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Abstract

Hip-hop music has taken a very unique dimensiaghéNigerian music scene. It has emerged as a means
of expression among the youth on a wide rangesoieis. Since its emergence in Nigeria in the 9@k, t
music has gone through a lot of transformation.weleer, a worrisome trend in this development is the
fragrant display of women as sex symbols. The degrfeviolence against women and misogynistic
ideologies being expressed in the lyrics has besrbgect of scholarly enquiry in recent times. Taper
therefore takes a look at the use of women as toele and objects claimed and cascaded around by
Hip-hop artistes in Nigeria as a means of enharnitiag celebrity status and commercial viabilitywill

also examine its implication on Nigerian society.
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Introduction

David Wolper, in an interview about his productioh the Los Angeles Olympic
ceremonies stated: “we are going to have lots ddiocpinecause music is the United States’ gift
to the world” (24). This statement shows the oveaiwiing influence of American music on
music of other world cultures. The last two decalage witnessed tremendous growth in the
Hip-hop music culture in Nigeria. Numerous studiese equally demonstrated the significant
rise and development of the genre among the yo(@moniyi, 2008; Omojola, 2006;
Ssewakiryanga, 1999). Because of its enormous jppéas also been used as a medium for
expressing a variety of ideas, feelings, and emstiblowever, there has been a growing concern
on the negative impact of the music on the peroaptif women in the society. In spite of the
seeming financial success and popularity of the icrarss, hip-hop culture is frequently
condemned for its misogynistic exploitation of wame
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This paper examines the misogynistic ideologiegesged in Nigeria’s Hip-hop and rap and its
implication on the larger society. It will also emime the effects Hip-hop lyrics and videos
(which contains images of women in sexually subwath roles) on the youths, stemming from
its focus and promotion of sex, drugs, crime ansogyny.

Theoretical Concepts

The theory of inter-culturation and trans-cultuvatiis used as the framework for this
study. Interculturation is the formation of a newltgre based on encounters from multiple
cultures interacting together (Gault 15). This igngicant today for social theorists working
outside their cultural boundaries for interpretithg dynamics of cultural change globally. The
term transculturation was coined in the 1940s bgicddogist Fernando Oritz to describe the
process by which a conquered people choose anct sehat aspects of the dominant culture
they will assume (Pratt 589).The development ofutexpmusic over the years is hinged on
cultural changes which, according to Hall are thedpct of “negotiation, resistance and
transformation” (23). This statement was alsoawoorated by Said who stated that “All cultures
are involved in one another. None is single andepukll are hybrid, heterogeneous,
extraordinarily differentiated and unmonolithic.’45). Rice identified two categories of
musicians in world music- those who seek to sties#ly position themselves as locally
authentic and those who seek to embody or reconmiglet ethnic or national traditions and
histories (151). He however stressed that therettayee who seek to become transnational
performers or, at best, seek to resist any sendewided or fixed identity (Rice 157). Of this
group, in my opinion, is the position of NigeriafpFhop music.

Hip-hop culture evolved from the United States ohe&kica. However, the concept has
found its way into developing countries as a restilicculturation which introduced new styles
and communities of taste, negotiating culturaletghces through the musical manipulation of
symbolic associations (Waterman 47). Consequerttig, changes reflect new contexts,
technologies, opportunities and performing situggio

Origins of Hip-hop

There are several positions on the origin of Hip-hon the evolution of Hip-hop music,
Kevin Powell states that “Hip-hop's roots are naindican, nor Puerto Rican, nor African-
American, but African (Powell 2010). This was fuathsubstantiated by Keyes who observed
that “the distinctive vocal techniques employedrapping can be traced from African bardic
traditions to rural southern game songs and afbechs- all of which are chanted in a rhyme or
poetic fashion” (40). However the conceptualizatainthe present day Hip-hop phenomenon
originated in New York during the early 1970’s asoan of African American street culture
(Bernett 78).
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Aware of the inner city tension that were beingated as a consequence of urban renewal
programs and economic recession, a street gang enembo called himself AfrikaBambaaka,
formed Zulu Nation on an attempt to channel thesaing young people in the South Bronx away
from fighting into music, dance and graffiti (Lipse 26). Hip-hop has since become better
known as rap music, which has been most widelyipzbd and marketed all over the world.
Rap is a narrative form of a vocal delivery oftg@oleen in a rhythmic patois over a continuous
backbeat, with the rhythms of the voices and tha t@rking together. The initial appeal of rap
for young African Americans related to the posgiles for instant creativity and expression
which it offered. Thus, by relying only upon theiliy to ‘talk the rhythm’, the art of rapping
became the perfect vehicle for pride, anger, amcagserting the self-worth of the community
(Beadle 85).

The origin of Hip-hop in Nigeria dates back to taee 80’s and early 90’s (Joseph 256).
According to Abiodun Adebiyi the emergence of anriddn American rapper on exile in
Nigeria, lbrahim Salim-Omari led to the releasetlud first Nigerian rap album titled “I am
African” (248). This opened the floodgates for otlatistes like “The Remedies” and the
“Plantation Boyz” in the early nineties. The figgneration of Hip-hop artistes at first copied
their counterparts in the United States of Ameridawever, the trends in the late 90’s till date
showed a transformation with the evolution of “Md&jp-hop”. Thus, Nigerian Hip-hop music is
categorized into two main divisions — indigenoud #oreign. The indigenous Hip-hop styles are
those which derive their elements mainly from imsigus musical sources which include the
native, traditional, neo-traditional and spirita@rivatives. The Hip-hop artistes also derive some
source of materials from local African folk tradmi drawn from village or ethnic boundaries
with the folkloric phenomenon seeming to be a majmd in their lyrics.

Hip-hop and Gender

Feminism and gender studies have been a focushofasty work since the 0century.
While some see men and women as two often hosblepg locked in an unending and unequal
struggle for power, others view them as complemgntéhe Hip-hop world tilts towards the
second assumption. However, the complementarybeiteg played by the two is being benefited
by men where the women are portrayed as dangefgest® of desires (Wallach 222). This,
according to Daniel Innim is purely a transfer adndered meanings saturated by class
differences and global popular culture influenc28ly. Even though we have a few Hip-hop
female artistes in the industry, men are in theonitgj while women often feature as dance
troupes performing in the background to the muBEgs has resulted in the misuse of the gender
role of women in these musicales as sex symboks.tdim “sex symbol” was first used in 1910
to describe beautiful stars in the film industryncg then, the film industry has been playing a
role in the further projection of sex symbolismatngh its dissemination of beautiful people all
over the world (articleworld.com). However, sex $ptism is taken to an alarming dimension in
the music industry where women are seen as a cocraharenture, basically useful for
commercial purposes.
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This is because generally in Western culture arteses that follow the West, a woman’s body
is considered sexually provocative to man, and these is a growing concern over the near-
naked female postures in some music videos. Writimghe negative effects of Hip-hop on the
American youths, Ayanna observed that “all womaut, mostly black women in particular are
seen in popular hip-hop culture as sex objects’afa). She stressed further that almost every
hip-hop video that is regularly run today shows yndancing women (usually surrounding one
or two men) wearing not much more than bikinis hwtlte cameras focusing on their body parts.
These images are shown to go along with a lot@ttplicit lyrics that commonly contain name
calling to suggest that women are not worth angtmore than money. It is a common sight to
see in these videos scantily cladded young ladi@scpg seductively around the singers in the
videos. Subsequently, the imagery and lyrics ofubaprap music and videos is normalizing the
degradation of women. Thus, as a male-dominateadreylhip-hop has forced women to become
victims of misogyny violence (Morgan 427). Misogyhgs been defined as the hatred or disdain
of women — a concept that reduces women to objecteen’s ownership, use, or abuse (Adams
and Fuller, 939).An African woman’s identificatiovith her gender has always been a product
of her identity, and the social constructions otisty, and as such, gender is socially
constructed, and consequently, hip-hop has consttube role of women in a negative way, and
therefore encouraging them to play characters aac¢he “gold digger’(Ayanna).

Marketers and Promoters

Nigeria is the most populous Black nation in therldioWith a population of over 150
million people, the country is unarguably the nmgjtpot of the entertainment industry in Africa,
especially with the emergence and the promotiodipfhop artistes within the last two decades.
These decades have seen Hip-hop music and cultansfarm through arediscovery and
recycling of sounds. In Nigeria, the sporadic gtowt Hip-hop music is due to the undaunted
efforts of marketers and music promoters with titeoduction of labels like Kennis music, Mo
hits, Storm records, Question Mark etc. and addédeance of television and radio stations and
other agents of promotion. Hence, much air timdegoted to playing of Hip-hop music with
Nigerian content in line with the regulation of theadcasting board that stipulated that 70% of
the music content in both the radio and televisbould be devoted to indigenous Nigerian
music (Naija Hip-hop inclusive). This has led te #sstablishment of various musical shows with
exclusive cable Nigerian Hip-hop content like GheNigezie, Sound City, Music on Wheels,
Hip-hop World, Music Africa, etc. in addition tohwr cable stations devoted to Hip-hop music
in Africa such as Channel O, MTV Africa and Daarsaisic. Accordingly, the aim of these
establishments is purely commercial and their odierg interest is the sale of their music in a
particular market, and thus they employ all meamsac¢hieve their goal like their Western
counterparts.Hip-hop scholar Mark Anthony Neal ¢fi@re observes that:
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“... They sow the field of misogyny for the patriaychnd provide the
labor necessary to keep it in operation. They thctihe lyrics, the
costumes, the scenery and of course, the girls!réason for such media
hype by the music promoters is seen in the slolgain'sex sells’.

Mark Anthony Neal was insightful to point out thidge industry thrives on sexism, and that
asking artists to promote a feminist vision wouédasking them to drop their contracts and start
selling far fewer records (Neal). In a study dohewt Black male/female relationships of the

hip-hop generation, many of the Black men in theHwp culture that were interviewed valued

economic resources and used these resources ag @ waanipulate and control women. And

some women negotiated with their bodies for thithga they wanted (Hutchinson 73). In order

to gain access to these things, and to get the dodgeattention from men they wanted, some
women felt that they must cater to the exploitatimages (Ayanna).

To illustrate, reacting to promoter’s cravings forancial aggrandizement in the Nigerian Hip-
hop scene, Pat Uwaje-Kihgbserved that:

What the promoters want is instant financial grediion. The culture of
finesse the musicians have nurtured over time v tadten over by self-
centeredness and greed. They feel the pulse ofduths outside and
dance to their tunes. The song as in vogue in Araels based on
violence, money, stripper and sex. Unfortunatdljras now come to us
in Nigeria and we are sinking it in both hook, liaed sinker. (Uwaje-
King).

Generally, a good music video must exhibit googimuaoupled with artistic presentation
in both performance and delivery. But the questi need to ask is, must it also be at the
expense of our values and moral decency? The amfésttunate aspect of this discovery is the
fact that much of the sexual exploitation in highoulture is done with the consent and
collaboration of women. In Nigeria, most of the wemthat show up for the music video shoots
are young undergraduates who are paid stipendsdsg foromoters to pose nude with the “super
star”. Reacting to this worrisome trend, Omawunmid@benti stressed:

The success in the music business is all abouemgrower and sex.
The priorities have been misplaced in our bid teapé the wrong
people, but it is wrong. What is obvious might betreal because what
you see us do in the videos is cosmic (Omagbemi).
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Correspondingly, the bottom line is that women ased to wet the sensual appetite of the
viewers in order to sell their products. Commentimg this worrisome trend, Omagbemi
observed:

It is purely a commercial thing. This act is degngd Women who subject
themselves to such are only interested in the maway fame. Their
portrayal of women as indecent, immodest, and fagkin values is
appalling (Omagbemi).

Usually, the main goal of culture is the inculcatiof national consciousness,
advancement of the appreciation of the arts andureyl and in Nigeria specifically, the
enrichment of identity nationwide (Omojola 34). @nery few Nigerian musical videos have
achieved this aim. Instead, what we see is an edaglication of “porno-visuals” like their
Western counterparts where women are portraye@xasygnbols. While we agree that music
should provide avenues for free interactions andghmg across cultural boundaries, it is
completely out of place for us to allow the valudsother nations to be the yardstick for
measuring our success. As Abudu noted, “If you wiaatglobal world to watch your films, you
have to be able to retain what we call your Africamtre personality, which is your Nigerian
personality” (43). Therefore, the question is -adw Hip-hop music videos have what it takes to
represent the image of Nigeria anywhere in the ad®fOr is it just duplicating other people’s
ideologies? Unfortunately, misogynistic lyrics haaen allowed to flourish in Nigeria, not only
through radio, television, CD, and other mediumg, ib has also been promoted through live
performances. And for clarification, it is importao note that much of what is considered to be
misogynistic lyrics in Hip-hop usually has one oomn of the following six themes: (a)
derogatory statements about women in relation xo @9 statements involving violent actions
toward women, particularly in relation to sex; (eferences of women causing “trouble” for
men; (d) characterization of women as “users” ohye) references of women being beneath
men; and (f) references of women as usable andrdiable beings (Adams and Fuller 940).

NaijaHip-hop Lyrics

Historically music has been a medium for human aoexpression. This social
expression can take many forms, from triumph angehto utter frustration and despair.
Regardless of the catalyst that creates it, mueiges to stimulate the mind, stir the soul, and
elicit emotions (Adams and Fuller 938).Hence in saene way, Hip-hop lyrics are used as a
form of communication; however, many Nigerian HigpHyrics are misogynistic in nature. This
can be seen in three Hip-hop lyrics | have selefde@nalysis which provide examples of how
misogynistic ideology manifests itself in Nigeriédip-hop music. The lyrics have been chosen
from three popular Hip-hop artistes in Nigeria:cdddibia, Eldee, and Sheyman.
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The musicians employed the technique of code mixith three languages namely standard
English, Nigerian pidgin, and Yoruba. The firstcext is taken from the lyrics of the most
celebrated Hip-hop musician2 face Idibia titled t&mthe place”, which speak about women as
objects to be used and abused:

...When you feeling down, we try to turn the tablésaeound

| see you, | gbadun you, girl, | want make younhet (Enter the place)
Make we see if you no carry belle too (and seenifllinot get you pregnant)
Ma phone must be ringing cuz your body is calling

No need to dey knock on the door (No need to krab¢ke door)

Just enter, get it straight, and jump on the flod2.face Idibia).

The lyrics describe a woman who can be abused Bgxtie invitation from 2face Idibia for
women to “enter the place” and see “if | no go gyee belle too (if | will not get you pregnant)
is degrading. Telling women to “enter the placet aee if he wouldn't get them pregnant
portrays women as usable and discardable beings.

The next excerpt is entitled, “Hotter than Fire’siagle performed by Sheyman:

Am hotter than fire

Give me some water

Your “thing” make dey stagger (your body is drivimg nuts)
I no fit retire (I will not give up)

I will give you some “kondo Olopa”

And you will give me some “rondo alata.” (Sheyman)

The artistes paint a picture that is suggestiva afan inviting a woman for a round of
“hot sex”. The music videos also reveal women kirbiwears, dancing in such a manner as to
suggest their complete sexual and emotion submigsiadheir male counterparts. The use of
kondo (the male sexual organ) anondo (the female sexual organ) features prominentlyhan t
music. From subtractive researches done on mesaiingip-hop lyrics, evidence have shown
that listeners can read several meanings into @#cpkar word or a sentence expressed by the
artistes. This is in line with Meyer’s assertioattlapart from the emotional attributes of popular
musicis that it has cognitive elements (68). Hensittled that:
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a piece of music can provide a connotative compméxextra musical

meanings that is not unlimited, yet not precisapated by the music. The
first meaning is a construction supplied by induadl listeners from their
own memories of extra musical concepts (68).

An example is found in “hotter than fire” by Sheymarhe literal meaning of Kondo is a
policeman’s baton whileondo means a round hole. Although the terkoado androndo are
being used to describe a certain type of harmlbgscts their use and the images they create in
the song are sexually derogatory to women.

The next excerpt by Eldee suggests the idea tlmahem can be forcefully subjected to
degrading acts. Written in both pidgin and Yorubalett, the lyric suggests that sex is an
activity that one can force women to participate in

...Today na today. You not go escape

| go put you for corner. Am ready for you
Today na today. You not go escape

Mo ti ready latitaa tan

But before then...

Bo sikorok’afo (elIDEE)

Translation

There is no way you will escape from me today

| will put you in a tight corner

| am ready for you

There is no way you will escape from me today

I am ready to do it with you

But before then, move to a shady corner and léwe sex.

The posture of the singer in this song is that odifst, waiting to take advantage of an innocening
lady because of his uncontrolled sexual urge.

The Nigerian Hip-hop and rap genre have commonachearistics: expressive vulgarity,
sexual resonance, preposterous violence and gowms$-tsymbolism. The large amount of sexual
content in Hip-hop movies and songs leaves moreetalesired. It is totally “un-African” to
discuss the subject of sex in the graphic mannensgbportrayed in the hip hop movies and
songs. And just like their Western counterpartg-hbop singers are more likely to be sexist in
that females are depicted as sex objects, yetmerge in African society, women are treated
with respect and dignity, not as sex machines.
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Although many commercial Hip-hop songs appear twifyl promiscuous sex, gang violence,
and drug use, in contrast, lesser-known rap songsdists present positive messages as well as
insightful critiques of Nigerian society. Thus, érdent that Hip-hop lyrics should be used as
avenues for combating social ills in our societyd gherefore their themes and textual contents
should be employed to combat crime and encourage galues among the youth.

Hip-hop and Youth Identity

It was been found that listening to Hip-hop musi@i“number one non-school activity”
among youth (Roberts et al. 56). And according kKaeser Family Foundation poll, rap/Hip-hop
is the most popular genre of music for youth acedlssthnic groups in America (Roberts, Foehr,
and Rideout 18). And furthermore, in the study, 6&Runior and senior high school kids said
they had listened to rap/hip-hop music the previdag, which is more than twice the portion
that reported listening to any other single musiorg. Just like in America, the Nigerian youth
have appropriated the Hip-hop culture as an importaeans of expression and identity
formation. Obviously as humerous studies have dstnated, the lyrics of Hip-hop music has a
tremendous impact on the habits of youth, as itg&dyoften tell stories and describe the
situations to which many youth feel they can relate

In a 2008 dissertation on the influence of rap mwsi the Nigerian youth, it was shown
that more than 62% of the 250 youth interviewedyttonsidered lyrical content more important
to them than the beats (Awala 38). Furthermore, 8b%em were of the view that no Hip-hop
video is complete without the use of female danedgth sensuous moves. Examples of such
videos are ‘enter the place’ by 2 faces Idibia, add don pay by Kelly Handsome and
‘Yahoozee’ by Olu Maintain which feature women iesgdicable manner juxtaposing a lyrical
content of the videos that reveal the use of deovgdanguage against women.

| argue that the effect of these musical videoshenyouth in Nigeria is no different from

the studies of Johnson, Jackson and Gatto (27-4hmmmerican adolescence wherein they
found that exposure to violent rap videos has lredated to higher acceptance of violence,
including violence against women by African Amencadolescent males. And in another study
examining rap videos’ impact on health behaviorsAiican American female adolescents, a
sample of 522 African American girls, ages 14 tpW8s followed over a 1-year period, and the
results suggested that higher levels of exposurapwideos were related to: a higher likelihood
of contracting sexually transmitted infections, girand alcohol use, having multiple sexual
partners, getting arrested, and the hitting teachlean was the case with lower levels of
exposure to rap videos. Unfortunately, this trenduickly becoming a reality in Nigeria.
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Often, Nigerian youth see hip-hop musicians as nobelels, and as a result the cultural
expressions can be seen in their mode of dresdergguage, mannerism, etc. Thus, they have
appropriated aspects of African American cultured aven when the themes of the songs are
ethnically based in Nigeria, the Nigerian singeperformer decides to put on clothes rooted in
Western ideals as Western dress and fashion gnseales as a tool of identification with hip-
hop culture and music. The fashion craze promatetdea videos has thus caused some problems;
some schools have had to place a ban on indecesgidg by female students. And ironically,
many of those used in themusic videos are studemts the nation’s tertiary institutions. Thus,
the mixed/ambiguous and often negative messagésisongs have become a source of worry
to the government and education agencies, in additb the lyrics that make references to
broader issues like gender, ethnicity, and clagéigerian society.

Conclusion

Much of the mainstream Hip-hop music in Nigeria bagn reduced to a never-ending
obsession with women and sex, and thus | contenthie push for creating sensual and sexually
driven music videos can result in a greater levébw self-esteem and image formation among
girls and women. It is therefore imperative thatmave beyond the beats that characterize Hip-
hop music and seriously consider the negative &fiebas on people. The regulatory bodies like
the Nigerian Video censors board and the Nigerisva@casting Corporation must scrutinize the
songs that are played. A situation where music ogdgeat women merely as sex freaks is
dehumanizing and can create an environment whexebkassault and violence against women
will thrive (the media should be used as a toolsiarial change, not destruction).

There should be a re-orientation in the cultureenthe ideology of the entertainment
industry so dehumanizing lyrics is not toleratedrtkermore, scholars and activists should
mount a campaign against musical videos that porvamen in despicable manners; they
should continue to critically analyze the Hip-hdepomena.

Education is the first step in changing gendertigia in the hip-hop community
(Ayanna). First people need to know the human siglitwomenare being violated verbally in
the sexist lyrics, and that in the physical intéats at hip-hop events, and in the general
way,the hip-hop community must reform, we are esan demanding hip-hop's primary
consumer base, youth, to consume music that issartst, and anti-misogynistic (Neal).
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The growing concern of the dehumanization of wonmethe musical videos has led to
the institution of several organizations that hdegrmined to put an end to the worrisome trend.
An example, is the National Organization for Wonfeandation (NOW) who in recent times
have traveled around the United States of Amefamljtating campus dialogues and community
forums to rave reviews in Michigan, Pennsylvaniaashington, D.C., Tennessee, Georgia,
Alabama and Florida on the portrayal of women irsimwideos Kow Foundation Times). Like
the NOW foundation, we should be proactive in rggsawareness about the sexism, violence,
and other -isms that too often pervade this medium.

Furthermore, it is pertinent to evaluate the caltunessages transmitted in some of
today's music and its implication to youth who #re direct beneficiaries of these commodities.
Parents should be urged to engage in open comntiamcabout rap music and videos and
monitor the images their children consume. Femagehdp artistes who work within the Hip-
hop industry should use their position to corréet ills of the industry, not add to it with their
own misogynist role. Women in the entertainmenusidy should take charge of their lives and
resist any form of temptation from music promotésd last, they should cherish their sense of
self dignity and self-worth rather than throw awhgir sense of dignity, while the Hip-hop
musicians and promoters ‘smile’ in their way to Hamk.
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Notes

1. A member of the midnight crew band, a popular mbsied in Nigeria.

2. A popular musician in Nigeria and winner of the neated Hip-hop award
3. These are renowned Nigerian Hip-hop artistes
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