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* 
MISSION & PU RPOS E 

Research 1~ about the creation of human !mowleuge and understanding: how thi s knowledge is 
ad\'anced. expanded . and ex trapo lated o r spawned into multi fa rio us and variegated wa) sand 
strategies directed towards mitigation and so lutio n o f the problems humanity faces in its 
e~;i,;;tence . In this regard, therefore. research may be regarded as particu laristic . On thr one hand. 
research ma) he focused on matters of social and contemporary concern ~o a part icu lar group of 
people. o r it may be deemed as irre levant or of peripheral importance to the same group. Yet on 
another hand . research may be couched in paradi gms and practices that are removed fro m the 
kno\\ ledge and system o f development of a group; in th is case, research may be confusing, 
con founding. and of no practica l app licabili l) to those it is meant to educate and benefit. 

Researc h in Africa and about. Africa has always suffe red this bifurcation of (ir)-relevance. This 
is because African society encountered a lien influence in its intellectual and social 
transformation: this enco unter with the west has had its 'ghosts,' as well as its ' graces ' . African 
intellectuals and philosophers must seek to cut out an authentic African niche in scho la[ship. so 
that o ur knowledge and ways o f kno wing be identified and respected fo r what they truly are. 

RU1'VAZA is derived fro m Kiswahili Language and cultural discourse to mean •vision and 
directio n· fo r Africa. T he Journa l is targeted at the development of research in Humanities and 
Social Sciences in Africa. about Africa and for Africa; it is hoped that by an incessant 
engagement of African scho la rs in academ ir. discourse new ideas, ways and means wi ll emerge 
th rough w hich to address Africa 's myriad issues and p roblems. 
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EOITORI .\I PRFF . .\(T 

Rl ·wAZ.A AfR1KA: Journal of Contemporary Research in Humanities & Social Sciences is a 
fomial represcn1.ll:on of Lhe academic generation of knowledge and ideas on 1be basis of socio-scientific 
research in the a.::Jdernies and Uni\·ersities of Africa. The rnandare of rhis journal is 10 nurture authen1ic 
and original Afri-:an ways and paradigms of knowing and thinking in order that .Africa· s place in human 
Cl\ilismion 1s fi r.ally fully ,ealise:l and recognised. 

The .J ournal is currently housed by the School of Humanities & Social Sciences. Pwani 
U ninrsitJ, Kilifi , Kenya. and has its board of editors and scholars drawn from across Kenya 
and Nigeria; our aim is to include scholars from every nook and cranny of Africa so that our 
schoi arship is inc lusive . 

Articles and research reports are welcome fo r submiss ion from all arc:as of the Arts, Humanities 
and Soc ial Sciences. and, if accepted. will be included in the relevant section cf the cognate 
discipline. The sections are formal ly recog11ised through an in fom1ed categorisation of the 
accepted artic les into re levant di sciplines and sub-disc iplines which fa ll in differer.I parts; it is 
our hope that these parts may in future be distinct issues of the journal. Currently, the areas 
inc luded are: L.-1 .\'GCACE, L/.\'GUISTICS. COlvf,\ fUNICAT!Oi\' & ;'vfEDl,1; LITERATURE, ART. FILM & 
ETH.\'O.H USICOI OGT Pl-flLOSOfHY & RELIC !().\", HJSTOR l'. POLITICS & CO I E R1\ '.\f£i\T SOCIOLOGY & 
A,\'Tf-fR()POLOCl. £DCC.IT/ON & PS!"CHOLOC >'.· BuS/1\ ESS & FINANCE: HEALTH & NUTRJT/0,\ . 

In order to quali fy for inclusion in RUWAZA, articles must be original; they must deliberate on 
particular theoretica l premises, and deal wit:, replicab le data to advance the said premises. In 
addition. the conventional formatting and style of presentation should be either the APA or MLA, 
but both must NOT be mixed. Submil1ed articles must also be in font size 12. Times New 
Roman. and should not be more than 20 pages A4 size FS. should have an Abstract with Key 
Word~. lmrod11c101y Background. Theore1ical background, Methodological Approach, 
Disc11ssion and Sumnwn•. 

Artic les may be submitted for consideration any time of the year; howe·;er, articles submitted 
after 1st January and not iater than 31st March of any year will qualify for inclusion in the June 
Issue ofa subsequent year. while those submitted between 1st July and 30st September will 
qualify fo r inclusion in the December Issue . 
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FORE\\ ORI) TO TH[ SL\ f:\TH EDITIO'.\ 

Th~ se\enth edition of RUWAIA ArRIKA journal has been a long time coming. This has been as a 
result of a constellation of factors. ranging from a very dynamic econcmic situation. changes 111 

rt>eard tn ~taffine to the advent 0f COVID -19 a vi rus that has led to international social. 
p; litical and eL~l~om ic pandemic uphca\·als. The bad thing is that there only appeared to remain 
the option of ha, ing an on line edition: but the good thing is that we have recently struck a deal 
"ith an upcoming printer" ho has agreed to afford our publication concessionary tenns. 

The edition carries with it very interesting, original and pristine material on various aspects of 
research scholarship in Africa, about Africa. and by African scholars. There ar"! rwo papers in 
Linguistics. three in Commu!lication and Media, five in Li terature, three in Ethnomusicology, 
and one \·cry short paper in Art & Design. In Linguistics. Oycdokuo-Alli & Fari ode have 
engaged in a discursive analys is of Yoruba myths of death . e Kinyua has cons idered the 
interface of thematic focus and modality in the Meru dialect of Kimwimbi and how they 
contribute to the semantic and pragmatic meaning of the verb . 

Oyuga and Kinuthia open the Communication,~ Media section with an exploratio,1 of the 
Vernacular Media (FM) in Kenya. and how it has led to transfonnation and improvement of rural 
fo lk in Kenya: th is study is gleaned from an analys is of selected Gikuyu language TV and Radio 
programmes. On their part. Talabi. Ogundeji and Okioya give a similar or corroborative 
perspective in a study on TY viewership in Ondo State, Nigeria . Both studies appear to 
demonstrate a trend of expanding the ai rwave-space in Africa. where the citizenry gains 
unfettered freedom to proffer and exchange opinions. Although there are shreds and echoes of 
dictatorial tendencies i:i Africa. the media outlets seem to be at the forefront in the struggle for 
democratic space. Talabi, Aiyesimoju and Alao ·s paper that fo llows is an in-depth analysis of 
how the Newspapers in Nigeria covered the conflict between the Executive and the Legislat ive 
arms of go\·emment, and how this has become an issue of public discourse; using an ex-post 
facto content analysis, the paper demonstrates that the selected Newspapers have initiated. 
structured and directed the debate, thus contributing to social consciousness and 
conscientization. 

lo the field of Literat11rc, Abdulmalik Amati, explains the emergent trend of the re-engineering 
traditionally-based drama on the modern stage through improvisation and technical creativity. 
Mamudu · s paper considers the use of scatology in the Nigerian short story writing; he strongly 
argues that this stylistic device i.s very dynamic, given that short story-writing conventionally 
requires economy of space and words. Fugich Wako presents an interesting first hand 
anthropological description of Ayyaana spirit possession among the Borana of Kenya; within this 
explication, the soci-cultural artistic perfom1ance of the occasion(s) of Ayyaana are analyzed as 
aspects of oral creativity. Muyiwa & Okwe'=hime's paper is a critical appraisal of Femi 
Ososfisan 's (pseudonym: Okinba Lauoko) poetry; of particular interest these critics fo::us en 
·u1e conception of dream versus the reality, and ritual awakening. Onkoba & Goro con&.ider 
Soyinka ·s dramatic configuration of African spirituality in the mole! of Christocentric and Euro­
modern theatric space and canvas. These critics consider the doyen of Literature in Africa as 
quite successful in the reconfiguration of the western tradition within Africa's creative space. 



In I thn,,mu,iru lo~,. Ah~ ofltn .1 _fll.qu.: nf1hc pr.1 .... tld: ll l m.iJcm ,.Lrncc in "11 1,!<'n l . u~mg 

\ g .. h,, Pp ... , V. ar .. ,h J L1lc1d·hd)flC thh ... mi- is 1ble 111 J c,.:nbc the ~lrcngth\ ,mJ 

1.1.ea.knc, c, " ' iliL· de,eloping prac~1.::c In a m1 re ,1r k,, ~1mdar an.11 : ,1~ . .\rinde .5.: .-\bdulmalik 

\_mali l 1cu., nn the , 0C IP-C1J ltural valu.? of m~i .... pertimnance., anJ the in\ trumcnts in the 

kh1dw 1 .. _1k In p..imLUlar. Lhe»e author<. c,•;-i,1der the ral,.c ot rJ1c 1(1 ,ma trad1tiLmal 

rer11 •nn.at1LL lml,.mf! 1L up \\ 1th \\hat the: refer to a, --,u,tamahle J e,dopment"· 

Im.ill~ m tlm ~ect,,n. Akio,ipe & Ba!Jariode- flaJr , parer outlines a regime for de, cloping 

mrtJ1,,cJnloeical approache~ anc.l techmques rn the teach mg of '.\igerian dance: m this regard. the:, 

l< 1rb 1Jcr techmi.:al and academ ic tram ,rig as a,enue<: through ,,hich robust practice ma) he 

,..,1...1hh•ht:d and enhanced . 

Lo, i::rn Oawuakpa 6:. Osagie Otasowie's short paper in .\ rt and Design concludes the edinoa 

I hi paper bnclly explatns the 1mport;mce of the fashion industry to a fledgling economy such as 

'\11gena·, The author~ present a ca~e fo r the Fashion industr;. which is only pre~eded by Oil 

pmdui.:rjon a~ earner fo r the GJ\t'P: as ,,uch. they argue that the mdustry should be ellbaoced and 

improved b) advancing ne\, mnovatio11s aod trends. 
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OE\ TLOPL"iG TEACHNG I\IETRODS FOR NTGERI..-\N DANCE THROUGH 
TECHNICAL A_ND AC:\Df\UC TRA.fNCNG 

-UJS TR~ C T 

Felix A. Akinsipe 
n.'Parrmr11t of rhe Pc,jiwming Arts, 

Uni, ersiry Of 11,,rin. 
llori11 . Nigeri.1 

& 
'Bunmi Babarind ~-BaJI 

Digital and Emerging Tt ch no logics, 
The Community College of Ba ltimore County 

Baltimore. US.-\ 

n,is paper iakes a look ar rhe practice of dance in Nigeria from four major perspectives; rhe 
ITadirional. rnlrural, social and the academic. ft discu., 1·es the aim and sty les of performances 
:rom these p erspectives. n!e paper ohsen ·es 1/,ar because mosr cultural dances are pulled from 
rrcditional dances, rheir pe,formance sryles in terms 0{ 1110,·emenr style, mcabulary and 
c:horeugraphy (lTtJn 11·hen rehearsed for the p111pose o( a showcase) have nor changed 
sign{fica111ly on:r the decades. Onfr tlw packaging al/{i accessories undergo major change. 
L ·s,ng descripri"t! and anah-ricnl mf!d1ods rhe paper e., ,1111ines the conrributions of rhe academic 
pe,fonners. n,e srudy concludes rhar if there 11·ili be a d,ange in dance pe:formance, ,re cannor 
look ro the o ,rners of these dances f or rh e changes bec,!use they are too arr ached ro rhe rradirion 
ll"hile rhc social dancers are more interested in rheir personal pleasure. The change rherefore 
h,1s to come through the conrriburion of perfonning ar:1srs and dance scholars through sound 
technical and academic training. 

Keywords: Tradirional Dances, Cultural Dances, Sociul Dances. Technical training, Academic 
training 

Introduction 

Nigeria, like most Afr:~an countries, is very rich in its daoce cultures. Dance occupies an 
important p0sJ1ion in family celebrations, in religions and communal experiences, and as a form 
ofrecre.ation. Dance µractice in Nigeria has been ma<le from four major perspectives: traditional. 
social, culll.l.n!I and modem (academic). 

Tractiriona l dancers perfom1 religious and communal festirnl dances, vocational dances and fo lk 
dances which incorporate age and sex gr,ide dance3. D,mces in this category hardly change. The 
Yoruba Bara dance. for ·example, has a lways foUowed J srricr kinetic vocabulary and is hardl y 
done our o f context. Lt almos t always features only a t Lgungu.n (masquerade) festivals. fest ivals 
o f humers , er at Sango tgod of iron) festivals. They oc ~ur at commw1al :md religious f~stivais of 
the people . pa11icipation as members of the communi,~ becomes the most important reason for 
performance. ti fovement aesthetics is thus based on the community- accepted standards. 



r-.k. · · · ,·, ,,. , , ;' ,b:i, .:,. ,'u 1.h-: ,,thcr h.111J . .:han!.!e their :,teps ,, 1th t1111e and the creJtl\ e 

, _'f,: ..... ,, : , .1,,, ~ J.......--i,er, JnJ tht' mu,,,al :ic.:,,mp,m~ment~. \ fost '\ 1genans partic_ipate me th . 

, .,, ;.,, .i....r, ,·, .1:,. .. 10m1 ,,f r.:-1.1, .lth'Il. at ,l"-.:1.ll fun.:n0ns on d1scn t1,,,1rs. or in the pn, ac:, o, etr 

n.·,-::t.-. L ~...:.,-..: , . .:!J.. J.1n.:,-:,.. h,'\\ e, er. :rad•tll'IUl d.111.:c:; Jll l,, er~~ igena. h:i, e remained pure 

·=. i:::r k..n:l1~ l ... ""~tin,qu::-!- :r,J ~,.__,rut·nt, 

ft.e : ,'-:,t'.":'t ,,{ , ... lrunl Jan,,"-. the clurd c;Hefl'~. 1, a p...1st. c1, 11 ,, ar phenomen0n 0f the I 970's. 
,,t-.~ t~e ~eJ.:-,_1 ""~0,.:-:11.n1,nt \\J~ tr.in\! \\,J\, ,,fumt\mg the nau,1n lhe ,arious states ,,e,e 

,--i,{':..i,··a2eJ 1., t,:,n,:. their tr:1ci.llll'IUI im:·e, ,,·ut ,,f the ~ ill;ge ,quares to tht: 0pen and perform in 

ch,· i.:1..,:.i~,d l- e:,.u~ J.! 0f.-v1s anJ Culrtm: .u that ttmt'. '\ 1gena \\ nnc,sed a huge , anet) of chnce 

t:•r;n, D.ill.:~, r:-..:, 1;:,u.:;l~ pert,,rmcJ ,,rtl~ Jt 1m1e-.; nf rclig~oru; o r conununal tesurnb began to 

1earu..~ ,"':J !'ta,:'.<'. ,,r; tde\ 1~1,'n.. Jnd at Sl-X:tal fum:uon,. Akills1pe (20 15) afftrms tha1. 

B . .t.e e..L--h - l>s m '\11.!.:n:1 "hen 1i1c· I .:-:,ll\ a.b of .4J1.S bel.!:lll ~ a form ot re-urn ting the 
.: ;.r :.., :iit~r t.h.: ,·,, ti ~, ar. and d1 t1erent ,tate::. "ere en.:o~ged to come out " i th the1~ 
-=..!-::; ir.d m,. ;r..: ,;._ H .. _(f:-h1r "hi,·h ~lxin became the trad/ marl. of Benue state 
e-..-~;e-.: fr-0-:, :lie Ti, \3.nj ,rnd L:ller ieatured at FEST AC ·- 7 

The:-t> d:,n.::e 1:1 n:b began 10 ~cf\ ea, a promonon of an exchange of cul rural information ard 

...:...,derst:mJmf .1r.1..:-ng ·. :mous ethr.i.: ~•wurs m ~ igeria. 

Sm.:e ti:e ir.s:in..1 ,,:i ,fthe Fc-stt\al t'f . .\rts and Culture. ho,,eYer. i\"igerian dances are ~llll 

,<:'r. ing n;erel'.- J, agenrs 0f infom1ati1.1n and enterta•runent. They ha\ e nor } et begun to ~ef\·e as 

afems 0f nan0n..1l 1..mry. So far. ,, e ha\ e oaly become a natton of amateur ethnographers and 

.::h.:,;-ec,logist:; c,1 !le.:tillg. recording. :i.nd descnbmg the different dance fom1:, \\ Hhout bemg able 

t,' .:-,,:1.~e up,, 1th ,1 urnque :\' 1genao Dance> culnu-e mcorporate the steps. cbe ~oc1a.! pleasure:, and 

1eos:..:ns. and the rhytb.n.1 of the n:ition. 

Because m0st cw rural d:mce:, are pulled from tradiuonal d,in.::es. t..hetr performance ~t~ les l e\·en 

,, hen rehearseJ f,,r the purpvse of a showcase) have not changed sigmficantl:, o,er t..be decade. 

Oul~ t!:e p.1d.,,g1c1g and 3ccessones undergo maJor change. The Alllogwu dance has been. 

pcrf,,rmed b: d;ft~rent groups of yoWJg bo1s o, er the years . but tl1e mo\ ement style. vocabulary 

.1r.J d"vre(l:?IJPh: h:n e bardJ:- changed smce t..he firn Fesm al of Ans and Culture. As a rtsuh of 

tllli .:0ns1s•en:: m sc: le . and to pre, ent !.he no, elr: effec t the spectacle 11 had en Joyed O\ er the 

:e~1.r:; fn:im \\ e . .mng off. !.her~ ts no,, a need for the de, elopmer,t of s tru.::rural and technical 

t:"'<Llllll_g in the, anou,, Janee forms tO\\ ards buildmg a kinetic, 0C:!bula~ tn the ;-,.;igerian dance 
rn,,, crneor .;r;, le~. rh;--Juns and lelllJX1S because the :--;igenan dance audience is becoming quite 

.,..:>ph,o.:.1ted in .rs !:!Ste run mg been e..;:rosed to Western Jazz and \lodera Dance through 
c:-:i, dl.m?. tel;;, b10n. films 1nd , ide0 recordmgs. 

D_r.:e pl..,: ~ J ,1;rufi: ant rok in alm,,st all aspect 0f :'-:ige1ian life: at religions rituals. 

--- :mru::..: ~J:hcnn~. fa.mil: ..:elebrarions. celebrations of social achie,·emems. in recreational 
.~r:.ill;~. ,,n ~i.i;e as pan of dnma.. and on tele, is1ot as medium of information and ;:mre 

eTue.r.__,;:ur.~m l: 1~. therefore-. regarded 35 a common phe:mmenon taken verv much for m-a.nted 
;.nJ ~' ,i..::h !c;;-.. :::;j ·., 11!1 the arm0s1 le\ 1r-. , -



l nlii c niu 1, i ,r drnrna J anL L h .i no n-\ erhal commu111ca tm1at art the mc,111111g l
1 f \\ hich. m mn,t 

ca~c:- h ,·mhccJded m th ,~ occa,-1on and ~cttml! \\ 11hm \\ h1d1 ~t nccu r- . A )..>TOUp nf pcopk da!lc ing 
, ... •-1mrl) tin t until tl.L ncca~mn for the perfo~ance 1, 1-.mw :n. rh.:n . and o nl) chen lS a meanrng 
att.ichl:d tn t11c dance Dance anthro p,.1log1st Joann Kcal1inohC1moku ( 1976 ) secs dance:,,~ a non-
' c rhal cn rn.mu111cat1on ~ccogni7cd a,- dance by the rckrencc gr._1up. bcca~sc \\ hat 1s J anee l l

1 ,,nc 
nhmc group may be percci"ed as another motm action by another Judi th l fanna ( 19...,9) sugge~ts 
further that v. h1lc 11 h human tn dance, the rea,on fo r d..i nce. dance scn mgs. dance st~ les and 
mrwem ent acs thet1c:.< a rc a ll cultura ll y determined. \1cmam ( 1974) concludes simply that Dance 
1, culture and culrure i, d,rnce . v,-hen- dance " pc rcel\ cd as it is by these three da ncr researcher,. 
11 1~ undcr-tandahle \>. hy dance in '.'/igcria has not undergone any drastic c hange~ over the years . 

Many of the d ances pcrfonncd duri ng f::~li\'a ls o f an s and cu lture arc taken from the ir o rig inal 
,etting'> m the villages where they a rc ,till be ing performed on occasions of rel 1g10ns and 
community ri tuals. While penple have ag:reed 10 , hare these dance~ with o the r N1genan cu ltures. 
the ir cx pmure has not a ffecicd the punry of thc,e dances in ~tyles Almost al I N igenans a ttach 
extreme imp,>11ance to tradiuon and their di sti1,c t cultu res 1111s be111g so 1t 1s unl ikely that any o f 
Lhc cultures featured dunn!! an s re~11 ,al<. v. ill agree to major modifications. 

D,rnees performed 111 the Gcledc fes ti\'al 111 parts o fOgun State c1rc us ua lly thornughly rehearsed. 
many times O\'Cr, before Lile fest1\"a l. Much a ttenu0 n 1s paid to un iformi ty in the di fferent dance 
steps. ::.o much so that Lhe resultmg perfo m1anccs always look chorcograi:ihed . A familiar 
spectator can_ however. see Lhe innovauon o r the 1nd1\ 1dua l dancers and Judge aesthetics by ho w 
v. ell he 1s able to mlerprct the drums. Ho \-.·evcr rehearsed the dances are though, a Gelede dance 
festival remains the same year after year. The drama o f ii fc po rtrayed by indi\"ldual Gelcde 
masqucrac!Cr$ also rema ins the same (see Ha m er 1970 in Odu 4). 

The Owe or Okura masquerade fes,i,·al is an annual tradnional re!ig ious en-:nt in Odo Ape in the 
Bunu Local G overnment Area o f Kwara State. Se, ·eral \\ eeks befo re the fes tival, w hich usually 
takes place around the Guinea com harvest season, yo ung men and maidens ccm e out every 
night to dance . Focr ma~querades are usually featured in the fes tiva l evc;:ry year. rhey are 
Owuna, lnaroko, Ehingabon and lyelugbo . The c hoice o f who r•'!presents each o f these 
masquerades is detennine by the perfomrnnce of the individual daucers during these moonlight 
gath erings. Since the masquerade~ are almost ah\ ays young men in the village, it is no t likely 
that tJ1e same men go under Lhe Eku Egungun (masquerade costume) evc;:ry year. The evening 
gatherings, therefore, pro\·ide the avenue for practicing the various dance sryles characteristics o r 
the four Egunguns. The cho ice o f the Ehingabon (~he young ··female" figure) for example, is 

dependent on how feminine tJ1e dancer. who must be male (si.nce only m ,!les wear masquerade 

costumes). cau act. The young man chosen must be subtle in waist l\\ is l , must portray beauty in 

his gait. and mu~t be slim and slight in figure . The Ehing2bon is aln~osl a lways of slight build 
::,111ce che same eku is worn year afcer year. On tJ1e contrary che lye lugbo (mother of the fores t) 

must mo\"e w itJ1 the measured digniry of the olde r woman and at the same time be able to 

perfom,_ floor ro lls and acrobauc feats £:,ordering 011 magic. He must_ be able to manipulate his 
cumbcr::,0me c ostum~ to becon:e an extension of his movement. He must, at a ll times, maintain 

the doubk illusi::m of immense high and e~.treme shortne-ss depicting the mystery surrounding 

t.he beha, 1t•r o f older women. 



\l thou2h the Ol....-ura le:-.ii\ a l 1:-- an anr.ual C\ ent fn llo~, mC! 1den11ca l pa t1em e\ Cf) yea r. the pen nd 

C'I rehe~r .als becomes nece,-sa~ in order 111 chnme the ~ght c1c to r-danccr-111a,,querader amn ng 

tlit:· young men 1:,1rn mg up fo r each o f L'ie four charac te r" among the ~\1 ung men coming ur for 

e.~ch o r the four character~ the cummunit~ r o rtra y~ r\nJ o f course. the fes t1, a l anrnc ts spccta ti1r\ 

tram ne;f hhou ring to,vn,, and \·d lages. the dam.c ~teps must be interesting e nough tn dra,,· the 

ann•Ja l cmv. d 

I h1~ rypc· o r d edi~ation to tT?.d 1tjon 1, hard to change. Be,., ides. dances are organized to 

accompan~ ritua ls o f significant imporiance to the people. Dance is an intrins ic part o[ culture 

and cannot he 5egmented chrough modification o r change. This is why Dance anthropo logis ts. 

ethnog:rnphcr and chorc()logists approach the study of culture th rough the perspec ti ve o f dance. 

llJe s1grniicance o r dance in a culture canno t be over emphasized. nevertheless, see i.11g the same 

dances o n s tage. on te le\·is ion. and in festi vals o f arts can become monotonous . There needs to 

be a ch.ange rn dance pe1fom1a:1ce. but we cannot look to the o v.rners o f these dances for the 

change. The~ are too a ttached to the tradition. The change has to come through the contri butio n 

o f perfom1ing anistic and dance scholars. 

A , ·ailable Methods in Dance R esearch 

It would be a c rime against cultural heritage to simp ly decide to change or restructure dances as 

they occur in the different cultures o f the country. Th.is is why the diseipl ine o f research in dance 

approaches the stu dy from different perspectives. Dance Anthropo logist Anya Peterson Royce 

t 1974 and 19,7) suggests six genera l perspect;ves. They are: his tori cal , comparative, functional, 

choreo logica l. methodological and structural. 

Viewed from the historical perspective dance is examined as it ex ists in time as historical events 

m the society. Dance scho lars i.u N igeria, with sound rustori ca l background, should embark on 

research wo rk on the orig ins o f some o f the dance fo m1s done over the yea rs documenting them 

and ma Icing them available fo r scholarly studies. 

Comparati ve study o f dance examines the differences in dance movement cross-culturall y. 

Dance researchers in thjs area have been mostl y Westerners who have grossly misrepresentt>d 

dance forms and lcineti c s ty I es o f most African and Asian cultures. lnva riabiy, they have 

concluded that there is a corre I ation between movement style and techno logy, and that because 

most o f African and Asia are agricu I rural dance fonns tend to be closer to the earth; and in m os t 

cases, the foot work, even w ht>n intricate digs into the ground. On the contrary, dances in the 

Western world with techno log ical ad vanceme11t, are said to take flight. Whi le they categorize 

the i, dancers as .. high .. m0vers. Africans a1~d Asians are categori zed as --1ow•· movers. 

It wo:.Jld take more than the traditional dancers (most o f whom are unaware o f Western 

perception of their dar:ce movement) to correct th.is notion. Nigerian dance scholars are natives 

of roost of these dance culture?; a more accw·ate r erception or the movement s tyles and . 

structures w ill emerge in the area o f comparative study o f N igerian dances. T he resulting works 

in ws area may become very us eful for choreographers and theatrical dance performers. 



nancc from th~ functi()nal pe~pect J\ c e:-- amm~,; u1r occurrence nf dance 1 n rela11on 10 the 

lllla l1~ n f Ult' c ulture Man) c ult11ra l and soci;, I anthropn lngists h:wc spec1a lr?:e<l in the area or 
Dance Anthropo logy he lienng tlrnt a study o l the function o f dance in a culture\\ ill promo te a 

b t>Tkr unders tanding of a rcnple. what the~ hnld sncred. and thei r aesthetics. Scho lars o f dance 

tuncuon attempt to aJlS\\ er such questions as \\ hy people dance. hl)\\' they dance. v. hat die) 

Llam-e and ,,he re the, dance for a ben er w1derstanding of the culture . .A lthou2.h they are 11suaily 

ad\'C1cates l1f dance presen ation. their tindings can he~ome the sources for m~re a 11lhent1c dwce 

performance ()n •aage Just as Akin~ipe (20 18) coilc ludes ··tha t dance as it occurs during rites o f 

pas-.agc 111 tbe Yl1ruba lar.d functio ns main!:,· as means 0fhringing the extended family together in 

the cclebrat ion o! a happ) or sad occasion··. 

Dance choreolo!;is ts record and analyze dance cross-cultura lly through the ana lysis o f recorded 

dances. this group of anthropo logis ts believe that it is possible to divide humans into movement 

communi t, e, . Rudolf Laban defines choreology as research into die a rt o f movement. Although 

l~e 1s recogm zed ,,·orld-wide fo r his development of a notation system for movement 

(_ Lahannrauon ). Laban· s init ia l work was in the area of choreology (Thornton 197 1 ). Most 

cboreo logists believe that \\"hjle dance among humans is universa l, humans move and belong to 

rnm·ement commw1ities just as they speak and belong to speech community (Comslctock 1974). 

Karen 131ixer·s work on the Ngoma (Ball dancing) of the Ki kuyu tribe o f Kenya takes the 

choreo logical approach when it describes the dance style, effo rt , ,irne, and movement space 

atmosphere (sec Lumley ( ed.) 1976). 

Some dance pcrfonnjng artists have used their knowledge in choreo logy, to advance cre::iting 

dances using dance structures recorded as basis fo r creati vity. The German Choreographer and 

teclmique developer. Mary Wigman, had studied under Laban, hut hitd used her knowledge of 

choreology in developing a movement tecl.mique which explores the isolation of body parts to 

''stab·· and '"cut·· into space. and as in itiat ion for dance movement. 

Since the first fastival o f arts in 1970, Nigeria as a nation bas succeeded so far only in the area o f 

choreology. but have not evolved a national dance cu I ture incorporating die recorded dance 

forms. In filct. :nosr o ftbe research work in dance in Nigeria has concentrated on danci;: 

chorco logy. For ~xample, many o f Peggy Harpers work in dance research are focused on 

choreology. 

Dance mediodology is an area of st11dy usually referred ro as Dance Notation. This method of 

recording movement was pioneered in 1666, in France, the home o f academic ballet, by 

Beuchamp. The French ba llet. master Fe11illet published dances written in Beuchamp's notation 

style around 1700 (Thornton 197 1 ). Dance methodo logy is a very complicating area of dance 

study. Today, aldiough several notation methods exist, Rudul f Laban is recognized as the 

in11ovator o f Dance Notation. 

Dance study from the structural perspective is ihe si~th area suggested by Royce (1974). This 

approach i:;,:amines dance as a Performing Arts, Dance: From Participation to Spectacle . Richard 

K.ra1•s ( 1969) contributing to Martins suggestion explains further that mos t dances were 

o riginally o f the first type, meant to be performed as communal activity while the s~cond type is 

considered to have descend~d from the first. 



Danl·c in '- werw ha, Je, el1 ,pcJ w ti ll~ Ind " hereh~ tradtt 11111,1 I nr e thnic da:ice:... ha, 111 /2 been 

taken trvm 1hu1 \ 1llage • enmg 1 \\ here thn <1re usudll~ pcrfonned at communal ntc:,). are 001
'' 

pcrl~,nnt:<I m area,- " f ; po rt :.. s1,1d1a. 1'n ~tage. and or. 1ele, 1:.. io n. Se, er.ii nf the Ja11ces ha, e e, en 

be-c,,me p.irt, 1 nalh,nal rep,·rto1rc performed ,,u1:..1de ~,geria. Snmc nf thc rn h.1, mg been 

•mp rrn eJ up,ITI s11i--,: the~ "ere fir;t e ,h1b1teJ 111 19~() ha, e manageJ tn rc!Hlll their ~pectacular 

fre,lme.;,..,_ 

nu~" N ici t',imnu, hallet dance fo rm d id not start as a perfom1er - spectator a rt . ln i1s earliest 

hi--tnn t thl l'arh 15th centun J. it s~a rtcd in Ital\· a~ a court fn lk dance perfom1ed by peasants for 

tht pka,.1re nf tl1e nnb1hf: . I; SOL'O de\' eloped u~10 a dance done hy the no bi liry and in France. i.n 

tlll: rmJJle part 0f the I , ,n centuI). i1 real I) came to life in the court of the "Sun Ki ng .. Lo uis 

\J\ ' B~ I h/-iQ . L0 ui~ \f\'. w ho himself lo,·e-d to do the ba!let (ba l!et, meaning dance), 

c-.tnbli,hed the French Dance Academy and became its fi~I patron. 

1 nday. hal kt i:,. m the forefront o f dance as a perfo rming art with a tradition o f set kinetic 

, oc·abula~ . Since the in~titution o f academic ballet in the 17th century, it has gone through a 101 

,, f 111od1ficauom as ii spread th.rough Europe and fuially. towards lhe end o f the 19
th 

century, to 

Amen ca. The modifications have been done by the different lover-nations of the ba ll et. Tbere are 

no'-, haller stances that are recognized as French, Russian , Ita lian or even American. Several 

na!tOMI troupes in Europe have actually incorporated :ntrica le ballet steps into tbe ethaic dances 

the:, lour,~ ith. The bal let, most certainly, owes i1s origin 10 the folk dances o f European peasants 

I sec Kraus I 969) . 

The first generation of American modem dancers: Lo is Fuller, Isadora Duncan and Ruth St. 

Denis. in rebellio n aga i.nst c lassical bal le t, evo lved dance movement styles using ethnic dance 

fo rm:, from the Greek.. orient31 and Egyptian culture as foundation fo r persona l emotional 

express ion and as tool for making social and po litical s1atements. The second genera1ion modem 

dancers. like Martha Graham and Doris Humplm:y, after studying under one o ft.fie first Ruth St. 

Denis. 2lso created dances using movement vocabulary of oilier cultures. However, rather than 

dance like the Chinese, Japanese. Egyptian or Latin Americans do, they went a s tep further by 

creating fonns and structural using certain other aspects o f culture like religion and specia l 

hierarchy among others . This generation o f dancers did something more; they evolved p~rso naJ 

dance movemen: techniques, taught tl1em to others. and created dance piec:es, the kinetic 

execution o f which employed the techniques 1hey crea ted. 

At present, there are many American universities where dance is offered as 3 discipline in which 

the dance techniques are ,aught, aualyzed and perfom1ed. Among the most popular arc the 

Graham, Humphrey. Hawkins and Cunningham techniques. Over the years, althotJgh dancers 

still look at cultures outside o f the United States for artistic inspiration, many are fa lli.ng back on 

their o,vn movement heritage for motivation. The younger generation modem dancers are 

incorp..:>rating Jazz. tap, baliet. ball room. rock ' n rol l and African dances and other motor arts like 

gynu1astics and ice skating. Apart from ti1e numerous universities and stale colltges, tbe,·e are 

ma.ny dance companies and dance studies all over the Uni1ed Stales of America where lessons 

are offe-ed in t11e differen! forms . 



. S 1 r i i Janee from 11Lher \ r until tJ1c earl\ t~l.'.nt1cth ,cntul) . tJ1c l •n1tcd , t,ite~ " a" an 1mp111 e , . . 
- d rr Th I , t ·ti, -entuf\ ,~ witness 111 il l ! 

\\ l', lem c,1unt1•cs. The ,tnn 1., quite r ,cn.:n1 nm., . c ate Nen 11.: i.; • • 

· r I <l d 1· I t e Toda, the UniteJ State~ 
n plt•s11111 ,,f d, ffcrcni dance ,mm, de\ e l1pe an per t1m1et nn ~ a~ . , _ · 

Im~ ~nmc ,1I 1ht be, t B.illet comp.1•11e" 111 the \H1rld : rs m the fnrcfrn111 in the area of modem 

dance . .Ian and m~11 .. ..1 I Thc~trc 

Dann? 1~ ,·n.111yin~ the same populanl) m other Eumpean countries. <!specially Engiand. France 

and Rus,ra. ,, here it receives ut1\ cnu~1er,t patrona!!C. Beca:isc of t!1c great interest in these areas. 

uam:r artr '-h face a 11'1 ol heal~hy cnrnpctit ;t,n A d~anccr or dance w mpany has to be extremely 

\ .:n.atde m the ddTen.:nt dance !,tyles to sun i\'C. Martha Grah;im in the earl: days o f 

de, d opment rebelled ( like most of her predecessors) aga inst the ballet t,-adition. As she matured 

111 her a.rt and other dancer~ ca.me up. not onJy did she dance witJi ballet companies. she 

;:horen!_!rnphed ror them. created hallet pieces fo r her own comptln: and received ballet refugees 

in her studro as students (sec Marti_n l 963, Kraus 1969, McDonagh 1970. Cohen 1974, and Mazo 

1977 ) 

Evolving a Nigerian Movemeut Technique 

Wherca~ tJie ea rl y Am erican modern dancers had to look outside of the West fo r movement 

LnSpmlli c,n. the ,·crsati lity of A&icao dance put Nigeria in a better position fo r the creation ofa 

modem dance fonn wi th a Nigerian flare. Many dances are stil! being exhibited in festivals o r 

arts: many cif them arc recorded during the ,·arious rel igious restiv2ls in the vi llages; the 

teh?\ ision inciustry has been a good source c f fo lk and social dances, and students of the theatre 

are cc,nstantly falling back on age grade and vocationa l dances Lo complement drama. These are 

ava ilat le sources for a coli ec tion of kinetic vocabulary in the various Nigerian dance forms. 

ln the early history of Nigerian theatre, I lubcrt Ogunde used dance as the opc:ning glee. The 

Rurnbi\, a dance of Latir. American origin. was first performed on stage by the Ogunde theatre. 

Ogundc, like most other theatre groups, still uses dance in his productions. His company has 

presented dance on an international level on si::veral occasions. ln fact, he bas helped to 

organized a dance troupe to reprcse111 Nigeria on a few occasions (Clerk 1979). Apart from 

theatre companies, Nigerian early music artists have used dance to boost their perfonnances. 

Fela Anik.-ulapo-Kuti , Sunny Ade and Balla Miller to name a few, are among music artists that 

have experimented witJ1 dancing girls. Sunny Okosw1, the Lijadu Sisters, and Orlando Julius, 

among others began tJ,e area of Music video, a new development in music entertainment which 

uses rlance movement on a grand scale. Today, many music ,·ideos ccme up with unique dances 

that go viral as soon as tJ1 ey are released. They include Gc:/ala dance of Daddy Sbowkey. Olu. 

Maintain ·s Atlanta, Davida's Ske/ewu, Lil Kesh' s Shoki and Zlata:1 !bile ' s Zanku/Leg work to 

mection few. 

Despite. tJ1ese developments, however, co theatre company exists exclusively as a Dance 

company. The reason for this may lie related to t:be absence of a dance form that incorporates 

kinetic sryles from the various etlmic groups. What separates tJ,e rlance participant in the village 

from the dance performing artist on s:.age is tJ1e technical training of ti1e later. Because dance as 

an art form makes use of the human bcdy, the student is trained to develop kinesthetic awarene5s 

through an understanding of Human Anatomy and K.inesiology. The trained anist can thus take 



. 1 · • -la horai-e and l.'.o mplcx 
nimmnn \ 1genan trnd1tional Janee steps and dc\·clnr t 1cm 11110 more c 

step;.. 

· · d b · I r·o 11 o fhod )· linesa11d cun es. 
A s0unJ training m !\ 1'1, ement techniq ue lea s to a ener mampu a 1 ' _ _ . 

ske letal and muscular contro l. and \·a riations in m(n-ement \ elocity . B~- impron smg \\"l lb 

m<n emrnt e0mb1natio n.:;. !J1e ~tud ent soon lea rns the ropes in d ance cho reography usiJ1g the 

d 1fferen1 mo,·eme;it 1ex tures the \arieri o f local dances p rovide. The better c horeographer 15 o ne 

whu 1s awa,c r- f t.be world around him ·,duc h contributes to the to ta li ty of the c ultures these 

dance s1eps belo ng . the wea ther. his tory. narural phenomena. re ligion. music. occupations , 

r nli tical organi?a llo n and 11ati l1nal rhyt!un. and e, ·cn noise . 

\\1Jj lc it i~ true that he wil l be pcrfom1ing in an African environment, the success fu l Nigerian 

dance arti s t m3y need t.o acqu ire a pro li fic knowledge o f western dance tec hniques . wluch if 

art.1 ::i ti cal ly manipulated, \Vi ii emerge as a unique Nigerian dance forn1 . Tbe knowledge in 

\\' estern movement teclm iques is necessary no t so it could provide dance movement vocabu lary 

(we ba·, c much more than we can ever exhaust) , but because dance as a performing art has a 

much longer bi story there arc as Sl..cb. has develo ped tremendously emphas iz ing a n awareness in 

bod y alignme nt and inj ury prevention. Many o f the Nigerian dances are vel)' s trenuous and 

complicating. Wi thout proper tra ining in body alignment and kinesthetic awareness. a begirn1ing 

dancer may hurt himself o r dc\·e lop vel)' serious s k::letal or muscula r problems over a period o f 

time. 

Besides. music artists have blended western techniques with A frican methods a nd have been 

vel)' successful. Fela A niku lapo-Kuti enjoys international success because his A frican Beat 

sound emerged from his strong W estern Jazz training. Victor Uwaifo , Sunny Ade. SullJly 

Okosun and a host o f others are do i11g wonders with the guiter and electri c organ. Balla M iller 

has taken \·arious Hausa and FuJani tunes and turned them intc music pieces appreciated by all 

cultures in Nigeria. Tur.ji Oyeiana is do i_ng the same thing with Yoruba tunes. To achieve th.is 

excellence in dance, dance art ists and choreographers have to be versati'.e in their training. By 

creating dances from collected movement varieties and other cultura l pheno mena like fo iklore, 

mus ic, wrestling. tJ1e va1iety o f natural landscape and vegetation, dance may become a medium 

of conu uUJ1jcation among the d ifferent culture and subcultures thereby promoting natio nal 

integration and unjty, the purpose fo r which the fes iiva l o f arts and culture was established in the 

fi rst place. 

The Nigeriau University system is already mc luding dance ill some o f its programmes. The 

University o f lfe's Department o f Dramati:: Arts offers dance on the certificate and Diplo tUa 

levels. Dance fearures pro:ninently i_n the department ofTheat:-e Arts at tbe University o r fbadan. 

b1 the Ahmadu Bello Univers ity, Zaria dance is a part of the department o f African Studies. 

Universi ty o f Calabar has incl•1ded dance as one o ftl>e support i11g arts o f the theatre, including 

mus ic. 1.n the Univers ity o f Ilo rin, dance is taught as a discipline on the same level of importa nce 

. as music and drama. The biggest problem student o f dance_ face in the University is the gross 

ignoranr.e of tbe potentia l o f the human body for movement. Ugolo (cited in Abbey 20 15) 

concurs that: 

. .. one of the problems of dance pedagogy in Nigeria is lack o f technjque that wi II pre vi de 

a basis for rr.ovement creation in the clance choreography ... for Nigerian dance trad ition, 



,:omr 11~1tion and choreoi,.>raph) to hlo~som 1herc has 111 he a -.cholarh .1p11r,iuch 1,1 

re,.t::ir hmg. documenLing :ind lt·~tmg of tht· dt:\doped te-- h111 qucs 

CnupleJ ,, 1th ,h i-. i-. t.hr tNal absence o f dance in the school cuniculum 11 1 the pri mary c, r 

~etnmin0 ~-=hnnl le, eb. In most \\'e!' tem count1-:es. mus1e and dan.::c are ta ught in the 

element.ar} and ~t cnndary scho()l le, eb thcrehy gi, rng those students who opt fr,r the dance 

d1~1.:1plme a true lnr,•., le<lge o f tlw field they are corn ing into. i\fost students o f ciance in Nige ria 

gel t,, dance das -.c, through an acc ident. Manv o f them had registered to s rudv 

-:-heatre 'Perfnm1ing .\ :-ts . 'ncn realizing that T heatre Perfom1in~!! Arts is r.1o re ~han Drama. There 

need..~ t.1 b e a camp::i ig:n tn promote th~ ex istence o f dance as a ;erfo rming art outside o f the 

, ·11la~c !>Cttmg . That cam pa ig,1 m us t begin with l!S , the dance performing artists . 

Conclusion 

Dance m N igeria was previous ly categorized into social, tradi tional or cultura l. S ince the 

tnstirut1o n o f the Festival o f Arts and Culti1re in the 1970 oost civil war era, tradi tional dar.ce 

fo rms. previo usly perfom1ed on religious and communal festiva ls began to featur.;; as cul tura l 

da nces . O,·er a decade after, these dances are sti ll be ing perfo m1ed exhibited wi th little or no 
changes. 

While the Festiva l of Arts was sta rteci as a means o f promoting national uni ty among various 

ethnic g roup i..n Nigeria, it has not yet begun to ful fil : this fi.: nction. fl will appear that the 

fulfillment o f this functio n will depend on the i11stitu tion o f a common Nigerian dance form 

inco rpo rating mo,·erncnt vocabulary co llection from the d iffe rent ethnic groups. Hecause o f the 

riches in the dance cultures o fN igcria, it is possible to achieYe th.is goa l th.rough technical 

training in the rnovcmcnt techniqu-::s of the various dance fo rms. 

Dance is now bemg taught in several o f the Nationa l Univers ities Dance as a perfom,ing an w ill 

have to be introduced fro m the elementary and secondary schocl levc Is so as to promote an 

awareness of the kinetic potentials of the hwnan bod y in readi.ness for professional dance 

tra ining on the univers ity level. T here is a need fo r technical u-ai.ning in Ballet and Wescem 

M odem dance techniques, because they emphas ize body alignment and kinesthet ic awareness. 

This i5 needed to prepare the dance student fo r strenuous complicating Nigerian danc.: 

movem en~. Training in tJ1is a re2 will a lso have the same e ffect western music techniques have on 

the N igerian music perfo rming industry today. 

There needs to be collaboration between the r.entre for cultural studies, the states' Arts Councils 

and tbe Un.iver.,ities in instituting a sound training i.n Nigerian dance movement 1L1wards the 

cvo l\'ement o f a N igerian Natior,al dance fo tm. 
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