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Abstract

Ilorin is a distinct community and a melting pot where people of diverse
ethnic and cultural identities came together to form a settlement in the 17
century. These ethnic groups include Yorubd, Hausa, Falani, Nupé, Kanniké,
Kénbéri, Baruiba, and Malians, Arabs, among others. However, despite these
ethnic and cultural diversities of Ilorin and the Fulani political hold on it,
Yoruba language is the lingua franca of the community. How these ethnic
groups find their voices and articulate their historical and cultural identities
within this unified framework becomes a source of concern. As a response to
this concern, traditional songs of Ilorin like dadakiiada, balui, agbé, wdka,
kengbe, orin olomo-oba Ilorin, among others sung in Yortib4 language be-
come a site of contestation of ethnic and cultural identities. The focus of this
essay is to analyze Ilorin traditional songs as they portray and contest ethnic
identities, reconstruct history, and revitalize cultural memories of indigenes.
The paper argues that given such a diverse ethnic and cultural origins, per-
formance of Ilorin traditional songs become a reminder of family histories,
origins, political structure, hegemonic influences, myths, legends, Islamiza-
tion of Ilorin, and a way of ensuring harmony and bridging generational gaps
among the various groups in a state that is known as the “State of Harmony”.

Introduction
It has been pointed out that oral artists are part of the custodians of cul-
tural heritage due to their rich knowledge about their communities which
they transform into songs. These songs are usually embedded with the themes
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of what has happened in the past, the present happenings, and possible leg-
acies that will enhance peaceful co-existence of the future generations. This
paper, therefore, uses Ilorin Yoruba traditional songs as a medium to mirror
the historical reconstruction of different family’s ancestral origin. Ilorin is a
multi-ethnic community comprising of many tribes that successfully came
together to form a distinct community that has adopted Yoruba as its lingua
franca. The memory and remembrance through the traditional song plays
prominent roles for different families whose fore-fathers left their ancestral
homes decades and centuries ago to trace their original ancestral origin. It
even allows some families to re-unite.

Some foreign scholars had erroneously denounced African unwritten liter-
ature using the lenses of the Western written literature as the yardstick for all
forms of literature. These scholars argue that anything unwritten cannot be
regarded as literature. But this is totally untrue because there is cultural dif-
ferentiation which arises from relativity in the sensorium of different cultures.
Therefore, either oral or written, the function of literature as the channel that
mirrors the society is of paramount importance to every society that has it
(Ajibadé, 2012: 30-31). This paper, which utilises Ilorin traditional songs as
one of the oral genres that are prominent in African society is an approach to
prove that traditional music through the rendition by the oral artists serves
as tools for rememberance, fact findings, memory, and historical reconstruc-
tions. As Finnegan (1992) opined, “...interests in the oral tradition and verbal
art is to understand people’s cultural activities and artistries...” (25). What this
implies is that many facts are richly embedded in oral traditions which serve
as mirror of the society. In a nutshell, the oral traditional singers are like con-
temporary computer memory cards that stored information in their memory
that could be explored for different purposes whenever needed. It has also
been noted that oral tradition is the vast field of knowledge through which
cultural information and messages are transmitted verbally from one gener-
ation to another. It is the complex corpus of verbal arts created as a means
of recalling the past. Sometimes oral tradition is used interchangeably with
folklore or elements such as language and belief systems that are shared by a
group; what gives a community its cultural and national identity. In contem-
porary usage, oral tradition or folklore means popular and group-oriented
expressions of culture (Akinyemi, 2011).

The opinions of Ajibadé, Finnegan, and Akinyemi above center on the
power of orality in any given society to remember the past and to update
their memory. In a similar vein, Okafor (2005) maintains that,

Through song texts, a person learned the moral codes of his land, its
chronology and history, and the guiding principles and ethics of his land.
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He also learned about his own language, the things his people lives by, and
how the society worked. All these were learned through music that ranged
from folk tunes to highly specialised ritual music, including chants, incan-
tations and minstrelsy (209).

The above opinion of Okafor also implies that oral literature mirrors so-
ciety it focuses on and that it is useful in the maintenance of such society.

The analysis of our data in this paper hinges on sociological approach and
diffusion theory. According to Barber (1979), “Sociology is a way of trying to
understand society, its structure, how it works, and the forces that bring about
changes in it” (1). This is in tandem with Ogtnsina (1987) who portends that,
“Literature is concerned with men and his society. It is an art composed of
words in such a way that it proffers entertainment, enlightenment, and relax-
ation. It attempts to develop, elevate, expand, and transform the experience
of its audience” (19). Our main argument is that sociology of literature proves
that there is nothing in a particular work of art that is outside the society.

Likewise, it is the contention of diffusion theorists that history, migra-
tion, and culture are products of society and that probably, cultures have a
particular origin before dispersal to various societies. The argument is that
culture is a product of society and that it lends itself to diffusion, adaptation,
and variation.

Identity and Creation of History

Ilorin is the capital of Kwara State in Nigeria. It is about 300 kilometers to
Lagos, the economic capital of Nigeria and about 500 kilometers to Abuj4, the
political capital. Ilorin was founded in the 17th century (Salihu & Jawondo,
2006:1). Though there are multifarious themes embedded in different kinds of
Ilorin songs, the main focus of this paper is how the artists make use of their
songs in the creation of social history and identity.

Music plays prominent roles for some family members to know and trace
their ancestry despite some diffusions of languages and cultures. For exam-
ple, Jimoh (1994) argues that,

..the core families in Agbaji namely I1é Satra, I1é Aburo, I1é Baba Sadre,
11é Agoro and I11é Imam Agbaji were originally Sudanese Arabs from a
town called Ar-Baji on the Blue Nile...Members of Ibrahim Bature family
at Oké Apomtu are Arabs by origin. They migrated to Ilorin from Agades
in Niger Republic. The Ojibara family in the same area are of Fulani de-
scent... The Soldgbert family at Agbaji, the Qnégun family of Ita-Egbd, the
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members of I1é-Oldyin (formerly called Ilé—Ing'n) at Ita-Elépé, the Giwa
family of Pép6 Giwd, and the Mékébéra family of Ita-Ogtinbo are Kantri
migrants. Solagbert migrated from Bama in Bornu and was founder of an-
cient Okésuna...The family of Magaji Kunta are Boko-Barubas paternally
but Fulani maternally while members of 11é Eleran, Adangbé are Barubas...
Members of the following families are Hausa by ancestry: I1é Alalikinla at
Ita C)gﬁnbd, I1é Shiru at Ode Alfa Nda, I1é Saba’ani at Ode Alatsa and 11é
Saba’ani at Idi-Orombé, I1é Jawondo at Iita Oganbg and I1é Alfa Ajongolo
which was formerly called I1é Alapata... (10-11).

The above excerpt reveals that many families in Ilorin are confined and in-
terwoven. But despite their different background, songs are used as the tool
for self-identity and remembrance of the past and update of memory. For in-
stance, the excerpt of agbé song (gourd rattle) of Karikana and Nuuru Ajadi
Kure of Ilorin below, recorded on 15 February, 2015, reveals that eleven Emirs
have been enthroned in Ilorin.

Awon baba nld wa 16 mérin agbe,

Délii Ilorin, 16j¢ t6 ti pé ni.

Ipele eleeekeje lawd jé

Ninti olérin agbeé nilii Ilorin.

Ldt’Qysé ¢,

Won ti n joba niliui Ilorin 9jé pé.

Oba bii mékanla 6 ti je.

Eléékinni je, ikeji je.

Elééketa je, ikerin je.

Titi t6 wée dérii mékanla to kan Sulu.

Sulii Karinddni Gambari loba kesan-dn ni Ilorin.
Okuinrin méeéédogbon.

Oba tii poba rdnnsé ni Suli oba wa.

Oba Alarisiki t6 lowo Iowd, ¢ ldya;

O ni tira, 6 160gun.

Igba t6 déléckewad loba kan Aliis Baba Agba.
Ibiiraimo omo Sulu Gambari

N loba kokanld n’Lorin wa,

Ti 1 be 1éri oba

(Our forefathers brought agbé music
Into Ilorin long time ago.

We are the seventh generation
Among agbe artistes in Ilorin
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That came from de-llé.

There have been kings in Ilorin long time ago.
Eleven kings has been installed so far.

First king, second king.

Third king, fourth king installed.

Until Salu the eleventh king.

Suld Gambari was the ninth Emir of Ilorin.
A very powerful man.

A king that send other kings on an errand.
Rich king, brave king.

He had different metaphysical powers.
Bébé—Agbé was the tenth Emir;

Ibitraimo, the son of Gambari.

The eleventh Emir

Is the one on the throne).

The excerpt reveals that the singers are the seventh generation of agbeé sing-
ers/performers in Ilorin, and that their forefathers migrated to Ilorin from
Oyo-I1é. The singers claims further that the ninth emir, who is the father of
the incumbent Emir of Ilorin, was very powerful metaphysically, brave, and
rich. Mention was also made of Ali Baba Agba who was the 10th Emir of
Ilorin.

In another excerpt fron the benbe/alugéta song of Alagji Ismaila Atand4,
the prowess and characteristics of one of the prominent tribes in Ilorin is re-
vealed. Their forefathers were known to be brave in war front because they
don’t condone unnecessary rivaly. They resemble themselves in character and
they also have significant tribal mark of identification wherever you see them.
These are encapsulated in the song below:

Gobiri roro, éé ija roro

Gobiri roro, éé ija roro

Gogobiri o nii jogo

Taa l6 ni o fé won?

Gogobiri o nii jogo

Taa 16 ni ¢ fé won?

Agékil ejo

Gogobiri, oro lé ¢ se

16 ba dija tan

Gobiri ni e peé si won

Gobiri joraa won
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Won tin fiwa joraa won
Gobiri joraa won
Won tin fiwa joraa won

(Gogobiri are wicked, wicked fighters
Gogobiri are wicked, wicked fighters
Gogobiri dont take nonsense

Who asked you to marry them?
Gogobiri dont take nonsense

Who asked you to marry them?

You are like a wounded snake

Gogobiri you are so wicked

When it comes to fighting

Invite Gogobiri to tackle them

Gogobiri resembles themselves

They resemble one another in character
Gogobirii resembles one another

They resemble one another in character)

In the excerpt of Aremt Osé dadaktada song from his record tagged
“Aremt Gbawoodu”, the historical identity and the relationship of the pres-
ent Emir of Ilorin with the past emirs were revealed as seen in the song below.

11é iyd re, ilé oba Ilorin ni
I1é baba re, ilé oba Ilorin ni
Aliii Baba Agbc‘z,

Egbén momg re ni,

O joba Ilgrin.
Abudvkaadiri,

Baba momo ré ni,

O joba Ilorin.

Bdwa t6 bi Kdadi,
Baba-baba momé ré ni,
O joba Ilorin.

Sulii baba re,

O joba Ilorin.

Bdawa t6 bi Ldofe,
Baba-baba re ni,

O joba llorin,

O wdd teri i Lédya,
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O b séri Addjo.

Q tori Addjo,

O bo séri oba.

Asééjoye omo Suli, omo Boldnta.

(Your mother is from the royal family
Your father is also from the royal family
Alfu Baba Agba

Is your mother’s uncle

He became the king in Ilorin
Abuduk4adiri

Is your grandfather

He became the king in Ilorin

Bawa, the father of Kdadi

Is your maternal great grand-father
He became the king in Ilorin

Sulu, your father

He was an Emir of Ilorin

Bawa, the father of Liofe

Is your grandfather

He became the king in Ilorin

You graduated as a Lawyer

To a Chief Judge

From Chief Judge

You become the king in Ilorin
Aséejoye, son of Stli, son of Bolanta)

The above song excerpt of Aremti Osé explains a lot about the detailed
relationship of the Emir of Ilorin and his progenitors. It was pointed out in
the song that he, the incumbent king is a bonafide royal family member and
would be successful on the throne. According to the opening lines of the song,
both his paternal and maternal families are entitled to the throne of Ilorin
emirship. Furthermore, his mother’s uncle, his grandfather, his great grandfa-
ther and his biological father who were past Emirs of Ilorin were mentioned as
authentic members of the royal house who had access to the throne of Ilorin
when they were alive. With all these multifarious facts that are embedded in
the traditional music, it can be clearly seen that in any society, oral literature
can never be over-emphasized because it mirrors the society and it is very use-
ful in identity creation and reconstruction of social history.

From the above excerpt, element of cultural and linguistic diffusion are
discernible. The title of community leader among the Yoruba people is oba
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while the Fulani equivalent title is the emir. Although the king is a Fulani
man but the title used by the musician is that of Yoruba, in the Yoruba lan-
guage. The singer did not use emir because of the Fulani’s language that has
diffused into the Yoruba language. Therefore, the Yoruba perception of king
is used.

In a similar vein, the chronological ascension of the past Emirs of Ilorin is
mentioned in one song of J6l6miré Alabi specifically tagged “Itan Qba Ilorin”
in which he highlights the period of individual emirs on the throne. It is very
informative. The song goes thus:

E sun m¢ yin-in

E gbétan awon oba Ilorin ti won ti je
Abudusalami 1§ k¢ joye n’llorin
Ninti oba 16 ti je

1831 1 joye n’llorin

1842 lg pada l¢ waja.

Qduin mokanla loba yen 10

Tée jade ldyé.

Téléeho n pé ni 11ébin yidsi
Sita 16 tun télé e

Ninti gba t6 tiin je

1842 16 joyeé n’llorin

1860 19 pada lo waja

Oduin méjidinléguin loba yen 10
Téléebo n pé ni eetin yiasi

Igba ti Sita wd ki tdn,

Oduin ohiin lo wé kan oba Stbdiri
1860 16 joyé n’llgrin.

1868 lo pada 16 waja

Odiin méjo péré loba yen 1o.
Téléebé n pé ni éeti yiasi

E md je ¢ bajé oo

Ko bdje télétélé oo

Alfv 16 tin télé e

Ninti oba t6 tin je

1868 16 joye n’llorin

1891 lo pada, 16 waja

Odiin métalélégiin loba yen 10
Téléébo n pé ni tuenti-tiri yidsi
Qduin t6 kit ni Momo wad joba
1891 ni Mémé joyeé n’llorin
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1896 19 pada l¢ waja

Oduin marun-tin péré loba yen lo
Téléebo n pe ni fdifis yiasi

O wd ku Sulé omo oba Ilorin té lo
Kau Alabi ti n be 16ja ti n tawo wa
Kau Alabi ‘mo Sule, ‘mo Worti.
1896 16 joye n’llorin

191516 pada ¢ waja

Oduin mokandinlégun loba yen 10
Téléebé n pé ni naintin yidsi

Saibu 16 tun telé e

Ninui oba to tin je

1915 16 joyé n’llorin

191916 pada l¢ waja

Oduin mérin péré loba yen lo.
Téléebé n pé ni fo6 yidsi

Saibu wad ki tan

L6 kan Kdddi oba Ilorin

Agemo Addké-mad-fohiin omo Labdéwé.
Atandd Opé baba Ddédi Baala.
1919 n 14 joyeé wllorin

1959 r g pada I waja

Ogéji oduin loba yan lo.

Téléébo n pé ni footi yiasi

E mad je o bajé oo

Ko bdje télétélé oo

Odun ti Kaadi ku

Ni Sulti joba...

(Come over here

Listen to the history of the past kings of Ilorin
Abdulsalam was the first emir
Among the past kings of Ilorin

He was installed in 1831

He died in 1842

He spent eleven years on the throne
Before his death

Which means eleven years in English
Sita was installed after him

Among the past kings of Ilorin

He was installed in 1842
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He eventually died in 1860

This king spent eighteen years on the throne
Which means eighteen years in English

After the demise of Sita

It was the turn of king Subairu that same year
He was installed in 1860

He eventually died in 1868

He spent only eight years

Which means eight years in English

Don’t destroy the tradition

Tradition should be protected

Alfu followed him

Among the past kings of Ilorin

He was installed in 1868

He eventually died in 1891

He spent twenty-three years on the throne
Which means twenty-three years in English
The year he died, Momo was installed

Momo was installed in 1891

And he died in 1896

He spent five years

Which means five years in English

Then came Sulg, the prince of the departed Ilorin king
The father of Alabi who sells our musical record at the market
The father of Alabi, offspring of Sulé and Woru
He was installed in 1896

He eventually died in 1915

He spent nineteen years on the throne

Which means nineteen years in English
Saibu followed him

Among the past kings

He was installed in 1915

He eventually died in 1919

He spent only four years

Which means four years in English

After the death of Saibu

Then was Kaadi, the Ilorin king

Agemo the cool-headed one, son of Labowo
Atanda of the Opé lineage, father of D4d6du Baala
He was installed in 1919 in Ilorin

He eventually died in 1959
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That king spent forty years
Which means forty years
Don’t destroy the tradition
Tradition should be protected
The year Kaadi died

Then Sulu was installed)

This long Pakenke song of Jl6miré Alabi cited nine kings of Ilorin in
chronological order. As at the time he released his music album, Emir Sala
Gambari, the father of the incumbent eleventh emir was on the throne. The
song is also informative as the singer mentioned the years of installation, years
spent on the throne, and the year of death of each emir. The information pro-
vided by the artist is highly useful in the construction of the social history
of Ilorin emirship. This shows that traditional songs can surely be regarded
as one of the authentic sources of information and archive of the society. The
musicians are part of the society, and they compose their life experiences and
observations into songs for the benefit of the populace.

Like his colleague, Aremti Osé, the singer of the above long excerpt did
not refer to the king as emirs but he referred to them as oba. Besides, he por-
trayed element of linguistic diffusion beyond Fulani/Yoruba divides, he also
manifested element of understanding of English as the language of the colo-
nial masters and the lingua franca for Nigeria. In the conclusion of J6lomiré
Alabi’s song, he added to the historiography of the kings of Ilorin that the in-
cumbent king/emir should endeavor to emulate the identities and personal-
ities of the past kings in maintaining peace and stability of the community.
He used the theme of identity consciously to create a visual self-examination
of the past, present, and the future to project anticipated expectations of the
masses.

As said earlier that the Ilorin folksingers use their songs to reveal the
identity of people, especially the kings/emirs. An example of such is seen in
aliigéta/benbe songs by Alhaji Ismaila Atand4 in which Sulu Gambari, a past
Emir of Ilorin is praised.

Hukuhuki dé o
Gambari dé o
Hukuhukt dé o
Gambari dé o
Aréguinmdsad dé o
Gambari dé o
Arégiinmdsad dé o
Gambari dé o
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Aréginmdsa dé bii tii dé

Gambari dé bii tii dé
Arégunmdsd baba awa o

Gambari baba awa o

Aribikéld o, ogun la 6 lo

Aribikéld o, ogun la 6 lo

Ogun nisé wa o

Ogun lowé wa a

Ogun nisé wa o

Ogun lowo o wa a

(Hukuhakt has come

Gambari has come

Huakuhuku has come

Gambari has come
The-one-who-never-run-away-from-war has come
Gambari has come
The-one-who-never-run-away-from-war has come
Gambari has come
The-one-who-never-run-away-from-war has come as usual
Gambari has come as usual
The-one-who-never-run-away-from-war has come,our father
Gambari, our father

Aribikdla, we will go to war

Aribikdla, we will go to war

War is our job

War is our business

War is our job

War is our business)

In the above example, we can see how the artist metaphorically represents
his thought and emotion expressively to create a conceptual visual representa-
tion of the king/emir. He presents him as the one “one-who-never-run-away-
from-war”. This shows that the king was a dexterous warrior; who was capable
of leading the community successfully.

In another example below drawn from Aremu Osé dadakiiada traditional
song of Ilorin, both past and pressent emirs are listed. The singer referred to
the kings as oba instead of emir and made mention of their ancestral origin
which is S6kéto. This is also an indication that traditional singers of any soci-
ety are like archive of knowledge with multifarious historical facts.

Abudusalddami, Sita,
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Subééri, Aliyu
Momd, Sule

Bawa, Abudukdddiri,
Suli, Aliti Baba Agba
Buiréémo Koldapo
Oba di mokanld n’llorin té je
Buraimo oba o

Oba o, oba 0 0
Badgba oba o

Oba 0, oba o o

Sulii oba o

Oba 0, oba o o
Abudukdddiri oba o
Oba 0, oba o o0

Bdwa, oba o

Oba 0, oba o o

Oba Suleé, oba o

Oba 0, oba o o

Oba Moémé, oba o
Oba 0, oba o o

Oba Alits, oba o

Oba o, oba o o

Oba Subéérn oba o
Oba o, oba o o

Oba Sita, oba o

Oba o, oba o o
Abudi Salddmi, oba o
Oba o, oba o o

Isola ‘Mo Alimi
Fuldni Séokoto

Isold ‘mo Alimi

/////

(Abdul-Salaam, Sita

Zubair, Aliyu

Moma , Sule,

Bawa, Abdul-Kadri

Zulu, Alit Baba Agba

Ibraheem Ko lépd

Eleven kings have been installed in Ilorin
Ibrahim, the King

269
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The king, the king
Baagba, the king

The king, the king
Sulu. the king

The king, the king
Abdul-Kadri, the king
The king, the king
Bawa, the king

The king, the king
King Sule, the king

The king, the king
King Momo, the king
The king ,the king
King Aliu, the king

The king, the king
King Zubair, the king
The king, the king
King Sita, the king

The king, the king
Abdul-Salaam, the king
The king, the king
Isola offspring of Alimi
Fualani of S6kdto origin
Isola offspring of Alimi
Fualani of S6kéto origin)

People’s identity can be determined by their self-conception as well as their
social presentation; and how they behave within civilization. In the below
example of song from Jdigbadé Alad, we see how the singer situates Suld
Adébimpé within the matter of national concern, the demise of the then Pres-
ident of Nigeria who was murdered. He presented Emir Suld Adébimpé as the
one who mourned the president. Let us examine what the artist said about the
emir’s reaction to the murdered president of Nigeria in his song.

O dodo 000000

Ekun Muritald dodo layaa mi

Oko awa lo

Muiritald t6 lo tit tda ri ké dé mo
Olohun Q'fc_;run ke e

Nijo Muritald kii

N ¢ ri omi ri I6ju Qba il Ilorin wa.
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Mo rémi 16jii Sulit Adébimpé Qba wa tuntun to je.
Léjii Emia wa t’llorin
Emia sunkun titi d’Ogbémoso

(It has turned into river

Muritala’s mourning turned into river on my chest

Our benefactor has gone

Muritala who left and we didn’t see his return

May God forgive him

The day Muritala died

I have never seen the king of Ilorin wept before

I saw tear on the face of Sulu Adébimpé, our newly installed king
On the face of our emir in Ilorin

The emir wept untill he arrived in Ogbémoso)

Constructing identity figuratively involves metaphor and hyperbole or ex-
aggeration. The artist above figuratively exaggerated the reaction of Emir Sulu
Adébimpé to the death of Muritald by saying that he wept profusely from
Ilorin until he got to Ogbémdsd, (a town that is about fifty miles from Ilorin).
This he did in order to present that the emir as humane and a considerate per-
son. In the first two lines, the artist creates and constructs his personal iden-
tity as a concerned citizen of the society, especially in regards to the demise
of the then Nigeria president.

Beside identity creation and historicity, the indigenous oral artists in Ilorin
use their songs to reveal religious diffusion. As at today, the predominant reli-
gion in Ilorin is Islam. However, it is discernible from the song of Ar¢mu Osé
that majority of the original inhabitants of the community before the advent
of Islam were predominantly worshippers of the Yoruba traditional religion.
In fact, up till today certain areas and neighborhoods in the city still bear
names related to Yoruba deities, such as, Qbatala, Sango, Mole, Yemoja, Ifd,
Enl¢ and Qsun, among others:

Ero ti n bd n lolé Qlgjéé Lorin
Ero ti n bd n I'Olgjeéé Ilorin

E bd mi ki Anibaba-léri-odé
Ard Onikasan

Adisd Ogbin omo Jadla

Omo Abinbdlugbon

(Those going to Qlojeé in Ilorin
Anyone going to Ql¢jéé in Ilorin
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I send my greetings to Anibaba-léri-odé
A native of Onikasan

Adisé Ogbin, the offspring of Jaala

The offspring of Abinboluigbon)

The Qlgjeé neighborhood is where the worship of Egungun (Masquerade)
was prominent before Alfa Alimi and his warriors defeated Afonja and cap-
tured Ilorin as part of S6koto caliphate till today. The history of Ilorin pres-
ents it as a Yoruba town which was originally used as a military outpost by
the Aldafin, paramount ruler of the Old de Empire (Oyd-llé). At the period
of its creation, Ilorin was administered by Afonja, the sixth Aare-Qna-Ka-
kanfo (generalissimo) of the de army and successor of Aare-Ona Oku of
Jabata. It was from this outpost that Afonja carried out military functions
for the then Aldafin named Adle, the son of Aldafin Abiodun. Adle reigned
between 1789 and 1796. It was during this period that Shehu Alimi, a Fualani
cleric, arrived Ilorin with some of his tribesmen and were all welcomed and
hosted by Afonja.

After a while, conflict broke out between Aldafin Adle and Aare-Ona-
Kakanfd Afonjd. This made Afonja sought the support of Shehu Alimi also
known as Salih Janta who had both spiritual and military power. After de-
feating Adle, Afonja and Alimi’s relationship strengthened to the extent that
Afonja enlisted Alimi’s men into his army and disbanded many of his men
whom history claimed he didn’t fully trust. After Sheu Alimi’s death, his
son, Abdulsalam, earnestly yearned to rule Ilorin, and clandestinely plotted
against Afonja. After Afonjd’s death, Abdulsalam declared himself the Emir
of Tlorin and pledge allegiance to Sokoto Caliphate. This was how the mon-
arch of Ilorin holds the title of emir till today instead of the Yoruba title oba.

Afterward, the Yoruba attempted to regain control of Ilorin from the
Fulani but failed. Téyeje, the successor of Afonja, led the first and second at-
tempts to drive the Fulani people out of Ilorin. The second attempt is known
in history as Mugbamugba War in which Yoruba people suffered untold defeat
in the attempt to regain the throne of Ilorin (Danmole et al, 1993, Johnson, S.
1921, Jamiu, 2014). This aspect of Ilorin history is aptly captured by Ar¢mu-
Osé, showing that the forefathers of Sééhti Alimi migrated from Sokoto.

Wolii Dan Bawa

Adafia Sééhi

Isold Opé omo Subééri ni S6koté
Ad ti n joba nilidi ‘Lorin

Qjo t0 pé ni

Irti Buraimo Isold
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Irtiré étiije

Isolg omo Buiréémo arda S6koté
Is9ld Opé

Omo Akdddi arda Sokoté
Omo-omo Ayélabowo

Omo omo Saidu Alaé

Omo Gogé Aliiko

(Dan Bawa

Alfa Sééhu

Is0l4 Opé child of Subééru in S6k6td

The institution of kingship in Ilorin town
Has been in existence for a long period
Somebody like Buraimo Isola

Somebody like him has not been made king
Is0l4 Opé child of Subééru in S6kotd
Is0la Opé

Child of Akaadi native of S6kéto
Grandchild of Ayélabowdo

Grandchild of Saidu Ala6

Child of Gogé Aluko)

It is really amazing the kind of identity that diffusion of culture created
in Ilorin as seen in the example of the song above. There is a combination of
Yorub4 and Fulani names. For example, we have a combination of Isold and
Buréémo from Sokotd. Also, Isold, the child of Buréémo, bearing one of the
totemic appellations of Yorub4 lineages, ‘Opd’. Social interaction and cul-
tural diffusion have given room for the above kind of representation in the
artist’s song. Also, the king is referred to as the offspring of Buréémo, Akadds,
Ayélabowo, Saidu Alad, and Gogé Aluko. There is a diffusion of Yoruba and
Islamic names. Another example of this is seen in the kéngbé song performed
during a wedding ceremony of a princess thus:

Qlohun ko ferii jokii wa
Sulii n be Igrun, babda Kolapo
Olohun ko feri joku wa
Alabi n be Iérun, baba Lawepo
Qlohun ko ferii joku wa

(May God forgive the dead in heaven
Sula, Kolapg’s father is in heaven
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May God forgive the dead in heaven
Alabi, Lawep0’s father is in heaven
May God forgive the dead in heaven)

The above excerpt refers to Sulu as the father of Kélapo. The singer also
mentioned Alabi as the father of Lawépo. Stlu is not a Yorubd name, but
through diffusion of culture and languages, the Fulani also bear names like
K¢lapo, Alabi Opé, Isold, and many others that are Yortiba names.

Conclusion

From the foregoing, attempt has been made to study the contributions of
indigenous singers in Ilorin to the construction of social history and iden-
tity of the people in their locality. Identity construction is an integral part of
human beings. In Yoruba society, oral artists use the medium of oral perfor-
mance to construct identity and social history of the society they are perform-
ing for. As we’ve shown in the essay, a substantial part of Ilorin songs, chants,
and recitals is devoted to eulogy because, according to Abubakre (2006:103),
praise singing is part of the rich oral culture of the Yorub4d, who are the ma-
jority of the inhabitants of Ilorin. This culture of praise forms a basic element
of their public life. In addition to this, Islam, the religion professed by the peo-
ple of Tlorin, teaches that good deed should be acknowledged and appreciated.
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