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ABSTRACT

Music and Dance are two inseparable duo that havexistently been entangled in a web of symbiotic
relationship over the years. Towing a compargbiath, Music and Dance, in view of their inter-redaship are
appraised to ascertain certain levels of conformnitsheir semiotic modes — both as medium of comnation
and psychological influence. However, the ideatditarianism suggests that the value of a thiegehds on its
use and not its beauty. It is in this vein thatteamporary Nigerian music and dance have failedhéir tpurpose
of communication and influence especially as ieet§ the morality question. In recent times, tbekf of the
21% Century contemporary Music and Dance have beeractaized by such high vulgarity in language (gji
and dance patterns that has resulted to such peilineaf moral decadence and sexualities amongeNan
youths and children; an impending menace whictctite of this paper seeks to address by criticadgn@ning
and analyzing some selected contemporary Nigeriasidvand Dance in this respect, towards a gooddifar
Nigerian audience.
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INTRODUCTION

Music and Dance traditionally play an integral roieNigerian culture, especially in representing th
strong cultural heritage of the people. Musichisréfore essentially pivotal in African Dance sochnthat both
are inseparable. As it is popularly adduced amdegsbuthern Nigerians, the child is born in an ambe of
music, rhythm and dance.

To the naive and uncritical mind, the function afsic and dance does not extend beyond the bounds of
singing and dancing for pure entertainment purpobesiew music and dance in these vein only cadithem
to the simplistic realm of mere “play” which by itrgation falls within the domain of little childreonly.
However, to the broad, prudent and enlightened niifedis not complete without music and dancethérefore
spreads to affect virtually the physical, mentatl @motional aspects of man. It is also importanthild’s
development and cognitive learning as well as $@gid language development towards the building tdtal
child (Gutierrez, 1).

Characteristically, Music and Dance, cut acrosatrareas of the societies and depicts the nextis tha
informs all human thoughts, ideas, and experiencBstough Music and Dance, both historical and uralt
heritages have been passed from generation toag@rerMusic and dance are referred to as a phenomiat
has arisen out of man’s desire to create a hidtoraliresponse to the demand of his society (Oeug?2).

Music and Dance also have been used to commurnibeds, symbolize events, socialize people, and
stimulate emotions as well as regulating functi@iackings, 25).

Beyond the commerce of the contribution of currBiigerian hip-hop music to the entertainment
industry Nigeria, beyond the individual and colieetpolitics of economy that surrounds the conterapo
Nigerian hip-hop music, some measure of th& @&intury contemporary music and Dance in Nigeridgpal a
negative contribution to moral integrity and consextly to national progress.

The vulgar and immoral use of language in modeigefibn hip-hop musical lyrics has evolved a
corresponding dance pattern which foreshadowstaedtens the morality and sense of rightful judgeoé its
audience who are majorly children and youths.

Against this backdrop, this paper shall analyzeesgelected Nigerian contemporary music as well as
examines dance patterns which seems to be respofaithigh moral decadence among children andhsaf
Nigeria today.

MUSIC: CONCEPTUAL OVERVIEW
By conceptual clarification, Lomax, a music schplarhis own terms refers to music as;

“.....a musical organization of sound that symboliadsndamental and
socio-psychological pattern common to a give pe@pgenax, 50)"

Aluede and Eregare, supporting this definition pthgit music is:
“not only an organization of sound only but alsccludes symbolic
expression of a social and cultural organizationieh reflects the
values, past and present ways of life of humandgsifAluede and
Eregare, 87).
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The above definition is indicative of the centralif music in African socio-cultural life.
In another vein, Jones A.M. defines music as:
“a language which encodes emotions, aspirations paople’s goals in
autonomous and self expressive arts forms” (JoiB%, Onogu W.S.
sees “music as an emotional intoxicant” (1.2)
Extrapolating from the above definitions, one wouldsit that music provides an atmospheric
background for healthy conversation and commuraodtietween human beings.
Lomax’s definition also shows that music is a psjobical and social influence peculiar to a pattcu
group of people. Suffice to say that with musioe @an identify or differentiate an ethnic groupagreople. It
is therefore necessary to point out that diffetgpes of music reflect the kinds of society theyneofrom.

DANCE: CONCEPTUAL OVERVIEW

Professor Bakare Ojo, a renowned dance scholarigerid defines “Dance” as; “the rhythmic
movement of the human body in space and time toenstdtements” (Bakare, 3). He further expatidtes t
whatever thought the writer can express throughtevriwords, the dancer can express through thédnmhigt
movement of the body. That is to say that Danca e@ncept speaks a lot beyond the localizationedning in
pure verbal locus.

In the same vein, it is referred to as a physiedponse or behaviour to music or rhythmic
accompaniment which are presented by bodily attgughd postures (Merriam, 14).

Addo et.al add thatPance is a body language that serves as a mediticommunication, conveying messages,
praising and affirming individuals (238).

This assertion, further reiterates that dance aaradiualized through selection of specific postures
eurhythmic motifs and facial expression (239). tRemmore, on functionality of dance Enem adds Braaice in
community life recounts and teaches lots of mattads embrace history belief, custom and the wehdpef the
society (70).

THE INSEPARABILITY OF MUSIC AND DANCE

The outstanding relationship existing between Masid Dance is observed in the intensified rhythmic
structure generated by music which stimulates thedrand body with the resultant effect of physiaation
known as dance.

With this inter-woven nature of music and dance caanot exhaustively discuss dance without a
corresponding emphasis on music. To this stanegfridn describes Dance ‘@an integral part of music’ that
generates physical response or behaviour whichrepeesented by bodily attitudes and postures” (14).

Nketia agrees with Meriam on the inter-relationshipen he observes that;

“Music is frequently integrated with dance whichbisund to emphasize and develop

those features that can be articulated in bodilywement or to relate it's form and

content to the structural and dramatic requiremehthe dance” (Nketia, 207).

In support of this assertion, John Nevin, a Musid Bance specialist in Chicago rightly argues thata truly
successful dance performance, there is little ¢dhing to separate the two arts because the moveamehthe
music express together, the same artistic visibigv(n, iii).

Extrapolating from the above, when one uses thma tetusic” in reference to African Culture, it shdul
necessarily include the idea of dance (Hassan, 1).

Despite the fusion of music and dance, Africans ldigkrians in particular have them as integral and
ineluctable parts of culture, hence, constitutingeey pertinent aspect of their living and W. Kania confirms
this assertion thus;...... another outstanding characteristic of our outlos our love for music, dance and
rhythm. Our throats are deep with music, our lagkof dance while our bodies’ tremor with rhythm.These
three phenomenons is indeed, the spice of our (if§"

Music and Dance in Africa is therefore seen aspaszble and hence, one is incomplete without the
other. Hardly can one dance without musical acampent and hardly can one play music without a
corresponding movement of the body.

OVERVIEW OF CONTEMPORARY MUSIC AND DANCE

Whereas, conventional dance is characterized byifgpies in technique, structure and form,
contemporary Music and Dance on the other hand $uecificity in technique or form, but rather with
particular philosophy (Rothman, 1).

In his bid to further reiterate the above assertiothman rightly posits thatContemporary dancers
just attempt to explore the natural energy and éonatof their bodies and to produce dances which aften
very personal (1).
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Further Ahmed Yerima notes that contemporary dameehybrid of various dance steps stung together
into a pattern of fast race and rhythm... “With gigas from almost all cultural experiences in Nig&r{30).
The above paraphrased statement of Yerima is aicaithmh of the fact that contemporary dance (music
inclusive) borrows from different cultural patterifisoth African and non African).

Contemporary Music and Dance in Nigeria is charad by extreme fluidity and very nebulosity of
style which has given rise to new patterns whiah seen as hybrid of Nigerian and Euro-American lbp-
expression, defiling conventional pattern and ihgftfrom classical patterns. To this end, Yarouasy that
contemporary music in Nigerid;Fuses native rhythms with techniques imported fr@ongo for the
development of several popular styles that werddue” to Nigeria: (2).

This extract reflects Yaro's view of contemporarig&fian popular music which, to him, stems from
the introduction of African Highlife which originigl was the source of contemporary music in Nigeria.
According him, the thirst for aesthetic and matesaccess and a voracious appetite for life, lonel a
experimentation characterizes this form of musjc (3

In similar vein, Kansese also projects his assexmncerning contemporary Dance thus;

“Nigerian Traditional dance is easily identified hts forms, structure, style;

components making up the dance such as the dance movement, music,

costumes and props are closely knitted and helint®erpret one another,

thereby making the form easy to assess and conmteh€his is not the case

with contemporary dance; it cannot be identifiedaaparticular form... This

makes it difficult for contemporary dance to behahed and appreciated like

conventional dance” (92).
The above extract is also synonymous with contearyanusic especially as it is now in the"2entury which
rendered Music and Dance incomprehensible, breakileg and standards which seems to be resporfsitilee
immoral pattern it has taken in recent times.

CONTEMPORARY MUSIC AND DANCE IN NIGERIA: A RETROSPECTIVE LOOK

It is indubitable that before the emergence of esntorary music and dance in Nigeria, tradition¥ fo
music and dances had existed as defining modethéosocio-histo-cultural life and identities of theople.
Although traditional music and dance continued iadern Nigeria, their central place in Nigerian lifgs
threatened by the use and spread of radios, tajpeders, video cassette recorders (VCRs) and aitaess-
culture media, especially among youth.

Contemporary dance and music emerged in Nigeria assult of Euro-cultural influence on the
indigenous music, dances and culture which gaeetdsiew music and dance styles which are seepbailhof
Nigerian and European expressions (Kansese, 98 HRs given music and dance in contemporary Riger
fluid and nebulous style (Rothman, 1), culturalidas(Akasue, 69) and other characteristics as dissiin the
proceeding topic.

Hubert Ogunde is particularly noted for his piomegrrole in developing contemporary dance in
Nigeria from the 1940s. He is popularly noted fis medley of different hybridized dance styles. d¢hg
introduction of tap dance into the African “Batabind gyrations from other western experiencesri(iva,
30).

The turning point of contemporary music and danoe Nigeria is attributed to the French
choreographer, Claude Brumachon when he was infited France to Nigeria to train Nigerian dancers i
contemporary dance techniques in the artist irdesgie programme organized for dancers in 1994 @&ns
94).

Contemporary popular Music on the other hand, begahe late 1940s with the arrival of Highlife
music from Ghana. Highlife music then blended emstsounds ranging from big bands and guitars with
African beats and instruments. Among leading ebdgds were those of Rex Jim Lawson and Victoryalai
Furthermore, during the 1960s and 1970s, King Sukdey and I.K. Dairo among others established a style
of music known as “Juju”. Juju, a rhythmic dancesi style blends western instruments with elemefits
traditional music. In the 1980s and 1990s, Felkuélapo Kuti commanded large followers and suppsrimth
in Afro-beat inspired by funk, jazz and highlife iwh was accompanied by provocative lyrics in Yoratval
Pidgin English and that was also the turning pointontemporary popular music in Nigeria. AfteistHots of
artistes now invaded the music industry which lessiited in the musical and dance bastardizationavehave
in the 2£' century. One critical issue that bothers the nignthe contrast in lyrical messaging via juxtafiosi
of the contemporary music of the2t¢entury as opposed to the melodious, moralistit information packed
lyrics of that of their counterparts during “theogbold days” (i.e. 2D century).

In similar vein, the shift and drift in musical esse in the 2l Century contemporary music has also
led to a corresponding dance pattern that putéutiuee of youths of this generation at stake asafafmorality”
issues are concerned. To this end, this papes takaitical review and analysis of some selectEtic2ntury
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contemporary popular music and dance with partioeilaphasis on the contributions of this music aadce to
the issue of morality in the society.

ANALYSISOF SELECTED CONTEMPORARY 215" CENTURY MUSIC AND DANCE IN NIGERIA

The influx of musical artistes in the music indysthis day at such an alarming rate is a thingighh
concern to every analytical mind. This influx haecessitated the emergence of different calibemnudical
artistes on the musical stage — the crude and dfieed, the trained and the untrained, the mora te
immoral, the social and the non-social, the edutated the un-educated and this raises a fundamgunstion
of what is the role of censorship in Nigeria. Tresultant effect of this influx is the productiohrmusic and
dance that threatens and endangers the moral judgrhehildren and youths in our present socieggdiess to
reiterate the fact that dance and music are vetggial in youths and child’'s development becausét'sf
influence and role in cognitive learning as welitaapacity in promoting moral education amorgtbuths in
Nigeria.

The big question that therefore comes to mind is tiwith the crop of emergent and emerging'21
Century Contemporary Popular Songs, what becomekeoforal standard and judgement of the youths and
children of this generation?

Inanga, as quoted in Frit rightly notes thaMusic (song) texts are quiet important in undersding
human behaviours” (Frit, 159).

Corroborating the above assertion Foster and Resertathat;It is pertinent to note that music does not only
give pleasure and enjoyment through listening,as the power to control the minds and bodies” (Eostnd
Ross, 52).

Informed by the above assertions, it becomes naoess juxtapose them with the messages of offr 21
Century Contemporary Popular Music. For instatice,song “Nack your Akpako” by Terri-G a Lagos lshse
musician has become a house hold music perme&nlyigerian airwaves and possibly sneaking intontihveds
of both young and old including children. Lets sinler its lyrics;

“Make | knack your akpako tile tile tile make | lakayour akpako

Make | knack am, knack am, knack am.

Everybody, knack am, knack am, knack am....”

The above lyrics, by every sense of judgement ideof any moral standing or undertone, neither
does it contain any relevant information that isrtivavhile. The term “Akpako” is a stylized way okmosing
what should not be exposed and revealing what dhoot yet be revealed. This is further buttresisethe
succeeding verse:

“Oya show me your back,

| say make you show me your front,

Oya make you show me your waist

Make | knack am, knack am, knack am.

This lyrics has necessitated a corresponding dahege youths dance running into each other eitfier b
joining waist facing each other or the female usartbumbum (i.e. buttocks) to rub the genital oagof the
male dancer, saddest of all, children are also &tingl this practice and this immoral philosophyiastically
permeating into our society day after day. It istivanoting that a once time highly immoral stresttaon paper
in Nigeria titled “Dauda the sexy guy” uses the avtknack” for having causal and forceful sex.

Also worthy of analysis and examination is the mUSEXY LADIES” by Timaya, the Niger-Delta
based musician which belches out seemingly imnmedsages capable of corrupting the minds of maghgo
in the society today. The introductory part of $wng gives an insight into the mind of the singed his
supposed message.

“Sexy ladies, | need sexy ladies.

All my hommies need sexy ladies to hold their ®idie
This actually re-affirms the long-aged acclaimedaa#t on the identity and role of women as comnieslit
meant just for the gratification of men’s desir8ringing out more of Vulgarity, he proceeds in hjsical
composition thus;

“l want your something
| wanna put my something
Me go get time for long thing”

“Morality” they say, is the height of responsibjlitvhat then becomes the responsibility standard of
audience into whom such philosophy and decadeneeinaulcated and indoctrinated via Songs they hear
everyday.

Following the first quarter of this year, was tiedense of another album by the same author (Timaya)
and one of the track titled

“Like Tom Tom” reads thus;
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“Am young and | have it.
You can have it if you want it
My baby, turn around, let me see it,
It's a bow down low......
One would think after hearing this first verse ti'at normal and could be referring to any othanghuntil the
following verse betrays his thoughts completelysthu
“Your sister, she love any enter eee
She want me to enter eee
Melinda, Sunita, Suzy, Monika
Everybody .... Want to enter
They want to lick tom tom
Your month de small, lick tom tom
Baby girl, me | go use condom
Use condom, use condom
Your mouth dey smell, lick tom tom
Go bath, use condom

The height of this menace is that these pollutedsliand lyrics are directly proportional to the dan
pattern that accompanies them, making “Dance” esnaept of no logical essence and as a means wapiog
decadence via pantomimic display of diverse sepuattices voiced out by immoral lines in musicahgs
Observations have shown that from the inceptiodasfce and dance metamorphosis, distance betweeardan
has a lot to speak to the audience. Suffice totlsatythe allowances that exist between pair danokold that
avails them the free space for display of aesthmtiwes and steps have been gradually closed upebsetent
trend in the 2% century contemporary dance which has been orettedtby such vulgarity and sexuality in our
recent contemporary popular songs.

Now, owing to Lamax’s description of music as a damental and socio-psychological pattern
common to a given people, do we now say that sugkianwith such abnormalities are identifiable wikte
socio-psychological pattern common to Nigerians Bingkeria? It would be an exaggeration then to theay
such songs have negative portrayals of our natisnaje and identity; hence, it's not just detrinard the
audience but also portrays the country’s image gty as immoral. Such is also the case of th& @&intury
contemporary dance when weighted on the scale effEnposition about dance “teaches lots of moradd t
embraces history, belief, custom and well beinthefsociety”. The question therefore becomes “sarty as
discussed above teaches about the history, custoslief and well being of which society? The Niger
Society?

It is also worthy of note that the conventional ousf old, due to their pleasant times, philosophic
good and moral messages which are accompanieddginated dance movements up till date still mairsta
their relevance and spice even after decades whetigey are replayed. The case is entirely diffevdth the
recent “jagons” as every mouth seems to producema“jagon” and the level of vulgarity previous engales
in comparison to newer ones. Same way the ent@fnagew dance step ushers out the old and moee,dfte
proxemics is continually assaulted. The diagratoweshows the trend and transformation of conterapor
dance from the 1940s till date.

CONTEMPORARY DANCE METAMORPHOSISIN NIGERIA
In order to verify the continual and continuousigs# of defined proxemics in contemporary dance

patterns, the authors of this work based on theawkedge of the past dancing steps sketched fdterelnt
dancing postures of differing space between theasrand presented them to youths and adults tierage of

18 and above. The dance sketches were withoubtittkate. The research population consisting ofxdune of

30 lecturers and thirty students purposively chosem the department of theatre arts, sociology Baks
Communication based on frequency to dancehalksaat five times in the past ten years were reqdésterder
the pictures in order of chronology from 1950, 192000 and 2014.
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DIAGRAM
Picture one
Table one
Lecturers Lecturers Students Students
Frequency Percentage % frequency Percentage %
1950 Nil Nil
1970 Nil Nil
2000 9 30% 4 13.3%
2014 21 70% 26 86.7
Total 30 100 30 100

According to the arrangement pattern by the lec§Irg0% of the population of the survey placed dketicture

one as the prevailing style of dance around 200% 8f the population placed picture one as mostgieat

around the year 2000. In almost a similar rati@, skudent population purposively chosen one therai of

having attended the dancehalls in the last 15 y#larsed picture one as the prevailing dance ar@@idl by a
population of 86.7%. Another 13.3% of the studgmpulation placed the picture around the year 20086pite

of the little difference between the staff and stttk percentage, a greater majority of the loctiteicture as
representative of the dancehall proximity in therent year 2014.

Picture two
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Table two
Lecturers Lecturers Students Students
frequency percentage frequency percentage
1950 9 30 2 7
1970 19 63.4 23 77
2000 2 6.6 5 16
2013 Nil Nil Nil Nil
Total 30 100 30 100

Sketched picture number two is located as a piegadance stile around the 1950s by 30% of th# atal 7%
of the student. 63.4% of the population of stafl &7% of student however located the picture aessmtative
of the year 1970. While 6.6% locate the picturauacbthe year 2000. The data garnered is indicétiaefor a
majority of those researched picture sketch twesesentative of the dancing posture and distaeteeen
dancers around the 1970s.

Picture three

Tablethree
Lecturers Lecturers Students Students
frequency percentage frequency percentage
1950 Nil Nil Nil Nil
1970 Nil Nil Nil Nil
2000 20 66.6 23 76.7
2014 10 33.3 7 23.3
Total 30 100 30 100

Table three above reports the placement of thegictketch three by the staff and students. Fbeethe staff
or the student population, none located pictureghn the year 1950 or 1970. While 66.6% of thé’staand

76.7% of student’s population placed the pictureuad the year 2000, 33.3% of the staff’'s populatiowl

23.3% of the student’s population located the pécin the year 2014. So that for a majority of tegpondents,
the dancing posture and distance between dangamssented in picture three is representative ofidreehall
patterns of the year 2000

Picture four
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Lecturers Lecturers Students Students
frequency percentage frequency percentage
1950 19 64 23 77
1970 11 37 7 23
2000 Nil Nil
2013 Nil Nil Nil Nil
Total 30 100 30 100

While 64% of staff and 77% of students placed petiour around the year 1950, 37% of staff and 28%
students placed it around 1970.

The placement of picture one and picture threprasgailing dancehall types either in the year 2600
2014 showcases the continued eclipse of dance beéveen partners in recent times in Nigerian dgadeern.

The twining concatenation of contemporary Nigeitiip-hop music and ensuing dance patterns that is
daily increasing in contents that verge towards aratity and licentiousness portends a negativaréufor
morality and consequently upon national characdemana and Onogu (2013) have demonstrated the tdvel
impact of the immoral content in Nigerian musictba gullible youth and children. So that a contthirecrease
in music and dance that excite towards carefreelif®xndeed could have negative bite on the ecdoom
courtesy of health related problems e.g HIV-AIDs.

CONCLUSION AND RECOMMENDATIONS

In the light of the foregoing, discourse on thesiion of morality as it affects contemporary muesiz
dance in Nigeria in recent times, this paper ishef position that the 2lcentury Nigerian Music industry has
permitted the production of songs and dances kinaatens the moral standard and judgement of tiierce of
such musical pieces who are mostly youths and remild

It is also discovered that there have been no prape effective check on music production in Nigeri
in recent time as anything” is producible and mtakke.

Research has also shown that such music does hothoeaten the moral judgement of the audience
but also the integrity and moral image of the counfo this effect, this paper makes recommendattous;

. That professionalism be imputed into the music tiduin that “quacks” and people with little or
no sense of “ethics” be entirely left out of thdsv".
. That the censorship Board should take drastic mmeasu scrutinizing music albums that are

released per time by weighing them on moral andgrnity scales so as to ban songs that will
threaten the moral judgement of its audience.
. That the law enforcement agencies or a task foecgeb in place to check this menace by arresting
people or artistes who go ahead to still markehbdrsongs and musical videos.
Until a quick control measure is adopted, the feathat such music and dance. Continues to avail
themselves on the musical arena, they will end ngergering the future of the children and youthghas
generation; producing reprobates instead of tragdes.
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