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THE HISTORICAL DEVELOPMENT OF
DADAKUADA MUSIC

Taiyé Adéold
Department of Performing Arts
University of llorin.

Introduction

A lot has been said and written on Yoruba music
generally. However, there are still many more areas that are
yet to be researched extensively into, especially on specific
Yoruba musical genres. A research into the various musical
types that have not been studied is therefare necessary.

Didakiadds is one of such musical types. Existing
literature on Dadakiada is relatively scanty in spite of the
fact that the genre has been in existence for a long time as a
traditional music for entertainment mainly among the people
of Horin and its environs few people have written about it.
Na’Allah', Olajubu® and Qléténbdstin® have variously written
on this musical type. Na'Allah discussed the stages of
Dadakiada development as a traditional oral art, while
Oléjubd discussed as a folklorist, the nature of Dadakiada as
a Yoruba poetry, the techniques and process of composition
and the composer.

This paper shall discuss the historical development of
Dadakiada music. Dadakidda has gone through various
phases of development. These changes were caused as a
result of factors such as cultural cross-fertilization and

. technological advancement. According to Nettl: “Among the
many things which cause musical style to change is the
movement of population whicb is one cause of such
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contact:.”‘d:ispapaisoonocrnod’withthe«ighmdd:mge
as they affect Dadakiids. The historical development of
Déddkiade is therefore discussed under two sub-headings,
namely: the origin and tie stages of Dadakiads develop.uent
which I have divided nto the carly stage, the middle or
developmental stage and the present day or matured stage,
Materials for this paper were gathered mainly through
interviews with Daddkiddd artists and other individuals
within Tlorin town.
Name and Origin i
The origin of music, as well ag of individual
musical phenomeny, has usually been explained by
reﬁerencetod:ree;om‘blep-ocwses. It may be a
coincidence based on the structure of a related
phenomenon, it nay be motivated by a nomn-
musical need, or it may be inevitable through
some process of ewslution (Nett 1964)°
Tracing the origin of dadakiada could be problematic due
to a number of factors. One of such is the fact that
d&d&bi&d&likemosttraditimal African musical genres is
orally based. Until very recently, there are no written
documents to which one can readily refer as the origin of
dadikgada. 1t is passed orally from ope generation of
musicians to another withn Torin community.
Thus,intmcingdaeorginofdddahidddoneisfwedwith
the problem of accuracy of facts and figures. It is not
impossible for example that some vital points may be left out
or some added to it in the cause ofpassingtheinfamationby
words of mouth. The word dadakiads has no clear-cut
etymological meaning since it is neither Yorib4, Hausa,
Nupe, Fulani nor any othe: language spoken within or around
Hlorin town. There are however, suggestions to how the name
came to be, Ihenamed&d&kci&d&eouldhavecomzﬁ'oma
kind of popular saying atthcpu‘iodwhenthemusicaltype
was developed. This is possible because people do tag a new
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development with slans that are in vogue at the time of such
developments. -
Alhaji Jaigbadé AWS, a dadakiada artist based in Ilorin

says that dadakiada took its name from the opening
performance of a musician known as Abenumo who is
believed to be the inveator 'of the word dadakiada. Abenumo
was said to be known for opening every onme of his
performance with a soig that goes thus:

Dada dada dida kdada

Oré mi diln rin rin k4 pada

N 6 lo I6la &> w4 sin mi d

Dada dada didaa kiada o.

(Dada dada dalaa kuada

My friend plese walk and let us meet
I will be leaviig tomorrow, crowd,
Come and seeme off

Dada dada daaa kuada o)

Alhaji Sakd Koldbo who is also a dadahiada artist
confirms the derivatbn of the word dadakiéda from the
opening performance of the early artist, Abenumo. He said
that originally, the ojening performance of this music was
usually without instimental accompaniment. The opening
part of the songs is wsually characterized by the use of the
word dadakidds’. Examine the following lines of
dadakiada:

Motiriopéde

Nt6 béyé 16 bé wa ldyé o

Dadahiada, 6 bé va lyé dadakiada

(Its been long I saw rou
What meets the worll meets us in the world
dadihidda, it has md us in the world dadiiada)
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Alhaji Amd6 Dégbajari® however, claimed that the word
dadakiada came into existence as a result of the attempt by
the musicians to produce, vocally, the rhythmic pattern of the
drums. The Yoruba concern for sound is reflected in their
penchant for naming objects merely by listening to how they
sound. They are known for naming musical instruments
according to the sound they produce (Oléniyan 1993)°. It will
be seen from the above discussion that the word dadakiada
could be regarded as onomatopoetic.

There are various schools of thought about the possible
origin of dadakiada. This in itself is a problem about the
origin. Almost all of my informants had different stories to
tell about the origin of dadakidda and they all claim to be
right. I have grouped all of these thoughts into three.

(1) Those who hold that dadakiads is an offshoot of an

already existing musical type

(2) Those who hold that dadakiada started on its own &

a new musical type without any influence (but can
something develop out of nothing?)

(3) Those who claim that dadakiada is only a re-naming

©  of an old musical type.

The origin of dadakiads was traced by Alhaji Jaigbadé
Ala6 to a man called Abenumo from Ejio, a village under the
Torin emiratel0. Abenumo was a musician whose opening
rendition was said to heve brought about the name
dadakiada. The opening performance was a kind of
introduction to start off the day’s entertainment. It is said that
as soon as the drum starts playing Abenumo would start
certain vocables among other things as mentioned earlier.
Thus the name dadahiada is attributed to Abenumo.

This assertion suggests that dadakiada evolved from
Abentmo though it may not be ruled out that some musical
type of a similar format existed prior to Abenumo’s
improvisatory capability.
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musicians came with a gdngan drum, which théy played and
tried to reproduce the drum sound with ‘their voices. Prior to
this time the instrument in use in Hlorin was kSlSbs used to
accompany a musical type known as mdlé. Thereafter gdngan
was introduced to mdld and it replaced kdlébé, as a result,
molé was given a new name—-dadakiada.

Olatubosun Babalola ( 1988) traced the origin of Egiingin
and 4gbe dance, which were already in existence before the
inception of dadakiada”. According to him people, used tke
same music that was used for the egingiin and agbe dances
during the day for entertainment in the evening. It was the
evening entertainment that was later changed into dadakiads.
The music and those that made it remained the same, but the
context of performance and the text of the music were
different.

Abdul Rasheed Na’Allah (1992) asserts that dadahiady
originated from the Iwi egiingiin. He claims that the name
dadakiady is taken from the opening incantations st
performance'. This according to him was before 1823 when
Islam came.

Horin, whose inhabitants are now mainly Muslims, have
tried to wipe out all practices that are not Islamic. Thus,
manyofthed&d&hi&d&arﬁmﬂnotlink&eoﬁginof
dadakidds to egingin. Na’Allah however, notes that the
performance techniques adopted in dadakiada today are very
similar to the techniques of iwi performance.

It is quite possible that dadakiada originated from iwi
egiingin or agbe dance. It is to be noted that iwl egiingiin
deals with ortk? orile (genealogical praise) which is
prominent feature of dadakiads.

I observe that dadahiada is the most popular non-
religious musical genre in Torin town, hence, Tlorin people
and the dadahiada artists lay claim to dadiiada as their
own musical invention. However, Hlorin being a Muslim town



126 DADAKUADA MUSIC

does not subscribe to linking the origin of dadakiada to
egiingyin because it is not Islamic. It is therefore problematic
to trace dadakiada origin back to egingin because the
assertion is rejected by the people and even the artists who
themselves try to be as religious as possible with a strong
inclination towards Islam.

My own conclusion considering the views expressed
above is that Ilorintownoouldnothavebemﬂ;eoriginof
dadahiada though there is enough evidence to be believe that
ltwasintroducedtol]oﬁntownﬁomneighhowingvillng&
undcrﬂorinanirate.ﬂorinbeingﬂ:eheadquma-shasalways
taken the glory of whatever emanates from her subordinate
villages. It should be noted that the villages that surrounded
llorinbeforeduadvmtoflslammdcvmaﬁer,weepm-ely
egiingin worshippers. It is therefore not possible to
completely reject the fact that daddkiada has a link with
egzingﬁnﬂnoughitmaynotneoessarﬂybeiwlegdugﬁnas
suggested by Abdul Rasheed Na’Allah. Iwi egiingiin is more
relevant to the Yoruba of Qy¢, Ogin, and Qsun. A study of
d&ddbi&d&andthelanguageusedforpu'formanee,whichis
“Dorin Yoribd™ is more influenced by the Fulani and Tapa
than Qy6 Yoriib4. The possibility of the original language of
ﬂ:elloﬁnpeopletohavcbeminﬂumoedbydmtspokmin
the west and developing gradually into Ilorin Yoruba is
ranotebecmseﬂlereexistswiihinllorinmeuonjé
descendants whose language slightly varies from the “Horin
Yordbé™ used in dadakiada performance.

Stages of Dadakiiada Development

The stages of dadakiiada development could be likened to
thegmwthofachild.Atatimeheisbom,atsomeotha
time he crawls, walks, matures and becomes an adult.

There are three stages of dadakidda development,
namely, the early stage, the developmental or middle stage
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and the present day or matured stage. My “division of
dadaliada historical development into stages is based on the
following musical instruments, performance practices, group
organization, societal influence and technological
advancement. The division of the various stages into years is
inferred from information gathered from the informants as
indicated by special events at the various stages and the age
range of the artists who lived and performed at the various
stages.

The Early Stage

It is difficult to pin the time of a particular year since
there was no written record to that effect. However, Alhaji
Babd Miliki claims that dadakiada started in 1831 at the
installation of the first Emir of Tlorin'?, while Alhaji Jafgbadé
Al claims that it started at a time when they were using
“Inabere” that is a time when there was no electricity in
Dlorin town. These two periods fall between 1825 and 1910.
The concern of this writer however, is not the time in terms
of spgcification of year but the factors that characterized
dadakiiada at this early stage.

The early stages of dédakiadd was characterized by the
use of very few instruments and people. One of the stories
about the origin of dadakiada as narrated by Babs Milik
shows that dadikiada started with two people, Awudi
Onim616 and Ajagbé Monre. One-man performance was also
a common feature at this stage in which a man plays his
drum and also sings. When it featured two people, one man
usually piays the drum while the second man does the
singing. At this stage of dadakiada only one géingan drum
was used as the accompanying instrument, no other
instrument was used'®. As evident in the story by Alhaji Babé
Miliki, the musicians at this stage moved about without
invitation to occasions to play and entertain people and as
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such were looked down upon as beggars. This impression
was carried on in the society for & very long time. ‘

Na’Allah (1988) identifies “dialogue” as the main feature
of dadakiada performance at this stage of development's,

Performance at this time according to Alhaji Jiigbadé was
more in the towns especially lorin than in the neighbouring
villages. This was because there were more people in the
towns and social events were more. This however, does not
rule out performance in villages. The artists were based
mainly in the neighbouring villages as in the case »f
Abenumo who lived at Eji and Awodi Onim6l6 and Ajaghé
Monre who stayed at Monre. The artists according to Alhaji
Jaigbade usually moved from villages to towns for
performance and return to the villages after performance
which usually lasts for one or two days.

Performance at this stage was basically entertainment.
This is because these artists were concerned mainly about the
money they will realize from the performance for their living.
Hence, the song text was basically praise singing.

Prominent artists at this sate inctuded Awodi Onimél6,
Ajagbé Monre and Abenumo who also featured prominently
at the beginning of the developmental or middle stage of
dadakiada )

Developmental Stage

This state (also called the Middle Stage) marked the
beginning of advancement, innovation and introduction of
new ideas into dadakidda both in terms of instruments and
personnel. This stage marked the increase in the number of
people and instruments. It started with Abenumo who
increased the number of people who performed from just one
or two to three and the number of instruments to four'’. At
this stage, new instruments known as pakeke drum was
introduced. Pakeke later became a name with which
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dadakiads was called because the instrumemt became a
major instrument used in dadakiada performance.

Dialogue technique identified at the early stage by
Na’Allah was still a feature at this stage especially at the
beginning, though it later gave way to simultaneous singing
technique in which there is no separate chorus groups, they
all sing together. The number of instruments later increased
from four to about six while the singers increased to four. A
new member known as Bdto was also added to the band. The
bdto according to Alhaji Jighadé Alas played a number of
roles such as making humorous statements during
performance. He also moved into the andience to collect
money for the band from those who may not want to rise up
to dance and he was usually a good dancer. The b6td danced
throughout the performance if he had no other thing to attend
to.

The performance at this stage became more elaborately
organized and popular than in the early stage. At this stage
the performance arena or stage had a format with the
drummers on one side (usually the left), the singers at the
right side of the stage and the leader of the group in the
middle, a little to the front..

The b6td usually stayed behind the leader. The
introduction of the boto at this stage marked the introduction
of jesting on stage. This was one major role the bétd
performed in addition to giving information to the leader.

Alhaji Jdigbadé Ala6 also claims that Ajibiyé was
particularly noted for his efforts in the development of
dadahiada at this stage. He was said to have introduced
pikenke drum. He also introduced the idea of ogd and
omémosé, that is the use of a separate chorous group. Other
performers at this stage were Laoye, Akanbi Eri, Marléw4i
and Akané Qgd who was known for his virtuousity on the
drums.
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Somg text at this stage started moving away from being
purely entertainment to commenting on social issues and
educating people. Artists started moving from the
neighbouring villages to settle down in the big towns. They
were still looked down upon as those who were not well to
do. Alhaji Jafgbadé Ala6 says that it was not as bad as in the
early stage because at this stage performers started having
invitations to perform at social gatherings for a fee.

Present Day (Mature) Stage

The third stage of dadakiada is the present day or
matured stage, which is believed to have started since 1965
or thereabout to date. This state of dadakiada performance is
characterized by constant innovation, which has raised the
musical type to a level, which enables it to conveniently
compete with other traditional popular non-religious musical
geanres in Iorin and its environs.

I have classified this stage as matured because it
represents the period in which dadakidds witnessed the
greatest input towards its growth and it could be said that
important heights in Dadakiada development is reached at
this period. The maturity in this stage is seen more ‘in the
consistency of the musical type despite the constant
innovations and the wave of modernism which has also
influenced the music. It has not lost the traditional touch
unlike some other traditional genres. One is still able to
recognize it with ease when the performance is on. This is
particularly evident in the melodic and rhythmic structure
employed in the music. Dadakiada at this state became very
popular due to a number of factors, principal of which is
modernism and technological advancement.

People’s ways of life and orientation changed due to their
exposure to the western education the social life of the people
was particularly changed and they began to have more love
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for entertainment than it was before technological
advancement has brought about the waxing of records which
makes it possible for the music to be transported out of its
immediate environment.

llorin also became a commercial centre. People whe came
around for trade purposes usually spent some days in the
town and thereby got to know about dadakiadia music.

Another area worthy of note as per the modem infuence
such as the microphone, and the speaker came on the scene at
this stage. This new idea according to Albaji Jdigbadé Alaé
was first rejected by the society who believed then thatit was
an insult talking to them through a box instead of the natural
human voice. It gradually became acceptable to the society
such that every dadakiada artist strove hard to obtain ce.

Dadakiada also witnessed a number of new mnovations
at this stage of its develooment. These were in the area of
instruments, personnel and performance.

A number of new instruments were infroduced.
Instruments like akiba, sékérg and two small drms called
terela wege introduced at this stage.

In 1970, late Omoékeé AmoO6 introduced standing on stage
into dadakiada®™. Previowly the artists performed fiom a
sitting position. The leader used to sit on a mortal whie the
others sit on a mat. The introduction of standing on stage also
brought about dancing.

The number of drums and singers increased enormpusly.
An average dadakiada gioup now consists of about eight
singers apart from the leader and about ten drummers paying
various drums. The number of 5670 also increased depending
on the size of the group. Seme have as much as five 46655,

Dadakidda artists at this stage became more respected
and regarded for what they are as performers. This respect is
born out of the fact tha: the artist could now fend for
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themselves. Some of them can now atford cars and buses for
their group and also build houses for themselves.

At this stage it is no more a common thing to see
dadakiada  artists moving round without invitation.
Dédakidda groups have become organized. The artists are
part of the performing musicians association of Nigeria. This
association, as they claim, has fostered unity among the
artists, bringing to an end the enmity that existed between
artists which previously had degenerated to a level of using
“jiefii” against themselves.

It is also at this stage that they introduced a kind of
graduation ceremony for a trainee who has mastered the art
of dadakiada performance. This is usually done with wining
~and dining ad has reduced situations in which an apprentice
Just cut off from his master as soon as he thinks he can stand
on his own.

The matured stage also witnessed a great increase in term
of artists. Many more people became interested in the art and
formed their own groups.

Notable among artists in this stage are Alhaji Jaigbadé
Ala6 who is currently the Qba Olérin of Ilorin (the Chief of
Musicians). He is actually believed by people within Ilorin to
be the leader of this stage, but another artist, Alhaji Odolayé
Arémi is more popular among other Yoruba areas of Nigeria. _
He in fact is believed to have given dadakiada a national
~ recognition through the records he has waxed and his regular
performance outside Ilorin. Both Alhaji Jaigbadé Alaé and
Oddlayé Arémii have records to their credit. Other artists at
this stage of dadakiada development are Alhaji Arémi Ose,
Sakd K616b6, late Omoékeé Amas, Ehin Oke Ajaghé, Amdri
and many others.

The song text at this stage centers on various issues
ranging from social, political, and economic to entertainment,
criticism and education. Artists at this stage now go for



ALORE: ILORIN JOURNAL OF THE HUMANITIES 133

performance strictly on invitation usually at a price fixed by
the group manager.

Dadakiada could be said to have reached the peak of this
development at this stage. It is to be observed that the
matured stage of dadakiada featured the reign of various
artists at particular periods of the stage. At each of these
periods, particular artists dominated the performance scene as
follows:

1965-1975 Late Alhaji Oddlayé Arami
1975-1980 Late Omoékeé Amdé
1980-to date Alhaji Jaigbadé Ala6

It is particularly noted that since 1985 to date there has
not been any major new input, except for the introduction of
the western set of drums popularly called “jazz” by Alhaji
Jaigbadé Ala6 in one of his records in 1994, and the use of
western keyboard by Alhaji Aremu Ose Ayobami in 1995 in
his recording titled “Asiw4ji Edé lagba”. There has been an
elimination of some of the musical instruments which were
introduced at the carlier part of the matured stage. For
example s¢kére and agogo have been dropped by many of the
artists and are not replaced by new instruments.

Conclusion

Attempts has been made in this write-up to discuss the
origin and development of didakiada music in three stages
namely, early, middle and present day.

Dadaliada whose origin poses a problem because of the
divergent stories about it is more likely to have evolved from
an already existing musical type. The possibility of its
linkage with egfingin may not be ruled out, although the
artists and the people of Ilorin reject this assertion because of
their Islamic religious inclination. It may also have emanated
from a neighbouring or subordinate village to Ilorin.
However, Ilorin being the headquarter and economic centre
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usually takes the glory of what evolves from a village under
it.

This development of dadiahiddx has been a progressive
one since its inception. It has since gone through a series of
expansion and development in terms of personnel, musical
instrurnents, song repertoire and indeed the popularity of the
genre. The changes at every one of its three developmental
stages from the earliest to the latest has however not distorted
the originality of the music but has instead maintained a
continuity in the changes. There is a clear blending of past
with the present with a constant improvement on the past.

The present day stage of dadakiads in particular have
since about 1965 been witnessing a lot of innovation but from
1980 to date, it rather got to a halt in terms of innovatipns.
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