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ABSTRACT

Aln the Ghetto, ALiI f e rbcton&nd Negoti&ianrof Iddityin The Co

Ajegunle Raga

Ogunbowale Mopelolade Advisor:

University of Guelph, 2012 Professor F.J Kolapo

This thesis is an investigation intdhe historical evolution of Ajegunle Raga, a reggae
form developed within an urban ghetto in Lagos called Ajegunleand the construction and
negotiation of identities therein. The research further argues that Ajegunle Raga is a home
grown oppositional music subculture that draws inspiration from diasporic musical
subculures like Reggae and Hip Hop but retains a genuine representation of Ajegunle in
its tales of survival, poverty, marginalization and expressions of creativity within the

ambience of the music.
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Figurel: Map of Lagos showin Ajegunle and its environdJsed with permission from Odunuga Shakirudeen of Department
of Regional and Urban Planning, University of Lagos, Nigeria.



ACKNOWLEDGEMEN TS

| would like to appreciate all those that have contributed immensely to maksgrtiject a
successFirst of all, | thank God for the inspiratiostrength and determination to complete this
project. | sincerely want to appreciate my dad, Lanre Ogunbowajlenum, Theresa Tokubo

Koya and my sisters, Tobi and Busdunbowaldor always motivating ath encouraging me. |
cherish yourlove, support and fendship and whatever | dis to make you all happy. |
appreciate my best friend, pillar and support, Adewale Fadugba for always being by my side and
picking me up whem am down. | woul forever appreciate how we brainstormed on my project
late into the night and how Heept calm at the peak of my confussoifo Adewale, | say]

cherish your lovend friendshipmy dearest.

My gratitude also goes out to my advisor, Professor Femi kKokm my advisory
committee membergrofessor Cecil Foster and Professor Adam Sneyd for opening my mind to
new ideas and giving me wings to fly. | never imagined | would delve into this area of study. |
was practically scared of this leap into unknownevats b ut words | i ke @A Wri
AYou can do ito, AThis job has gr elaatningpot ent
listening readingand writing.l would also like to appreciate my friend and teacher, Dr Bukola
Oyeniyi for grooming me intkectually (since mydays as an undergraduate) amaking me take
up academic challenged. appreciatethe supportof Professor Peter Goddard, Professor Alan
Gordon, Barb Mitterer and Edna Mumfaadd the Department of History, University of Guelph
for their academic and financial suppdhroughout the course of my masters prografou
made the department my second home and when Pius Adesanhms presentation at the
University of Guelphsays Canada cabe our Africa, the Department of History and

Internaional DevelopmentadeCanada my Africa.

iv



At this juncture, | would like to appreciatbe respondents for their hospitality and
interest in this research would want tosay a big thank youto Ajegunle Raga artistes like
Daddy Showkey, Daddy Fredijghty Mouse, Baba Fryo, Nicco Gravity, Vocal Slender, Kanmi
Ranking, Kimi RankingMad Melon, Prosper, Delta Ninjayrical Builder, Okinla, Wisdom
King, Intruder, Akinoye, Cashman Davis, J Black, Hip Hop Alhaji and many others for telling
me their insping stories. | Bo appreciatehe officials of the Ajeromilfelodun Sectariat, the
Baale of Apgunle, Chief S. Salami and Prince Tajudeen Basua of the Ojora Ruling family for
giving me an opportunity to know the origin and history of Ajegunle.ditgeregratitude goes
out to Innocent Uba, Obi Neke, and othemusic marketersof Alaba Internationafor sharing
their thoughts on the Ajegunle music industry with. nhelso appreciate the contributions of Dr
Albert Oyikelome of the Creative Arts DepartmaitUniversity of Lagos, Dr Seye Kehinde
Editor, City People Magazineflorence Udu of the Uncommon Man Network and Joe
Ejiroghene of Radio Nigeria to this research. | am sincerely grateful for giving me time out of
your busy schedules to share your s®rieoncerns and prospects for Ajegunle Raga and the

Nigerian music industrgs a whole.

| would also like toacknowledge the contributiorsf wonderful friends like Adebola
Odebumni (aka Mr Bee), Adebowale Adesuyan (aka Bowii di Reflector), Trahk&heho
(aka TG), Dare Sagdaka Baba Sagoe), Bunmi Cok&emi Ayegbusi, Bella Okogie, Gbolabo
Olaniwun, Bukola Adesanwd@lubunmi GeorgeRasheed Hassan, @dunuga Shakirudeen
Joseph Bolarinwa, Ndidi Okpara, Adenike Adegbayi and Adewale Fadugba to theskucces
comgetion of my fieldwork. | sincerely appreciate the members of the interview crew Adebola,
Bowii , TG and Adewale fobeingon the fieldwith methroughout the course of the research. |

am also verygrateful to my Guelph family:the KolaposMummy Okoh, Mummy Florence,



Daddy OkuribidoOlabanji Akinola, Abiola Bankole, Blessing and Tobe Emerenini, Candace
Stewart, Sabrina Thomas, Yonae, Paul Gordon, Joe Mcintyre, Raschelle Litchmore, Steff Dwie,
Bamidele AdekunleMr and MrsNtinya Johnson, Ajoke &lo (and many of my other friends in
Guelphl forget to mentiopfor showing a great interest in my work and asking after my progress

always.

Finally, | appreciate my heroeBeroines andanusical idolswhose words, thoughts and
ideas inspire me daily-anre Ogunbowaldmy dad) Rasaq Gbadamosi (my uncl€yewale
Tomori, Fela Anikulapo Kuti, Angelique Kidjo, Chimamanda Adichie, Ngozi Okonjo Iweala,
Sade Adu, Asa, Bob Marley, Victor Olaiy@bafemi Awolowo,and Wole Soyinka. | dpe to

make a great changedgociety like my heroes someday

Vi



TABLE OF CONTEN T

(00 7= o PSS U R T TR PSP ORI PRPRORO i

Y 0L = Lo PR PPPPPPPPPPP Li

1= o R PP ii
ACKNOWIEAGEMENL. ...ttt ee e e e e e e e e Liv-vi
Table Of CONTENT......oii i e ee e e Vil

LISt OF TBDIES. ... ee e e viii

LIST Of FIQUIES......uutiiitieet sttt et e e e e e e e e e e e e e s s s st e e e e e e e e eeeee e X

LiSt Of NOMENCIATUIE.......uuuiiiiiiiiii et e e e X...
Chapter Oné INtrodUCHIQN...........oooiiiiiec e e e e e ee s 1-8
Chapter TWd ReVIEW Of LILEIratUre...........uuuuiiiiiiiiiiieiiieie e e 9 20
Chapter ThreeSources and FIighdork.................ouuuieemiiiiiiiiiiee e e 21-24
Chapter FourHistory of Ajegunle Raga and Popular Music in Niger....................... 2547
Chapter Fivé Construction and Negotiation of Identity in Ajedel Raga.................... 8484
Conclusion and ReCOMMENALON. ...........uuiiiiiiiiiiiiiiiiieee e 85-87
BIDHOGIapNY ... oo e ee e — e —————— 8894
Oral Interviews and BCOGraphy.........coouii i 94- 98

vii



LIST OF TABLES

Figure 7: Table (constructed by author) displaying the use nfbéolanguage and vocabulary in

the lyrics of Ajegunle Raga.

viii



LISTS OF FIGURES

Figure 1: Map of Lagos showing Ajegunle and environs

Figure 2 Street Soccer in Ajegur(gll photographs taken by Bowii di Reflecto€opyright

belongs to the audi).

Figure 3 A view of AJ city.

Figure 4 Daddy Fresh, pioneerof Ajegunle Raga at the Embassy.

Figure 5 Daddy Shavkey aka King of Ajegunle Raga

Figure 6 Baba Fryothe Denge Pose Crooner with TR&@od Ocheho at the Embassy.

Figure 8 Intruder, a pominent Konto producer at his studio at Ajegnl

Figure 9 Vocal Slenderan artiste of the Konto Alanta

FigurelQ: The author, Lyrical Builder and Adebola Odebunmi.

Figure 11 Prosper, a studio engineer and music producer at his studio in Ajegunle.

Figure 12 Kanmi Ranking giving a ghetto solider poséiatbarbing salon and video club

Figure 13 The musicians and interview crew at the Embassy, Ajegunle



LISTS OF NOMENCLATURE

Jungle City

Jolly City

Ajegunle Raga

Konto

Suo

Galala

Alanta

Charlieman

GhettoSoldier



Chapter One- Introduction

It is calledfJungle Citp because of its multi ethnic population of Igh@ruba, ljaw, Hausa and

Urhobo, CletusNwachukwu,i n  an ar Muasadlcealt iRtelveod ufi nobeathat n t he
Ajegunle is home toviolent crimes, ethnic conflicts, prostitution, drug abuse and juvenile
delinquencies. Ajegunle, located in the Ajeromi Ifelodun Local Government Area of Lagos state,
Nigeria is by all standards, a slum or an urban poor neighbouriidddvid Sdtertwra i t e 6 S
typologyof the multiple deprivations associated with urban poverty conditions iseatidfhese

deprivations include:

inadequate food intake, large health burdens from illness and injuries
associated with poor quality homes, inadequate veateitation, garbage
collection, inadequacies in public transport, difficulties in getting health
care and affording medicine; difficulties (and often high cost) of keeping
children at school for long hours and often damage conditions
(Satterthwait200374).

Ajegunle exudes these sldike conditions in its erratic power supply, environmental,
sanitary and infrastructural deficiencies. According to the Report on Community Infrastructure
Upgrading Program for Metropitan Lagos Ajegunle constitutes 12.8% the forty twosocially
blighted areas in Lagos and its population has increased astronorbealiyen1952 and 2006
from 12, 951 to 500,000 respectively (althougiofficial records suggeshat Ajegunle houses

close to two million Nigerians).

Despitedl, Ajegunleisalsod e s cr i b e d decaudebfats Vibsant Entettainment
culture that has churned out nationally and maé&pnally acclaimed soccer starsusicians,

actors ad actresses. As Nwachukwu notes:



Figure2: Street Soccein Ajegunle

Contrary to the seeming and widespread negative perception of Ajegunle
inhabitants as lazy, never do well criminals, observers argued that the city
is peopled with hard working, law abiding, ambitious, strong inhabitants
who abko love to enjoy regardless of their social economic limitations
(Nwachukwu 2011par. 6).

It is against this backdrop that this research séekexamine the emergence of the
AjegunleRaga n t he Nigerian musi c scenfthememoriesioe 19 8C
marginalization, poverty and ghetto life in Ajegunle (and byesion Postcolonial Nigeria) and,
on a wider scaleits artistic connections and borrowings from musical genres of the African
Diaspora particularly, Hip Hop and reggae tratbns with which it shares a similar history of

marginalization.



Andy Bennettjn tracing the histories of reggae and rap musiephasises the relevance
of youth insubordination to the redefinition of popular music as a site for the negotiation of
identities. Popular msicservesasa g | o b a | contirualyexploree andiredefined through
the inscription of particular urban narrativéBennett2000: 63) into the aesthetic and cultural
composition of the musidhe concept of wtural reterritoridisation in pgular music signifies
the mobility and adaptation of popular music genres to new cultural conditions without entirely
losing its initialessence. Rap musiwith its street cultural an@mprovised originsandreggae
with its antroppressionmessageattain global relevanceecause of their malleabilityp unique
urban narratives of various culturdsisis evident in the appropriation of reggae and hip hop in
Australia and Japan respectively which are Hatv of the very many examples of the
relocalisation of reggae and Hip How/hile Australia encounters the same history of slavery and
marginalisation as the Americaseggae among the aborigines maintained the Rastafarian
emblemswhilat t empt i ng a tied tollabduights,|torgyine, oi a\cudtuiral ifitegrity
beyond corgmporary industrial arrangemeént ( B e€2600:8). Also interesting is the use of
hip hop culture and rap music to reinforce the generational protest of Japanese youths as opposed
to the traditional use of hipolp to address issues of racial exclusion, ghettoization, black urban

narratives and gangsterism.

In the Nigerian case studghonekan observes thappers combined the essence of Afro
beat with traditional music genres to prodacbhome growrHip Hopwithi hu mo u r met ap
and r h(Shonekar@011:16) that offered narratives on the Nigeria society in the second
half of the 28' century.He however condemns tifiencriticab adoption of hip hop dture by
Nigerian rappes; especiallythe stifling of local creativity to accommdate what Niyi Osundare

~

call s At he HShgnekarkDpl:16) hat argesdnéa@t t ake | eave of on



and assume the borrowed clichéd skaof the o t h €Shanekan201116). Thus the
globalization of hip hop and ts entrapment in # culture industry creates gradual

homogenization of localised forms of rap musidit the American standard

Notwithstanding the locality remains significant in Nigean popular music with the use
of pidgin English, incorporationof traditional Nigerian rhythmic elements asplecificcultural
narratives into the music. It is against this backdiai this study of Ajegunle Ragseels to
highlight howAjegunleis represented in the lyrics and penfiance of the music. Though many
studies attest to the musical feedback cycle between Africa and the diaspora, there is little
emphasis on the reworking of reggae and rap music in the Nigeridextomhis rese&h

contributes to fill ing this gap.

It must be noted at this juncture thidsere is no specific musical formunique to

Ajegunle. Ths is basically because Ajegurti@s produced Fuji, R and B, reggae and eagn r

artistes. This researchowever focusson Aj egunl eds variety of r

languages, Pidgin Englistbagos and Ajegunle slangs with dialectical versions of Jamaican
dread talk, the activism and cultural elemesftRastafarianism and Afro bedle slackness and
ghetto inflections of Hip Hop and Jamaican Dancehall traditions. This genre has also been
selected because the bulk of Ajegunle artistes compose reggae tunes and the institutionalization
of the musical culture in Ajegunle began in the eafly9l0 6 sthewestablishmerdf the Raga

Dub Chapel, a cergrfor the discovery and nurturirg§ hip hop andeggae talentby Johnny

Nabena and Mighty Mouse

e



This comparison does not implyathAjegunle Ragas purelyreggae or Hip Hop. On the
contrary, Ajgunle Ragaevokes arexpression of Ajegunle in its performance style and lyrics.

This researh thereforenighlightst he A Aj e g u n | e owith specificjeeence | e Ra g a

Figure3: Astreetview of AJ city.

to how the lyrics and the performance style draw matefiam the realities in this ghettl is
these realities that makAjegunle Raga authentically Ajegun@ue to thelimited literature on
Ajegunle Ragamusic, an examination of the basic characteristics of the music of the
marginalized in Africa and itsiaspora shall be a good platform to understand the possible

elenerts that have shaped Ajegunle Raga



RESEARCH QUESTIONS

The following quesbins constitute the basic concethis research intends to address;

1 How did Ajegunle Raga evolve within the context of Nigerian popular music in the
| ate 19800s muerte olvthealiagos esiviranrheat apdpular music

genresike Juju, Fuji and Highlifen Ajegunle Raga?

1 How is the Ajegunle self anthy extensionthe multiculturalism of Lagos expressed
in the performance of the music? This question will also takaizagce of how the

social geography of Ajegunle and Lagos is reflected within the music.

1 What is the influence of reggae and Hip Hop on the lyrics and performance of

Ajegunle Raga?

BREAKDOWN OF CHAPTERS

This thesisshall dtempt a review of literature guopular music in Africa and its diaspora
with the aim of highligting the importance of music in tkéorage of collective memory and the
reinforcemat of identity in geographical and culturapaces Also, the evolution of popular
music in Nigeria with pdicular focus on the centrality of Lagos to the development and
commercialization D popular music in Nigeria shall be discussed. In light of,thise
intercultural elements in Nigeria popular music shall be tracedslamic, EuropeanyVest
Africa, Afro American and AfroCaribbean musical influenseand theemergencef Ajegunle
Ragawithin the history of Nigerian popular music shall é&amined The fifth chapter shall be

dedicated teexamining the narrative identities of Ajegunle and Lagos represamtdjegunle



Raga andthe appropriation of reggae and Hip Hop traditions in the lyrics and celebrity

representations of Agunle Raga

METHODOLOGY

The use of qualitativeand partigoatory research approaches hdeen necessitated by
the interdisciplinary nare of this research. This research shall utilize primary sources that
include oral interviews with Ajegunle Raga artistes, residents, music marketers, media
personalities and music scholars. Also music videos of Ajegunle Raga artistes would be used for

lyrical and performance analysis.

While the availability of the necessg music videos is guaranteetthgnks © YouTube),
this researclexperiencd some limitation in oral information from media personalities due to the
time congraints of the field reseeln and the inability to get irtouch with some media
personalities relevant to the Ajegunle cabedy. This gap isbridged through the use of
newspaper articles tevaluate the public perception of AjegenRaga Secondary sources
comprising of jowunal aticles and books arased to provide a historical connection between

Ajegunle Raga and popular music in Africa and its diaspora.

Stanley regards music and performance as a habitus for the display of history and
identity,; Afan | nst $steecanomy,rideityt and benitdge ardr orgardtké pr o c e
(Stanley2010:32). Shefurther noted h a t identity in music inhabit
the past and present in a spiral of iptetation and reinterpretation (Lawl2008:19).0 Thi s
researchtherefore seeks to examine music as a narrative encapsulating the memories of the

marginalized, creating an unending musical dialogue and solidarity between peoples sharing



similar histories of marginalization within various geographical orbits and alacantre for the

negotiation of identities.

Durkheim assertsthat solidarity is often necessitated by some sort of mfigand
soci al i z at indivwduals toaatbrodder rdilectifibyunified by factors beyond the
economic (Crow 200220). Bourdeu notes that this solidarity is created by the dynamic
interactionof the symbolic capital (made up of the econonsiocial and cultural capitalithin

the fhabitus:

The system of durable and transposable dispositions through which we

perceive, judge ah act in the worl dé. The habitus i

learned by us via exposure to particular social condit{@wler and
Watt2007:173).

SIGNIFICANCE

This research hefpreinforce the idea that music is a tool for the expression of identity,
negotiation of idertity and also a storef collective memory. It shall also reflect the continued
musical feedback Ieen the Africa and itdiaspora. However in the Ajegunle case study, this
feedback cycle shall be consideredaalaptation of Afro American and &f Caribbean rhythms

and groovesnecessitated by a shared memoryimpoverishment and marginalization, a
solidarity triggered by a quest for redemption from oppression and an urgent need to reinforce

the self thatthe social constructions of societftenincapacitates.



Chapter Two - Review of Literature

Ajegunle Raga and its evolution withthh e Ni geri an entertainment :
received little or no attention in scholarly writingShis may bedue tothe fact that this
adaptatiorof reggae to sutthe Ajegunle context is barely considered a unique genre of Nigerian
popular music like Juju and FujDyikelome,2011) Stephanie Shonekan in her study of the
influences of Hip Hop culture iNigeria notes thate development of varioususical forms in

Ajegunle (AjegunleRagainclusive) isone of the several responses of Nigerian mass to the
waves of reggae and Hip Hopusict hat f |l ooded the Nigerian mus
Studies treating Ajegunle Raga as an innovative expression of the Ajegunle self and identity
within the ambience of reggae and Hip Hop instemtaton and radicalism are nexistent A
propercharacterization of the Ajegple Raga shall therefore benefit framunderstanding of the

roles of popular music in Africa and the Africatiaspora In addition to thisthe similarities

between Ajegunle Raga and othgenresof African and diasporic popular music shall be
identified especiallyas reflected in the memorigkey represent, the cultural, religious and

political expressions therein @rthe negotiation of identity withilyrics and performance of the

music.

Mano Winstonargues that popular music in Africa serves the purpose of journalism in
the way it informsmobilises and enlightens people about the political and social conditions of
the naion. Thus,when thepress is gagged, popular mufis an alternative comunication that
helps galvanizdorces at the margins to recognize and do something about thawroundble
conditions of lif® (Winston2002: 93). Also, popular music in Africa gainssitwider audience
by e x p raeagjaity wiljwhén all other avenues seem to be clog@dnston2003:93). It

isther ef or e | our ntadtsthe mgendan whathte talknamgng [eople and in the

9



way music texts meet with and generate new forms of knowledge among members of the
audien ¢ @ANinston2002 93). Thoughthe assumption that popular musicvesr a journalistic
purpose ivalid, a pigeonholing of Afcan popular msic into this categorgeglects the idetat
fiharmony and hostility between politics and music is largely determined by what type of service

the latter offers to the form@(Falola and Hassa2008:341).

Christopher Waterman encapsulateshis interestbased relationship between popular
music and politics by examining various celebrity representations in the Nigerian popular music
scene and how they serve mild or radical political purposes. In his classificatios adlebrity
selves intot he ABi g mano, t he 0 Kdskedokn edbchetypas dfethet 6 an
voices of adulation, vehement resistance to authorities and the faceless masses respectively,
Waterman views the celebrity as a voice representing a solidarity of the ma#isesinethe
subtl e r esi stThe MaskedOrf €,0tha radical tunes &nd activities of the Fela
AnikulapoKu t i , ( A The )BdndtbekaduRtiorssiujicaednitjwartiste6 f The Bi g
Me n.dn)all these categories, it is interesting ttenthat the celebrity standsfior the voiceless

and evoks their representations through musical lyrics padformance.

Afro beat however strikes a slightly different cord as it progressed from being tie mus
for the marginalized tone by thanargiralized or better stilvictims of political persecution. An
examination of the gradual transformation of Fela Ransome Kuti to Fela Anikulapo Kuti is
crucial to evolution of Afro beat as a dissident tune in Africa popular music. The emergence of
therevolut onary Afro beat music was | argely influ
and Pan Afri cani sdcunterdvehoSaram ilselae (dufia lursidcsessfel
American tour), a former member of the militant black nationaliganisation andis exposure

to the revolutioar y t eachi ngs o blackMualitical oradicalisid and rultural i

10



nationalism that effected an epochal shift in the psychologaadtitution of African America
(Olaniyan 2004:30) initiated a revelation, consciousseand enlightenment that recycled Pan
Africanist and Black power ideas into the political commentariebligérian Afro beat This
further extends intoA f r o  predactios 0f an antiestablishment performance culture and

lifestyle in the context of thpolitical dynamics of post independent Nigeria.

Michael Olatunji in AYabis: A Phenomenon in Contemporary Nigerian Masiaws a
connectionbetween Afro beat and Ajegunle Ragéen he identifies both as Yabis mdsic
Although the bulk of the work foceson Afro beat and picks on anegunle Raga artistdie
Baba Fryo and African Chingn artisteoften considered an AjegunRega artist¢. The study
notest hat t him bohYganbes is articulated in their criticism of the Nigerian politico
econome conditionsthe use of Pidgin English and nonsensical onomatopoeia to relate with the
ordinary Nigerian. Though this material does not provide an exkauatialysis of Ajegunle
Raga,it gives us an important insight into subtle resistance of AjkegRaa which the author
perceives as slightly differefitom the radicalism offro beat which forms the bastemplate
for understand n g fi Waske.iA<antribution of my study is the identification tife unique

el ements of Aj egundbeenotRecassarilywepitonsize. A Yabi s 0

A prominent attribute of popular music is the role it plays in storing the collective
memory and providing a voice for an oppressed and marginalized group. In this case, music
serves a dual purpose of documenting the realitiess historical epoch while also actig a

weapon against oppression. Thigends beyond the informative and politicgeada that Afro

'iYabi s goineddrenit he AYabis Nightoof Fela Ani kul apobds ever )
Lagos of the 1970s represents a session of Felabs stag
Yabis music is therefore any form of Nigerian music #rabarks on social and political commentary using Pidgin

English, nonsensical onomatopoeia and realities from base society.

11



beat represent§ his use of music as a weapon against oppression and also a store of collective
memory are better exnplified in the Black South African music during the apartheid years.

According to Miriam Makeba, popular South African musician:

In our struggle, songs are not simply entertainment for us. They are the
ways we communicate. The press, radio and TV alrecensored by
government. We cannot believe what they tell us about e@rtsy
2008: 64).

Gray Annie Marie notesthaegn r es | i ke i i, Noystoyoand trafliiomah gt i me
liberation charg providescopious historical details of the conditioasd moods of Black South
Africans. Similarly, compdst i ons | i ke @ Uray Retben Galaza (ag@upilandAct o
laterteachen f t he Ohl ange | nst it uGodplesaAfrida) HyNEnacks i Si |
Sontonga consecutively served as the SAN@outh African National Native Congress)
anthems amh expressed the emotions ldbck South Africaain their fight against the political
and psychological oppressions of apartheid. As the revolution became more BlaektSouth
Africans expresskmusica solidarity with the African diaspora by drawing inspiration frtme
rhythmic elements of Afré\merican ragtine withits historicaly significantexpression of Afre
American seHadvancement in the face of centurie¢ s | aver y. Il n Mt@nyee Jer
Rhythms of Resistanceereflects the use of Black South Africa music as a therapy against the
psychological depressions of apartheid. With the dominance of the South African music industry
by the white South Africans, black music and radio progravese put through rigorous
censorship. This gagging of the media led to the production of less politically overt Black music
that only demonstrated the agitation and resistance of Black South Africa by its mood, tone,

voice and instrumentation.

12



Despite dl musical concerts still sprung up in the black neighbourhoods, hostels of
migrant workers and even in the churches. The documentary furthéghiglthe performances
of the fAMahotell ado whoéendan allemativetmbde to xpriagsiica n a 0
sufferings of the black South African through dramatic musical performaimcdsiack
neighbourhoods. Jeremy also notes thasical revolutios werekick startedwithin the hostels
of migrant workers who regained their pride and victory over oppeespartheid through the
performance of théNgoma, a Zulu war dance. In thapartheidSouth Africa popular music
was a weapon against oppression, a store of collective memory and a space for the negotiation of
the heroic Black South African identityahapartheid deniedopular musicians in Black South

Africa used music not only for entertainment but for regaining a freedom that society denied.

Though, the South African rhythms of resistance éelpedefine popular music as a
A h a b ifot thes negtiation of history and identitythe utilization of popular music for the
reassertiorand negotiation of identity isvidently reflected in theeggae Rastafarian duality
wherethe socialand political ideologies dRastafarianism is expressed within thedyy rhythm
and the celebrity ideity of roots reggae. Stephen King describes this symbiotic relationship
between reggae and Rastafarianism as a relationship between a protest song and social
movement with the latter providing a religious, cultural @otitical memory conveyed ithe
lyrics and celebrity identity in reggae music. Equally evident within reggae celebrity
representations are Rastafarian emblems like the Rasta colours (gold, red and green), wearing of
dreadlock and the use of dread vocabulasy a confrontation of the oppressors and the
reinforcement of the whority of the self. ie constant use dhe first personfilo even in
referring to a third party is an exampl@oupled with this is the constant reference to Jah, the

deified Haille Selhsie (the Ethiopian King crowned in November 2, 1930) as the saviour of the

13



Rastafarians from the oppression of Babyforking emphasises thaiot all reggae artistes are
Rastafarian and thalhe earlier contacts of reggae pioneers like Bob Marley wighdispersed
Rastafarias in the ghettosof Kingston transformed regg into a music that serves an
fimportant ingr oup functi on é i ncluding I ntensi fyin
member 6 s s el fdPeddE20@6rHdr)far theeRadtafaanymovement.Sarah Dynes

considers the RastafarianidReggae duality as an elective affinity between a cultural fomoh

Afa soci al, politicall y(Dywnes201l0r22)lreprgsenting s pojiticab n g a g €
and religious chain of memory. Firss, the continued remembrance of slavery and the urgent

need to reinvent Africa (often referred to as the lost pagadis the lifestyle of the Rasta.

Reggae further reflects the Rastafariarreading of the Bible and the comparison of their
dispersal fom Africa and the experience of slayeinder the Western and Jamaican authorities
(regarded as Babylon) with the exile of the twelve tribes of Israel and their persecution in Egypt.

The hope of th®asta is however brought to light in the eschatologiaaiative of reggae music

where the eventual destruction of Babykmd liberty in Zion (Africa) s t he Rastads o
for redemptionfrom oppressive BabylorAccording to Dynesjs a culmination of this social

memory and the hope for redemption from tigeanny of Babylon that defines reggae as
Jamaican history as narratedm the perspectivef the poor and athe music accompanying a

socialreligion of the poor.

Ajegunle Raga artistes (though many claim to have no religious attachment to the
Rastafamn doctrine) draw a lot of inspiration from the reggae perhaps because, like Kingston,
Ajegunle shares the same ghetto realities of poverty, deprivation and marginalization. In addition

to the solidarity developed out of a similar expereen€ marginalizaon, Ajegunle Ragaraws

2 Babylon encapsulates slavery, poverty and all other forms of oppression found in the Jamaicantsscisy a
secular worldhat is not Rastafarian.

14



almost all its rhythmic elements and celebrity identities from reggae and Jamaican dancehall. It
is worthy to note that in a Yewbeé r ecor di ng of Bennie manos,
Dancehall) musical tour in Nigeria in 2004, Wwas introduced to Daddy Showkey, a successful
pioneer of AjegunldRaga. It is interesting thatboth men wore dreadloclsd communicated in

dread talk andDaddy Showkey particularly urged Beenie man to visit Ajggumhich he
referred ton acf t MNé&gd meigabauehdod where reggae artistes have been
produced. The intriguing thing about this little interaction is that both artistes shared an affinity
of brothers playing the same music and also having a similar experiengeveity and
margnalization. This researchtherefore highlighg the essential components of reggae
demonstrated within Ajegunle Raga and how reggae has also provided a space for the expression

of the Ajegunle self and musical creativity

Simonde Akinde highlightthe adaptatiorof reggae in African popular music through his
examination of the useo f Nouichd (lvorian French)in Ivorian reggae to express the
disillusionment of the unemployed youths with the political situations of the country
Consequently, #ocalisel | vor i an raenglliarg role indhe eetlirn @ multiparty
politics in 1990 under Houphouet Boigny and in the December 1999 coup that toppled Bedie and
put an end to the rule of the PDCI (P&Dti Den
(Akindes2002: 195).Akinde notes that mmsicians like Alpha Blondy and Fadal Day, banned for
critici zi ngmeBteatkikeors for guiizingRastafarian cultal representations.

Alpha Blondy reflected yauh i ns ub or di nlastovnanystidue aroand syebois ofg

Rastafarianism, dreadlocks, marijuana, red, maed gold, walking stickand] the Bible (even

®Beenie man interaction with Daddy@vkey h 2004 was uploaded in April 272009 under this link
http://www.youtube.com/watch?v=UIhCV_oW7wo
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though he was Musli(Akinde 2002:195).According b Akinde, nost Ivorian reggae stars like
(Tiken Jah Fakoly) havenaintainedloyalty to 10ots reggae but introduceal local flavour
through the usof native languages and French. Juxtaposing thikdacurrentcase study, the
guestion remains what local elements and st are inherent in Ajegunle Raghich roots
reggae andamaican dancehall traditions complement? This &palys research intendshelp

fill. Ajegunle Ragaas earlier noted draws a lot of its celebrity representations, advocacies and
lyrical terminologies from roots reggae but there seems to be no spemifimitment to any
religious ideal of RastafarianisnHowever Rastafarian representations are depicted in the
wearing of dreadlocks (artistdike Daddy Showkey, Marvellous Bengy, Professor Linkin,
Raymond Kng and many other are on dreadlgckasng of Rasta vocabularies like Jah,
Baby!l on(almoétlalr Ajegudle Ragase this terminologies except Daddy Feand the
wearing of the Rastappropriatedgold, green and redolours (Marvellous Bengy Daddy

Showkey and BabBryo put on caps or use scasvof this colour).

However, Aj egunl e Ragabds ¢ Rastafaraanismc witb thard coré e n d
Christian expressions seems to indicate that the artistesygly sympathetic tthe Rasta cause
andarenot Rastafarianat heart This is observedinnsot o f Da d dlyrics@rdeidekse y 0 s
where heusewor ds | i ke AJah Jehov ahwhich afeHabelyaRastaa 06 a n d
vocabula y. The oxymoroni c bl eisphticolaly iotdrestinglbedadse a nd |
i J ardéfers to Haile Sellasjthe Rast a Go d , theClristianJGad b cam thedefore
be assumed that most of the Ré&msian and regae representations are relocalisetb the

Ajegunle and Nigerian social and religious context.

Ajegunle Ragdurthertakes on the politica@ngagemendf reggae through its criticisof

poverty, violence, ethnic conflicts and corruption in Ajegunle and the Nigerian society. Daddy
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Showkeyin his songFire! Fire! declares that the Nigerian nation is under fire because of

corruption and it is dg ghetto soldier who cadear thenferno:

Fire! Fire! In our country!
Give me plenty water
Make | quench thére...

ConsequentlyAjegunle Ragaakes ondeep political and social commentapn the
Nigerian conditionand how it affectgshe ghetto dwellers. éwd lyrics and the expressions of
masculinities in Jamaican dancehall are vividly displayed ig#j& Ragaduring the second
era of the evolution of Ajegunle RagBales of gangstessm, prostitition, drug abuse, sex, crime
and survival in the ghetto all add to the street credibility in the music. According to Daddy
Showkey, (Ghetto Soldier) it is only a soldier that survives in the ghetto because of the economic
and social problems prevalenttime ghetto. Marvellous Bengy accentuat@s message the
lyrics of thesongLife in Ajegunle

If you are living in Ajegunle, ma& you no,make you

shineyour eye well well Look you left ad look you
right cosyou may be the ne victim. *

MarvellousBengy also tellghe tales of killings, the gun culture, prostitution, fraud and
drug abuse in Ajagnle. Prof Linkin in his songdogodoandCharliemangives a life display of
his dreadlocked counterparts smoking marijuana and expressing its hallucaftgotgn dance
while telling stories o the marijuana business andattects on youths in Ajegunle. Mad Melon
and Mouwntain Black take a more positia@proach by showing how the ghetto soldier is proud to
make a living out othe informal economy by g afi Da n f o . ID fact,ihey constantly

emphasizethatt hei r v 0 Daaft Drover® naakes thiem influential beyond Ajedan

* This simply mean# you areliving in Ajegunle you have to be vigilant so you do not become a victim of violence
or criminal activities
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especially in other areas dhgos like Mushin Olosha, Alagbado, AlabadaOjuelegba. The

i dea of driver saiiffiddawittf his@ccupation and happy as a product of the gleetto i
resonated i n Dgdwhgre & kaydlv koa yeé 81y mama (Hossanna)/ tell am
say oh (Hossana) tey for ghetto (Hossand)no getti problem (Hossanamplying the Ghetto
isasafe havenforallRay an T ex pr es s &ahing dey @r fobthe grettoywheneg i

we dneegning wéavegotno problem in the ghetto.

Rather humorously, Raymond n§j in his songAjegunle Holiday says Ajegunle is a
paradise and if you want gm on a summer holiday come to Ajegunle because of its friendly and
hospitable abode. He makes a rather interesting argument in his song when he asserts that most
Ajegunle dwellers are regarded as never do wells and criminals but they are still hagpy. Thi
brings us to the question of the negotiations of identity done within Ajegunle music, a reassertion
of the self that the economic, social and environmental constructions diyduoie denied. This
researclhthereforeturns now toexamine Ajegunle Ragdts representation of Ajegunle aiitd
adoption of regga@ telling the story of poverty, marginalization and a partial victory against

such odds through an investment in musical creativity.

Hip Hop canneve be divorced from the originef Ajegunle ragaln fact, Stephanie
Shonekan records thptoneering Ajegunle artistes like Daddy Showkey and Daddy Fresh (Fresh
has a lot of R and B inclinations in his raga) began playing rap music in 1986 with their crew, the
Pretty Busy Boys coprising of Sexy Prettyand Casman Davs. It is therefore imperative to
note that Ajegunle Raga and Hip Hop culture share a similar fybwbst and insubordination
expressed in music and danéi#p hopis a subculturéhat emerged from the block parties of the
poor South Bromneighbourhood in New York the 1970sAs chronicled by Emmet G Price

lll, the replacement of an earlieriddle class neighbourhood BreWorld War Il Bronx by a
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population of poor blacks, Latinasd Latinospioneered the Hip Hop revolutio®n the one

hand, the construction of the Cross Bronx Express Way which was to serve suburban commuters
fidevastated the once stable community, pummelling some 60,000 d¢Rrase 2006: 6)

forcing affected familiesto relocate. On the other hand, Robert Moses, the aonstruction
coadinator who led the demolitiorreplaced single family apartment with high rise building
which weregi ven at s ubfieeirdiwarlend and mitddée class familids who could

not secure the highly competitive housir{Brice2006 17)

A culmination of these factors turnedddx, a middle class communitnce populated
by Jews, Italians and &, into a ghettoof despair where street gangs, crimes and drugs
combined with filth, dit, poverty, frustration andexploitation (from gvernmet and even the

slum lord) thainstitutionalized a culture of violence:

By the 196006s the South Br atersofwas regarded
street gang violenceNumerous brutal gang encounters, pattdy

around intra territoriativalries and sexual assault of female victims by

male gang members were common headlines in local newsfiapears

2002:46).

Hip Hop was born out of a need to redirect this gangsterism into a creative energy
exhibited in Djing (disc jockewig), MCing (rap)danceroutines bythe B- Boy andB- girls (the
fi B meas break, alance routinepnd Graffiti, the art form that accompanied the music cum
performance revolutianThe documentaryrRap: Looking for a Perfect Bealescribes hip hop
from the point of viewof its pioneers as &ubculture represeng a creativeresponse to the
social decadence of South Bronx and in the words of Grand Master Flash, an expression with

fino constrictiong (Shaw 2004).
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As Price states,}b t he 19800 s, rap musi that uesgoeash t o
social segregation andtold the stories of gangsterism, sex, drugs and crimes whiploiteers
sought to avert. Influenced by radical political lyrics of Gil ScohEri( a Jazz poet)
igangsntam dr ew ma the wdrsaning grablerms fading African American
communities and especially young black méQuinn 2005:19)t o p r esecalytvalidh A
testament of ghetto reality, slotting easily into preconceptions about black ghetto realness:
authenticity with no uplifs (Quinn 2005: 21) . Byron Hunt inHip Hop: Beyond Beats and
Rhymesexamines the reinforcement of black stereotypes within rap music. Featuring wsgervie
with rap pioneers, musicianscholars, enthusiasts and cultural critics, Hunt highligbtg hip
hop sl t ur e a@dldere age¥ thaseconstantly propagateglin culture, homophobia
gangstesm and an extreme objectification of women as sex subjects. Hunt however neglects
the reality that Hi pnotBnlypmpbasizes its roetstte ghetwobutitt h e
further displays stet credibilityand its relevanct thelyrics and performance of the rap music

and Hip Hop culture.

This reggaerap duality is butone of the several music tendencies exhibited in the
Ajegunle social context. Hiplop strikes a commonality with Ajegunle Ragat simply in the
fact that both music take roat the ghetto bubecause Ajegunle Ragausicians injecsome
elements ofrap in their music as exemplified n Mar v el | blawsDanBeRkengxy 6 s
Ajegunle Ragartistes pasically all of them) fcther maintain their street credibility by bringing
tales from the streets into their mudijuallyinteresting is the fact that Ajegunle Rageeates a
complete musical theatre with its competing dance routines to aecgnbpe activities of the

musicians, DJb6s and music prod

e 6go en aged o i p op is the perio et ween t
°T h 5 | d 0 f  Hi h i h iod b
greater creativity, innovation and ensity.
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Chapter Three - Sources and Fieldwork

This researchutilized mainly primary data in the form of semi structured interviearsducted
among musicians, miesmarketers, media personalities and academicians located in Ajegunle,
Alaba and other parts of Lago3his researchbenefitted frompersonal interviews with
propagators and eyewitnesses to thegénle music revolution who were willing to tell their
stoies Notwithstanding,logistical challenge®ccurredthat slowed down the process the
researchpreventingaccess tawo media personalitiegery relevant to this researdin. addition

to this, power tussldsetweenlte subjects of the reseanglayed at in form of biases in the oral

data collected.

David Henige observes thdtt he mos't out standing characte
unpredictability(Henige 1985: 39) evident inform of inconsistent lwronolog, biases and the
power dynamic®f interviewing.In the course of the fieldwk, several biases were identifigd
the oraldatacollected from different generations of Ajegunle Raga artiatesa fewYoruba
residents of Ajegunlel’he researcher observed divergent perspeatineauses othe deline of
Ajegunle Raga from the 2000&or members of the Galala &réater generations of Ajegle
artistes lackhe creativity and perseverance required for fireduction of good music. On the
flip side, the musicians of the KontBuo’ and KontoAlantd® era considerthis declinea
conditionnecessitately media unfriendliness and the reduéiedncial and moral support from
the nfAel der s .0lhthefsanee yaimnabiteonalRvargba leaders interviewadcribed

the development of the vibrant sia culture in Ajegunle to poverty, joblessness, crime and

® The Galala era, the pioneering era in Ajegunle Raga began in the late 1990s and fizzled out in the late 1990s.
" The Konto Suo era began in 2000 and ended towards 2006.

® The Konto Alanta era started developing in 2003 but reached full matuiat®06 and it is still evolving till

date.
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excessive love for jollification associated with the ordinary Ajegurdedeait. Thus, the music
revolutionin Ajegunle is viewed aantithetical to mainstream Yoruba cultued only suitable
to the musical tastes of the Niger Delta and Igbo residents of Ajeglihie perception of
Ajegunle Raga by some of the Yoruba desits of Ajegunle is refleete of the subtle ethnic

tensions between the Yoruba and Rgnruba groups in Ajegunle.

In some of he oral interviews conductedhe researcher asked leading questions in a
ficleverly executed flank attacKHenige1985:55) to gatherperspectives (of the researched)
topics that would otherwisbe considered sensitive. An example of this is the potussle
betweenDaddy Showkey and Daddy Fresh otlee kingship of Ajegunle Ragadany of the
respondents maintained a sort of neutratity the strained relationship between the twat
emphasised tlirepioneering contributionto the development of AjeglenRaga (particularly the
influence of Daddy Showkey dime rise of Ajegunle Raga to national promingnétowever,
during personainterviews with both artists, the researcher strategically introduced tioigic
into the conversationand observed thatokh artistepursied their own agenday claining the
kingship over Ajegunle Ragén conditions as this, Henige recommends that the historian should

be afiwise stranger.

On an intellectual levelhe should accept the fabut, because his
conception of Istorical truth may differ from that of the community, he
cannot undertake in good conscience to impose his views os igihe
same time, he wilbr should be aware that the evidence on which to
arrive at a firm judgement is not adequate and penheysr can be to the
extent he thinks necessgiyenige1985:64).

While the researcher gave unconscious signals thatdlimawie provided cues on how
some questios posed should be answeretthe respondents still provided Bhegenuine

perspectives oquesionsthat bordered on their perception of poverty and sucéesgxample
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i s when the respondents were asked Ahow is |
very few emphasised the aspects of poverty. A large number of the respondents wamaed

from poor homes but maintained that living in Ajegunlesimilar to living anywhere else in
Lagos. The researcheroul d sense the respondetoasspboror esent |
residents of a ghetto and as such any attempt to drive honpeithevas met withresstance.

Thus, in finding out details on thexperience of poverty and marginalisation from the
respondent s, the author simply asked questior

guestions that indirectly sought for theirgenal reflections on life and survival in Ajegunle.

This research also utilized transcribed lyrical texts and music videos of Ajegunle Raga
artistes to identify thexpressions of Ajegunle self and influences frtme Africandiasporic
musical subcultuewithin the ambience of the music. The rationale behind this combination of
music videos and the lyrical text is to highlighthe cultural expressions of Ajegunle,
Rastafarianism and Hip Hop imoth text andoerformance While it is important to note that
music videos are not necessarily a reliable resource foystudlg a p e o(dcaugesa i den
large part othe contents are scripted adichmatizedor commercial purposeshjegunle Raga
just like its music videqsprovides a spactor the expressia of the Ajegunle self that society
misunderstands and thecsal constructions of socielienates. It isherefore observethat all
the music videos of Ajegunle Raga artisteat were consideredhlidated the idemaon Ajegunle
already representad the oral and secondary sourc@s the one hand is a tale ledrdship and

survival in Ajegunle which has earnieid Hti ¢dlkeo

° llu gbogbogbo is a Yoruba word meaning a place where everything and anything can happen.
%)lu 1sobo is a Yoruba word meaning land of the Urhabo.
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and AAJ cityo and on the other handliyanda cel e

the survivalist self of the Ajegunle bred in
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Chapter Four- History of Ajegunle Raga and Popular Music in Nigeria

The expession of interculturaklements n African popular music is a phenonoenimpey
Angela attributego the cltural spill o v e frobnstrade colonisation, urbanisation and what
Collins termsfihe transatlantic musical feedback cyal€ollins 1989: 221) Whether from
Arabic, European or transatlantic musical influenc&fjcan popular music isfia site for
adaptation, assimilatioreclecticism appropriation and experimentatio®  ( 12000: 21%).
Theseintercultural exchanges particularlgt the coast of Lagokave largely influencedhe
evolution and development of genres likgu, Highlife, Fuji and later appropriati@of West

Indian popular musimto the African context

Akin Euba examines popular music genres (particularly those unique to the Yoruba) in

Nigeria as neo traditional rhythms created from a blend of traditignauba music with

Christian and Western musical influences on the one hand and Islamic and Arabic musical

influences on the other hand J uj u, Hi ghl i f e Apald Waka and $allaraiare s

contextualised into these broad franoeks. Fuji msic which surfacedn the Nigerian music

scene of the 198006s shares strong stylistic

Apala musie Islamic ceremnial music deeply rooted in tife Aj i smasicr. i Faji, the most
fimodernised, populariseché commercialized versionEuba1989: 12) of these Islamic cum
Yoruba musical genres evolved as a modificatioh i A j musicaliahowever transversed its
neotadi ti onal r o o Eusopesénymusical instrontents likaaggsetd; synthesizers
and electronic keyboards, mi c r d@niojola2®d6s6: 7% n d

into theintricate dance rhythms and street cbddy sustained inthe musicr om 198 006 s

A wake up song for Muslims to break their fastand eatthe 6 Saar i 6 i n the morning
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the 1990606s. Al s o t of nhe é&nice ® taccongnade abscenen and \ailbar f

(Omojola2006:77) themes that werdeemednore commercially friendly.

Bode Omojola ascribes hi s a c ¢ o mexra Ajisaer o efemenfs tafie urban
context in which Fuji music developed. Earlier Fuji music perforraangereheld in the Oje,
Aperin, Yeye, Ituntaba and Alapo slum areas in the city of Ibadan. It is interesting to note that
Fuji musicians like WasilAyinde Marshal, AdewaléAyuba and WasitAlabi Pasuma were
streetentertainers either in Lagos d¢ilvadan who rose tahe limelight through community
patronage. The roots of Fuji music in urban settings allowed forigndeg lyrical texts that
w e r teiloréd towards the social needs and aesthetic taste of the urban workin@aotagsla
2006: 76).0 Themes revolving aund sex, poverty, crimes and communal identity were

favourably reflected in Fuji music from thel?9

While Omojola studies Fuji music in the context of Ibadan, the centrality of Lagos and
Ibadan to the development of Fuji music and other Nigerian populaic genres is pertinent to
the understanding of the historical and social contexthich Ajegunle raga evolved. Lagos
doubled as an attraction to up and coming musicians who wanted to develop and commercialise
their music and a niticultural centre Were diversdinguistic and cultural forms intermixed to
influence musial creativity. The history of Lagos is an account of the several waves of
migration of the Yoruba, non Yoruba and réigerian groups to the coast of Lagos for political,
sodal and eonomic reasondefining the Lagos identities requires a recognition of the cultural
eclecticism of Lagos triggered by the pioneering economic and political activitiee dwori,

the political ovelordship ofB e ni n i ns; thenngroddckon & Bedndian and European
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modernisation by the Aguda Sard® and British respectivelyand also other economic and
cultural influences of other Yoruba amdn-Nigerian groups at the coasthis is reflectedn the
development of Juju, Fuji and Highlife mus@ral traditions trae the beginnings of Sakara to
the Yoruba migrants in Bida, a Nupe town or to HoiNonetheless, the first commercialized
recording of Sakara was produced in Lagos by Wilts and Busch®bAwjust, 1931. With the
metamorphosis of Saka and Weere into Fuji music, pioneers like Kolawdiginla (aka
Kollington) and SikiruAyinde Balogun (aka Barrister) developed their crafts in Lagos from the

l ate 196086s19h0 dwugterdtshAsobel e

The little Kolawole was brought to Lagos&wm he was stil | a babyé
But before then, he has been long in the exploration of Weere and as

early as 1962, he won the first prize in DrNnathdi i Kk we ds competition
organised for Weere singers all over the federg#@obele2002:76).

Barrister who ha# from Ibadan was also born and bred in thefdfaarea of lagos
Island in 1948 where the majorityf Yoruba Muslim population reside. What then is this
magnetism between popular music genres and the urban setting of Lagos? Is it purely a result of
the gatus of Lagos as a conercial nerve cengr of Nigeria,its position asa coastal cityor its

diversepeopling and culture

Waterman provides an answer to this puzzle through his exploration of the nexus
between cultural and linguistic heterogeneity lie tdevelopment of musical genres in Lagos
(especially in the evolution of Juju music).
means of expressing and reasserting uhgue identities of the differermteoples of Lagos

especially in a contexthere a superiority complex wassdlayed by the Saro and Aguagainst

12 Ex-slave returnees from Brazil and ttWest Indies.

BARecapt i v e-slaves ¥famrSiemad eorex
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the indigenous Lagosians called t@eno Eko. The OmoEko reasserted their Yorubaeratity
through an additionf Bini and Dahomean cultural performances into Yartdaditional music.

The Aguda,introduced Brazilian architecture, cuisine and also guitar works which formed the
roots of Juju music. Finally, the Saro, musically reinforced their Westéuenced identity in

the Yoruba style classical music (also categorised into the gafleel Nigerian art musiof
Ekundayo Philips and R.A Coker. It is against these diverse cultural influences that Juju emerged

as a blend of Asiko music, palm wine guieorks and African percussion.

Furthermore, the status of Lagos as a coastal cityvall forseveralcultural exchanges
along thecoast.Well-travelled Kru sailorgLiberiars) who later became residents in thagos
Island area behind Tinubu squanéroducedthe palm wine guitar techniques fronreetown to
Fernado P@nd thismarkedthe beginnings of Asiko and Juju music in Lag&srly Juju music
as evidentin the works of Tunde King in 1932 addédyncretic Christian hymnody, séo
drumming and ljinlee Yoruba poetic(Waterman 1990: 155) into the palm wine music
framework. Juju musician from the 1950 dhave simply made instrumental, rhythmic and
performance modifications to the foundational Juju format. I.K Dairo popularly known as Baba
Aladura branded Juju for a wider Yoruba audience (beyoridbtHaagos) through his utilization
of folklores of llesha, Ekiti and Ondo itme lyrics of the music n t he | at eofteh 9506 s .
regarded as the fader of modern Juju music is renowned lfitg introduction of the accordion

into Juju music.

A major revolution to Juju musibegan inthe l&& 19706s and early 1
entry of Ebenezer Obey and Sunny Ade into the Juju music scene. Obey whose music is greatly
i nfl uenced byl improved Hkauitar warks ardided a tinge of country and soul
music into the melodic vocaéndition of hishighlife-flavoured Juju. Sunny Ade alspplied
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this multimedia approach to Juju music by forming a large band (about twenty mewnbers

more) that heavily invested traditioral percussion instrumenigyitar works and choreograigh

danciig whi ch he cal | s Shin&Pee tfesrysn cihnr ot hseyosthdexi6 s di s
(Shina mania) to hisakt pacedAfro-Juju which appealed to a youthful audience in its rhythm,

lyrics and performance.

Just like Shina Peters (wHzendsAfro beat ad Fuji elements into AfraJuju), later
propagators of Juju music explored new terrainsefijier introducing a new instrument,
injecting a new musical genre into the Juju framework or simply giving it a different name
without making any remarkable chang@snotable example is Dayujore who calls his sort of
j uj u IBusptays @ro&o juju garnished wittslangs. In the same manner, Y.K Ajadl®80
named hi s #akgskaeSp e f sb8causeadof hiBicorporationof Makossa rhythmic
elements ito of Juju music. The evolution of Juju tocammmodate other music forms further
testifies to its appeal to different soci al
inspiration from the palm wine music ofethiberian Kru sailors Juju evolved fom being the
musicof area boys of the Sar®logbowo quarters of Lagosi t he 19206s to a p
elites. Consequently, Watermaas cr i bes the O6big mandé cel ebri
musicians-a lyricalandp er f or manc e t etbehsimgegbecemes the subect of lhis i
own p an Nptermant990623) reproducing his own celebrity identity through praising

others.

Highlife music, a West African music genre popularised indsagf the 1950s also
catered toan elite adience. Waterm n 0 b s e r advertisentetsaih Lagos newspapers
suggest that the primary patrons of dance orchestras during the early 1930s were educated

African elite® (Waterman 199@4). Interestinglyt he t er mi n o |devgoped infihei g h | i
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context of the Ganaianmsi ¢ scene of asikhe 46O musioezer e i
appropriated by high class orchestras tv/ser an el i te audi enasthe The
designation the poor gave this appropriation of their street music by sophisticateddoaards

elite audience. The existence of European sty
for the development of the highlife as a musi
Mensah andhis Tempo band in introducingfro Cuban percssion swing and calypso horns into
highlife music established highlife as a West
from Ghanaian highlife revolution, Nigerian highlife maestros like Bobby Benson, Victor Olaiya

and Rex Lawson launched an urlsanind played in hotels andghiclubs for an elite audience

Collins refers to the reccurrence of West Indian and Afro American musical influences
in popular music in Africa as a trawdlantic musical feedbackycle where music genres like
gombey marnga, asiko, kokomhaluju, Highlife and some oth&vest Africanpopular music
genres are fusions of African rhythmic elements with Afro American and Afro Caribbean
musical forms (that are also African inspired). Highlifasic therefore draws musical eleme
from this feedback cycle. One of the influences came from the synthesis of nfosial
between the Krand foreign sailors whoeds i gned pal m wawxckss degkssidee 1 n
palm wine bars where foreign and local saibaisank palm wingCollins 1989:223). Palm wine
music predominantly communieat in Creole and Pidgin Engliskas a fAcoast al al
p h e n o mEallimxn1889223)that was later localise@ind called\ative Blues in Nigria and

Ashanti blues in Ghana.

1 Gombey is a folk traditiothat blends African and Caribbean dance and music forms
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Anotherinfluence on Higplife musicaccording to Collingame from brass and fife bands
associated with European forts dotted along the West African Coast. In this context, the
European march time was blended with African rhythmic elements to make it danfoeadle
West Africanaudience This danceabl e e>xdah@a ca n dvalsa tceadnl ieldo kio
improvised version by the poor. Kokomba developed into a West African music genre from the
192006s till I ts decgliypye Kok o mlea Hiludeéastivaided ntt @ te
out of the Akan speaking areas inttohe We st er n Ni 9 €olling1989:224)t he 19
where it merged wittpalm wine music to creatduju music. The last inspiration came from
dance band highlife which had earlier been discussed as tseaditsion of highlife music that

domi nated the Lagos music scene of the 195006s

Collins notes that aewwave of Afro American and Afro Caribbean musical influences
flowed into the Nigerian musi Thisslae®notdeny the we e n
influenceof Jazz to the development of Afro beat,
and 1 @okér énsphasises thatganre like Afro beat prides itself on a fusion of funk and
Jazz with highlife and African percussiddimilarly, Asobele ntesthe impact of pop, soul and
funk on the musiof CharlyBoy, Felix Liberty, OnyekaOnwenu, andeveralbtherNigerian pop
sensations itnhrtdcduwegh atHipdopltd 80yss musite core influences
on Ajegunle musicaccording to Sbnekansurfaced in the Nigerian music scene of the late
197006s and deavdiopedas dn%8ptesson of solidarity with the youthful music

resistance displayed in reggae and Hip Hop music and cultures

It is noteworthy that the influencef reggae irthe Africa context functioned not just as a
musical adaptation but as a source of reinforcing thecadriidentity In the works ofFrank

Tenaile on reggae in Africa, he observes that Afro regmad, on differentdegrees of reggae

31



radicalismin the CoteDO6 1 voi re and .NSmgy@kosann whae cecogneses tthe
predominance of African rhythimelements in reggae music, adaptieel liberation message of
reggae and reggae instrumentatioto itnaditional Bini music and Western rock. Alpha Bity
due to his marital and religious(Rastafarianism)connections to Jamaicdemonstrates the
cultural and redemptive messages of Rastafarianism in his celeteityity and music. As
Tenaile notes:

Putting this philosophy onstage, he sometimes stands at thénahikag

the Bible and the Koran in his hands. For the Ramsta, fond of symbol,

there must be reconciliation. He does hesitateto provoke as when he

went to sing in Marrakech wearing a Star of David and braving the

accusation (printed in some papers o f having 6sold out to int
Zionism.(Tennaille2000:152-153)

In Nigeria, Afro reggae took on fuB wi ng i n t hreggae & r@a$he wi t h
Mandatorsand Evi Edna OghaliOgosiboth releasing albums between 1987 and 198&er
artisteslike Terrakota, MajekFashek, Ras ihono and Daniel Wilsoradapte reggae to the
Nigerian context but retained a reggaefluenced by wearing dreadlocks, engaging in
commentary on politicgMajek Fas hek: Yifovet toiigdhe ManRado®d s. A
street credibility (Majek F a s h & &me fifom the Ghetto) , dance routine (
ARhumba )®Bvel,eewdomen and sex ( Ahbnealsothe useof A Wa |

Rastafarianterminologiesand colours

While little literature exists on the reggaegpiomenon in Ajegunle, oral sources, the bulk
of which were collected from pioneers and pradags of Ajegunle Ragalescribeshe genre as
an expression of the Ajegunle self, survival realities and dance innovations within the ambience

of reggae music. Mco Gravity succincli descr i bes Aj faspo of lAjegunRa ga a ¢
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experiences, pidgin English and regyéidicco Gravity,August 23° 2011).Other sourceagree

that the uniqueness of the Ajegunle appropriation of reggae lies in its incorporafdmcahn

percussion and rhythmic elements into the tales of survival, exuberance and creativity within the
Ajegunle contextSi mpl y put , t he Awhch comprige offiPidgirc Englishc ont e
and slangs of Ajegunle extraction and performance of tigiats added to the instrumtation

and activism of reggaé\jegunle rga no doubis culturalsolidarityaround music and dane&d

reflects the similar histories of poverty and marginalization shared between Kingston and
Ajegunle.Thus,Ajegunle raga msicians found a voice within reggae music and identified with

a music genre that shared their reality. AccordingJthnObohakaMighty MousefiMusic is

our way of expression, telling our story and bringing attertioour localityy (Mighty Mouse

August22' 2011).

Hip Hop can however never be divorced from the begirmarighjegunle raga. In fact,
pioneering Ajegunle artistes like Daddy Showkey and Daddy Fresh (Fresh has a lot of R and B
inclinations in his raga) begaplaying rap music in 1986 itheir group the Retty Busy Boys
(Sexy Pretty and Cash man Dawisre also members). Shonekan in his study of the evolation
rap music in the Nigeria ot he 198006s yrShdwkey and Babha Hdyagdaivned

reggae artistes as rappers:

Early Nigerian ap artists like Junior and Pretty, Daddy Showkey and

Baba Fryo used humour, metaphor and rhyme to comment on the state of

early 19906s Nigerian societyé Around the
rap artists, Daddy Showkey (2004) spoke about the reality ajibto

for Nigerian urba youth in the song (Shonekaf11: 13-14).

The reggae rap duality is butone of the several music tendencies exhibited in the

Ajegunle social context. Mbicianslike KC Presh, SaheeOsupa,Felix Liberty and Mike Okri
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(as claimedby Daddy Showkey) either grewp or honed their skills imAjegunle. Tle

prominence ofeggaen Ajegunle was also a respongethe regga®astafarian current that

Figure4: Daddy Fresh, a pioneer of Ajegunle Raga at the Erapas

flowed intoNigeriain the 1970s. King notes that Jamaican reggae starsddfreca in the late

1970s and even featuréddrican themes in their lyrics:

In the | ate 19706s several reggae artistes
Wailers and Jimmy CIliff tored Africa. In 1979, the Waliler released

@urvivaban album that addressed the politicaimoil in Africa. African

militants chanted thalbumshit songé Z i mb adrimgeh@& civil war in

Rh o de s i apopulariff tofe both reggae andaBafari in Africa

influence some Africans to wear dreadlocks, smoke ganja and do their

bestto imagine they are Jamaicafi®nnaille 2000152-153).
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Despite the influence of the reggae ap curr ent of the 19700s
Aj egunl e Raga 1 n stablesocifpdlitica and &@&Ondcsclimate df Rigetiann
the 199006s influenced not onl,inthe wiews dfAibermat i c
Oyikeilome™, necessitated the choice of reggae as the weapon for the transmission of the
emotions of thairban poor (in this contexhe Ajegunleresidents) in these periods of economic
andpolitical disorders.Oyikeilome notes that the adaptatiohreggae by Ajegunle artistes was
necessitated by doctrines of freedom and cultural renaissance associatedggét music.
Thus, as Nigeria struggled through national disumitfitical instability, corruption and several
oscillations betweercivilian ard military rule, Ajegunle Raga utilizedreggae music for
commentary on the Nigerian condition. This is alsttiessed by the fact that the thematic and
performance content of the Galadéma focused more on  sharing the survival realitofs
Ajegunle and redefining the negative stereotypes against Ajegunle. In addition to this is a
commentary on Nigerian poligscand the role of the ghed o s ol di er I n Agquen

(Daddy ShowkeyFire Firel).

The period between 1983 and 2007 has been desdrip@adyin Falola andMatthew
Hetonas the years of civil society iNigeria due to the efforby student, religiousand civil
rights organisation to counter military dictatorship and ensure a transition to democratic rule was
eventually realised i1999. Prior to 1983\igeriaencounterecdhational disunity accentuated by
the Biafran war (1961970) and the escalatiorf economic mismanagement and corruption

triggered bytheoibb o om o f t h Ealolaghd Heidrsnote: A s

The oil boom rather than providing an impetus to grow the productive
sector of the Nigerian economy instead encouraged a rise in imports...The
oil boom also resulted in widespread corruption on the part of

*personal Interview with Albert Oyikeine, Senior Lecturer, University of Lagos, Nigeria, Augi#t 2011
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government officials responsible for the collection and allocation of
revenues. The oil lwm led to the development efr ent i er stated in
Nigeria(Falola and Heto2008:183).

As massive corruptiomavaged the administration of Gowon, thiecceedingViurtala
Obasanjoadministrationemphasised the need for national unity through the National Youth
Service Corp scheme and the hosting of FESA&n international festival of black arts and
culture in B77. These efforts however did not erase the corrupt practices that had infiltrated
government parastatals and officidisther couldcivilian rule of Shehu Shagari in 1979 nor the
later military takeoers salvage the situatiorit is interesting to noteha despite thehigh
handedness arthe extremedictatorial tendencies associated with military rafehe Buhar
Idiagban administration(19841985) this period was bearable compared to the military rules of
Ibrahim Badamasi Baginda (IBB, often dked the Evil Genius) and Sani Abacha. In addition
to the human rights crimes that characterifese regimes extreme corruption angoverty
becamehe order of the day. The implementation of the Structural Adjustment Program in June
1983 required somecenomic belt tightening for the payment of national debts but this in turn

affected the ordinary Nigerian:

...the SAP also caused serious hardships for Nigerian citizens and failed
to achieve many of its anticipated results. Unemployment levels
increasedmarkedly under the SAP, for a variety of reasons. While the
rising cost of imports encouraged local outsourcing by industry, it also
caused much Nigerian industry to operate at balapacity production
levels(Falola and Heto2008:183).

In addition tothe unfavourable aftermaths of the SAP to the Nigerian citizens, the
annulmentby the Babaginda regima& the June 12, 1993 presidential election (won by M.K.O

Abiola) disrupted the nascent democracy that was beintunear in Nigeria and produced

¥ FESTAC means Festival of Arts and Culture
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oppositons from civil society groups likthe Nigeian Labour Union, National Associati of
Nigerian Students (NANS) an@ampagn for Democrag. This period of military rule and
dictatorshipreacheda climax with the leadership of Abacha where twgruption, ekreme
dictatorship and the imprisonmeof antkgovernment oppositioand activistdecame rampant
According to Falola and Hetonhe sudden death of Abacha in 1998 paved the wayhtor
eventualtransition to democratic rule under Olusegun Obasanjo 99.18 is evident from the
sociopolitical environment of Nigeria from the 1970 till 1999 that the fate of the urban poor was
worsened by the economic crisis of the period and the widespread corruption therein. Though,
there is no direct referende the® events forming the inspiration for AjegunRaga, the
experience of poverty further worsened by economic crisis and mismanagement is most felt by

the urban poor and Ajegunle residents form no exception.

It must be emphsised at this juncture thatusic was very essential in thgolitical

activism of Nigeria at this period Falola and Heton notthe role of Afrobeat as a weapon

against political opression and economic mismanagement pokt independent Nigeria.
Particularly i n t heeatlciticisedgevermamerd cokupt®r) potice and f r o
arm force brutality, colonialism and the generatestof politicsi n hi ts | i ke Al TTO
Head of Stateodo, ATeach &huffering and 8miclhi Theglalakatan s e ns e
republic,fia commune that Fela Anikulapo Kudeclared independenéem the government of

Nigeriad (Falola and Heton 196 as also instrumental to aetfticating the sort of resistance

Afro beat sought to conveyhe influence of Afrobeat as a weapamo doubt inspied later
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forms of anigover nment popul ar musi c that sprung

classifies the music of African Chilaasfi Y a bmusico

Integralto the Ajegunle adaptation of reggae is the attempt to replicakgegunle,the
activities of Buka, a dancehall in the Apapa area of Lagos where reggae artistes like Majek
Fashek and Ragmono performed live showdlighty Mouse already a DJdn Ajegunle began
experimating with dub regggeJohhyNabenaaka Johhny Nabalso aDJ provided he Raa
Dub Chapel at Wilmeas the space for experimentation wiilé Devo provided the ingtments.
Mighty Mouse acknowledges thnelp of family members and friends the earlier financing of
activities at the Raga Dub Chapdy 1991 after the split of theretty Busy Boys crew and the
specialization ofDaddy Fresh and Daddy Showkayreggae musi@and Cahman Davis and

Pretty inrap the raga phenomenon kicked off in ezsn

The ony element left was the incorporatiari the Ajegunle local contenwithin the
frameworkof reggaemusic. Theexpression of the Ajegunlesl§ in the music wasecessitated
by the desire to redefil§egunleresidentsas an abode of cativity as opposed to beenden of
criminals Coupled with thisis the use ofPidgin English (as the official language of
commuricating the Ajegunle idepland Urhobo drumming intolub reggaeMusic therefore
becamea wdy of bringing attention to the localdyDaddy Fresh, August 16 2011)and
Ajegunle Ragdia fusion of Ajegunle experiencesdgin English and regga (Nicco Gravity

August 229 2011).

Equally integr&to the understanding of Ajegunle Raga is the centrality of dance to the

naming and classification of the music. Though, there is a consemsugjall the respondents

" Who is not an Ajegunle artiste but an Orile musician (still in the Ajeromi Ifelodun local government) but performs
Ajegunle Raga and sitéise realities of Ajegunle in his music.
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that Ajeguile Raga is strongly influenced by reggae and Hip Hop traditiNicgo Gravity
emphasissthatthe genre has also adoptéd names of dance routines created in Ajegunle to
classfy the music and its periodizatices it evolved Differently put, the danceoutines and

music provide a symbiotic service to one another with the rhythm of music determining its
accompanying dance routine and the dance forming the nomenclature for historicizing the music.
It is as a result of this concept that Ajegunle Raga h&teritised into thee broad periods

Galala, KontdSuo andKonto Alanta eras marked by distinct lyrical and performance contents

Figure5: Daddy Showkey aka King of Ajegunle Raga
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As the Raga Dub chapel churned out maisitelents like Daddy Fresh and Dadd
Showkey, the major roadblodk the recognitiorof Ajegunle Raga in the Nigerian music scene
was theperception of Ajegunle residents as criminals and no desv&libsequent to the early
1 9 9 \egunle Raga artistes raeed no media attention neither did they gét play on radio
stations. In an interview with Daddy Fresh, he revélaat it was better to be silent on the
Ajegunle status ahsimply allow the musito pave the waypecausé&iAjegunle was in the dark
musicdly and nobody wanted to associate wittbus ( D a d d pugustr1§',s2611). What
radio stations denied became discovered through music shows that provided an opportunity for
Ajegunle artistes to hone their skills. Important to this revolutoa thecortributions of
renownedD J @viso wereproduced in Ajegunlethelikes of Steve Kadiri, Grandmaster Lee, DJ
Alex O, Ben Omoge and ad®oadcasterke Dayo Adeneye alias D1 and Kehinddgungbe
alaisKeke, all who helpedspread of Ajegunle raga beyond theetia Artistes like Daddy Fresh
began to gain media attentiahthe Nige@n Musi ¢ Carni val in the 19¢
alongsideother Nigerianartistes like Weird Mc, MajelFashek, Blackky and Ras Kimono. As
usual, he did not mention his rootsAjegunle but allowed his talemd pave the way for him.

His impressive rendition of his singkollow me go dancehatirew the attention of Keke and D1
who aired him on OGBC Fm. This launched the career of Daddy Fresh and also Ilisught
Performing Musitans Association of Nigeria (PMANjwards as the Best Male Vocalist artistes

and new album in 1992 and 1993 respectively.

Respondentslike Mighty Mouse, Wisdom King and virtually all Ajegunle Raga artistes
however claim that the rise of Ajegunle ragan&tional and eventually international recognition
began with the coming of Daddy Showkey into Ajegunleimasene with hid/love on Move on

Daddy Showkegi t i n 1994. Showkey®ds r i Sumsplasbin 994 mi ner
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but hisformula of creéing an Ajegunle focused reggae was a true filg@tion of Ajegunle Raga
Popularly cled the king of Ajegunle Ragdbaddy Showkeywhd e s cr i bes Htkeymsel f
to anyshowo (becauseof his wellrounded career as a boxer, acrobat, actor and dareggh b

his teenage life as a street urchin who ran away from home after the death of his fa87&. in

In 1986, he joined the Pretty Busy Boys as a rap artiste and after the split of the group
metamorphosed into a Raga artisteough the help of Mighty Mase and Johhy Nab#n
addition to his hisongs he createdhe Galala dance step, a mock dance of a boxer (created by
him and his dance Iko Aleri), and also initiatedhe popular naméGhetto Soldieo as the
encapsulation of the Ajegunle sdlhat the music soughtto reinforce. Showkey further
transplanted Ajegunle into his music by using #gegunle environment as his theatre for
performance and Ajegunle residents as his performers in his music.vifleesrecognition of
Daddy Showkey as the King #fjegunlemusic is therefore hinged on his packaging of Ajegunle

music for a national audience through lyrics and prformance

It is against this background that the first historical period in the evolution of Ajegunle
Raga is called Galala in honour o Sh o wk e y 6 anAjegurdestylad ceggaeoAs earlier
noted, each era in the evolution of Ajegunle raga is named after a dance routine, however the use
of Galala(a brand of music which is often confused aace stylgis due to thgeneralizatn
by pioneers, propagators and even the Nigerian public that Galalaand &re both dance
routines.In a personal interview wit®&howkey heclarifies this confusion by emphasising that
Galalader i ves from two Yor uba wmeardng prég@ss@alalmie ani ng
thereforea growing and progressing musiesing African American, Jamean and local music
while Konto is a dace routine derived from boxingnother rationale behind sticking to the

Galala mmenclature for the first periodh Ajegunle Raga is because the bolkrespondents
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referredto Konto music as a distinct periobh this study, Galala wilbe considered a distinct
period in which the music names the music as opposed to the dance naming the music since

popular views recogse the kingship of Showkey in the Galala era.

The Galala era which egan i n tBandfededbyt 1B90d@ he | at e
featured raga #stes like Daddy Showkey, Dagd-resh, Neco Gravity and Baba Fryo. Even
though thereexists slight differenceis the raga compositiaof these artiste§or example Baba
Fryo playshard coreAfro reggae and Daddy Fresh adds an R and B flatmhis raga )there
are thematic conflueces that refledhe pioneemg efforts of the artistes of this peridesices
popularising the Konto dance routine, the artistes in thisfemased on glitical and moral
themes that emphasiséte survival instincts of théjegunle residents in the midst pbverty
and marginatation. It was at this period thdahe c o i n &lgeeo Sifidierd was used to
encapsulate the Ajegunle selfasictor againstmarginalizationand povertyas opposetb their
earlier categorizatiomas criminals and drug abusefss Showkey recounts in the sofhetto

Solder:

In the ghetto

Life no easyor we

Life in the Ghetto isnbét easy
All the youths inn¥ ghetto are always busy

If you live inna tke ghetto you can never be lazy’...

In a personal interviewNicco Gravity refers to this period ame that produced music
with social relevance and good lyrical content. Several other respordentdighty Mouse
recognisethe intentions of the pioneers to correct existing stereotgpgamst Ajegunle and so

they inplementedhis intent througla commentary othe politics of NigerigDaddy Showkey;

Bl nna6é is the Jamaican patois for inside.
19 Ghetto Soldier by Daddy Showkey
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Figure6: Baba Fryo, the Denge Pose CroonethwihankGod Ocheho at the Embassy

Fire Fire!, Baba Fryo,No kai), an appreciation for the hospitality and great family values in
Ajegunle Showkey;Dyna), a reinforcement of the nfidence in the Ajegunle selShowkey;
Ghetto Soldier, Baba Fryo;Denge Psg and a commentary on social vices (Daddy Fresh;
ElerugberuandThis World Na WaNicco Gravity;Storytelle).

Between2000 and 2006a new set oAjegunle artistes emerged with an entirely different
thematic content anaslightly modified performancecontent. Namethe Konto Suo, thisperiod
that featured artistes like Marvellous Bengy, Kinmi Ranking, Kafanking, the duo of Mad

Melon and Moutain Black (popularly called Danfo Drivers), Prof LikindFlekta Man In this
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period, a great emphasisp&ced on theeinforcanent of theAjegunle self through a revelation
of the street credibily in the ghetto. Abulk of the lyrical and performance contefthe Konto
Suofocused on crimes drug abuse, teenage pregngnggnce routinesand sexin the ghetta
ThoughMarvellousBengy hada stint with the pioneeras a resident sound engineer at the Jaoha
studid®andwag r ai ned by Mi ghty &md hissfiest sigleLifetirhAgegunié d 1 9 9
was produced at thdaoha studio in December 201His categorization into this period is
basicallybecause he popularised the Suo dance step and his thematic focus is on crimes and
dance in Ajegunle.

The KontoSuo period habeenwidely criticisedby musicians of the Galala era amgla
majority of Ajegunle esidents interviewedor promoting poor lyrical contenfacking social
relevance especially filled withlewd slargs thatfit in with the Ajegunle lifestyleand restricts
the brand to the ghetto audiendenocent Ub& lamentsthat the sensual acrobaticspliays,
lewd lyrics andstreet slangs destroyed the earlier media friendliness Ajegunle Raga enjoyed and
further made it unsuitable forrgmoting African family valuesNicco Gravity ascribe this
decline to what he calls tH&osamustreetsyndromé. Nosanu, anotoriousstreet in Ajegunle
is notable for producing many of the artistes of the Kor@ao periodespecially artistes
promotedby music marketers like Globe Disc, Confidence Music and Riskidwho specialise
in the promotion of ghetto musi@s explained by Nicco Gravity, the Nosanstreetsyndrome
orchestrated by the trio of Globe Disc, Rich and ConfidenagsidMwhich took over the
production of Ajegunle Raga in the beginning in 28&®ught to promote gullible artistes that

produced music with e social relevance buwith copious street slangs and credibility

2 Jahohasudi o owned by anrifogntal y aM@usenyi $ ofi | ocal musi cianso
ZInnocent Uba is a music marketer and the CEOl= Pacific records in Alaba, Lagos.
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According to Nicco Gravity, it is the syndrome tltatined the creativity of Ajegunle Raga

artistesand made music a frder-all affair in Ajegunlein thenewmillennium.

Thefi No s amua r s grgument ishowevernot a highly popularised perspective.
Many respondents includin@bi Nwekeof Globe disc attribut¢he declineof Ajegunle Raga in
the 20006s to the diminishing creativity of
gainal. Although many othese artisteproduced hit singles, the longevity of such compositions
was not guaranteed and the probability thahssiogles would hit the airwavesgas also slim.
Another cause for decline was the gradualepitholing of the genreotsuit just the ghetto
audiences and the Nigebeltans residestin Lagos. This does not disregard the national and
international recognition of hits likBanfo Driversby Mad Melon and Mouiin Black and
New Danceby Marvellous BengyFor example, theuhe Danfo Driverswas one of the sound
tracks inthe well acclaimed comedy fillRhat Gilz (2006) by Nnegest Likke andarvellous
B e n gNel Hanceremixed by Kennis Musiéin 2005 was an African aaehall tune to be
reckon with. The rhythm and performanckthe Konte Suo erapackaged the streets rather
moderatelyin the canpositions of Marvellous Bengy but other artistes displaygdups of
Ajegunl e residents s mdcharliengnand ogadd a engdgedoirf Li ki
extremelysensual acrobatic as evi dent i Map&dd. rEven thdRghKdaimin 6 s |,
Rankirg and Flekta maremphasise moral themes in the songs selefttecnalysis in this

researchelement of sensual acrobatics still remains evident in their m@mietheless

The Konto Alanta era began 2003 by artistes who played Konto music but fully
matured intdhe KontoAlanta specialization by 20G#l date. In personal interviews with Vocal
Slender, Nicco Gravity, Obi Nweke and several other respondents relevant to the Konto Alanta

revolution, this period nobnly popularised the Alanta dance style but featured a new experiment

45



with R and B and also rap music with the Ajeguralga framework New generation artiss who

have identified the cause of the decline of Ajelg Raga duringhte KonteSuo era seekto

push Ajegunle music out of its limitations to Ajegundeality to fit into the currentmore
commercially favourablélip Hop and R and B craze that have dominated\ierian air waves

i n t heCokseduénilysartistes likéocal SlenderQrisha FemiRaymond King and Rayan

T perform varied functions within thiéonto- Alanta era. On the one hamlthe reconstruction

of the Ajegunle identity as that of noble citizeas evident in the sond\jegunle Holidayby
Raymond King ad on the other is the attempt to package Ajegunle raga for an audience beyond
the ghetto as displayed in the R @é@ndHip Hop flavoured music of Orisha Femi, Rayan T

and Vocal SlendeAccording toRaymond King inAjegunleHoliday:

| tell them in Ajegunle life is easy

And everybody dem they live freely

With the little we have we no deyorry

| tell you sayAjegunle peoplare friendly

Whether bigwhether smallwhether you no get mongy
In A.J, | say we love everybody

In A.J, | say we appreciate everybody

In A.J, omo we love everybody

In A.J, we appreciategiverybody

Though the reggaeapandR and Bexperimentatiomas featured earlier in tiAgegunle
musicscene s i nc e t h ethe unidquenesaf Bo8téniparary Ajegunle raga artistes lies in
their effort to prodce a brand that is relevant beyond Ajegunle but still attachesnailical
cord to the Ajegunle reality. As Baba Fryo rmthe Ajegunle brand is good blaicks packaging
due to poor educatioof the artistespoverty and the excessive jollification asgmted with the
average Ajegum dweller All these factors havemited the capacityof the Ajegunle raga

artistesto compete with other Afro ldiHopand R and B artistes who have dominated theim

2 Raymond KingAjegunle Holiday
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scene in present times.ugicma r k efturtber atés to the need for packagirthe Ajegunle
brand ofreggae for a more national audience beyametto residentssommercialbus drivers
and local bar owners who have formed the bulk of the clientele for the genre since the pioneers
gradually stopped churningut music. It isin an attempt to revivédjegunle Ragahat artistes
like Vocal Slendeland Oritséemi have engaged in collaborations with other musioanside
Ajegunleto tell the tale of street liféGhetto Red Mt by Vocal Slender and Sound Sultao)
groan for the redeption of the masses frothe oppressive Nigerian governmentQ@ritseemio s
in his Mercies of the Lordin which he feature®Rhymzo and Shiny

In all, Ajegunle Raga evolves from a long chain of Nigerian popular music that has
always featured an interaction of continental and intercontinental musical influences. While there
have been Islamic and Europeand West Indian musicahfluenceson earlier genres of
Nigerian populamusic, later influencesame fom rap and reggaeinth@ 7 06 s. Thi s f or
newer generation of AfroAmerican and Afre Caribbean musical influences that deyed
within urban contextof Lagos. Ajegunle Raga is a product of such context anchwasical

dialogue with diasporic musical forms.
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Chapter Five - Construction and Negotiation of Identity in Ajegunle Raga

This chater shallhighlight how Ajegunle Ragaeflects the cultural diversity of Lagos and
Ajegunle, transatlantic musical feedback cyaled by extension documettie narratives of

survival in Ajegunle Cent r al to this tcanceptualisation Gfhidentity ass T ay
ficreated in dialogue and sometimes in struggle against the identities our significant others want

to recognize in us(Taylor 1991:33). However in the evolution of thesially constructed self

and the self conscious individuality, the unending dialogue between the self and the society is
inevitable and musican be a site for the expressiofisuch conversatian Consequently, a
conceptualisation of Ajegunle identityowld highlight the severalsocial narratives that have

i nformed her lludsebsdt r iufgloigmmb th,s Ml rrepressi bl e AJ

and @ Ju by lagos and Ajggonle residerdaadthe reinbrcement of the Ajegunle self

=]

noticed inthe continued refe’rnce to Ajegunl e resi(drauting as
terminology in thdyrics of the music) shalbe considered as an integral element of the Ajegunl
identity that the music helps to construct addition to this, the negotiah of identity within
Ajegunle Raga shall be considered a subculture that utilizes music as a vehicle for the
celebration of identity and also as a resistance to the misconception of Ajegunle and Ajegunle

Raga by oubf the group members.

Kay Deaux takig asocial constructionigberspective notes that identity informed by
social relations and activitig2006:6). Invariably, the self is socially constructed continuum
that evolves and develops in dialogical interaction with society. It is agaisstssumption that

Chris Kearney citing Baktin suggests that the development of consciousness takes three forms

2 lu Isobo means land of the Urhobo.
#lu gbogbogbo means a land where anything and everything can happen or a place where you can find anyone.
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