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Abstract 

Female involvement in the Nigerian music industry calls for concern. Apart from being singers, their presence 

has not been well felt in other areas of the Industry. This article therefore investigates the role of technical and 

vocational education in empowering women towards active participation in the Nigerian music industry. 

Purposive sampling was used to select four female Nigerian musicians who were interviewed for this study. 

Secondary data was generated through existing literatures. Discussion of findings was based on content analysis. 

Although women in the Nigerian society are perceived to be suitable only for childbirth, childcare and home 

keeping, a good number of them have been able to actively participate in the Nigerian music industry. The 

Nigerian music industry has witnessed the rise of female music technologists, instrumentalists, producers, disc 

jockeys, classical and contemporary pianists, organists and drummers to mention a few. Technical and 

vocational education has helped women in building sustainable music career which promotes their self-reliance, 

as well as economic freedom. Investment in technical and vocational education which carries along the female 

gender is therefore necessary for the general growth of the nation. 
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Introduction  

Roudi-Fahimi and Moghadam (2006) define education as a key part of strategies to improve individuals' well-

being and societies' economic and social development. They added that education contributes directly to the 

growth of national income by improving the productive capacities of the labor force (pp. 5). Mordi (1993) pays 

attention to the teacher – learner interactive process in his definition of education, and opined that education is a 

social process in which learners and teachers come together in an effort to share meaning concerning the 

concepts and skills in the curriculum. The Nigerian philosophy of education as defined in the national policy on 

education stresses ‘the development of the individual into a sound and effective citizen and the provision of 

equal educational opportunities for boys’ and girls’ (Federal Republic of Nigeria, 1998; 2004).  

Vocational education has lots of role to play in achieving the aim of the Nigerian philosophy of education, since 

it equips individuals with skills that are relevant enough to make them contribute to economic growth of the 

nation. The national policy on education described technical and vocation education as that aspect of education 

which leads to the acquisition of practical and applied skills as basic scientific knowledge. It presents three aims, 

which are (FRN, 2004): 

1.  To provide trained manpower in applied science, technology and commerce 

particularly at sub-professional grades. 

2.  To provide technical knowledge and vocational skills necessary for agricultural, 

industrial, commercial and economic development. 

3.  To provide people who can apply scientific knowledge to the improvement of and 

solution of environment problems for use and convenience of man  

Anikwese (1998) explained that the Nigerian government in a bid to realizing the above aims, established 

various universities of technology, colleges and polytechnics at various locations in the country, in order to 

allow individuals have access to vocational and technical education.  

Women are unique creatures who have been naturally endowed with the ability to re-create and multiply. 

Although they are usually perceived as weaker beings as compared to men, they are sometimes more resourceful 

and more powerful than their male counterparts. The importance of the female specie when it comes to matters 

surrounding innovation and productivity is suitably explained in the popular saying which says "when you 
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educate a woman, you do so to a nation.” The first set of instructions given to individuals once they start 

realizing themselves is given by mothers or care givers who in most cases are women. The Fourth World 

Conference on Women, held in Beijing in 1995, recognized that women's literacy is an important tool to 

empowering women's participation in societal decision making and the improvement of families' well-being. In 

the words of Roudi-Fahimi and Moghadam (2006), the export orientation of economies, and the growing 

importance of small and medium-sized enterprises create opportunities for women, but women need the 

appropriate education and training to take full advantage of these opportunities. 

Egun and Tibi (2010), relying on data from Yoloye (1994), Erinosho (1998) and Fakorede (1999) identified 

girls and women as an academic disadvantaged group especially in the vocational and technical field of 

engineering, agricultural and medical sciences. According to them, the imbalance between male and female 

education is as a result of a lot of cultural practices in the Nigerian society resulting from deeply fixed 

prejudices, attitudes, customs, behavioral decisions and procedure which combine to discriminate against 

women rights and access to educational opportunities. To this, Ledman et al. (2020) asserts that education can 

play an important role in challenging existing gender norms and gendered transitions. Similarly, Diebolt and 

Rerrin (2013) maintain that having better educated women positively affects offspring, and that it improves 

health and life expectancy at birth, decreases infant mortality (increases number of surviving children), and 

gives rise to better educated children. They further explain that higher women’s endowment in human capital 

generates higher children’s endowment in human capital.  

Ahamad et al. (2016) described empowerment as the process of increasing the capacity of individuals or groups 

to make choices and to transform those choices into desired actions and outcomes. They further described 

women empowerment as the kind of empowerment which is aimed at making women more aware as individuals 

who are politically active, economically productive and independent and are able to make intelligent discussion 

in matters that affect them (pp. 77). In a more elaborate manner, they describe women empowerment as a 

concept which redistributes social power and control of resources in favor of women. According to the United 

Nations Development Fund for Women (UNDFW), women empowerment refers to acquisition of knowledge 

and understanding of gender relations and the way in which these relations may be changed. It also involves 

developing a sense of self-worth, a belief in one's ability to secure desired changes and the right to control one's 

life. ‘Vocational Training program is introduced to enhance livelihood opportunities of women who are at a 

disadvantageous position and have a scant exposure to technical skills and knowledge. The vocational training 

program for women aims to develop entrepreneurial skills among women’ (Ahamad et al., 2016): 78).  

Several studies have identified music as a tool of empowerment and human development. Music is a lifelong 

source of fuel for empowerment (Rentfrow, 2012; Travis & Leech, 2013), due to the developmental sensitivity 

of the period regarding physiological growth, emotions, identity and self-image, individuation, and social 

cohesion. Concerning Hip Hop music, Tesfamariam (2013) observes that music provides an outlet for women; 

women should be Hip Hop Griots so that we have power in how the stories are remembered and the history. 

Female listeners that do engage in rap music listenership seek songs that contain empowering lyrics, thus 

providing a useful, symbolic meaning to them as young women (Travis et al., 2016). 

Although the Nigerian popular music arena enjoys female participation, it is largely dominated by the male 

population. This is due to the fact that many of the key players of the Nigerian music industry are men. Another 

reason is the portrayal of women in music video and performances as objects of dance and romance, as evident 

in the pop and rap music. Travis et al., (2016) noted that ‘while rap music has grown in popularity and social 

impact, an unmistakable stigma exists about the portrayal of women and girls within some of the music. Several 

scholars have paid attention to portrayal of women in the music industry. Misogyny, violence, and unhealthy 

attitudes about interpersonal relationships are prominent in the lyrics, marketing, and distribution of mainstream 

rap music (Conrad et al., 2009; Rose, 2008; Weitzer & Kubrin, 2009; Travis et al., 2016). Cabral (2013) also 

noted that women are objectified; Hip Hop music reinforces historical physical exploitation and sexual violence; 

especially women of color.  

Sex and gender-related issues are critical to the conception and organization of musical ensembles among the 

Yorùbá of Nigeria, largely because gender roles are well articulated in ensembles whose performances are 

organized around gender relations (Samuel, 2018). Samuel further explained that the intersection of gender and 

power in both traditional and modern Yorùbá society is evident in bounded, formal performances. Omibiyi-

Obidike  (1988/1989) opined that although women participate in the production and performance of music, they 

operate within specified cultural limits. According to her: 

within this frame of reference, female musicians in Nigeria are mostly 

singers since drumming or playing of any traditional instruments apart from 

rattles is usually exclusive to men. As singers, female musicians have 



              Proceedings of the 2
nd

 International Conference, The Federal Polytechnic, Ilaro, 10
th

 – 11
th

 Nov.,  2020 

219  Oluwaseun Soneye 

  

distinguished themselves as soloists as well as leaders of singing and 

dancing groups and have operated as performers in the various categories 

of music (Omibiyi-Obidike 1988/1989: 103). 

Samuel (2018) further explains the manifestation of gender differences in music performance among the 

Yoruba. He noted that ‘men are prominent and dominate the playing of instruments, while women dominate in 

singing. Moreover, women are culturally perceived as more proficient and more fluent than men in their grasp 

of appropriate proverbs and epithets’ (pp. 165). 

From the foregoing, it is important to intensify women empowerment, especially through opportunities available 

in the entertainment industry to which music belongs. Music is an art form which provides individuals with 

artistic skills that enable them exchange their creative ability for economic gain. Beyond performance, it equip 

individuals with technical and vocational skills in the area of construction, repair and renovation of musical 

instruments, sound engineering, music production, marketing of musical instruments as well as music contents, 

and so on. There is therefore the need to investigate women empowerment through music technology and 

vocational drill. This article investigates the role of technical and vocational education in empowering women 

towards active participation in the Nigerian music industry. Research data was generated through oral interview 

of selected participants which were selected using purposive sampling. Relevant articles and research papers 

were explored to provide secondary data. Discussion of findings was done using content analysis.  

FEMALE INVOLVEMENT IN THE NIGERIAN MUSIC INDUSTRY 

Women play significant roles in the Nigerian music industry. However, their activities seem to be restricted to 

singing. The Nigerian music industry has seen the rise of popular female artistes such as Salawa Abeni, Azeezat 

Allen, Tiwa Savage, Tope Alabi, Sola Alison, Simi Kosoko, Teni Apata, Yemi Alade, Omawumi Magbele and 

Niniola Apata to mention a few. Despite their presence in the Nigerian music industry, their activities have 

centered on vocal music performance which includes being either a lead vocalist or backup singers. However, 

females in the Nigerian music industry have also functioned as dancers in majority of music performance, be it 

staged or recorded. Although a vast number of females in the Nigerian music industry have started taking up 

roles which have been attributed to men, it has remained a surprising scenario whenever a lady is seen handling 

such entertainment works which has been unconsciously attributed to masculinity. The sight of a lady playing 

the trap set excellently for example has usually caused distraction to music audience at performance venues. 

Such lady is seen as crossing gendered space, therefore the unbelievable. 

Similarly, the Nigerian music industry has produced a very few female Disc Jockeys (DJs). A DJ in the Nigerian 

society is believed to be founded upon the image of the male gender. Based on cultural bias against the female 

specie, women are then not believed to possess such intelligence and energy required of a DJ. Although a good 

number of females play musical instruments, majority of them are restricted to orchestras and ensembles. It is 

very common to discover music ensembles dominated by women, whereas very few ladies actively play musical 

instruments in bands and other outdoor musical performances.  In the area of music production, the Nigerian 

music industry has almost no female music producer. According to Jonathan (2018), no woman has been 

nominated for Producer of the year award at the Headies (a music award show established in 2006 by the Hip 

Hop World Magazine of Nigeria to recognize outstanding achievements in the Nigerian music industry). 

Jonathan lamented that the Nigerian music industry is dominated by men.  Describing how hard it could be to 

find a female music producer in the Nigerian music industry, Jonathan (2018) stated that ‘to find a female music 

producer is an experience that can be likened to meeting a unicorn. He further lamented that ‘for the past 12 

years, no trending pop record has ever been produced by a woman.’ 

CHALLENGES FACED BY FEMALES IN THE ENTERTAINMENT INDUSTRY 

Samuel (2018) has provided a clear insight into why the traditional drumming among the Yoruba is male 

dominated. He explained that the sacred settings in which traditional Àyàn (drummers) operate are uniquely 

deep and sophisticated in many respects. He further explained that the regular and periodic (special) worship of 

Àyànàgalú, the ancestral and guardian spirit of traditional drummers always involves all male members of each 

drumming family who gather to offer prayers, supplications, thanksgiving and sacrifices as well as pay 

obeisance as they seek the benevolence and blessings of Àyàn in their drumming profession. Non consideration 

for women in the process explained by Samuel is not unconnected to the fact that women in Nigerian societies, 

especially among the Yoruba are believed to be perfectly suitable for home keeping and child nurturing only. A 

woman who decides to take up drumming as either art or hubby is then seen as being a gendered space 

transgressor. However, despite the traditional practice that restricts women from drumming, a number of women 

have picked up traditional drum playing and now operate at the professional level.  
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Furthermore, the perception ascribed to women as weak beings in the Nigerian society have conditioned the 

minds of individuals to believing that it is impossible for a woman to have a sense of creativity so much that she 

would create a nice beat, record and mix songs. According to DJ Toxiq,what year? a female DJ and producer 

who produced 12 out of 15 tracks in ‘Ogede ti pon’ by the popular Fuji musician Pasuma Wonder in an 

interview with Pulse Nigeria, the industry has a propensity of downgrading the efforts of women in music 

production. Narrating her experience in the music industry as a producer, she said: 

“As a female producer, people don’t normally recognize you when you make a beat. No one expects a girl to 

produce music. That is a major challenge, people not taking me seriously. They want you to do something free 

just to test you because you are a girl” (DJ Toxiq) 

Although women have continued to advocate for equal chances in the Nigerian society, which has seen them 

excel side by side with their male counterparts, it is important to note that the social stereotyping of women still 

persists in the Nigerian music industry. In as much as it is novel to see a woman handling a mixing console in a 

music production process, very few would be willing to entrust their sound mixing in the hands of a woman.  

In addition, construction and repair of musical instruments and appliances is a vital aspect of the Nigerian music 

industry which has continued to grow. It has witnessed the continued production of local musical instruments 

such as talking drum, sekere (gourd rattle), marimba, samba and agogo, as well as amplifiers, mixers, equalizer 

and speakers of various type. Similar to the field of practical engineering where women are not given enough 

trust, the involvement of women in the technical aspect of music is almost nonexistent. This is partly due to the 

fact that women have not been trusted to possess such ability as to repair mere damaged electric switches in the 

house, not to talk of going industrial as to repair a damaged vehicle. The only trust earned so far by women in 

the area of musical instrument construction has been in the construction of perceived easy instruments such as 

sekere (gourd rattle). One major reason why this aspect of music is believed to be exclusively for men is the fact 

that sourcing raw materials for construction is a big task which requires adventure to the woods, as well as 

rigorous processing of collected raw materials. The process is therefore perceived to be too tasking for women 

who are saddled with the traditional obligation of looking after their family. 

In addition, the fact that there comes a time in the life of a woman when she would have to give up on many of 

her professional activities for some period of time due to marriage, pregnancy and child care makes them 

disadvantaged in the Nigerian music industry which is already dominated by men. The music industry is fast 

moving, which requires that every player be on their toes every time. Women in the music industry have to 

compete with their male counterparts who do not have to break away at any point in time, as long as they can 

continue to dish out new content.  

Female Involvement in the Nigerian Music Industry through Technical and Vocational Education 

As earlier mentioned, the aims of technical and vocational education are: to provide trained manpower in 

applied science, technology and commerce particularly at sub-professional grades; to provide technical 

knowledge and vocational skills necessary for agricultural, industrial, commercial and economic development; 

to provide people who can apply scientific knowledge to the improvement of and solution of environment 

problems for use and convenience of man (FRN, 2004). Technical education therefore has a lot of roles to play 

in intensifying involvement of women in the Nigerian music industry by equipping them with vocational and 

technical skills. 

When it comes to female involvement in musical performance, the African high Arts Orchestra band plays a 

significant role. The band consists of mixed genders, with every individual playing significant role. Situated in 

Ibadan, the African high Arts Orchestra band was created by Mr Adeyeye, a music technologist, teacher and 

performer. The band consists of 9 members – 5 males and 4 females. Apart from singing which is a general role 

in the band, the ladies in the band play the role of instrumentalists, handling such instruments as clarinet, rattles 

and membranous drums such as Akuba. The role of two female members of the band is discussed below. 

Adeola Adeyeye, a clarinetist and drummer who plays with the African high Arts Orchestra band obtained a 

national diploma in music technology at The Polytechnic, Ibadan. She is currently a student of the department of 

Music, University of Ibadan, where she hopes to obtain a bachelor’s degree in music. Although she was born 

into a family of musicians, vocational and technical education has enabled her play an active role in the Nigerian 

music industry as a singer, clarinetist and drummer. In addition to her performance skill, Adeola has mastered 

the art of constructing indigenous musical instruments such as sekere (gourd rattles), akuba drum and marimba. 

She has also developed a technique which enables her to build a specially designed sekere which has 

inscriptions designed with the beads attached to the gourd. As performer, she has featured in the University of 

Ibadan choir and orchestra, as well as several bands and ensembles within Ibadan. Being empowered through 
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vocational and technical education has afforded Adeola the opportunity of performing alongside other female 

musicians, as well as her male counterparts, amongst whom she plays active role. According to her, having 

mastered some level of technical and vocational musical skills have made her comfortable performing music 

with her male counterparts, with the believe that ‘what a man can do, a woman can do better’.  

 

Adeola Adeyeye performing with the African high Arts Orchastra band 

at the Institute of African studies, University of Ibadan. 

 

Sekere (gourd rattles) with inscription designed by Adeola Adeyeye, a member 

of the African high Art Orchestra band 

Adebusola Adeyeye is also a participant in the African high Arts Orchestra band. She plays the role of lead 

singer, as well as drummer. She got her musical training from her father Mr Adeyeye, who is a musicologist and 

music technologist, and as well, from her siblings. Like Adeola, Adebusola also has keen interest in musical 

instrument technology, which has seen her participate in construction of indigenous musical instruments. She 

specializes in constructing sekere (gourd rattles) of various designs.  

 

Adebusola Adeyeye performing with the African high Arts Orchestra band 

as lead singer at the Institute of African studies, University of Ibadan. 

Furthermore, technical and vocational education has seen the rise of female drummers and pianists who perform 

effectively in music concerts and programs. This section further explores the musical activities of Opeyemi 

Jayeola, a drummer, and Temitope Aina, a pianist. 

Opeyemi Jayeola is a graduate of the Univerity of Lagos, where she obtained a bachelor’s degree in Music. 

Apart from being a singer and having little skill in piano playing, Jayeola plays the trap set (drum set) which she 
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majors on. She got her drum training at the Music Society of Nigeria center (MUSON center), Lagos, and has 

featured in various musical concerts in and outside Lagos. As a result of her training at the MUSON center, 

Lagos, Jayeola is versatile in both sight reading and playing of drum score sheets, and as well possess excellent 

improvisation skill on the trap set. She has been a church drummer since 2016, with experience spanning a 

number of churches. In addition, Jayeola is a music instructor, an area of interest she picked up since 2016, 

which has in turn, enabled her impact kids and adults that are willing and interested in learning Music theory 

and its practical application. 

 

Opeyemi Jayeola on the drums during a church program in Lagos 

Temitope Aina is a Nigerian female classical pianist. She was introduced to piano playing and singing in 2014 at 

the Celestial Church of Christ's school of Music, Lagos, where she received basic training in playing of chords 

on the piano, as well as music sight reading. She was introduced to sight playing on the piano in the year 2017, 

upon her admission to the Department of Music, University of Ibadan. Although Aina has male piano mentors, 

she has been able to stand tall above some of her male counterparts on different occasions. Piano playing has 

exposed Aina to many opportunities which include invitation to platforms where she has been able to meet and 

interact with high profiled personalities. Other than playing the piano, Aina plays the tenor saxophone in the 

University of Ibadan orchestra, and as well sings alto in the University of Ibadan choir. According to her, 

playing the piano has earned her a lot of credit, since versatile female indigenous classical pianists are rarely 

found in the Nigerian society.  

 

Temitope Aina on the piano 

Apart from the female musicians discussed above, the Nigerian music industry has witnessed the rise of a 

prominent female disc jockey and producer who is known by her stage name – DJ Cuppy. She was born 

Florence Ifeoluwa Otedola. DJ Cuppy started active music practice in 2013, and has since been one of the 

leading producers and disk jockeys in the Nigerian music industry. Other popular Nigerian female DJs include 

DJ Lambo (Olawunmi Okeyayi), DJ Nana (Nanayat Abedoh) and DJ Frizzie (Tamunonengiyeofori Higgwe 

Francis). 
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Conclusion 

From the foregoing, the place of women in the Nigerian music industry, though not yet strong has been 

encouraging, since the industry has since few years back witnessed the rise of female musicians who started 

taking up musical roles which have been ascribed to the male gender. Women in traditional Nigerian societies 

have been relegated to childbirth, childcare and home keeping, therefore facilitating their perception as weak 

specie. Although the presence of women in other aspects of music making apart from singing has been poor, the 

Nigerian music industry has witnessed the rise of female music technologists, instrumentalists, producers, disc 

jockeys, classical and contemporary pianists, organists and drummers to mention a few. The presence of the 

female specie, though mostly informal, has also been felt in the area of technical and vocational training in the 

Nigerian society through which they expand the productive rate of the Nigerian economy.  

Technical and vocational education has therefore promoted active participation of women in the Nigerian music 

industry, thereby enabling them to contribute to the Nigerian economy through their acquired skills. Technical 

and vocational education has also helped them in building sustainable career which promotes their self-reliance, 

as well as economic freedom. Investment in technical and vocational education which carries along the female 

gender is therefore necessary for the general growth of the nation. 
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