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Abstract 
 
A new way of studying the arts and humanities within the Nigerian context is hereby proposed. There is a conflict 
arising from the need to advance the study of Igbo traditional music within the provisions of the Nigerian Education 
system. This conflict affects the development of other allied areas in the arts and humanities, language, philosophy, 
drama, history, law and music. The focus of this work is on Igbo study which is in need of functional development. 
But how can this happen when the National policy and organs for policy implementation show palpable fear and 
tension over the development of such regional study? Using the case of music, this paper seeks to show the 
alienation of traditional Igbo music in the curriculum of study and how this affects music as a core Igbo value. The 
paper advances a relative autonomy of the arts in order to strengthen Igbo studies in general since it is then and only 
then that a true Nigerian value can take its rightful place in the cultural globalization that is drowning the values 
attached to the arts.  
 
Background and Significance 
Uncountable scholars in the arts and humanities have done researches, presented papers and recommended strategies 
for advancing the objectives of disciplines in the following areas: language, literature, philosophy, history, law, 
classics, religion, plastic and performing arts. In Nigeria, a critical look at the system and contents of different 
curricula of studies show that designs and the freedom to make adequate adjustments to accommodate local contents 
lack spirited policy support. The prevailing too-western content and approach to the learning of the arts and the 
humanities have not ensured the integrity and survival of our languages, philosophy history, traditional religion, arts, 
drama and music. We cannot make a requisite representation for the arts and humanities as a domain of core human 
values without showing regrettably how local contents have been left in the cold. The study of music is used here to 
show that we cannot genuinely clamour for the advancement of values without dishonesty if the current run of 
events in our school education is not addressed with a vision of relative autonomy for the art. 
 
The Problem and its Setting 
There is the suspicion that in the process of advancing human values in the arts and humanities, certain unavoidable 
conflicts have emerged between the existing policies on education and the intellectual desire among scholars to try 
something different, something new and something entirely indigenous. The failure to address the administrative 
bottlenecks which have designed unfashionable straitjackets for our education system is in need of appraisal.  
 
The main thesis of  this writing is that knowledge of traditional Igbo music which has not been given a chance in 
formal school music teaching and learning, can become the basis of a new model approach not only to the study of 
Igbo music but also to understanding the urgent need for a certain autonomy in the arts in general.  

The issues confronted in this research are many and important for Igbo studies. Most of the studies done on Igbo/ 
African music have not paid attention to the hidden prospects of proposing a full attention to traditional music on 
school curriculum. On account of the all-too Western bent of education in Nigeria, traditional music is treated on the 
periphery in most institutions. In a changing culture where formal education is no longer optional for children, we 
may just be starting to watch musical traditions of socio-cultural significance on documents and as artifacts. Yet the 
importance of traditional music is self evident. The masquerade cults of different communities,  are very ancient and 
serve as all-time source of pride and identity for many communities. The music of the these spirit manifest serves a 
full course, rhythmic variety, unique scales, harmony, idioms of melody and dialect, dance, silence, call and 
response, poetry, drama, mbem (traditional chants), history, social control and socio-economic well being. These 
offer a starting point for a new approach to understanding music in Igbo study. 

Using Igbo masquerade music as an example, many scholars have written on Igbo music, masquerades, masquerade 
chants or African music and culture in general, but the perspectives have varied from what is being proposed here. 
These past studies have been hugely descriptive. Aniakor (1978) described the unique position and awe of the Ijele 



masquerade among all other day time masquerades. Nzekwu, Onuora (1981) presented the masquerade from the 
point of view of its dramatics. As such, the deeper realities of the spirit manifest are untouched. Nnabuenyi, Ugonna 
(1984) followed the same line of thought and presented the traditional institution from the point of view of drama 
and entertainment. Enekwe(1987) the Igbo masks as both drama and ritual and united the two moments in a work 
that was widely acclaimed. That same year, Onyeneke,(1987) released the work that became a vade mecum for 
scholars on Igbo masquerade. He popularized the phrase, ‘the dead among the living’ which was the title of the 
book. His work captured the meaning, role and society understands of the masquerade in a way that is peculiar to the 
Aguata cultural area where a willing suspension of disbelief is of absolute importance in understanding realities 
around the spirit manifest. A work which went into a detailed phenomenological analysis of fifty-seven masquerade 
chants in Ebe town of Enugu state, Nigeria was written by Romanus Egudu (1992) and became another milestone in 
Igbo studies. The work, ‘African poetry of the living dead: Igbo masquerade poetry’ brought together elements from 
preceding authors and made an emphatic statement in Igbo poetics. In 2000, Umeogu, applied philosophy in the 
analysis of the origin and significance of ime mmonwu (masquerading). Nzewi (2009) published volumes of the 
work ‘Learning the musical arts in contemporary Africa’ and showed that indigenous knowledge systems have 
become indispensable in the learning of music in contemporary Africa. Another significant work is ‘Igbo mask 
chants as poetry: mbem mmonwu’ by Chike Okoye (2010) but as a linguist, his approach was not meant to cover the 
area of ethnomusicology or analysis of musical form and structure, shape, melodic contours, polyrhythm and 
melorhythm. From the field of ethnomusicology to anthropology, scholars have established the inter-disciplinary 
relationships of music, drama, philosophy, language, and culture as a basis for integrated approach to Igbo studies. 
Further literature is equally available from ancillary works like ‘Form and analysis of African music’ (Agu, 1999) 
and the theories of African music as shown by Nketia(1974), Ekwueme (2004), Arom, (2004), and the use of 
historical and hermeneutical approaches (Okere, 1983) to the study of culture. Locating the study within the context 
of Igbo studies will review the works of Onwuejeogwu (1975), Ukaegbu (2005), Ogbalu(1981), Afigbo (1981). 

Great insights have been shown in the area of music and education policy by Okafor and Okafor (2009) who showed 
that “11 out of 92 universities (13%) in Nigeria” (p.34) and 15 out of 122 colleges of education (12.3%) offer music 
programmes. They demonstrated the importance of music in National development as a thing of high value in need 
of both government assistance and implementation of well articulated policies. 

The significance of this research in ethnomusicology is such that it proposes a new paradigm for the study of Igbo 
music and African studies in general. It is surely going to add fresh insights to the existing materials in the area. The 
importance of the research is further seen in the fact that it builds on the work of great scholars who have provided 
the needed leap for the objective expressed in the research. It will ensure the survival of this traditional genre along 
with all the allied disciplines in the humanities both for the contemporary need of scholarship in Africa and the 
globalizing world in general. 

The Idea of Value in National Development 

In projecting a philosophy of national development, a homocentric re-definition of development is imperative. But a 
lot of what has come into the definition, methodology; content will depend on the positions which the constituting 
elements will occupy in the Nigerian man’s scale of value. Just as the development orientation of the west has been 
shown to be guided entirely by economic ease, profit and scientific advancement which ordinarily should be means 
but raised to the status of ends, so should the development orientation of Nigeria be guided by an overall 
consideration for the needs of man based on the culturally and historically-founded philosophy of value. 

The study of values is called axiology and it is a branch of cultural anthropology. Value is the worth of anything. It 
is distinguished in its main forms by philosophers. The intrinsic form of value is regarded as the basic form on 
which others in here. It concerns the source of value as well as the concepts of “fittingness” and “appropriateness” 
especially in relation to emotions or desires. An instrumental value is such, if and only if it becomes means or it 
causally contributes to another thing that is intrinsically valuable. “A thing has inherent value if and only if the 
experience, awareness and contemplation of the thing is intrinsically valuable”. Another form of value is 
contributory value which a thing has if as a part of a whole, it contributes to the value of the whole. The last form 
of value is called relational value. “A thing has a relational value if and only if it has value in virtue of bearing 
some relation to something else”. In simple terms, the attachment of a degree of sanctity and respect to life, family, 
customs and traditions, religion and the gods, man and his well-being, the spiritual and the physiological needs of 
man speak volumes on the nature of a people’s values. Our adaptation or adoption or even creation of a development 
philosophy has to give pride of place to the values of man for whom development becomes a meaningful project and 



outside whom it assumes the status of an uncritically-accepted but threat-laden entertainment in the attempt to 
satisfy the insatiable appetite and curiosity of man. 

Only value-based development philosophy rooted in national history and culture can restore to Nigeria the self-
esteem and confidence lost through five unholy centuries of slavery, colonialism, neo-colonialism and now 
globalization. Mbefo is of the opinion that this restoration of self-esteem and self-confidence is a challenge from 
which we cannot shy away. He says: 

 perhaps the greatest challenge for the future of the African is the building up of self-esteem and self-
confidence for Africans. The result of European activity in Africa can be negatively thematized as the 
erosion of Africans’ self-confidence. Positively it is the introduction of African into the wider human 
community. 

Nigerians will further debase their humanity by thinking that the West will be in the forefront of responding to this 
challenge; worse still what remains of our fragmented personalities and dissociated bonds of solidarity stand the 
danger of being completely eroded if we are expecting an African problem to become European or American burden 
albeit, miraculously. Mbefo has stated is as it really is, thus: 

 only the Africans themselves can rise to this challenge by assuming the responsibility imposed by their 
knowledge of their past… that have gone into their making. By working to integrate these influences 
creatively and fruitfully, they would be poised to reshape the destiny of Africans and their continent in a 
way that lends balance and stability to the current experience of chaos and disarray. One may support that 
such a reconstruction of the African project must exploit the metaphysical vision that has always been 
associated with Africans. 

Only the realization of such metaphysical vision can give resilience to the values on which our development 
philosophy rests. Outside this metaphysical foundation, there are no values; there is no man, there is no 
development. 

In most Nigerian cultures, values exist. A long list of values will definitely include life, religion, education, customs, 
family, marriage, children, long life, traditional birth and burial rites. The exclusive attention to formal education has 
greatly undermined the importance of informal and non-formal education in Nigeria. Yet, the grounds covered by 
informal and non-formal education are hardly taken care of in formal education systems.  

 

The Objectives of a Music Department 

 According to the departmental handbook for degree programme in Music at the Nnamdi Azikiwe 
University, Awka, the following primary objectives are given: 

a. To provide students with adequate knowledge, skills and understanding of Music and related functional 
disciplines. 

b. To prepare students as profe4ssional Music teachers for the country’s educational system. 
c. To produce high caliber music graduates who can pursue further studies in Music. 
d. To prepare students for varied music positions in private and public agencies of our present era of high 

technology and computerization. Such agencies include the Advertising Agency, the Radio and Television 
Houses, the Recording Houses, the Media Houses Cinema , Film, Archives and Cultural Divisions, Police , 
Army and \Air Force Bands, Mosques and Churches 

The courses offered in the programme are codified as follows. 

* Acoustic and Music Technology (Western music) 

* Music Rudiments and Theory, Orchestration,` Harmony and Counter point.(Western music) 

* History, Form Style and Literature of Western Music 



* Ethnomusicology, African, Nigerian regional; Culture theoretical studies 

* Practical musicianship of western, African, and other World Cultures 

* Specialization- stress area/elective courses. The following course outlines are taught: 

Here, we have course codes, course titles and the credit values. 

Year One First Semester 
      Mus. 100  Studies in Musical Acoustics I  2 

 Mus 110  Rudiments of Music    2 
 Mus. 112  Musicianship Studies I   2 

 Mus. 130  African Music Studies I   2 
 Mus. 142  Individual Performance Studies  2 
 Mus. 144  Ensemble Studies I    2 
 

Year one Second Semester 
 Mus. 101  Studies in Musical Acoustics II  2 
 Mus 111  Tonal Harmony I    2 
 Mus. 113  Musicianship Studies II   2 
 Mus. 121  Music History: 

    Late Medieval to Late Middle Ages  2 
 Mus. 131  African Music Studies II   2 
 Mus. 143  Individual Performance Studies II  2 
 Mus. 144  Ensemble Studies II    2 
Year two First Semester 

Mus. 210  Tonal Harmony II    2 
Mus. 212  Musicianship Studies II   2 
Mus. 220  Music History: 

    The Renaissance Period (1400-1600)  2 
Mus. 230  African Music Studies III   2 
Mus. 240  Keyboard Studies I    2 
Mus. 242  Individual Performance Studies II I 2  
Mus. 244  Ensemble Studies II I   2 
 

Year Two Second Semester 

Mus. 211  Tonal Harmony III    2 
Mus. 213  Musicianship Studies IV   2 
Mus. 221  Music History: 

    The Baroque period (1600-1750)  2 
Mus. 231  African Music Studies IV   2 
Mus. 241  Keyboard Studies II    2 
Mus. 243  Individual Performance Studies IV  2  
Mus. 245  Ensemble Studies IV    2 

Year three First Semester 

Mus. 310  Counterpoint, fugue and Further Harmony I 2   
 Mus. 314  Musicianship Studies V   2 

Mus. 320  Music History: 
    The Classical Period (1750-1800)  2 
Mus. 230  African Music Studies V   2 
Mus. 232  Music of other world Cultures  2 
Mus. 340  Keyboard Studies III    2 
Mus. 342  Individual Performance Studies  V 2  



 Mus. 344  Ensemble Studies IV    2 
Mus. 360  Choral Studies and Conducting I  2 
Mus. 362  Research Methods and Procedures I  2     
               

Year Three Second Semester  
 

Mus. 311  Counterpoint, fugue and Further Harmony II 2   
 Mus. 315  Musicianship Studies VI   2 

Mus. 321                 Music History: 
                   The Classical Period (1800-1900)  2 
Mus. 331                 African Music Studies VI   2 
Mus. 341   Keyboard Studies IV    2 
Mus. 343   Individual Performance Studies  V 2  
Mus. 345  Ensemble Studies VI    2 
Mus. 361  Choral Studies and Conducting II  2 
Mus. 363  Research Methods and Procedures II  2 
 

Year Four First Semester 

             Mus 400          Introdiction to Music Technology                             2  
 Mus. 410 Counterpoint, fugue and Further Harmony II 2   
 Mus. 420 List of Mus. Postroom    2 
 Mus. 430 African Music Advanced Topics I   2 
 Mus. 442 Individual Performance Studies VII   2  
 Mus. 444 Ensemble Studies VII     2 

 Mus. 462 Choral Studies and Conducting III   2 
 Mus. 466 School Music Methods I    2  

 Mus. 450 Stress Area Studies II     2 
                   
   

Year Four Second Semester        

Mus.  411 Fugue and Further Harmony IV   2   
 Mus. 431 African Music Advanced Topics II   2 
 Mus. 443 Individual Performance Studies VIII   2 
 Mus. 445 Ensemble Studies VIII    2 
 Mus. 463 Choral Studies and Conducting IV   2 
 Mus. 467 School Music Methods II    2  

 Mus. 450 Stress Area Studies II     4   
      
  
Apart from the African music offered at every level, there is no other thing that takes care of say Igbo music. Or do 
the Igbo not have music? Can Igbo music not be studied formally as Western music is? Unless such questions begin 
to receive answers, all the talk about African values and philosophy and culture will simply amount to shooting 
breeze.  
 
Autonomy as Value 
Autonomy evokes the ideas of self-determination, self government, and political independence. It seems evident that 
that colonization of African nations was a total phenomenon because even after half a century of independence, the 
decolonization of the slave mentality is still a heavy yoke. This is seen in the reluctance, unwillingness and outright 
lethargy on the part of administrators and policy makers to change things that no longer work. In ethics, autonomy 
stands for the right and freedom of a person to decide the moral grounds of operation. This certainly sounds like 
ethical relativism. But this is anchored not on the craving for license but on the compelling force of the will to obey 
moral commands for what they are.  
 



In the Nigeria of today where lip-service is paid to the unity and oneness of the many tribes, the attempt to teach and 
advance the course of indigenous languages like Igbo, Hausa and Yoruba is frowned at but only on paper. The truth 
is that of the three, only Igbo language is still trailing behind others in rapid use and functionality. But as long as 
these remain outside the official teaching language, the   literary, linguistic, and poetic advancement of these remain 
in the doldrums.  
 

 
 

Recommendation and Conclusion 
For Igbo music studies to advance in Nigeria, there is need to improve both the study of Igbo language and music. 
This step requires a giant stride and policy statement which will provide for the freedom of schools where the 
official language of study is Igbo. This type of school cannot run without a broadmindedness of the policy makers if 
indeed the arts and humanities will benefit immensely from the rich potentials of such autonomous subjects as Igbo, 
Igbo music. This, to many, is a core value which holds the key to other values. The argument that the world has 
transformed into a globalized village and that the Igbo as a people and as language have no future in that global 
family, is pure sophistry.  
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