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‘GOSPELTAINMENT’: TOWARDS A THEORY FOR
NIGERIAN GOSPEL MUSIC

Adeola, Taiye Shola

Introduction

The paper argues that there is a shift in the frontiers of the concept of
entertainment and the concept of gospel music emphasizing the
inseparability  of entertainment  from  Nigerian gospel
Performances. The debate on the spiritual and the entertainment

entertainers byt Mministers, patrons and analysts who see gospel
musicians as entertainers of a sort. |t is our intention in this paper to
marry these two positions through a proposal of g “Gospel
Entertainment Theory” within the theoretical praxis of Gospeltainment
which rests on the notion that there is inherent entertainment in gospel
music performance or that entertainment is generally inseparable from
gospel music performance as there are underlining entertainment
elements in gospel music performance which can be purely musical,
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Many researchers ha _
aspects of gospel music\; ?n ISI?gn:rliJ; t?:d iaepth; studies into vanpls
about the influence of the mission or example Adegbite (1994) wrote
and: Similarly, Femi Adedei aries on church music in Yontuba
extensively on styles and el (2004, 2008, 2013, 2014) has written
essentially on the musi form in Nigerian Gospel Music, focusing
dadare b usical content and styles of performance and
sg.ho ars like Gbadegesin (2005) and Owoeye (2007) have researched
fnto Lhe2 aspect of gospel music therapy. Other scholars like Samuel
(2013, 2014), Agbo (_2013) and Daramola (2012) have also written on
contemporary issues in Nigerian church music. Although so much work
has been done in the study of Nigerian gospel music, there seem not to
be any one that have delved into propounding a gospel entertainment
theory as we intend to do in this study. The need to be grounded in the
theory and the study of Nigerian gospel music gives justification to this
study. A study such as this geared towards propounding a theory for
nggrlan gospel music in particular is important in the field of
musicology and no doubt contribute to existing body of knowledge in
the area of Nigerian gospel music as well as the sociology of music in
general.

The growth of gospel music in Nigeria is traced to the 1930s with
choral and church music in the Southwestern part of the country. This
position is corroborated by Adegbite (1994, p.18), Omibiyi-obidike
(1994, p.6), Ojo (1998, p.215) and Olatunji, Babalola and Daramola
(2011, pp.153 — 154). According to Adedeji (2004, p. 166), it was in the
1980s that gospel music spread to the North. The preponderance of
gospel musicians in the Southwestern part of the country since the
1970s and their progressive domination of the gospel music scene

even to date is obvious.

An examination of the content of the music as performed by these

gospel musicians also reveals the treatment of various themes ranging

from theological and social, to cultural, economic, and political. The

treatment of the various issues by different gospel musicians is also
determined by a number of factors such as the prevailing political,
economic and social situation in the country as well as the personal
experiences of the musicians. The performance content and context of
gospel music in Nigeria which have assumed diversified dimensions

Journal of the Association of Nigerian Musicologists
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especially since the 1980s also revgal that gofspelur;:iféaf;sssgggmor;
than just the gospel that they claim to thelr. a t blended in their
performance. There are elements of entertainmen I intentional
performances even when it is not intended as well as ml g '?hne,‘
generation of entertainment elements 1o he.ghten_ the apdpee? | o
music to the audience. Gospel musicians in Migeria il ui :O o
spiritual awakeners and social commentators the same e I?l'osp'(al
music have become both religious and popular musical type in Nigeria

employed even at social functions.

Many Nigerian gospel musicians however, 'do not accept this
inseparability of gospel music and enter_tammenjt In performange on the
grounds of spirituality. There is a cONSCIOUS remstgnce and rfeject}o.n. of
associating their art with entertainment as they claim that their activities
are purely spiritual exercises that minister to people’s soul and no"t just
entertain them. They therefore, do not see themselves as entertainers
but ministers of the gospel. Entertainment is considered secular and
therefore seen by the gospel musicians as a negative term to describe
their activities. We intend through this study to reinstate the dual role of
gospel music as a tool for ministration as well as motivational medium
to present the gospel as well as entertain the audience.

It is our position in this paper, that beyond the sole spiritual relevance
and focus of gospel music, which the gospel musicians claim, and
project gospel music to serve, gospel music is a social commodity that
influences and is being influenced by the society in which it exists. As
such, the blend of, and the tendency to drift towards entertainment in
the process of performance of gospel music as a means of propagating
the gospel is inevitable. The inseparability of entertainment from the
performance of the Nigerian gospel music notwithstanding the context
of performance is also an undeniable reality. The claim that gospel
musicians do not entertain as they minister (perform) is therefore
simply a denial of existing realities. This is because they do more than
preach the gospel; hence, we can classify their art as Gospeltainment.
Different 1eye|s of entertainment can be observed in the Nigerian
gospel music some intended and some unintended. Whereas some
gospel music in style and performance are clearly entertaining, others

Journal of the Association of Nigerian Musicologists
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reflect entertainment without diminishing th irituali '
e spirituality or downpl
the gospel content of the music 5 P g TPEYInS

The methods employed in this study are largely cultural-hermeneutical,
content aqalysns, case study and descriptive methods. Cultural —
hermeneutical method deals with the interpretation of texts within the
context of a culture and the discography and media analysis methods
relies on existing recorded discs as resources for investigation. The
content analysis which relies on the song text of the music involves a
car_eful analysis of the overall meanings implied and generated by the
various themes developed in the music. The performance analysis
looks into the acts and procedures in gospel music performance
practice of selected gospel musicians.

Participant—observation using interview is employed as instrument of
fjata collection. Unstructured interview method is used to elicit
information from the audience. Secondary sources such as books,
articles in learned journals, newspaper articles and internet sources are
consulted to ascertain the extent of research already done on the
subject matter. This will allow us to determine our take-off point.

Conceptualization of Gospel Music

There seems to be an interchangeable use of the terms Church music,
Christian music and Gospel music by scholars. It is therefore
necessary to situate the Nigerian gospel music in its proper context for
purpose of our discourse.

Christian music is a generic term embracing all forms of music that
developed or emerged from the musical practices of the Christian faith
whether in the strict liturgy in the church or in the adaptive contexts
outside of the church. It is the religious music of the Christian faith that
gives expression to the Christian doctrines. It is like an umbrella under
which the church music and gospel music reside or can be located as
the tree out of which other branches like the church music and gospel

music shoot out.

Gospel music is a branch of Christian music employed essentially for
the proclamation of the Christian message and the singing of thg praise
of God. Defining Christian music, Agbo (2013, p.196) says it is all
music meant for worship and the glory of God ranging from purely

Journal of the Assaciation of Nigerian Musicologists
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liturgical to general splritual/sacred music. As @ braqch of .Chrisrtian
music, gospel music is not restricted to the 'form‘al Chrgﬁuan l!turgy but
adaptable to Christian activities outside the liturgical strict settings such

as social functions.
in his discussion of “Church Music in

Samuel (2013, pp.32 - 45) :
Nigeria: A Historical Trend', dentifies gospel MUsic as one of the new
. of the church in Nigeria

forms that emerged from the Liturgical music :
which has become the most popular with the general public out of the

various musical forms practiced as church mu'sic in Nigeria today. In
his view, gospel music is onée of the most \(wdely accepted musical
genre in contemporary Nigeria and above all incontrovertibly the most

controversial, because of its popular status, it is hiQ_hIY \-/ariegated., and
especially In recent times.

has witnessed a lot of revolutionary changes .
(1998, pp.210 -231) in his

This position has earlier been taken by Ojo :
assertion that there is a continuous adaptation of Gospel music 0 the

changing circumstances of the performers and the audience within a
spel music and musicians have

historical milieu. The popularity of go
become so much that several of them aré household names and have
become common features on the radio and television stations and in

print media in Nigeria.

Samuel (2013, p.33) suggests that. the definition of Church _music

covers any music used as part of liturgical service. These include
hymns, psalms and canticles, special choir renditions and so on. Also
included in the definition of church music by Samuel is vocal and
instrumental music used by Christian faithful or bands at socio-religious
activities outside church divine services. He traced the origin of church
music in Nigeria 10 the advent of Christian missionary activities of the
second half of the nineteenth century. The music, which was initially
strictly reserved for worship purposes later grew, developed, and

became fluxiative and variegated.

The inclusion of gospel music in Samuel’s definition of church music i
worthy of note. That gospel music is a branch of Christian music an

an off shoot of church music is a fact that cannot be overlooked in our
discourse of gospel music. We are however, of the opinion that having
developed from church music gospel music carves for itself person?
identity that distinguishes it from church music especially in terms of 115

- _Journal of the Assaciation of Nigerian Musicologists
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performance context and styles. Gospel music can therefore be
regarded as church music only when it forms part of the liturgy in
Christian worship. We consider church music to be more restrictive and
confined to the four walls of the church and gospel music as a variation
of the church music taken out of the restrictions of the church and
employed in social functions and serving in some cases as
entertainment music which the church music does not permit. A
distinguishing feature between church and gospel music is the sanctity
and sacredness of church music because of its use in worship as part
of the liturgy and the adaptive nature of gospel music to different
contexts within and outside the church, and the liberty that the
performers have in the employment of the music. Robertson (1950,
p.13) alluding to the sacredness of church music states as follows:

There was, indeed a marked antithesis between the secular
music of the time (Time of the early church fathers) and the
kind of music felt to be suitable for Christian worship:
restraint, tranquillity, nobility and solemnity were not qualities
to be found in theatrical entertainment or at private parties,
nor could such be said to express states of the soul.

Adedeji (2014, pp.103-117) used the term sacred music to describe
church music defining it as the music of the Christian liturgies or music
used for Christian worship. It is a sanctified, holy, revered music for the
worship of God. Robertson (1950, p.70) had earlier given the meaning
of liturgical music as ‘the kind of music which spiritually, aesthetically,
and practically consorts most closely with the sacred words of the
Christian liturgies’. Sacred music according to Adedeji (2014, 110) is
the theological term for church music. Church music according to
Robertson (1950, p.71) is ‘the liturgy set to music, not the liturgy as an
excuse for music, we may then raise the question about the pureness
of the sacredity of the Nigerian gospel music when measured by the
standards described by Robertson and Adedeji above. This position
further reinforces our definition of gospel music as a branch of
Christian music or church music taken outside of the church to meet
social or entertainment needs of the church members especially at

social functions.

Journal of the Association of Nigerian Musicologists
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A progression of the growth, evolverr.lent. or off _shotc:)t o:] these thrge Can
be plotted as follows: Christian MUS!C giving r 'S‘_‘? (t:h Utf Ch music an
church music producing gospel music. Our PO?') 'O% : _30%9§pe| Musig
is an off shoot of church music is supported by fg'thlyl— bidike (199
p. 6) and Ojo (1998, p.215) as both of them trag:bg _ Oeb%r'llg”-] of gospg
music in Nigeria to the church. According to Omibiyi—Obidike;

Gospel music originally was used in the church a”d_v\_/as
performed at special festivals such as har_vest, thanksgiving
and so forth. However, with the electromc.technology and
the need for youths to have the type of music that caters for
their social interest, gospel music was taken out of the

church.
In the words of Ojo:

Moreover, it soon became apparent that a different kind of
Christian music was needed for festival occasions, for
example, harvest rituals, funeral ceremonies, births and
marriages. Initially, church choirs had provided music at such
occasions.

- We agree with these two submissions that gospel music developed

from the adaptation of church music to meet the social needs of the
church members thereby taking the church music outside of the church
and adapting same in other contexts developed into a new form later
known as gospel music. This purpose of gospel music is still obvious to

date in the use of gospel music for social functions and at times serving
pure entertainment purposes at such functions.

Operational Definitions of Terms and Concepts

Nige?rian Gospel music: refers to the Christian branch of religious

Entertainment: The Microsoft Encarta D

i i icti 5
defines entertainment as the e ICtionary (January, 15, 2015)

ways of amusing people,

Journal of the Association of Nigerian Musicologists
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especially by performing for them. It states further that entertainment is
enjoyment which is the amount of pleasure or amusement somebody
gets from something. The same source defines entertainment simply
as performance or exhibition that is something produced or performed
for an audience. In this study adopting these definitions of
entertainment we conceptualize entertainment as the art of and acts in
the performance of Nigerian gospel music that are intended to or even
when unintended generates amusement, enjoyment or gives pleasure
and appeal to the audience.

Gospeltainment: This is the theoretical praxis for gospel
entertainment theory. It is a blend of the word gospel and
entertainment and it is used to connote the hybrid of gospel and
entertainment demonstrated and executed in the performance of the
Nigerian gospel music. Gospeltainment is therefore, entertainment in
gospel music. The theory being proposed is that entertainment is
inseparable from the performance of Nigerian gospel music as there
are inherent entertainment elements in them. These elements can be
latent, underlining or dominant and can either be intended (deliberate)

or unintended (incidental).

Theoretical Framework .
This study draws from existing theories on gospel music which are

applied to the Nigerian gospel music as basis of our discourse and
proposal of gospeltainment theory.

Functionality or Role, Ministration and Aesthetic theories on Christian
Sacred Musicology by Adedeji are instructive in our proposal of
Gospeltainment theory. Functionality or Role theory as proposed by
Adedeji (1999, p.9) opines that no sacred music is or should be without
a purpose; otherwise it loses its sacredness. Considering the
sacredness of religion and how it serves as a way of understanding
and worshipping the supernatural and since according to Mircea (1987)
music is a handmaid of religion, it follows that music assumes different
functions and plays diverse roles. We agree with Adedeji on this
submission on role theory but want to submit that entertainment can
therefore be a derivative of a more superior purpose in the
performance of Nigerian gospel music. Whereas the purpose or target
of the Nigerian gospel music is proclaiming the gospel, the process of

Journal of the Association of Nigerian Musicologists
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Adeola, T.5.: 'GOs .
. should however obserye also th
ntertainment. We .

¥ ot prgg:gis gntenainrnent can be the resl Iﬁg“fn uaf‘c_' this |
L: nig::;?raled in skilful and loud perforr_nagceﬁn SY33_1_3 uft;?l?qns an
" ith a verse of the scriptures I!j sa -  Whic Stateg
supported with a v ORD, O ye righteous: for praise ig Comg|

as follows: “Rejoice in the L ORD with harp: sing unto him wit the

- . L :
for the upright. Praise the . biie Renting -
psaltery and an instrument of ten strings. Sing oW song

play skilfully with a loud noise”. .
It is our view that Adedeji's Functionality or F:gle tgteizé)g Is rooted iy
functionalist’s theory which is one of the major f E(r)r:ile Duﬁ:keI:SPeCtIVeS
in sociology. It has its origins in the works o eim. The

ionali i levance in the study of religion
functionality theory has also found its re
to which ;yosgael music is associated. As Samuel (2013, pp.32 -33)

observes:

What is quite unmistakable is that Christianity as a living faith
has adapted itself to changes within its somet.y. _The snua_tron
therefore with regard to contemporary Christian practices
and this includes music in Nigeria cannot and has not been
in any way different. All these point to the fact that
Christianity as an integral part of the Nigerian societal gamut
continually lends itself to the theory of continuity and change.

The ministration theory as proposed by Adedeji (2014, p.11 2) is an
offshoot of his functionality or role theory. This theory tries to set a
distinction between sacred music as ‘ministrative’ and its secular
counterpart in their renditions as ‘performative’ holding that the

Ministration is certainly ‘performative’ ang performance can be
‘mm{stratuve. Thl_s theory reinforces ouyr position about Nigerian gospel

Journal of the Association of Nigerian Musicologists
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and perormance & emertainment driven. This is because artistry and

emonetranhon of el are inyvnivnd

Gospel Entertainment (Gospeltainment) Theory

We propose gospeltanment theory as follows: There are inherent
ivetration  and  entenainment elements in every gospel music
performance which can be purely musical, extra-musical or both,

These elements can be latent or dominant and can either be intended

Jrnimtended

Gospeltamment in this study expounds that the Nigerian gospel music
© a blend of entertainment with gospel music as there are inherent or
underlining entertainment elements in the performance of Nigerian
gospe! music. Hence, any gospel music that employs entertainment as
a 100! for the delivery of the gospel message through music whether
deliberately or unintentionally qualifies as gospeltainment. Although it
can be observed that certain gospel musicians are tending towards
secularism, it must be stated that gospel music being entertaining and
appealing does not make it entertainment in the secular sense.
Entertainment is not used in this study to mean secularity but used in
the sense of appeal and causing excitement, arousement or motivation
that comes from listening to or participating in the music.

Certain categories of gospel music can be classified as gospeltainment
because of their compositional and performance style. Nigerian Gospel
musicians that engage in cross-religious and popular culture currents in
their music fall in this category. Some musical types are regarded as
either having some religious influence in their origin or having come to
be associated with adherents of some religious faiths. Popular musical
genres like Dadakuada, Senwele, Fuji, Waka, and Baalu were known
to be performed by Muslims but in recent times Christians began to
have their own versions of the musical types such as “Senwele Jesu”,
“Gospel Fuiji” “Gospel Waka” and others. Evangelist Rachel Olubukola
Akinade popularly called “Senwele Jesu is known for her style of
presenting gospel music using the popular Waka and Senwele styles.
Another musician in this category is Dekunle Fuji who has fuji’ as an

acronym to his name because he sings gospel fuii.

Journal of the Association of Nigerian Musicologists
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igerian Gospel Mus;
Adeola, T. 5.: ‘Gospellainment’” Towards a Theory for Nig P ic,
eola, 1. 5.0 :

Hip Hop, Blues, Fypy
tyles such as . ]

r and secular 8 spel music an
:i?ne 2?13 ::3 %?‘pg:go give entertainment Comuzlt:r %3:15@ are emplg;heg
entznainment elements as We find In theFFiJ'gﬁk Edwards “Fire go” is aﬁ
in the presentation of the gospel SON95- L B inn e which reflects
example of gospel MuS'S pre‘semer?cégtionp and realization, even the
entertainment elements both in €O " d instrumentation, Tites

itle | ini dition 2 | :
title is entertaining as well as the ren 4 ‘Beautifil Testimories

e ' an
ke ‘Mo precious’, ‘Mega Mercy’, an< :
g;agﬁlglsahﬁiinadg, are examples of entertainment in themes ang

contents of songs.

Other gospel music that can b
account of their aesthetic impac

erformance and content analysis. f\l
2ot employed, like the first group In the art and acts of performance

entertainment is inevitable even when unintended. Femi Adedej
(1997) raised and answered some que:stionf.s in h!s subm:ssu;n on
Aesthetic theory on Christian sacred music: Is it possible to theorize on
sacred music aesthetics without biblical insights? Does the Bible have
anything to offer on aesthetic? He submits that the Bible recognizes
beautiful music and artistry, and therefore recommends that as far as
Christian musical aesthetics are concerned, music however spiritual
must conform to principles of physical sound organization and artistic
creativity. This in our own opinion will give rise to entertainment even
when it is not intended. Beautiful music will appeal to the listener
leading to amusement or arousing of emotions and an appreciation of
same and this is what entertainment is about.

o classified as gospeltainment qualify on
ts and influences reflected in thejr

though popular secular styles are

Entertainment Elements in Nigerian Gospel Music

While many Nigerian gospel musicians insist that they are ministers
and not entertainers a few of them agree with the fact that there are
entertainment elements in their performance and their music can
therefore eptgrtain as well as it ministers. In our interaction with some
of the musicians in the process of carrying out this study Evangelist
Bola Are, Pastor Sunday Adelakun, and Evangelist Florence Babalola
insist that they are purely ministers and not entertainers in any way
while gospel musicians like Evangelist Rachel Bukola Akinade,
Evangelist Dupe Olulana admit that their music through the style of
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compositions and performance context can entertain but insist that the

spiritual content still remains and the intention to minister is not
diminished.

Ojo (1998, pp. 210 -231) observes that the Nigerian gospel musician’s
defence of their music and activities as ministration and themselves as
ministers is reflected in the tittles that the musicians now bear such as
Pastors, Evangelists and Prophets. It is also reflected in their
utterances at performances. It is not unusual to hear the musicians say
“We have not come to entertain but to minister”. Adedeji (2014, pp 103
-117) and Samuel (2013, pp.32 - 45) have identified the dichotomy
between the sacred and the secular in gospel music in their
discussions of sacred musicology and church music respectively. Both
scholars identify the entertainment tendencies in the Nigerian gospel
music orchestrated by the influence of the popular musical culture. In
an earlier submission Adedeji (2008, p.18) said that the Nigerian public
sees gospel music as many things in terms of its function, some see it
as entertainment and to many it is a devotional music while to others it
is just like any other music.

The use of musical instruments in terms of their blend, the harmony
and blend of voices, the flow of the music and the color of sounds
produced so beautifully that it appeals not only to the soul but also to
the emotions to a point of enjoyment is entertainment. It should be
observed however, that some gospel music that are purely
contemplative in conception and realization may escape being
classified as gospeltainment while others cannot. The categories of
contemplative music that may escape being categorized as
gospeltainment include the music of musicians like Pastor Shola
Rotimi, Evangelist Niyi Adedokun and Evangelist Ojo Ade, Evangelisi
Emmanuel Bamidele and others whose songs are often directed at
making people think about heaven by living right on earth and doing
away with sin. Their music is usually with very light musical
accompaniment especially the-accordion. We should observe however,
that some of the stories infused into their songs though spiritual can be
entertaining in its presentation. A consideration of the content of songs
by Evangelist Emmanuel Bamidele also known as “Aiyeariwi” in his
release “Mo mo riri re” which focuses on giving thanks and appreciating
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an. ability to eat and fart (mess), being slim
d in a funny manner that amusement ang
presented:

God for being a man, wom
or fat in stature is presente . b
laughter are inevitable. An excerpt is hereby

Translation
Refrain: Momo riri re x3 Olorun Alagbara | appr GCiaTeIYOL"_ fig'%ht¥0Grg
Solo:  Eyin obinrin gbogbo ti e ngbo mi All the females listening e
All of you should not be angry

Gbogbo yin pata o e masi se binu
Lai si obinrin g okgnrig ko le si Without the females there cannot
be males

You are our mothers
You gave birth to the males
When you finish cooking in your

Se bi eyin na sa ni iyaa wa
Eyin le bi gbogbo awon okunrin
T'eba dana tan o ninu ilee yin

homes
Se be eyin gangan o le o ko to wo You are always the first to taste it
Tan ba b’omo wa lowo o ninu ile, Money gifts for the children goes
apoo yin lo nlo into your pauses
Fun idi eyi o oluwa a mo riri re For this reason Lord we

appreciate you

Refrain:

Mori auti kan o nile iwosan | saw a lady at the hospital

Opolopo ojo o kole jeun For many days she could not eat

Ara nni mi o lanti yen nkigbe She kept saying she s
uncomfortable

Mo wa bere lowo o dokitaa re | asked her doctor to give her
food

E ba mi fun lonje, Won so pe ko tii so He said she has not farted

Eyin ti e le so e juwo s'oluwa those who can fart waive your

g hands to God
Mo mo riri re oOlorun alagbara | appreciate you almighty God
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manner that makes him or h :

can also _be costgmed dif(fa;rsetfwﬂtrllyii cf)ruc)tr'nﬂ:ﬁegrOlrjc[;)uOf mfS trqmentalisgsf
particular interest in the area of entertainmer?t isp tl'?e ﬁ:r?cilrrsl or
management of the costume in performance especially by the Iegder
and the chorus group who double as dancers. The deliberate handling

of the costume to heighten carria :
: e and co i
musical) generates a level of enter?ainment mmunicate (though extra

Choreographgd dancing and use of popular dance steps to generate
amusement Is @ common feature with Nigerian gospel musicians.
There qoes not seem to be a dichotomy between sacred and secular
dance In performance. The body movements are deliberately used to
he:ghten performance appeal. There are instances in Nigerian gospel
music performance that the lead singer takes time to teach the
audience some dance movements to go along with some songs to
heighten the meaning and carry the audience along. There can be solo
dance by the leader or another member of the band, there can also be
group dance that are choreographed as well as free dance. Dance
moments are created in performance as interludes to display the
performer’s dance prowess and the audience are also encouraged to
“dance unto the Lord” Entertainment is inevitable when dance is
infused and employed in this manner.

Performance acts and activities also present entertainment elements in
Nigerian gospel music. There are songs that can be classified as action
or activity songs that naturally generate entertainment when performed.
Such songs motivate the performers and the audience into doing
something to demonstrate what is being sung. Action and motivational
songs at such moments brings in a level of entertainment. There seem
to be acceptable mode or pattern of responses to certain phrases when
rendered in Nigerian gospel music. For example a call to the phrase
“Praise the Lord” gets the verbal response of “Halleluiah” with
automatic raise and waving of hands; a call to give glory to God as in
“Eyin Oluwa l'ogo” gets the response “Ogo...” with the two hands
thrown up tight fisted. Examine the words of this song:
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Translation
' ds
E kawo soke, Lift up your han |
Ka yin eledumare et us praise the Almighty
Oba to da wa sii The King who kept us alive
We shall speak of you

A o ma rohin re

Gospel musicians take advantage of moments i ghiss 0% cioae
dience. In this song the audience is

excitement and interact with the au : _ :
made to wave their hands in patterns given by the singer creating

some fun for the audience.

Entertainment elements are inherent in the use of speech and
language during performances. Statements are made to excite the
audience, prepare them or arrest their attention. Speeches are made
before, during and after renditions. There are interjections during
singing and break during performance to actually make speeches in
form of testimonies or to give instructions on what they are expected to
do when the performance is on. It is common to hear slogans or slangs
at performances by gospel musicians, even the pattern or manner of
the shout of halleluiah can be entertaining. This is usually intended to
motivate or mobilize the audience during performances. For example
“God is present to give presents to those who are present in His
presence”. This statement by a gospel musician Pastor Philip Adika
based in Lagos was made at the beginning of a performance to
prepare the audience before he began his song ministration. He made
the audience to repeat the statement several times moving round

telling one another.

The use of local dialects like Ekiti, ljesha, Yagba, Igbo, Itsekiri, Hause,
Isoko and so on to appeal to the audience in context is also a feature
that generates entertainment. The use of local dialect is motivated by
the musician’s ability to speak the dialect either because he or she
belongs to the tribe or understands the dialect. It can simply be to
appeal to the people that speak the dialect that are identified in the

context of performance.
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conclusion

It is our conclusion in this
relevance and focus of gospel
project, gospel music has beco
and is being influenced by the
plend of, and the tendency to dr
of performance of gospel mus;i

baper that beyond the sole spiritual
music which the musicians claim and
Me a social commodity that influences
Society in which it exists. As such, the
ift towards entertainment in the process

ot pert _ USIC as a means of propagating the gospel
is inevitable. The inseparability of entertainmentp fropmgthe gerforgwanpce

of the Nigerian gospel music notwithstanding the context of
performance 1s also an undeniable reality. The claim that the gospel
musicians d(? not entertain as they perform (minister) is therefore
simply a denial of existing realities; this is because they do more than
preach the gospel, hence, we can classify their art as Gospeltainment.

It has_been shown thro_ugh this work that different elements of
entertainment are present in the performance of Nigerian gospel music.
Though gospt?l musicians claim to be ministering, they deliberately
embark on things that amount to entertainment in order to achieve
audience appeal, to sell their music and to remain relevant in the music
scene. This is evident in the content and themes of the songs, the
contexts and styles of performance, compositional styles and devices,
costumes, dance, dialogue and other acts during their performances.
We submit further that the position that there is a clear dichotomy
between gospel music and entertainment in its performance content
and context cannot be sustained as the inseparability of both has been
demonstrated through this work. We therefore recommend that gospel
musicians should explore the window of entertainment more to further
enhance the dissemination of gospel message through music by
accepting the inseparability of entertainment from gospel music
performance but at the same time retain the spirituality and sacredity
that gospel demands as well as avoiding a tilt towards secularity.

Gospel entertainment theory being proposed can be the basis for
further studies in entertainment and religious music having established
the inseparability of both in gospel music, furthger reggarch can be
carried out in the application of this theory to Islgmlc religious music as
well as traditional religious music all of which are already being
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influenced by popular culture and being taken out of its strict religioys
context to the public view.
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Interviews e —
' No Name of persons | Description r:'ﬁecrsigfw :?1?;?\;?;
Interviewed &
1 Evangelist Dupe | One of Nigeria’s | llorin M%?day
Olulana female gospel 30
musicians She is 55 Septem
years (08/01/60), and ber,
has been in the music 2013
scene for about twenty
Six years now.
2 Evangelist Bola [ One of the foremost | Ibadan Friday
Are and older generation 13"
of female gospel Decemb
musicians in Nigeria er, 2013
who has been
performing for more
than fourty years. She
is sixty one years
(01/10/54) based in
Ibadan and has
released 70 albums.
3 Evangelist Bukola | Popularly known as [ llorin Saturda
Akinade Senwele Jesu. She is y 24"
one of the leading May,
gospel musicians in ' 2014
Nigeria  based in
Ibadan. She
is thirty nine vyears
(14/7/75).With several
recordings in market. A
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po T et
-
! i ————
4 | Evangelist A female gospel | llorin Sunday
| Florence Babalola | musician based in 4"
5 llorin. She has seven January,
N—— albums to her credit. 2015
B - Pastor Emmanuel | A young male gospel | llorin Tuesdax
| Bamidele musician and clergy oo ef
based in llorin popular Februar
for his use of y, 2015
accordion. He is fourty
| years of age
6 Mr Titlayo Dada | A gospel music record | llorin Wednes
seller who has been in day 15"
| the business for thirty April,
§ years. He is sixty eight 2015
| years
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