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Abstract
Masic as an tntegral aspect of the African ¢ wltiral life is associated with soc jal and sacred

coremonies such as festivals, ritials cned velicons worship However, the advent of western civilization,
modernization aind mdustriadization has eroded sever al aspects of the African culture and caused many 10
suffer nevlectand i the danger of hecoming obsolete and not appree wated by the peaple within the culture
that produced the nnsic espree sl the vouths Some of these cultwral herdages liave however survived
anied ml:r;n’wd despte the pressie af covilization Documenticttion, proservalion and /H!J’J/ﬂ 1z the
traditioned Afrcan mursical cudture and assoe rated festivals iy therefore important so that they dv not go
aito exime tion 10 on thes premise that thes sty e vamines muste, sacred practice, and social meaning of
loogo Festnval of the Owa people i Onedo State, Nigeria

This stuchy adopts participant observatin and descoptive methods to document facts and data
on thes festival with oral nrterview ool and review of velated lueratires as owr secondary source The
study acopts the € wltial Retatovism and African Perfarmeance thearies as d theoretical underpin

1115 abscoved that [zopo festival 1s a megar festival among other festivals of the Owo people with
s mnate sacred. social and musical wtricacres, Further findings also reveal that the proliferation of
other foreion religions has nof deconstructed the sacred vites of this festival as the sacred nature of this
Jestival is protected, smenntened and held ek by the people ’

" Ths sty ””f"”dfi’* ”;:”‘ f»’-;”ﬁ"” /l"\;-’"h" aver ”’}'J"‘,‘tm is a communal festival which has been

ived tor soct-vconomic and cultiral promotion among 1he Owo people MO - .
the high yoe io-ccononic protency th-ffH/f-‘H‘f«‘/ miricacies of Hu'/Lf:'.r‘t}'lr}r‘;(\';:::{f‘rf’n)’ldf’: o
national and clobal towrist attraction A Proet Hoaa pieerluliper

Key Words: Music. Suc ved practice; Social meaning: [gogo festival

Introduction
Festivals are communal celebrations, carclully planned by the traditional institution i
al institution in

the commumty. 1t 15 the Obas (kings) and hus chiefs that approve traditional festivals

mvolves pourmg of libations, rejoicing, winnmg and dinning, general |ll:l 1}5-“-&'5‘ et
makimg  In some Cases, cultural groups, corporate urg;un;ulmns and n e ki
OIZanZations Sponsol trachiional lestivals. The I'usmu!suf:11.||1yt-““"it e 1“’I1—%1t.,vur.nmcnlal
the presentation of unigue custonms, folktales, costumes and culinary i:k I;li D coeiled wilh
various activities such as pounng of libations, sacrifices, inc:ml'ni;) tlls,
established by custom and usually sponsored by the traditional imlitu‘liunl:s

Festivals involve
» prayers, rejoicing,
olthe community.
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It 1s part of the customs and tradition oi"thg Yoruba pcoplc to cclcbralct\'ilrlollltrs Lc:él:-;;:lz
yearly for merriment, prayers and social inlcr;lclmns.._.Dcpen-dmg on the c_:enll}‘ .p p
festival, the celebration may be solemn orjoyful. Okediji (2025, p.15) submits that: ‘
Among the most culturally expressive and populous cthnukgroups_m
Nigeria are the Yoruba, whose worldview is profoumlly ‘;oclov—ccnlngj
pri‘a,\miﬂnu the collective well-being over md.n*ld'ual pursuits. This
communal ethos finds its most dynamic expression in the annual cycle
of socio-religious festivals that honor deitics, commemorate

ancestors, and celebrate pivotal moments in the community's history.

In Yoruba speaking South West Nigeria, traditional festivals are observed to serve th_e
need of the various communities to honor their dead heroes. Awolalu and Dopamu. (2005,
p.153)states categorically that:
Most festivals are associated with specific divinities, spirits or ancestors and
they are, therefore, religious in outlook. Among the Yoruba, for example, each
divinity has an annual festival associated with him or her and this is called
Odun (festival). Odun also means year and when used in relation to festival it
means an "annual festival”.
This means that major festivals among the Yoruba come u
Owo land. festivals are re-current religious drama, w
people. Festivals are held in memory of the div
Oduyoye. (1983, p,
among other things. historical events. comin
various gods for protection
(1990.p. 71):

p every season or year. In
hich feature at regular intervals among the

inities to re-enact important events of the past.
150) points out that, their significance lies in the f

fact that they illustrate
_ g of age, harvesting of crops and appeasement to
against enemies, evil or epidemic disease. According to Opoku,
Festivals are rituals which recur at re

purpose the expression of beliefs held by a particular community. Ther
the conscious expectation that certain very specific ends w
result of the performance of the festivals and the performay
the desires to gain some form of satisfaction and s expe
Festivals take place at special times sct aside by

commemorate some events of historical, cultyral or
by the performance of certain rituals; such events a
_ individuals and their communities 4 sense for me

In Owo land on which this study is focused, there ape yar o . sl ichi
Or¢ festuival (Ugbade). the Jlabi festival (a new colg nut ?2::3;:;‘“:}11:?”“ W_hlt‘h e
festival), the Ogiin festival (the god of smithy and lord of iron)‘ and |m 'CSt}Va! s
festival held in Owo inhonor of Oronshe, which is the focus of this S‘I \ 'g?gg e & .
for the festivals and there is no clash in the dates,. These festiy als u‘rL' (L}ltk' 5')|;L\:}“l0'us L i
| PPectalimportance i (he

collective hife of the Owo community. Festivals through jtg Corporate rityals
and harmony in the society, to prevent war and other social disorer Alshelpto create peace

gular intervals and which have as their

e s also
il come about as a
1Ce IS motivated by
cted to be effected.
4 community in order to
religious significance and
Are re-enacted, giving both
anngand cohesivenegs,

As observed by Nirmal, (1976, p. 79): “Feasts ang e
any rehigion. They serve a twofold purpose of keeping re
religious or theological truth connected with (e
celebrations of some important religious principle

stivals are
hgion
M. almaost
of the

-||' ’;}n 'Mportant aspect of
in;;\ll'\i:h]ll]d al’hfming some
o W OW Al festivalg are

) ith", urrnhumling these
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views Ogunba, (1987, p. 88) opines further that: “Festival !'ilcs are i“‘l‘“”""" IE"' "c“-";‘f
reasons: hirst, they are the chiet media of the rehigious expression of the people. Secondly the
mstitution of the festival 1s in itself a grant cultural establishment whi;:h can :ll..:‘(,‘()lllm(ldillc
virtually every experience of the community and mould it into its own special idiom ™.

al often achieves more than mere religious expression
or the reconstruction of Yoruba history once
sacred practice and social
interconnectedness and

In practice, theretore, the festn
and has material that can be an important source |
the idiom is understood. To this end. this study unravels music,
“Owo. Ondo state to unravel the :
mterdependence of musie, sacred practices and social meaning in lgogo fc-_t|v;1| wnl.\ aview to
contribute to the ethnographic documentation and ethno musicological tll-hi.'l)ll-l'hc n /‘lrw:m
cultural studics especially on the resilience of indigenous cultural practices in the face of

modernization and rehgious change.

meaniny - leovo testival ol

Literature Review

he indigenous music of Africa, given the vastne
ancient. rich and diverse, with different regions and nation
musical traditions. A fricans have a rich background of music and dance, where these
mtegral part of life and punctuated milestones in the life of the community and individual.
Music is found in every known culture, past and present, varying widely between times and
places. Since all the people of the world, including the most isolated tribal groups, have forms of
music, it may be concluded that music is likely to have been present in the ancestral population
prior to the dispersal of humans around the world.

ss of the continent is historically
s of Africa having many distinct
form the

African music generally, and festivals among the Yoruba people of the Southwestern
Nigeria specifically, have received scholarly attention and documentation in various aspects of
its performance, history, structure, management, sociology, rituals, economics. and so on.
Nketia (1974) defines African music as. “A public performance that take place on social
occasions when members of a group or a community come together for the enjoyment of Ieisure,
for recreational activities™ (p. 21). In this case, many scholars agree on the definition of African
music as 1t 1s viewed as that kind of music that cclebrates culture and group ¢athering. Barz
(2004) also defines music simply as “asocial event”™ (p. 5). ChernofT (1979) seem to concur with
Nketia when he defined African music as, “A cultural activity which reveals a group of people
organizing and mnvolving themselves with their own communal relationships™ (p. 36). Here,
music is viewed in terms of communal gathering, where people share the cultural activitics of a
particular society, but it is more than a mere social event because it carries deeper spiritual
imphications.

Adcoye C.L (1979) has stressed that music has from the onset been an integral and
important parts of Africa’s culture. Having an interesting mélange of folklore, arts, music fmd
traditional beliefs, the continent has been regarded as a cultural melting pot. M a;ny L.‘L‘)mmtuni;ti 5
and tribes in Africa used music to send across messages and to 5h(>\\'ca;se the uniqueness of tl e:-.
(aditions. Badru etal (2024) observes that Folksongs and traditional festivals, as nnnii'"ﬁﬂ'wu
of oral hiterary genre, possess the rc:_n:n'k;lhlc ability to simultancously cnlcr‘lmn t;duc‘: t ’ Ilonml‘
and provide solace in individuals [‘h.rnugh them, virtues of the community '11re u ]:: f’{ —
cultural values are projected. Thus With a deep rooted music culture, music ft;sti\farl}q zr(e ?—:::
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becoming a popular concept, with the continent hosting some of the world's best music festivals.

Fayenuwo et al (2024) discusses the Egungun and Sangojimi festivals of Ede land as
performance with emphasis on the listory. structure, hicrarchy, and admimistration of the cyclic
rtual, providing an action plan m terms of commuttee set-up, pubhienty, and media coverage and
with the assertion that the modern celebrations of Egungun festivals s based on the inherited
ancient structure established by the people’s ancestors and whose management approaches are
in tandem with basic management principles. This assertion is generally true of festivals in
Africa because they are handed down from one generation to another with fundamental
structures. rituals and taboos that must not be altered for any reason.

While Oyedokun (2024) investigates the ditferent ways in which Yoruba cultural
ndigenous identities are presented to the world in contemporary times through the Oranyan
festivals. Okedip's (2025) contribution 15 on the socio-economic implications and challenges of
the annual socio-religious traditional festnvals i Yoruba land. Oyedokun gives an in-depth
analysis of' the historical development of the Oranyan festival among the Yoruba and its impact
on global assessment in the African past and Okedi)i's emphasis is on the economic impact on
both local communities and the broader national economy. Okedin concludes that the Yoruba
people m Nigena continue to attach significant importance to traditional festival observance
being enhanced by modern communication technology, the festivals now have a broader reach
and global audience. Notably. several of these festivals have emerged as viable income-
generating platforms for host communities and the country at large.

Uzuhuu (1988) and Rings. Nancy C. (et al) (1998) cited in Kyalo (2013) have also
discussed rites of passage and rituals in African festivals respectively. Uzukuu says that rites of
passage are a way of expressing the aspiration of a community. Through them, soctety hands on
cultural values and beliefs to the young generauion for transmission to posterity. Tt is in and
through this nitual action that the being of the community comes to manifest realization.
Uzukuu's conclusion is thatrites of passage are rituals and according to Rings, Nancy C. (et. al)
rituals are found m communities and are a pnmary means of social communication and
cohesion. This 1s because ruals are often communal, consisting of prescribed actions
performed pertodically and or repentively. Rituals are symbolic, routine, and repetitive

activities and actions through which we make connections with what we consider to be the most
valuable dimension of hife.

In Owo. according to Mr Onimolade Temitayo who is in the second age grade of the
town age group, the imtiation of the youths into the adulthood is in seven stages. the group is
usually upgraded every nine years 1o be able o attain another ladder till they get to the highest
srade which induct them nto the "Ero” stage which usually falls within the ageol'seventy s’c'uw:
and above The Fro stage 1s what they cclf.-hr.ucd as Ero fesuval in 0\\'(3. To be part ofihis'-vro{q;
there are some rites nituals that are performed: anyone who wants 1o join must Pl't‘pur: fom‘l
mcluding the traditional soup (obe ugun)._gn ¢money and wine (schnapps, palm wine and bk
meat)to the group he'she wants tojoin before gaming acceptance.

In the Afnican cosmology tamilies build shrines on the bunal

; sttes of those considered
(o be Ancestors, deceased prominent members of the family or sommunity. w honor their spirits
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' . . 4 3, 8 ql‘.
amy '\ ‘\‘L"““ ' ARAL H'Ilh\ \‘“L\““L I”L \‘I ”lL LU“”“"“"\. lhﬁ ['I(‘LL(Ughtv)[“l'a) “IiL'L iceen
\‘I\‘n\\ ‘h\ 'I‘l\ 4 “\'\l IS TOW s r\‘\l HOVE W h\‘l ¢a lt‘l’l.l \‘“tl S "lplu ! -

b . L \ \ i \ T d mave ( ' I" ll S l}f" n

crevted and wo shipped vearly.

. : ] estivals and Yoruba
Despite the vast research and available literature on Afncal? R-?z:;l o R
festivalsn particulan, there is much work to be done on Igogo 'T}”.t.nfdl:bl;::ks tl(l) fill
musicssacred practices and soctal meaning. This is the gap that this study

Pheoretical Framework heories ;
A Tican performance theories. These
Fhis study is anchored on cultural relativism and African performance t

theones intersect in understanding performances as culturally cmb_cddcd practu_es. Cutlctlt_:;ll
relativism cmphasizes evaluating cultures on their own terms, without 1“’P°S'"Eth§x e
standards In Atocan pertormance theory, this means analyzing performances within :

spedcitic caltural contexts recognizing their unique meanings and fcutures._The key connec |0r‘1$
between these theories are cm;lcxlu\;I understanding, avoiding ethnocentrism and performance

ascultural expression

Histonieally. cultural relativism has had a twin theoretical approach. h:stonc_ai
particulanisme Thisas the notion that the proper way to study culture is to study one culture in
depthe The roots of cultural relativism go to the rejection of the comparative §chool of the
nneteenth century on the basis of exact and specific ethnological information. Cu]tt{ral
relativism also rejects v alue judgments on cultures, in this view, no single scale of values which
holds true tor all cultures and by which all culture can be judged. Beliefs. aesthetics, morals and
other cultural ttems can only be judged through their relevance to a given culture. This indicates
that every culture determines its own ethical Judgments to regulate the proper behavior of its
members. For example, the song, 'Tiroko tiroro o e¢' in lgogo festival, is a song used to instill
moral rectitude or o uphold moral uprightness amongst the citizens of the community and there
dreseveral practices engaged in lgogo festival among the Owo people which are not acceptable
toother cultures and vise versa.

Some anthropologists associated with cultural relativism are Franz Boas and. his
students, Allred Kroeber, Robert Lowie. Melville Herskovits, Ruth Benedict, Paul Radin,
Margarct Mead. Ruth Bunzel and others. Franz Boas is the key theoretician in this group. Boas
published his views on the comparative method in 1896. The article, "The Limitations of the
Comparative Mcthod of Anthropology," was the first exposition of cultural relativism. Boas
(IN90) adenufied four major limitations 1o the comparative method. According to him, 1. It is
mmpossible to account for similarity in all the types of culture by claiming that they are so
because of the unity of the human mind: 2._ The existence like traits in different cultures is not as
important as the comparative school claims; 3. Similar traits may have developed for very
different purpose i differing cultures; and 4. The view that cultural differences are of minor
importance is baseless,

Recently Aydin (2025) presents a critical philosophical and sociological ex
cultural relativism: Whale :arkIu:\\'icdgln}g_lllc L‘!llpil‘ic:ll fact of cultural divcrsi[y h
drawing normative or epistemic relativism from cultural differenc \
Lallacy. He analyzed the core principles of cultural relativism

amination of
¢ argues that
€S constitutes y logical
O expose their internal
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uities. Specitically, Aydin submits that the descriptive
arthy lead to the normative assertion that all
Aydin advocates for a balanced

contradictions and conceptual ambig
claim regardimyg cultural varnation does not necess
moral systems are equally vald, Rejecting radical relativism,
approach that neither impose cultural unittoramty nor endorse moral indifference.

submit that an evaluation
because the basis of the
able values

_ We agree with the general concept of cultural relativism and
ol dl \Hl_llll\‘ by values outside of it will amount to a wreng cvaluation
evalw IS WI tach & Poes

uation is wrong. Fach culture's sot parameters of aceeptable and non-accept

should be the grounds for its assessment,

Pﬂ_l.\‘l_m:]:‘i'\(:“‘;‘k\l'i*:::\ll‘l:l‘ft‘l!'ll‘l.l‘l}‘c‘c theory s an illIL‘l'\liS\‘il‘lil];.ll:_\ ficld that examines the diverse

masquerade, ritual nd bk I\mg. encompassing oral traditions, music, dance. theatre and

shapes and I‘L‘llg\‘(; \t‘r:t:,\]nTt :1}._\31‘1\1‘0{I101‘. ql\l\‘d\icd‘ practices. Itexplores how performance

theory are Victor Turn ‘l .n\u nm-.\. uicnl‘uws. and histories. The influential thinkers of this

Schechner, a theatre pr ;\iml\ "“‘_“l““i‘\‘h‘gl_sl who explored ritual and performance: Richard

other cultures. and K \n‘\“ S, and theorist who applied pertormance theory to African and
oft Agawu, amusicologist who analvzed A frican music and performance.

Fhe cultural relativi

S al rels ; :

because the leogo ll‘\tit '1lil‘l\- 'i‘_“‘l\ -if!d .\t[1\.111‘pcnorm;mcc theories are relevant in this study
sll the dvaamics of th : \lt\\ tseussed as a unique festival of the Owo people of Ondo state with
pt\‘ll]!;ll'\“L‘I][._‘\l‘nl‘ “\ : tiean pertormanee traditions. The Tgogo festival is studied in its
oo wichin the & k :1\ leltu mlwl mphications of the sacred beliefs and practices of the people of

¢ aceeptable cultural values brinei ; ) i
" . al values bringing » fore P .
social meaning of the testival ging to the tore the music, sacred practices and

Methodology

This study adopts participant observation : Seripti ,

and data o TR P ' ] e ion and descriptive methods X ac
.\L‘cundar\k:\Llllr]:‘:‘.l;‘i\ll;\l':‘tg-\tll-[~}ll1 :\\HI iy teal. and ey ipc“’ of “"tﬂ:gd Iﬁtsgkftffz:n;:‘kts
hosted every vear in the ‘m:.»n\th\* ,l; ;\j“d‘“ﬂt‘d in Owo, Ondo state where the lgogo fe vt'h--(]n'u‘
v & gl -y ‘n;bm‘_ \:]pltf)mbcr. The rcs_c;mhcr participated ;mii :;bq ,-b\ “:jd hlS
festival who served as Ih;‘ ”E‘JjLol‘ i[: ;H“n( -‘T\\'O {Tlll‘posn-cl‘\- selected custodians ot::i] ' (;“ the
festival were interviewed. These cu:t )1{}]“‘\. - this research as well as other participa : = the
all the facets of the festival \u ko n l{‘m? facilitated the researcher's access to ‘P n~\ at "‘]c
e umwlmwnmj.un 1{.'1].“ \:-i“w, {..\,m v l‘dC\\ recordings of the festival were E-Etltll?ate o
PUspoRc ¢ Socumentat hjc‘h \; o;:m {] ]I\\ 1‘1;»‘1 \songs. j.md analysis. The translation 01‘?1 t?ll o e
et A ﬁ-‘ Q ug\ amajor challenge was overcome =
assist atls from Owo. Existing literature on the l«v(:‘:]::.ll"pl“:llh‘he help
sPgo Iestival were also

consulted to k “the exte 1 T——_—

e ¢d to know the extent of rescarch JIlL\ld) done on the subject L
. subject and determin

¢ the gap to

History of lgogo Festival of Owo People
- 'tbllk&'l Jeferson (2023) has observed and rightly so that the 1o .
of the connection between Owo people's past and present comm Bogo festival is the symbol
[gogo remains an emblem of Owe' unality. In his words
st “ =y . S « ~
performance of memory, covenant an dmu?l and community life, o
L3 [« S()c

day Owo to a long, multilayereq past. hts n:al t(lrder that ties present-
- 1S mixture of taboo .
. costume,
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1acted obligations renders itone

. - sound. and processionally et _ '
ot ! hin the Yoruba cultural

of the most evocative festival traditions wit

sphere.

One of the custodians of lgogo festival, and informant, Bamido .Olmvada‘r'nllql:;q
Olawole, savs that the lgogo festival began over six hundred years ago during the I‘ngl:l 0
Olowo Rcrénuci(‘n. l'har |{1<\|1;11'clw married (ljl'ﬁ‘l‘*?"‘.‘- B hc"“,“ ful and afflucnt qt.w(.mJ “h?
unknown to the king, was an orisha (goddess). She was powerful to the extent that "'ht_"x.cft:l(',
beads. instead of passing out feces as a waste product, this 1s onc of .lhc reasons Owo 1s nu. )‘
embedded with beads. which boosts the cconomy ol the town, She enriched the monz.lrcﬁ and she
was dearly loved by him. Queen Oronshe being a goddess has certain tahm‘)s_, She insisted that
nobody should grind okro in her presence or pour water into the yard. In addition, anyone vsfho
arrives from the farm with load of firewood on their head must not drop it in her presences. King
Rerengejen cautioned his other wives not to carry out any of these activities. Out of jealousy,
because Queen Oronshe is the king's favorite, the other queens are always looking for means to
put up a fight with her. One day, the other wives of the King had a disagreement Wi‘th‘Qucqn
Oronshe. they conspired against her with the intention of violating her taboos while Rerengejen
wasnotin the palace. Her taboos were duly violated and she subsequently fled from the palace.

\While she was running out of the palace, some palace guards and chicfs ran after her to
bring her back. an effort that proved futile. On her way running, her head gear (gele) fell on the
floorand the head gear (gele) turned to water which is now called "aiscnwen' river and now being
worshipped. She later felt tired and waited at a place called "Ugbol.aja" where she was found
and persuaded to return to the palace. Her refusal frustrated the guards, who forcefully captured
her thereafier but she disappeared into "Igbo Oluwa", now a sacred forest, leaving her head ties
(vja) at UgboLaja which the guards later returned o King Rerengejen. "Ugdezij:i" 1S now a
sacred grove. Queen Oronshe 's terra cotta sculptured image from "Igbd Oluwa" by EkpoEyo
stands at a distance to inform the Owo people that nothing will bring her back to the palace
because of the conspiracy against her among her co-wives by performing all her taboos in her
presence in the palace. She pronounced that she must be celebrated annually in her
remembrance by making sacrifices of different items, such as dried fish, kola nut
pepper. bitter cola and many more for ritual and in return she promised to
forever but if the festival 1s not done in remembrance of her, there will b
conspiring against cach other which will lead to fight and separation)
the people.

, alligator
protect the kingdom
€ conspiracy (people
and disorderliness among

[gogo festival lasts for 17 days and begins with Upéli procee
The chicfs are led by a chiel’ known as Akowa of Tloro, who is the traditional head of the iloro
chiefs. This Upeli procession lasts for 12 days and features several activities including Ute :?
U gbabo. Uyanna and Ugbate. I1tis also a period for the celebration of new yams l)lll?n i :rlé'.’_
procession, beating of drums by individuals or associations is forbidden and the it;:c ot‘cab . Llh
men and head ties by women at close range to the Qwo monarch, The festival fcalu‘rcc the dp:’ y
of bare-chested men, the Horo Quarter men called Ighares They often wear ik c'l; ‘ L. l:mL‘L
horns of buffalo in thewr hands. They strike these horns together while dancing ar ,ll hl“ s F
and visiting some sacred places in the town, garound the town

dings by the Iloro chiefs.
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' ome for
ir paths ¢ ‘ally becomes food

yuring this rite, any animal that crosses then paths ¢;ul'0|i1l1:t1}t]|;ir Izve‘j ks angh

- [ h, . g " ‘ : ‘ : )

he T|I .Lle:?:fs plait their hair and dance mnn_([ the town, .|'n( ,V;:nm e

:1“:11: 'il‘t]: i:l r\.‘lllll'l] The monarch often dresses III\'C.{l \m‘m:m ‘mls (,tm.d (_lurinu oot

D]:H ti 'ilH]lL‘ nnri ot by the monarch is also onc ol the rites perlor g

ancing JdEN v

Sociology of Igogo festival o P s meonle of Owo in Ondo
hl.']u_‘j\".-‘u':\c\ eral sociological implications of the festival to the II’LUP[I,[L[IUI‘EI.I wﬁtf SOCIO-
¢ by (S} B X . ; - - c
state. The seventeen (17) days long annual fcsllvgl ‘Lonlrlbl‘lfq lic;"lcll:C: o Owsd homse od
cconomic development of Owo. It is a communal activity, hence, indigenc: -

: sbrate this festiv: ople belief that,
abroad, far and near come home as point of duty to cel%‘bmtt th-lis Fehtletl; Ilzﬁfﬁirﬁrdom foreves
they will use the festival to renew and reaffirm Qronshe's |n'0mls,cto‘p10 u.b v O;(‘) o
only if they keep celebrating her annually. The festival holds every September in Qw¢

six hundred (600) years ago when it started.

Today. Owo indigenes are dominated by both Christians and Muslims; pevertheless,
their religious affiliation has not cradicated their indigenous beliefs, rites and detcrc‘ncc to the
lgogo festival. This festival is peculiar to Qwo people in particular and it is a major tourist
attraction to the town as tourists from far and near visit the town during the festival to have a feel
of the cultural aura and appeal.

The festival also brings the neighbouring towns together as a symbol of peaceful
coexistence. It is a means of bonding the unity among Owo and the ljebu, Qwo, lyere, Upeme,
Emure-ile. Uso. Ipele towns. These towns are neighboring towns under Owo. They all come
together during the period of the festival to identify their peculiar problems, issues and conflicts
with the aim of resolving them and chatting a way forward.

During this festival, there is usually an economic boom in the town, cspecially for small
and medium scale business owners. For instance, the coral beads and beaded gowns which the
King and High Chiefs are adorned with are sold by these business owners. It is usually a moment
of joy for the residents of Owo people during this festival period because of much sales they are
going to makc from the festival for those that are into one business or the other, even those not
previously engaged in business see it is an avenue to pick up something to sell during this period
because there's always much to buy in the course of preparing for the festival and on the day of
the festival. During this period of the festival, the owners ofhotels are happy because the festy Ol
brings in pecople from different places, home and abroad to come and lodge in YhCiI: hotels wll'v‘ah
as aresult gives their hotel more recognition and provides more referrals of people. —

The cloth sellers usually have more sales during the [gogo festival period becau

chiefs are going to put on wlmg c]gthcs ‘wlincl! require many yards because of the ';llll1i X
style they are going to sew fromit. ‘l he L‘ilic!s will not want (o repeat what they wore (1; ' :gll‘lous
years, they will go for another white material which will difrer from the prc.viou% y :llu:lcl’m
e Gty ¢ ice as well so this gives ¢ S year and also

not lesser in texture and price as well so this gives room to those selling
5S¢ clothes to make

¢ ake more
Igogo festivals

sales. Not only the chiefs buy new clothes, everyone tha Wants 1o attend (he
W things (clothes, shoes, bag, make

seall the

always want to appear nicely and look beautiful by getting ne
up materials) to enhance their beauty.
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not left out because both male and female will make their hair
are some particular hairstyles that are being plaited during this
According to Mrs Ku.;]ni Adekewe, (one of the iyawo ile in the
queens (Oloris) usually make the same hairstyles. The
airdressers can make this hairstyle, it is made by omo
wticular stylists, it is plaited in the inner palace. The
this hairstyle are the cultural troupes.

The hair dressers are
during the festival period. There
period by different set of people.
palace of Olowo) 'the iy:iwd ile's, and the
!1;11rsly]cs are made with wool and notall h
ile oba (descendants of the king) and some pé
other group of people that are permitted to make

F:',g; I: The Queen.s (Oloris) hairstyle Picture credit:
g cture taken during the Igogo festival at the palace.
v the researcher, September 24, 2019,

Also. the festival s ;
_ S0. stival serves as tourist attracti
this festival. people tr - “ stattraction to the town o pits
al. ¢ travel [r ; o i and the st; . .
All the nClghrl)Jor}inn t()w:]]g[li:ill(]jl\:)'mb ftimij abroad to come and witness thi:tle‘,g:jge?m1l‘bD““ng
; ~ Jwo and the state . ss this festival celebrati
festival as a me: ‘t‘ ‘o . ¢ states find their aton.
. s a means of uniting with pe way to Qwo becaus i
_ g people they have s Jwo because they see th
S T " . A have seen fora very long ti . : 18
and every partak crlz ()l%l}:itfl:q(:ithe; llft flee]cieui. It is also a means or‘.)émm.%;i?w’ L?t;’h up with old
: J PR >stival, Itis also a means : : ment for the visi
ancient artifacts Y ans of displa v visitors
iartifacts and some historic images which prmnotcgthzllng anc}ashowmg the tourists some
> 1gogo festival

The festival period is als i
s also believed to usher in pr: i
king. themselves, ¢ ateve e PRIy, itis the ¥
g ¢lves, and whatever they wantand it is believed that ﬁlt::]r]; o Ay P
é rayers will be ans
swered.

Rites and Ritual Aestheties in Igogo Festival
There are significant ri i
E nt rites and rituals Y
o . $ performed i
portray the culture and the belief : Owo A% g esti
The s'c)::ulfu' as 1ccl-,-‘4]:ioul}(‘ -bbhu Ur-lhb Owo people. Some are sqb Igogo festival. These rites
. « h h h ki § 3 g re i X :
e ;h] - _. om; part of the spectacle which nppc,llﬁ; &r;d. while some are secula
, ¢ African performance theory is i aritothe audie -
: ; is the rit audience. One
5.4 iemaghins Criormance f itual and cere -One of the ke
im(;wu(:1.0“1(."‘:;(:'!7:1 Eol sp;‘nlual. social, and cultural pruclilccj ?)Lrsm()"y that suggests ﬂ:l);
Y 3 ¢ e G are usig i R = i 1 1 o :
rte 15 done in Ii(mnr' nd i]{;'-hlmt usually dressed in female attire wi lIlI i the fostival, the Kin:-
S ¥ K"l i deference to the commandments of Oy, |”'lh“"' plaited to mateh. Tl -
appei » . s Chinfe damea o . ATonshe 3t 4 : -
al appeal, the King and the Chiefs dance round the 1owy, f‘l‘]l‘; 1. the female goddess Int}:!b
and pay visits 10 their love -
SIS to their |
oved ones
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L Significantly, the King dances around mn the maﬂq:l during _thq

Wi of the custodians of the lgogo fs:sln'.nl. Bamido
won of men nto women

omentary transformati
wories 1s a symbolic appeal during the
male look and

he second in

who give them gifts i retai
festival In an oral internvicw with one
Oluwadamilola Olawole, he stressed that the m

during the festival wath the fenmine costume and acce - enhance the fe
festival. Men also pad up then chest and buttocks to turther enhance the 1€

, et Opumu, t
manncrisms to mimic and honor Qronshe. For this reason. High Chiet ¢ _ull_k -
\.“””“-“]‘i to ()'l‘\\ ~ “"()\‘ ‘; \it‘\l‘fll‘\‘\ ()\\‘\ as ”l\' l\\\\ nw hk.i'c men \lﬂ'\\.-llp INU WOIY «

vear allin honor of the goddess who nved among them long ago

group of men called the Ayoyos stand in twos at
o a metallic cap on their head with a long
long to three

During the build-up to the festival. a
some strategic places m the town., bare chest, wearm

od between forty (40) and Seventy (70). and they be

cancan ther hands. Thev are ae 1
: ! The first

traditional age-grades. tving only traditionally-woven wrappers around their waist.
group. called Ologho \“-!11|‘]'I\\‘ of the farrly old ones who hold two buffalo horns w hich they
strike itermittently to create sounds. The second set referred to as Eletenten, a bit younger men,
hold metal gongs which they also strike to produce sounds, while the youngest group., called the
Kaya arc armed with long canes. which they swing threateningly in the air. The canes are
S} "-"b““t‘ul_f_\ heralding the festival. At this sl.;gc. the townspeople are made to be aware of the
festivities in the air and the forbidden practices which must be z_n'oidcd during the festival.
roup promote to Ologho. while the youngest group,

Subsequently. those in the Eletenten age ¢
ps also serve as disciplinary officers and

Kaya promotes 1o Flententen. These age grou
tradiional policing functions.

During the testival. Olowo shares twenty-cight kola nuts significantly during this
pertod. four of which goes to the Ugbamas while the remaining i\x‘cmy-?‘our kola nuts go to the
lghare Beatng of drum during Igogo festival has also became a thing of the past lr;tead of
drums. metal gongs (agogo or igogo) m Qwo dialect are used during the festival o

| Durimg the testival. there are some torbidden things that must not be carried out which is
seen as a taboo and must be avoided at all cost so as not to attract punishment of any kind. The
§ b . <

taboos to avord include the tollow ine:

Ban on beating of any Kind of drums: during this testival. it is expected that -

any kind of membranophonic nstrument so as not to incur the wrath of Or 'ntl ‘“L;]L:m rr
that 1s why idiophonic instrument (Agogo, Osewe) is the only acce t"lb\i '? ]‘;“ et o
accompany songs by the musician during the festival. el

No ceremonious event must take place: during this penod of the testival. burial ¢ .
not allowed to be conducted. However, the Muslim who buries their \.k‘ 3 : ’ \ ;ll—ldl SR l\
are considered to do so on the condition of not making use of any form ul'tnt;ah%‘\. ?“ th‘? same day
can project sounds or use ot microphones, speakers. However, bl'iur to the Elh“fl JP{"ill‘mces ‘hf“
religion, thas nite ss observed o the letter. Wedding ceremony s also I'U\lr: ;t.’llllmi?'.ut lht? ISI;"?“‘\
because of the Hamboyant social activities attached o the event. NL.\ ;.r“:.lkf_?h.“ g this P'\'l'lt\d
be conducted without projecting sounds and playing of instruments the w\ "!“I‘ as long as it can
1 MOSTCases Ped IPIL' I‘IL"L'I toshift thewr evem ti” !hc t‘lltlnl‘lh\.‘ f\'\lih\‘:ll o mg - go0m, blll
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wrehes and mosques are also not
ct of the use of musical
¢ instrument that can

period of the

s or mosques: the cht
cially in the aspe
Wl othe
wes durig the

nts in churche
boos of the festival espe
{, nucrophones, speakers, drums
swed in the church or mosgt

Use of musical instrume
excluded from observing the 1a
mstruments. During this penoc
enhance or project sound are not alle

festival.

the days of the festival to fire gun shots. No hunter
a gun during this period as itis believed that 1t

{ her from aceepting their sacrifices,

Sound of gunshot: It is a big offense during
or any paramilitary personnel is allowed to shoot
will chase away the spirit of Oronghg the goddess, preven
and holding back her blessings.

carfor headgear while the
he Ayoyos stay at strategic
and caps from whoever

',l' ¥ \ - o - N - .
Usc (lfsnar f, headgear and caps: Women are forbidden from tying s
wee 0‘} aps by the male counterpart is also forbidden. For this reason, (
() ; = -
& intin the town holding a long cane to beat and also remove the scarl
covers their head during these days.

Pouring of water, throwi , ) B
s l'ibogs p "m"]l‘h“‘)“mg]“g of woods down, and pounding okra: these activitics are seen
as e s during this festive & AP ‘ o ;
rabstaons fhl'”'s flbbllhll. To the people of Qwg, whosoever commits any of it faces dire

es. This is because; they are the major taboos of Yronshe i

il Bt S¢; ¢ major taboos of Oronshe the goddess s she was
still living among the people. P Jronghe the goddess while she was

I11s notew e .
aalion s O anO!f 1‘11): thffllt in consonance with the cultural relativism theory, these taboos are
ek fo(- ?hpbu‘ (.dl!y in rfe!atmn to the Igogo festival and it is believed that there will
g ncinll ]bcc violation of these taboos. For example, there are other festivals within
’ ghboring communities during which he AT . i
consequences. This reinforces the cultural rel Ei\fi nb}lll o . IR, ERGES
sl o i GRS ¢ heory that advocates evaluating each

Music E/l\lS(.’ll'l-ble in Igogo Festival
major feature and crux of the Indi Pt
. j ¢ Indigenous Africe ik 3
instruments. A frican instruments as : genous Adrican music 1s the Afric:
of ¢ ‘Hm‘*’::s.Afn]Léunnsu uments as described by Ogunade (1991, p. 2) igth”t{[ﬁfn&m o
clling the w rric PR ,p-2) is the African's “pass
gy ’]_”.L l(l)r ‘oth‘rrmI’] musical past and the brave new global vision™ O“Ldns passport
. 3 - . s s = e & D " 7 a
ke fﬁ,u]’ at “musical instruments are an aspect of the African life | “)Lk\f’giu(zm I,
ures develop their symbols of identity, and express themselves in thei wough which African
| selvesintheirown way™.

mnumcr?lll)]i(;- cibltljl‘:.(;yl;?:gll::?:t]m n l-n 1ﬂ‘t'fc.1ghcd - F.\.ﬁ.ica” music is known gl

. ‘ sical instruments in the African culture, Afri h globally for the

complex and hot rhythms found in their music. This is . ricans are known for the

drummfng.'As it connotes that in the Igogo festival of ll;c lglld!ly exhibited in their art of

drumming is replaced with gong (Agogo) whenever the festivefl i\:znpco.p]c in Ondo state, their
' going,

. “ As cznrll_ttr le)sc;-vc(!, mcn.nbr;l.m)phonws are forbidden during {1

: t.); use TOIhU'O1 ld_:rt;phluncs and just few out of the numeroys '!ul'upli: 1¢ Igogo festival, hence
ugle and whistle. The bugle 1s used to introduce - one instruments whi

: ¢ the coming of : uments which are

g of'the King TC

that the king is about 1o come out 10 see the audience and also blow ‘0" Lo create awareness
ol .“ u

Intervals to praise the
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king The whistle 1s usually blown by one of the group of singers to a-u.:::;'hr.;;}f:".c (:::r
metallic gong Duning the festival, different group of singers assemble wit t sl ;m(';
members, sm.;:mg different songs and accompany the song with P‘J}'“g_“' the m““';?":gh ¢
the metal stick which they use in smashing the metal gong to produce musical “'“’"‘"’ s =
have group ol SIngers |nJlln\\|ng them to sing and [‘l-i_\ instruments for them —\ hile ncy dance
round the town and also back to the palace for the other events that will take place.

Musical Tnstruments Used in the Festival =
The major musical nstruments used during the lgogo festival come under the
Idiophone and acrophone The major instruments that are used during the Igogo festival are:
® Themetal gong (Agogo) with small stick (Idiophone instrument)
*  Bugle(Acrophone)
*  Osewe(ldiophone) _ )
Odudu (Folded wrapper is used as an idiophone instrument. It 1s taken out of its original

context to be used as a self-sounding instrument.) It is used to accompany Os¢we while
playing nt

Fig 2: The Awa Ukojiz Olowo displaying the meral
gongs with sticks Picture credit: The picture was
taken at the Olowo palace by the researcher.

Sacred implications of music in Igogo Festival

Music in indigenous Afnican culture s diverse in functions and utihiies. It transcends
and permeates all aspect of the Alnup people’s life. Il.fsc;‘m (2012, p. 14) explains that “African
Music has a utilitanian function used in vital aspects of hife such as, a child's Raming ceremony,
iitiation rites, agncultural activities, national ceremonies, war timies, rehigious ceremonies. and
ceremonies tor the dead” Through music, Africans articulate and objecuty their philosophical
behiefs. These ph;luwphuul belicts are detaled in the pcrturm.m\--._- forms and styles, song
Iyrics, language use. ensemble and even the costumes worn by the African musicians. As it has
been discussed earlier, Some musical instruments and songs al:k.e are allowed durning this
festiyal while some are forbidden; this is because the festival in itself is sacred in nature and to be
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J and
struments such as Agogo u

| instruments .\.‘uc‘
of this festiy
ks hclic\'cd o

h as gangan.
al in terms
betall

musical 10

hile musicd
ed nature

sl bhac

for instance.
cEes W
jolates the sacr
cath and

held i high esteem, it is to be revered,
stick, Osgwe and odudu are used for performan
iva-tlu, omele, ete are forbidden. Anyone who v d
of these instruments, calamities such as abrupt sickness. ¢

i : R Wliate eflect. = or any
such person ifatonement is not done with immediate efle o ctivals, SoNgs set the mood for am
As it is known that songs are the soul of any testvei: . =

.. ® s'e @ ‘riCIlCt'q
s ople's €Xpe

< 2 Lot of creativity, Pet p
performance. The songs used in 1gogo festival are pm(lll.l-‘;' ?}L lfliﬂk is a secret but known (O
also serve as a means of exposing cvils that people dq whllt_ \’ - ylc is given below:
olhcrs:uulalsonmcunsol'corrcclinglhcillsinlhcs()cm)” xampieis &

Song |: Text: Translation .
gl lext Tiroko tiroro o ¢€¢

Tiroko tiroro o ahh
Adesolastole, she fear us not

She uses bratolearn how to steal
Take her to prison and shoot her

7?"()[&(; tiroro o ece

Tiroko tiroro o ahh

Ac f(?:\')()’l'(l'.‘ﬁ‘()!(; cheruwa 000
Omnt bura kolie‘.s*f 000

Egbe reran va yiban pa 000

withgun L . Adesola hife
Ero Oghg ewa waye Adesola lode 000 People of Owo see Adesolad it
outside
Chr
Call: Olibura Brastealer
Ans: Ewobe  3x Look here people

This song is sung to expose the above named person that stole bra and thinks nobody knows
about it, during the festival, group of singers goes to the front of her house to sing the song for her
and for everyone so as to shame, ridicule, expose, chastise her and also to correct her of her bad
doing and its implications if she continues with the act. This song is to instill fear in the mind of
the people that commit punishable sin and to remind them of the consequences which is being
sent to the palace prison or exile depending on the gravity of the offense committed.

The lgogo l'cslivnl.gFQwu_ employs specific music for various activities in the festival.
For example there arc specific music used for rituals, creating awareness. public appearance and
entertainment. Asong used to announce and welcome the presence ofaking is given below:

Song 2: Ewo be wa 00, see who is coming
Ewobéwaooece see him coming
Ong(oba)yorcemiju  theking we love most
L:wo be wa 000000 see him here
Chr
an(qpa) yoreemiju  theking we love most
[:wo be wa 000000 sechimhere  dx

The song above is used to herald the presence of the king in the
of the song is sung by all on the day of the festival but restric "
occasions by only the court musicians atthe king's palace.

Songs are also engaged in mockery of people of b
immorality. The nextsong illustrates this:

Song 3:

1 tcsht al, the performance
¢d to be performed on other rare

ad moral characters to expose their

Tibo sere esin ti'moho sun I'm plavi N
" ) v f!ff_\ ny “”h h(..v'- not “k(, ]l'n ¥ e .
her sleeping with
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Tr"by'm'uu'\‘nm'mg)‘!)u'm' 2x I'm sleeping with her not like I'm fighting
a song in mockery of a man who was caught
ughter, he first denied that he was only

h threat, he later confessed that he was

her
The above song W
having an affair with
playing with the girl an
sleeping with her and not
Song 4.

as a conversation but turned into
a eirl young enough to be his da
d not sleeping with her, after muc
like he was trying to harm her.
Ogho jo o koko Owo people we beg you please
(kluhlu?uh; 2x He beg vou
()igl;(f‘{(;'l:(; odo ¢1¢.u_n-‘_nl'mu' Owe people Jot ot time be pede eful
Ighaituwa Settled
01?;1_;',:)'!:)‘1\'0‘ 0 jinpan Clean water is fetche
Do daa bg't¢ 00 Let's stop conspiracy
Omiyo toro g jinpan Clean water is felc Jred in the morning,
Do daa bo' 1¢ 00 Let's stop conspiracy
The above song is sung by the women of Qwo in form ofappealing to the people to allow peace
to reign and shun conspiracy among cach other. The song is sung to remind the people that the
COnspracy made by the other wives of king Rénrégéién to send queen (;51'(,31155116 away out of
jealousy was what is still affecting them till today. '

din the morning

Song 5:
Orr;mo’sgn gwa: ni 000 my head is better today
er mao sen gwaceeee  vesmy head is good
Esene oh{uu\ luka mare there's no one that doesn't like good things
A faijng' orire maasancee  exceptthe person that his/her head is not correct
Eyi o rewd 00000 we like this one
Ori mo sen gwa ecece indeed my head is good

td}v"o to dawa yo ni 0oo the festival calls for celebration
Eviotodawayg eceee 2x indeed it calls for celebration

(liw ne ohfm?l hika mare there’s no one that doesn't like good things

’ 1 ] o | & ot

Jt? ng orire maasan eee  excepl the person that his/her head is not correct
Eviorewa 00000 we like this one

Eyioto dawayo ece the festival calls for celebration

The above song is sung by ever in Owo, it |
S S ybody in Qwo, it is the most common ¢
; ; Ly JWQ, 1L1s the mos n and known song s
Ec-)l[? ?:d-, zlf%ung, male and I_*Lmalc cvcry'whcrc. It is a joyous expressing that life is ?:bl:)g(;lw:ig -
¢ better. The people dlSO_Sl”g the song in appreciation that the festival met the iy Ty
ThlS song is also not restricted only to the festival days, there's liberty to sing i BN ST
Sone: y to sing itanywhere.

Ibeyimosingio this is where I can see you off to
Ibe i motidevino this is where | take mv leave

The above song is sung only between the Olowo and oba liebu (Oi -
the tradition that the king of Owo and kin(g of i_?n}l)ti(lel(r)? ;H:’;‘Etlr(f)glmg, Oluda‘), ot itis known by
will trek from his palace to visit his brother's palace 0. In rclnuirn l(l)l}lg - 1§:sl|val, o (‘)k‘)W(")
the Olowo back to his palace. After greeting and addressing the 20 .l.lf)mq) willalso dance with
will see Qjomo Oluda off back toa point called Udehin where thé SUP ¢ together, Qlowo of Qwe
them to bid each other goodbye. After the song, the two of lhcr;l lI:l%l:lN tl(l)ltk[)]c S°lm g by the two of

¢ direction of their
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Conclusions - ‘
We have discussad the musi, qacrad practiees, and soctal meat

\ ‘ " eiven the historical background

festival of the people of Owo Ondo State, Nigena. We have given the h»|.\lou.\ .ﬂlb W l;: ‘l'l o
3 ¥ N .~ W™ N ~ O e q .‘

and content for the celebration of the festival, the musk and the soctological and SACTeL

yings in the lgoge

uimplications o the festy alhavealso been discussed

Ihe lgoge foestnal ot the people of On 0 Ondoe state 1s a yearly occasion dom.‘ in
reverence of the goddess Oronshe who was one of the w ives of the then King, King Rengejen.
Phis festival is done to usher wgood things for the people m the land and also to protect them
from ev il as the goddess has pronsed them W they also Keep o thew pronuse by honoring her
Ve Vet

Ihe laogo festival has sunved forover six hundred (00) years despite the emergence
of Christianity and Islam to which many citizens of Owo are proselytes, It s observed that
adherents of these twa religions taiths sull participate in the lgogo festiy al as a means of bonding
and community coheston, as well as cultural heritage that is not o be lost to modernity ot
cnvilization. The festival 1s a means of transternng the people's culture from one generation to
the other orally and through the vearly participating, the festival will not to go inwi‘\tinction 1t
must how ever, be noted that although Chnstanity and slam has not dl\‘[‘lh.:"d lh‘f‘;l'\"l \ l.' 3
moderated the observance of certunaspects of the taboos i the l];\lllCt;i‘lL:i]CZ‘lnCt‘ e

Music s engaged at ditferent phases and stages of the festivals .
and instrumental iioms of expression lSuu;s :1‘\1\:\13_\\: :‘k[\?‘;\t:‘:::\\ﬂ\l }‘ll?p‘k‘-)'lng both vocal
the sacred and social meamngs of the 1gogo festival, The posi o ical instruments to express
festival on the immediate and sur Ry W posiine ceonomie impact of the Igog
S mediate ang surrounding communities is one of the factors of excite £0E0
!;n‘?‘l‘:ul.f:\ .\l ;\:1| ll:\ :n:\:x.u‘ll:\:;nl\ l;: l[!\‘c lmm;\\l‘.u(mcimn and the home mnnng.ofﬂzs t;i::l::tl:t.:‘d
e o A rics l‘.hc\\: e yearly economic boost o ndividuals and ”

iy al targe. 10C Sf '“‘}‘-"' mpact ot the festival is nherent i SETE S0
observed duning and after the festival which 20¢8 0N 1o reguls _Ln w the set sacred pmcl'ccs
practices are sustaned year round. gulate the communal living as these

The study recommends that there should be a pro
acstheties so as o promote the hentage of the p‘:“pl\“\\"h}‘\x
: wch

boom, cultural and tounst promotion, keeping alive 1y
& v > >, \ 9 ~
¢ People's culture and to set basis for

further n\u.m‘h Suggestion tor further research on lgogo fo b X
and analysis of the musical structures of the songs used l; “‘\} " ‘.‘l can be in the area of notation
55 1 clestival,

r documentation of the festival
Lan serve as a global economic
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