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I'he gospel musicians adopt different performance modes and styles in the execution of tieir
industry which defines the compositional sty listic choices that may generally and particularly
charscterize this genre of music. an individual artiste’s prowess and appeal to reach
cuterinment and appellative elements. This paper therefore describes and discusses the
perlormance sty les in Nigenan gospel music as a basis of entertainment; the explication is
mlormed by the Gospeltainment theory

1. Nigerian Gospel Music

I'he ongn of gospel music in Nigenia has been put in the 19605 by scholars like Adedeji (2004).
According to hum, the term *gospel music” was first used in Nigeria by the ploneers in the same
penond though it had its antecedents as from thirty years carlier. 1le explains that:

Vanous names attached to it were ‘orin lgbdgbe ' (Christian Song). ‘gospel’, 'indigenous sacred
wags’ and ‘Spinitual Songs® Although there wese contacts with American gospel music before
then, there 13 no evidence to suggest that the origin of Nigerian gospel music had any link with
American gospel music. Thus, one might conclude that it originated independently but named as
deemed fit by its proneers and promoters (Adédejl, 2005; 145 - 152),

The specific date for the origin of gospel music in Nigeria is not certain but speculation as
observed by Adedeji, 1s that it probably was between 1964 and 1965 because of the musical
activitics that form the antecedents of gospel music in Nigeria. Adedeji (2004) discussed some
antecedents of Nigeria gospel music first of which Is the music used by the Nigerian Indigenous
Pentecostal Churches on evangelistic parades between 1930 and 19605, and is of the opinion that
it 15 the philosophy and practice of the music on one part that developed into gospel music.

Thus position 1s supported by Emiclu (2014: 114 - | 15) when in his attempt to distinguish
between Church, Gospel, Christian and Popular music he traced the origin of gospel music in the
West to the farnous camp meetings and street revivals as seen in Azuza streel mission revivaly of
the carly 1900s. He noted that Africans that have been introduced to Christiunity in the Dlaspora
tound European religious music very boring and devoid of the ecstasy and ot thythm of Alrican
music, and this made them to seck opportunity to re-define European religious music in African
terms. They found this opportunity in the Azuza sireet mission revivals which became the '
melung pot of Pentecostalism worldwide. The connection between the two submissions js (he
contnbution of Pentecostalism to the development of gospel music at different ends - Amefica
and Nigeria about the same period experienced different episodes that culminuted into later
development of gospel music,

Other antecedents that contributed to the origin of gospel music in Nigeria discussed by Adedeji
(2004: 64) are the non-liturgical music of Nigerian indigenous churches used at Chrlstion social
functions such as naming and wedding ceremonics and other festal occasions, and the music
performed by missionary school bands during coloninl era. Another musical aclivity that
contributed to the development of gospel music in Nigerin according 1o Adedeji (2004: 65)'is the
renditions by invited talented individuals, cholrs and independent church musical groups tHat
performed on Radio ELWA, Igbaja which was broadcast from the 19508,

f

120



RUWAZA AFRIKA, Vol X, APRIL 2023

We can conclude that antecedents of gospel music culminated into the emergence ol n new [orm
eventually classified as gospel music in Nigeria, The gospel music was influenced by
Pentecostalism, non-liturgical music at social unctions and the netivities of talented individuals
ariginally resident in the church, The tlented individuals later ook the bold step of forming
independent groups within the church and later as autonomous bodies to perform and venture
into the recording of albums. Putting the origin o gospel music in Nigerin os 1960s and, more
precisely at 1968, because of the earliest known recorded Christian indigenous religious album,
may therefore be right.

2. Theoretical Framework :

We engage the gospelrainment theory as we proposed in 2016 in this discourse. The theory stales
that * There are inherent ministeation and entertainment elements in every gospel music
performance which can be purely musical. extra-musical or both. These elements can be latent or
Jominant and can either be intended or unintended (see Adeola 2016: 240; Adeoln 2020: 91)

The origin and development of Nigerian gospel music reflects a strong influence of the society,
and 1o a great extent has continued to display the influence ol the secular music in its
composition and performance. The power of gospel music to evoke the spirit and generate
entertainment thereby displaying the relationship between gospel music and entertainment is

obvious. In contemporary Nigerian gospel music and indeed in the world, entertainment has
taken over its form and content. Nzewi (2012, p.1) states that: ®

In contemporary global imagination and experiencing, music has evolved from
functioning as an original, utilitarian spiritual phenomenon into a materialistic
entertainment preoccupation in both academics and public space. Music makes
original sensc as the creative rationalization of intangible sonic stimulations,
which attain tangibility as structured configurations that engineer spiritual
enrichment and psychological responses.

This statement which is quite true of the Nigerian gospel music is further corroborated by Titus

(2014: 26) in his submission that: :
The entertainment function of music is also not in doubt as people of different
cultures, colours, ethnic groups, religious scttings and creeds listen to different
music during various ceremonies and during worship sessions. It is also
noteworthy that messages are put across in the course of playing various music;
Hence, music entertains as well as educates on religious doctrines for believers
and followers of Christ.

It must be observed that a category of gospel musicians exist whose background was originally
in popular secular music but later ventured into gospel music performance cither as a result of
their claim to be “Born Again™' or influence of their Christian religious upbringing and

! This term became popular in Nigeria in the late 1970s when Pentecostalism spread across the country to mean
being born of the spirit as recorded in John 3: 3 10 a new stale of regeneration leading to a deeper commitment to
God through Jesus Christ *
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e ool of Nigenan gospel music, Ojo (1998 214) states the following in
s Cowd W omen hour of the Chinst Apostolic Church, Ibadan:

Wy the carly 1980, the music of Good Women Choir was becoming
etertanment, and (1 was not long before they were appearing at Christian social
gaihenings such as marriage ceremonies, funeral outings, “house warming”, ele.
Ihus, they provided the same social context as the popular Yoruba juju musicians.

y i aton about the entertaunment tendencies in gospel music as carly as the 1980s
Sememermed o the music and context of performance of the Good Women Choir and others
W e mdicates that the context of performance is a strong [actor of influence on the Nigerian

ponpe! enasss 1 the area of entenainment.

soheimes ke Adeden (2014) and Samuel (2013) have identified the dichotomy between the

wwred s the secular in gospel music in their discussions of sacred musicology and church
o sespectively . Both scholars identify the entertainment tendencies in the Nigerian gospel
s orchestrated by the influence of the popular musical culture. In an earlier submission
“dele (200% 18 said that the Nigerian public sees gospel music as many things in terms of its
Cametom Some see it as entertainment, and some a devotional music, while to others it is just like
= CENCT IINIC

f mels 1 2014) opined that because contemporary African Church/gospel music and musicians
wse a plethora of dance music styles which in many ways replicate African popular culture, there
¢ comd svom about the defining criteria of who is a music minister and who is a musician. This
acconding o bum ruses the issue of the generic boundaries and definitive framework of
comtemporary gospel music and the social identity of its practitioners in Africa. In recent years
tiere b been 3 convergence between entertainment and the local Christian Churches: leading to
whiat mught be called the emergence of *popular’ Christianity®. Collins (2004) submits that “Like
popular enteriunment, ‘popular’ Christianity is an transcultural urban phenomenon that caters

L)

. 4
CCoten £ Gramaan ChesUanity and Popular Entertainment: Full Circle” in David Henige (ed) History in Africa,
Waromsen Ureveryty, Nomber 31, 2004, pp. 389 - 391
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U e chaem, s 8 socal commodity that infTuences and is being influenced by the
MR e W et As sl the temdency 1o dnft towards entertainment in the process of
reriormusce of goapel mus and blend the music with the message becomes inevitable

e T msepamaiay of emtertaiament from the performance of the Nigenian gospel music

nrshsianding e comtent of performance cannot be denied. Gospel musicians do more than
e B genpel Hemse, we bave classulied their ant as Gospeltainment (Adeola 2016: 240)
o S clements namely the religious or gospel, the musical, the perlormance styles and the
e mascal Jefise the vanows charactenstic features of Gaspeltainment, we therefore proceed
s poriirmance sty les as basis for entertainment in Nigenan gospel music.

L Performance Styles as Basis for Entertainment in Nigerian Gospel Music

Perlormance and composition run simultancously in African musical practice and this is also
evideni in the Nugenan gospel music. The performance styles employed by the gospel musicians
T TR aee ot to another as each carves out individual identity for himself or herself in
s ol performance. However, one can conclude that gospel music in Nigeria is generally’
haracierized by the following creative styles ;

11. Ward Choice and Appellation j

\pan from scung texts to music, spoken words are used in Nigerian gospel songs for various
FEsms o comvey the message to the listener. Words are used for special effects to heighten the
e of the impact of the message that the song carry and 10 set patterns of performance for the
s Words e also selected for aesthetic purposes to create beauty in terms of rhyme,
reetion, and balance of ideas. The choice and use of words by musicians give them identity.
Lsoupel artists in Nigenia, like the late Bdyo Adégboyéga, Niyi Adédokun, Bold Are and Topé
f.25 just 10 mennon but a few, have come to be known and identified with their choice and use
ol words in their compositions. While both Bdyo and Niyi are popular for their use of satire in
ST compositions and can be confrontational, Bgld is persuasive in her use of words to present
T mesage An examination of Tdpé 's songs reveals the use of philosophical words that reflect
@-depth rewsoning. Her use of Yoruba language in her song texts often does not have just surface

=wamngs but thought provoking statements that demonstrate her ability to play with words
showing ber creativity. -

I wse of words and the creativity of the Nigerian gospel artists are seen in the titles given to
£bams and songs. For example, Niyi entitled some of his albums “Mr Awidy¢ ma 19” (One who
thunks be wall not die), “Church wa i memu” (Our Church drinks palm wine), while Top¢ has
Ltles [ike “Awa alarojinlé la m’9pé wid™ (We who can think deeply come to give thanks),
“Angcll mu” (My angel). Titles like “ild le koko™ (The country is hard) and “Bayé¢ b n yeni”

L]

.
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(When things are good with one) respectively by Bive and Adélakim are other examples of the
use of words in the titles of albums.

3.2, Use of mono language
Chribabenbn | bak prmsdicsiin sl U R LITETITY

B S EEEEC T S B = ST

- L L T

- o g by ows A - w

The use of mono language involves the use of a specific language for a song. The Nigerian
languages especially the three dominant languages in Nigeria, namely, Hausa, Yoruba and lgbo
are usually used. Some factors that determine the choice of language include the languages
spoken by the musician, the target audience and the desire to convey the meaning of the songs 1o
people of other tongues. The use of either English language or Pidgin English is also a feature.

Augustine Agwuele (2008: 35-36) citing Sturrock, states that lexicon presents to us evidence of
the preoccupation of a society, as language appears to determine the order of our words. He
states further that language is implicated in culture, both of which have ways of informing
thoughts, habitual responses and pattemns of viewing events, Language in its use is not neutral: it
Is, in a sense, the summation of the values and orientations of a society. Abubakre (2008:108)
opines that language is vital to man in every respect whether religious, social or mundane affairs.

The use of local dialects like Ekiti, 1jdsa, Yagba, Igbo, Itshekiri, and Hausa, and so on to appeal
to the audience in context also features prominently and this is one of the things that gencrate
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Adpee AsDe. T ik voo, we =X Yoo

Annther exe—le 1§ 2= excere Som 2 soog by L George

'z admowiadsg vou for Who Yoo =

For wia voo've dooe mmy B8 Lfa

I'm ackoowiedping vou for Who Yoo ==

Doy re. Dz re (Pr=ses © yoo Prazses w vou)

'z xdoowheds=g vou for who yog 202

Disaie re. Dizmals re Baha (Prases w you, Prazses to vou Fasher)

B =0 Az 5o 55 mo domvelt re (11 bega to &, I';x pivimg vou prasse)
Diomsais re. Dimsals re B (Prasses w vou, Prazses to voa Father)

3.4, Adaptation of secular'popular mnes

Direct seoime of seonler populas et 20 new 1o 10 reflect Chnistian doctnne o amother shie =ad
o the creatica of gospel muse which serves 25 besSs for enternemmem Thss mvolves adopong
existing popalsr seculsr nmes for Clzistim tevs. Ths s parocalariy ondent & O soogs by
rmesicians who adopt the wse of popular socular stvies Bke Apels, Waka Fop Raggx ad o oa
Some examples include the nme of 2 soag made popelar by Minam Makcha “Malaka™ whach b
been 5ot to 2 pew 1t usad in gospel music and seng in churches a5 "My Lfe e’

Original Text: Aeiz=_ (Angel)
"n‘a-h-;:u:ix malzka (1 love vou oy =pel)
Ningeboa, Em{lumﬂhxtmncd\m\h:.._t\
Ningelwoa Dada (1 would bave mamed you, siser)
Nazhindwa ma ma7 simg we (1 am defeatad, and doa™t have any mooey)
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Vimprisoa Maduida (1 would have married you, angel)

‘;ﬂﬂ‘ \uhp'ulfur Ah life ume

| will gave God my life ume
11 1 give God my hie ume

He will take care ol me

He will pever, never let me down
1 will give God my hile nme

e popular kighlife tune "Onldddd ont moin moin’ whose author is not ascertained but which was
caved by the late Fela Antkulapo Kuti and performed by the late Victor Olaiya and Adeolu
(kv was adapted by Chief Bisi Oloruntoba, o gospel musician who actually classified his
Sand as *gospel entertainers’ in a sony utled *Jesu mbo wa’

Onginal: Oni Jodd oni mdinmoin
Oni dodo oni méinméin

Igha ti O 1 6 gbe'gbd kalg

E wa wo ja ni lafidji

Gaospel Adaptation: Aldighdghé ¢ tin de
Aldigbdgbd ¢ tan dé
Eyin 1¢ i so isokusg
Pé Jésu o ni dé mo
Iwé mim¢ so asotélé
Pé Jéstn bo wi

Plantain and moinmoin scllers

Plantain and moinmoin sellers

When he did not sell, he put down the wares
Come and see fight in lafiaji

Unbelievers you have come again
Unbelievers you have come again
You are talking rubbish

That Jesus will not return

The Holy book gave the prophesy
That Jesus is coming

The same tune was adapted by Evangelist Joseph Adelakun as principal theme in a song title “Baba
!

mo m¢pé mi wi” as follows:
Adaptaion: Baba mo mép¢ mi wa
Baba mo mypé¢ mi wa
Olopé lopé ye,
Qpé ye Jésu gba
Qlopé lopé ye,
Qpé ye Jésh oba

Father [ bring my thanksgiving
Father I bring my thanksgiving
The owner of praise is worthy
Jesus is wotthy of praise

The owner of praise,

Jesus is wolthy of praise

The musical excerpts of the adaptations are presented below:
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Onidodo Oni moinoin adaptations

g‘ e ———— = ]
AP w PP e — D—_F ==t ¢
L — —_—
. - - L s u [ Lt L]
—-f- e ¥ -

| g - e ghe ks Ews wo ja =i lafl gy
23
T = ; —
- L o i |
.
A e S
..F. — ——
- - - F e e— = - —+ 1 | e
= -— — — — ]
= e
S = e & aa e A la | gha gha £ we &
oy | :
w = '3 — N N R [N SN S
Lym b mé 0 0 kn W pede % e i dema | we mu M3 W 3 M P
-
.. #
T T+ p— 3 -———-!
:ﬁtm—“i—h—h— T 1
[ e k w n b wa
. JAdlpateon
[l ]
I : — — T ]
I~ : ]
L3
-
L 1 ——q__mq
o — i e — - 3 e s H—F.“——'—F—m
P x — s =T
v [] —
Ba b =0 wa ¢ @i wa Ra ha mo mo pec mi wa, O lape lopr

We have given a brief historical background of the origin and development of Nigerian gospel
music in the context of its existence with other secular genres which has been a force of influence
on it We have also engaged the gospeltainment theory in identifying and discussing performance
styles in the Nigerian gospel music as basis for entertainment in the musical genre. Four distinct
performance styles have been identified namely use of words, use of mono language, use of code-
switching and the adaptation of secular/popular tunes. Although the main focus of the gospel
musicians is to proclaim the gospel, entertainment is inherent in it even when it is not intended and
performance style is one of the vehicles that drive that entertainment. This has made the music to
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serve a dual purpose of ministration and entertainment because it is religious and has become
popular.
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