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The Influence of Attitude, Religion, and Language on Dadakaada Music
in Ilorin

Taiyé Shola Adéola
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+2348034299352

Abstract

This paper examines the Dadakidada music of the Ilorin people found in Kwara State
of Nigeria. Music does not exist in vacuum but rather it influences and is influenced
by a variety of factors within its socio-political and geographic context among which
religion is a strong factor. The association of music culture with religious activities
and festivals within a society makes the influence of religion on music almost
inevitable. Relying on observation and participation, oral interview and discographic
methods, it is observed that the religion of the people of llorin (Islam) has had both
positive and negative influences on Dadakiada music over the years. It has affected
the behaviour patterns of the musicians and has heavily influenced the content of
their music and the musician’s use of language. The structure, culture and belief of
the immediate society have constituted a force that the musicians and their music
have had to contend with. The contentions and tensions between the society, locally
held religious beliefs and the survival and nourishment of Dadakiada is what this
article seeks to discuss. It concludes that the attitudes of the society within which
Dadakiada music exists to the musicians and their music are ambivalent oscillating
between patronages in the terrain of the entertainment and Ilorin culture that the
music provides and opposition on the grounds of religious beliefs.

Keywords: Dadakiada, Influence, Society, Religion, Language.

Introduction

Music does not exist in vacuum, rather it influences and is influenced by a
variety of factors within its socio-political and geographic context. As an element of
culture music connects to the culture of a people among which it evolves. The
association of music with social and ritual ceremonies has been observed to be one of
the chief characteristics of African music. (Akpabot, 1986:1). The association of the
music culture to religious activities and festivals within a society makes the influence
of religion on music almost inevitable. Music derives strength from the culture that
regulates its emergence, performance, patronage and continuity, this is because music
is a product of human behaviour and it is humanly organized sound. (Blacking,
1973:60)
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Relying on observation and participation; oral interview and discographic
methods, this paper examine Dadakdada music of the Ilorin people found in Kwara
State of Nigeria. Islam, being the religion of Ilorin people, has had both positive and
negative influences on Dadakiada music over the years. It has affected the
behavioural patterns of the musicians and has heavily influenced the content of their
music and the musician’s use of language. The structure, culture and belief of the
immediate society have constituted a force that the musicians and their music have
had to contend with. That the society on one hand accepts Dadakdada as
entertainment music and on another hand opposes it on the grounds of religion
thereby creating contentions and tensions between the music, the musicians and
locally held religious belief and the survival of Dadakdada is what this article seeks
to discuss. Our conclusion is that the relationship is ambivalent oscillating between
patronage in the terrain of entertainment and Ilorin culture and opposition on the
grounds of religious beliefs.

Dadakiada Music in Yoruba Culture

Dadakdada is a vocal music that employs the use of traditional musical
instruments like Adamgp, Keremu, and upright drums. The performance group which
is all male is basically structured into chorus and instrumentalist groups with each
having a leader and with the leader of the chorus group being overall leader of the
group. Research interaction with the musicians and civilian audience members of
Ilorin in the course of this research was conducted between March, 1993 and July,
1994 and a revisit to the field between the 12" and 21% of February, 2014 to
revalidate the research. It revealed that Dadakiada is a musical genre that has gone
through various phases of development as a result of factors such as cultural cross-
fertilization, religious affiliation and technological advancement.

Dadakiiada is believed to have originated and been introduced to Tlorin from
Eji or Manré neighbouring villages from approximately 1830 as a traditional musical
genre for entertainment among the people of Tlorin (Adéold, 1999: 120 - 135). It has
come to be accepted as Ilorin’s own music particularly because of the language used
in the performance is known as “Yoribd Ilorin” (Yoruba spoken in Ilorin).
(Na’Allah, 1988:26-36). Our study of the historical development of Dadakiada
reveals that it developed in three stages. Its inception or early stage is to be found
between 1825 and 1910. The developmental or middle stage started from about 1910
to 1963 and the contemporary or matured stage from about 1965 to date. The latter
stage is characterized by constant innovations that have raised the music to a level
which enables it to compete with other traditional-popular non-religious musical
genres in llorin and environs.

Although Dadakdada is a non - religious traditional genre, it has incursions
that tend to give it Islamic coloration; possibly in an attempt to make it acceptable to
the people of Ilorin who have strong inclination towards and respect for Islamic
tenets. The popularity of Dadakdada which has taken root in Ilorin transcends the
Tlorin boundary to the neighbouring towns, villages and states, especially the Yoruba
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speaking areas. A visit to Fji and Nanré where the music was introduced to Ilorin
revealed that even its people now regard Dadakiada as the music of the Ilorin
people. Dadakiada artists enjoy patronage from Igbémina areas of Kwara state and
from Ibadan, Qy¢, Ogbémosé and Kisi'. Dadakiada music is commissioned for
celebration such as house-warming, weddings and funeral ceremonies, religious and
seasonal festivals, launches, government functions, conferment of chieftaincy titles,
and other such functions that involves entertainment.

The major ethnic groups that are found in llorin include the Yorub4, the
Filan{ and the Hausa people but the predominant culture is Yoruba and the major
religion is Islam. The latter two have greatly influenced Dadakidada music, whereas
although Christianity is practiced by residents who are non- indigenes of Ilorin it has
not exerted any visible or obvious influence on Dadakiada. Instead Dadakiada has
exerted its influence on gospel music. The recent development in gospel music
wherein the musicians engage in cross-religious current is evident in gospel music
and has not influenced the performance of Dadakidada in llorin. From about the year
2000 gospel musician began to have their own versions of popular musical genres
like Dadakdada, Senwele, Fiji, Balu, and Wiaka known to be performed by Muslims.
(Adéol4, 2011:23)

Dadakidada performances are held at any time of the day. The most common
time of performance used to be in the evening and sustaining throughout the nights
starting at about 10.00pm till about 6.00a.m in the morning. In recent times afternoon
performances at functions have also become a feature.

Today, Dadakiada has grown to be an important non-religious traditional
musical genre which people enjoy to hear at celebrations whereas at its inception it
received little patronage. It was made popular through live performances on radio,
television, government functions and record releases. In fact, some of our informants
said that at a point in time, if certain Dadakdada artists such as Ajibayé have not
performed at an occasion, such occasion was not regarded as successful.

It is important to note that when compared to other non-religious traditional
genres in llorin, Dadakiada is the most popular and accepted, but it is not as
acceptable as the Islamic traditional genres such as Waka. This is because the Islamic
genres focus mainly on the Islamic religion to which Ilorin belongs while Dadakaada
covers a broader scope though it also comments on religion. The ambivalence
observed about Dadakdada is further given expression by the acceptance of it for
entertainment and its rejection on religious grounds when compared to Islamic
genres.

Dadakidada is basically entertainment music. This has been its characteristic
feature since its inception. A particular note in this light must be taken of the text of
the music and the comments that are passed by the Boté® during performance. The
performance is generally in a light mood to create an environment of merriment for
the listeners. The dance movement, drums interludes and all other activities are
basically intended for entertainment although other functions like education,
mobilization and information are derived thereof.
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An important feature of Dadakiada_music is its emphasis on praise singing
wherein people’s genealogy is traced. “Oriki orile” (genealogy praise) in Dadakidada
serves to educate people about their genealogy. Stories are incorporated into the
performance of Dadakiada to educate the audience. These stories may be fictional or
true but the purpose is simply to educate people and teach them moral lessons, such
as the dignity of labour, tolerance, honesty and so on. For example a song by Alhaji
Oba Alabi goes: (Oba Alabi: ORGLP 127 vo.3)

Translation

Lead: O1t6 ¢ dird nd It’s enough wait.

Chorus: O t6 ¢ diré nd It’s enough wait.

Lead: Ogédé po nkirun lodtun sisé mé Just because you are praying you
stop working

Chorus: Ogédé po nkirun lodtun sisé mo Just because you are praying you
stop working

Lead: B6bd dojo iléya, on the day of ileya celebration

Oké aluwald 10¢ wo 1éwi o you would wear fifty aluwalas.

(Ablution)

Chorus:Efo ma wo b 16ku t°4yé nje’ The world now ecats “man wobv”

(don’t look there) vegetables.

This song teaches people not to use religious practices such as praying as an excuse
to be lazy. Hard work is therefore encouraged. Still talking about moral inculcation;
Dadakdada artists sing about the evil that people in the society do. Secret things such
as snatching another man’s wife or going to bed with other men are publicly
condemned and in many instances the people concerned are exposed.

A lot of information is transmitted to the society through the performance.
Information such as who is present in a particular ceremony could be given through
performance. In the process of praising an individual, the audience might also learn
the number of wives and children he has, what job he does, how many houses he has
built and much more information.

The Dadakdada artist comments on different issues in the society especially
the political and economic situations of the society in which they live. They serve as
the voice of the people to the government; therefore they make appeals and at the
same time condemn the wrong steps taken by the government.

Social Status of Dadakiiada Artists

A consideration of the social status of the artists is important and
considered in two stages, the past and present. This is because the performance of
Dadakdada has never been static and the artists over the years have responded to
reactions from the society thereby also exhibiting changes. The past here refers to the
very early stage of Dadakiada up to about the middle or developmental stage and the
present refers to the period from about 1970s to date.
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The approach to this issue may be examined from the point of view of the
society, that is, people who listen to Dadakdada, live together with the musicians and
the artists themselves. A view held in the past which is no longer so today is that,
musicians were generally regarded as people without dignity; people with little or no
reputation, and men who have no future. Statements of all the artists interviewed
especially the aged ones reveal that it was generally not a welcome idea to parents
when their children were inclining towards becoming musicians. Alhaji Saka
K6lobé" narrated his experience when he wanted to go into Dadakidada performance.

His parents were against the idea on the ground that music is for lazy people.
They believed that he wanted to go into music as a way of escaping from the farm
since his father was a farmer. However, he went into Dadakdada performance
because of his determination and the fact that he knew he had the talent to sing.
Though the road was very rough, he is happy today. According to him his wife left
him because things were hard at the initial stage. (Sakd Kolobo: 1993)

Another general belief previously current in the society which has changed
completely as far back as the late 1990s was that musicians are paupers or beggars
and this made women unwilling to marry them. Even in cases where women were
willing, their parents usually opposed it. Nketia has this to say about the attitude of
the society to the musicians:

Attitudes to the musicians, however, tend to be ambivalent
when their social behaviour is also taken into account. This
is particularly true of itinerant musicians who tend to be
conspicuous because of the instruments they carry about
with them. They are praised for their music but not always
admired for their conduct. In some societies they are
believed to be somewhat bad tempered, demanding and
even rude when convenient, as well as lazy because they
spend all their time making music. Players of solo
instruments are sometimes associated with excuses,
particularly in regard to their drinking habits. (1974:64)

The story is however not the same today because the financial status of
musicians have generally been enhanced due to better acceptability of the Dadakaada
music leading to more patronage which in turn translates to financial gains. However,
the general view that regarded the musicians as irresponsible people who womanize
and drink around the town is still held by people in the society. In other words, they
were regarded as morally bankrupt. This opinion about musician is however not
peculiar to Dadakidada artists alone but to musicians generally. Writing about the
personalities of musicians, Onyeji made the following statements:

The pop musician has an exceedingly low social image as a
result of his loose and often irresponsible life style, and he
usually has no other visible means of livelihood other than
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music. He is more often despised by the same audience
which patronizes his music. For the more commercially
successful pop artist, there is the paradox of being adored
as a popular idol whose services could be hired to make a
high event of an occasion; and yet who is snubbed as a low
social personality even in the same musical setting he is
being acclaimed artistically by his clients and audience.
(2002:33)

It must be noted that the views mentioned above are not necessarily intended
to castigate the musician generally and the Dadakiada artists in particular. The
performance of Dadakdada in its early stages and even contemporary itinerant
Dadakidada musicians present the artists to the society as beggars. The performers go
into public spaces where there are ceremonies to entertain people and ask for money
whether or not they were invited to do so. The society does not see the activities of
these artists as rendering services, but rather as begging. They therefore give the
artists gifts (monetary or otherwise) out of pity, or to get relief from beggars who
bother them.

Today, a great deal of improvement is seen in the way of life of the
musicians especially in their standard of living and prestige accorded to them by the
society. The artists themselves have strived to ensure an improved standard of living
and a more honourable way of life. Many of them work hard to keep a steady and
organized group and combine Dadakiada performance with other occupations to
keep themselves busy and earn more income when they invitations to perform. They
engage in other occupations such as cloth weaving, cloth decoration, and farming.
However, as soon as they get deeply involved in Dadakiada they make do only with
their performances. Getting deeply involved in Dadakdada is determined by the
name they are able to make and how popular and acceptable they become in the
society. Na’Allah (1992) observed that all the artists maintain pieces of farm land on
subsistence basis. This however, is not the case for many of the musicians today
because blending farming with whatever occupation one engages in is no longer an
unalterable tradition as it was in the past. Today, many of the artists have houses and
cars of their own which are either built or given to them by their fans or by
themselves. Most of the Dadakdada groups have buses ranging from Urvan to
Coaster while a number of them own private cars. For example, Alhaji Jaiyégbadé
rides a Mercedes Benz. Sakd K6lobé rides a Toyota and Aremi Osé a Peugeot 504.
The situation has altered from what it used to be; musicians are thus accorded some
respect according to visible signs of good financial status.

Among the people of Ilorin, as it is generally with the Yorlbd, elderly
Dadakdada artists are accorded respect on account of their age and experience
despite the general belief the people hold about musicians especially because of the
religion they profess and the recognition of the religion in performance. It is not
uncommon that the artists recite Quranic verses during performance, usually at the
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beginning and towards the end of performances. Many of these artists do try to be
good Muslims; some of them even employ Alfas (Muslim clerics) to teach them the
Quran and other Islamic injunctions.

The general trend today has been to place these artists in the class of those
who are doing well financially in the society because some of them live well and
have rich and influential friends. Many of them have association with traditional
rulers and are given traditional tittles. A good example among such Dadakdada
artists is Alhaji Jafyégbadé Ala6 who has the traditional tittle of “Oba Olérin” (King
of Musicians) of il()rin; he also has some chiefs under him. The traditional
chieftaincy title was conferred on Alhaji Jafyégbadé Alaé by the Emir of Ilorin in
1990 in recognition of his contribution to the music industry. It must be noted
however, that it is not all Dadakiada musicians that are so regarded because there are
those who are just coming up and some who have been in the trade for a while who
are not financially buoyant and whose status makes the society indecisive about how
to regard the musicians.

One can conclude that the society looks at the artists from different
perspectives depending on which artist they know and the interaction they have had
with any of them. Those who regard the musicians as rich and financially buoyant in
the society have seen some who do well and those whose contact has only been with
the poor musicians find it difficult to accept the views of the first group. A general
view however about the Dadakdada artists in Ilorin are that they are seen as
custodians of a very important musical tradition which is indigenous to Ilorin. They
are therefore seen as people who protect the image of the town through music. The
pleasure derived from the musical type as entertainment music makes the society
regard Dadakaada artists and all other musicians as people who make the society
lively and bring people of different classes together through performance

Language Influence on Dadakiada Music

Augustine Agwuele (2008:35-36) citing Sturrock, states that lexicon presents
to us evidence of the preoccupation of a society, as language appears to determine the
order of our words. He states further that language is implicated in culture, both of
which have ways of informing thoughts, habitual responses and patterns of viewing
events. Language in its use is not neutral; it is, in a sense, the summation of the
values and orientations of a society. (Agwuele, 2008:35-36)

Abubakre (2008:108) opines that language is vital to man in every respect
whether religious, social or mundane affairs. The language spoken in Ilorin is
Yoruba. However, it is not the conventional Oyé -Yorubd. There are elements of
Fulani and other indigenous dialects like Hausa, Nupe and Bariba in it. This is
because these indigenous languages have settled in Ilorin for a long time, hence there
are differences in the intonation and pronunciation of some Yorlba words in Ilorin.
The following words by Lave and Wenger (1991) and Agwuele (2008:35-36)
substantiates the fact that variations exist in language and meanings of language
based on usage.
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The interpretation of a lexical item occurs in context of use
and experience, unfolding within the socio-cultural
circumstances of the community of practice. Aside from
differences in pairing of meaning with lexicon, the specific
socio-historical circumstances and the culture of a society
are implicated in the use and understanding of linguistic
codes.

It is a well-known fact that language is culture based. Akind¢lé and Adégbité
(1999:92) state that language does not exist in a vacuum. Reiterating this position
Adéyanji (2002: 527) says that language cannot exist without a society and neither
can society exist without a language. Most artists of Dadakdada are either indigene
of llorin or the neighbouring villages. It is therefore not surprising that the spoken
language is reflected in Dadakiada performance. Even artists that are non- indigene
have at one time or the other had cause to settle down in Ilorin especially with their
teachers to learn the art of Dadakiada performance and it is with the Tlorin dialect of
Yorub4 that they were taught. Thus the language influence on Dadakiada
performance is universal. A Dadakdada artist from any other part of the country will
be recognized by the way he sings using the Yorub4 language.

What are the differences between the Yoruba spoken in Ilorin and the
conventional Yorliba language? The Qy6 Yoriba will say “Mo” while an Ilorin man
will say “Hin” both refers to self for example a song by Jaiyégbadé Alaé in a live
performance in August, 1993 goes thus:-

Translation
Jé nla jé nl6 wé o’ [Let me make it, let me be rich
Jé nla jé nl6wo Let me make it, let me be rich
Hin fibe’16’un oba I’m begging the almighty God
Jé nla jé nl6wo Let me make it, let me be rich].

The conventional Yoruba letter “O’ is often pronounced ‘Q’ in lorin. An
example is in this song by Alhaji Oba Alabi (1988)

Translation

B’6sunpa 1obé se ntio da a si mo dun’rawo [If it is the moon that does something
bad it pains the star

Bi’rawo 10bé se nti ¢ da a si mon d’0stipa If the star does something bad, it
pains the moon

Baba 10ba se nti 0 daa 6si mon d’omo If the father does something bad, it
pains the child

B’0ko 10bé se nti 6 daa a si mon dun’yawo If the husband does something bad,
it pains the wife

Tyaw6 o gbodd bii baba oko. .. The wife must not abuse the

husband’s father...]
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There is also the replacement of the conventional Yoruba letter “i” for “¢” as
in this song by Alhaji Jdiyégbadé Ala, (1987)
Translation
) Kole bawa 16jiji mon It cannot take us by surprise again
Kole bawa 16jiji mon It cannot take us by surprise again
Ardyé ni sé awa kéé st wa Talking (singing) is our work, We
are never tired
Kole bawa 16jiji mon o It cannot take us by surprise again

The substitution of the conventional Yoruba ‘o’ for ‘1’ is also a feature in the
language used in Dadakiada performance as in this song:

Translation
Y66 salubérika o o [He will be prosperous
Y66 salubérika o o She will be prosperous
Oko tin se yayi f"aya The husband that loves his wife
Aya tin se yayi f"0ko The wife that loves her husband
Y66 salubérika o o She will be prosperous]

(Alhaji Omoéké Amad 1986)

#99

The conventional letter ‘O’ is also pronounced “e” in Ilgrin as in “or{”” which

#99

is pronounced “erf” in Ilorin. This can be exemplified in the following song:

Translation
Idera wolé dee [Comfort that entered
O ba wa lale jo It is our guest
E ki erire Congratulations
Mansalasi tuntun® for the new mosque]

(Alhaji Aremi Osé, 1980)

The Iorin dialect of Yorub4 used in Dadakiada musical performance is one
of the unique characteristics that the musical type possesses and it authenticates
Dadakidada more as a traditional musical genre that originated from Iorin. It is a
mark of identification to the musical genre anywhere it is sung and by whomever it is
sung. Even when a Dadakdada musician is not of Ilorin origin, his training and
initiation into the music makes him sing using the language with which Dadakuada.

Religious influence on Dadakaada

Religion has influenced Dadakiada as a musical genre in a number of ways.
Two religions have particularly influenced Dadakdada from its inception to date.
These are traditional religion with particular reference to Egurigur worship, and the
Islamic religion which today is the religion of the majority of people in Ilorin. While
the former influenced the origin of the musical genre and still lingers on in the
performance of it, the latter is still a very important factor both in the musical and
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private life of the musicians. The influence of Egufigun worship especially
performance style of “Iwi Egurigun” (masquerade chant) on Dadakidada could be
seen in the dance, performance and the content of Dadakdada. We have extensively
discussed this in another paper on the historical development of Dadakdada. (Adeola,
1999. pp 120 — 135) It must however, be noted that the impact of EguAgun worship
on Dadakdada gave rise to Islamic influence on the musical genre because it
constitutes the basis for resistance against the music and musicians.

The inclusion of Quranic verses in Dadakdada performance and attempts by
the musicians to present themselves as practicing muslims as well as the general
Islamic coloration of the music has all arisen from resisting Egufigun worship to
which Dadakidada is linked. This also accounts for one of the problems encountered
in tracing the origin of Dadakdada. This is because of the continuous contention
between Islam which rejects Egungun worship and the acceptance of it as the origin
of a musical type enjoyed and practiced in a town that embraces Islam as her religion.
Na’Allah (1992), writing about the religious influence on Dadakidada, describes this
as a conflict that exists between the artists and their acceptance of the origin of their
trade which conflicts with their religious belief hence, a continuous struggle in the
balance between their religion and their means of earning a living. The Islamic
religion permeates the performance of Dadakiada although it is not essentially a
religious music. Every Dadakiada musician that I came across in the course of this
research are practicing Muslims who have the Islamic clerics to contend with if they
go contrary to the Islamic traditions.

The people of Ilorin accepted Islam when an Islamic emirate was established
by Shéhit Alimi in 1823. Since then, Ilorin has continued to be a stronghold of
Islamic religion. The acceptance of Islam has affected the performance of
Dadakdada in llorin town negatively especially in the attacks launched at the
musicians. Many of the artists though Muslim by religion talked about the problems
they have encountered from their muslim counterparts especially the “Imams”
because of the content of their songs. For example the likes of Alhaji Aremi Osé;
late Ododlayé Aremii; Saki K6ldobé were openly opposed by Muslim clerics because
they were vulgar in their language on some occasions. The artists were not accepted
as true Muslims because of their musical activities. Fellow Muslims are usually
warned against listening to their music or even associating with them. This hostile
attitude by the Islamic adherents is born of a number of reasons. One is the
unwillingness of the Muslims to accept the possibility of any historical link between
Dadakdada and the Egungun cult. This is seriously opposed because as much as
possible, Muslims do not want anything to do with anything that is not Islamic.

Another influence of the religion on Dadakdada which has caused further
hostility from Muslims is evident in song lyrics in which Dadakdada artists sing
about gods or recognize some power other than that of Allah. It is not uncommon that
the artists at performance pay homage to witches or wizards or make reference to
some of theYoriib4 deities like “Ogun”, “Oya”, “Sanpana” and so on. For example,
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Oddlaiyé Arémi in a performance, shortly after paying homage to Allah at the
beginning of a performance said the following:

Translation
Aperanmawagun’  [One who kills a goat and not vulture
Ol6 kiki oru The famous people of the night
Ida 1ow¢ yin I pay homage to you
Atidi muj¢ eran Suckers of blood from bottom
Iyd mi drere 000 Oh my dearest mother]

This is unacceptable to Islamic worship because it conflicts with the belief that it is
only Allah that deserves to be praised and worshipped. It is also a common thing for
the Dadakdada artists while praising an individual to compare the person with some
deities in an attempt to bring out the attributes of such individual. Alhaji Odolaiye, in
one of his performance praised someone this way:

Translation
Jinadu omo Gambari® [Jinadu the son of Gambari
Osa gidigidi digho lomokunrin wii. .. Osa gidigbi - a man usually says
Kansélo Adélabu Counselor Adélabu
Tkd jagbe méni 6 t66 pa’ ni The fright of death is enough to kill
Aard moka ti duri t°6j6 teerun The thunder that sounds during raining

and Harmatan season

Tka ajé ol6ji ¢hin tif pof roréé roréé Wicked with very red eyes at the back
Irawo Osan t6’hun t’agbalaghaa peé si A star in the afternoon is enough for

adult to look at]

This use of the qualities of deities to describe individual is also not acceptable to
Islam.

Islam also holds on to a Quranic verse which warns the muslims to avoid
praise singers or poets because poets are described in the Quran as liars and
exaggerators who must not be accommodated by serious minded people. Quran,
Sura 26 v 224 - 226 has this to say about poets:-

“And the poets”

It is those straying in evil

‘Who follow them,

See you not that they wonder distracted in every valley
And that they say what they practice not.

Such verses of the Quran are what some Alfa and Imams may use to attack
Dadakdada artists and to preach to their people not to associate with the latter or
even listen to their music.

Another reason for hostility against Dadakiada artists lies in the lyrics of the
song which often times is born out of the personality of the artists. The use of vulgar
statements at performance is not acceptable because it portrays corruption and
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spiritual laxity. A Dadakdada artist for example used the following lyrics at a
performance:-

Translation.

Wi lo joké pélé pelé’ [Go and sit down quietly
Ki o gbohun enud mi, Adégbaal¢ Oldrin And listen to my voice Adegbale the singer
Emi Arému gbajimo oko Mun{ I, Aremu the popular husband of Muni
T’6bu pélé ti pélé mo 16ju moti moti Who has pele marks so beautiful on her face
Té wa ndan gboro And shines so well
Ti gbogbo ara ¢ ndan bi ¢16 il¢ke Whose body shines like beads
Toémidla yungba yungba bolokini — Tomidla sweet important Tomiala
O féran mi pipo Aldja Muni Alhaja Muni loves me so much
Tii ji ni 10ganjé péé She wakes me up in the midnight
Ni nkan bi aago méta oru At about 3:00am
Ani Alhaiji Odolaiyé Arému afaa wa She says Alhaji Odolaiye Aremu our Alfa
Dakun wé f0ko lul¢ 14arin itan o. Please push down your penis between my

Thighs].

In another performance, a Dadakdada artist sang this song:

Translation

Di¢ Di¢ Di¢ Gently Gently Gently

Ojuure itimioo o I am shy because of you

Gégé bi oju oko ti nt’alabiamo Just like the nursing mother is shy of
the penis

Obd t6 sostt mérindinlogun 6t66 16ké A vagina that stays for sixteen month is
ripe enough to receive penis

Bi &¢yan ba f0ko t¢é If one presses it with penis

Gbogbo r¢ ni 6 din yungba yungba Everything will be very very sweet

Bolokini, Tomiala gbagba yungba Tomiala Important Témidla, enjoyable Témidla

Songs like this are sung in public by Dadakdada artists and so they may be perceived
as irresponsible because it is believed that the sexual activities to which the songs
incite the audience will get people infected.

The strong opposition by the Imams has caused the musicians to work very
hard on their musical performance such that their music will be acceptable though the
Alfa condemn them publicly and discourages the Ilorin people from patronizing
them. Alh4ji Jaiyégbadé Alac says that they have worked hard to make their music so
interesting such that “Eéyan ¢ ni leé k’éti kiro mbe”. This means people can no
more resist the music or boycott the musicians. Hence, despite the opposition they
still have patronage and compete favorably with other musical types even those that
are Islamic.

The patronage enjoyed by the Dadakiada artist is however also because they
have adapted their performance to fit the demands of the society. Today, Dadakiada
artists incorporate Quranic verses into their music. It is a very common thing to find
an artist starting his performance by paying homage to Allah and intermittently also
recite Quranic verses during performance. The following are the lyrics of the opening
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performance of one of the artists — Alh4ji Oba Alabf in a live performance in July,
1993.

Bisimildi Ramanni Raheém [I now start in your name one who is
worshipped in heaven and earth.
Awustibildi mina seitani Rajeém. I seek guidance from you, separate

me and Satan]

It is also a common thing that when performances are coming to a close
especially in an all-night performance, at about 4:00am, the leader of the band stops
the instrumentalists and begins to do a sort of preaching called “Waasi”. This is
usually done at a time when people are not on the dance floor; this is done for about
thirty minutes before the dance continues.

The attack on the artists by the Alfas has also led to the seriousness of many
artists. They strive to be good Muslims. So it is not uncommon to hear them sing
about their visit to the holy land, having gone on holy pilgrimage to Mecca or even
about the advantages of learning the Holy Quran as they also make references in their
songs to the Alfas that teach them the Holy Quran.

One could conclude that the Islamic influence on Dadakiada has suppressed
the impacts that other religions have on Dadakdada especially in trying to
disassociate Dadakdada completely from Eguagun worship. It must be observed
however that some strong elements of the Eguaguf in Dadakidada have failed to be
erased and so it remains an un-Islamic musical genre. The presence of some musical
instruments such as S¢ker¢, Agogo, and I'ydalu which are not Islamic emphasize the
influence of another religion. It is however, an inescapable fact that Islam being the
religion of Ilorin people has had a very great influence on Dadakdada.

Conclusion

The influence of the Ilorin society within which Dadakiada evolved and
developed has been strong from the inception of the music to date. The disposition of
the people toward the music has consistently been ambivalent and contradictory in
nature. This is seen in the acceptance on the one hand and rejection on the other
because of the entertainment appeal and religious beliefs respectively. The religion of
the people of Ilorin being Islam has both positive and negative influences on the
music. Whereas Dadakiada is cherished as a musical tradition of the Ilorin people
which projects their culture to the outside world, the musicians are persecuted on the
grounds of religion. Thus it can be said that the pattern of behaviour of the musicians,
the content of their music and the use of language cannot be divorced from the
structure, culture and belief of the society.
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>Alhaji Oba Alabi ORGLP 127 vol. 3 Olatunbosun Records Company
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’ Odolaye Aremu

Abubakre, S. O. (2008). “A Stylistic Analysis of Language Use in Selected Music of
Jesse King (‘buga’) and Abolore Akande (‘9ice’) The Performer: Ilorin
Journal of the Performing Arts Vol.10, 2008 Pp108 - 115

Adeola, T.S. (2011). “Application of Functionalist Perspectives in Religion to Sociological
Issues in Contemporary Nigerian Popular Music”. Journal of Black and African Arts
and Civilization (JBAAC) Vol.5 No.1 January, 2011. ISSN 1117-9457

Adeola, T. S.(2011). Dadakdada: A Socio-Musical Study. Germany: LAP
LAMBERT Academic Publishing GmbH & Co. KG

Adeola, T. S. (1999). “The historical development of Dadakidada Music”
Alore:Ilorin Journal of Humanities Nol Vol.10.1999. pp 120 — 135

Adeyanju, D.S. (2002). “Sociolinguistics: An Introductory” in Babatunde S.T. and
Adeyanju, D.S (Eds.) Language, Meaning and Society. Ilorin: Hyatee Press.
pp.527-39

Agwuele, A. (2008). “Language Use and Culture: implication for self reliance” in
Tunde Babawale and Akin Alao (Eds.) Global African Spirituality, Social
Capital and Self-Reliance in Africa. Lagos: CBAAC pp 35 -36

Akindele, F., and Adegbite, W. (1999). The Sociology and Politics of English in
Nigeria: An Introductory. Ile-Ife: Obafemi Awolowo University Press.

Akpabot, S.E. (1986). Foundation of Nigerian traditional music, Ibadan: Spectrum
Books. P.1

Blacking, J. D. (1973). How musical is Man? London: Faber and Faber. P.60

Jaigbade, A. (1987). LRCRL 001B. Ibadan. Chief Record

Jaigbade A. (1993 and 2014). Interview.15th July, 1993 and 12" February, 2014.
Ilorin.

Lave, J. and Wenger, E. (1991). Situated Learning: Legitimate peripheral
participation. Cambridge: Cambridge University press.

254



Taiyé Shola Adéola Vol.16, No.2, pp.241-256

Na’Allah, A. (1992). “The crisis of a traditional oral genre in a modern Islamic
setting” The Journal of Religion in Africa. Vol.xxii, no IV. Pp 318 -330

Na’Allah, A. (1988). “Dadakuada: Origin, Artist and performance technique of
llorin oral art” in Nigeria Magazine Vol. 56 nos 1&2 Jan-June 1988, pp26-
36

Nketia, K.J.H. (1974). The music of Africa, New. York:. W.W Norton.

Oba, A. (1993). Interview with the writer 5 August

Oba, A. (1988). ORGLP 127 Vol.3 Ibadan: Olatubosun Record Company

Omocke, A.(1986). “Mo gberede” OLP5 0232

Onyeji, C. (2002). “Popular music: facts about the music and musicians. Emurobome
Idolor (ed) Music in Africa: Facts and Illusion. Ibadan: Stirling-Horden.
pp.24 — 37

Saka, K. (1993). Interview with the writer on the 8th August, Ilorin

255



The Influence of Attitude, Religion, and Language on Dadakiada Music in Tlorin

256



