
advert personnel of the music industry. Poor effort in secondary and university music
teaching has kept us where we are. Adeogun (2006): complains of lack of good
philosophical perspective in Nigerian music education,
Although the NPE provides a kind of general philosophical raft for
tertiary education in Nigeria, there is no particular philosophy for
music education in Nigeria. Consequently, Nigerian music education
has lacked a sense of direction. By this we mean that priorities have
not been presented quite clearly and if they are, resources and efforts
required to implement them have been directed elsewhere (p.105).
He suggests a four-dimensional model of influences as follows: traditionalism,
humanism, professionalism and developmentalism. Following this viewpoint I want to
complain that many of our music educators do not know what they want to achieve
from their students. This manifests in their areas of emphasis and the examples they
use during lectures. Even the examinations we package for our students make them
victims of cultural alienation, intellectual confusion and psycho-social frustration as a
result. I cannot but pity our students when many of our lecturers who ought to teach
them end up intimidating them instead this is weak.
Our music performers, generally speaking, are societal mirrors of the music
profession. Their day-to-day contact with the society they entertain, their mannerisms,
their dressing and overall personality packaging or composure speak volumes about
the image of career musicians. Beginning from pop music performers, one begins to
wonder, looking at the shabby effeminate outlook of some male artistes, whether pop
music has become synonymous with ruggedness, quasi-madness, drug addiction
and everything but good. Can’t academic musicians who are involved in pop music
go beyond the ego-packaging of Fela Anikulapo-Kuti or the likes of Michael Jackson
and find some distinction. It is a popular slogan that “you are addressed the way you
are dressed”. Performers must not be victims of “cheap-popularity-syndrome”. We
are custodians of an essential commodity and so must not beg people at all cost to
sell it to them. An Igbo proverb says that “afia oma na-ele onwe ya” (good product
markets itself). So many musicians are often carried away in the mood of
performance and end up entertaining themselves alone rather than their audience
just for no reason than lack of a sense of property and sobriety.
Music marketers are the financial/economic heavy-weights of the music profession.
They determine what quality of musical commodities circulates to the consuming
masses. While composers and musicologists produce the ideas they market them
and most times enjoy the proceeds alone. It is like a ‘monkey de work baboon de
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chop’ scenario. It is a common adage that ‘He who pays the piper dictates the tune’.
In Nigeria today, the music marketers have become the overlords or the bourgeoisie
class, and almost all of them are non-academic musicians. It is a sad situation that
calls for urgent attention. This researcher wishes to challenge academic musicians to
throw their zoom lens more on how to hijack this domain. It is a domain where our
bread is buttered most.
The music engineers and technologists are the scientists of the music profession
with the challenge of letting the world know how abreast musicians are with twentyfirst century findings in computer technology (ICT). As we present our sonic material
to the twenty-first century man, he evaluates the quality of our sounds, the
sophistication of our machines and how modern our accessories are. The modern
day art musician cannot but be computer compliant in all his endeavors, in his
research and teaching methodology, in his performance outfits, in his communication
mechanism, etc.
Music broadcasters cannot be left out in this study because they also determine what
music the masses hear from our radio, television and media houses and how people
understand and come to appreciate this music. Reviewing the glory days of the
Nigerian Broadcasting Corporation (NBC), Ogisi (2008) elucidates,
Many adepts of classical music have fond memories of the
days of the famed NBC choir, Lagos & Enugu. Many
Nigerians who are lovers of classical music were ‘initiated’
into the field by the activities of the NBC choir. It is regrettable
that since the 1970s there has been a free fall in quality
singing in Nigeria without beacons like the NBC choir that
guided the way. A significant contribution of the NBC was the
promotion of the vocal pieces of Nigerian composers and the
use of African fabric as their performance costume. Through
this they helped to re-orientate the artistic judgment of critical
and discerning Nigerians from Eurocentric to African value
system (p. 151).
Our music broadcasters can still do better today in the issue of image repositioning.
The Nigerian masses will get to see us only as we package ourselves to them. I
remember with relish one of my school colleagues in the Department of Music, UNN,
by name Tope Ojeme (a.k.a. O.J Power). His few years at the Radio Nigeria affirmed
the need for the career art musician. The FRCN choir advertisement jingles, even
now, shows a mark of difference due to his input. He left for greener pastures as
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Dora Akunyili’s Personal Assistant, however and his activities at FRCN did not last
long. Joe Onyekwelu (a.k.a Bolaji) and Lawrence Emeka are examples of music
broadcasters that have made some good impacts in this area. We can do more.
How about our music students? What stakes have they in this clarion call for image
repositioning? As the vanguards of the future, the social integrity of the Art music
career lies immeasurably in their hands. We call on music students all over the
country to work hard and love their career. Through their hard work and overall
academic versatility they will be able to rival their fellow students from other
departments intellectually and show them that music is a serious academic
enterprise. Olaniyan (2008) has this to say,
It is important to emphasize that music as an academic subject is not
for lazy and mediocre people. It is only meant for people of great
artistic scientific talent and high intellectual ability. Research
evidences have shown that whoever is capable of studying music to
notable success is capable of studying successfully any other
courses in arts. Social and pure sciences, medicine and law, provided
there is interest in such course (p. 41).
The fact that we lack Music Students in our Universities should not make us admit
every Dick and Harry who wants to come in. You are not interpreting your data in
scholarly fashion.
Conclusion
We have tried to present the integrity problem in Art music career as a psycho-social
problem tracing it down to the EGO-our feeling of self esteem in relation to the
society. We have looked at histrio-social variants ranging from traditional,
psychological, educational, socio-economic and even the spiritual that have worked
against the career art musician till date. But the story does not end on a sad note
because there is hope for a better future. Ours is a task of change (Okafor, 2009:7).
Our challenge is multifarious and multidimensional. First we must begin a conscious
‘Rebranding Mission’ borrowing the words of Dora Akunyili. We must watch our ‘Egopackaging’. Even while we perform or relate with people our intellectual output must
show smacks of academic finesse. Our moral and domestic lives must bespeak our
integrity because the repositioning of the image of the contemporary Nigerian art
musician lies in the strengthening of his “personality fibre”.
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