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Abstract

Prior to the advent of global modernity, the village town-crier, with his piercing musical voice and his folk musical instrument, thrived as the major medium of effective communication in the traditional African setting. Today, as modern media of communication widen, introducing print and electronic elements, the majority of the African populace who live in the rural areas are denied vital information due to the ‘digital divide’ and relative poverty that segregate them from the urban dwellers. Through comparative studies, this discourse discloses that the Afro-reggae popular music genre employs lyrics, language, melody, rhythm, and grooves that are indigenous to Africa in an effective communication that goes beyond social status and locale. The paper, therefore, recommends a dual approach that involves African popular music and modern technology in mass communication and social mobilization.  

Introduction
Communication is a process that involves the exchange of information between a source and a target via a medium or multimedia of sounds, signs, symbols, and acts. For the communication to be considered effective, the target audience must be able to access the information, decode the content, understand it, act accordingly and appropriately enough to feedback to the source. Operationally, holistic communication connotes an effective system whereby the communicator employs a multifaceted approach to sending a message across to the target audience, with the certainty that the target audience will catch the communicated message in multidimensional modes. However, the effectiveness of communication is enhanced by a preceding persuasion that is entertaining enough to arrest and sustain the attention of the target audience (Hovland & Weiss, 2011). Here lies the wisdom in the indigenous practice, whereby the village town-crier, in the traditional African setting, arrests the attention of his audience by playing his ogene (metal clapperless bell) or ekwe (wooden slit-drum) musical instruments, then delivers his message in folk melody and language that his audience are quite conversant with. This community-based approach to communication was as audience-friendly as it was effective. In its modern application, town-criers now sit snugly in a loudspeaker-fitted motor vehicle, from where they play selections of popular songs to attract the attention of their audience before delivering their messages, through amplified microphones. 
In today’s sophisticated approach to mass communication, involving the multimedia of print and electronic technology, access to information becomes a privilege, since the audience must be literate in various ways. These are literate alphabetically (the ability to read and write one’s name), functionally (ability to read and write on the most elementary and basic levels of everyday life), socially (ability to communicate effectively, using the cultural language of a particular community—both dialectical and non-verbal), informationally (use of critical thinking skills to manage information and become an independent learner), and literate digitally (ability to make use of the multimedia of electronic communication) (Jatau, 2006). They must also have the necessary economic power to purchase the printed material, the electronic receiving sets, and subscribe to cable networks and power supply. This situation of Africa’s limited access to the digital technology-spawned communication, due to economic and literacy reasons, has put Africa in the category of the so-called ‘digital divide’ (Onwuegbuna, 2003).
The reggae music genre
Reggae, the distinctive popular musical style that leans heavily on off-beat rhythms, repetitive, but pulsating drum patterns, and a driving melodic bass line, is arguably one of Africa’s (and her black diaspora) most pervading musical gifts to the world. Besides the music, reggae has inspired an enduring culture that is socially and spiritually vibrant. A journey down the history lane would reveal the reasons for the venerable position of this global culture.

Etymologically, the word reggae has been attributed to several ‘mysterious’ allusions. Toots Hibbert, leader of the Maytals, the first Jamaican group that used the word in the title of their dance song, Do the Reggay, claimed that the word was derived from the English word ‘regular’. This, according to him, derived from the more steady and regular rhythm of the new dance form. Another Jamaican opinion came from Joe Higgs, the man who conducted free, open-air singing classes and workshops to help in training the teaming crowd of Jamaican budding artists in the early 1960s—a venture that benefited and helped in grooming the Wailin’ Wailers. According to Higgs, the word reggae was derived from ‘streggae’, which is a ghetto patois term for rudeness. ‘Ragged’, ‘rugged’, and ‘rough’ are among other opinions held by the Jamaican people as sources of the word reggae (Davis, 1985).

Back in West Africa (the traditional root of the black Jamaicans), the Yoruba ethnic region has an entertainment music style called ere-ege. Gboyega Femi (a.k.a. Tera Kota), who is one of Nigeria’s early exponents of the reggae style, has claimed that reggae is a corruption of the Yoruba term, ere-ege. This may not be far from the truth, as a similar case has been established in the Trinidadian calypso. Trinidad is a sister nation to Jamaica, both of the Caribbean region. Borde (1973) reports that the term calypso was coined from an Igbo word kaisco, heard from the lips of slaves of that ethnicity who came from Nigeria. Borde, who claims that the Igbo word meant, “Say it again”, is of the firm belief that the term calypso is an English coinage of kaisco. Upon investigation, this researcher, who is also of Igbo ethnicity, discovered that the word kaisco is actually a corruption of the Igbo phrase Kpaisa uka, which conveys the same meaning as proffered by Borde. Kpaisa uka is a phrase for “Tell me something” or “Tell me more” as spoken by the Igbo of Ohafia/Abriba area of Eastern Nigeria. And historically, this area was a lucrative slave port during the era of the Trans-Atlantic Slave Trade. In the same vein, it is possible that the etymology of reggae could be traced back to ere-ege of the Yoruba tribe of Nigeria, West Africa. Little wonder, Bob Marley opened his 1975 album with the track Lively Up Yourself, which he introduced with a chant “Wooh!” But later, Marley (as cited in Davis, 1985) revealed that the chant is a Yoruba “look-out” call which he used consciously to inject the African feeling in an album titled Natty Dread. Later, the chant became a regular feature in Bob’s live performances.

The Song structure of popular music
Form is a term used in music to refer to the structural make-up of a musical composition. Attempting a comparative analysis between classical and popular music, however, Lerdahl (1992) discloses that popular music can be identified by its lack of structural complexity and depth. In the submission by Negus (1997), popular music, generally, maintains a basic song structure; that basic song structure is the ABABCB form. The structural organization of reggae songs is not different from other modern popular music genres. Three standard sections of A=verse, B=chorus, and C=bridge are basic. Even when an instrument is allowed a solo expression, the solo is based on one or more of these standard sections. Sometimes, all of these sections are not used in a composition; and the composer determines the format of usage in his structural erection. The form could be ABABC, ABABCB, ABABAB, AABCBB, BABAB, etc.
Ideological analysis of four (4) Afro-reggae songs
HELP (By Sonny Okosuns)

A)1: Oh please!

Lift me up so I can stand,

Not to fall;

Give me your hand and I’ll stand,

I need your help, your help.

2: Oh I say!

Teach me a song, so I can live

A life of fun;

Give me your hand and I’ll stand,

I need your help, your help.

3: Oh please!

Lift me up so I can stand,

Not to fall;

Give me your hand and I’ll stand,

I need your help, your help.

4: Oh I say!

Teach me a song, so I can live

A life of fun;

Give me your hand and I’ll stand,

I need your help, your help.

Oh please!

C: I know it’s gonna be alright,

Right now!

B: Aah! Aah!! Aah!!!

Aah! Aah!! Aah!!!

A2)1: Turn on the light so I can see

What I can do;

Give me your hand and I’ll stand,

I need your help, your help.

2: So you see,

I can sing, so teach me a song

I can learn;

I need your help and I’ll stand.

I need your help, your help,

So please!

Armed with the information that Help was a simple traditional Bini song, translated into English and adapted for a native Yoruba tune (borrowed from Ogunde, and possibly the ere-ege tune), one gains a better appreciation of Sonny Okosuns’ ideological rationalization in his musical creativity. Commenting on his style generally, Okosuns (2000) says, “…a very simple style that anyone can relate to. One that is not stagnant” (p. 20).

The message in Help is that simple. It is a plea for help from one who knows and appreciates the value of such a favour. The preference for standing rather than falling, the desire for a life of fun, the eagerness for light so as to see clearly, and the willingness to learn a song; all delivered through a musical piece. This speaks volumes about the place of music in the life of the African. The expression of certainty and positivism in the C Section (I know it’s gonna be alright / Right now) is also a reflection of the trust that the indigenous folk has in Providence.

The theme of Help is made prominent through its repetitive occurrence in all the verses: Give me your hand and I’ll stand / I need your help, your help. Such amplification of a dominant message of a song via repetition is a practice that is characteristic of African music.

COUNTRY BOY (By Harry Mosco)             

      A)1. I was born

  In the country

  I was born, born, born, born

  In the country

  My mama said to me

  You must go to town

  My papa said to me

  You must go to town

  2. I said mama

  I don’t wanna go to town

  I said papa

  I don’t wanna go to town

  ’Cos down town

  (They) ain’t got no job for me

  Down town

  (They) ain’t got no place for me to live

  C)1.  All the jobs they have

  They just share by themselves

  Everything they do

  They just do by themselves

  B)I’m a country boy

  I don’t wanna go

  Uuuh huuh uuh uuh! – 2x

  A)3. I was born, born, born, born

  In the country, Yeah!

  My mama said to me

  You must go to town

  My papa said to me

  You must go to town

  4. I said mama

  I don’t wanna go to town

  I said papa, please

  I don’t wanna go to town

  ’Cos down town

  (They) ain’t got no money for me

  Down town

  (They) ain’t got no food for me to eat

  C) 2.  All the money they have

  They just share by themselves

  All the food they have

  They just share by themselves

  B) I’m a country boy

  I don’t wanna go

  Uuuh huuh uuh uuh! – 2x

  Country boy

  Don’t wanna go… 

 At the time Harry Mosco recorded Country Boy, migration to urban metropolis and emigration to the Western States—in search of the proverbial ‘greener pastures’—was the vogue among the youth of Nigeria. Harry Mosco’s views in this song must have been informed by his personal experiences of racial rejection in the hands of the Western whites in whose lands he had sojourned DURING in the course of his musical career.

In presenting the song as a report of an encounter between himself and his parents, Harry speaks from the vantage position of a ‘been to…’ (one who has sojourned abroad and returned home, with experiences) to debunk the illusion of some uninformed parents who stay in their country homes and push their wards to the cities, with the belief that life would be easier and richer in such cities. In this song, Mosco succeeds in painting the pictures of homelessness, selfishness, and lack of love of the city dwellers. Down town / They ain’t got no job for me / Down town / They ain’t got no place for me to live / All the jobs they have / They just share by themselves / Everything they do / They just do by themselves…

In the album sleeve, the cover photograph portends the message that is delivered by the lyrics. Harry Mosco’s image occupies the foreground, wearing a bowler hat, a long-sleeved shirt, and a rueful smile on his face—a depiction of a disillusioned ‘been to…’ mocking the falsehood of city life. And in the background of the cover photograph lies a lush green country-side prairie, waiting to be explored. 

      SEND DOWN THE RAIN (By Majek Fashek)
      A)1: The sky looks misty and cloudy,

Looks like the rain’s gonna fall today.

This morning I was sowing my seed,

Waiting for the rain to drop and water, Lord.

Mmm Oh Lord, heeeh!

      A)2: I’m a hungry man,

And I don’t wanna be angry.

Please send down the rain

To water up my seed.

Send down the rain,

Please, send down the rain.

Send down the rain,

Send down the rain!

      A)3: Everything in life has got its time and season,

So you don’t have to ask me, Why?

You don’t expect to sow cassava

To reap up cocoyam.

You don’t expect to sow rice

And reap up cassava.

Whatsoever I and I soweth in this world,

Must surely reap.

B)1: ’Cos I’m a living man,

Got a lot of works to do,

Send down the rain.

Papa papa, papa yoh!

Yaya yaya, yaya yoh!

Send down the rain.

I’m a living man,

Got a lot of works to do,

Send down the rain.

Mama mama, mama yoh!

Yaya yaya, yaya yoh!

Send down the rain.

Papa papa, papa yoh!

Yaya yaya, yaya yoh!

Send down the rain.

C: Jah is my song 

And that one makes me feel so strong.

Jah is my song,

That makes me feel so strong,

No matter what they say…

Even if they say I’m wrong,

I’m gonna feel strong

’Cos I know am gonna live long,

Oh Lord!

      B)2: ’Cos I’m a living man,

Got a lot of works to do,

Send down the rain.

Papa papa, papa yoh!

Yaya yaya, yaya yoh!

Send down the rain.

Mama mama, mama yoh!

Yaya yaya, yaya yoh!

Send down the rain.

In Send Down the Rain, Majek Fashek assumes the role of the mouthpiece of the burgeoning youth of his time, whose efforts at rescuing themselves from the throes of joblessness had been marred by the oppressive wickedness of the privileged few. In Nigeria, some psychic manipulators have mastered the negative art of controlling the rain, making it fall or not fall according to their wishes. Majek employs this imagery to address the privileged oppressors who frustrate the youth by withholding any opportunity that the youth may chance on to survive.

In the music industry, Majek had laboured in the background for nearly two decades as a sessions musician, ‘paying his dues’, before he was able to come out with his own album. In this song, he warns about a possible youth insurrection should the frustrations continue: I’m a hungry man / And I don’t wanna be angry. And the solution would be to Send down the rain / To water up my seed…(Release the opportunities so the youth could survive). A failure to release the opportunities could lead to repercussions: Everything in life has got its time and season / So you don’t have to ask me Why? / You don’t expect to sow cassava / To reap up cocoyam…

Making it clear that his is a message from the youth, and justifying the fairness of their demands, Majek sings: Jah (God) is my song / And that one makes me feel strong / No matter what they say / Even if they say I’m wrong / I’m gonna feel strong / ’Cos I know I’m gonna live long / Oh Lord!
In language usage, Majek’s preference of ‘Jah’ for God and his use of the phrase ‘I and I’ reveal his tilt towards the Rastafarian movement and religion. 

        ONE KILOMETRE (by Evi-Edna Ogholi)

        Intro: Which one of them we go speak?

Which one of them we go speak?

Which one of them we go speak?

I say, which one of them we go speak?

         A)1.  Wah me say, travel to Emede,


Them go speak Isoko,


Travel to Borno, say na Fulfulde,


Travel to Ugheli, dem go speak Uhrobo,


We travel to Buguma, say na Kalabari,


Travel to Kaduna, dem go speak Hausa,


We travel to Okene, dem go speal Ebira,


Travel to Abi, dem go speak Kwale,


Abuloma, dem go speak Okrika.

         Pre C): One kilometre is another language,

Even half a kilometre is another language.

      C) Wah me say… (3x)

         A)2.  Wah me say, travel to Sokoto,


Dem go speak Fulani,


We go Benin City, dem go speak Edo,


Travel to Onitsha, dem go speak Igbo,


We travel to Asaba, say na Bendel Igbo,


We travel to Gboko, dem say na Tiv,


Travel to Oturkpo, dem go speak Idoma,

We travel to Akure, dem go speak Yoruba,

We travel to Ase, dem go speak Ebor,

We travel to Uyo, na Ibibio.

Pre B: We travel, we travel,

We travel…travel…travel…

B) All I’m saying,

Lingua Franca.

A)3. Wah me say,

Travel to Patani, dem go speak Ijaw,

Travel to Vom, dem go speak Birom,

We travel to Ekpoma, dem go speak Esan,

We travel to Auchi, dem go speal Etsako,

We travel to Iddah, dem go speak Igarra,

We travel to Bida, dem go speak Nupe,

We travel to Ogbakri, dem go speak Ikwere.

Pre B & C (mixed)
B – repeated.

Nigeria, a nation of over 130 million people, 36 states, about 250 ethnic groups, and over 750 local dialects is indeed a compendium of complex ‘languages’. Evi-Edna Ogholi, a female singer born in Isoko ethnic town of Emede, in the then Bendel (now Delta) State of Nigeria qualifies better than her contemporaries to sing about these complex ‘languages’ since her region has the most complex mixture of them all. In One Kilometre, she chronicles these ‘languages’ to show how difficult it is for Nigeria to have a lingua franca that is truly Nigerian: Which one of them we go speak? / I say, which one of them we go speak? Realizing that exaggeration is not only an effective tool in communication but also a legal one, Evi-Edna declares: One kilometre is another language / Even half a kilometre is another language.    

Her choice of delivering the song in Pidgin English, which is widely spoken and understood by both literate and illiterate Nigerians of all regions, appears to be Evi-Edna’s endorsement of the ‘language’ as Nigeria’s lingua franca.  

Musical analysis of One Kilometre
In One Kilometre, Evi-Edna Ogholi achieves an intense marriage of an enchanting vocal melody and a compact instrumental groove. The piece has basically a formal structure of ACABCAB, though it has other sub-sections of Intro, Pre B, Pre C, and a fusion of Pre B & C. 

The distinctive differences in the various sections are thus: The Intro is made up of a short, 1-bar melodic phrase that repeats the rhetorical question, “Which one of them we go speak?” The A Section is made up of a lyrical melodic continuum that delivers the verses of the song. Also in this section, the accompanying melody of the bass guitar is busy and flowing, driving the groove constantly. In Section B, which is the chorus section, the vocal melody becomes more relaxed as it employs notes of larger durational values, and the bass melody of the bass guitar also becomes less busy, jerky, and more punctuated in rhythm. The creative use of glissando in the bass melody of the bass guitar and the responding effect created by the jerky rhythm guitar chords mark off the peculiarity of Section C—the bridge section. For Pre B Section, the melodic word-painting of the phrase “We travel…”  (combining the textual meaning with the appropriate musical image) simulates the motion of physical movement in space, leading to the chorus, “All I’m saying…Lingua Franca…” Pre C, just like Pre B, is also a melodic word-painting phrase that uses the title of the song, “One kilometre…” to introduce the complexity of languages exposed in the subsequent verse that comes after the bridge section.

A very good example of lyrical melody, One Kilometre explores a compact melodic movement in the Lead Vocals, concentrating mostly on the tonic note. Movement is mostly by repetition of the dominating pitch, and a few stepwise and narrow leaps. The melodic ambit is a perfect octave—from small Bflat to 1-line Bflat. While the instrumental harmony is triadic, the vocal harmony is organized in parallel third intervals.

Discussion
The positive response of Nigerian popular music consumers to the early Afro-reggae experiments of the 1970s (here represented by Sonny Okosuns’ Help and Harry Mosco’s Country Boy) was due to the consumers’ ability to interpret and accept the socio-cultural issues inherent in the new tunes. First was a novelty effect of the fresh musical experiments on a progressive urban society; followed then by a conscious will to encourage a novel mass involvement of the youth of the society in pop music-making as a lucrative part-time business, an attempt at self-employment, and, lastly, a subconscious endorsement of the call for pan-Africanism and mental assertion of the superiority of the black race, for which reggae music had become a conduit.

On the part of the early exponents like Sonny Okosuns and Harry Mosco, it was a response to the contemporaneous in musical practice, which in itself was a step in African indigenous socio-cultural progressivism. In addition, the economic proceeds of the reigning genre were the other serious consideration. According to Sonny Okosuns (as cited in Collins, 1996), “I’m not lying low and I won’t let it take gari (a staple food in Nigeria) from my hands” (p. 222). This economic lure becomes clearer when one considers that these pioneer exponents were identified with different genres before the rage for the reggae genre came to the country. Sonny Okosuns had gained recognition with his Edo/Ishan-influenced style of highlife music, while Harry Mosco had gained fame in his Afro-rock/funk style—after his stints with The Funkies and the Osibisa.

The emergence from black Africa of Afro-reggae at the early period of the 1970s, and its acceptance at the international music markets (especially the U.S. and the U.K.) also revealed the power of popular music as a veritable ally in building a cultural bridge between Africans at home and those in the Diaspora. This argument is founded on the reports of huge turnouts of the African Diaspora at concerts that featured reggae musicians (as well as other international pop music stars of the black race) in Black-concentrated regions of the world (Davis, 1985).

The compositional process of Help is another indigenous socio-cultural issue. According to Okosuns (as cited in Collins, 1996),

It was almost an accident, as I was recording six tracks for EMI and needed a seventh to fill the record up. That was my record song Help, which ended up being the biggest hit. It was a simple traditional Bini song but written in English. I got the rhythm from Ogunde the playwright. I do believe the reggae rhythm came from our side…And in fact, if you listen deeply to reggae it has a highlife formation. The only difference is the modified beat (p. 221).

Compositional process in popular music is not as rigid as that of the classical/art music. Much of its social relevance is drawn from its indigenous socio-cultural contents—like in the aforementioned case of Help, by Sonny Okosuns. The creative and methodical thoughts of the African popular music composer are guided by the indigenous musical system and rationalized along folk musical practices (Agu, 2009).

Later in the reign of Afro-reggae in Nigeria, during the period of the 1980s, socio-cultural issues in popular music assumed more complexities. In addition to economic, class, and racial issues, African indigenous religious, gender, and attitudinal issues became part of the socio-cultural implications perceptible in the Afro-reggae expressions of this period (here represented by Evi-Edna Ogholi’s One Kilometre and Majek Fashek’s Send Down the Rain). Whipping up the sentiments of gender sensitivity, Evi-Edna became the first known female Afro-reggae ​artiste of the country. This was at a period when the few known works of female reggae artistes were those of Jamaica’s Ginger Williams, Sonya Spence, and Marcia Griffiths. With subsequent album releases, Evi-Edna was unanimously crowned The Queen of Nigerian Afro-reggae. In the case of Majek Fashek and his Send Down the Rain, religion and personal attitude assumed controversial dimensions as he openly proclaimed his leaning towards Rastafarianism (a politico-religious Black movement, founded in Jamaica, around the personality and divinity(?) of the late Emperor Haile Selassie I of Ethiopia), and defied the norms of Nigerian society by growing the culture-negating long-matted hairs (the dreadlocks). Yet the acceptance of the musician and his music by the same society he defied shows how dynamic culture could be, and is!

Majek Fashek’s compositional method in Send Down the Rain, was that he lifted lines from the Christian Bible, laced them up with other lines from Bob Marley’s Soul Rebel and Bunny Wailer’s Let Him Go, then topped it all up with a few of his own lines. This  can be seen as a fusion of two musical techniques known to musicologists as contrafactum and musical parody. These are creative methods of appropriation, adaptation, and rearrangement of the works of other composers.  The concern of ethnomusicologists here is that this compositional method is rooted in indigenous socio-cultural practices (Millet, 2011; Washburne & Derno, 2004).

Conclusion
In all four songs (Help, Country Boy, One Kilometre, and Send Down the Rain), the production processes involved professional sessions musicians recorded live, each album in a different analogue sound studio. These recordings were managed, produced, mixed, mastered, and pressed into vinyl by experts, including artiste and repertoire managers, producers, composer-arrangers, audio engineers, and technicians. The finished products were then disseminated via the media of LP (long playing) records, audiotapes, videocassettes, compact disks, radio, television, concert arenas, nightclubs, mobile music vendors, and mobile advertising agencies, amongst others.

Recognizing the potency of music as a veritable instrument for mass communication and social mobilization, Okafor and Okafor (2009) write:


Nigerian popular musicians do not merely entertain with their music but use it as a vehicle for social commentaries, education, and for reflecting and influencing the political life of Nigeria and Africa. Pop music in Nigeria is also seen to be cross-ethnic and inter-cultural, and the use of macaronic verse continues to a large extent in achieving the desired goals. Nigerian popular musicians use a mixture of English, Nigerian languages and pidgin/broken English in their singing for effective communication with the people to achieve the desired goals (p. 93).

In a similar stance as the foregoing, Mbanugo (1999) asserts:


Nigerian pop music is a vehicle for transmitting beliefs, norms, and values to the masses who are always ready to listen. Hence, any tune or slogan that is much sung by the pop musicians, is soon on the lips of most Nigerians, and therefore, plays an indirect, but significant role of informally educating the people. The informal education permeates and reaches the grassroots of our national life.... The art of popular music stems from and deals on common historical, philosophical, political, economic, and cultural trends in the country. The messages contained in the popular songs reach the masses effectively (pp. 199-200).

It is therefore recommended, based on the strength of the foregoing exposé, that professional popular music composers be commissioned to always collaborate with mass communicators in crafting the vital community-targeted messages into songs. Dissemination of such messages should, therefore, embrace a dual approach of the modern media and the modernized town-crier medium—a system that developed from the African indigenous town-crier practice. This holistic approach will ensure effective communication that will cut across the boundaries of social status and geographical locale. 

Discography

Evi-Edna Ogholi (1988), On the Move [LP], POLP 187

Harry Mosco (1978), Country Boy [LP], TTL 131

Majek Fashek (1988), Prisoner of Conscience [Audio Cassette], TTL 367

Sonny Okosuns  (n.d.), Papa’s Land [LP], NEMI 0232A

References

Agu, Dan C. C. (2009). Learning and practicing African music in the global context: A survey of Meki Nzewi’s approach. Journal of the Association of Nigerian Musicologists, 3, 50-59
Borde, Percival (1973). The sounds of Trinidad: The development of the steel-drum bands. In E. Southern (Ed.), The Black perspectives in music (pp. 45-53). New York: F.R.A.C.A. Inc.
Collins, John E. (1996). Highlife time. Accra: Anansesem.

Davis, S. (1985). Bob Marley, London: Panther Books.
Hovland, C. I. & Weiss, Walter (2011). The influence of source credibility on communication effectiveness. Oxford Journals, 15(4), 635-650.

Jatau, P. V. (2006). Promoting literacy among Hausa women in northern Nigeria using Shantu songs. Literacy and Reading in Nigeria, 11 (1), 125-133.
Lerdahl, F. (1992). The nature of popular music. Wikipedia, the free encyclopedia. Retrieved May 13, 2011, from http://www.wikipedia.org
Mbanugo, C. E. (1999). The effect of the language of Nigerian popular music in promoting national consciousness in youths of Anambra State. UniZik Journal of Arts and Humanities, 1(1), 198-206.
Millett, Bella (2011). What is a contrafactum? Wessex parallel web texts. Retrieved May 26, 2011, from http://www.soton.ac.uk  
Negus, Keith (1997). Producing pop. London: Arnold.
Okafor, R. C. & Okafor, C. U. (2009). Music and national development in Nigeria. Enugu: New Generation.
Okosuns, Sonny (2000, April 1). Press interview. The Vanguard Newspaper, p. 20.
Onwuegbuna, I. E. (2003). Origin, development, and modern trends in highlife music in Nigeria: A case study of E. C. Arinze. Unpublished B. A. Project, University of Nigeria, Nsukka.
Washburne, C. & Derno, M. (2004). Bad music: The music we love to hate. New York: Routledge.
2x





2x





4x





4x








