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ABSTRACT

This research examines Igbo traditional marriage songs as a vital aspect of
the Igbo people’s oral literature and cultural heritage. The study explores the
linguistic, stylistic, thematic and cultural features of the songs performed during
traditional marriage ceremonies. It aims to reveal how these songs serve as
instruments of communication, education, entertainment and cultural preservation.
Data for the study were collected through oral interviews, observation and
recordings of live performances. The analysis focused on the language use, poetic
structure, stylistic devices and underlying meanings of the selected songs. The
study is anchored on two theoretical frameworks — the Semiotic/Structuralist
Theory and the Performance Theory. The Semiotic/Structuralist approach
provides a framework for interpreting the symbols, signs, ad structures embedded
in the songs, helping to uncover the deeper cultural meanings conveyed through
linguistic and poetic patterns. The performance Theory, on the other hand, views
the songs not just as texts but as dynamic acts of performance that involve
interaction, participation, and emotion, reflecting the social and cultural context of
Igbo marriage ceremonies.  Finding shows that Igbo traditional marriage songs
are rich in imagery, metaphor, repetition, proverbs and call and response patterns
that promote communal participation and aesthetic beauty. Thematically, the songs
express love, unity, fertility, respect and moral instructions all of which reflect the
Igbo worldview about marriage as a sacred and communal institution. The songs
also serve as a means of transmitting cultural values and social norms from one
generation to another. The study concludes that Igbo traditional marriage songs
are not merely for entertainment but are powerful tools for sustaining the people’s
language, traditional and identity. It recommends the documentation, preservation
and promotion these songs as an essential part of Nigeria’s intangible cultural
heritage.

CHAPTER ONE
BACKGROUND OF STUDY

1.0 INTRODUCTION



Igbo traditional marriage songs, deeply woven into the fabric of their culture,
play a vital role in courtship, ceremonies and the broader understanding of
marriage within the community. These songs often performed by women are not
just entertainment but a form of social commentary expressing expectations,
celebrating the union and even addressing gender dynamics. They are rich source
of cultural knowledge often highlighting the significance of women and their roles
in the community. These traditional marriage songs reflect themes such as love,
family ties, respect and societal expectations.

These marriage songs are introduced to young girls, laying the foundation for
their understanding of Igbo cultural values. These songs offer expectations and the
realities of married life, with women using them to express their feelings and
experiences. It's covers a wide range of themes, including the brides journey into
marriage, grooms responsibilities, family expectations and the joys and challenges

of married life.

1.1 STATEMENT OF THE PROBLEM
Marriage among the Igbo is not only a social contract between two families

but also a cultural performance rich with oral traditions, songs, and rituals. One
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important aspect of this performance is the marriage songs, which conveys joy,
satire, advice, blessings and social values. These songs function as channels
through which the Igbo people transmit moral lessons, reinforce communal
boundaries and preserve cultural identity.

However, despite their significance, Igbo traditional marriage songs have not
received adequate scholarly attention compared to other aspects of Igbo oral
literature such as folktales, proverbs, and dirges. Many young people today are
more familiar with Western wedding music than with indigenous songs, leading to
a gradual decline in the knowledge and performance of these traditional songs.
This gap raises concerns about cultural erosion and loss of indigenous knowledge,
especially in the face of globalization and modernization. If these songs are not
documented, analyzed and promoted, future generations may lose touch with an

important part of their heritage.

1.2 EZIAMA VILLAGE AND IT'S PEOPLE
Eziama is one of the villages located in Anambra state, in the southeastern

part of Nigeria, within the cultural area of the Igbo people. Like many Igbo
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communities, Eziama is organized along kinship lines, with extended families
forming the basis of social relations and communal life . The people of Eziama are
predominantly farmers, traders, artisans and palm producers though in recent times
many have also embraced formal education and professional occupations in urban
centers.

The village is known for its rich cultural practices which reflect the values of
the Igbo society, including respect for elders, communal solidarity, and the
observance of traditional ceremonies such as festivals, initiation rites, title taking
and especially marriage. Marriage in Eziama village, as in other parts of Igbo land
is regarded as not only a union between a man and a woman but also a bond
between two families. It 1s a ceremony marked by elaborate customs, songs and
dances that highlight the community's appreciation of social harmony and
continuity of lineage. The people of Eziama speak the Igbo language, with slight
dialectal variations that reflect their immediate environment and neighboring
communities. Christianity has greatly influenced their way of life, but traditional
values and practices are still evident in ceremonies, like marriage, which often
blend indigenous and Christian elements.

1.3 AIM OF THE STUDY
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The main aim of this study is to investigate Igbo traditional marriage songs
in order to document, analyze and interpret their thematic content, linguistics
features and socio cultural functions, with a view to preserving them as part of the
rich oral tradition and cultural of the Igbo people
1.3.1 THE SPECIFIC OBJECTIVE OF THE STUDY

The specific objectives of the study are to:

1. Identify the songs used in Igbo traditional marriage.

2. Examine the themes expressed in these songs such as satisfaction, happiness,
love, family values, fertility and blessings

3. Identify their language use such as choice of words and expressions.

4. Examine the social functions of the Igbo traditional marriage songs as a way of
heritage and cultural preservation of the Igbo people.

1.4 RESEARCH QUESTIONS

1. In what ways do these songs reflect the cultural values, belief and practices of
the Igbo people?

2. What are the linguistics and stylistics features of Igbo traditional marriage
songs?

3. What are these songs used in Igbo traditional marriage?
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1.5 SIGNIFICANCE OF STUDY

The significance of this study on Igbo traditional marriage songs lies in it's
role in preserving and promoting Igbo cultural heritage. These songs are not only
entertaining but also serve as vehicles for transmitting values, moral lessons and
communal identity. Unfortunately, they are gradually declining due to
modernization and western influence. This research is therefore important because
it will document and analyze the songs making them available as resource material
for scholars, students and future generations. It will also help strengthen Igbo
cultural 1dentity and educate the youth on the richness of their traditions.
1.6 METHODOLOGY

This study will adopt a descriptive research design because it seems to

document, describe, and analyze Igbo traditional marriage songs as they occur in
their cultural setting. The descriptive approach is most suitable for this since it
focuses on gathering firsthand information, observing events, and analyzing data
without manipulation.
1.6.1 METHOD OF DATA COLLECTION
Primary Data collection

1. Participant observation
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1. The Researcher attended Igbo traditional marriage ceremonies where
songs are performed
1. Direct observation provided insights into the context of performance, the
participants and the cultural significance of the songs.
2. Oral interviews
1. Structured and semi structured interviews was conducted with elders,
traditional singers, women groups (Umuada) and cultural custodians.
il. These interviews elicited explanations of the meanings, functions and
relevance of the songs.
3. Focus Group Discussions
1. Small group discussions with community members (elders, youth and
women) was organized to gather diverse perspectives on the role and
importance of marriage songs

4. Audio visual Recording

1. Songs were recorded during ceremonies for accuracy.
1. The recordings were transcribed into Igbo, translated to English, and later
analyzed.

Secondary Data collection
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Relevant books, journal articles, theses and archival materials on Igbo oral

literature and marriage customs will be consulted to provide supportive evidence.

1.6.2 METHOD OF DATA ANALYSIS

The data will be analyzed using descriptive analysis, which involves;

1.

11.

1il.

1v.

Transcription and Translation: Rendering the songs from oral performance
into written Igbo and English versions.

Linguistics Analysis: Identifying stylistics features such as rhythm, repetition,
figurative language, idioms and proverbs if any.

Thematic Analysis: Grouping the songs according to themes such as love,
unity, fertility, wealth and mortality.

Functional Analysis: Describing social and cultural functions of the songs
during marriage ceremonies.

Contextual Analysis: Examining the circumstances of performance, the

performers and the audience.

CHAPTER TWO

LITERATURE REVIEW

2.0 INTRODUCTION
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Studies has shown that Igbo traditional marriage songs are more than
expressions of joy, they serve as oral text that communicate moral lessons,
celebrate lineage, negotiate relationships and sometimes satirize human behavior.
They embody the artistic creativity of the people while functioning as a tool for
cultural transmission across generations.

Scholarly interest in African oral traditions has long recognized the
significance of song and performance as a means of preserving identity and history
(Okpewho, 1992; Finnegan 2012). In Igbo studies, researchers such as Uchedu
(1965), Nwachukwu (1995), and Nwaozuzu (2007) have acknowledge the
relevance of music and oral performance in social ceremonies, including marriage.
These studies reveal that songs are integral to ritual stages such as bride-price
negotiations, the welcoming of in laws, and the celebration of fertility and family
continuity.

Despite these contributions, literature on Igbo traditional marriage songs
remains limited and fragmented. Many scholars have addressed Igbo folk songs
generally, but few have offered detailed, systematic analyses of marriage songs as
independent cultural linguistic text. Some works treat them only as background to

the marriage ceremony rather than a primary Data worthy of study in their own
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right. In addition, there is limited attention to the changing dynamics of these songs
in contemporary society, where modernization, Christianity, and globalization have
influenced their performance, meaning and relevance.

This literature review therefore seems to examine the body of scholarship
related to Igbo traditional marriage songs, linguistics and performative functions. It
also identifies the gaps, debates and methodological challenges that exist in
previous studies, thereby providing a foundation for the present research.

2.1 CONCEPTUAL REVIEW
2.1.1 IGBO TRADITIONAL MARRIAGE SONGS
Igbo traditional marriage songs are an important part of the marriage

ceremony. They are performed mainly by women's groups, relatives and
sometimes professional musicians to accompany different stages of the process
such as the brides entrance, presentation of kola, bride price negotiation, carrying
of wine by the bride and blessing of the union. These songs are not mere
entertainment they are imbued with symbolic meanings, social commentary and
cultural values (Okafor, 2005).

According to Nwachukwu (2012), traditional marriage songs in Igbo land

serve as" musical text that encode communal approval, prayer, moral advice and
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satire"; thereby functioning as oral literature that reinforces cultural norms.
Similarly, Echeruo (1979) stresses that such songs are part of Igbo performance
aesthetics, binding the community together in ritual celebration.

Okafor (2005) stresses that Igbo traditional marriage songs are respositories
of communal values and ethics because they regulate social behavior and affirm
collective identity. He argues that through these songs society transmits it's values
from one generation to another.

Nwachukwu Agbada (2010) though focusing on proverbs, Nwachukwu
Agbada notes that Igbo marriage songs’ frequently embed proverbial expressions.
He argues that these act as compressed wisdom text, instructing the bride, groom
and guests on expected social roles.

According to Nwosu (2013); He shows how traditional marriage songs
construct Igbo identity through performance. He emphasizes that they reaffirm
lineage, fertility and wealth, while also serving as a platform for communal
participation.

Ogbukagu (1997) Notes that marriage songs’ contains ritualistic undertones,
invoking ancestral blessings and cosmic order. He classifies them as a form of "

ritual music" rather than mere entertainment.
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Ihidero (2016) argues that although some traditional songs are being
replaced by modern gospel or highlife music, Igbo women's associations ( Ndi
umuada) still preserve original forms. He highlights adaptation as a survival
strategy.

Obiechina (1994) describes traditional songs (including marriage songs) as
oral narratives in song form, reinforcing cultural values. He explains that through
satire and praise, marriage songs become both a cultural mirror and a corrective
tool.

According to Okpewho (1992) stresses that songs, as oral texts are crucial
for social reproduction. He highlights their use of imagery (bride likened to the
"the moon among stars") and argues that they symbolically elevate the marriage

unions to a communal event.

2.1.2 WORKING DEFINITIONS OF KEY WORDS IN IGBO
TRADITIONAL MARRIAGE SONGS

i. IGBO
The Igbo are an ethnic group predominantly found in southeastern Nigeria,
known for their rich cultural practices, communal lifestyle, and oral traditions,

which includes songs, proverbs, folktales and ceremonies.
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ii. TRADITION
Tradition in the Igbo context refers to inherited customs, rituals and beliefs
that are transmitted across generations and form the backbone of marriage
ceremonies, such as bride price negotiation, kolanut presentation and song
performances.
iii. MARRIAGE
Marriage among the Igbo is both a social and cultural institution that
legitimizes unions between families, ensures procreation and strengthens kinship
ties, often sealed and celebrated through celebrate traditional ceremonies.
iv. MARRIAGE SONGS
Igbo marriage songs are lyrical and musical performances rendered during
traditional marriage ceremonies, serving to praise families, instruct couples, advise
on martial responsibilities, celebrate fertility and prosperity and reinforce
communal values.
v. ORAL TRADITION
Oral tradition is the body of verbal art, songs, stories, chants and proverbs
transmitted by word of mouth in Igbo society, which ensures continuity of cultural

knowledge and values.
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vi. PERFORMANCE

Performance in Igbo marriage songs refers to the act of rendering songs with
voice, drum, clapping, gestures and dance before a wedding audience, often
involving call and response and communal participation.
vii. SYMBOLISM

Symbolism in Igbo marriage songs is the use of metaphors, proverbs and
imagery (eg yam as fertility, Palm tree as endurance, kolanut as life) to
communicate deeper meaning about marriage and social relationships.
viii. IDENTITY

Identity in Igbo marriage songs is the expression of cultural pride,

communal values and belonging, as songs highlight Igbo customs and distinguish
the people from other cultural groups.
ix. SOCIAL FUNCTION

The social function of Igbo marriage songs lies in their role as instruments of
education, moral correction, negotiation and celebrations, guiding couples and
families while fostering social cohesion.

2.2 PREVIOUS STUDIES
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Scholars of African oral literature have long recognized the central role of
songs in the cultural and social life of the Igbo people. Within this broad field, Igbo
traditional marriage songs have attracted attention because of their unique role in
shaping communal identity, reinforcing moral values, and mediating social
relations during marriage ceremonies.

Okafor (2024) studied traditional marriage songs of Ezinifite women with
the aim of documenting and analyzing texts. Using interviews and textual analysis,
he found that literal translations obscure cultural meanings and participation is
declining. His work relates to this study as a textual base, but differs by focusing
on only one community, while the present research is limited to one community
( Eziama) and modern usage based.

Onu & Ugwuoke (2022) analyzed the linguistic features of Igbo marriage
songs using a functionalists approach. They showed that repetition, satire, humour
and allusion perform socialisation roles for brides and grooms. Their work
supports the linguistics angle of this research but differ as it pays little attention to
performance context which this study will be combining linguistic analysis with

semiotic and structuralist theory.
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Adam (2019) provided a literary study of Nawa marriage songs. By
collecting and analyzing songs, she found themes of honesty, fidelity, hardwork
and family unity. Her work enriches the literary understanding of marriage songs
but differ from the present study which covers one community and performance
dynamics.

Ezeifeka & ogbazi (2016) examined feminist undercurrents in Igbo songs.
They used participant observation and thematic Analysis to show how women
challenge patriarchy through songs. Their work relates by highlighting gender roles
in marriage songs but differs because it broadly considers women's songs, not
strictly marriage songs in this study.

Uchendu (1965) in the Igbo of southeast Nigeria provided an ethnographic
account of marriage as a communal affair. He notes that songs form part of
marriage customs. His work gives cultural background but differs because it is
descriptive of customs rather than analyzing the songs.

Finnegan (1970/2012) in oral literature in Africa provided methods of
studying African oral traditions, stressing g both text and performance. Her work is
relevant methodologically but differs because it is general to Africa, not Igbo to be

specific.
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Nwagbara (2025) studies social media pressures on Igbo weddings. He
found that songs are shortened, mixed with popular music and dramatizes outline
raising authenticity concerns. This relates by showing modern expectations
(pressures) on traditional marriage songs but differs because the present study
looks at the traditional form alongside these changes.

2.3. CONCERN OF THE PRESENT STUDY

The present study entails how the songs are performed, who performs them,
what symbolic codes they use and how people respond when the songs are sung.
The study seeks to identify how these songs makes marriage meaningful for
participant. The work will also look at the modern traditional marriage songs and
how they are used in present days. It will also look at their expressions such as

(love, joy, blessing, unity, and fertility).

CHAPTER THREE
THEORITICAL FRAMEWORK

3.0 INTRODUCTION
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This study will be making use of two theories; semiotic/structuralist theory
and performance theory.
3.1 SEMIOTIC/STRUCTURALIST THEORY

The semiotic/structuralist theory emphasizes the interpretation of meanings
through signs, symbols, metaphors, repetitions and cultural structures. Ferdinand
de Saussure (1959) conceptualized language as a system of signs in which each
sign is made up of the signifier (the sound or word) and the signified (the concept
or meaning). This implies that words and song do not carry mean on their own but
acquire meaning through their relationship to other signs within the language
system. In the context of Igbo marriage songs, expressions such as Ego (money),
Aku (wealth) signify prosperity, readiness for marriage, happiness and family
honor.

According to Strauss (1963), in his work structural Anthropology, extended
saussure's ideas by arguing that myths, rituals and songs are structured around
binary oppositions such as wealth vs poverty, fertility vs barrenness and honor vs
shame. These oppositions are often embedded in Igbo marriage songs where the

beauty And virtues of the bride are praised in contrast to negative attributes like
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laziness or greed, Such songs do not merely entertain but articulate the cultural
values and social structures that sustain Igbo marriage traditions.

Roland (1972) explained in mythologies that cultural texts such as songs
encode social values and transform historical meanings into naturalized myths.
Thus, when Igbo marriage songs describe a bride as fertile farmland or a groom as
a heroic figure (Dike), they are not just using decorative language but are
reinforcing cultural expectations of fertility, productivity, masculinity and family
prestige. This aligns with Okpewho (1992) who observed that African oral
traditions are rich in symbolism and metaphor, which encode social commentary
and cultural values. Similarly, Finnegan (2012 ) emphasized that oral performance
are not random but are structured systems of meaning where proverbs, praise
names and symbolic images guide communal understanding. Applied to Igbo
traditional marriage songs, semiotic structuralist theory provides a framework for
interpreting the underlying messages behind the poetic language.

According to Nwachukwu (1994) analyzed Igbo oral poetry and highlighted
it's reliance in metaphor and symbolism, observing that poetic language functions
both as praise and as subtle social criticism. Oh (2003) focused specifically on

Igbo marriage songs, demonstrating how metaphors and symbolic codes embedded
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in these performances act as commentaries of family honor, gender roles and
communal expectations.

Barber(1991) in " I could speak until tomorrow" explained that African oral
poetry functions as a space where tradition and social realities meet with symbolic
language shaping how communities understand themselves.

3.2 PERFORMANCE THEORY

Performance theory looks at oral art like songs, proverbs or storytelling not
as written text but as events that happen in real life. It's says that meaning comes
from what people do during the performance, not just from the words themselves
(Bauman, 1977). Later scholars like Barber (1991) and Finnegan (1992) developed
this idea further, showing that African oral art is alive only when it is performed
before an audience.

In the case of Igbo traditional marriage songs, this means that the songs are
not only about lyrics, they gain meaning from the singers, the audience, the music,
the setting and the reactions of people. When women sing at a marriage ceremony,
the brides dances, The people laugh or cheer, money is sprayed, all these actions

together give the songs it real meaning (Nwachukwu 1990, Okpewho 1992).
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One of the main points of performance theory is that songs are social actions.
They do something, for example, when women sing blessings for the bride, they
are not only praising her but also helping to create her new role as a wife. In this
way, the songs are tools of teaching, blessing and negotiation (Oha 1998, Barber
2007). Another important idea is that performance depends on audience interaction,
the way people clap and dance.

Performance theory also shows that these songs are not fixed, they are often
improvised skilled women singers and are respected for their ability to insert
proverbs, jokes or even current events into the songs. This makes the songs both
traditional and new at the same time. They keep the cultural style, but they also
speak directly to the moment (Okpewho 1992, Akporobaro 2005). This theory
helps us understand that Igbo marriage songs are dynamic and changing. With
modern influence, some part of the tradition may look different, such as the use of
instruments or recordings. But the performance still survives because people adapt

it (Nwoga 1984, Oha 1998, Okafor 2024).

3.3 JUSTIFICATION FOR THE THEORIES
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The semiotic structuralist theory is particularly appropriate for this study
because it's aligns with the dual nature of marriage songs as both artistic and social
text. Semiotic analysis highlights their poetic language repetition, imagery and
symbolism, the structuralism draws attention to the oppositions and social
structures embedded within them. This dual approach captures the full complexity
of Igbo marriage songs as aesthetic expressions and as cultural instruments that
shape behavior, values and social relationship.

African scholars such as Okpewho (1992) and Finnegan (2012) have shown
that oral traditions are deeply symbolic and structured, relying on metaphors,
proverbs and imagery to communicate communal values. While performance
theory is as well suitable for this study because Igbo marriage songs are not just
text but live events whose meaning comes from the singers, the audience and the
ceremony itself( Bauman 1977). It helps to show how songs act as blessings,
teachings, corrections or negotiations during marriage rite.

Together, the two theories complement each other; the performance theory
explains how the songs work in practice, while semiotic/structuralist theory
explains what the songs mean.

CHAPTER FOUR
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DATA PRESENTATION AND ANALYSIS

4.0 INTRODUCTION

This chapter presents and analyses the data generated during the course of
the research on Igbo traditional marriage songs. The aim is to examine the
collected texts, performances and contextual information in order to bring out their
linguistic, cultural and aesthetic significance. Data presentation provides a
systematic arrangement of the materials collected from interviews, focus group
discussions, participant observations and textual documents. While the analysis
interprets the data in relations to the theoretical framework and existing literature,
special attention to the poetic devices, stylistic features performance techniques,
contextual meaning and socio-cultural meanings embodied in the songs.

4.1 DATA PRESENTATION

(1) Call: Obughi ma nwa if it’s not my child
Resp: Onye ga enye m who will give me
Call: Obughi ma nwa if it’s not my child
Resp: Onye ga enye m who will give me
Call: Ichafu isi di mma A beautiful headtie
Resp: Onye ga enye m Who will give me
Call: Gold di mma Gold that is beautiful
Resp: Onye ga enye m Who will give me
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Call: Onye ndi nwe nwa
Resp: Anyi new nwa

Call: Umuoma new nwa
Resp: Anyi nwe nwa

Call: Ana nwanyi
Resp: Kwelu di

Call: Kwelu o mu mu
Resp: Kwelu uba

Call: Ana nwanyi

Resp: Kwelu di, ume nwa emena ya

Call: Ana nwa oo
Resp: Opitiri piri

Call: Ana oliri
Resp: optiripiri

Call: Ana onunu

Call: Nzota Nzota
Resp: Nzuru nwa na okpa

Call: 1zolu nwa na okpa
Resp: Ibe ya na obi

Modern Traditional Songs

Who owns the child
We own the child

The Good women own the child
We own the child

Bride’s family
Agree to the husband

Accept the marriage
Agree, everyone

Bride’s family

Accept the husband, for this is
the right and honourable thing
to do

The bride’s family! Oh!

As I match out the ground
I match out a child

if I match out the child
I will hug/love the child with my heart
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Call: Nwata nke mfuru n’anya The woman I love so much

Okwa ya ka mu na acho It’s truly her I seek
This girl Amaka mma This girl is so beautiful
Soso ya ka mu na afu She is the only one I see
Nwa lechaba, Golibe beautiful, raise your head and shine
Udi nwa Ife di ka gi akonam There is none like you anywhere
Nwa m bia ba 0, 0 obi m’o My woman come 0o, my heart
Nwa bu nwa o, ele eleeh My elegant women o, ele eleh
Nwata Dinma My good woman
Achalugo, puta kanyi lele mma gi Queenly beauty, come out, let’s
behold your beauty
Chorus: uju uju go si ife I gi mma mma Y our abundance and radiance show

that all about you is truly beautiful
Call: Have you seen my beautiful baby

Have you seen my tomato baby oh, Have you seen my beautify baby
Baby softly dey cool me temper, Ada have you seen my lovely bride
Baby na sugar sugar iyoo.... She calms my heart so gently
Everybody dey wait she’s as sweet as sugar
Puta kene n’ogbo everybody is waiting
Ife di mma amaka come out to the crowd
Better soup na money kill am o Good thing is beautiful
Adanwa ngwa wealth and joy make it even brighter
Pekem pekem ya Beauty come out and dance dance...
Ada Ada Ada Ada (Beautiful/our jewel)
Adaadaiyo ............ Ada Ada iyo ... (Beautiful/our jewel)
Chorus:

Ada Ada Ada Ada (beautiful daughter)

Ada ada Ada Ada (Oh beautiful one)

Ada ada Ada, Ada

Ada n’idi ora mma Ada, you are so graceful in sight of the people

Everybody dey wait Everybody is waiting

Puta kene n’ogbo come out to the crowd

Ife di mma amaka Good thing is beautiful
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Better soup namoney  Wealth and Joy make it even brigher

kill am

Adanwa ngwa Beauty/Good girl come out and
Pekem pekem ya Dance Dance.......

Ada Ada Ada Ada

Ada Ada Iyo..... Ada Ada Iyo

4.2 DATA ANALYSIS
4.2.1 Importance of Igbo Traditional Marriage Songs

Igbo traditional marriage songs, plays a vital role in expressing, preserving
and transmitting the values and emotions associated with marriage and community
life. These songs are not mere entertainment; they are powerful cultural tools that
reflect the Igbo people’s worldview, social organization and moral principles.
i. Cultural Presentation and Identity

Marriage songs help to preserve the rich oral traditions of the Igbo people.
Through lyrics, rhythm, and performance, they pass down ancestral values,
customs, and belief’s from one generation to another. They remind participant of
their cultural roots, ensuring that traditional practices remain relevant in modern

times.

ii. Expression of Joy and Celebration
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Marriage songs create an atmosphere of happiness, excitement and unity
during the ceremony. They express the joy of the bride’s and groom’s families as
they celebrate a new union. The singing, dancing and drumming transform the
event into a festive communal experience, strengthening social bonds.

iii. Communication and Social Commentary

Traditional marriage songs often contain messages, advice and humor. They
communicate moral lessons about love, respect, faithfulness, and family
responsibilities. Sometimes, the songs indirectly advise the couple or comment on
social behaviour, serving as a subtle form of social control and correction.

iv. Strengthening of Communal Bonds

These songs emphasize collective participation through call and response
performance styles, they unit families, friends and community members in shared
rhythm and voice. This collective singing reflects the communal nature of Igbo
society, where marriage is not an individual affair but a family and community

responsibility.

v. Gender Roles and Women’s Expression
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Igbo traditional marriage songs are mostly performed by women’s groups, such as

the Umuada (daughters of the lineage) and ndi iyom (married women). They

provide a space for women to express their opinions, space for women to express
their emotions, and wisdom through song. In this way, the songs give women an
active voice in social and cultural life. ,,,

vi. Ritual and Symbolic Function
During the marriage rites, songs are performed at specific stages such as arrival

of the groom’s family, the presentation of wine, or the blessing of the bride. Each

song carries symbolic meaning, marking transition and highlighting the sacredness
of marriage as a union blessed by family and tradition.

vii. Educational and Moral Function: Through poetic language, proverbs, and
metaphors, marriage songs educate the younger generation about good
behaviour, respect and the duties expected in marriage. They teach moral
values like loyalty, humility, hardwork, and the importance of family unity.

viil. Aesthetic and Entertainment Value: Beyond their social functions, these
songs are rich in aesthetic beauty, characterized by rhythm, melody, repetition
and imagery. They entertain guests and enhance the cultural atmosphere of the

occasion, making the ceremony memorable and colourful.
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ix. Promotion of Unity and Peace: By bringing together people from both the
bride’s and groom’s families, marriage songs promote peaceful coexistence and
reconciliation. Singing together reduces tension, creates friendliness and fosters
goodwill among both parties.

Analysis of the Songs

(1) Call: Obughi ma nwa
Onye ga enye m

Obughi ma nwa
Onye ga enye m

Ichaful 1s1 di mma
Onye ga enye m

Gold di mma
Onye ga enye m

This song (obughi ma nwa onye ga enye m) expresses the joy in the heart of
the bride’s mother. It explains how happy the mother of the bride is, that if not
because of her daughter who is getting married who will buy her these beautiful
gifts, such as the caft/headtie and Gold mentioned in the song, and sometimes
serves as a way of praising the groom or his family, who are expected to give gifts
or show generosity. In cultural terms the song reflects the cultural values and

social expectations associated with marriage in Igbo society. The lines express the
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bride’s admiration for beauty and material symbols of wealth such as gold and a

fine headtie (Ichafu isi di mma), such items represent feminity, pride and honour

they are often given to brides as gifts to enhance their beauty and signify her new

social status as a married woman.

Stylistic features used in this song

i. Repetition: This entails repetition of words, phrases, or lines to create
emphasis and rhythm.

The phrase “onye ga-enye m? (who will give me) is repeated throughout the
song. This repetition creates rhythm and reinforces the theme of Joy, admiration
and desire. It also allows the audience to participate through response or chorus
ii. Imagery: The song uses vivid imagery such as “ichfu isi di mma” (a beautiful

headtie) and “gold di mma” to appeal to the listeners sense of sight and value.

The images evoke beauty, elegance and wealth, qualities admired in a bride and

the bride’s mother.

ii1. Parallelis: The song follows a parallel structure where each stanza
introduces an object of beauty followed by the repeated question. This gives
the song a rhythmic balance and poetic symmetry.

1v. Symbolism:

38



Head tie (Ichafu isi) Symbolizes feminine beauty, dignity and respect.
Gold: Symbolizes Wealth, Values and Lasting affection

Together they reflect the material and emotional ideals of marriage in Igbo
society.

Tone & Mood: The tone of the song is playful, appreciative and joyful. The
mood it creates is one of happiness, anticipation.

This song is performed by the Umuada & ndi iyom/iyom ndi in performing
this song there is call and response technique where the lead singer calls and the
backup singers responses making it interactive and lively.

In the process of this the bride and groom is called out, while the groom comes to
the stage with the material gifts bought, he then passes it down to his mother in-
law and the Umuada/lyom ndi will start performing the song by putting the bride

and groom at the centre of their stage and dance round them in joy and happiness.

2. Call: Onye ndi nwe nwa
Anyi nwe nwa

Umuoma nwe nwa
Anyi nwe nwa
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This song is usually sang during traditional marriage or child celebration
ceremonies. It expresses collective joy, pride of the entire community not seen as
the property of an individual. When the women sing “onye ndi nwe nwa” “Anyi
nwe nwa in traditional marriage ceremony, it indicate that the bride belongs to the
community and the women (Umuada) not only the parents, it is so because in
training a child or preparing the girl child for marriage it’s not done by the parents
alone, the women associations and community of that kindred participated in
training that child.

Stylistic Features Used

i Repetition: The song makes use of repetition in lines such as Anyi nwe
nwa (we own the child) reinforces the sense of collective joy and unity that
characterizes Igbo social life. It shows that the welfare, success and
happiness of one person are the concern of all. Similarly, the line Umuoma
nwe nwa” (the good people own the child) expresses moral pride,
suggesting that the bride’s family and kindred are honourable, respected and
blessed with the good offspring.

ii.  Parallelism: The alternating lines, question and answer create a parallel

structure that gives the song balance and poetic rhythm.
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jii.

iv.

Imagery: The song paints a clear picture of communal celebration and
pride. The image of “owning the child” is symbolic because it’s represents
joy, success and social continuity, rather than literal ownership.
Tone and Mood: The tone is joyful, proud and celebratory, while the mood
it creates is one of unity, fulfillment, and communal love. It captures the
excitement of a family and kindred who feel honoured to have raised a
daughter worthy of marriage.
Symbolism: The child (nwa) symbolizes the bride. The good people
(Umuoma) symbolize moral uprightness, communal pride and social virtue
associated with raising good children.
This song is performed by the Umuada expressing their joy and happiness of
them training a proud & good daughter. It is performed with call and response
technique. Drums and clapping of hands by the women are used when singing
this songs. The bride is called out to dance with them during this performance.

3. Call: Nzota Nzota
Nzuru nwa na okpa

Izolu nwa na okpa
Ibe ya na obi
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This songs is expressing the fertility of the bride in her new marriage that
she will bear her own children hug them on her chest. It could also signify that she
will love them. But in cultural terms marriage is not a private affair but a public
and collective celebration. The expressions “Nzuru Nwa na Okpa” and “Izolu nwa
na okpa both emphasize transparency honor, and community involvement showing
that the bride is being given out openly in the presence of relatives, friends and
elder.

Stylistics Features Used

i. Repetition: This song makes use of repetition in line such as “Nzota Nzota”
reinforces the prayer of the Umuada to the bride for fertility and blessings as
she goes into her new home.

ii.  Imagery: This song paints a vivid picture of people gathering in the open to
celebrate a marriage and wish the bride and groom well in child bearing

ili.  Symbolism: “Nzuru nwa na okpa” symbolizes that the bride will be fertile
in her marriage

Ibe ya na obi symbolizes that the bride will have a very good affection for her

children.
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iv.  Parallelism: The phrases “Nzuru” nwa na okpa and Izolu nwa na okpa
follows a parallel structure, creating balance and musical flow. This
technique enhance the song’s poetic and rhythmic quality.

This song is performed by the Ndi Iyom with use of drum and instruments
the bride and groom are been put at the center and danced round

4. Call: Ana Nwanyi
Kwelu di

Kwelu 0. mumu
Kwelu uba

Ana Nwanyi

Kwelu di, ume nwa emena ya

The call Ana nwanyi and the Responses kwelu di (Bride’s family, Accept
the husband) is a moment of approval and consent. It shows that marriage in Igbo
culture is not just an affair between two individuals but a collective and moral act
involving both families, elder and kindred. This song is done to accept the
husband of the bride into the family probably because the groom is from the same
community of their land because some bride will marry a man from other tribe

such as (Yoruba, Benin and other parts of the state and community not Igbo) but
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the bride choose her community person which the Igbo people hold highly in Igbo

land.

This final line of the song “Ume nwa emena ya literally means that in the
bride husband’s house she will not have delay or be barren in bearing children for
her husband. Then in deeper thinking it’s expresses that the union will bring
blessing, social respect and continuity of lineage.

The Stylistic feature used in the song

i. Repetition: The frequent repetition of “kwelu” creates rhythm which
reinforces the message of acceptance, and agreement.

ii.  Parallellism: Phrases such as “Kwelu di/Kwelu o mumu/kwelu uba”.
Shares the same structure, creating a sense of balance and musical flow.
This parallelism enhances the aesthetic beauty and ceremonial rhythm of the
song .

ili.  Symbolism: Di (husband) symbolizes not just the man, but the new family
bond being created. ‘“Ana Nwanyi” (the bride’s home) symbolizes the
woman’s lineage, heritage and community consent.

“Ume nwa emena ya” symbolizes the faithful child birth in marriage, it’s

also symbolizes moral and divine approval, meaning the union is right and blessed.
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iv.  Imagery: The song creates mental images of a gathering where elders nod
in agreement, women dance joyful and family members smile as the
marriage is accepted.

V. Tone & Mood: The tone is appealing, respectful and celebratory, while the
mood among participants is one of joy acceptance and communal harmony.
This is performed by the women association of the community. It is

performed by the lead singer and chorus singer with drumming and clapping.

During this performance the bride and groom are called to the center of the stage

as well and danced around by the Umuada and while the Umuada dances drinks

and other things are brought by the groom to appreciate them.

5. Call: Ana nwa oh

This is a praise and celebratory chant performed during Igbo traditional
ceremonies, often when the bride’s family or kindred is introduced or when the

bride’s people showcase their dance and hospitality.
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The word “Ana nwa” literally means, “the bride’s family or lineage.
Therefore, praising “Ana nwa” acknowledges the bride’s home as honourable,
generous and joyful. Each phrase “Ana oliri” (family of celebration/feast) and Ana
Onunu” (family of unity), it represents peace, and communal harmony.
the sounds of women’s expressive shouts during marriage ceremonies. It
embodies happiness approval and excitement.

Stylist features used

i Repetition
easy for everyone to join in.
The repetition of each call (Ana nwa, Ana oliri, Ana onunu) adds a ceremonial
rhythm that builds excitement.

ii.  Onomatopoeia: “Opitiripiri is an example of onomatopoeia, imitating the

joyful sound made by the women during the marriage ceremony and it’s

performance.
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jii.

iv.

Symbolism - “Ana nwa” symobolizes family honour and heritage “Ana
oliri” symbolizes hospitality and celebration “Ana onunu” symbolizes unity
and communal love.
Tone and Mood: Is the one of praising, festive, cheerfulness, affectionate
and solidarity.
Imagery: The song evokes the visual and emotional atmosphere of a
marriage ceremony: colourful attires, women dancing, drums beating and
joyful echoing across the compound. It paints a picture of communal beauty
and cultural pride.
This song is performed by the Umuada/Ndi Ilyom with drums beating, clapping
and dancing.
During these performance the bride and groom is called to the stage to dance
while they are dancing the women’s dances round them and also pours palm

wine on the ground while dancing around the couples.

47



Modern Traditional Songs

6. Call: Nwata nke mfuru n’anya
Okwa ya ka mu na acho
This girl Amaka mma
Soso ya ka mu na afu
Nwa lechaba, Golibe
Udi nwa ife di ka gi akonam
Nwa m bi aba 0, 0 obim’o

Nwa bu nwa o, ele ele eh
Nwata Dinma

Achalugo, puta kanyi lele mma gi
Chorus: uju uju go si ife | gi mma mma.
This is played during traditional ceremonies to celebrate the bride’s beauty, dignity
and worth, acknowledging her as a source of pride to her husband, family and
community.
The singer praise the bride with names such as “Amaka or Achalugo” to show
affectionate and poetic expressions. The name “Achualugo” literally means “the
eagle’s beauty”, symbolizing grace, pride and royalty lines like “Nwa lecheba,
golibe) reflect admiration, respect and encouragement for the bride to be confident

and radiant as she’s being publicly honoured. The chorus “Uju uju go si ife I gi
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mma mma shows that everything about the bride’s is beautiful. It’s also conveys a

deeper appreciation to her inner and outer beauty.

i. Repetition: Is one of the key stylistic devices in the song phrases such as
Nwata and Nwa are repeated to emphasize affection, admiration and identity.
The constant repetition of Nwa also reinforces the central focus of the song

that the brie is as a cherished figures.

ii.  Imager: The song paints vivid mental pictures that appeal to the senses
phrases like Nwa lecheba, golibe and Achalugo, puta kanyi lele mma gi
create visual imagery of the bride radiant, graceful and confident. These
images also reflect the community’s admiration for her and the beauty of the
marriage event.

ili. Symbolism: The song makes use of powerful Igbo symbols such as

“Nwa” symbolizes purity, innocence, pride of lineage

“Achalugo” Eagle’s beauty) symbolizes majesty, elegance, and high status,

comparing the bride to the eagle, a bird associated with royalty and freedom in

Igbo culture.

“Uju uju” (abundance or fullness) equally a girl’s name symbolizes wealth, fertility

and blessings essential values in a successful marriage.
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iv.  Personification: The line “uju uju go si ife I gi mma mma” personifies
beauty and abundance, as though they can reveal or speak about the bride’s
worth. This literary device deepens the emotional quality of the song and
adds poetic elegance to it’s praise.

V. Tone and Mood: The tone is affectionate, admiring and celebratory. The
mood it creates is one of joy, pride and appreciation reflecting the happiness
of the community as they celebrate the bride’s charm and the marriage union.

Cultural Aesthetics: The stylistic element collectively reflects Igbo aesthetics,

beauty that goes beyond physical appearance to include character, morality, wealth

and fertility. This song therefore, does not only praise the bride’s outward beauty
but also her virtues and blessings surrounding her marriage.

In performance of this modern song is the use of Dj to play the song for the
bride and this song can be played to usher the bride for her first outing to greet the
people and her husband people present in the ceremony.

7. Call: Have you seen my beautiful baby

Have you seen my tomato baby oh,
Baby softly dey cool me temper, Ada
Baby na sugar sugar iyoo....
Everybody dey wait

Puta kene n’ogbo
Ife di mma amaka
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Chorus:

This song is a modern adaptation of traditional Igbo bride praise songs. It
praises the bride (Ada or Amaka) as a symbol of beauty, pride and prosperity.

The phrase “Have you seen my tomato baby? Is a playful metaphor used to
describe a woman’s freshness, sweetness and natural beauty, by comparing her to
a tomato, “Baby softly dey cool me temper expresses affection and the emotional
calming power of love.
meaning good things requires effort and resources”, and in this song it’s

suggesting/saying that the bride’s beauty and elegance are well nurtured and

Better soup na money kill am o
Adanwa ngwa

Pekem pekem ya

Ada ada

Adaadaiyo............

Ada Ada

Ada ada

Ada ada

Ada n’idi ora mma
Everybody dey wait
Puta kene n’ogbo
Ife di mma amaka
Better soup na money kill am
Adanwa ngwa
Pekem pekem ya
Ada Ada

Ada Ada Iyo.....

valued with good resources (money).
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Puta kene n’ogbo is a call for the bride to present herself with pride and
dignity before the guests, it is an essential moment of joy and honour in Igbo
marriage rites.

The Stylistics feature used

1. Code Switching: The song switches English, pidgin and Igbo showing how
traditional songs have adapted to modern linguistic trends. This bleeding
reflects cultural dynamism and creativity.

ii.  Repetition: “Ada Ada” reinforces the praise and affection for the bride,
creating rhythm and emotional emphasis.

ii1.  Imagery: “Tomato baby” paints a vivid image of freshness and beauty.

“puta kene n’ogbo” evokes a visual of the bride stepping out gracefully to greet
her community and guest available at the ceremony.

iv.  Proverbial Expression: “Better soup na money kill am” carries a
proverbial tone symbolizing that love, beauty an success require care, effort
and value shown to the bride.

V. Tone and Mood: The tone is joyful, romantic and celebratory. The mood

radiates happiness, pride and admiration, both from the groom.
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vi.  Symbolism: Ada (first daughter) symbolizes honour, fertility and family
pride. “Tomato” symbolizes beauty, “money kill am” symbolizes prosperity
that enhances cultural ceremonies.

The performance of this song is with use of modern musical instrument (Dj)
to make the celebration lively. This song is played when the bride is to carry wine
to her groom and it can also be used when the bride is coming out to make

welcome of her guests and community people in the occasion.
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CHAPTER FIVE
SUMMARY AND CONCLUSION

5.0 INTRODUCTION

This chapter presents the summary of findings, conclusion and
recommendations based on the study of Igbo Traditional marriage songs. The
study explored the linguistic, stylistic and cultural dimensions of songs performed
during traditional marriage ceremonies among the Igbo people.
5.1 SUMMARY

The research has shown that these songs are valuable expression of Igbo
cultural heritage serving as instruments of communication, education,
entertainment and moral instruction. Their continued preservation is vital for
sustaining Igbo Language, identity and tradition.
5.2 FINDINGS

In this research, reveals that Igbo traditional marriage songs are more than
just forms of entertainment; they are a reflection of the Igbo people’s cultural
values, beliefs and social practices. These songs express ideals such as love,
beauty, respect, family unity and community participation. Through their language

and performance, these songs demonstrate that marriage in Igbo society is not
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merely a union between two individuals but a collective celebration that involves
both families and the wider community.

Linguistically and stylistically, the study found that Igbo traditional marriage
songs are rich in poetic devices and aesthetic features that enhance their
communicative power. The use of repetition, imagery, proverbs and praise names
such as Amaka, Achalugo and Adanwa gives the songs rhythm and emotional
depth.

The study also reveals the symbolic expressions like “Nwa lecheba, golibe”
and uju uju go si ife i gi mma mma to project beauty, grace and blessing

5.3 CONCLUSION

Conclusively, Igbo traditional marriage songs are powerful instruments of
cultural continuity, communication and socialization. = They are not only
expression of joy and festivity but also vehicles of moral instruction, prayer and
communal identity. Through the use of poetic language and musical rhythm, these
songs capture the essence of Igbo values such as love, unity, respect, fertility peace,
blessings and happiness. They demonstrate that marriage in the Igbo worldview is
more than a union of two individuals, but a collective voice, of the people, uniting

of families and communities under shared traditions. These songs stand as living
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evidence of the richness of Igbo oral literature. They serve to remind the Igbo
people of their ancestral wisdom and moral codes, while also providing
entertainment and beauty. In essence, Igbo traditional marriage songs should be
recognized as an important aspect intangible cultural heritage deserving of
preservation, study and promotion.
5.4 RECOMMENDATIONS

For the enrichment and preservation of Igbo traditional marriage songs, I
urge other scholars interested to collect data and give a thorough analysis on this
topic to avoid it from possible extinction. It is true that some work has been done
in this regard, much nevertheless, still needs to be done or improved on to achieve
global relevance, acceptance and recognition of Igbo marriage songs. The
following are recommended; there should be
i. There should be documentation and preservation of these marriage songs.
ii. These songs should be included in school curriculum to promote cultural

awareness and pride among young Igbo people.

iii. There should be encouragement of performances of these songs during

ceremonies to keep the practice alive and meaningful
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iv. These songs should be taught by elders and cultural custodians to younger
generation the meanings, lyrics and performance styles of these songs to ensure
continuity.

This therefore, calls for the attention to all those who are concerned with the
goal of the Igbo to contribute in any possible way to enable reviving and
preserving Igbo musical culture for posterity through reviving the Igbo

traditional marriage songs.
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