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Abstract

This paper explores Fuji popular music as a tool for socialization within the
current Yoruba cultural setting using the content exploration approach mode.
Much of the traditional elements are embedded in the lyrics of Fuji musicians.
Each Fuji musician digs experiments with the Yoruba culture to make the brand of
Fuji music distinct from others. Saheed Osupa is a Fuji musician whose lyrics are
laced with different sorts of Yoruba socio-cultural values. These values include
proverbs, folktales, folklores, riddles, witty sayings, etc. The paper concludes that
apart from being a vibrant art form in the popular literature sub-genre, the contents
of the Fuji music can also serve pedagogical and other educational purposes in the

present-day setup.
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Introduction

The concept ‘Education” means different things to different people. There is no
single generally accepted definition of education. Mercy Fasehun argues that education
does not mean teaching people to know what they do not know; it means teaching them
to behave well(76). This signifies that the worth of an individual cannot be measured in
terms of the number of the acquired certificates but in terms of the number of the
acquired skills cum moral rectitude. Hence, education cannot be separated from culture;
it is not a mere transmission of a body of knowledge about society from generation to
generation but involves agglomeration of the total social inheritance and way of life
which is being transmitted to the upcoming generation.

African traditional education is an education that usually starts from infancy
when the child begins to learn how to talk, eat and to do other things pertaining to his
culture. It proceeds informally as children gather from time to time around an elder who
impacts into them certain moral and intellectual values through the use of oral traditions.
Olagunju citing Osokoya stresses that African traditional education is an education that
helps the Africans in transmitting their culture, traditions and experiences from
generation to generation(66). It helps them to explore and exploit their environment.
Nevertheless, Fafunwa condemns the general notions of some poorly-informed writers
who see traditional education as primitive — even savage and barbaric (89). Traditional
education, according to Fafunwa, is all-embracing; involving educational activities and
skills necessary for effective citizenship in the child community.

The objectives of traditional education are directed towards the production of
useful and productively independent individuals who will assume responsibilities in the
community. African traditional education curriculum includes ethnic behavior, self-

IJECLS



International Journal of English and Comparative Literary Studies, vol.2, no.3 (2021)

respect, self-confidence, hard work and honesty, faithfulness, folklore and orature,
truthful and character building, obedience, and useful trade of the community.
Onwuchekwa posits that African traditional education is an education of involvement; of
participation, of activity, and education that involves discovery (46). Ibukun identifies
four stages of African indigenous (traditional) education:Infancy, Childhood, Young
Adult, After Age 26(58). The mother is the main teacher while the child learns from
father, siblings, peers and other members of the society such things as language training,
socialization and general behavior. The child is introduced to learning through imitation
and agents of teaching such as music. The child is introduced to an apprenticeship. The
adult is free to practice on his own. However, it is important to state that the main
objective of African traditional education is character building. Character training is the
main purpose and focus of all the processes of socialization in African traditional
education.

Yoruba society is ultimately focused on producing well-behaved individuals. This
is the reason why the Yoruba refer to a person of a good character as “omoluabi” that is
“one who behaves as a well-born”. This paper aims to highlight the indigenous
(traditional) values of the Yoruba people inherent in the music of Saheed Osupa, a
popular Fuji musician who is widely known for using his brand of Fuji music to passing
across the values, beliefs, ideas, and attitudes of the Yoruba people. African traditional
education is aimed at propagating traditional values. Wande corroborates this opinion
when he states that “Good character is the cornerstone of traditional education among the
Yoruba” (384).

Western education has ruled over traditional education. Town life has brought
great moral laxity and neglect of traditional morality. African traditional values, like
greeting and respect of elders, have been submerged by a foreign culture. The value that
Yoruba placed on character training has been influenced by the nature of Western
education. The traditional role of the family is character — training and socialization of
the young ones.

Based on the above discussion, it is revealed here that good character is the
central theme of African traditional values. The values include chastity, hospitality, truth
and rectitude, unselfishness, covenant-keeping, honor, and respect for seniors. Various
approaches are adopted to inculcate these values in the young ones even after exposure to
Western education. Music as one of the agents of socialization is adopted for this study.
Fuji musicians like Saheed Osupa can be seen as an orientalist who uses his brand of Fuji
music to impact right values, attitudes, culture and also a good character which is the
cornerstone of Yoruba traditional education.

Most songs of Saheed Osupa ignite a sense of passion in the mind of every youth
who is willing to learn about Yoruba culture, society, and history. Music has always been
an important part of every society because every story told under a tree in a moonlight
scene entails songs that build characters and spring up positivity in children. Saheed
Osupa’s songs entail oral tradition like folklores, proverbs, myths, superstitions and the
likes. Stories are embedded in his songs which pass across didactic messages creating
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culture and tradition within minds. Songs of Saheed Osupa enlightens both young and
old minds about the virtue of truth and honesty which is believed to prevent youth from
dying young. Honor and respect are also emphasized and preached in Saheed Osupa’s
songs. Saheed Osupa envisages honor and respect for elders and those in the position of
authority.

Popular Music: An Overview

The term ‘popular music’ has been variously defined. One of its most distinctive
features is that it is often associated with the common people. The people are at the
center of its discourse. Popular arts are important in the lives of people. Barber, while
commenting on the importance of popular arts, opines that people too poor to
contemplate spending money on luxuries do spend it on popular arts, sustaining them and
constantly infusing them with life (2). According to Adedeji, popular music has gone
beyond being viewed or interpreted only as an art and is now seen as representing more
than that because in it are embedded strands of messages that represent the way the artist
wants to be seen or who he is representing or what he stands for(35). Taking a cue from
Adedeji’s definition, popular music contains messages that portray what the artist intends
to pass across to his numerous audiences while at the same time, projecting the artist’s
perspective about life in general. Omibiyi regards popular music as a corpus of music
that is widely accepted and commonly liked by the masses while its popular acceptance
is usually overtly demonstrated by large-scale participation (152). It is usually created
especially for commercial purposes, but to provide entertainment. Again, the centrality of
the masses is attested to in this definition. Any popular art, from music to graffiti,
cartoon and so on, must be generally accepted by the masses before it can be termed
popular. It is the participatory attitude of the common people that makes a popular art to
be termed ‘popular’ or generally acceptable.

In Yoruba public sphere, the performance of any popular arts must be done
within a particular social context. No performance can exist in a vacuum. Just as art is
never created in a vacuum, a literary work to be relevant should bear “relevance,
explicitly or implicitly, to the social milieu in which it is set” (Kehinde 87). This is in
tandem with Euba’s opinion where he describes popular music as those associated with
nightclubs or with private parties or other social contexts in which merriment (ariya),
leisure and consumption of beverages are prime objectives(5). From Euba’s definition,
entertainment takes a significant place in popular music. In this process of entertainment,
commercialization sets in. Entertainment provides the context within which popular
music can easily be understood, experienced and enjoyed without the popular musician
having formal or any specialized music training.

However, popular music is not for entertainment alone. It has also been used to
serve as a form of protest and revolutionary measure against oppressive regimes in
Africa and beyond. Fela Anikulapo-Kuti, while alive, used songs to criticize political
injustice both in Nigeria and beyond. Fela’s album “Zombie” was a vituperative attack
on Nigerian soldiers using the Zombie metaphor to describe the methods of the Nigerian
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military. The album infuriated the government and a vicious attack was set against the
Kalakuta Republic (Fela’s shrine). Fela was severely wounded and his elderly mother
was thrown from a window, causing fatal injuries. The encounter eventually led to his
mother’s death. Olaniyan asserts that:

[...] key to approaching the music of Fela and the contexts of its
production, circulation, and consumption. It reveals, for example,
the peculiar character of the relations between art, especially
oppositional music, and a post-colonial African state. It is also an
inadvertent homage to that part of Fela’s image as a musician
that is most familiar to the world: the “political”. Above all, the
unvarnished crudity, unhidden ill-bred megalomania, Kkilljoy
morbidity, and sheer incredibility of the unusual command speak
volumes about the political order — and those who manage and
profit from it on behalf of which it is uttered. (2)

Following this line of thought, Adegoju regards a musician as an archivist of
sort who, through his music, probes into the past and present situation of his
people(3). Using Lagbaja as an example, he opines that “Lagbaja’s musical form and
the social relevance of his message have endeared him to both the young and old”.
While Adegoju portrays Lagbaja as an archivist, Adegoke sees him as an
“Afrocentrist and Black historian whose themes transcend Nigeria, and even the
entire Black community (the Diasporas and the Americas)” (157).

Emielu considers popular music as a source of youth empowerment in
Nigeria(8). He further stresses that popular music can serve as a source of employment to
the youths in Nigeria. The youths can be engaged in singing, recording, and the
marketing of popular music. This will boost the economy of the country if properly
handled. Popular music can also be seen as a proper channel for wealth creation. In
regard to the consumption pattern of popular music, Englert opines that

The mass factor is of course more relevant as even though few
may actually buy music on the market — it certainly reaches out
to the so-called masses through the media, first and foremost
the radio, but also television and increasingly also the internet.
The liberalization of radio and TV helped facilitate the
emergence of new forms of popular culture which did not have
space on the usually state-controlled media.(3)

Hence, the mass media can be said to play an important role in the propagation of
popular music. Oyebamiji, therefore, makes a classification based on Yoruba traditional
music (517). The classification is (1) Religious music (2) Social music. He says
“religious music is used during indigenous religious festivals in worshipping gods and
entertaining the celebrants and their visitors” while “social music is based on entertaining
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people during social activities, festivals and engagements”. Today, religious music still
exists, and there are some elements of this traditional religious artifact in both old and
contemporary music genres.

The people are the key factor in determining the popularity of a song. They can
be referred to as those who process these songs by listening and extracting the areas that
attack the ‘ills’ in an individual’s life and the society at large. Another important issue is
that the theme of music termed ‘popular’ must be familiar. It must engage contemporary
events and happenings in society.

History of Fuji music

The origin of Fuji music can be traced back to the Muslim Ramadan fasting
period when it was used to wake up faithful Muslims I. The introduction of Islam to
Nigeria has its dire consequences on the music of the people. One thing that is common
to both Fuji and Juju music is their ability to accommodate foreign instruments. Olaniyan
observes that “Fuji, as a genre, is well known as the music of Muslim Yoruba as it is
very much influenced by Islam” (23). He further stresses that “it was quite evident that
Islam did not welcome much use of music and dance in their mode of worship except the
use of their Quranic recitation” (Olaniyan 87). As regarding the legality and illegality of
Islamic music, Raji notes that “songs in itself is lawful but it becomes unlawful (Haram)
abominable (Makruh) and laudable (Mustahab) according to time, circumstances, places,
motive and kinds of songs” (240). In this contemporary age, we observe that Islamic
songs have been used to propagate the ideals of the religion. Examples of music forms
that originated from Yoruba Islamic tradition include seli, waka, wéré, apala, sakara and
faji. Weéré reigned before the advent of Faji music. Olaniyan (2007) opines that:

Weéré was the brand of music used to wake Muslims at dawn
to eat their early morning meal in preparation for their fast
during the month of Ramadan. This meal is called "saari" by
the Yoruba. The musicians involved are called ajisari,
meaning he who wakes up people to eat saari.

Adedeji also notes that:

Fuji is a category of music that originated from Yoruba
musical practice and culture, and its language of delivery is
Yoruba. For any artist to be classified as a Fuji artist, his
mode of delivery must be primarily Yoruba, while artists in
other genres that want to appropriate Fuji in their music also
must use Yoruba language for that part.(32)

Alhaji Sikiru Ayinde Barrister and Alhaji Kollington Ayinla were both wéré
musicians in the 1950s. The early singers of Wéré/Ajisari music before the emergence of
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the likes of Barrister were singers like Baba Ralia, Saka Laigbade, Captain Muniru
Mayegun (Baba Wasiu) from Isale Eko, Ajadi Ganiyu from Oluwole, Kasali Alani (Jolly
Lawa) from Ita-Alagba. According to Olowoseunre, Sikiru Ayinde Barrister started his
wereé music performance at Masewele in 1958 with his brother, Yekinni, who was then
playing Sakara before, he moved to Odi Olowo. Over the years, Alhaji Sikiru Ayinde
Barrister has been widely credited with the creation of Fuji music. In one of the
interviews that Barrister granted before his demise, Olowosunrere quotes:

By the time | was working on my new experiment (Fuji), |
took cognizance of the circumstances that led to the new
development and my environment and the Fuji Mountain in
Japan which is the mountain of love and peace. Fuji is music
of love and peace, hence, | gave it that name. (73)

The following musicians also took part in the development of Fuji music: Ayinde
Muniru Mayegun, Kau Aminu, Saka Layigbade, Mufu Lawal, Ayinde the Law, Ajadi
Lawal, Jibowu Barrister, Kasali Alani Jolly, Abinuwaye Basiru, Late Dauda Akanmu
Epo Akara and Akande Monsuru. He notes that Fji music changed when it got to the
turn of Dr. Sikiru Ayinde Barrister and Ayinla Kollington Baba Alatika. Therefore, this
paper supports the view that there were Fuji musicians before Sikiru Ayinde Barrister.
Wasiu Ayinde notes that it was Barrister who transformed Faji music.

Biography of Saheed Osupa

Saheed Akorede Okunola popularly known as Saheed Osupa is an esteemed
Nigerian Fuji musician born in Ajegunle in 1969 to late Alhaji Moshoodi Okunola an
Etiyeri musician. Saheed Osupa started music in early 1983. Osupa attended Polytechnic
of Ibadan where he had his OND in 1992 and later went to study Computer Networking
in USA. He is a notable actor in the Nigerian Film Industry. His albums include Fuiji
Fajisco, Fuji Blues, Fuji Demonstration, Master Blaster, Stainless Fuji, Big Daddy,
African Delight, Reliable, Endorsement, Mr. Music, Barrybration, Transparency and
Transformation.

Analysis

Saheed Osupa also makes use of proverbs and witty sayings to illustrate the
virtue of good behaviour and also warn against social vices. Some of the songs are
analyzed below

Idé niké You reap whatever you contribute
Ajo niwa Behaviour is a daily contribution
Kii seébu This is not an abuse

Oun to ba da Whatever you contribute

Lo maa ko You will get in return
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In the song above, Saheed Osupa makes ample use of proverbs to create the
image of good behaviour. OmoliabilGood virtue is compared to daily contribution. 4jo
is a Yoruba way through which people engage in daily, weekly and monthly
contributions of money. Whenever it is someone’s turn, all the people in the group are
expected to contribute for the appointed person. Behaviour is portrayed in this song as a
daily contribution, whatever you contribute is what you will get in return. This can also
be termed as the law of Karma or retributive justice.

Won nimu ni ka They say the nose is wicked

Kii gboorun eyan ibi It does not perceive the odour of a
wicked person

Awon kan deé 1é ni Some may say

So gboorun eyan ire gan Does it even perceive the odour of a

good person
Yoruba ma kare fowe peli ogbon ~ Yorubas are people with proverbs
and wisdom

There is another use of proverb here. The nose is one of the sensory organs which is
capable of sensing odour or smell. Nose as used in the song above is portrayed as a full
human being who is wicked. Nose ordinarily cannot smell an abstract object. This means
a wicked person will be shown by his/her behaviour in the public. This proverb portrays
the ingenuity of the Yorubas.

Oju lart We can only see the facial expression
Oré o dénu Friendship does not go deep down

76 ba n dun If it is rossy

Won d ba e je They will eat with you

76 ba kan If it turns sour

Won a sa They will run away

This is also another use of proverb. The Yorubas use this proverb to checkmate
the dynamic nature of human beings generally. Some people stay with their friends when
they financially okay while they desert them when the situation worsens. Saheed Osupa
again lays emphasis on the virtue of good friendship. The story motif is also prominent in
the songs of Saheed Osupa. This is one of the avenues through which education takes
place in traditional Yoruba land. It usually takes place under the tree in the evening when
everyone especially the children might have come back from their daily chores. The
storyteller is usually an elder while the children serve as the audience. The essence of
this storytelling period is to educate the children on what is morally upright in the
society. One of such songs is stated below.

Igba ipénjii la 1 moré We know friends in times of tribulation

Ka jo fokele run be Let us use a wrap to touch soup
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Kd tun jo fororo jesu

Se rore méji kan ngba kan
Won jijo wa

Won n peja

Tkan ma lowg ¢é de

Tkeji lowo 0 de

Sewd ri eyi towo e de

To n fun ikeji je

Bo ti e je asin 16 1 pa nigha yen
Sibesibe won 1 pin je

Ni teyi towo ¢ o de
Kerekere lowo e n de

O ti wd fé di ghéraga
Awon ti 6 rii nigha yen

Lo wa n pe ké wa jeja

Tan ba de ti wa jeja
Won a maayo oré ¢ yen

We should also use oil to eat

Two friends sometimes ago

They were together

They are into fishing business

Only one of them was catching fish

The second one could not catch a fish
The one that was able to catch fish

Was giving it to his partner

Even though he was killing a small fish
They were still sharing it together

The one that was not able to catch fish
Little by little he was catching fish

This change of status has turned to pride
Those he didn’t see when he was passing
through challenges

Were the ones he was calling to eat fish
with him

When they eat the fish

They will start making jest of his friend

This song above portrays the image of two friends who are fishermen. The first

fisherman does catch fish while the other could not even though they were professionals.
Things turned around later on and the one that could not catch a fish started doing so. He
forgot his friend that helped him in time of need. In a short while, he started giving his
good catch to people to those that were not there while his friend was helping him.
Again, Saheed Osupa lays emphasis on the virtue of Omoluabi in friendship. The
Yorubas see friendship as a covenant that must be well protected. As stated in the song,
Igba Iponju la n more/A true friend is known in times of trouble. Friendship will stand
the test of time when two friends can stand and stay with each other in times of trouble.
This is clearly portrayed in the song. When the second friend could not catch fish at all,
the other stayed with his partner by even sharing with him from his proceeds. The first
was betrayed by the second when there was a swing in the course of nature. Saheed
Osupa in this story depicts the course of true friendship and also teaches his audience not
to be a betrayal.

If two friends

Enter a room to discuss

If they come out frowning their faces
Truth has been told to each other

But if they laugh while coming out after
discussing

Otit6 k¢ ni won wo yéwit so They have not entered the room to discuss
the truth

Tori ti oré méji

Bd jo wo yarad soro

Tan jo roju jade

Won ti jo sooto fun ra
Sugbon tan ba rerin jade
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The Yorubas believe in the sanctity of truth. Truth is seen as an important aspect
of a person that is recognized as Omoluabi. It is the cornerstone of character training in
Yoruba society. Right from the cradle in Yoruba land, children are taught to speak the
truth always. Thus, a popular saying in Yoruba land says Otito koro/Truth is bitter. Truth
is likened to a bitter pill. It does not always go down well with people. In the excerpt
above, the picture of two friends is created. The two friends portrayed here do not
necessarily mean friends all the time, it could be children of the same mother. Thus, in
another way round, Yorubas do say Tomo iya meji ba wo yara soro/If two children of the
same mother enter their abode to discuss an issue. In Yoruba land, it is assumed that if
two people enter a room to discuss a matter, if they frown their faces while coming out, it
is believed that truth has been told to each other. Roju/Frown in its literal sense connotes
unhappiness. If it is the other way round, they have just deceived themselves.

E ba je ka joruko Let’s bear a name

T6 dun sile domo wa That is good for our children

Iwa tomo ba kd mé wa lgwg The behavior our child
knows us with

L6 mda hu That is how he/she will
behave

Oruko/name is very important in Yoruba land. It is an identity that must be
protected. Oruko as used in this context represents a legacy. It can also be termed as a
behavior that can either be good or bad. Omoluabi is the cornerstone of a good name.
Whatever an individual or a parent does, the children or the generation after will reap the
fruits of such behavior. Right from the cradle, children are taught to exhibit good
behavior wherever they find themselves. In the song above, the artiste presents two
different contexts. First, the artist depicts a situation within which we must exhibit good
behavior because our children or generation after will reap the fruit of such behavior.
The second context represents a situation within which whatever a parent does become a
legacy that the children or the next generation will later propagate in the future. As
earlier stated in this study, the song above again reinforces the virtue of Omoluabi which
must be taught as a lesson to all and sundry in society. A Yoruba proverb also supports
this view, Oruko rere leso eniyan/Good name is the beauty of an individual.

Conclusion

Indigenous music can serve as a means of educating the people especially the
young ones. This paper examined the significant role of music as an agent of change in
society by emphasizing the enormous impact of Fuji music and also established that
musicians act as agents/tools for socialization rather than mere entertainers. The Fuji
music of Saheed Osupa was used to buttress this point of view. The virtue of Omoluabi
is high extolled in the Yoruba traditional society and this can in turn be inculcated into
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the curriculum of primary, secondary and even tertiary education in Nigeria at large. This
will further give birth to an efficient and effective society where everyone can live
peacefully without any fear of insecurity cum sociopolitical problems.
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