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ABSTRACT 

Today’s musical instruments and styles have provided the basis for popular music like Ekobe; a vocal 

musical style accompanied with percussion instruments among Ibusa indigenes and by extension Enuani 

people of Delta North Senatorial District of Nigeria. Although there are many contradictions in African 

popular music, the vitality and variety of musical practices have not been disputed. Generally speaking, 

music plays significant roles in transforming society into a vibrant environment. The etymology, origin, 

performance model, song texts, and the functions of a few exponents of Ekobe music are all traced in this 

study. In order to gather proper information about Ekobe music, the study used both descriptive and 

historical research methodologies. More so some song texts of some prominent Ekobe exponents were 

contextually analyzed within the ethnomusicological framework. The results of this research showed that 

although Ekobe music started in Ibusa, it has spread to neighboring Enuani communities under different 

names. The study also showed that while modernization has continued to have a big impact on how 

Ekobe music is performed and enjoyed, originality and Africanism still have an impact on the content, 

context, and idea of musical performances. As a result, Ekobe artists have been able to preserve balance 

without completely erasing the music's traditional identity. The study came to the conclusion that the 

development of new idioms in the Nigerian music scene is due to acculturation. 

Keywords: Ekobe, Performance Model, Exponents. 

 

INTRODUCTION 
Music is the heartbeat of community life in sub-Saharan Africa. It’s far more than just sound—it’s how 

people bond, solve problems together, and protect their identities during times of political and social 

change. By passing down stories and values from one generation to the next, music helps communities 

stay grounded in their roots while navigating new challenges. Music can define what a community stands 

for, especially in fast-changing, diverse societies. In fact, simply giving a style of music a name is often a 

way for a group to declare its identity. African popular music was shaped by the struggle for power under 

colonial and postcolonial rule. Commercial recording started relatively late in West Africa—the 1920s—

more than two decades after European companies had already entered Asia, the Middle East, and Latin 
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America. Throughout this time, colonial inequalities directly dictated both a musician's social status and 

who paid for their work (Waterman, 1990).  

African popular music was built on the streets, not in elite institutions. Shaped by constant cultural 

exchange across borders, its development comes down to two big ideas: adapting global styles locally and 

blending different traditions into something brand new. The real visionaries behind this music were 

everyday working people—clerks, drivers, teachers, and sailors. Living at the crossroads of different 

worlds, these urban innovators knew how to speak multiple cultural languages, fusing them together to 

create the soundtrack of a modern, changing Africa. Think of African popular musicians as cultural 

innovators. They don't just write songs—they navigate the fine line between artistic expression and 

economic survival, creating new sounds that cross cultural divides. More importantly, their music serves 

as a living record, telling the stories of everyday people who were left out of the history books and giving 

them a platform to be heard (Emielu 2011, Waterman, 1990). 

Rarely do two cultures meet and blend 50/50. Usually, one culture adapts to another, choosing which 

traits to adopt while reshaping others—especially under the weight of political or military influence. We 

saw this unfold in 19th-century West Africa, where Christian missionary work gave rise to new churches. 

When local congregations eventually broke away to form independent African churches, they didn't just 

transform religious life—they sparked a musical movement that redefined the sounds of the early 20th 

century. Although Africa's earliest popular music genre, known as Gumbey, originated in Sierra Leone in 

the 19th century, the visit of the Accra Quartet to Nigeria in 1938 catalyzed the development of an 

African version of Western dance band music in Nigeria. The foundations of Highlife music specifically 

stem from the social dance music of diverse musical traditions prior to European colonization across West 

Africa. According to Okafor (2004), 

Western scholars gave little thought to the music’s of other regions of the world until the 

19th century. But as we know each geographical and ethnic group has its own distinctive 

music, instruments and traditions…….As such music is seen as a social fact, a humanly 

organized sound, and not as a sonic object per se……The appeal of some music’s may be 

restricted only to some communities which create them except for some scholars who 

examine it scientifically while some have universal appeal…….At the base of 

ethnomusicology is traditional music. This is more familiar to most people than the other 

types of music. It is the indigenous music of the people which is an integral part of a way 

of life (p 147). 

 

Enuani culture serves as the foundation of identity for its people, uniting the diverse customs of its 

constituent communities. This multifaceted culture shapes daily life across various domains, including 

music, cuisine, religious practices, traditional arts, and lifecycle rituals such as marriage and burial. 

Defined by distinctive attire, culinary traditions, and crafts, the Ndi’Enuani heritage has provided these 

communities with a powerful musical legacy that continues to drive their success across diverse settings. 

It is essential to recognize that cultural superiority is a myth, and each culture possesses unique attributes 

that are cherished by its practitioners, based on this information Lerman (1974), advise that it is essential 

to accept human beings and their creations in their current state, recognizing that a work of art is 

responsible solely to the audience it was intended for. Consequently, we must exercise caution when 

evaluating cultural artifacts, avoiding the imposition of external standards that may lead to the 

condemnation of an entire group. The realm of culture and humanities must be racism-free, yet it is crucial 

to acknowledge the legitimacy of diverse cultural perspectives and appreciate their distinct characteristics. 

By doing so, we can foster a deeper understanding and appreciation of the rich tapestry of human 

experience (pg17). 

Ekobe music is a cornerstone of Ibusa identity that has beautifully evolved over time. Long dedicated to 

honoring deceased community members and welcoming special guests, its classic sound remained 

unchanged for generations. But as the world modernized in the 1990s, legendary musician Chief Ogbogu 

Okonji brought new energy to the genre by introducing the Western drum set. It's a prime example of how 
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traditional cultures adapt—updating their sound so that people from all backgrounds can connect with and 

enjoy their heritage. Given the information presented, it is reasonable to conclude that the shifts observed 

in our musical performances, which originated from the Americas and Europe, began in the late 19th 

century and became firmly established by the 20th century. Consequently, one can assert that African 

popular music is indeed a direct progression of traditional, yet continually evolving, recreational music, 

despite incorporating elements from Western influences (Nwokolo and Efurhievwe 2025).  

 

The Origin and Sources of Ekobe music  

According to (Nwokolo and Efurhievwe 2025): 

Ekobe music, as remembered by Ibusa elders, was once inseparable from the rhythms of 

everyday life. Oral testimonies suggest that it emerged as part of funeral rites for non-

titled men and later broadened into festivals and communal gatherings. Chief Agility 

Okonji, one of the senior custodians interviewed, explained: “In those days, Ekobe was 

not entertainment. It was respect. When a man passed, his people brought Ekobe to sing 

him home.” Such accounts reinforce Okafor’s (2005) claim that traditional Nigerian 

music served functional purposes before it was considered art for art’s sake. The structure 

of Ekobe ensembles—drums, gongs, horns—embodied a sonic philosophy rooted in 

repetition, call-and-response, and communal participation, rather than virtuosity or 

spectacle. Archival comparisons reveal that Ekobe’s early form remained relatively stable 

until the mid-twentieth century. Unlike genres such as Highlife, which rapidly adopted 

Western brass, Ekobe retained its indigenous instruments well into the 1970s (Collins, 

2002). The resilience of the genre can be linked to its ritual function; as Radcliffe- Brown 

(1952) might argue, its social utility reinforced its continuity. To remove Ekobe from its 

original context of funerary rites was, for earlier generations, unthinkable. Thus, the 

historical roots of Ekobe highlight both its conservative grounding and its central role in 

sustaining Ibusa identity (Pg 97-98).  

 

Where does the word "Ekobe" actually come from? Outside of Ibusa, most Enuani communities don't 

even use the word—even though they love the music, calling it highlife, egwuo’dinani, or kokodim. But 

in Ibusa, locals insist "Ekobe" has been around since the town was founded. The leading theory? It all 

comes down to the dance moves. Dancers frequently raise and hang their arms, a gesture known as 

ikobe’aka ("hanging of the hands"). Over time, that phrase was reshaped by local speech into the name 

we know today: Ekobe (Nwokolo 2026). 

 

Performance Model of Ekobe Music 

Structurally, there are three musical compartments in a typical Ekobe musical performance, which are- 

akpata’onu (musical proverbs) first compartment, Ikpo’egwu (musical prelude) second compartment and 

ihu’egwu (dance/performance climax) third compartment (Conclusion/end). 
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Fig. 1: The Performance Model of Ekobe Music 

 FIRST COMPARTMENT 

 

 

 

 

                 THIRD COMPARTMENT 

   SECOND COMPARTMENT 

           

         

 

 

  

 

 

 

 

 

Model Illustration by the Researcher (2026) 

In the Anioma and Oshimili regions of Delta State, Ekobe music is the heartbeat of every celebration. But 

it isn't just about entertainment—it's a platform for teaching values, honoring great citizens, and reflecting 

on community life. A performer's true test lies in ama-mi'fe, or wisdom. Dancers and singers earn their 

fame by using witty commentary, traditional proverbs, and clever metaphors that bring Enuani culture to 

life. Whether at a wedding, a funeral, or an initiation rite, Ekobe music brings the community together 

while keeping its history alive.                
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Ekobe music is structured as a medley, dynamically arranged to suit diverse performance 

contexts. A standard performance progresses through three consecutive sections: 

 Akpata’onu (Proverbial Introduction): An un-backed, free-rhythm section using proverbial 

statements to set the atmosphere. 

 Ikpo’egwu (Musical Prelude): A transitional movement performed in either free or strict rhythm, 

depending on context. 

 Ihu’egwu (Performance Climax): A fully instrumented, strict-rhythm section centered on dance. 

These stages remain interconnected across the performance through thematic repetition and 

recurring musical phrases. The first section predominantly features the lead singer without 

accompaniment, although there are occasional instances where some musical accompaniment may be 

used in a free rhythmic pattern. The ikpo’egwu (second section) involves participation from the lead 

singer, the chorus, and in some performances, some of the instruments are used, whereas the ihu’egwu 

(third section) includes the lead singer, chorus, instrumentalists, and dancers. The first section of Ekobe 

musical performance allows the lead singer to express the main theme of the performance. The second 

section serves to elaborate on the details related to the main theme, which is further divided into multiple 

phrases. The third section showcases the peak of the Ekobe music performance (Nwokolo 2026). 

 

Contextual Interpretation of Selected Ekobe Song Texts 
Song lyrics serve as significant cultural markers, acting as avenues for expression and communication. 

Throughout societies, they have been utilized in various historical and contemporary activities. 

Consequently, song lyrics have been a means to convey information across generations; for instance, the 

oriki music of the Yoruba people functions as a historical commentary. For the Enuani, music isn't just 

entertainment—it’s a living archive. Through Ekobe music, lyrics become a way to pass down history, 

share current news, and teach core values. The lyrics follow a rhythmic balance of statement and 

response, shifting effortlessly from simple storytelling to complex riddles. By packing their songs with 

timeless proverbs, sharp exclamations, and clever metaphors, Ekobe musicians transform every 

performance into a master class in cultural expression (Akpabot, 1986). The lyrics of a song play a crucial 

role as they provide deeper insight, complexity, and clarity regarding the song's message. Song lyrics 

contribute to a more profound comprehension of human behavior in relation to music, as it is clear that 

the language in music differs from everyday conversation. The fourteen recognized categories of song 

texts found in indigenous African musical themes include social control, insult, historical themes, 

children’s songs, obscene lyrics, praise songs, funeral music, work songs, war songs, humorous pieces, 

communication, women’s themes, ritualistic songs, and philosophical reflections, as noted by scholars 

like Akpabot (1986) in their examination of song texts.  

 

Ekobe Song Texts Analysis 

This process will involve the careful contextual translation of selected Ekobe song lyrics for proper 

documentation and comprehensive examination of the themes expressed in this genre of entertainment 

music. Analysis of the lyrics is crucial, as it will enhance understanding, introduce additional complexity, 

and offer a varied perspective on the messages being conveyed both within and outside the Enuani cultural 

context. For this study, and to ensure accurate analysis, the chosen Ekobe musical song texts will be 

categorized into (a) Reflective/Philosophical, (b) Praise, (c) Historical, (d) Appreciation, (e) Satire and (f) 

Advice/Warning, although some songs fall across several categories. 

 

 

 

 

 

Nwokolo & Ofuani ….. ..Int. J. Inn. Lit., Lang. & Arts Studies 14(3):90-103, 2026 



95 

 

Reflective/Philosophical Song Texts 

Song No. – 1: Onye Ma Azu Uwa (Azuka Mowete) 

Text in Enuani (Igbo)   English Translation 

Onye mala’zu’wa e    Who can snatch the whole world  

Onye mala’zu’wa     Who can snatch the whole world 

Ne’chi’ebuke      The future is too big  

Nwa’ogbenye kwa debe akwa’lili  Cry no more child of the poor 

Echi dime`     The future is pregnant 

Nwa’ogbenye kwa debe akwa’lili  Cry no more child of the poor 

A brief analysis of the song above indicates that the song has a philosophical undertone, offering advice 

to whomever wishes to listen that no one knows what the future holds. It warns all to tread carefully as 

you cannot have it all. These texts illustrate that the Enuani societies actively ensure that the actions of 

individuals are guided. 

 

Praise Songs 

Ekobe praise songs are sung to honor notable figures who have significantly contributed to the 

advancement of the Enuani regions and surrounding areas. In acknowledging the accomplishments of 

these remarkable individuals, comforting phrases are utilized to celebrate their contributions, and 

occasionally, Ekobe artists also create lyrics that depict their character. Below are textual examples of 

some of these songs, along with an analysis. 

 

Song Texts 

Song No. – 2: Ada ne gbua’zu (Ogbogu Okonji) 

Text in Enuani (Igbo)    English Translation 

Anthonia nwa Chukwuedo    Anthonia the child of Chukwuedo 

Anthonia nwa Chukwuedo    Anthonia the child of Chukwuedo 

Ada negbua’zu o      The daughter skillful in fish catering  

Azu wa shua shu o     Roasted fish  

Azu wa gwoa’gwo o     Fish pepper soup delicacies  

Ogwo sia’zu one`tete o               She’s unbeatable in her delivery 

Anu nwo’bi negbua’zu (aha)    The skillful fish   caterer  

Anu nw’bi negbua’zu o    The skillful fish   caterer  
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Song No. – 3: Egwu Asagba Ahaba (Azuka Mowete) 

Text in Enuani (Igbo)             English Translation 

Umu’jom ka’nyi bu lu’ofu e    Children of Ujom lets unite 

Umua’haba ujom ka’nyi bu lu’ofu e   Children of Asaba lets be one 

Wa to`e dike na nke ome`     The praise of a hero 

Ikea’dia ne meo’zo     Guarantees more effort  

Obi Professor Epiphany o Chigbuelim ogu’o  Obi Professor Epiphany Chigbue 

Nwa’zinge       Son of Azinge 

YabuA’sagba Ahaba’o                He is the Asagba of Asaba  

Ojea’kwukwo new malio’dinania’haba             He is educated and vast traditions  

Yaka’haba ncha ji si      Hence the decision of Asaba   

no` ge je lia’nyi Asagba o     To crown him Asagba 

Jebe ni dia’nyi ma o     Reign you are qualified 

Ahabae’nwe geA’sagba dia’nyi ma o               Asaba has a crowned Asagba  

An analysis of the three (2) songs above indicates that song Nos. 2 is a praise song aimed at a specific 

individual, while the first song honors Lady Antonia Chukwuedo, for her proficiency in preparing 

different fish delicacies, Song No. 3 highlights the remarkable attributes of Obi Professor Epiphany 

Chigbuelimogu Azinge, the current Azagba of Asaba. Collectively, these texts illustrate that the Enuani 

community actively ensures that commendable actions are publicly recognized by its members. 

 
Historical Songs  

This song types serves to remind and educate the audience about historical events and activities that have 

played a role in informing today's perspectives on life, cherishing experiences, and the insights gained. A 

number of these tracks also reference contemporary occurrences. 

 
Song Texts 

Song No. – 5: Apapa Special (Ogbogu Okonji)  

Text in Enuani (Igbo)   English Translation 

Una nu go` na’papa ne gbuo’zu  Have you heard that groundnut kills 

Nao’gboli o    At Ogboli 

na’papa ne gbuo’zu o   That groundnut kills 

na nwandu nwo’bala ka wan ye  A child was given  

apapa ona’o    Groundnut he died 

nne mu nin’wa na’kwa`   The child’s mother is crying 

Everybody is crying   Grief has consumed them  
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These song recounts events that took place in Ogboli quarters of Ibusa during the 90s. It narrates the story 

of a young boy who was poisoned with groundnuts by some malicious individuals. The song conveys the 

sorrow and rage experienced by the whole community, particularly the boy's parents. It aims to raise 

awareness among the public about the increasing occurrence of malevolent behaviors exhibited by some 

individuals towards the unsuspecting, emphasizing that one should exercise caution when interacting with 

others, as it is often challenging to discern who harbors ill intentions. 

 

Appreciation Songs  

Several Ekobe songs are based on appreciation. Ekobe appreciation songs are focused on celebrating the 

kindness of people, the mercies of God, the prosperity found in Enuani communities, and the overall 

splendor of life. These songs are primarily intended for the purpose of expressing gratitude; some 

examples are provided below.   

 

Song Texts 

Song No. – 6: Ogo’Amaka (Ogbogu Okonji) 

Text in Enuani (Igbo)    English Translation 

Gozie li me`     Bless them 

Biko gozie li me`    Please bless them 

Gozie lim nwa ne me’ogo o   Bless the cheerful child 

Gozie lim onye nweo’bioma o              Bless the kind hearted 

Gozie lim ndi nwe obie’bele o                 Bless the merciful 

Gozie lim ndi ne me’go o   Bless the cheerful giver 

Ndi ne mem’ma o    Those that do good 

ndi ne me’go o                The cheerful givers 

Ndi ne mem’ma o    Those that do good 

Ndi ne meo’bodo aganishu’o    Those whose goodness brings progress to the town 

 

Through analysis, it is observed that song No.6 serves as tribute to those who contribute positively to 

humanity; it’s a prayer for God to bless them.  

 

Advice/Warning Songs 

The songs in this category serve to advice and caution society to lead a life devoid of vices and malicious 

intentions if they aspire to succeed, as those with ill intentions will eventually face consequences. 

 
Song Texts 

Song No. – 9: Onye Onu (Ogbogu Okonji) 

Text in Enuani (Igbo)    English Translation 

Onyeo’nu biko nene ke`de` onwei  Boaster examine yourself 

Onyeo’nu biko nene ke`de` uwa’I  Boaster examine yourself 

Uwa dini’shu     There is life ahead 
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Uwa ga’lonye onwei’fe akiko e             The well to do have a story to tell   

Enu ga’lonye omalifo ne’me   The well to do have a story to tell  

Onyeo’nu o biko nene ge`de`o’nwei   Boaster examine yourself 

Bia kwube`      Before talking  

The examination of the texts mentioned above serves as a warning to society to remain vigilant against 

empty fantasies and deception. Song No.9 is an explicit reminder to those who take pride in themselves, 

as arrogance often leads to downfall. It emphasizes that individual achievements are personal and that 

life's journey should not be hurried, implying there is a designated time for everything, so one should not 

rush.  

Satire Songs 

The music in this genre serves to discreetly and indirectly convey important societal events and issues to 

the public. These tracks satirize the dishonesties and negative behaviors exhibited by those in positions of 

power and authority, as well as within the home and society. Furthermore, these songs can highlight 

uncomfortable truths that might seem too harsh if expressed in a straightforward manner. 

Song Texts 

Song No. – 10: Ndi Uka (Ogbogu Okonji) 

Text in Enuani (Igbo)    English Translation 

Ife ne me no’bo doe’nyi o    Something is happening in our town 

Ife ne me no’bo doe’nyi o    Something is happening in our town 

Njo we’shi ke zie-o ya oooo    Their sins are too much 

Njo wa ne me’shi ke zieo ya ooo   Their sins are too much 

Ma na wa sin a wa ne je kwu’ka o   But they claim they are Christians 

Ma na wa sin a wa ne je kwu’ka o   But they claim they are Christians 

Ine je kwu’ka o      Do you go to church? 

Anume’ je kwu’ka o     I go to church 

Ine je kwu’ka o      Do you go to church? 

Anume’ je kwu’ka o     I go to church 

Ine je chochia’nyi o     Do you attend our church? 

Nwa si na wa ne je kwu’ka o    They say they attend church 

Ine ju’ka ina lom’mo     You are a Christian but worship idols 

Ine ju’ka ine’gbum’ma du’o    You are a Christian but a murderer 

Ifen’jo wa me no’bodo no fua’kpo   Their evil deeds in town are loud and clear 

Ifen’jo wa me no’bodo no fue’fe    Their evil deeds in town are loud and clear 

Mana wa ne je kwu’ka e     But they go to church 
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The Ekobe song above mentioned and highlights various issues within our society. Song No.10 addresses 

the questionable behavior of religious leaders who, while professing to serve God, engage in a 

hypocritical and indulgent lifestyle that harms the community.  

 

Stylistic Presentation of Language in Ekobe music 

The Ekobe music of Enuani is abundant in linguistic and stylistic elements, with notable characteristics of 

its performance style including repetition, parallelism, proverbs, the shortening or lengthening of vowels, 

and the use of borrowed words. 

Repetition 

Reiterating a phrase or section of a musical work multiple times can enhance clarity, emphasize a point, 

or serve as a stylistic choice. In Ekobe music, text repetition can be categorized as either complete or 

partial. According to Olatunji (1984: 17), complete repetition entails not only the replication of the 

sentence structure but also the recurrence of all lexical items within it. Besides complete repetitions that 

happen one after the other, there are variations where one or more lines come between repeated instances. 

In a partial repetition, the structure of the sentence is echoed, although not every word is restated. The 

alteration of words that are not repeated can occur anywhere within the sentence. The goal of partial 

repetition is to highlight a particular idea.  

Certain words are often repeated with a particular sentence structure for stylistic purposes, primarily to 

create a musical phrase or sentence that, without these repetitions, would be clear and complete. While 

this stylistic repetition highlights the song's theme, it also contributes to the overall resolution of the 

statements. In other cases, it assists in filling the rhythmic syllables needed for a complete musical 

sentence. Another notable type of repetition is the text designed as a call-and-response (refrain), which is 

typically performed by the chorus at regular intervals after the soloist. This call-and-response often 

embodies the theme of the music and frequently serves as the title for the album or track in recorded 

collections. Below are examples of repetition in Ekobe music of Enuani. 

A very good example can be taken from Ogbogu Okonji’s Ndi Uka  

 

Text in Enuani (Igbo)    English Translation 

Ife ne me no’bo doe’nyi o   Something is happening in our town 

Ife ne me no’bo doe’nyi o   Something is happening in our town 

Njo we’shi ke zie-o ya oooo   Their sins are too much 

Njo wa ne me’shi ke zieo ya ooo  Their sins are too much 

Ma na wa sin a wa ne je kwu’ka o  But they claim they are Christians 

Ma na wa sin a wa ne je kwu’ka o  But they claim they are Christians 

Ine je kwu’ka o                 Do you go to church? 

Anume’ je kwu’ka o    I go to church 

Ine je kwu’ka o                Do you go to church? 

Anume’ je kwu’ka o    I go to church 

Parallelism  

This involves the use of matching sentence structures, phrases, or longer segments to create a balance 

between ideas of equal importance; there are structural similarities present in parallel sentences within 

Ekobe music. Olatunji (1984:26) suggests that these sentences reflect the central theme and enhance one 

another. The relationship between the lexical items in these sentences is aligned to highlight the 

implications of comparison. Below is an example -  
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Ogo’Amaka   by Chief Ogbogu Okonji  

Text in Enuani (Igbo)   English Translation 

Gozie li me`    Bless them 

Biko gozie li me`   Please bless them 

Gozie lim nwa ne me’ogo o  Bless the cheerful child 

Gozie lim onye nweo’bioma o  Bless the kind hearted 

Gozie lim ndi nwe obie’bele o  Bless the merciful 

Gozie lim ndi ne me’go o  Bless the cheerful giver 

 

Proverbs 
During Ekobe music performance, it is common to find songs that include spoken proverbs, and there are 

times when a part of the narrative focuses on a collection of interconnected proverbs. These proverbs are 

concise, familiar phrases that convey universal truths about life or offer guidance to the listener. They 

serve as tools for varying speech, creating satire, and enhancing both vividness and drama. Within Ekobe 

music, proverbs are not only utilized for these purposes, but effectively using this linguistic technique 

also grants artists greater respect and a larger following. Proverbs foster heightened expectations, 

invigorate the audience, and elevate the overall level of performance.   

Borrowed Words   

Words are often borrowed from other Nigerian languages to enhance praise singing for speakers of non-

Igbo languages and to broaden the reach of Ekobe music. Ekobe music is known for incorporating popular 

foreign terms, as Ekobe musicians employ this method to engage interest from non-native speakers 

thereby expanding the music's popularity. Additionally, it introduces variety in the expression of ideas, 

helping to prevent monotony in thematic delivery (Idolor, E. 2005). The primary source of foreign terms 

in Ekobe music is Pidgin English, which is widely spoken and understood both within and outside Enuani 

society and Nigeria.  An example is - Jesus Love by Chief Ogbogu Okonji - 
 

English (Pidgin) 

Na who be my love o 

Ewo Jesus na my friend/love o 

N him be my life o 

Ewooooooo 

Na him dey help me  

Well well well 

Na’im dey sweet me 

Well well well 

The Role of Selected Ekobe Popular Music Exponents 

The oka’bu (lead singers) in Enuani communities have significantly contributed to the evolution of 

musical practices. Their roles as custodians of their rich cultural heritage are evident to their people. 

Below, we highlight some key figures in Ekobe music of the Enuani who have made significant impacts 

on the growth and preservation of this genre over the years. 
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Chief Ogbogu Okonji  

Chief Ogbogu Okonji grew up in Ibusa, Delta State, in a family from Ibusa and began to show his musical 

aspirations at a young age. He is an Ekobe musician hailing from Ibusa in Delta State and leads the 

“Ogbogu Okonji and His Anioma International band,” having released numerous albums throughout his 

career. Ogbogu has made the Enuani people proud with his unique style of traditional high-life music 

called Ekobe-Highlife.  

He was raised in the Anioma region, where he gained an understanding of the Enuani dialect of Igbo and 

is recognized as a speaker of the Ukwuani language, which is evident in his music. He has earned the title 

of the master of proverbs, a crucial element in Ekobe music performances. His limited knowledge of the 

Ukwuani language has benefited him, as his music has found wide acceptance in Anioma territory. Chief 

Ogbogu Okonji launched his musical journey in 1978, producing a number of albums with different 

groups of musicians known as Otu (music groups) among the Ibusa people, particularly collaborating 

with Agility Okonji. Their fame skyrocketed when, in their album, they appealed to the Senior Diokpa of 

Ibusa to leverage his influence for the electrification of the town, similar to how Majak Fashek requested 

rain in his song and was answered; thus, Ibusa received electricity in 1979. This remarkable artist stepped 

back from his role in Customs and Excise to fully dedicate himself to a professional music career, 

successfully producing numerous albums. 

In the initial stages of his musical journey, Ogbogu performed alongside his cousin, Etiti Okonji, as they 

established a music group that released several albums, significantly energizing the Anioma music scene. 

They incorporated traditional instruments such as ubome, isaka, akpele, ushie, okpokolo, and agogo into 

their performances. After their partnership ended, he went on to create his own band, named “Ogbogu 

Okonji and His Anioma Brothers International Band.” Chief Ogbogu Okonji’s musical style is familiar to 

the Enuani people. However, his remarkable skill in embracing modern instruments and equipment while 

skillfully expressing his melodies in the traditional style has garnered considerable attention, making his 

music vibrant and enjoyable for his listeners. He is renowned for singing the praises of accomplished 

individuals from Ibusa, Enuani, and other Anioma/Igbo-speaking communities. The members of his band 

represent a diverse array from across the Anioma region. As the lead vocalist, he oversees his own 

compositions and performances, which are enriched with Enuani proverbs known as akpatanu. Chief 

Ogbogu Okonji is affectionately called “OGB” or “The Message Man,” based on the belief that his music 

delivers significant messages. OGB’s songs reflect and often seek to address societal issues and 

wrongdoings within the Anioma community. Ogbogu holds a similar status in Anioma culture as Sunny 

Ade does in Yoruba culture; this analogy captures his musical impact and identity well. He is truly a 

prominent figure that resonates with his people musically.  

 

Eluemunor Okafor (Onyeoma Diyoyo) 

Onyeoma Diyoyo, as he is affectionately known, has become a musical icon throughout the Anioma 

region in Delta State. He is among the pioneering traditional musicians from Ibusa who has recorded his 

music and is one of the longest-serving traditional artists still active today. As a music composer, 

Eluemunor Isichei Okafor is an extensively traveled musician deeply rooted in his cultural heritage. This 

seasoned artist was born in Ibusa as the third child and the second son in his family, specifically in the 

Ogbeowele quarters of Ibusa. He completed his primary education at Ezemese Primary School in Ibusa, 

followed by his secondary education at Oboshi Grammar School, both located in Ibusa, before moving on 

to the Lagos Aviation and Maritime Business Academy, where he earned his HND in Management 

Science. The nickname “Diyoyo” was given to him by his aunt, and it has become his enduring stage 

name. 

Following in the footsteps of many esteemed musicians from Ibusa, including Ogbogu Okonji and the late 

Agility Okonji, he was one of the founding members of Otu onye Fu Eziokwu, with the late Dr. Anaza 

serving as the patron. In this band, he contributed as both an instrumentalist and a backup vocalist. 

Subsequently, he joined another Ekobe group called Akalusia’bana, where his talent as a singer was fully 
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revealed. As a young boy, he was also part of Otu Ifeo’nye wepu anya. Fondly known as Onyeoma 

Diyoyo, he is an Ekobe musician who seamlessly transitions into various styles of highlife music when 

the occasion calls for it, particularly during wedding celebrations, as requested by his audience. A devoted 

Christian, Onyeoma Diyoyo holds the belief that the Enuani tradition should be upheld, as the Almighty 

God has not instructed us to abandon our cultural practices. In 2016, Mr. Okafor received an award from 

Igbuzo Singles Meet (ISM), a group of young people from Ibusa, alongside Prof Austin Uwandulu. This 

recognition was for his significant cultural contributions to the community. Having established himself in 

the Enuani/Anioma entertainment industry, three of Mr. Okafor's sons are involved in different areas of 

music. He also mentored Ifeanyi Nwaebili (Enyi Nmili) from the neighboring Akwukwu-Igbo, who was 

once part of his band but now leads his own. 

Onyeoma Diyoyo remembers his first significant performance in 2015 in Agege, Lagos, when he was 

invited by Awele Obiechie (Fanta) to take part in the funeral ceremony for the late Chief Tony 

Nwaezeigwe. His remarkable presentation as an Ibusa Ekobe musician is something that will not be easily 

forgotten. Regarding his studio experience, it began in 1993 at DECCA West Africa Studio in Yaba, 

Lagos, thanks to Chief Daddy Okeleke, the Mgboko of Ibusa, who played a supportive and guiding role 

from the very start of the rehearsals until the day they recorded Uwadilinma, which was funded by Chief 

Sunday Okocha (Sunny Kuti). When the album was launched and I heard the song playing everywhere, 

my happiness was immeasurable. In 1999, the passing of his close friend Uche Nwalama instilled a sense 

of fear that led him to leave music prematurely. It wasn't until 2015 that he returned to it. Diyoyo often 

expresses it this way: “During that time, my father, Ogbogu Okonji, would consistently tell me, no matter 

where he encountered me, – you abandoned music, you abandoned your destiny for something else; if you 

care about yourself, return to your music.” 

 

Azuka Moweta and his Anioma Brothers Band 

Azuka Anthony Moweta is an indigene of Asaba in Delta State, Nigeria. He embarked on his musical 

journey at a young age, participating in a children's group in his community under the guidance of Mrs. 

Ogbuoba, whom he considers a significant musical inspiration. The group's primary aim was to entertain 

and uplift, and throughout his youth, he continuously engaged in singing and songwriting. Over the years, 

he has distinguished himself as a composer, lead vocalist, and backup singer, showcasing impressive live 

performance abilities. His music is deeply influenced by his cultural background and a passion for 

humanity. Azuka is an Ekobe artist who occasionally incorporates Igbo Highlife into his acts, all 

delivered in his Asaba accent, which adds a unique flavor to his music. Azuka is uniquely showcasing 

Ekobe music to the world, blending it with Highlife. This path and experience have been an exciting 

journey for him, and his music is appreciated by everyone. Azuka has commendably collaborated with 

well-known artists like Chief Emeka Morocco Maduka, serving both as a composer and as a backup 

singer. With the determination to step out of the shadows of being a backup singer, Azuka embarked on a 

solo career in 2018, and over the years, he has produced two albums titled Olisa nara ekele and Soso chi 

na edu m. 

 

CONCLUSION 

This research examines Ekobe, a popular folk music genre of the Enuani sub-ethnic group in Delta State, 

Nigeria. It explores the history, performance style, lyrical themes, and social functions of Ekobe music, 

alongside the contributions of its leading artists. Ultimately, the study shows how the Enuani draw on 

their surrounding culture and innate musical skills to shape this vibrant tradition. Ultimately, this study 

shows that Ekobe popular music got its start in Ibusa and has grown into the flagship musical tradition of 

the Enuani people in Delta North, Nigeria. Music lies at the heart of Enuani culture, and forms like Ekobe 

play a vital role in keeping these shared values alive. While Ibusa remains its birthplace, neighboring 

Enuani towns know the genre by several local names—such as egwuo’dinani, egwu kokodim, 

egwu’mgbeli, and simply highlife. Today, as its performance style has become more unified, Ekobe has 

seamlessly blended into a distinct branch of broader Nigerian highlife. 
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Research Findings  

The major research findings include -  

i that "Ekobe" indigenous popular musical style is commonly used for entertainment. It is 

believed by some residents of Ibusa that the phrase 'ikobe’aka,' meaning hanging of the hand(s), 

may have evolved into Ekobe.  

ii  that It was discovered through this study that a typical Ekobe popular music performance 

consists of three musical sections: akpata’onu (musical proverbs) as the first section, Ikpo’egwu 

(musical prelude) as the second section, and ihu’egwu (dance/performance climax) as the third 

section.   

 

RECOMMENDATIONS 

It is suggested that music psychologists explore what textual or sonic elements have therapeutic effects on 

both the performers and the audience of Ekobe music.  Further investigation into the tonal analysis of 

Ekobe songs and their variations in Enuani is warranted.  
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