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Abstract 
In every society, social values are constructed and monitored by those who have 
power and influence - kings, queens, politicians, media barons, etc. However, Michel 
Foucault, a social theorist, does not only see power as something that some people 
possess and some do not possess, but also as an effect of a particular social discourse. 
The discourse about the dùndún drum (talking drum), among the Yorùbá group in 
Nigeria, is represented through the myth that sees Àyàn Àganlú as the god of 
drumming. While the myth reinforces the power of the practitioners, it also 
undermines the power of women. Foucault also believes that power somehow inheres 
in institutions and not in the individuals that make those institutions function. As a 
result of the place of the gods within the Yorùbá belief system, both the practitioners 
and the dùndún drumming tradition are powerful. However, for the practitioners to 
exercise their power, they draw upon the discourse that allows their action to be 
considered acceptable. What part does religion play in the myth about the dùndún? 
How does power play out within the tradition? These and many more questions will 
be examined in this paper.  
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The Concepts of Power 
 
In a social term, power simply means the rule by the minority over the majority, 
sometimes through a political process. Power and politics are closely intertwined and, 
to some extent, interdependent. The use of power can be political be it governmental, 
economical, and interpersonal. The theory of power, within many academic 
disciplines (law, sociology, cultural anthropology, social sciences, etc.), has been 
widely debated by many scholars and practitioners (see Barnhizer, 2005; Foucault, 
1972, 1977, 1980, 1982; Giddens, 1985; Lukes, 1974; Russell, 1938; Weber, 1953; 
Wolf, 1999). There is no universal definition of power nonetheless due to the fact that 
power has many concepts.  
 
For Eric Wolf, a renowned anthropologist, power “is best understood neither as an 
anthropomorphic force nor as a giant machine but as an aspect of all relations among 
people” (Wolf, 1999: 4). Wolf sees power not as a substance or force that can be 
grasped or lost, but rather as an aspect of human relations. He believes that power and 
culture are interconnected: 
 

for some time I have thought that much good work in the human sciences  
falls short of its mark because it is unwilling or unable to come to grips  
with how social relations and cultural configurations intertwine with  
considerations of power (Wolf, 1999: ix).  

 
Although Wolf promotes power as a fundamental concept in anthropology, he 
believes that culture plays a crucial role in the use of power. He expresses his concern 
about anthropologists who view culture without power, likening them to social 
scientists who view ideology without culture, ideas advanced by elites or ruling 
classes in defense of their dominance, but which pays no attention to the specificities 
of cultural configurations. Wolf’s idea can be found within the dùndún drumming 
tradition.  
 
Anthony Giddens, another influential thinker, believes that power has the ability to 
make a difference because of its transformative capacity.  He believes every social 
action goes with intention, and the outcome of that is the difference it makes. Giddens 
also believes that we all have power as we all carry out social actions in one way or 
the other, but the level of power is directly related to what he calls ‘resources’. There 
are two types of resources; allocated resources – the physical control of objects and, 
authoritative resources – the control of subjects. Those with allocated resources can 
include people who own big firms or companies, and those with authoritative can be 
people within an organisation, including civil service, but who have attained a higher 
status. The nation-state has both allocative and authoritative resources, making 
Giddens describes the nation-state as ‘power container’ (1985: 17). 
 
Foucault does not like the notion of ideology.  He sees this as secondary to structure 
(structural power). He believes that structure is fundamental in the use of power, and 
that ideology is a false dichotomy. He believes that power is instantiated in rules, 
language and institutions. Foucault argues that power is prevalent throughout our 
social system through a theory called ‘social constructionism’, and discourse, 
knowledge and power are central to this. They form the basis for the structure of 
society and they are interrelated. Foucault defines discourses as “practices which form 



 

the objects of which they speak” (Foucault, 1972: 49).  Discourses are particular ways 
in which events, objects or people are represented. They are a set of meanings that 
form part of a particular object or event. However, “meaning, unlike biological 
material, is fluid, volatile and always open to change through this medium of social 
interaction” (Burr, 2003: 44). A single object or an incident can have many meanings 
with each one claiming to be the true representation of the object.  
 
Knowledge is the social construction that has received the stamp of truth from the 
people in power. Thus, truth is a system of ordered procedures for the production, 
regulation, distribution, circulation and operation of statements. Social construction 
comes with social practices and dictates the way that people have to live their lives, 
how to behave in a particular way rather than another, which ultimately marginalises 
alternative ways of behaving. What right an individual has in a society, who is in 
control, who can control, and who is to be controlled – all these are grounded in the 
version of knowledge as constructed by that particular society. All the constructions 
of knowledge are part of the social control. Hence, the knowledge that becomes the 
prevailing value system in a society is bounded with power as we shall see within the 
Yorùbá dùndún drumming tradition.  
 
Kamau’s view is that “the Yoruba of southwestern Nigeria are among the most 
extensively studied group of people in Africa” (1976: 333). Eluyefa suggests why; 
“their rich yet complex culture is one of the reasons why they have attracted such 
scholarly interests” (2013: 214). Music is fundamental to learning about their culture 
and, “the drum is the foundation of Yorùbá instrumental music” (Adegbite, 1988: 15). 
The Yorùbá drums can be grouped into two categories. The ritual drums such as Àgbá, 
Ìgbìn, Òshùgbó, Ìpèsè, Gbẹ̀du, Àgbá-Ọbalùfọ̀n and Ejùgbọ̀nà belong to the first 
category of drums. They are usually unimembranophonic, single-headed drums with a 
fixed membrane head on one end of the carved wood. They are made from special 
materials, and bound up with ritual values. They function exclusively in the religious 
context, forming part of the worship of Òrìsà (deities or gods) and providing the 
medium through which the gap between the gods and the devotees is bridged. They 
are restricted to the shrines of the Òrìsà, and Yorùbá priests and devotees are bound 
by the religion’s code of ethics regarding them.  
 
Ethics “is the science which deals with morals, moral rules or principles of behavior 
that govern people or society” (Dopamu & Alana, 2006: 155). It governs the morality 
of human acts and, morality is a set of social standards for good or bad behaviour in a 
society. In many African cultures (and other cultures), ethics and morality are firmly 
grounded in religious practices:  
 

The Study of morality or ethics…involves the study of religion… 
Consequently, understanding the morality of the African people… 
requires us to examine the world-view and ethos contained in their  
religious symbols (Magesa, 1997: 3).  
 

Ethics and morality are sometimes used interchangeably, and they are both present in 
religious practices. Their relationship is best argued by Rigali; morality is “a normal 
ordering…of the lives of persons with regard to the ways in which they can choose to 
relate themselves to reality” and ethics is “the scientific study of such normative 
order” (1990: 74-75). It is important to include moral values and religion in any 



 

discourse about ethical rules or systems of any group. Therefore, speaking about the 
Yorùbá, Idowu says; “morality is certainly the fruit of religion” and “they do not 
make any attempt to separate the two” and “what have been named taboo took their 
origin from the fact that people discerned that there were certain things which were 
morally approved or disapproved by the Deity” (1962: 46). The ethical practice of 
morality prescribed within Yorùbá religious practices is grounded in myths to make it 
normative order. Grey defines a myth: 
 

A myth is a narrative, a foundational symbolic story or set of stories  
through which a nation or cultural group within it understands and remembers  
its origins and envisions its “end times” in order to live life meaningfully in 
the present (1996: 242).  

 
Every society has its own social myths and, they have social functions. A myth can 
help keep the deeds of the great heroes in the memories of the people. It can also help 
in the continuity of certain traditions within a society. Furthermore, because people 
believe in myths, they can act as a cohesive force, becoming social glue that holds 
societies together. On the other hand, “myths or beliefs may also serve to obstruct 
both thought and action by encouraging people to accept as fact that which may really 
be fiction” (Shanas, 1979: 3). Myths are sometimes created in order to establish and 
uphold social structures. Myth is a social dominant theory. The Yorùbá religion and 
their belief system play a vital role in myths creation.  
 
Ritual drums are religious symbols, and they must be kept as sacred. Hence, 
cleanliness is part of the religious ethics for the priests and devotees who play them. 
There is a common saying that ‘cleanliness is next to godliness’ – being clean is a 
sign of spiritual purity or goodness. To this effect, devotees must abstain from any 
unclean activities certain days prior to performing their religious/spiritual duties. 
However, failure to observe this can cause them to lose their spiritual power, leading 
to adverse consequences not just on them but also on the whole community. This 
happened to Elesin Oba (King’s Horseman) in Wole Soyinka’s play, Death and the 
King’s Horseman when he got romantically entangled with a virgin girl and 
eventually took her virginity. The outcome of this is that Elesin Oba was not able to 
perform his spiritual duty despite the calls from the Ogboni1 through the ritual drums. 
 
Furthermore, within the Yorùbá indigenous religious practices, women are considered 
to be unclean during their monthly period. They are therefore forbidden from 
touching the ritual drums or any traditional medicine or entering the shrines of the 
gods during that time. The belief is that they will defile the sacredness of the ritual 
drums, and also render traditional medicine impotent. To make this normative order, a 
myth that women’s monthly period will be affected if they touch the ritual drums, 
leading to barrenness, was created. The Yorùbá traditional religion does not believe in 
the idea that men can be infertile. Barrenness is sometimes thought to be a sign of 
anger towards women either by gods or witches. It is also often seen as a result of the 
woman’s wrong choices earlier in her life. This makes Yorùbá women distance 
themselves from the drumming profession. The only time they could play these drums 
                                                
1 This is a fraternal institution among the Yorùbá	  in	  Nigeria	  and	  some	  other	  countries	  such	  as	  Benin	  
Republic	  and	  Togo.	  The	  institution	  usually	  operates	  as	  a	  secret	  cult,	  and	  its	  members	  are	  
generally	  considered	  to	  be	  powerful.	  They	  perform	  a	  range	  of	  political	  and	  religious	  functions,	  
exercising	  a	  profound	  influence	  on	  all	  matters.	  



 

is when they have stopped having their monthly period, however, by then they must 
have lost their appetite for drumming. Although this myth is concerned with the ritual 
drums only, it plays out vividly within the dùndún drumming tradition. 
 
The dùndún belongs to the second category of drums, secular. It is a set of a double-
headed hourglass drums commonly called the ‘talking drum’, and its family consists 
of ìyáàlù (mother of the drum) kẹríkẹrì (father drum), ìsáájú, ìkehìn, kànnàngó, 
gángan, àdàmò, and gúdúgúdú, the only single-headed with a kettle drum shape in the 
ensemble. Another instrument in the ensemble is shẹ̀kẹ̀rẹ̀ (shaker), a dried gourd with 
beads and/or cowries woven into a net around it. The dùndún drumming tradition has 
a specific function – to talk and communicate with the clients – but this role is 
primarily performed by the ìyáàlù (sometimes called the dùndún on its own). Àyàn 
Àganlú (simply called Àyàn), a native of Saworo in Ìbàrìbáland (also known as 
Nupeland) in Nigeria, was the person believed to have created the dùndún drum. It 
must be emphasised here that Àyàn Àganlú was not a Yorùbá man, and the drum was 
not created in Yorùbáland. However, “Àyàn taught some Yorùbá people the art of 
drumming and he was so loved that they deified him after his death” (Laoye 1, 1959: 
10).  
 

 
 

Figure 1: A complete dùndún ensemble 
 

Firstly, the statement ‘Àyàn taught some Yorùbá people’ shows that Àyàn himself 
was not a Yorùbá man, buttressing the claim made earlier. However, the Yorùbá 
people he taught the art of drumming “form part of their identity around Àyàn Àganlú 
by carrying the prefix “Àyàn” in their names to denote their profession, thus Àyàntoye, 
Àyànkunle, Àyànyemi, Àyànbunmi, etc.” (Eluyefa, 2011: 46). Secondly, the 
deification of Àyàn was done by the practitioners he taught the art of drumming:  
 

Àyàn Àganlú was not deified by Yorùbá people because he did not play  



 

any part in the creation of Yorùbá as a nation. He is not one of the Òrìsà;  
he is not worshipped like other Òrìsà. There is no shrine erected in his  
name and no festival is dedicated to his worship (Eluyefa, 2013: 216). 

 
Nonetheless, “Àyàn is believed by all Yorùbá to be the father of the art of drumming” 
(Olaniyan, 1993: 54). It must be noted here again that the Yorùbá see Àyàn as ‘the 
father of the art of drumming’ and not the god of drumming. This accolade is due to 
the contribution of the dùndún music to the Yorùbá musical culture.  
 
The dùndún music is not restricted to any specific occasion – virtually any occasion 
on which music is allowed is potential for the dùndún, providing regular and stable 
income for the practitioners. And because the Yorùbá musical culture revolves around 
it, the dùndún and the practitioners are dominant, and they will do anything to ensure 
that they remain powerful. One of the systems they put in place is that they represent 
Àyàn as a god, building on the discourse about the Yorùbá ritual drums, and the myth 
about women’s monthly period. This representation, which cements and reinforces the 
position of men and practitioners within the dùndún drumming tradition as well as 
Yorùbá musical culture, is part of social control, and a strategy for the acquisition of 
power. Hence, every myth is a way of claiming and retaining power either through the 
direct use of forces or ideology: 
 

By power is meant the ability of individuals or groups to make their own  
concerns or interests count, even where others resist. Power sometimes  
involves the direct use of force, but is almost always also accompanied  
by the development of ideas (ideology) which justify the actions of the  
powerful (Giddens, 1989: 52). 

 
Force here should not be seen as an aggressive paradigm; someone’s action can force 
people to do something against their own interest. In this vein, we can rightly say that 
the practitioners’ power involves both the use of force as well as ideology in the sense 
that the mythological frameworks upon which their power is grounded force others to 
take certain actions. These frameworks put practitioners in a position that makes them 
carry out their will: 
 

Power is the probability that one actor within a social relationship  
will be in a position to carry out his will despite resistance, regardless  
of the basis on which this probability rests (Weber, 1968: 53). 

 
Power represents the ability to get what you want, when you want it. Russell, a social 
critic, says; “power is the production of intended effects” (1939: 35). Power precludes 
intention and it is “the capacity of some persons to produce intended and foreseen 
effects on others” (Wrong, 1995: 2). The dùndún practitioners knew that people 
would buy into their ideology even before they represent Àyàn as a god. This is also 
done in order to change their social status within the society.  
 
It must be noted that the dùndún practitioners are often referred to as beggars because 
they perform for money. Performing arts are integral and fundamental part of the 
Yorùbá culture. In some cities, there may be as many as twenty community festivals 
in a year’s cycle of ceremonies and at such occasions, singing, drumming, dancing, 
magic and acrobatic displays, acting, dance-dramas, proverbial songs and oral poetry 



 

can be consumed free of charge. Therefore, performing for people in exchange for 
money in a culture where arts feature prominently is seen as begging.  
 
Furthermore, the Yorùbá regard performing arts as talent-based jobs because the 
practice is usually family oriented, and the skills and knowledge are passed from one 
generation to another. Therefore, indigenous performing artists do not need western 
education, but the Yorùbá do not have appreciation for non-qualification jobs. Hence, 
“the dùndún drummer hardly enjoys the kind of adulation showered on musical 
celebrities in places like Europe and America” (Euba, 1990: 95). The presence of the 
drums in the course of performance changes this: 
 

A drummer in the act of drumming is considered a sacred person and is  
immune from assaults and annoyances-nor must he be interrupted; they are  
not as a rule regarded as sacred persons, but while engaged in the actual  
act of drumming, they are protected by the privileges of sacred persons  
(Danquah, 1928: 2).  

 
It is the dùndún that acts as a spiritual insignia on every occasion where the 
practitioners are present. The dùndún is a symbol of authority. By representing Àyàn 
as a god, this changes the social status of the practitioners from beggars to celebrities. 
The practitioners have a freedom of speech, which is considerably wider in the 
context of a performance than they would normally enjoy when using the natural 
medium of speech outside the performance context. They can speak their minds 
through the drum without any prosecution. They can employ the drums to abuse, to 
console, to advise, to cause a problem, and even to instigate a war. And because the 
Yorùbá celebrate the supremacy of gods over men, whatever a dùndún drummer does 
while performing, it is conceived of as the god doing it.  
 
Yorùbá women are also at the receiving end of the representation of Àyàn as a god. 
The art of drumming, within the dùndún tradition, is meant only for the male children 
from the families of Àyàn. A male child automatically becomes a young Àyàn, unless 
he shows no interest. He inherits his father’s skills and the duties of a drummer are 
passed onto him. Generally, the Yorùbá is a patriarchal society, consisting of a male-
dominated power structure, which affects the relationship between men and women. 
Yorùbá men hold the positions of power within society, predominating in roles of 
political leadership, moral authority and social privilege. Furthermore, in the domain 
of the family, they hold authority over women and children. The Yorùbá is also 
patrilineal; property and traditional title (except those meant for women) are inherited 
by male lineage.  
 
With the dùndún drumming tradition structured around power coupled with the 
Yorùbá patriarchal structure, women dùndún drummers will be unthinkable. They 
would have enjoyed the absolute power embedded in the dùndún drumming tradition. 
This would have undermined the power of the practitioners as well as men in general. 
By virtue of their social status during the performance, women practitioners could 
begin to push back the tradition and renegotiate their place within the society. 
Furthermore, they would have had economic power in the family. It is therefore right 
to suggest that the fear of losing the patriarchal power to women was the basis for the 
myth about the women’s monthly period.  
 



 

Authority and power are sometimes used interchangeably, and one may have a direct 
bearing on the other.  The use of power can be political through social systems. 
Politics involves the use of control, constraint and coercion in society at different 
levels. This social relationship can be political because of the tendency of one party to 
control the other. Weber explains; “authority is the probability that a command with a 
given specific content will be obeyed by a given group of persons (1968: 53). 
Authority can be legally enforced based on the level of position in an institution. The 
use of power within that remit is generally acceptable.  
 
Max Weber discussed three types of legitimate rule – charismatic authority, 
traditional authority and rational legal authority. Charismatic authority is “resting on 
devotion to the exceptional sanctity, heroism or exemplary character of an individual 
person and of the normative pattern or order revealed or ordained by him” (Weber, 
1978: 215). It is concerned with how a political leader maintains an order through his 
personality.  Such leaders may be seen as having a supernatural power as a result of 
his qualities and oratorical skills. The dùndún practitioners fit this description 
perfectly. They are charismatic, versatile and oratorical in the course of performance.  
 
Traditional authority is; “resting on an established belief in the sanctity of 
immemorial traditions and the legitimacy of those exercising authority under rule” 
(Weber, 1978: 215). It is concerned with how a political order is enforced through a 
constant reference to customs, traditions and conventions within a culture. The person 
who exercises the authority derives his power from his knowledge of the traditions 
and custom of the people. This form of authority may be based on religious morality. 
The Yorùbá priests and the dùndún practitioners enjoy this form of authority, turning 
themselves to guardians of the tradition. 
 
Rational legal authority is “resting on a belief in the legality of enacted rules and the 
right of that elevated to authority under such rules to issue commands” (Weber, 1978: 
215).  This type of authority is concerned with how the general public perceive a 
political order as legal. This is based on the legitimacy of a legal code which forms 
the structure upon which decisions are made by the people in authority. We can say 
that this form of authority, unlike the traditional authority, is not entirely based on 
religious morality but on natural law. Weber’s argument is that every interaction 
involves expectations, forming a normative order, and causing people to behave in a 
particular way. Although this concept is based on legal code (natural law), the same 
concept can be found within the dùndún drumming tradition in the sense that the myth 
about the position of women regarding drumming has already form part of the 
normative order within the Yorùbá musical culture, which becomes a legal rule. The 
social constructs about drums and drumming, from a particular view point, provide a 
platform for authority. However, Foucault speaks about how we might challenge 
social constructs by a process of deconstruction: 
 

We must make allowance for the complex and unstable process whereby  
discourse can be both an instrument and an effect of power…Discourse  
transmits and produces power; it reinforces it, but also undermines and  
exposes it, renders it fragile and makes it possible to thwart it…there can  
exist different and even contradictory discourses within the same strategy… 
(Foucault, 1990: 101).  

 



 

How does a discourse undermine and expose power? This can happen in the form of 
strategies of resistance, which can be part of the mechanism for deconstructing social 
practices. As a discourse produces a counter-discourse/s, so also a counter-discourse 
produces new knowledge and a way of thinking. This means truth is not an absolute 
phenomenon. The question of how to deal with and determine truth is at the base of 
political and social strife. However, when new knowledge is produced, the power that 
establishes the old knowledge as truth becomes vulnerable. Thus; “the power implicit 
in one discourse is only apparent from the resistance implicit in another” (Burr, 2003: 
69). Hence, power always faces resistance, and there can never be power without 
resistance, and the suggested proposition is that ‘where there is power there is 
resistance’ (Foucault, 1990). To deconstruct any normative order socially constructed 
by the powerful people is to create a strategy of resistance. 
 
Western education as a strategy of resistance 
 
There have been a number of strategies of resistance by those who experience 
subjugation. Religion, particularly the evangelical tradition, is one of the strategies 
employed by Korean women to improve and renegotiate gender relations within a 
society hugely dominated by men (Chong, 2006). This is in sharp contrast among the 
Yorùbá in Nigeria where indigenous religious practices are subversive influences in 
enforcing domestic and social strains on women. Rather, education has been 
productive in dealing with these strains. 
 
Western education plays a vital role in deconstructing the myths about the position of 
women within the Yorùbá dùndún drumming tradition. New observes that “Public 
school education was introduced to Nigeria by missionaries in the nineteenth century 
and remains in their hands until 1950 (1980: 40). However, the responsibility fell on 
the federal government to provide “equal educational opportunities for all citizens of 
the nation at the primary, secondary and tertiary levels both inside and outside the 
formal school system” (Federal Republic of Nigeria, 1981: 7) shortly after the 
independence from Britain in 1960. The government created Local Authority schools 
at primary and secondary school levels, and primary education became available to all 
Nigerians. The national curriculum was also created for all subjects at all levels and in 
theory; “music education [became] part of the educational enterprise” (Okafor, 1981: 
60).  
 
Music in education is understood and defined in a context different from the 
traditional context of the dùndún or any musical culture of any ethnic groups in 
Nigeria. It is structured and overseen by the state with prescribed values, which cut 
across every culture, and it is not meant to gratify any traditions. This becomes the 
prevailing value system in all government schools at all levels. The exercise of the 
values of the prevailing government within the school system allows indigenous 
musical traditions to be modified to fit a different value system. It sometimes 
eliminates indigenous traditions and myths altogether, paving the way for the dùndún 
to be played in many schools by the pupils irrespective of their gender, religious 
belief and ethnic group, and whether they come from Àyàn families or not.  
 
In this context the public school operates organisational power rather than structural 
power. The power that gave public school their organisational power – i.e. the state – 
was remote from any cultural institution – the dùndún drumming tradition.  Therefore, 



 

it is not easy to mount a threat to the organisational power of state. Because the power 
relations within the public school were not under any threat from any cultural group, 
pupils – boys and girls – are able to exercise their full freedom throughout the 
duration of their education. This is usually helped by the attitude of the headteachers 
and principals who see the need for the pupils to gain some of their own power within 
the context of the public school by making various drums (except ritual drums) 
available, including the dùndún.  
 
In the face of culturally justified disempowerment, western education is a strategy of 
resistance for women who were being used to keep the dùndún drumming tradition. 
This strategy seems to be working as there have been female talking drummers now in 
Nigeria, notably are Aralola Olamuyiwa, aka Àrà and Tosin Olakanye aka Àyánbìnrin, 
who started drumming when they were at school. However, some people might argue 
that they are still not free due to the fact that western education itself was a colonial 
tool. This is irrelevant because the essence of any education is to be enlightened. The 
western education provided the platform for this, and both Àrà and Àyánbìnrin 
became enlightened, gaining insight into their being (women) and taking necessary 
efforts to their becoming (talking drummers).  
 
Their practices draw widespread criticism, notably from the dùndún practitioners, 
who fail to acknowledge them as dùndún practitioners. This is because gender plays 
an important role in the notion of authenticity within the dùndún drumming tradition, 
and talent is important only within a gender paradigm.  The community events and 
festivals paradigm – the performance context – is also vital in the notion of 
authenticity within the dùndún drumming tradition.  However, the musical practices 
of Àrà and Àyánbìnrin have their own distinguished characteristics; they fuse singing 
and dancing with acrobatic display. They operate within a particular musical tradition, 
jùjú music “the popular dance band genre of the Yorùbá” (Waterman, 1986: 220) that 
fuses western musical instruments with the dùndún drums. It is for this reason that 
many dùndún practitioners do not acknowledge Àrà and Àyánbìnrin as dùndún 
practitioners, but rather as ‘talking drummers’, the title that the western education 
gave them. For the practitioner, there are more into the dùndún drumming tradition 
than just talking with the drums.  



 

Conclusion 
 
Power is a key interest in this paper, not just economic power (Marx) or status 
(Weber). Power is instantiated in rules, language and institutions – religion for 
example. In this vein, practitioners’ power is ‘authorised’ by the belief system which 
Yorùbá people, including women, subscribe to either directly or indirectly. And 
because the meaning ascribed to a tradition (drumming) is in tune with the value 
systems of the dominant group (priests and practitioners), it is then accepted as truth. 
Truth is linked in a circular relation with systems of power (a regime of truth), and the 
specifics of this regime of truth rest, partly, on economic motives. Social control, 
within the dùndún drumming tradition, is exercised as power through myths which are 
built into social systems, forcing women to accept a decision which is not in their own 
true interests. The role of the intellectual is to demonstrate the potential for a new 
politics of truth. This is done through western education, which becomes a strategy of 
resistance to the dùndún drumming tradition. The two female talking drummers, Àrà 
and Àyánbìnrin, who turned practitioners through western education, are leading this 
development, and it is a matter of time that other women will follow, including those 
who have never had western education.



 

References 
 
Barnhizer, D. D. (2005). Inequality of Bargaining Power. University of Colorado  
Law Review, Vol. 76, 139-240. 
 
Barrett, S. R., Stokholm, S. & Burke, J. (2001). The Idea of Power and Power of  
Idea: A Review Essay. American Anthropologist, Vol. 103, No. 2, 468-480. 
 
Burr, V. (2003). Social constructionism (2nd Ed). Hove: Routledge. 
 
Chong, K. H. (2006). Negotiating Patriarchy: South Korean Evangelical Women  
and the Politics of Gender. Gender and Society, Vol. 20, No. 6, 697-724 
 
Danquah, J. B. (1928). Gold Coast: Akan laws & customs and the Akim Abuakwa. 
 London: Routledge. 
 
Dopamu, P. A. & Alana, E. O. (2006). Ethical Systems. In Nike S. Lawal, Matthew N. 
O.  
 
Sadiku & P. Ade Dopamu (Eds), Understanding Yorùbá Life & Culture. Trenton &  
Asmara: Africa World Press Inc.  
 
Eluyefa, D. O. (2013). Mis/Representation of Culture in two Hampshire Churches.  
Theatre Research International, 38, 214-228  
 
Eluyefa, D. O. (2011). Recontextualisation of the dùndún drumming tradition in 
Hampshire. Unpublished PhD Thesis, Winchester: University of Winchester. 
 
Foucault, M. (1990). The History of Sexuality: An Introduction. Harmondsworth: 
Penguin. 
 
Foucault, M. (1982). The Subject and Power. Critical Inquiry, 8, 4, 777-795. 
 
Foucault, M. (1977). Discipline and punish: The Birth of the prison. London: Penguin 
Group. 
 
Foucault, M. (1972). The Archaeology of Knowledge. London: Tavistock. 
 
Foucault, M. and Gordon, C. (Eds) (1980). Power Knowledge: Selected Interviews 
and Other Writings 1972-77. Hemel Hempstead: Harvester Wheatsheaf. 
 
Giddens, A. (1985). The Nation State and Violence: Volume Two of A Contemporary  
Critique of Historical Materialism. Cambridge: Polity 
 
Idowu, E. B. (1962). Olodumare: God in Yoruba Beliefs. London: Longman 
 
Kamau, L. J. (1976). Conceptual Patterns in Yoruba Culture. In A. Rapoport (ed.) The 
Mutual  
Interaction of People and Their Built Environment (pp. 333–64).The Hague: Mouton 
& Co. 



 

Lukes, S. (1974). Power: A Radical View. London: Macmillan 
 
Magesa, L. (1997). African Religion: The Moral Traditions of Abundant Life, New  
York: Orbis Books, Maryknow. 
 
Matin L. (Eds). Class, Status and Power, Glencoe, IL: The Free Press, pp. 63-75. 
 
New, J. L. (1980). Indigenous Music and Modern Education in Nigerian Schools, 
Music Educators Journal, Vol. 67, No. 2, 4041). 
 
Okafor, R. C. (1991). Music in Nigerian Education, African Music, Vol. 7, No. 2, pp. 
5–12. 
 
Okafor, C. R. (1988). Focus in Music Education in Nigeria, International Journal  
of Music Education, Vol. 12, No. 1, pp. 9-17. 
 
Rigali, N. J. (1990). The Uniqueness and the Distinctiveness of Christian Morality 
and Ethics, In C. E. Currant (ed), Moral Theology: Challenges for the future, New 
York: Paulist Press. 
 
Russell, B. (1938). Power: A New Social Analysis. London: George Allen & Unwin 
Ltd 
 
Waterman, C.A. (1990). Juju: a social history and ethnography of African popular 
music. Chicago: Chicago University Press. 
 
Weber, M. (1978). Economy and Society: An Outline of Interpretive Sociology. 2  
Vols. Berkeley, CA: University of California Press 
 
Weber, M. (1968). Economy and Society: An Outline of Interpretive Sociology. New 
York: Bedminster Press 
 
Weber, M. (1953). Class, Status and Party. In R. Bendix and S. M. Lipset, Class, 
Status and Power:  social stratification in comparative perspective, Michigan: Free 
Press  
 
Wolf, E. (1999). Envisioning Power: Ideologies of Dominance and Crisis. Berkeley, 
CA: University of California Press. 
 
Wrong, D. (1995). Power: Its Forms, Bases, and Uses, 2nd edn. New Brunswick: 
Transaction  Publishers. 


