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ABSTRACT

Yoruba Native Air (YNA) tradition of choral music in Christian liturgy evolved as a result of
the conflict which developed between European and Yoruba church music traditions at the
inception of Christianity in Yorubaland. The growing body of scholarship on Nigerian choral
music has, so far, only tangentially referenced the YNA tradition in spite of its being the
foundation of Yoruba choral church music today. This study, therefore, investigated the
history of the YNA tradition and undertook an ethnomusicological analysis of sor.s
composed by three of its prominent composers between 1920 and 1980.

The study employed the theory of interculturalismto foreground the sc . escultura!
circumstances that attended the evolution of the YNA tradition. Three distinguish uiiist
generation YNA composers — Ola Olude, DayoDédeké and PopdolaDopsiiian—  tho had
sizeable published compositions were selected. Information was collecteC throug Iri-Depth
Interviews conducted with Dopemu, while with the other two (now late), inwvien sessions
were held with eight family members and associates. Four- Focus G OugsRiscussions were
held with specially selected former choir and church members “a%i0 nad first-hand
experiences of these composers and their works. Biographical siote: »chu ch records,and one
hundred and seventy-three songs were transcribed, classifiedand atalys 'd.

The activism and advocacy of the early YNA compose’s were mienifestations of the cultural
nationalism characteristic of the late 19th /early 20th Cantuties. They produced works which
satisfied the musical, liturgical and spiritual neass o1 Yoruba Christians of that period.
Whereas Dédeké studied music at the Trinity/Collegy, University of London, Olude and
Dopému were largely self-taught under the infitence ¢ missionaries, indigenous organists
and choirmasters. While Dopému and [¢deké «rafihe archetypes of the harmonic and
structural frameworks of the YNA_ tracition, Olude believed in unisonous singing.
Noticeably, Dopému showed greater »‘ersaun 2/ and skill in harmonic choral composition and
organ playing. In their itinerancy, they composed, taught and performed across several
congregations. ' YNA compositians we.2 classifiedfrom the perspectives of their sources,
styles and liturgical functiore. Tivy, compound quadruple and duple woro rhythm is the
primary rhythm of the YN/ traditiori»while the secondary rhythm is the simple quadruple
diasporicrhumba rhythmsal played on akuba drums. YNA compositions utilised the African
call and response foiul? .through the solo-chorus and unison-chorus modes. As an
intercultural musicsradition, YNA successfully  resolved the conflict that was generated
between Europea), aid Yuruba music traditions at the inception of Christianity in
Yorubaland.

The YNAy trauriat \has produced a dynamic intercultural idiom both at the material and
ideatioal levals of church music. Hence, there is an urgent need to document its numerous
comnosersh works in western notation in order to make them accessible to more users.
Havi2g e oyed standard musicological parameters for identifying and defining songs in
thiey Y NG, choral mode, thisstudy provides a prescriptive framework that could be adopted by
futurc.YNA composers.

Key words: Choral music, Yoruba native air, Christian liturgy,

Cultural nationalism, Interculturalism
Word count:469
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CHAPTER ONE

INTRODUCTION

1.0 Background to the study

The origin of church music among the Yorubas can be traced to the activittes o7
European missionaries in Lagos and its environs which began in the mid ninetecfivmsentuyy.
The immediate result of that endeavour was the establishment of chursas ars mission
schools in the south western Nigeria, particularly, Abéokuta, Badagry,and Ligos (Ajayi,
2001). In Christian religious practice, music constitutes an integral® ast,0f wership. All the
worship, prayer, and preaching activities of the church are carrias,out i >"the modes of speech

and music.

Vidal (1986) stated that church music was one #r the modes through which the various
Christian liturgies were handed to believers in Christiaiiy by the various groups of European
Missionaries. He added that the exact liturgical/ nusic L. :ed for divine services in Europe in the
form of hymns?, chants?, canticles®, and anthems 2" imported by both the Anglican and the
Methodist missionaries and introducecsta 1. e early Yoruba Christian converts. However, the
major musical practice in the early" Zoruba ctiarches was singing of Christian hymns because
it involved congregational paiicipatic.y, But hymn singing constituted a new musical
experience for the early Y¢(ruba Chiistian converts (Vidal 1986: Euba 1992). It was in the
form of texts of EurorCa hymns (commonly in English language) that was translated into

Yorubé language and su.i to dropean hymn tunes.

This Eurcaearizer style of singing experienced by early Yorubad Christian converts
brought abouwsucical conflict in two areas. Firstly, unlike singing in English language in
which e nianing of words is unaffected by the tune used, the singing of Yoruba words to
Eu.2ucwmt smn tunes brought about a clash between the tone of the Yoruba texts and the
Ecropeca hymn melodies. Some scholars like Vidal (1986), Euba (1992), Dosunmu (2005),
and //amuel (2009) have observed that Yoruba language is tonal; therefore, the meaning of a
Yoruba word depends on the pitch applied to each syllable in the word. Hence, when singing
such hymn in Yorub4, there is a change in its textual meaning because of the change in pitch
applied to each syllable as dictated by the European melody of the hymn. Euba (1992) and

Samuel (2009) explained that the change from the natural pitch of Yoruba words occasioned
1



by the European tune applied did not only distort the meaning of the hymn, but more often
than not, gave totally different meaning which is contrary to the intended original meaning of
the hymn. This type of music was strange to the early Yoruba Christian converts, and they
were not in any way comfortable with this foreign way of singing. Early Yoruba Christians
were therefore dissatisfied with the type of music with which christianity was introduced to

them.

Secondly, early Yoruba Christian had a traditional musical background viivich usually
combined singing, drumming and dancing as a tripartite musical experience .« Yoruba
traditional music which naturally elicited dancing from its musician¢.and a.dience was
different from European hymns in which there was no dance. Early Fxropearyvissionaries to
Yoruba land like their counterparts in other parts of Africa regarded" viswaity all aspects of
African art forms as paganistic. They therefore associatec, Y<iun4 “traditional practices
including music and its vigorous drumming with paganisniy Coiscquently, drumming and

dancing were forbidden in the church.

The pristine musical challenge that confronted “he early Yoruba Christian worshippers
therefore, was that of musical acculturation® asithey !.ad difficulty in coming to terms with
two conflicting musical traditions. On oni hand, was music of the church that was based on
western literary tradition which wa’ used to'dominate Yoruba christians while on the other
hand, was the music of their indigenousmusical background based on Yorubé oral traditions
which, although, was naturzi to the'zonverts, but yet, disallowed in the church. This was the
musical dilemma faced.:¢ early Y oruba Christian converts until the late nineteenth century

when the pervading.atiinsnem,of cultural nationalism provided the opportunity for a change.

The rise f naionalist agitations towards the last decade of the 19" century led to the
developmeninaf tae ideology of cultural nationalism. The agitations increased within the
colonial esablishments comprising the church, schools and the colonial civil service (Lynn,
180w\ iain the church, it eventually led to the formation of Independent African Churches
(wACs,wwhich provided a platform for Yoruba christians to react against the unsatisfactory
musi :al tradition in which English texts were translated into Yoruba and sung to English
hymn tunes that was devoid of drumming and dancing. The emergence of IACs therefore,
provided the enabling environment for the development of an alternative African musical
idiom for worship (Vidal, 2002: 13).



Within the Yoruba IACs and the older mission churches, this development has been
attributed to the works of catechists, choirmasters and organists who were composing a type
of liturgical music referred to as native airs (Vidal, 1986 and 2002; Euba 1989; Omibiyi-
Obidike 2002). These composers could be regarded as representing a movement or school of
church musicians whose compositions resulted from their exposure to common religious,
social, cultural and political experiences. The works of native air composers showed beaic
commonalities in melodic, harmonic, rhythmic, textual and instrumental orgarizatiorn.
Although, they differ in their individual styles of composition, by and ‘aiga,. their
compositions generally reflect features that identify them as a ‘school of #G&nosc s> whose

activities have coalesced into a distinctive musical tradition.

The process of their emergence and activities gained momertisn i the early 20"
century causing Yoruba native airs (YNAS) as an alternative inciger suniciom of church music
to spread widely among Yoruba churches. It eventually culniinatecyi1 the genre attaining the
status of a definitive Yoruba church music traditict in the 1950s. The attainment of this
distinctive status was particularly signalled by the.nubliction of M dyokin by A.T.Ola Oludé,
who was then, a Reverend Minister in the Nige ian Me hodist Mission. The definitive style of
YNAs tradition of choral music in Christian liturgy “asiefore, derives mainly from the melodic,
harmonic, rhythmic, textual and instrgmaenial accompaniment idiom of Yorub4 folk songs in

combination with that of elements/ . Europeari church music.

In order to engage a detailed,study of the YNA tradition of choral music in christian
liturgy, three distinguishad first gel eration YNA composers were identified and selected. They
are, Abraham Taiwn Clai‘ac™®ludé, Godwin Adédayo Dédeké and Gilbert Popoola Dopeému.
These three cont0se’s hac published a large number of the songs which they composed
between 1920 ai d 199

1.1 Statement of the Problem

Mugio scholars, such as Omojola (2001), Vidal (1986), Euba (1977), Jones (1976),
F2illipe,(1953) and others have addressed the discrepancies that ensued in Yoruba church
musi : because of hymn singing that involved the fitting of African words to European hymn-
tunes. However, a study of the religious and socio-cultural background that precipitated the
Yoruba native air choral music in christian liturgy is yet to receive enough scholarly attention.
In the same vein, a detailed and analytical account of the lives and works of prominent

composers of the YNA tradition of choral music in christian liturgy is yet to be fully explored.

3



An analytical discussion of the conceptual framework, structured form and the liturgical
themes addressed in YNAs is therefore necessary to reveal the musical features that
characterized the vocal genre.

1.2 Need and Justification for the Study

Earlier studies of Nigerian music (Omojola: 2001, Vidal: 1986, Sowandé: 1967) have
provided names of some prominent composers of the YNA tradition of choral rnsic
christian liturgy. It has been observed that neither the biographies nor the woirmaf such
frontline composers of the tradition have been subjected to in-depth analysiaThe emise of
most of the early YNA practitioners, coupled with insufficient musical cacumei tation have
caused the tradition in its original form, to fall into relative disuse. There 1. therefore, the
need for a study such as this that investigates the history and wer'ss of “ %A choral composers

between 1920 and 1980 to fill the gap in knowledge.

This study therefore, fills the gap in knowledos by investigating and documenting the
history of YNA choral music in christian liturgy and ar.:ysing some of the works by three of
its frontline exponents. The results derived fra n this Jtudy serves as a link between the past
and the present which will also assist in securitigyths” future of Liturgical Yoruba native air

choral music composition

1.3 Aim and Objectives af the Chudy

The primary aim of this stuajuis to provide a historical account of the YNA tradition of
choral music in christian.liturgy a d analyse some of the compositions of the three selected
composers. In order teyde Ueis, the study firstly investigates the religious and socio-cultural
circumstances thiit oave Lirth to the YNA tradition of choral music in christian liturgy.
Secondly, it stulies varae of the prominent composers of the musical genre, namely, Oludé,
Dédeké ana Danemu and provides detailed biographical information on their lives, and
contrivutionayto the YNA tradition. Thirdly, it transcribes their YNA choral works for
mutesegt 2l analysis with emphasis placed on the musical features that characterized their
cumpos:tional styles. Finally, the study investigates how the composers integrated elements of

both' Zuropean and Yoruba traditional music in creating YNAs.



14 Research Questions
To fulfil the foregoing objectives, the following research questions were designed to
pilot the study:

1. what is Yoruba native air in christian liturgy. How did it originate and develop?
2. who were the main practitioners of the genre, what were their musical backgréund,

)

s

and contributions to the development of the YNA tradition of choral music in christiari

3. what are the unifying and distinguishing stylistic features of the works »f t'.c*aree

composers?

4. how did the three composers combine Yoruba and Europ.armusical elements to

create YNASs that satisfied the liturgical needs of their congregati=iiy?
15 Significance of the Study

This study is significant in a number of ways.» rstly, while considerable scholarly
works exist on choral music from various part, of tri, world and Nigeria including those of
Ekwueme (1972/1974) and Agu (1984) on Igbo \ausics. tradition, not much research work has
been carried out on Yoruba choral music traditions. This study is significant because it
pioneered the study on YNA traditis1 of chora! music in christian liturgy that bridges the gap
which hitherto existed thus centributina to the pool of knowledge on Nigerian music in

general and Yoruba church susic iriparticular.

Secondly, up tilt.noy . inférmation on the origin and development of the YNA tradition
exist as fragments in_sepcrate accounts of scholars from various disciplines cutting across
Nigerian churci hiscary./Jigerian theatre history, Nigerian music history and Nigerian history
in general.ais su:dy therefore presents a historical account of the evolution and development
of YN#, chcial music in christian liturgy as a distinctive genre presenting the contributions of

thiT Suaraniinent composers as case studies.

Thirdly, the study offers the opportunity for transcription and documentation of some of
warchoral works of the three selected YNA composers for this study. This process transforms
their works into standard written music format that could facilitate analysis, arrangement,

rearrangement and performance of these choral pieces.



Fourthly, the study is significant in that it offers a prescriptive framework for
reconstructing the tonal, harmonic and rhythmic structure of the YNA tradition. This would
facilitate the recovery of the choral components of the works of several other YNA composers
who only documented their YNA compositions in form of song texts and melodies notated in

tonic solfa.

Finally, the study fills the missing link between the old and the new generatioi. o A
composers. While bridging the gap which existed hitherto, it encourages continuiiveaf the “NA
tradition thereby providing a basis for the comparative study of Yoruba sacred ci»7al music
and choral traditions in other parts of Nigeria, Africa and the rest of the werld.

1.6 Scope of the Study

The scope of this study covers the historical period of d<veli nmeit of YNA tradition as
well as the biographies of Abraham Taiwo Olajidé Oluad, Godwir Adédayo Dédeké and
Gilbert Popoola Dopemu, well known as three promient conposers of the YNA tradition.
Although these three composers have several YNA co.arositions including dramatic works to
their credit, the analysis of works in this study ¥sas ba.2d G.1 one published work from each of
them and these are, M’ayokun by Oludé, Ma =bac'.é 11é by Dédeké, and Yin Oliwa by
Dopému. The three YNA hymnbooks contein songs that each of them composed over several
decades for liturgical purposes. Thty are aicn representative of their most popular musical

works.

This study, therefore, waGerinok an ethnomusicological analysis of songs composed by
the three prominent YZ A cimposcrs between 1920 and 1980 which was the most active period
of their compositional caiser. The period between 1920 and 1980 was a concurrent period
within which t.e ccmpasers actively composed their YNAs which each of them eventually

compiled a,nub ished in separate volumes which has since been popularly used in churches.

Alwaugry the evolution of YNAs can also be traced to the Catholic, Baptist and other
missian churches, which also evolved distinguished composers of YNAs, the scope of this
stua  is limited to the works of the three composers selected who worked mainly within the
Jwngican, Methodist and African churches. In other words, the scope of this study was limited
to the musical activities of Oludé, Dédeké and Dopému within these three protestant mission

churches.



1.7 Definition of Terms
Ajodun: Anniversary/festival

Choral music is a vocal genre and it can be defined as music to be sung by a chorus or
choir (that is, with more than one singer for each part) with or without accompaniment. A
choir consists of a group of singers who perform together either in unison or in parts. “n
contemporary times, choral works exist in various part combinations. However, theymost
common type of choir or chorus is a four-part combination of soprano (or trek'e), :'ta (or
contralto), tenor and Bass (S.A.T.B).

Egbé: Refrain

Egbé Akorin: Singing group; which rOrm it fiaplies Church/school
choir

Ese Orin: Verse

Tkore: Harvest

Lile: Solc¢ ‘unison vocal lead or call

Liturgy is the formally congatuwd services of the various rites of the christian church.

Orin Akanse: Special song/anthem
Orin Akokiin; Through-composed
Orin Egt: Responsorial Chorus
Orny Song

rorcs A Native Air (YNA) choral music in Christian liturgy is the music composed in
Yuruba fanguage and tonal inflection for a group of singers in parts or unison, accompanied
by t'.e organ and Yoruba traditional instruments for performance during christian divine

services.



Endnotes

1 In his definition, Randel (1986) traced the English word hymn to the Greek word
hymnos which he defined as a song in praise of gods or heroes. In the church, a song in praise
of God.

2 A piece of religious music using a very limited range of notes. The melodic contours
of which are closely tied to the spoken rhythms and inflections of the text. Most of the wxts 1n
Christian chant are taken from or based on the Psalms. The church of Engianunad oy
extension the Anglican Church in Nigeria has encouraged an extensive ¥oc &€ chiant in the
repertory of its liturgical music which is harmonized and is called the Angliean ch nt.

3 Christian song or chant, especially a hymn containing word..aevised irom the Bible,
used in the Christian liturgy

4 A'song that is sung during a christian religious seryice & a c! oir only

> A situation in which one culture is made to.dominai2 another. In this case, early
christian missionaries among the Yoruba made the"=urspean musical culture dominate the

traditional music culture of the Yoruba christian<Convarts of that time.



CHAPTER TWO

THEORETICAL FRAMEWORK AND LITERATURE
REVIEW

2.0 Introduction
In the previous chapter, the statement of the problem, aim and objectives, kusearci
Questions and significance of the study were explicated. This chapter discusses ti' 2 umaretical

framework upon which this study is based and presents a review of relevant*iasatur .

2.1 Theoretical Framework

The theoretical orientation for this study is anchored on A'eiy Eub (s intercultural music
model which addresses the phenomenon of musical works casiving from more than one
culture. Euba broadly defined intercultural music as:

. . . that in which elements from two or more cultxres are integrated. The
composer of this music usually belongs to one_af the cultures from which the
elements are derived... (Euba, 1989:116)

Kimberlin and Euba (1995) noted that altiagii it is not known when the expression
intercultural music was first used, othas.scholars, notably Helm (1981), Kartomi (1987) and
Baumann (1990) have also used it+. d other terms that were related to it.

Kimberlin and Euba 1995) iurther expanded the concept when they explained
various dimensions of inter{ultural acivity. According to them:

A composer writiiiy in an i om acquired from a culture other than his or her own
is involved in an intercult . diwactivity, even though the music that he or she produces is
not necessarily in*crcultura!. For example, when an African composer writes a fugue in
the style of Bach,“nfwhich he or she makes no use of African resources, intercultural
activity takes p'ace, ‘v the music itself is not intercultural (Kimberlin and Euba,
1995:2)

Fa furcier explained that “intercultural activity does not always imply creativity, but can
be e 2d by performance. In this case, the music and the performer originate from
diifererio cultures. The mastery of Western music by Asian artistes (and vice versa) is an
exap ple of this category” (Euba, 1989:116). Several compositions by Euba have eloquently

showecased his intercultural activities as a composer. Some examples include the following:

1. Abiku no.1 for Nigerian instruments (1965)
2. Abiku no.2 for three part choir and five Nigerian instruments (1968).



3. Six Yoruba folksongs arranged for female voice and with arppegiated piano
accompaniment in which he uses the piano to invoke the percussive behaviour of a Yoruba
drum ensemble (1975).

4. Chaka for soloists, chorus and a mixed ensemble of African and western instruments
(1970).

5. Waker Duru: Studies in African pianism nos.1-3 for piano (1987).

As a result of globalising factors such as the changing political landscape, histCuical
events and technological advances affecting human societies in the last few decades, ¢ =igaaas
been a tremendous increase in intercultural music activities throughout the w¢id. Anciher
catalyst for the new intercultural music explosion has been the influence of ethnoia:sicology
which has not only allowed fresh vistas of musical perception, but has al:0 provi leu creative
artists with resources needed for in-depth exploration of othem,culturca# Moreover,
interculturalism provides scholars with a ‘live’ medium for studyiri¥.£oncepts of musical
migration, continuity and change, transformations of traditionc,m: sicarid processes that lead
from analysis to synthesis.

In this vein, Euba identifies a composition as’intercultural if it employs idioms and
elements derived from more than one music cultire. “He therefore situates the analyses of
such composition within the context of intercu tural nusic. YNA tradition of choral music in
christian liturgy is a product of Yorub4 and Eurcpasii cultural interaction. Interculturalism,
therefore, serves as a viable theomtica. framework for this study. The theory of
Interculturalism was applied with’iythis stuay for the analysis of the western and Yoruba
traditional musical elements focad in w2 YNAs of the three selected composers. In other
words, the backgrounds, triinina.as well as the use of both European and African structural
elements such as melosy, harmonry,, rhythm and text in addition to the instrumental resources

in their music werefanaly’ ed based on the theory of interculturalism.

2.2 Review of k elateu Literature
Reviaw o1 “clated literature is hereby presented under the following sub-themes;
Advenuyof Christianity in Yoruba land, Liturgical Music of the Early Yoruba church,
Tradg:stonal Yoruba Chant and Song, Traditional Yoruba Drumming and Dance, Choral Music,
TheNative Air, Yoruba Hymnody, Nigerian Art Music.

2.2.1 Advent of Christianity in Yoruba land
Christianity came into Nigeria through the coastal towns of Lagos and Badagry.
Abéokuta, the headquarters of the Egba kingdom, also experienced a high level of early
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Christian Missionary activities. However, the return of former slaves from Sierra Leone to
Lagos made it the hub of missionary and colonial activities (Ajayi 2001). Omoyajowo (1975)
dates the beginning of missionary actitivities to the 1840’s when Thomas Birch-Freeman of
the Methodist Mission came to establish a congregation in Badagry. This move was
stimulated by the enthusiasm of liberated slaves of Yoruba origin in Sierra Leone who wanted
to return to their home land. According to Buah (1996) Henry Townsend, C.A Golmer «ad
Samuel Ajayi-Crowther arrived in Abéokuta in 1844 as a follow-up to an earlier visit vy
Townsend.

Lagos received a large number of Christian missionaries and the ciiarch ™ reveloped
rapidly in subsequent years. Parishes were established at various parts ¢fthe cty. On the
Island, at St. Paul’s, Breadfruit; St. John’s, Argldya; Holy Trinity, Exxiionro; wnd St. Peter’s,
Ita-F4ji. On the mainland, St. Jude’s, Ebute-Metta became as#ajor \arish. These parishes
served as the nuclei of christian Missionary enterprise (Gbadindsi 1975). Lynn (1967)
reported that Mission schools were also established and they became centres of the
development of Western music in Yorubaland. Sh{ exp'ained that the Sierra Leonean (the
Saros) and the Brazilian emigrants were the init:Gi cangraaations of the new churches. While
the Saros, with their Sierra Leonean backgrour i of En ylish liberal education were employed
as teachers in the mission schools and & civil servants in the colonial administration; the
Brazilians, most of whom were uned:cateu; vere employed as construction workers.

Thus, from the accounts of<3ua.(1996) missionary activities of the Church Missionary
Society (CMS) in Yoruba land swited formally in Abéokuta in 1846. These activities were
later to be expanded to Lageasi" 2251, Ibadan in 1853 and Qy¢ in 1856. The Baptist mission
later came in to Abi:oku a 1830 and later set up the headquarters of their mission in
Ogbomosd (Qmérajowd 2295). According to Ekechi (1972) the Catholic mission came into
Lagos in 1868 «nd a.20 AGéokuta in 1880.

227 Liturgical Music of the early Yoruba church

Adecaii (2002) referred to liturgical music as music used in Christian service or for
vaarshiip, In the same vein, LOko (2011:71) defined liturgical music as “music which forms an
integ al part of the order of worship”. Jones (1976:1) noted the predicament of the early
European missionaries in deciding what would constitute the liturgical music of the early
churches founded on the African soil. The pertinent question the missionaries had to answer

in this context was; ‘What songs were the African converts to sing in church?’” According to
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Vidal (1986) both the Anglican and the Methodist churches introduced the forms of liturgical

music used for divine services in Europe to their Yoruba congregations. He observed that

...the Liturgy of the services consist of, among other things,
the Introit, Versicles and Responses, the chanting of the Psalms
and Canticles, the recitation of the collects and prayers and the
singing of hymns. Anglican chants, such as those contained in the
Old Chant Book, the New Cathedral Psalter, the parish psalter with
chants and the Irish chant book, featured prominently in the order
of divine services. The chants were used for the singing of Psalms
and Canticles appropriate for the day. (Vidal, 1986:76)

In his description of the liturgical music introduced by the missiynaries he further
explained that

The Versicles and Responses, which consist gfthe 1:5tal
forms for festival Sundays and the ferial forms®for/Gilinary
Sundays, were taken from a section of the Old Chant ook, The
music of this section like that of the chants is perfo.med in four
part harmony (S.A.T.B.) and often calls fo# an undersianding of
European harmonic concepts and intonatior.,Furopean harmonic
musical instruments like the pipe orges ail theyharmonium were
imported and used in the churches [0 accoiapany chanting and
singing and to aid in the cultivation anc deve!spment of a Western
tonal system.”(Vidal, 1986:76)

2.2.3 Traditional Yorrud.chant arid Song

Euba (1977) defined Nigarian treditional music as the class of music practised in
Nigeria before it came un| er Furopsan influence. Yoruba traditional music is commonly
realized as a combination of sineing and instrument playing. However, it does sometimes
feature the exclusive uc: of inusical instruments or unaccompanied singing. He further
explained that ging’2y in Yoruba traditional music may be realized in clearly defined melodic
patterns, or in ) styi¢ which is mid-way between singing and speaking, regarded as
‘heightencd speec.., ‘speech-song’ or chant. Apart from its repetitiveness and limited range
of melou s, orie other characteristic of chants is their non metric rhythm (Euba 1977:2). The
VorunA therefore, make a clear distinction between singing, Orin Kiko, and chanting such as
Rar.,Sisun. Euba (1977:1) identifies variety of traditional Yoruba vocal music as solo singing,
Jhatal singing in unison, choral singing in two or more parts, and singing in which solo and
chorus alternate, commonly referred to as the call-and-response technique. He further

explained that in the call-and-response type of vocal music, the soloist’s part usually has
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variety in text or melody or both while the chorus part consists of a simple phrase which is
repeated with little change.

According to Adéleke (2008), the Yoruba have a wide body of traditional vocal music
types which comprises a variety of chants, poems and songs which are used in various area of
Yoruba musical life. Each of these genres is intoned in peculiar ways that enable the
experienced listeners to recognize each of them by name and function, within the cultusal
context of performance (Adéléké 2008). The Macmillan English dictionary (2007) defines a
chant as ‘a piece of religious music sung using a very limited range of notes or i ausisaf uiis
type’. Randel (1986) also defines chant as ‘to sing a single pitch or limite<"tmge Hf pitches
repetitively’. Euba (1977) simply refers to chant as heightened speech, cispeec1-song. He
identifies some of its key characteristics as repetitiveness and limited" ‘ag2,.0f 1i:elody, as well
as non metric rhythm. Adéléké (2008) identified some Yortséachar. types namely, ljala,
Rara, Esa or Iwi, Sangé Pipe, Irémojé, Ekim Iyawé, and Tyéré i

Apart from chants, Euba (1977) identified other Yorucd vocal category as songs in
which there are clearly defined melodic patterns. Su¢a Yaruba songs have lyrical and tuneful
melodies that are rhythmically metrical. These£uiign arcaemployed in the various religious,
socio-cultural and political life of the Yoruba. “Again, | Adélékeé (2008) in discussing lyéré Ifa
(an oral poetic chant genre of the Yoru 4) also 1aentified the song typologies in Yoruba
music. These he enumerated as Oritt Ajot.ia, Orin AlS, Orin Tbeji, Orin Okl, Orin Omodé,
others are, Orin Efg, Orin Is¢, Orin Caka, Orin Osélii, Orin Irejii, Orin Igbafé. Orin Ifg, Orin
Ipolowé Qja and so on. Sorg waich also serve the purpose of ritual, ceremonial and folk
music making are tuneful, n.a*sic s and lyrical.

Omojola (1995} note 1 thatthe two categories of pre-colonial Yorubé traditional music
are religious and sccular. va religious use, music is employed in the rites of the various Yoruba
deities such as"Jang % (defty of thunder), Ogun (deity of iron), Obatala (deity of creation) and
Orurimila Waity ¢f wisdom and divination). Qmojola continued by saying that such music
may k2 peiformed for ritual purposes, exclusively at the shrines of the deities or may
ac{umnan wother aspects of religious festivals which take place within the larger community.

Zoruba vocal music is commonly performed with instrumental accompaniment
com, rising drums and other percussion instruments. The Yoruba had already encountered
Isiam before the advent of Christianity (Ojo, 1966: 186). However, Omdjola observed that
pre-colonial influences on Yoruba musical life were either too minimal, or not different
enough in principle from Yoruba musical tradition, to precipitate a fundamental change or

initiate a new idiom. Omojola therefore, concluded that in recorded history, the first
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fundamental change to Yoruba musical life came from European musical influences through
the church.

2.2.4 Traditional Yoruba Drumming and Dance

Drumming is fundamental to Yoruba traditional music and the key practitioners of this
tradition belong to the Ayan family which is a lineage of drummers, believed to hdye
descended from the mythical Ayanagalu, the progenitor of all Yoruba drummers (Samuer,
2009). Ayan plays a central role in the rituals of all the Yoruba divinities. As wa..poimtad Gut
earlier, each of these divinities has its own dedicated songs, rhythmsstnd dcice steps
(Adégbité, 1988:15). According to Omibiyi-Obidike (2002) ‘the role of thewYorut 1 traditional
musician goes beyond that of mere performance on an instrument anc 1.¢'tdes .nat of a social
critic, historian and commentator, chronicling contemporary™ivent.” in the community’
Omibiyi-Obidike (2002:6). This assertion by Omibiyi-Obidike czuersi ores the important role
of musicians in traditional Yoruba society.

Yoruba traditional drums such as Dundun an’:, Ba*i are often played as instrumental
ensembles alone or as ensembles to accompany.~ucd!. mesic. Within the drum ensemble, it is
the large drum piece referred to as lya ilu ofter. nlayed by the chief or master drummer that is
saddled with the responsibility of reciing text and communicating information whose
principal repertory material is derives fruiv ral poetry. Such oral resource materials could be
derived from the chant, poetry oi"sor.z repertories of Yoruba vocal music (Euba, 1990). He
explained that in fulfilling bis rowas as social critic, historian and commentator, the Yoruba
drummer engages the talking«='7unas a speech surrogate, rendring texts of proverbs, historical
accounts and wise say ags, s we:i as other elements of oral literature. In addition, he plays the
melody of songs.<ience, uaing the drums not only as rhythm instruments but also as melodic
instruments. \Maa. 20 £1995) demonstrates the vastness of Yoruba drum melodies that
emanate fivm, tex s of proverbs, historical accounts and wise sayings in his compilation titled
Ayan dkéwndfiliisorg. He noted that most of the drum melodies in the book are of the AABA
formmand Turther demonstrates that almost any Yoruba proverb, wise saying or other texts
iwam arubd oral tradition could be rendered in this form.

Yoruba deities usually have specific instrumental ensembles as well as dedicated
rmythms and dance steps (Adégbité, 1988). According to Sadoh (2004), dance accompanies
almost every aspect of music making in African societies. In the same vein, Chernoff

commented thus on how the average African respondes to music;
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If you play a recording of American jazz for an
African friend, even though all the formal characteristics of
African music are there, he may say, as he sits fidgeting in
his chair, “What are we supposed to do with this?” He is
expressing perhaps the most fundamental aesthetic in
Africa: without participation, there is no meaning. When
you ask an African friend whether or not he “understands”
a certain type of music, he will say yes if he knows the
dance that goes with it (Chernoff, 1979:23)

Further to these, Nketia (1974) asserted that even though contemplative mus:c, viich'is
not associated with dance could be observed in some traditional rites, the mxeieal pr. ctice that
is integrated with dance is much more prevalent in Africa. To the African, caunds however
pleasant are meaningless if they do not offer the experience of moven 2rewSado. (2004) in
analysing Sowandé’s organ music concluded that Séwandé knewstaat in Hrder for him to truly
communicate with his audience in Nigeria and Africa he had to \acorpc -ate the element of
dance even in his organ pieces.

To this end, Euba noted that:

The ties between the new &iuh rawsic and Yoruba
traditional culture are strengthene 1 by th\ accompaniment of
the music with dance movements:, The/ew Yoruba church
music is structured in a way t. at makes 1t danceable and people
who perform or listen teethis music are seldom able to resist
moving physically to it Euba, 1292:48)

2.2.5 Choral Music

Choral music is a vowa'syer e, Young (2004) defined it as music sung by a group of
people, using two ordnor/ _sing<is to perform each musical line. Randel (1986:160) in his
definition says it/5 “musicito be sung by a chorus or choir (that is, with more than one singer
for each part) “vith >r without accompaniment”. Randel (1986) further explained that there
exist all fcmale thoirs which usually consist of three parts namely, first soprano, second
soprara anhalto. The four parts commonly found in all male choirs are first tenor, second
terupfirsihass and second bass. Although, the terms choir and chorus are sometimes found
wbe csed interchangeably, choir generally denotes a group of trained singers that leads the
singig in a church or school, while chorus more directly refers to a large group of trained
simgers involved with singing in dramatic works such as Operas, operettas, oratorios and

cantatas.
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Young (2004) noted that the gregorian chants of the medieval times provide the earliest
records of annotated group singing in Western Europe. In the Middle Ages, the practice of
organum with multiple melodic parts became prevalent. The technique further developed into
clausulae, conductus and motet, which became the predominant Renaissance form. The
Renaissance marked the ascendancy of sacred choral music in Western Europe. All the
above-mentioned genres of choral music were mostly a Capella that is, music withaut
instrumental accompaniment. It was not until the Baroque period that choral music was
generally supported by instrumental accompaniment. The polyphonic style ¢: venal and
instrumental music reached its zenith during the Baroque period in the harcgwaf C + Handel
and J.S Bach. However, composers of the Classical period in the late 1cth ceniury became
fascinated with the new possibilities of the symphony and other “nisesmenial music, and
generally neglected choral music. In the 19" century, sacred mseic esciped from the church
and leaped unto the concert stages, producing large sacredywori s that were regarded
unsuitable for church use. In the 20" century, choral musicy like other genres of music,
underwent a period of experimentation and developn< nt. ~he foregoing discussion reveals the
history and development of Western choral musi<.

According to Machlis and Forney (1999). even tl ough complex genres of choral music
are usually attributed to Western cultures, other non Western cultures are known to practise
group singing in one form or the #ther,*.2 accompany manual labour, to express joy or
sadness, or to celebrate traditionul retigious festivals or rituals. Herbst (2003) discusses new
traditional choral compositiens based on the combination of African and the Western music
elements originating from vasiCus African cultures. These include Ghanaian choral anthems,
the Igbo Abu from N geri._nyeioo za kwaya of the Swahili, tsinyimbo tsia nyasaye of the
Luhya and the Seuth Afiizan makwaya. They are all hymn-based choral compositions that
‘sound’ primar.'y V. zsteril, but with a distinct voice leading treatment and choices of chord

progressior.athat | 2flect traditional influences.

Nkatia (2994) in discussing typology of contemporary Ghanaian choral music identifies

five 120dels upon which the Ghanaian choral music tradition developed. These are:

e The Choral Anthem model which he referred to as the Amu model, a model based on
an adaptation of formal types of traditional music, set in the usual SATB (soprano, alto, tenor
bass) framework of contemporary choral music,

e Yaa Amponsa (Highlife) Model of choral music based on or derived from popular

songs,
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e Later Highlife Models which developed from a number of standardised melodic and
harmonic forms as well as rhythmic usages derived from Caribbean and African American
practices

¢ Institutional Models based on Western hymns and songs sung in translations which

often distort the speech tones and rhythms of the text.

On the Nigerian scene, Ekwueme’s work (1972) can be regarded as the first czancans
work on Igbo choral music. First, he revealed the structure and form of Igbo ¢ -eaal muuic,
which he identified as group singing in antiphonal style. Through an analvsis " musical
examples he enunciated theories governing Igbo musical practict:, such as scales,
characteristics of melodic contours, the use of horizontal harmoniefand deca<nding scales,
which are generally heptatonic. Ekwueme’s thesis provides a parallel s wuy to this study in its

dealing with Igbo choral music.

Agu (1984) undertook a study of indigenous.<noral mucic in African worship, based
on the Youth Fellowship songs in the Niger Diocese ¢i/vigeria and pointed out the influence
of tonal inflection of the text on the melody ¢ f the cang tunes. Herbst (2003) analysed the
form and stylistic features of the neo-African w.itten/_omposition and categorised native air
as one of Africa’s new traditional charal ‘:ompositions. He noted that musical and textual
themes of the native airs are based«n traditicral choral music styles and folk songs of Africa
resulting in a choral genre basid on tiz composers’ attempt to fuse traditional music with

Western choral idioms.

In Yorub4 tradit.ana! »:acai music, evidence abounds among the Ijésa, who are noted for
multiple pitch lints in.therisinging. Euba (1989) identified two idioms of traditional Yoruba
choral singing v:hiciheseferred to as the Qyo idiom and the non-Qy¢é idiom. Euba explained
that the Oyowidion is characterised by unisonal choral singing; predominance of drumming
over ¢ther \astruments; a tendency to employ an all-drum ensemble and a high degree of
tal Wgmaa musical instruments. The non-Qy¢é idiom on the other hand, is exemplified by
rilti-part choral singing; a greater variety in the types of musical instruments; no particular
prefe 'ence for all-drum ensembles and less use of musical instruments for talking. He further
asserted that the Qy¢ idiom is found in central Yorubéland, in such places as Qyo, Osogbo,
Ibadan, Ede, Ogbomdso, Iwé and Ikirun, while the non-Qy¢ tradition is found in Egbado,
fjeba, Ond6, Owo and Okitipupa.
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Burton (1863) cited in Vidal (2002) reported that in August, 1861, 300 boys of the
Mission Schools led by their missionaries sang the British national anthem during the
ceremonies ceding Lagos to the British Crown. He suggested that this might have been the
formation of the first European choir on the Nigerian soil. In fact, one of the earliest trained
Yoruba Bishops, Bishop Adolphus Williamson Howells, advocated the setting up of a central
body to look after the interests of church music throughout the Diocese of Western Equato.:al
Africa (Vidal, 1986). Vidal asserted that “Sacred and solemn music had resu.ied 1n
conversion where preaching had failed.” This central body was given the resgansiaility of
training choirs to sing European hymns “with expressions”. Howells later #oainded he Lagos
musical society which has as its object, “The improvement of music in gcheral a id choral in

particular and the performance of music on a higher scale.”

In most Christian congregations, the art of music maki. 2 is ucyaiy led by the church
choir. Ekwueme (1993) asserted that the activities of church cheiss are usually directed by
church musicians referred to as choirmasters and orga‘ists. This study is therefore positioned
around the choir which is the custodian of the moda.ana he literary instrument of operation of
church music. An understanding of this fa t bring: into focus the centrality of choral

phenomenon to this study.

2.2.6 Yoruba Hymnody

Yoruba traditional religious yulture and Christianity have at least one thing in common:
both make good use of moaC (v'uba 1992:46); hence, the early missionaries used music
effectively to promot’ Ch istiaivity in Yorubéland (Euba 1989:16). In early colonial times,
only European [Mwrgicaiymusic was employed during worship Vidal (1986) Omgjola
(2001:81). At ae ecrly £aage of Christianity among the Yoruba, Christian music consisted
mainly of“¢inaing European hymn tunes to texts translated into Yoruba. This, however,
constitttea », linguistic problem since as already pointed out in this study; Yoruba is a tone
lartieage 1which the meanings of words are affected by the melody to which such words are
sang. o traditional Yoruba culture, the melodies of songs maintain tonal integrity with the
tonai ty of the text (Euba, 1992).

This problem was not limited to Yoruba Christian music, as many other African
languages are tonal. Jones (1976:17) reported similar problems in Southern Africa when he

“became aware of the natural accentuation, in ordinary speech, of African vernaculars, and
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that this accentuation made it impossible to use European hymn tunes while still preserving
the natural stresses of African words”. This phenomenon is of significance to this study
considering the fact that the question of appropriate tonal inflexion is of prime importance to

African vocal music.

According to Hair (1967), the earliest known attempt to record Yorubd music in“psint
was made by Henry Townsend in his 1842 contribution of a brief vocabulary aric nisma?
personal names with their meanings, three proverbs, two texts of about six senteras.eachand
a song with the words and tune supplied. Yoruba hymnody developed as a reactior. 2t Yoruba
clergymen, choirmasters and congregations to the translation of Europtan hyn a texts into
Yoruba words meant to be sung to the original European hymn tunga, The resronse to these
linguistic and other cultural problems led to attempts at Africanizing Yarioa church music by
such pioneers as Rev. James White, Rev. Cannon J.J Ransom 0t “aid /1.K. Ajisafé¢. Others
include Mdjola Agbébi, Abdyadé-Cole and Dr. T.K.E. Philiins. Wiese early pioneers were
followed by Rev. Dr. A.T. Ola Oludé, G.P. Dopemu<Chief Dayg Dédeké, Chief J.O. Ajibola
and several others. According to Jones (1976).2nd . laja-Brown (1995), Yoruba church
musicians started composing original tunes to Y oruba tvmns from around 1902.

Hair (1967) however, reported thegactiviticas®’ Rev. James White, a Sierra Leonean
clergy man who encouraged his Qta @andi2gation to compose Yoruba songs. He printed a
collection of these songs in 1861.+ 1 ationalistic tendencies had started manifesting within the
church with the emergence of indapende. Native African churches towards the last decade of
the 19" century. By the (tarl\x.20" “century, these African churches gave church music an
African flavour by these of Afrizan drums, which hitherto had been banned in the orthodox
churches (Vidal:2052). v aditional melodies referred to as ‘native airs’, with characteristics of
ethnic melodies, watame, the new musical idiom of Christian worship. Olaniyan (2001)
observed that naive aw's evolved as a result of increased cultural awareness among Yoruba
christian onveric-which gave them a new sense of identity. These ‘native airs’, which
replaced the “Znglish airs’ of the orthodox churches derived from ritual and ceremonial
melcies, Tolk songs and new musical compositions by an emerging group of African
composers (Vidal 2002). The native airs therefore, became the substitute hymns for liturgical

ursoses in Yorubé churches.
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2.2.7 Nigerian Art Music

According to Nketia (2004), art music refers to music designed for concentrated
listening or presentation as ‘concert’ music; that is, music in which expression of feeling is
combined with a high level of craftsmanship and a sense of beauty. Euba (1977) pointed out
that Nigerian art music has the same patterns as similar music in the Western worlda:,He
defines it as music composed for performance in a concert hall by a body of trained ri. 'siimas
before an audience, who by mutual understanding is specifically excluded froi “waining the
performance. Omojola (1987) refers to Nigeria art musicians as those trained in for/nal local
and overseas institutions, who compose music patterned not only along ¢ uropea . music, but
also in combination with African musical elements. He says the objeative o1 th<se musicians
is to “create a modern tradition of Nigerian art music through a fusién of European and
African musical elements” (Omgjola, 1995:5). Omgjola fu.ther canlained that during the
colonial era, the efforts of these musicians focussed on proniating eationalism. Subsequently
in the immediate post-colonial period, it became a2‘means of ieinforcing and imposing a

national identity in their musical works.

Africans appreciate music more when it iy func’ional and contextual. “Meaning is the
basis for appreciation” (Mokwunyei 2001;,. Any music that therefore has no meaning to the
Nigerian is not appreciated by the<wdience und is thus unacceptable. Hence, a Nigerian art

(13

music composer needs to make hismusic relevant to his “...native audience without
necessarily compromising a‘ustic goalities expected in a work conceived within the idiom of

art music” (Omogjola 1995

Church mutic is regarded historically as the bedrock of modern Nigerian musical
practises (Omg,nla:1995.28). Apart from its use in church services, European liturgical and
classical rivanic wore also performed on special occasions in missionary schools and it later
migratad tchother schools and town halls. Hence, the Nigerian art music tradition evolved
frethe o2 of music within strict liturgical contexts to the concert stage within the secular
eavironment (Lynn, 1967). One major aspect of this development was the popular Coker
conc rts of the late 19™ century (Vidal 2002, Omgjola 2001, Echeruo 1977, Lynn 1967).

The importance of Phillips as a pioneer practitioner and teacher of Nigerian art music is
reflected in Omibiyi-Obidike’s (1979) comment that Phillips “...not only taught most of the

younger generations, but also became a model after which they fashioned their lives as
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musicians” (Omibiyi-Obidike, 1979:23). The fact that Phillips was involved in the initial
training of many prominent composers such as Feld Sowandé, Ayo Bankolé and Samuel
Akpabot is attested to by Omojola (1995). Ekwueme (1983) summed up the above by
regarding Phillips as “the pioneer composer, choirmaster and organist who influenced greatly
the course of development of art music in Nigeria.” In view of the foregoing, Omibiyi (1979)

called Phillips “the father of Nigerian church music”.

Ekwueme (1999) highlighted problems faced by composers of African ¢ aral music.
According to Ekwueme, the problems include those of language, form, style_idio.2¢ content,
structure, theory, purpose, audience and aesthetics. Through an analysis €= select.d works, he
then attempted an outline of the techniques adopted by some of the mast success”al composers
of African choral music in tackling the problem of composing_for 1»edern audiences. The
stylistic features of antiphony, tonality, ostinato, harmony, vocal izaticn, augmentation and
diminution among others, were enumerated as compositional .ngrecicnts for choral music that

may truly be called African, and yet meet the musical<astes of an international world.

The features of African music which schblars Love identified in the works of Nigerian
art music composers as highlighted by Omojorn.(192/, 1995) provide a general theoretical
model for the structural analysis of this'study. These features include poly-rhythmic and
multimetre textures; melo-rhythmi<. lines vihich lack a consistent metric motion; strong
percussive textures; call and reanonse vad improvisatory — like forms; principles of constant
variation; unchanging tonalues; haimonies which in their modal and heterophonic qualities
are Nigerian inspired; /2armonic /orocedures which take into consideration the linguistic
demands of text; the acaniauen, of Nigerian melodic and rhythmic motifs; the use of melodic
patterns which fC'low® the ‘contour of texts; the use of Nigerian traditional instruments; the
evocation of tho, muitiiedia concept of traditional Nigerian music (dance, drama, poetry,
scenery,acoswwme. atc); the evocation of Highlife textures. These features seem rather
inexhaustive,thut it is believed that they will become useful parameters for both the analysis

anu disuas on within this study.
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2.3 Conclusion
This chapter articulated the theory of intercultural music and reviewed the relevant
literature to the study. The review revealed a gap in the documentation of the history of the

YNA tradition and analysis of the works of its prominent composers.
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CHAPTER THREE
RESEARCH METHODOLOGY

3.0 Introduction

The previous chapter discussed the theoretical framework foregrounding this study. It
also contained a review of literature which provides the necessary background informadion
about the topic of research. This chapter explains the process by which information or0rusd
native airs in Christian liturgy was collected, and analysed.

3.1 Study Population

The population for this study comprised those who were ger -watlv invisived with the
composition and usage of the YNA in Christian worship.Thes:<include composers,
choirmasters, organists, veteran choristers, clergymen, elderly ¢hiichijen and women. It also
includes family members and associates of the native air campodsers. They were found in

southwestern Nigerian cities including Lagos, Ibadan{Abéskta, 11¢-1fe, [jebu-Ode and Ilésha.

3.2 Sampling Procedure

It would be practically impossibi to cover“ail the resource persons available for this
study. Therefore, purposive sampling; et d was adopted for this study. Published works of
Yorub& native air composers and/dicir music manuscripts served as the basis for identifying
and selecting the composers_wriase lives and works provided information for studying the
tradition. The publication ¢ndsmmauscripts of each composer were used to categorise their
works. A number of t“e cemposats and key informants were interviewed using the identified

categories.

3.3 Rasearch Design

The ttudy used ethnomusicological research design. Omibiyi-Obidike (1999) prescribed
the..oretiald, “field and post-field stages as viable procedures in carrying out an
«thnoausicological research. This study therefore utilized these three stages in the research
proc dure for investigating the life and works of three prominent YNA composers in christian
nigy. Hence, the adopting of these three stages in the resarch procedure for investigating
the life and works of three prominent YNA composers in christian liturgy. Historical records
and interviews were utilised for data gathering. The historical method entailed an in-depth

library search for available materials pertaining to the origin and development of Yorubéa
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native air genre. This was complemented by interview with Popoola Dopemu, the only
composer that is still alive out the three composers upon which this study is focussed. In
addition, relatives, associates and former colleagues of deceased composers also provided
useful information. It is also noteworthy that the researcher was for about a decade (1979-
1989) a member of the Christ Apostolic Church, Yaba, Lagos choir that rehearsed and
performed YNAs with Dopemu as the Choirmaster and Chief organist. Although the
encounter during that time was not in the role of a music researcher, however, many y»ars ui
tutelage as a choir member as well as trainee church organist under the dii>Ciweuship of
Dopému, has translated into a unique opportunity and experiential kreie'adge that has
provided insight even though, retrospectively, into some of the key criracteristics of the
tradition. Hence, the unique insights provided by the retrospection Ui"an acuve participant

within the tradition also constituted an invaluable knowledge-base:

3.3.1 Pre-Field

Before going to the field, appropriate libra:y search wads carried out to enable the
researcher get familiar with relevant studies and.nubi.ations of scholars in relation to the
study. Both archives and libraries of theologica seminc sies and tertiary institutions, especially
those with music departments, were chgsen as @awices of secondary data. This helped to
provide background study on the histemysai the church in relations to music. Relevant books,
journals, reports, bulletins, newsraar, magazines, theses and other related materials were
sourced for through visits to Kerizaeth Divn Library in the University of Ibadan. The researcher
also visited Institute of A rican,Sicdies Library and Library of Department of Religion
Studies, both in the WWnv rsity of Ibadan. In addition, the researcher visited the personal
library of late Biskop A colu Adegbola at Bodija Ibadan. The review of various literatures
that the resarcher aine accross in these libraries revealed areas in which there were gap in
knowledge.that ti e stuuy needed to focus upon.

acording equipment in form of a portable tape recorder, a still camera, and
noteboory were put together as part of preparation for field-trips. Some gifts were prepared as
‘okeirnto encourage and appreciate the cooperation of respondents. The internet proved useful
as 1oorovided access to information in form of e-jounals, related websites and various other
.2!G. Pre-field preparation also included the drafting of an open-ended questionnaire. [See
Appendix VIII for sample]. The questionaire was used to raise issues during interviews with

Dopemu, former associates of the three fronline YNA composers, former choir members and
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the family members of the three composers. Finally, contacts were made to arrange meetings

with all prospective key-informants.

3.3.2 Field Work
Ethnographic methods were adopted for the collection of data during field work.
These were key-informant techniques, in-depth-interviews, and life histories on case stuu’as
which focused on the biographies of Olude, Dedeke and Dopemu in order to gain insigat Inw

their lives and musical activities. The focus group discussion (FGD) method was ¢ 'su atilised.

3.3.21 Key Informant Technique

Information was gathered from individuals who workezwin clc ‘e contact with Olude
Dedeke and Dopemu as their music associates. Some of. thesa”ind viduals had first hand
experience of YNAs through their participation as choir meniiars under the tutelage of the
three composers. For instance, Mr. S¢ye Oludé, M. Ecbewumi and Dr. Tandé Adégbola,
gave vital information on Rev. A.T. Qla Oludé #winin P1af, Tanji Vidal supplied information
on Dopemu and the influence of J.J. Ransome-F !ti on 1 1e native air tradition. Concerning the
information gathered about Dayo Dedeke . his daugnter Mrs Yemi Olanrewaju (Director of
Arts and Culture, Ogun state Council#ior ~. z.and Culture) was interviewed at Abeokuta. Also
at Abeokuta, Mrs Adetutu Olorudisoy» nee Adenuga also granted an interview and provided
very useful material in the farm »f her National Certificate of Education project report on
Dayo Dedeke which came cateti o “uli personal interview she conducted with Dayo Dedeke in
1983.

3.3.2.2 Irierviaws

[i%enth interviews were conducted with composers like G.P. Dopeému and Dr
Oluyemi Claniyan. Open-ended questions fielded during the interviews were structured to
columarea, such as full name, date of birth, family and educational background, musical
uaining, their music teachers and those who mentored them. Other questions covered areas
such; as occupation, musical activities, structure of music, specific areas of musical interest
anu contribution, specific views held, protegées, and so forth.

During the interview sessions, G.P. Dopemu was magnanimous in making available
some manuscripts of his compositions. Similar materials were also gathered from family

members and fomer associates of Olude and Dedeke who were already late during the
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fieldwork of this research. Such materials include photographs, old diaries, music
publications, manuscripts of music scores, and old music performance programmes. In
addition, funeral and memorial pamphlets of the two late composers also provided information
from which biographical details of deceased composers were extracted. These materials were
collected and photocopied to facilitate the analytical discussion of this study. In addition,
several hand-written manuscripts, pamphlets, order of services and published song books waat
contain the works of these composers were collected.

3.3.2.3 Focus Group Discussion

Four Focus group discussions were conducted to gather ‘rivarmation on Yoruba
native airs in general and also on the three specific composers«=aese " ‘iclude Christ Apostic
Church Yaba, Lagos were participants in the discussions includad, chioir members, members
of congregations where native airs were popularly used, and ste oid members of the clergy.
Another Focus Group Discussion was conducted ¢ zith#Rev.Oludé’s family at Mr. G. A.
Paulissen’s house, Bodija, Ibadan. Those presert acthe ©'GD were Mrs. E.I. Sérinmadé, nee
Oludé, Dr. (Mrs) M. A. Orébanjo, nee Olddc, Mr.G  A. Paulisson, and Mr. Seye Olddé.
Another FGD was conducted with some'ald Choir members of Methodist church Elekuro,
Ibadan led by their choirmaster, Mr. g ewumi with Mr. Christopher Ayodele also in
attendance. A discussion guide “vas prepared to which the participants responded. All these
were recorded with a functienal woe recorder. The FGD focused on the, music and YNA as
championed by the three cc.aCsc s understudied in this work. The researcher moderated the
discussions ensuring t:at ¢ scussunts aired their views freely without being dominated by any

person.

3.3.2:%\ ife Histories and Biographies
Tirp, ethnological method was also used to provide intimate and socio-cultural
porimits Gothe native air composers. The biographies of the composers revealed details that
cut aciass their family and educational background, vocational and professional life, musical
train ng, activities and influence. The discussions also revealed the social, cultural and musical

aynamics of the Yoruba native air liturgical tradition.
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3.4  Method of Data Analysis
Data collected from the field were subjected to deskwork at different stages. This
included transcription, translation, collation, categorisation of scores, as well as structural and

textual analysis.

3.5  Transcription

Transcription was done at two levels. First, information collected frGia Key
informants and those interviewed were transcribed from audio tapes into text., n&3nonses
were sorted, grouped and analysed. Second, manuscripts mostly in the forp?¢ising e melody
solfa notation and texts were transcribed into staff notation. Manuscripts 1.ysolfa | otation and
texts from G.P. Dopému in four-part harmony were also transcribea ricesstafi“notation. The
transcription of music manuscripts obtained during the field wesiwinto" ‘andard staff notation
was carried out through the use of Sibelius 6, music writing sovsare. The music scores were
collated and classified according to litugical themes. Samp’2 scores were evaluated and
selected from the categories that emerged for analysi¢

3.6 Analysis

Selected music from published composiuons of the three YNA composers was
subjected to thematic, structural andsexwue yanalysis. These liturgical works were composed
between 1920 and 1980, being<the zoncurrent period within which the three composers
composed actively and sush ‘campositions were popularly used by the choirs and
congregations with whom tisy#veked. Texts of YNA compositions were analysed according
to their liturgical theties /ind faiictions. Structural analysis of selected YNAs of the three
composers were 41s0_cai.ied out based on musical elements of form and structure, scale
patterns, set keys, ni lodi< ranges, speech-tone pattern in the melodies of YNAs, and the
harmonic “guincip’es of Oludé, Dédeké and Dopému. In addition, analysis of their
compesitio.al technique was carried out according to the sources of text and melodies utilized
indiamnosing their YNAs. The Yoruba texts were also translated into English in order to

Lravitaaccess to non-speakers of Yoruba.

3.1 Problems of Data Collection
A number of the methodological challenges were experienced in the course of the field
work for this study. Firstly, the demise of YNA practitioners who would have served as

potential informants posed a challenge in sourcing for information. Secondly, there were
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challenges related to geriatric issues. Due to the fact that many of the informants were
advanced in age, there were therefore, instances where some of them showed signs of senior
moments®. Some of the informants also had difficulty in locating old archival materials like
photographs, music manuscripts, programme notes and pamphlets. In addition to these, there
were also cases of narrative overlaps, mix-up of historical facts and data of people, places and
events. In order to overcome this, the researcher had to corroborate as well as verify faats
from several sources such as consultation with several secondary informants.

Thirdly, the absence of audio-visual recordings of YNA performances I.. uiigof e
challenges encountered in the course of the study. This is probably due to the®iact ti at a lot of
the compositions were meant for church services which were regulai,week y liturgical
occurrences. Therefore, the thought of recording the YNAs at the tin:2 Chtheirpopular use in
Yoruba churches was not considered a priority. Moreover, the#gordii j technology was not

easily accessible or as advanced as it is today.

Finally, the relocation of people to different plates over tinie, made the organization of
Focus-Group-Discussions somewhat challenging..The  :esearcher had to resort to repeated
visits and made several attempts in order tc gather the discussants for the Focus-Group

discussion.

3.8 Conclusion
The foregoing reveals“how tha information needed in this study were collected
through oral interviews wiia the.natve air composers and their associates. The information

obtained were collated<inc analysad as presented in subsequent chapters.
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CHAPTER FOUR

THE ORIGIN AND DEVELOPMENT OF YORUBA NATIVE AIRS
IN CHRISTIAN LITURGY

4.0 Introduction

The last chapter discussed the process by which information about YNA traditioisof
choral music in Christian liturgy was collected and analysed. This chapter focuses:ari e
evolution and development of the YNA tradition. It also highlights the contribut uia0f scne
early Yoruba church musicians, whose pioneering efforts generally influenaad thi<works of
YNA composers and in particular, the three YNA composers on whose ‘i/es ani works this

study was based.

4.1 Music in Early Yoruba Church and the Rise of Musicc',[71ssc fisraction (1840-1890)
The introduction of Christianity to Yoruba people by Euyopeali missionaries dates back

to the 1840s (Ajayi: 1965). The concentration of early missionary activities around the

coastal towns of Lagos and Badagry as well as t«zwinlaid area of Ab¢okuta involved fervent

proselytic endeavour through which the moi otheisti: concept of the Supreme Being as

revealed in the Judeo-Christian theology v(as introuaced to the Yoruba (Euba 1989)
According to Vidal (1986);

In 1841, the Viesleyan missionaries visited Badagry,
and reached At2okuta a 1846. The Church Missionaries
Society (CM3) laided later in Badagry in 1843 with Rev.
H. Townse. 4T first divine service by the CMS was held
in Abéiiita town on January 5, 1853, while the first CMS
bapticx v 2a,heid on February 5, 1848. In 1843, Rev. D.
Hihderer wisited Lagos. Between 1841 and 1902, Euro-
Charifaan religious and cultural influences swept through
the autiiern parts of Nigeria and brought with them the
Iaportation of Christian religious music from Europe
O dal 1986: 70).

Jwtoentioned earlier, the early missionaries used music effectively to promote
Caristicnity in Yorubaland; this is due to the fact that both Christianity and Yoruba traditional
relig-ons make good use of music (Euba 1989:16, 1992:46). These circumstances therefore,
provided the environment for the earliest significant form of cross-cultural musical experience
of Yoruba Christian converts. Music is an integral part of Christian worship and all music
used in Christian worship is focused on the Supreme God. Hence, one of the first challenges
faced by early missionaries was to provide music for this new church experience. The
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missionaries were able to admonish and counsel converts through interpreters but they still
had the problem of how to integrate music into worship in the early Yoruba church. The
natural solution to this problem, the missionaries felt, was to translate the texts of English
hymns to Yoruba and use the original English hymn tunes to sing these Yoruba texts.

However, two important problems manifested in this use of European music for worship
in the Yoruba congregations; to start with, the European music introduced to Yoruba conveits
as church music was both foreign and strange. It fell short of what the Yoruba converas were
familiar with as music for worship based on their experience from their traditiona.smusical
background. Secondly, the translated texts became meaningless when sung<gahese —uropean
hymn tunes. Due to the tonality of the Yoruba language, there is an“ynderl ing speech
melody in Yoruba words which determines the meaning of such wc uswA conrlict therefore
ensued between the speech melodies and the melodies of the hvzsi tune  to the extent that the
meanings of the Yoruba words were often distorted and made ati1sen ical by the application
of European melodies to the words. Mbure (1972:6) ramarked, “To save Nigerian
congregations from this sort of nonsense has been ¢ e ofsthe life-long goals of Dr. A.T. Ola
Oludé, a Nigerian Methodist Minister”.

In addition, singing Yoruba texts to Eur:nean ti nes produced a rhythmic discrepancy
which the Yoruba converts found unsuiteale. Eupa (1992) pointed out that “the rhythm of
European song is conditioned by tlie na.iral rhythm of European texts” which is quite
different from the rhythm of Yorfoa \:ords. European tunes therefore do not correspond well
with Yoruba texts.

Furthermore, the trac.##Viaiomusical background of the converts had drumming and
dancing as integral pa'fs 0 mus:C making. This was totally excluded from the type of music
which the missioraries incaduced with Christianity. In fact, drumming and dancing were not
allowed in the ‘arly Yor#wéa churches. Yet, according to Jones; “Drumming is the very heart
of African“ausic. In it are exhibited all those features of rhythmic interplay wherein African
musicedificis fundamentally from the music of the West” (1954:39). In African musical
warishdew prhythm is a fundamental element. Wilson-Dickson states that;

In Africa, daily work - in the fields, in the fishing
boats, in the kitchens — is often powered by music. The
rhythm of the music and of the work come together to make
labour a communal activity. This has obvious implications
for corporate worship (Wilson-Dickson 1992:56)

Thus, rhythm provides basis for corporate worship as the synchronizing factor which

transforms individual worship inputs into harmonic corporate body of worship.
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In consonance with the above observations, Euba (1991) and (2001) noted that
drumming is a central feature of Yoruba music. Unfortunately, drums and other percussion
instruments, by which rhythm is commonly established in Yoruba musical practices were
declared paganistic by early Christian missionaries. Hence, the heart of the African musical
worldview - rhythm - was disallowed in the early Yoruba church, on the pretext C%.its
perceived association with idol worship and relationship with paganistic practices. . oymsa
doing, European missionaries therefore, admitted the physical body of the Yoru :aawvorsriiner
but inadvertently excluded the soul.

The Yoruba converts could not fully relate with the European hymnt.and cti \nts because
they lacked the rhythmic and dance element, and so were confronteswaith a ('ifferent way of
worship which they found difficult to deal with. While solemnity anc. sooriety pervaded the
worship atmosphere of the church instituted by the early miss.anar.ccurliythmic vibrancy and
excitement were frequent features of the music used in Yo.:ba wauitional worship. To the
Yoruba, dance in religious context is an act of woiship. On tne contrary, early christian
missionaries among the Yoruba saw things differantly.”ence the atmosphere of worship in
the early Yoruba church was totally differeni from \yat to which the early converts were
accustomed. Their potential for emotional exprecsias was therefore repressed, restricted and
constrained by the European expressiens,0- worship. The Yoruba worshippers had to endure
this musical condition in which tkc found thiemselves for some decades but were naturally
poised to seek alternatives. Tiis probiam led to musical dissatisfaction among the early
Yoruba converts to Christ anitye,. Caurch men comprising clergymen, teachers, catechists,
choirmasters and orga:isi begans.o react to this dissatisfaction by providing an alternative

music that was moxz amc table o0 the Yorubéa congregations.

4.2 _Schisn inlission Churches and the Birth of Independent African Churches

(18c2-192v,

Apart fram the musical dissatisfaction experienced the early Yoruba Christian converts,
the yaneral socio-cultural environment of missionary centres presented other dimensions of
dissatisfaction with the colonial establishement. According to Vidal (1977), the socio-cultural
aironment of the centres of missionary activities particularly Lagos featured a multi-cultural
setting consisting of a number of distinct communities:

First were the missionaries and their host of converted
Christians who were emulating the new culture ... A second
group consisted of the European community itself. A third
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group was made up of the Brazilian Emancipados (usually
Roman Catholics) and the returnees from Sierra-Leone.
Members of this group resided around Lagos and Badagry.
A fourth group was the Islamic community which by 1861
numbered about eight hundred in a Lagos population of
30,000. The fifth and by far the largest group was the
traditional community made up of non-converts who still
continued to live in situations where the continuation of
traditional practices was made possible. Each community
pursued its own religious, political, social and cultural
goals. (Vidal, 1977:76)

The Saros, who had had the privilege of western education, wereiatura™y “mployed
into the civil service, mission schools and the church, while the emancigated/slaves from
Brazil with less exposure to western education were employed geriralr,“as artisans. The
Saros were already exposed to western music and had develgued :aste for Victorian concert
and theatre traditions.

Members of the indigenous community therefere saw tiiam as a privileged class to
which some of them also aspired. However, the indiginsus community also saw some of the
perceived contradictions in the lives of these/new clite. ' The Saros were neither ‘here nor
there’, aspiring as much as possible to behave at.' be I#'.e their European masters and yet were
experiencing inequality with their Eurgpea counterparts. Their expectations of promotion in
their places of work were not me In adu'tion, the European church leaders wanted the
African to abandon some of thair culwiral practices such as polygamy and traditional ritual
ceremonies. African ways @ life irjtuding dressing was accorded low esteem. All traditional
performing arts includirgysinging, irumming and dancing were seen as elements of religious
ritualistic practices.and, y.cientherefore prohibited for Yoruba converts. This dissatisfying
cultural environit entsprovided the context for the reaction of the African elite within the
church, includira Ycurba song writers who started to compose christian songs in Yoruba
styles. WAfith rogards to this development, Om¢jola commented that;

Towards the end of the century, for political,
economic and cultural reasons, the Black community in
Lagos began to question the dominance of the Europeans.
European musical activities suffered in this process and
traditional Nigerian music began to find its way into the
church and on to the concert platform (Omojola, 1995:16).

This was the state of affairs in Lagos and some of the other missionary centres which
ultimately culminated in the schism in the mission churches and later gave birth to the

Independent African Churches (IAC’s).
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Due to the situation described above, tension began to develop within various christian
denominations in the relationship between the African and European clergy. Ayandélé (1960)
observed that Africans were taught to “regard traditional customs and institutions with
abhorrence ... for the adoption of European culture was an outward sign of the inward
transformation from the pagan to the Christian life”. This tension in the relationship between
the African and European clergy led to the desire for independence among the African clergy.
Barrette commented on this desire for independence in the following words; indepeadency
reflects a rebellion against a Christianity that had become ‘over-Europeanise! \Jerreice,
1968:2). Ayégbdyin and Isola (1997) argued that:

There was a longing in the hearts of several Africar.s

to find a mode of religious expression, whish is

psychologically and sociologically satisfying. Quite -«

number of independent clergymen criticized the=2adei ‘nip

of the mission Churches who they claimed,”aut/ /5o meany

obstacles in the way of the African conveis by imrosing

on them European customs and traditions (Ay%eboyin and

isola 1997: 8).

According to Abodundé (2009: 159), ths™ v asubaichurch elite . . . were gradually
realizing themselves and the fact that they shot'd have a say in the affairs that concern them.
They decided that there was the need to t. ke responsibility for their lives both in church and

state”.

From the the accounts f the <hove scholars, it can be deduced that a general
atmosphere of discontent ( eveleneaand this led them to become more assertive in issues
relating to their cultuar Hentitvs Omojola (1995) asserted that they were becoming self
assured. The resuk”of s sen assurance was that they started to demand a more positive
approach to tradiiatial African culture from their European counterparts. This led to a
movement.in cu:tural ‘iationalism in which the Yoruba converts started to reject European
dominatice, as mia..ifested in European dressing, names and other European ways of life as
well as Esropern music.

Hence, on the 1% of October 1873, 108 Africa clerical agents and prominent church
laytien formed the “Society for the promotion of Religion and Education in Lagos”.
Ahidundé (2009) described the group as the first indigenous nationalist organisation in
Nigeria. The declared aim of this ‘nationalist organization” was

“to render the European missionaries redundant, so that the Church

Missionary Society (CMS) would have no choice but to withdraw them. They
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submitted that the European missionaries had not been working in the interest of
African independence” (Abodunde: 2009, 159)

These and other similar developments culminated in the publication of a pamphlet in
1881, advocating the establishment of an African Church. Seven years later, the first
‘African’ Church was formed - the Native Baptist Church. The founding of The Native Baptist
Church in 1888 was soon to be followed by the founding of many other independent African
churches including The United Native African Church - 1891, The African Church 1904,
The Christ Army Church - 1915 and the United African Methodist Church, Eléja - 127

The birth of independent African churches (IAC’s) was to relii'v 1 lieve the
political, social, and cultural pressures of the day; hence they ended up reg'icatin , the liturgy
and polity of mission churches in spite of their independence and au oremyv (/.yégbdyin and
Isola, 1997). However, the independence and autonomysematec (sufficient room for
fundamental changes in the music and the mode of worshin. ‘4sicii ns in these new [AC’s
now had the independence to create music that was mare in tu.,2 with the musical worldview
of the Yoruba. The brand of music that resulted fron< thissreative process formed the bedrock

of Yoruba native air tradition in Christian liturgy

4.3 Early manifestations of Yoruba Native Airs in Christian Liturgy (1890-
1930)

The earliest record of Yoruiia riysic in print was made by Henry Townsend in his 1842.
Townsend documented a briaf vezabulary and list of personal names with their meanings,
three proverbs, two texts ciwaZuu) six sentences each and a song with the words and tune
supplied (Hair 1967)<.Th _moe&< by which the tune was supplied was not specified. There
have been efforts<o indigerise church music as early as the mid 1800s. In 1861, a hymnbook
containing a ¢ llec:on 4f hymns composed in the traditional Yoruba style and sung to
traditional“anes “vas printed in Abéokuta. These hymns were composed and employed in
servicas by%a congregation in Ota, which had Rev. James White a Sierra Leonean, as Pastor
(F=2=206,°, James White encouraged his congregation to compose songs according to Yoruba
rdigenous music sensibilities. Towards the end of the century, in a letter to Moloney, the
then' Governor of Lagos, James White attested to the success of his experiment in the
fonowing words:

The Otas (a sub-ethnic group among the Yorub4)
being reported to be famous native poets and musicians and
finding a difficulty to teach the new converts to Christianity
English tunes, | asked them to compose their own hymns

35



and songs, which they did, subject to my corrections with
regard to things unscriptural, and the collection contained
in the book is the result. They are used to this day in divine
worship. There is nothing like rhyming or metre. The
hymns and songs being their own composition, they are
intelligibly sung by old and young, and | have no doubt that
the use of it has tended to deepen their devotion. (Moloney,
1889:290)

From Hair’s account, it cannot be deduced if the song documented by Townsencywas
used in church or not. However, the fact that he also documented a brief vocabul.ry. 1t of
names and their meaning and proverbs suggests that the document was no*'nece_zariy for use
in the Yoruba church. However the accounts of Rev. James White’shactirites in Ota
demonstrated that Yoruba converts had long desired to solve the probixms Sesed by the use of
European music in Christian worship in Yoruba churches. 4-urinermiore, the fact that the
translated European hymns did not fully satisfy the spirituaiyeariings of the Yoruba converts
is reflected in the accounts of Moloney to the effect that the so.as were intelligibly sung by
old and young, and that it tended to deepen their devou.an:

According to Lynn (1967), Abéokuta ser’sed asa ciudle for the development of native
entertainment in which European and Yoruba fcims of entertainments were presented side by
side in the same concert programme. Thic later influenced a similar development in Lagos.
Lynn commented on a spectacular <oncert gi:en in 1898 by the Abéokuta choral society and
conducted by Rev. Olubi of the,CMS,“n which European and Yorubéa culture came together
most spectacularly. The cotcert fecmured Handel’s “But thou didst not leave my soul in hell”
sung in Yorubd, an original comp sition “OYeK'daF ‘opé F 'Olérun”, a piece played on the
harmonium, a Yoruba ra.siation of Evangeline. Similar occasions of fascinating blend of
European and Y@ rub% culwre in entertainment took place in the late 1880s into the early
1900s. An exan nle ¢hsuch took place in 1900 at the Wesleyan Itesi church.

In <, aguspthe Ebute Metta Choral Society, under the influence of Emmanuel Séwandé
who piaved “he harmonium at the 1898 concert of the Abéokuta choral society, began to
exparinet with the blending of European and Yoruba culture in entertainment. This gives
stigng edication of the role of Abéokuta as the cradle of these intercultural activities which
later’ culminated in the birth of the YNA tradition in Christian liturgy.

The roles of Abéokuta and Lagos in the development of YNA is demonstrated by certain
key personalities from these two cities whose efforts proved to be foundational to the

achievement of the three composers whose lives and works constitue the main subject of this
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study. These key personalities include Rev. Josiah J. Ransome-Kuti, Thomas King Ekandayo

Phillips and Fela Séwandé.

4.3.1 Rev Josiah J. Ransome-Kuti (1855-1930)

Among the clergymen, teachers, catechists, choirmasters and organists that reacted to
the musical dissatisfaction of using European music in the Yorubé church was Rev. Josiainl.
Ransome-Kuti. According to Tunji Vidal, one of the key informants in this stuajs J. u.
Ransome-Kuti must be credited with being the progenitor of the YNA in Christiai icasayv. “At
the height of the activites of the Abéokuta choral society in 1898, Rev. J.J. Bamamc -Kuti was
a middle aged man. He was the son of a Yoruba drummer, who in“is chi dhood had
experienced music making with his father at various traditional festivc's.

In Yoruba traditional societies, one of the major roles of«&w2 drt ‘amer is to know and
perform the various rhythmic patterns and songs as well as the G.w¢n er semble and dance steps
of each Orisa. He assisted his father who had to drum _during %arious Orisa ceremonies. He
was therefore very much exposed to traditional Yort::a mausic as a performer and hence had a
good grasp and wide knowledge of Yoruba ritua’’suiins. 'e was introduced to Christianity by
his mother who was a Wesleyan. She handed xim ove¢ in 1864 to live with the Principal of
the Training Institute at Igbein. He wa . ordaineu Deacon in 1895 and he did a lot of
evangelical work in the form of optn-ai ervices. He was also an accomplished pianist,
harmonium player and music teacner.In addition, he was husband to Bertha, the daughter of
Rev. Olubi; conductor at the 1c¢28 concert of the Abéokuta choral society. Given this
background, he was adequaa'y e tipped to engage in the intercultural activities in which he
applied Christian text{ to 1 -aditichal Yoruba tunes in his evangelistic campaigns in the Egba
mission of the Apgtican Caurch. This was found to be a successful experiment through which
he was able tc attict riany converts to the church through his several open-air crusade
services (Edano, 1968). His contribution of 57 songs which constitutes the appendix of the
Yorubd Hymn Book Iwé Orin Mim¢ constitutes an eloquent testimony of his musical
venastilify

o».J. Ransome-Kdati was the father of Rev. I. O. Ransome-Kuti (father of Fela
Anik 1lapo-Kuti). He was the principal of Ab¢okuta Grammar School when Dédeké was a
student in the school. Inevitably, 1.0. Ransome-Kuti mentored and taught Dayo Dédeké to
play the harmonium and the drum and mentored him in music.

One other early proponent of this brand of Yoruba church music was Mdjola Agbébi, a

leader of the Native Baptist Church (Omojola 1995). Agbébi’s enthusiasm for authentic
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Yoruba music caused him to suspend the use of European Hymns for up to seven years so that
traditional music could gain ground in the church under his influence. Yet another important
personality that promoted the new brand of church music was A.K. Ajisafé, of the U.A.M.
(El¢ja), who in 1918 formed the African Church Choir with the objective of raising the
standard of African music for church use. Also significant in the movement was Abgyadé-
Cole, a priest at the African Bethel Cathedral in Lagos, who greatly encouraged and assisaad
Ajisaf¢ in his work with the African Church Choir.

The African mode of worship in the IACs attracted the attention of wors ipcia,in e
mission churches and caused a drifting of church members from the missia@i=hurc ies to the
IACs. The drifting out of the mission churches and the obvious popularicy: of th: new 1ACs
movement caused the missionaries to reconsider some of their earlier taa's,_theieby softening
their positions on some issues that impinged on cultural nationalm. Ti "y aimed at stemming
the tide of the drifting of church members from the mission chuifnes b the IACs which gave
room to Yoruba musicians such as Emmanuel Sowandé and 1.3A. Bankoélé to further the use
of traditional songs set to Christian texts for use in thC.mission Churches.

This development had been earlier introd:icecito w2 mission churches by Cannon J.J.
Ransome-K(ti in his open air evangelistic ca apaigns in the Egba mission. Ransome-Kuti
operated in the hinterland, further away fiam the airect European acculturation influences of
Victorian Lagos. He was not a Saro/ina s¢ lid not have to contend with some of the cultural
contradictions that characterized @ie —aro. He was therefore able to take due advantage of his
background knowledge of Yesubairaditional music. Délan¢ (1968) wrote that

It wassiGivng that period when he went to fetish
groves'w.h His_fither, who was a professional drummer,
that haylearssynative music and tunes. Later, when he
b<came a preacher, he set christian songs to this music, and
Sang them at his open air services. He also learnt the
‘angunge of native drums (Delana, 1968:12).

e vus probably from Ayan lineage as his father was a professional drummer therefore;
hedmust hioare had the opportunity of participating in the ritual songs of the various Yoruba
uaitieswvhich are normally performed with the active participation of Ayan. His father Kuti
neve converted to Christianity and so as a child, Josiah continued to accompany him to ritual
ceremonies until his father’s death in 1863.

Even though the schism in the church would have caused some animosity and suspicion
between the leadership and membership of the two church groups over a period of time, these

animosities and suspicion eventually gave way to some level of mutual respect between the
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older and seceded church, and later on made it possible for musicians on both sides to interact
and further the development of the Yoruba native air tradition in the church. This supports
Nketia’s (2004) observation that; ‘It is only when composers in a particular geographical and
cultural environment do not work in complete isolation but share their experience or learn
from one another that a school of composition emerges’. Had there not been interaction
among composers of the two church groups, the Yoruba native air tradition would not heawe
developed to the extent it did at peak period in the 1950s when it fully attained the stac:s 01 a

definitive Yoruba church music tradition.

4.3.2 Thomas King EkunDay¢ Phillips (1884 -1969)

Another important personality who contributed to the developri ciieaf the YNA tradition
was Thomas King Ekudayo Phillips. He was born in 1884 te=Zisho,  Charles Phillips and
Mrs. Marian Phillips in Ondo. His father was one of the earlieciGrga ists in Lagos. Phillips
later left Ondo to live with his maternal uncle, Rev. and Mrs:3lohrison whos taught him his
early lessons in organ playing in Lagos in his early t'enase years. He was the second son but
the third child of his parent.

He attended C.M.S. Grammar School, “\agos &1d later proceded to study Music at
Trinity College of Music, London in 191: where he studied Piano, Organ and Violin. After
his studies in London, he returned #5 Nigciia in 1914 and was appointed the Organist and
Master of Music at Christ Church‘novayCathedral Church of Christ Lagos. He was not only the
organist but also made greatssffG.t to train the choir of Christ Church and many musicians
who later became notable iigZiic? art musicians. He staged numerous musical concerts in
Lagos, Abéokuta and{«bac . ‘Asitors from Europe testified to the excellent singing by the
choir whose qualily compared favourably with similar choirs in England. In particular, Mr.
Gerald Knight, D ctorfof the Royal School of Church Music remarked that the Christ
Church chCisvas second to none in West Africa.

Rhillips, having studied music formally was able to theorise on Yoruba music. He saw
tharpantatunic nature of Yoruba traditional music, particularly the songs that J. J. Ransome-
r2ti parodied. He then began go preach the message of pentatonism amongst Yoruba church
musi jians through his augmented choirl. When he composed his versicles and responses in
1926, he based all of the melody on the pentatonic scale as a demonstration of the possibility
of composing tunes that conform to the tonal pertern of the Yoruba translation of the English
vesicles and responses. This was later to be further extended by many of his protégées; Fela

Sowandé  being one of the most significant of  his  protegees.
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Even though the Christ Church Cathedral was a elite church, Phillips was sufficiently
influential to introduce elements of Yoruba music to the music of Christ Church cathedral.
The augmented choir was an outreach group through which he preached the message of
Yoruba music to the church in and around Lagos. While J. J. Ransome-Kduti can be said to
have birthed the YNA, Phillips formalized it and thereby developed a theroy of Yoruba
melodies (Phillips 1953). TKE further developed a pedagogy of the Yorub& music and by 0
doing spread the knowledge of Yoruba music among church musicians.

4.3.3 Fela Sowandé (1905-1987)

Fela Sowandé was born in Lagos in 1905 into a middle class “amily. His father,
Emmanuel Sowandé, was priest and one of the pioneers of Niger.arahurci, music at the
beginning of the 20" century. He is undoubtedly the father of megiarn Nigerian Art Music and
perhaps the most distinguished and internationally known Africcadcom: oser.

Sowande being a protégée of T.K.E. Phillips imbibed YG.:'ba pentatonism and furthered
its dissemination as a core element of the theoi t ofsYorubd melody. He researched
extensively into Yorubd music and built a susceciful “areer as a scholar in musicology,
working as Head of Music and Music Reseaih of tl e Nigerian Broadcasting Corporation
(NBC) and later as Research Fellow at the. Institute of African Studies, University of Ibadan.
These posts afforded him the opportunity «& zonduct further research into the traditional music
of Nigeria, especially of the Yoruua.

Despite the very stronasinfisances of European nineteenth century music on his work,
the use of African melodicasts hematic material seemed to him to be a major way of
incorporating element’ of / fricasi music in his works.

Sowandé was a miior influence on Rev. Olddé. Having met in the 1940s they
maintained clo e Ccatac’” throughout Oludé’s career as a YNA composer. Oliudé worked

closely witisRope mi who at a stage was the organist of the M dyokin Choral Party.

4.4 Yoruba Native Air Composers (1930-1959)

kandel (1986) traced the English word hymn to the Greek word hymnos which he
defir 2d as a song in praise of gods or heroes, which in church is a song in praise of God.
Hymnody is defined in the Oxford Dictionary as the singing of hymns or sacred songs; the
composition of hymns for singing. Hymnody therefore, is the totality of hymn culture. The

word describes the nature of hymn composition and use.
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The hymn is a central musical style of the European church; hence, the European
missionaries introduced the use of hymns both in the mission churches and in their schools.
Other musical forms which characterize the European church include chanting of psalms and
canticles as well as versicles and responses. This brought about an exposure of the early
Yoruba converts to new musical styles, in which songs were usually in written strophic form.
The desire of early Yoruba converts to indigenize church music through the introductioriaf
Yorub& musical styles initiated a process of development of a new Yoruba hymnodys, Tnis
new Yoruba hymnody featured integration of European hymnody with elemenc: visMoruoa
musical styles.

As earlier mentioned, Hair (1967) recorded an early collection o1“aymns in Yorubg,
which were compositions in traditional style, intended to be sung to tiiu:éanal unes by James
White’s congregation at Otta as far back as the mid 1800’s.+This s all beginning of the
composition of Yoruba hymns in traditional style sung.to w«diticral tunes, in a single
congregation served as an important example. Hence, in 19.2 a Yoruba Hymn Book was
published by the church missionary society (CMS; with a collection of 57 Yoruba songs
contributed by Rev J.J. Ransome-KUti as an agpeidix #a the hymn book. The main 600
hymns in the book were translations of Europe.n hymr s into Yorubéa sung to European hymn
tunes. The songs in the appendix howevei . had botr texts and melodies in Yoruba indigenous
poetic and musical idioms. Ransoms:Kuu'. dapted these songs from Yoruba traditional ritual
melodies and gave them new Clrisian texts. The publication of this hymn book was a
confirmation of the acceptarce ¢@.the use of Yoruba musical idioms in the liturgy of the
church by the CMS and a leaa'%ia: < in the development of Yoruba hymnody, paving the way
for the eventual devel¢omeat of <iie Yoruba native air as a bona-fide genre of church music.

In light of t"ie unde.atanding of the YNA phenomenon and Yoruba hymnody explained
above, there is,a C.2se siroximity between the two terminologies. They also appear to be
synonymotesHov iever, the YNA tradition in Christian liturgy consists of a body of hymns by
indigesous zomposers in Yorubd musical idiom which is significant to the total Yoruba
Hy mnadv xadition.

Jiven the environment of cultural nationalism that pervaded in the early 20" century,
the ' NA tradition in Christian liturgy continued to develop with increased activity in the
cumposition and performance of the Christian native airs for liturgical purposes. Some of its
composers like Ajibola in 1947 and Oludé in 1954 compiled and published their works as
their contribution in furtherance of the YNA tradition as well as the tradition of Yoruba

hymnody. Generally, YNAs in Christian liturgy feature Christian texts in Yoruba language,
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sung to tunes that correspond to traditional Yoruba music, in which the speech tones agree
with the song melody. The music is accompanied with drumming and dancing. In the light of
the foregoing therefore, Yorub& native air in christian liturgy can be defined as a danceable
musical genre that evolved from the early Yoruba church, in which singing according to the
tonal and rhythmic inflections of the Yoruba text is accompanied by the organ and drumming
in the traditional Yoruba style.

The early Yoruba converts had been exposed to ‘English Airs’ in the process € thei
Christianization and Europeanization. Hence, in the process of their indigenizatiarn,2av had
to develop alternatives to the European cultural element they had imbibed. < &as" 1 this bid
that they developed the terminology - Native Airs, to describe a musical whenon 2non which
drew from their Yorubé cultural heritage to produce appropriate musi.icaShrisdaan worship

Early YNA composers were not all equally gifted musicall ey ti :refore, demonstrated
varying degrees of competence on the keyboard which servas as)the main medium for
expressing and communicating their musical creativity. As 3, result of these reasons, the
compositions of the majority of YNA composers wer‘ raraiy written in western staff notation.
The inadequacy of the solfa notation method 4% iissica’, documentation which majority of
them used had since posed some level of diffict 'ty for ¢hoirs that wished to render such native
air compositions as well as scholars who " night be interested in undertaking studies on them.
In musical terms, the English word#‘arr . traceable to the Italian word aria which is an

expression of the concept of tune<r rivalody. Randel defined aria as

...a s(If cortanind composition for solo voice, usually
with inst=umental | .ccompaniment and occurring within the
conte(t of A largcr form such as opera, oratorio, or cantata.
The teri first appeared at the end of the 14th century
¢anifying < manner or style of singing or playing...but the
tern., carlie increasingly to mean tune or lyrical piece.’
\Randci 1986:46)

~or turgical purposes, these composers therefore, referred to their creative works as
“neiiva,As” which is an expression of their desire to create original lyrical melodies
rearesentative of their folk heritage. In the effort to trace the term native air to its earliest use

to designate a genre of music in Yoruba idiom, a paragraph in the preface of the Yoruba

hymnbook (1923) provides some illumination thus;

No tune, however, can possibly express the meaning
of words in a “tonic” language such as Yorubd, so well as
one written specially for the words. Great thanks are
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therefore due to the Rev. J.J. Ransome Kuti for his
contribution of original airs, which express the genious of
Yoruba music, and will, for that reason, be greatly
appreciated (Yoruba hymnbook, 1923: iv).

The musical contribution of Rev. J.J. Ransome-KUti, here, termed as ‘original airs’ is
quite synonymous with the term native airs which shares one word, that is, ‘airs’. [Rev.
Ransome Kuti composed these original airs over several decades of the second ha'f.af i
nineteenth century into the early decades of the 20" century. The musical ideas that he udad in
composing these airs were sourced from his native Egbd background. The earlie.t us:"of the
term native airs could be traced to the indigenous church music act'vities of ‘Rev. J.J.
Ransome-Kuti who actively composed indigenous songs for evangelisticynur: oses in the
period stated above. Vidal (1986) stated that:

Rev. J.J. Ransome-Kuti’s collection. o1 Wafty- even
Yoruba sacred songs, published in 1923 as 2 appafidix to
the Yoruba Hymn Book, could be saif*to be thcybeginning
of the development of Yoruba “NCtivesAirs” for church
use. This collection of songs is differeri. from the translated
Yoruba hymn texts in that bot'i the wxts und melodies are
in Yoruba indigenous poetic (nd mutical idioms. (Vidal,
1986:77).

At one time or the other, all th2' nowaw 2 Yoruba native air composers practically served
as choirmasters and organists in‘thesy various Yoruba churches. They were devoted to the
training of their church choirs. Iase choirmasters also accompanied their church choir and
congregation in singing bywriiyi g keyboard instruments such as the acoustic piano, the
harmonium, and the { e raare™ In performing their liturgical roles, early YNA composers
demonstrated the’: talentay frequently composing native airs in form of hymns, special
anniversary soras a.d aninems for various services of the church. Composers of YNA taught
their choivewfror, hand written manuscripts containing tonic solfa and text of their
compesitiois. The texts of such compositions were usually printed in pamphlets for the
colymaafivn during special services and festival events of the church. As a result of the
naoorwat role that the church choir play in the presentation, propagation and presevation of
churth music, the works of YNA composers of choral music in Christian liturgy developed and

coalesced over several decades into an undisputable Yoruba church music tradition.

Several church musicians contributed to the development of Yoruba church music.

Notable among them were J. J. Ransome-Kuti, T. K. E. Phillips, and Fela Séwandé. One of
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the pioneer composers of the YNA tradition was A. K. Ajisaf¢, whose composition, titled, E Je
Ka Jumo F’ope F’Olorun, among several others, was included in the African church hymn
book (1957) and to this researcher, could be regarded as the YNA ‘national anthem’? (see
appendix VII). This song has since become so popular that it is still been sung and enjoyed
throughout the length and breadth of Yoruba land up till this day. Ajisafe, who was a
historian, published the history of Abéokuta in a book titled, Iwe Itan Abéokuta. Among ousar
notable YNA composers® were A. Abdyadé-Cole, Mdjola Agbébi, Bola Fadeyi, as well as
Akin George. Others include, Ebun Akinoso, A. B. David and T. A. Bankolé. Aio W wthy of
note are Ebun Ogtnméfun, J. O. Ajibola, and E. Ola. Christopher. We must™d’so 1 ention T.
A. Odédina, E. Ayd Sandey, H. O. Akinjobi, Olaolu Omideyi, Oluyeri.’, Olan yan among
many others.

4.5 YNA in the Post-Colonial Era

By the time Nigeria attained political independence fram trie British government in
1960, the atmosphere of cultural nationalism had realed .« peak and there was a general quest
for cultural identity which presented an envirefincat wethin which YNA thrived in Yoruba
churches. One of the significant manifestation< of this :ra which symbolized cultural identity
in Yoruba churches was the publication »f hymn pooks by several composers of the YNA
tradition. The post-colonial period a7 YA 3s a tradition of choral music in Christian liturgy
could therefore be regarded as <n ¢:a within which the publication of YNAs in form of

hymnbooks became popular,

Younger composcrs ‘earnt f2om the efforts of James White in 1861 ; those of the CMS
in the production 4f Iwe Orin Mimo in 1923; Orin Yoruba by J.O. Ajibola in 1947 (later
revised in 197&) «pd M dyokun in 1954 by Oludé. Individual YNA composers went on to
compile and put'ish wieir YNA compositions in form of hymn books through which they
popularized therr voorks in their local church in particular, as well as among other churches in
Yoruba iead. Same examples of these YNA hymn books are P.O. Oglinbowalé’s Akdjopo Orin
"hileWoruba (1960); B.G. Oriere’s Iwé Orin ItinG (1968); Olayemi Qlaniyan’s Orin Jjgsin
(19¢9); E.A. Lufadéju’s Imolé Okan (1987). In the year 2004, G.P. Dopému eventually
waipiled some of his compositions and published them under the title, Yin Olawa.

Some significant events took place among the YNA circle of composers within this
period. One of the most significant of these events was the Conference of the Association of

Yortba Church Musicians which took place in Immanuel College of Theology, Ibadan in
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1967. It was convened by Rev. Adéolt Adégbola (a close associate of Rev. A.T.Qla Oludé)
who was then the Principal of Immanuel College. The conference was a gathering of several
prominent composers of YNAs, Yoruba music scholars and theologians. Among them were
Fela Sowandé, Rev. Oludé, Olaoli Omideyi, Lékan Taiwo and several other choir masters, as
well as some church choirs. George Ajibowu’s gospel Apala Band from Igan Okoto of the
present Yewa North Local Government Area of Ogun State also performed in the worksi.ao
sessions of the conference. The conference featured plenary sessions, workshGgs ariu
seminars. One of the plenary sessions was taken by Prof. Fela Séwandé. Repcris “iam vr.
Olayemi Olaniyan and Mr. Egbéwumi, who were participants at the conferasign, me fe it clear
that the theme of the conference centred on the importance of the use o1 he fiv. pentatonic
notes of the western diatonic scale system in composing melodies for' “ivAs.in G.der to achieve

the tonal inflection that will be meaningful and consistent with Y&uiba ¢ ‘eech pattern.

Although the post-colonial period, as earlier noted, Lreseriau an atmosphere within
which YNAs thrived, non-the-less, from the 1970s"an onwarus, with over a century of
continued singing of European hymns whose texts wc e translated to Yoruba and sung to
European hymn tunes in Yoruba churches, Yor 1ba chriitians had gotten used to this practice.
By this time, a new generation of Yoruha that was born into Christianity have not been
exposed to Yoruba traditional music irsits_ariginal form. This new generation of Yorubéa had
become acculturised in the Europediastyle of hymn singing and so did not see the maintanance
of Yoruba speech tonal inflectica through pentatonism as an issue that should warrant the
level of attention that the Y NA camposers attached to it. On this phenomenon, Euba (1992)
commented that the use ¢° the psatantonic scale and the insistence on adherence toYoruba
speech tonal inflection L, .YNA composers was merely an academic exercise by the early YNA

composers. Euha carimented thus:

Although the composing and arranging of music with
correct intonation by pioneers such as J.J. Ransome-Kuti,
1.K.E. Phillips, AT. Ola Oludé and J.O. Ajibdla was a
necessary intellectual exercise to precede the real
Africanization of the Yorubd church, the efforts of these
composers did not attract Yoruba converts. For one thing, the
church remained staid and genteel. Secondly, and ironically,
the songs which today appeal most popularly to the grassroots
of the Christian community and indeed to non-Christian
Yorubé as well, are songs in which the intonation of the words
is often distorted, as if they were European hymns translated
into Yorubéa and sung to European tunes. (Euba, 1992:49)
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Vidal (1986) also commented that

Since the seventies, however, there seems to have
been some movement away from the use of Yoruba
musical idioms and back to Westernization. This may be
due to the various evangelical movements that have
suddenly, become very powerful and have succeeded in
drawing their membership from the traditional orthodox
churches. Such movements often use evangelical and
gospel songs in their modes of services with little regard for
the traditional idiom. Even when Yoruba texts are used,
they are often sung to Western melodic forms. Examples
are “Emi ba negberun ahon, ”ori rere lori mi O”, “Ore v

ba mi kalo”, and “Mo yin Jesu logo”. (Vidal 1986: 76)

From the above comments, it can deduced that the musical crisac. “af the Early YNA
composers was not sustained after its main proponents had re¢<cec in th ir militancy, perhaps
due to ageing and death of some of the YNA composers buaalsodues.o the influence of new
evangelical churches who did not experience the work sind activiies of the YNA composers. It
is also significant to note that the new evangelical co.arosers of Yoruba gospel music of the
post-independence era substituted existing Eur¢pean i vmii'tunes with newly composed tunes
for singing translated European hymn texts. ey 2'50 adopted some translated European
hymn texts by giving them new tunes in w :ich notes of European diatonic scale system were
freely used (Lo6ko, 2011). Ironicay, while“the pioneers of the YNA parodied Yoruba folk
songs in order to make chusch mulic relevant to Yoruba Christian, the new Yoruba
evangelical gospel music ¢omposes. chose to parody European hymns. Not only did they
parody European hymnsmthey also parodied European popular music. An example is Abba’s
“Brown Girl in the Raia <ia"n'a lala” which was used as the tune for the popular chorus “O

sé o Jésu a o ma‘;in ¢ in Yoruba churches.

However it will not be true to conclude that the work of the early YNA composers
was tetallywwvasted. Today, in churches in Yoruba land and beyond, Yoruba folk music-
indvad_Choruses are popularly sung. Choruses such as Ki lo o le se Qlorun mi; Ohun
uhogb&ti mo ni; Oyigiyigi o aldgbawi édd; Osiiba re réé 0 and very many others are examples
of cl oruses that manifest features that characterize the melodic idiom of Yoruba folk music
wnich is the foundation of the YNA tradition. True to one of the characteristics of folk music,
the composers of many of these choruses remain unknown. This is an eloquent testimony to
the success of the work of the pioneering YNA composers whose ideas have continued to

influence the use of Yoruba folk musical idioms in the composition of church music.
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Furthermore, some new composers such as Yinka Oyésanya the former music director
of CAC Ebute Meta, Lagos as well as his son Bidémi Oyesanya and a number of other Yoruba
composers have continued to maintain the pentatonic compositional tradition of the early YNA
composers. Their compositions can be said to be the closest to the style of the early YNA
composers even though some of their compositions manfest some other elements in musical

development such as modulation and chromaticism.

On another level are composers such as Ayodamopé Oluranti and D¢ we, Olay ymi
whose compositions are in the form of elaborate anthems. See Ayo Oluranti’s Iba‘\eda Aye,
an example of one of these elaborate anthems in appendix VII. Such c¢ apositic ns maintain
adherence to the pentatonic melodic feature of the YNA tradition kut.in aadition, they also
manifest other srtuctural features such as the extended binary and terncr¢ forms in a classical

style characteristic of European symphonic works.

On yet another level are composers like 30la Aligon whose works manifest
characteristics that serve to further the Yoruba folk saog tradition. This type of music now
features popularly in various secular settings farticu.ary ‘us sound trancks of Yoruba home
videos. Even though these composers cannot 2 saif to be involved in the composition of
strictly Christian liturgical music, most of :hem started by singing in church choirs and have
therefore been influenced directly<ir indirecily by the pioneering efforts of the early YNA

compaosers.

4.6 Conclusior,

The musical di sati facticii of the early Yoruba worshippers in the early mission
churches was onefof the faitors that ‘fuelled’ the movement of cultural nationalism which was
championed by the Zorua elite of that time within the colonial civil service, schools and
church. Ctiaeral rationalism led to the schism in the mission churches and later on led to the
birth ef intynendent African Churches. The birth of independent African churches provided
tha wimasuaere for the evolution and development of Yoruba church musicians who combined
eameis of traditional Yoruba music with that of European musical Elements to create YNAS
as ai alternative musical idiom which brought initial musical satisfaction to the Yoruba

Cnristian worshippers at that time.

Rev. J. J. Ransome Kuti was identified as the ‘progenitor’ of the YNA tradition. This

appelleation is traceable to his open-air crusade activites as a Reverend minister in the Egba
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missions. He carried out this open-air crusade musically by substituting the existing texts of
Yoruba folk songs with christain texts. Thereafter, scholars like T.K.E. Philips and Fela
Sowande were able to extract a theoretical model from Kuti’s musical approach. This model
later became the basis for the compositional prescriptions with which they (Philips and
Sowande) influenced the compositional activities of emerging YNA composers.

YNA as a cultural phenomenon has continued to grow in diverse directicas.
Although the works and the compositional prescriptions of the YNA pioneers did not shem w
have significant impact on many contemporary Yoruba composers, nonetheless, sorm,others

have continued to carry on by contributing their quota in expanding the YNAsGeitic .
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Endnotes

1 Augmented choir was a special choir that consisted of choirs from other
neighbouring churches from the Lagos Island and Mainland. This arrangement was
constituted by T. K. E. Philips for the purpose in influencing and training the choir members
of other parishes of the Anglican Church. This combined choir occasionally stood in for the
choir of the Christ Church Cathedral when the latter went on recess.

2 This particular YNA is a song that has become so popular that it is well know( “ans
sung across the length and breadth of Yoruba land. It is commonly used at both sacred ai.d
secular occassions.

3 These YNA composers, contributed to the compilation of the YNAs«iiuip Avsican
Church hymnbook Iwe Iwé Orin Mim¢ Ti Ijo Eniyan Dudu.
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CHAPTER FIVE
BIOGRAPHIES OF THREE PROMINENT YNA COMPOSERS

5.0 Introduction

The preceding chapter discussed the evolution and development of the YNA tradition in
Christian liturgy. It also highlighted the contributions of some early Yoruba church
musicians, whose pioneering efforts influenced the works of YNA composers in gentia'y,anc
particularly, the three YNA composers upon whose whose lives and works this stzdy is based.
This chapter presents biographical accounts of Olude, Dedeke and Dopemu, show asing their

contributions to the YNA tradition of choral music in Christian liturgy.

51 Abraham Taiwo Qlajidé Olude

5.1.1 Family Background

Rev Dr. Abraham Taiwd Qlajidé Oludé was born at 2\béoiith on the 16™ July, 1908.
His parents were Pa Joseph Sotayo Oludé (then, the £dofin of ikija) and Madam Christiana
Bamgb¢la Oladé nee Olumeye. Pa Joseph Oladé wasyastrumental in the conversion of his

wife to Christianity.
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Plate 1: Abraham Taiwo Olajidé Olude
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5.1.2 Formal Education

Rev. Oludé started his primary education at Ikereku Primary School, Abéokuta and
completed it at Agbeni Methodist School, Ibadan. He proceeded to the Wesley College
Ibadan where he studied between 1921 and 1925. There he distinguished himself as a bright
student, a keen sportsman and a talented musician. It was at Wesley College that Rev. Oladé

had his first close encounter with the harmonium. Harmonium playing was one of the les
Wesley college students took under Rev. E.G. Nightingale who was the founde

Theological department and Father of Sub-Pastors, Wesley College, Ibadan. v

ate -y Rev. E.G Nightingale

Being a talented urc ly creative person, Rev. Oludé started composing barely
two years after the c nt of his study in Wesley College. From his interview with
Rev. Oludé, Mbire (197, vreported that Rev. Oludé was strengthened by the example of

hymn-writing ¢7 th sley brothers who founded English Methodism in the eighteenth

egan to compose in 1923 and three years later his songs were being used

century, Dr.
in chuishes.'He began his marathon tour of Yoruba-land visiting schools, addressing pupils

a urging them to take a keener interest in indigenous music (Mbure, 1972:6)

At the college, he passed the junior Cambridge examination and also successfully
completed the sub-pastor’s course. He was retained in the college as a tutor while his
contemporaries were posted to work in other stations. Rev. Oludé re-enrolled in the college as
a student in 1932 for the final course which he completed in 1933. He qualified as a minister

of religion in 1934, and was ordained as a Methodist Minister in 1938.
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Plate 3:/Dr. 1....0ld Olidé

5.1.3 Professional Activitios

Rev Oludé worked meritoricusly as priest in various capacities moving from one circuit
to another. Between 1934wy 938 he worked in Ikorodu and Ago-lwoye and later in
Badagry between 1937 anc 19427 He moved up north to Kaduna and worked there till 1943.
He then moved te"Jos . wheie he worked till 1946. He was posted back to the south, where he
worked at Ites) TrinitysMethodist church, Abéokuta at between 1946 and 1953; Lagos
(Olowogb&vea. Ciizuit) 1953-1959; Oyo 1959-1963 and back to Lagos (Ereko Circuit) 1963-
1968. @At E=ko, he was appointed Chairman of the Western District of the Methodist Church
NiTeria, ko finally moved back to Ikorodu and remained there from 1970 to 1975, where he
retirea from active service on the 31% of December 1975.

5.1.4 Family Life

On the 10" of January 1935, Rev OlGdé married Alice Tolulola nee Akintilu at the St
Jude’s Church Ebute Metta. The marriage was blessed with five children namely Mr.
Emmanuel OluS¢ye Oladé, Mr. Nathaniel Olugbolahan Oladé, Mr.Matthew Kolawole Oludé,
Dr Isaac Olusola Oludé, Mr. Andrew Oluyemisi Oludé (deceased).
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5.1.5 Musical Compositions

Growing up in Yoruba land of the early
folkloric dimensions of Yoruba culture, which later influenced his compositions and his
general disposition to Yorubéa chur usic. s a church minister, he saw indigenous music as
an important vehicle for the pronagatica of the gospel in Nigeria. He was a talented composer
de

and hymnologist of no me ; he composed many indigenous songs with melodious

tunes which had meaninafu which according to Rev Oludeé, “makes the heart joyful”.

This informed the n ich he titled his most popular hymn book, “M’ayokun”

meaning, provid% published in 1954,

In 1969, lev. 215 Oludé published a seventy-six page book called “lwe Orin lye ati
lyin”. T 'Qntains sixty-one songs for use at divine services throughout the Christian
calen l\_ike Mayokun, the songs are written in monophonic form with the options of

animents or a-capella singing. “Iwe Orin Iye ati Iyin” contains songs for use at

ices throughout the Christian calendar year. Similar to M ayokun, lwe Orin lye ati
lyin ' vas written in monophonic form with the options of organ accompaniments or a-capella
singing. Other books published by Oludé were “Adiye [’anse” which is the story of the prodigal
son reduced later to a play, “So fun Jesu”. “Ipin ayo loni”” and “Ase, ['oruko Oluwa” — the last
three were prayer books. M ayo-kun and Iwe Orin lye ati lyin are the two main publications
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of Oladé, which contains songs composed to suit different occasions, times and seasons of the
church year.

Oludé’s compositions were made popular by many church choirs and especially his
singing group which he named the “M’ayokun musical party”. M’ayokun musical party was
an inter-denominational group with membership ranged from primary school children 70 year
olds, thereby representing various classes of the community which Rev. Oludé usually usecito
popularise his new song. He also published two other Hymn books titled Yoruba hyriias anu
carols (1964) and Yoruba Wedding music (A nseye Igheyawo), 1968, respective'y, “a,which
some harmony were provided through the input of some other musicians y=i&a2 ei orts were
acknowledged by Rev. Oludé. School pupils were not left out of Rev. Oludé’s c¢ mpositions.
In 1940, He composed M ’ewe Yo, Iwe orin Idaraya fun awon Ile-EKC tidta. Yoruba (Make the

children Joyful, an entertainment song book for pupils in Yorub#<aad).

516 M’dayokun Choral Group Tours with Pope L) nénmu

The period between 1946 and 1953 when Rev{ Olug'é was the Methodist minister at the
Itesi Trinity Methodist Church Abéokuta, the v aipoku.y musical party was very much in
operation. One important member of the M’ay kan m isical party during that time is Gilbert
Popoola Dopému. He was the organist o1 the M ayokun musical party. Pope. Dopému as he
is commonly called was circuit organisy, 5. ethodist churches, Abéokuta, between 1945 and
1950. He was also organist of Iriio i'ethodist church near Igbein Abéokuta, which was the
local church he attended within“the circuit. As the organist of M ’dyokun musical party,
Dopemu closely supported 2<%, Dludé in the musical activities of the M’ayokun musical
party. Concerning thefauth xrshig“of songs, one of the songs in M’ayokun titled Yin Olu ikore
(Praise the Lord 2+ harvec?) acknowleges Dopém’s name as the composer. However, Pope
Dopemu told th's recarctier that in addition to Yin Olu Ikore, he, (Dopému) was the composer
of Ko Tun‘2:Qre i Jesu and a few other songs published in M ayokuin.

'a demonstration of the over-riding passion that Rev. Oludé had for the spread of
gerwina Y uruba music in the churches, the M dyokin musical party went on tour of churches
rasevaral towns and cities in Yoruba land giving renditions of the A dyokun songs to the
admi ation of several host congregations. Mr S¢ye Oludé (Rev. Oludé’s first son), recalled the
story of the group’s visit to churches like Otapete Methodist church Ilesa, which at that time,
had Rev. Bolaji Idowu as the Minister in charge. The group also performed at the St. Paul’s

church Breadfruit Lagos. The M dyokan musical party occassionally performed as a socio-
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cultural group for example they performed at the Egbe Omo Oduduwa Conference 1954, held
at the centenary hall, Ake, Abéokuta. In addition to these Mbure (1972), also reported that

When the Methodist Church became an autonomous
body in Nigeria, Dr. Oludé composed and directed his
‘M’AYOKUN’ Choir to sing special tunes which have
been collected into a volume. When Nigeria attained her
independence, his songs were amplified from Lagos City’s
Race Course and Liberty Stadium and broadcast to the
whole nation as the fever for freedom reached a climax. His
songs for praise, special occasions, marriage, death,
festivals, thanksgiving and adoration are constantly played
over the radio. (Mbure, 1972:7)

Rev. Oludé’s work as a composer was defined by three ngwin featowss. First and
foremost, he was a naturally talented musician. Secondly, as a'ckampion of cultural
nationalism, he had a deep quest for developing a culturally reiavar Jcady of church music for
Yorubad Christians. Finally, he felt a strong need to coriact 3¢ speech-tone-Song-tune
discrepancy of the Yoruba translations of European Xymns. These three factors combined to
thrust on Oludé a self-imposed responsibility of praving that it is possible to compose Yoruba
hymns in verse form without creating the speec 1-tone-. ong-tune discrepancies which hitherto
had been the practice with European hymes transicias%0 Yoruba and sung to European tunes.

Plate 5: Rev. Oludé on the Organ
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In a way to articulate Rev. Oludé,s passion for Yoruba idioms in church music, Mbure
(1972), quoting Rev Oludé said “We need to develop and perfect our native airs and adapt this
to our worship, because they convey our intentions better and more vividly than foreign
music” (Mbure, 1972:6). By the time of the interview he had faced many obstacles for about
fifty years in his self appointed task of promoting indigenous church music. He thereby gave
himself the added responsibility of developing a Yoruba hymn book that could be adopteuias
an alternative to the existing hymn books which consisted mainly of European “avmrs
translated to Yoruba.

Even though he was a largely self motivated and self taught musicia=j<i lati - came in
contact with Fela S6wandé, the renowned and distinguished pioneer YG.itbad m isic scholar
who encouraged him in his musical endeavours. Rev. Olidé compcsednand collected many
Yoruba hymns and distributed them widely among churches infarubai ‘nd as pamphlets. He
later compiled many of these compositions and collection whiciyéwere published in two main
hymnbooks; “M’ayokun” (provider of full Joy) and “Iye ati 'vin  (Life and Praise). The
foregoing hymns constituted a poetic “tour de for¢>” far, while it is easy to make a tune
follow the speech-tones in the first verse, in theSuciaedina verses, the composer has to think
of quite different words which correlated ther atically’ with the first verse, yet when sung,
preserve the same sequence of rise and fali in tone as those of the first verse. (Jones 1976:47)

These hymn books, particul<ily ~.ovokun became quite popular among various
congregations across denominationailines all over Yorubaland and beyond. Two of Rev.
Oludé’s hymns taken from M’aydkun were harmonised and set in staff notation by Fela
Séwandé have appeared in“atCi oallections. Hymn 16, Ojo oni lo tan (now the day is over)
with English words ii:end :d_foi“African schools, while hymn 29, Ore elese to ku (friend of
sinner who died)<was_seuto repeated Alleluias in the Cambridge Hymnal. Apart from his
work as a comy oser and<iymnodist, he also published a play Aiye I’anse (we function in the
world) in viiaich t2 dramatised the story of the prodigal son. As a Minister of the Gospel, he
also publisind three prayer books namely, So fun Jesu (Tell it to Jesus) Ipin Ayo loni (heritage
ofduystada ) and Ase ['oruko Oluwa (Amen, in the Lord’s name).

After living an eventful and musically active life, Rev. A.T.Ola Oludé took ill briefly

and Cied at the Lagos University Teaching Hospital at about 1.00a.m.on the 30" May 1980.
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5.2 Godwin Adeday¢ Dédeké

Plate 6: Godwin Adeday Dédeké

5.2.1 Fami v Background
Gouwin yo Dédeké was born on 2" of December 1921 to Mr Deji G. Dédeké and

iotan Dédeké at Iporo-Ake, Abéokuta. Dayo was the last born of his father’s

Pa Deji was an accomplished church musician. He was choir master of many
congregations at various times whose talent and love for music caused him to expose his son
» early to musical and cultural activities. Pa Deji Dédeké also helped Day¢ at a tender

age to develop interest in the visual arts and drama.
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52.2 Formal Education

Dayo Dédeké attended St. Stephen’s Anglican Primary School, Ondo and St.
Augustine’s Catholic School Abé¢okuta for his primary education while his post primary
education was at Ab¢okuta Grammar School. He later attended Trinity College, University of
London, in 1960 to study singing, composition and choral conducting. He was also at the
University Of Melbourne, Australia for further studies in music in 1966.

Day¢ Dédeké joined the church choir at the age of ten and he continued this aztivity
throughout his secondary schooling. In Abéoktuta Grammar School, the youn;: Cuwd was
fortunate to have the distinguished educationist and keen musician Rev. 1.QsT@asor e-Kuti as
principal and music master. Revd. [.O. Ransome-Kuti quickly spotteaiDédek 2°’s musical
talent and therefore built on the musical foundation that had been "aidwav Pa Deji Dédeké.
This helped Day9 to further develop his interest in music and &z hin “a popular school boy
who led the school choir, giving solo renditions on different occasions: Apart from these solo
renditions that made him popular, Dayd sang treble in thcyschool choir. He was also
encouraged by Rev. Ransome-KUti to play the drums® o accompany the school choir.

5.2.3 Professional Activities

After his secondary education, he" worked at different places in different capacities
between 1940 and 1959. He started <% a wce her at the St. Jude’s Primary School, Ebute-meta,
Lagos where he taught from 194G to 2245. He then moved into the private sector, and worked
in John Holt Limited, Lagossas «ycounter clerk from 1946 to 1948. In 1948, he joined the
Kingsway Stores Limited, LugCls «hd worked there for about two years and then moved on to
Leventis Stores, Lag{s in 19567 He was Chief Designer and Display expert at Leventis
Stores. In 1953./Dayo Dideké moved back into the civil service and worked in Lagos as a
Supervision Ot icer.

Apaitfrom his regular occupation at that time, his love for music and the arts was
widely,reccpnized. This led to his appointment as an Executive Member of the Nigerian Arts
Canail_L2q0s between 1948 and 1955. He was also organizing secretary for the Western
re2giorain the Nigerian Arts Festival (1956 — 1962)  He trained and conducted a mass choir
of 6( ) voices at Obisesan Hall in 1957.

58



Plate 7: Day¢ Dédeké conducting a mass chZar of schools performing the Nativity
of Chria®
He later became the Music Director o  the N gerian Arts Council (Western State)
between 1970 and 1975. His interest in ¢he theoi;#und practice of religious, traditional and
folk music flourished in these periods," s é’s deep interest in choral music and his desire to
become a trained composer led hiirisa Trinity College of the University of London in 1960,

under the auspices of the British cauncil vor formal training in Music.

el

Plate 8: Dédeké on the piano with Governemnt College Choir, 1badan, 1958

59



In Trinity College he took courses in singing under Mr. James Gadarn, compositional
techniques under Dr. Douglas Mews and choral conducting under Prof. Charles Proctor.

Having grown up within the period when cultural nationalism had gained momentum in
Nigeria, Dédeké’s experience of music was necessarily intercultural. His encounter with Rev.
[.O Ransome-Kuti in Abéokuta Grammar School, when he was encouraged to play drums to
accompany the school choir, must have had a strong impact on him. Hence, in his reciial
classes in Trinity College, Dédeké would go to the Nigerian House to borrow drums arid,other
Nigerian musical instruments with which he accompanied his presentations.”\ 1.0s, way,
Dédeké made a strong impression on his lecturers in Trinity College, as a*Cider:  that was
able to creatively showcase African music within the context of western mczic stu’ ies.

Dédeké returned to Nigeria in 1963 and taught music in val ousschouts in Nigeria.
During this period he published a song book “M& Gbagbé 11€”429 no ‘rorget your heritage)
for use in schools and churches. In 1966, Dédeké went to,Mchourn , Australia, for further
studies in music. His musical talent and the novelty of the ~icar influences in his music
brought him to the notice of the formal music circl¢:, in Australia. During his sojourn there,
his song book “Ma Gbagbé 11é” was introduced«is atext 2a all schools in Adelaide, Australia.
Dédeké was reported to be the first Africai to ve ture into regions of the Aboriginal
Australians to record their music. In ackriywledgement of his musical talents, the Australian
government appealed to Dédeké to refnain'e sithe completion of his studies, to help the country
in a project of recording Australién Tc'k music. He did not accept this offer as he preferred to

return home to further develen sciinol ana church music in Nigeria.

Plate 9: Day¢ Dédeké accompanying a girls’ choir in 1963
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Plate 10: Yejide Girls' Gramimar ashool Choir, Ibadan
On his return to Nigeria in 1967, he gc: a job is Education Officer in Music in the

Ministry of Education in the then Wester\ State o1 vigeria. As Education Officer in Music,
he produced radio and television charai™» sic programmes for schools and colleges, titled
‘the Young Voices’. During this yericd, he led a contingent of the Western State of Nigeria to
the Commonwealth Festival \wwhic’s took place in London. Between 1968 and 1970 he was
seconded to the Kwara Statc Mi¢try of Education to help develop music in their schools. He
further expanded his ghher : of i=fiuence to the whole country between 1967 and 1977, when
for these ten years'ne coiistently made musical tours of schools and colleges in other states
of the federatiCa. 1973, he trained and conducted a mass choir of 300 voices at a special
carol serviaa for “he Head of State at Dodan Barracks. In 1983, he was invited to direct the
first annuaninter-cnurch Choir Competition for EKiti diocese of the Anglican Church and he
latasaraaiized the National Choral Concert for post-primary schools in Nigeria.

Throughout his musical career, his quest to fully understand and document traditional
musi: took him on frequent trips to rural areas, collecting traditional music with his tape
recurder. He recorded many traditional festivals in Yoruba land; such as lgogo Festival in
Owo in 1964 and lloko Festival in lloko, llesa in 1966.
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Plate 11: Anglican Girls' Grammar Schoo: ljepu-Ode TV Programme 1972

Towards the end of his civil serxice career, Dédeké, was appointed the first Ogun State
Liaison Officer in Lagos. He latgt retired frem the civil service in 1979 as the Ogun State
Chief Protocol Officer in the GUyrernor .yOffice, Abéokuta. After his retirement, he continued
his meritorious service by/willinglysaccepting government invitation to help in organizing
special events such as”Christmas Carol Services, National Choral Concerts and National
Armed Forces Rememnix‘ance “Day Celeberations. He was until his death, the Diocesan
Organist and Maswar/4f Music in the Egba/Egbado Anglican Diocese where he encourage the
various churches withii the diocese to utilise his sacred native air compositions for liturgical
purposes.

In“ecoghition of his services to the country, Dayo Dédeké was honoured with Member
of tia Feaeral Republic of Nigeria (M.F.R) in 1982. He was married to Mrs. W.A. Dédeké
anG they were blessed with six children. His last public function was as Music Director at the
Qo) State House Christmas Carol Service in Ab¢okuta in December 1993. He died on May

18, 1994 .
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5.3 Gilbert Popéola Dopému

, | (L

Plat/ 12: Gihert Popoola Dopému

53.1 Family bat%oxemna
Gilbert PopoolaDop *mt mdis born in Tjesa — ljebu on 7™ August 1921 into the Royal
and Christian family of icte Chief Emmanuel Dopému. His grandfather (His Royal Highness
Abraham Dop¢ mu Tonaile) was the Oba of llowo kingdom in Ijebu land. His father, Chief
EmmanuelyDopeiata was an influential community leader, church Lay Reader and Delegate to
the Praviniaial Syrniud of the Church Missionary Society (CMS). He was also the head of the
Traditiona!, House of llowo Kingdom and Dynasty and he single-handedly procured the first
Jarmmaium Organ and Church Bell for the use of St. Jude’s Church, Ijesa-Ijebu. G.P.
Dop.mt’s mother was Mrs. Victoria Otunaike Dopemu, an accomplished trader and a
nentline woman activist in the Anglican Church Women Organizations.
Pope! Dopému, as he is fondly called by friends and associates, was baptized at
infancy in 1924 and confirmed in 1942 by the late Bishop Leslie Gordon Vining who was the
first Archbishop of West Africa. With such a strong mix of Yoruba traditional and Christian
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heritage, DOpému grew in an environment that provided the necessary ingredients he needed
to build his distinguished career in developing a brand of sacred music with strong

intercultural influences.

5.3.2 Formal Education

For his primary education, Dopému received private tuition after which he ganiad
admission into Baptist Academy, Lagos in 1932; He also attended Abéokuta Central Fchoor
between 1938 and 1939. He subsequently attended University Extra-Mural Clas es“n,l ayos
between 1940 and 1941. In 1940, he started a teaching career which lasted £Zi"!evc 1 and half
years (1940 -1951), teaching in various schools in Lagos, Ijebu and Ab¢okta. S¢ me of these
include St. Jude’s, Ijesa-Ijebu; St. Peter’s, Idowa, Ijebu; Ansar- sutReen “Okepopo and
Alakoro Primary School Lagos. He also taught at Methodist Sglitnl A, H-Oko, Abéokuta and
Methodist Boy’s School, Ogbe, Abéokuta. As a teacher,;he vyight  many pupils who later
became distinguished Nigerians. Among them are Chief (Ivis.) ~olake Solanke, the first
female Senior Advocate of Nigeria and Brigadier Cnera! Oluwole Rotimi, former Military
Governor of the old Western State.  In 1950.«%ic 2at war and passed the London Senior
Cambridge Examination as a private student vader th invigilation of the late educationist,

scholar, orator and church musician the Ve aerable Archdeacon Dr. J.O. Lucas

5.3.3 Professional Activitiis

At various times duripg histpublic service years between 1945 and 1951 in Abéokuta
and from 1954 to 1957 in [ju'w" Oz, Dopému became a part-time producer and broadcaster of
indigenous Yorubd Music Progiammes and conductor of Christian morning and evening
devotion at the then Nigesian Broadcasting Service (NBS) Ibadan. Some of the people he
worked with at the 'BS#included Mr. Tom W. Chalmers, an expatriate Director General of
the then Nigarian 3roadcasting Service, Mr. Arthur Langford, Mr. Milner Hugh and Mr. E.V.
Badeja, (wi.2, later became Venerable Archdeacon and the first Nigerian Director-General of
theeFadaraRadio Corporation of Nigeria (FRCN)). These individuals recognised Dopémui’s

rausicet talent and encouraged him to develop it further.
5.34 Family Life

Pope Dopému married Florence Olufunmilayo Sodeke of the royal family of Ake,

Abéokuta on 25" March, 1951.The marriage was blessed with five children namely, Mr.

64



Samuel Olufemi Dopeémt, Duchess Grace Modupe Dopému-Macaulay, Mrs. Comfort Oluseyi
Duncan, Engr. Michael Adetokunbo Dopému and Mrs. Victoria Olubusola Ajayi.

535 Musical Compositions and Activities

The Most Rev Leslie Gordon Vining gave Dopému the nick name Pope; an abridged
form of Popoola that has stuck to him till date. During the welcome service of his Episcopal
visit to Abéokuta in 1948, at St. John’s Church, Igbein, Abéokuta, the Most Revd. Vining vias
thrilled by the choir’s rendition of one of Dopem’s compositions; “Oluwa Olorun, iy durov
de O ni Sioni” with befitting organ accompaniment by Dopeému. The ArchbishC» capresscd,
in excitement, to the late Revd. 1.O. Ransome-Kuti, the Principal of AM{&#ita. Grammar
School who coordinated the Service; “I am taking this talented Pope to my Sourt 11 Lagos and
will arrange a Government Scholarship for him for further Mus ¢ etidy “n the United
Kingdom”(Dopému 2007:3). The Archbishop later fulfilled thisspromi ‘e with the support of
Major J.G.C. Allen, who was then the Deputy Commissioner ot \5& Co ony of Lagos.(?date)

Dopému ended his teaching career in 1951, when e joined the United African
Company Ltd. (U.A.C.) as Manager-in-training. He ¢ se fs the substantive post of Manager in
1953. In 1958, he went back into the civil s#ivica, ashAssistant Information and Welfare
Officer, Housing and Plot Allocation, in the \efunct _agos Executive Development Board
(LEDB). During his time in the civil service, he had the opportunity of making official trips
to the United Kingdom and Germany Oriw.2se trips he took the opportunity to visit a number
of churches, playing the pipe orgén irizome of them. He also had the experience of a life time
at the performance of Mozart’s E1.2 Kleine Nachtmusik, K.525; Clarinet concerto in A Major,
K.622; Flute Concerto No. 2«&i v Major and K.314 performed by the Royal Philharmonic
Orchestra Royal Albe't H: 1l Letidon. This, for Dopemu, was a fulfilment of a long awaited
experience of a lix'e perfoimance by a Symphony Orchestra. He remained in the civil service
until he retired n 1v/3.

Alwaunt Hf Pope Dopemu’s autobiography reveals that he moved from one church to
the other over the several decades of his active service as Choirmaster and Organist. He was
Ormist _cad Choirmaster at St. John’s Church, Igbein, Abéokuta 1940-1942; Circuit
Ciganait, Methodist Churches, Ab¢okuta, 1945-1950; Acting Organist, St. John’s Church,
Arol| ya, Lagos, 1951-1953; St. Saviour’s Church (now Cathedral of Our Saviour), Ijebu-Ode,
1954-1956; Organist and Choirmaster of Holy Flock of Christ, Okepopo, Lagos, 1959-1980;
Chief Organist & Choirmaster, Christ Apostolic Church, Yaba, Lagos and also Director of
Music, Yaba District, Lagos, 1980-1990; Organist, St. John’s Church, Aroloya, Lagos, 1990-
2001 after which he retired as an Organist. After his retirement at St. John’s Church, Aroloya,
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Lagos, he was honoured with the title of Organist Emeritus. He also had a stint at Ereko
Methodist Church, Lagos as Assistant Organist Il under Ebenezer Aremu Akinoso, another
first class Organist and Master of the Music.

During his time as Organist and choir master at Holy Flock of Christ, Okepopo,
Lagos, Dopému groomed the Choir to win two trophies at the first-ever Festival of Church
music in Lagos in 1973. The festival was organized as a choral competition among chu.zh
choirs in Lagos. The trophies won by Pope Dopeému’s choir were for the best perforniince 1
one of the major categories and also for the best overall performance in the ericsa, choir
competition. More than fifty-five Church choirs from various Christisiadenc ninations
participated in this festival.

Dopému collaborated with A.T. Qla Oludé in itinerant lectu: 2s,“sachiug and general
sensitization of Yoruba Christians on the importance of infusigsYorta traditional musical
elements into Christian worship. He contributed compesitichyt int ) M’ayokun, which is
Oludé’s most popular hymn book and was also the organist ¢ ithe M’ayokun Musical Party
that toured Abéokuta, Ilesa, Ijebu-Ode and other part{ of Yoruba land between 1942 and 1949.
In 2002, DOopému published a collection of 70401 s own compositions titled ‘Yin Oluwa’
(Praise the Lord).

Dopému describes himself as a “s 21f-made musician” (Dopému 2007: 5). He regards
his musical prowess as a “miraculoys spui.ial endowment”.  He is a truly remarkable man
and a highly gifted musician, riging “om the state of a “self-made musician” to become a
renowned choirmaster and eampaser of ‘many Yoruba hymns and anthems. He is also a
playwright and dramatist. L5t was described by Mr S¢ye Oludé (the first son of Dr. A.T.

0la Oludé) as the virt{ 0so, ind qéintessential organist of the Yoruba native air tradition.

54 Corzlugion

Frorvithe fergoing, it can be concluded that the three composers grew up in similar
backguounua, They were exposed both to Yoruba traditional music at home and European
miuiagin school and church, even though their experiences were different in certain respects.
wliiderained and worked as a clergyman while Dédeké and Dopému worked as both teachers
and | ivil servants at various periods of their vocational careers. Whereas Dédeké studied
music formally at the Trinity College, University of London, Oludé and Dopému were largely

self-taught under the influence of missionaries, indigenous organists and choirmasters.
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Overall, the three composers were exposed to both Yoruba traditional music and
European music, and these backgounds formed the basis of their creativity and the foundation

of their intercultural music careers.
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Endnotes

1 “Pope’ is a shortened form of his name ‘Popoola’ used as a nickname by his friends

and associates.
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CHAPTER SIX

ANALYSIS

6.0 Introduction

The previous chapter focused on the biographies of Oladé, Dédeké and Dopému. 12is
chapter discusses the criteria for the selection of one published work from the several warks ui
each of the three YNA composers for analysis. It also provides a classification C* uie's YNAS
according to liturgical themes. It further presents an analytical disc@esion on their
compositional technique, form and structure, musical instruments and te,:ual cctent of the
YNASs in M ayokun, Ma Gbagbé 11é and Yin Oldwa.

6.1 Criteria for the selection of M’dygkiin, MA Giu2gbé 'lé and Yin Oliwa

Oludé, Dédeké and Dopému, as already pointed out i, their biographies composed
prolifically and their works are performed in many <<oruba congregations even beyond their
own denominational affiliations. In the course a7 vz stuily, many hand-written manuscripts,
pamphlets, order of services and published tong bcoks that contain the works of these
composers were collected. These provide ' ample materials from which some of the works of
these composers could be selected foranary.is. However, each of the three composers have at
least one major published song b&ok wantaining their most popular songs through which each
of them became famous as.nativa. air composers in Yoruba churches. Such song books
therefore makes available aiaa'C ainount of songs suitable for analytical discussion. The most
popular song books thi«t be it reprcsent the works of these composers are M’ayokun containing
77 songs by Rev./0ludé, 1.*4 Gba gbé llé containing contains 50 songs of which 36 are sacred
while the rest 14 arc seciiiar songs by Dayo Dédeké and Yin OlGwa containing 60 songs by
Popoola Dypamu.

Fach af the three YNA hymnbooks contains the three composers’ compilation of their
ma enanLar songs taught to various choirs and congregations over several decades of their
«2tivites as choir masters and organists. These popular songs were adopted at different times
by vcrious Yoruba congregations to supplement existing translated European Hymns.

Oludé’s M ayokun was selected specifically because he compiled and published it as the
initial culmination of his tenacious crusade in establishing YNAs as an authentic African
church music idiom. As stated earlier, the publication of M ayokun by Oludé around mid

1950s was a significant watershed in the history of the YNA tradition. It signalled the
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establishment of the YNA as a definitive Yoruba church music tradition. It also served as an
example to other YNA composers by which many of them also followed suit in compiling and
publishing their own YNA compositions

Ma Gbagbé llé by Dédeké was selected due to the fact that out of the three composers,
Dédeké had the opportunity to study music in the United Kingdom. It may be instructive to
note how his exposure to formal musical training abroad influenced his compositions. “:'n
addition, out of all the YNA publications that this researcher came across, Ma Gbaghé 1ic
published by Dédeké in 1963 is the only publication in well printed, standard, star: riceation.

The criteria for selecting Dopem’s Yin Oldwa for analysis were baged,on iis famed
prowess as the ‘virtuoso’ and ‘quintessential organist’ of the YNA traditiorof chc al music in
christian liturgy. Yin Oluwa contains only the melody and text of ficsaangs out several of
Dopému’s music manuscripts with which he documented ans®augh “his YNAs were also
available to this reseacher. These manuscripts reveal a uriqucwivritii g of the full harmonic
parts (soprano, alto, tenor and bass) in tonic solfa notation. Tri.z feature of Dopému’s writing
in full harmony was rarely found among other YNA ¢t mpgsers.

It is therefore; from these three publishes”scia buaks that the songs representing the
works of each of these three outstanding com, osers ¢f the YNA tradition were selected for
classification and analysis.

6.2 Classification of YNAS it Cdyokiin, Ma Gbagbé 11é and Yin Olawa.

The YNAs of Oludé, Dédek¢ ana Dopemt in M dyokun, Ma Gbagbé Ilé and Yin Oldwa
could be classified accordiry to theyliturgical themes addressed by the songs. The liturgy of
the church was designedsaccording to the calendar of the church year. YNA composers’ works
were therefore, guideG hVv aiewsalendar of the church year. The church year calendar (as it is
also called) was <:esigned 1o address the various liturgical themes which the various services
of the church ar» mecn* " to address in a given year. Hymn books of christian denominations
serve as<he uanic documents which encapsulates the primary liturgical music of the church.
The charch yaar calendar provides the themes under which hundreds of hymns are classified
in vt boks.  Such themes serve as the liturgical categories which facilitates the
ap,ropriate use of each of the hymns. For the simple reason that YNAs in christian liturgy
hasir ally serve the same liturgical purposes as their antecedent European derived hymns,YNAs
in M ayokun, Ma Gbagbe Ilé, and Yin Oldwa conform to the same liturgical themes and could
therefore, be classified according to the themes provided in standard hymn books.
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6.2.1 The Yoruba Hymn Book

The hymn book that could be regarded as the primary liturgical document for the music
of the Yoruba mission churches is the Yoruba hymn book titled fwé Orin Mim¢ fiin Ijo Enia
Olorun ni Ile Yoruba (The Sacred Hymn Book for the Congregation of God’s People in
Yorubaland) popularly known as fwé Orin Mim¢, or 1.0.M. published in 1923. It contains 600
hymns categorized under fifty-six themes to cover the christian calendar year. It also hasan
appendix of 57 ‘original airs, which express the genius of Yoruba music...” (I.O.M. 1523: 1v,
contributed by Rev J.J. Ransome kuti. Since YNA composers have experienced 1€ ve,.0f wne
1.0.M, the fifty-six themes covered in 1.0.M. therefore, served as a model fsiawic : range of
themes according to which YNA composers could compose music to fulfilittheir I urgical role
in the church

The themes under which translated European hymns aresgiassifi‘d in 1.0.M therefore,
serve as a model that is hereby adopted for the classification ¢/ NA liturgical song themes.
From the content analysis of the song texts found in M’ dy¢iin,” M& Gbagbé 11é and Yin
Oluwa, the theme of each of the songs from the(: three songbooks were identified and
classified accordingly. Appendix | shows the IicGhYNAs in M ayokun, M& Gbagbé 11é and
Yin Oldwa in serial order.

Also, Tables 1, 2 and 3 below, sho' v the serial numbers of the YNAs in M dayokin, Ma
Gbagbé 11é and Yin Olawa respectirely, wich are classified according to liturgical themes
addressed by each of the YNAs< Thoytables provide summaries of the classification of the
YNAs of Oludé, Dédeké and«Dopmu according to liturgical themes. The serial numbers of
songs in the table below ir*sic the serial number of the songs drawn from the song lists
provided in appendix<. Tkav ar¢"drawn from each of the three hymn books which tallies with

the title of specifi< songs wiat the numbers indicate.
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LITURGICAL
THEME SONG SERIAL NUMBER TOTAL
IYIN 1 2 3 13 | 17 | 22 [23| 25 | 31 | 42 |70 12
AJODUN 9 | 10 15 20 | 49 | 54 6
AKUNLEKO 51 | 52 53 3
ORIN OWURO 14 | 65 67 68 | 69 | 70 |71 7
ORIN ALE 16 | 66 o |
IKORE 9 | 10 15 20 | 49 | 54 | o
KERESIMESI 54 | 55 56 | 57 | 58 | 59 [60| 61 | 62 | 63 laa i1
ODUN TITUN 20 By
LENTI 26 | 27 30 = ¥ 3
IJIYA JESU 5 | 27 28 | 34 4
AJINDE 29 | 39 | 2
ORO OLORUN 6 = 1
IGBAGBO 26 | 30 32 | 33| 35 [48 |75 D 7
IFE S| OLORUN 30 | 32 33 |37 | 50 = 5
IFE S| OMONIKEJI 8 | 38 ~ 2am \ 2
ISE ISIN 4 7 \ 2
IDAPO MIMO 27 1
ORIN OMODE 1 3 33 | 36 S 4 4
IGBEYAWO 72 | 73 74 | 0] 3
ONIRURU 13 | 24 2
IWA MIMO 21 | 19 13 3
IKILO ATI IPE 19 | 45 2
IMULOKANLE &
HAGUN 35 | 41 75 e 3
OPE 3 | 12 170 [ 31,40 | 76 6
AKOWOLE 2 3 4 22 | 23 [ 471 |71 7
ORIN 0JO IBI 15

[
Tab'e1: L turgical themes of YNAS in M’dyokiin

From table 1 aiave YNASIn M ayokun have been found to fall under twenty-six
thematic categories. See . xample 1 in M’ayokan song 54 under Keresimesi (Christmas)
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54. E Ku Yedun O

1LE ku ye dun o Gbe nn a ti bi Je su O ba; Yo a ra,so pe, Gbe nn a t bile
2Gba Je su,I’'O ba O ba I ywye,tOgo Rekaiye, O go 1 wyin fun, O ba I 22£0 gC
3.E gbe o jo gbon kan T’0 ngb’oc ke re wa’do Re b’O ba Nwon yi wo le fun, Nwon tun f'o 10, ju we

4A la run, ja de Gb'o re 'wo san ti Je su n-pin; E we,gbate le, Gb'o re’wo san ) Je
8
{4 — ‘ ‘ — . N
p - m— . N— — ! r \ T —K— I — %Z':|
b e o 1o e | F P 1d F £ & i —
) et et = - [ |4 4 _Jj:
su O ba E da, E le se Gbe rin a t bi _Je o O ba:
Re Kai vye, O n ngbele se (0] ba I ye, tO% s Re k’ai ye;
Re fa vye; ‘Ra w1 Re to “tan Lo ja m 1 fi ion e fai ye;
su n - pin; Gba gbo, bo fe la, Gb’o re ’'wo san LTI N su n - pin;
13
[y N N . . N .
e e I
-~ | 4 e |
e L4 [ [ L4 I |4 |4 el
A wa Jo gun 've; Gbe rin a f' bi Je su O ba
Ko s’e ni to nko, 0 ba I ve 'O go Re Kai  ye.
0O ta kan He rod’ Bi nu p’ostino de ’lu re la  san.
Gb’e 1 mbe, sa la, Wa fun® - Yo san wn i it t'o  pe.

Example 1: M’dygkiin Song 54, under " ‘eresin’ :si (Christmas) Thematic Category

LITURGICAL
THEME N C2NG SERIAL NUMBER TOTAL
IYIN 36 | 1
ORIN ALE 2 ! 5 32 4
KERESIMESI 10 15 17 33 4
IGBAGBO T 20 25 26 29 4
IFE SI OLORUN 21 23 2
ISE ISIN B 13 1
ORINOMOLE =[5 28 1
ONIRURU 9 26 27 31 34 5
IWA MO 19 31 2
IKILCOATI IFe 16 1
IMULORANLE &
IJAGUN 29 27 2
G D 24 1
TA. “OWOLE 3 11 2
ADURA 6 7 8 14 25 30 | 35 7
P RIN IDAGBERE 18 1
JAGUN ATI IRIN 2 L
| AJO WA

Table 2: Liturgical themes of YNAs in M& Gbagbé 1lé

From the table 2 above, YNAs in Ma Gbagbé 11é have been classified according to
sixteen thematic categories. An example is song 25 in Ma Gbagbé 11é under Adura (Prayer)
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25. OLORUN SANU FUN WA

Moderate time and smoothly

CHORUS

. hyF“ s ok

VoIcE : = =t
ﬂ’ Fi T

O: lo -
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CHORUS
|n' 2| ls i— m :s b S ;
—F = e e— o
. : ; 3T ;
gha wa o Bu - si fun wa
Fsgey ¥ bW (AT VR | Al (N | B e | M
1 L S
i ‘il T L E { 1 1 .
Q - lg - run sa - nu fun wa o Bu-si fun wa,

xample 2: M& Gbagbé 11é Song 25, under Adura (Prayer) Thematic Category



LITURGICAL SONG SERIAL NUMBER TOTAL
THEME
IYIN 1 [36[60]48]31]59 6
AJODUN 27 138 |43 |49 | 50 | 56 | 33 | 45 | 58 | 17 | 44 | 46 31 13
AKUNLEKO | 4 | 3 | 5 | 54|55 5
ORIN ALE 52 | 53 2
IKORE 16 | 47 | 46 | 39 4
KERESIMESI | 7 1
OPIN ODUN | 44 14, |
ODUNTITUN | 17 | 44 | 46 3
LENTI 29 !
ISIMI OPE 12 10, |
JIYA JESU 1118 ] 9 T3 v
AJINDE 10 | 14 2
IGBAGBO 22 30 ] 35 .3
IFE SI 32 1
OLORUN
ISE ISIN 22 | 24 2
IDAPOMIMO |22 |24 30| 34 4
ORINOMODE | 2 |51 37 o 3
ISINKU 15 e 1
ONIRURU 41 [ 17 |44 [ 26 | 25 | 31 | 6
IWAMIMO |21 |34 26|25 , 4
IKILO ATIIPE | 29 | 42 | 2
IMULOKANLE | 18 [ 23 | 16 | 20 4
& IJAGUN
IGBALA 10 A 1
OPE 3328|3140 4
AKOJADE 56 | 57 2
AKOWOLE 1] 2136 3
ORIN 59 | 17 | 60 3
AKANSE '
ADURA 24 | 1

Table 3

From the table 3 abov ,.\'0.

eight thematic categorisgs.

See Example 3,%2.50 w42 under Ajodiin (Anniversary)

-_itGuaical themes of YNAs in Yin Olawa
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43. Ajodun T'oni L'a F'ayo Ri

G. Pope Dopemu

J=65
soprANO [ 5= be e e h e e e
aLTo | ©? ﬁ#%%ﬂ:iﬁwm
Y] e _r e r rw%

-jo - dunto-ni I'a fa-vyo ri____ o O- pe__ fun 'se -uBa -

TENOR Iy A2 o2 oo w 2w E—_a— - :
BASS \’ s E }/Vs’j S DU ¥ P AN B RS SO S e | i Pﬁﬁ:}i%
4
(e o L e
Gr —.. ’#ﬁﬁ%ﬁ = % -
P Y r rrrrys
ba. I-re. ti ko jo-fo lat' -e-sid_ o O-pe__fun 'se-un Ba -

_ede 20D rnl by

53" | [] [
I”i’)UE Ea‘ | Ev E E g | E‘-—J g — >
Lo 7 I il 7. H IV | "4 I 17 ] i s I F ] ! ! ’ ' ! ' .
., t i L 4 L4 t H |14 1 ¥ | 1 [ t E V y E i V E

Example 3: Yin Olawa Song™42, Gi.der Ajodin (Anniversary) thematic Category

A few new themes like "Akowoie, Akojade, Akanse and Ajodun have occurred
according to Yoruba adaptctianis.i't 1S worthy to note that YNA composers did not work to
invent new themes fo: the :hurc!syear; their work essentially was aimed at creating a Yoruba
idiom of church nrusic thayis relevant to Yoruba worshippers. One can also observe that each
of the three cCmpo.ars’#works may not be fully classified under all the available fifty-six
liturgical thames “ound in 1.O.M. The reason is that hymnbooks such as the 1.0.M contain
hundrads ¢i.hymns gathered from hundreds of composers that could be widely categorized
ungasthe various themes that make such hymnbooks complete in all thematic ramifications of
wie chuistian calendar year. Nonetheless, Oludé, Dédeké and Dopému should be credited for
comj osing and presenting many YNA choral compositions for Christian liturgical purposes
thiat could be categorized under a wide range of liturgical themes. It is hoped that a future
collection, scoring and compilation of hundreds other YNA composers’ works in addition to
that of Oludé, Dédeké and Dopému could provide YNAs in the remaining categories and

beyond. Such future project will culminate as much as possible in an all encompassing YNA
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hymn book that showcases the YNAs of myriad of composers whose YNAs could be salvaged
and permanently documented. The creation of such hymn book will most likely revive the use
of YNAs in Yoruba churches and beyond. It will also help to prevent these beautiful,

liturgical as well as artistic creations of several of these composers from sinking into oblivion.

6.3 Compositional Techniques

The compositional techniques employed by Oldde, Dédeké and Dopéemt wi'l be
discussed from the perspectives of the sources from which each of the three.co:.igwsers
derived the melodies and texts used in their YNA compositions. The thre& sou.zes :hat have
been identified in this study are

1. Adapted Yoruba folktale and ceremonial melodies.

2. Yoruba melodies composed to the first stanza of trans’atec Furc aean hymns

3. YNAs that are original compositions of the three coianoscss ir noth text and melody.

6.3.1. Adapted Yorubé Folktale and Cereaciiial Melodies

Vidal (1986:78) identified traditional Yorba riceal, ceremonial and folk melodies as the
initial resource area from which some early Yruba/Christian composers such as Rev. J.J
Ransome-Kuti and Rev. Oladé drew ideas for their songs. In traditional Yoruba culture, like
other African cultures, Folktales canstitute cyrich aspect of folklore. Okafor and Ng’andu
(2003) stated that ‘Storytelling is a wommon art in sub-Saharan Africa’. They further
explained by highlighting fize key iales storytelling plays in African societies summarized as
follows:

1. Pass on infori2at.simahich are current, topical, historical or legendary.

2. Teach it:0ra!'s ana mould character.

3. Expret: thesyorldview and the explanation of phenomena through stories.

4. oProvid'a tatertainment.

5., Tecsh concepts that are contained in the language and the music.

iviw, Y oruba folktales that play roles itemized above; have specific song interludes that
arcisungrat a certain point within the storytelling activity. Such songs usually create interest
and ! elp in memorizing the lessons of the folktales.

Yoruba ceremonial and folktale songs constitute the inital resource materials from
which the early christian Yoruba native airs were adapted. In a bid to attract the attention of
early Christian converts, the composers resorted to the adaptation of well known traditional

melodies, substituting the original text with newly composed christian texts. The compositions
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found in this category of adaped Yoruba folktale and ceremonial melodies belong to the
earliest periods in the evolution of YNAs and were devised as the first attempt to overcome the
initial challenges of musical conflict experienced by the early Yoruba christian converts.

However, this category of compositions, in which the tunes were adapted from folktale
melodies have the least number of songs when compared to the other categories from which
YNA composers sourced ideas for their tunes and texts. It comprises 22% of M dygkun SoI.zS,
3% of M& Gbagbé I1é and 2% of Yin Oluwa. It can therefore be concluded that this cctegory
of compositons featured mostly in Oludé’s compositions, while the other twc, comnosers
rarely ventured into this area.

According to Mr S¢ye Oludé (Rev. Oludé’s son), his father was taugi:.many folktales as
part of his early education at home and at Ikereku Primary Schoo' /th40ku.a and Agbeni
Methodist School, Ibadan. This exposure to folktale songwinte.‘udes which usually
accompany folktale narratives brought him into close encounter#ith Y oruba folk music. This
experience left an indelible mark on his mind and_subsegaantly impressed on him the
educational potential as well as entertainment compot ants«of folktale songs.

In addition, he saw the example that Rev. 77 1wanscme-Kati showed in the adaptation of
Yoruba ritual and ceremonial tunes for evar xelistic' purpose by substituting the original
indigenous texts with Christian texts. .ince Rev. Ransome-Kuti’s experiment with the
adaptation of Yoruba ritual, ceremoniai.ad folk tunes was successful with the Yoruba
converts in the Egba missions and beyand such that his collection was eventually published as
the appendix to the Yoruba bymrniook in 1923, Rev. Oludé then saw what could possibly be
achieved by using the same natio' of textual substitution in the adaptation of Yoruba folktale
songs that he was velv mch faniliar with for christian liturgical purposes. He therefore,
adopted the tunesfof seveial Yoruba folktale songs and set new christian texts to them out of
which he publichea. 7 ofihese songs in M ayokiin.

Furtitesmore, two reasons could be adduced as reasons why both Rev. Ransome-Kuti
and Rav. Gidé found the adaptation of Yoruba ritual, ceremonial and folktale tunes adaptable
four@hristion use. First, such songs are perfect examples of Yoruba folk songs whose melodic
cantouss follow the tonal inflection on Yoruba speech pattern. Singing the Christian version
of su :h songs by Yoruba Christian converts in contrast to translated European was therefore, a
renef and delight. Second, such songs have existed as part of Yoruba oral tradition which
operates and utilizes the principle of textual substitution as a compositional technique usually

employed in contextual performance settings. So, Rev. Ransome-Kduti and Rev. Oludé were
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very much ‘at home’ experimenting and demonstrating the versatility and prowess of

indegenous Yoruba composers.

Yoruba Folk Song

. =65
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Example 4: Oldrombi: A traditic 2al *Yoruba Folktale song

Text in Yortu 4 and 1 anslation

1 Senior Moments: Memory loss due to 2uvanced age.

Olurombi pledged her child, the fairest

- one
Olukaluku jeje ewure 2Olurombi o, janyin janyin, iroko janyin
Olukaluku jeje aguntar janyin ' ’

Olurombi jeje omo re a i1 L ePo
Olurombi o, janyii janyi<, “xoko janyin
janyin

2 The expression ‘janyin janyin’ is a Yoruba
onomatopoeic expression that could signify
strength and resilience as found in the 1r6ko

Translatior.
' tree.

Some plevped goaws
Some p.adgedisheep
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11 seunBaba l'orun ti to pe I seun Re ka i Tirto jo m mukara tu

2A dupe,a ji lonio a du pe 1 lera pe l'ogbon E baa te fo muwadagba

3A dupe o wotobi_nwarn naPelola ti to ju Tojote runnwonnri re a ta

4
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G e ===
ni E se un Ba bawa Opeloyewafuni kore tt wa A ti je lan gbe jo jo
bo E se un Ba bawa O peloye wa fune ko re re o, Gbo gbo won du pe re
ta I rorun mi ti wa Opeloyewa ni 0o niyin ba ba E yin 1 bugsla o @
7
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Gb'o pe fun e so ni ta ti je Ba ba o run e seun
O dun de a wa nyo e ko rin Ba ba < n e seun
So pe fo jo o run to nyi ka Ba ba o0 rud. e seun

Example 5: M’dyokun, Song 9, showing an auaptation »f the tune of ‘Oliirombi’

folktale song

Text in Yortu 4 and 1 anslation

Translation
Iseun Baba I’orun ti t’ope The goodness of our heavenly Father is
Iseun re kari. T’iri t’0jo ni mutk’ara 1 praiseworthy
ni His goodness extends to all
E seun Baba wa We’re comforted in all seasons
Ope lo ye wa fun ikore twa Thank you our Father
A ti je langbe jojo We owe you our gratitude for this
Gb’ope fun eso ni/ ati j¢ bountiful harvest
Baba orun e seuri Receive our thanks for the satisfying
fruits

Father in heaven, thank you
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6.3.2.  Yoruba melodies composed to the text of the first stanza of translated European
hymns

The second source is revealed in the texts of some of the YNAs of Oludé and Dopema in
which they composed new tunes according to Yoruba tonal inflection to the texts of the first
stanza of some translated European hymns. Thereafter, they proceeded to compose the text of
subsequent stanzas according to the melody of the first stanza. The new stanzas that foliaw
after the first stanza were purposely composed to maintain proper correlation with the crigina
theme of the hymn as revealed and presented in the text of the first stanza.”. ~i'*houyh,
translated European hymns were already popular in the church, the composasc@ere' Iso ready
to demonstrate that it was possible to sing them with new tunes which, refle it the tonal
inflection of the Yoruba language. 34% of M dyokin songs, 22% of " 2Wiwa songs and 3%

of M& Gbagbé 11é songs are found in this category. As shown ipst2 exe iple below:
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354 st. BEDE,

6464664

1 mf Nge sunm’ Q Qlorun
Ngo sunmo Q;
p B’ o til¢ se "ponju,
I’ o mu mi wi;
cr Sibe orin mi je
di Ngosunm’ Q Qlorun
Ngo sunmo Q.

2mp Ni ona ajo mi,
B’ il ba g4,
Bi okuta si je
Irdri mi;
¢r Sibe nin’ ,né, ny
di¢ Ngo sunn5"Qlorun,
Ncr bu nmo 4B

O N;be jeri nr’ ona
o ln 8’ orun.
L bog ohun t’ o fun mi
Nin’ &nu ni

ar 2yige! lati pé mi } :
di"Suiin’ Q, Qlorun mi,
Ngo sunm¢ Q.

ay, f Nje gbati mo ba ji,
Em’ oyin Q:
. Ngo {’ akete mi sge,
Betel fun O.
cr B§ ninu osi mi,
Cdi Ngo sunm’ (), Olorun;
Ngo sunmo Q.

5 ff 'Gba mba fi ayd lo,
S’ oke orun’ -
T’ o ga ju érun lg,
Soke giga:
Sibe orin mi je,
div Ngo sunm’ (3 Qlorun
mp Ngo sunmg (. Amin

Example 6: Original European Tune with tranlated Yoruba Text
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Si be st be N go ma ko rin  sun mo O Sunmo O lo run Sul ot deo, Re
Ni po ki po Ngo ma ko im sunmo O  Sunmo O lo run Sun mpo do  Re
Ni gba ki gba Ngo ma ta ra Ji se fun_ ji sefunle su Tpoleraom ju
4. Ngo yin n'nu ise mi 5. Ngo je k'o laiye mi
Ngo vin kara Ngo duro fgn
B'o ti wu ki aini to Bi mo la, bi nko n'ola
B'ekun gb'oju mi Bile kan b'o d(t
Sibe sibe Ngo ko fesu
Ngo tiraka Ngoma lasa
F'O luwa F'O ludva
O mba mi kedun titi i d'ocpds
O feran mi ju Sunnpodo e

Example 7: M’ayokun, Song 7, showing a nev’ Yoruba melody composed to the text

of the first verse of a trans'atea" =nglish hymn.

Text in Yoruba and translation Transl tion
Ngo sunm’O Olorun, Ngo sunmo O '2arer .y God to thee, Nearer to thee
Bo tile se ‘ponju, L’o0 mu mi wa o E’en though it be cross that raiseth me,

Sibe sibe, ngo ma korin sunmo O Still all my song shall be, nearer, my God, to
Sunmo Olorun, sunmo odo re Thee

Nearer, my God, to Thee

The texts of Verses 240 5 we:» specifically composed to maintain same melody as well
as thematic correllation«ith verse /.

Dopemt’s YNA caripositions also show that out of the 60 YNAs in Yin Oldwa, 13 are
new Yorubd turis composed to translated european hymn texts.  The similarity of this
compositional featureanifesting in the works of Oludé and Dopemu could be understood in
light of ¢he 1aestiat Dopemu and Oludé worked together as music Director and Organist
respectively, af M ayokun Choral Party in Abéokuta. There is therefore, every possibility that
the,nboui dbed on each other pertaining to the style of writing YNAs derived from the text
andthere of the first stanza of translated European hymns.
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15 EVENTIDE. 10.10.10.10, W. H. MoxE.
) | 1 o
e = == ]
—q—t—d— e
3 F —>

1 mf Wé ba migle! anfore le tan,
Okunkun ngu © O] 1wa ba mi gbe
Bi olurar lowo miran ba y¢,
Iran:7Q a..ini, wéd ba mi gbe!

.

2 p C_'q aiy. mi nsare l¢ s’opin,

Ayo niye nki,

0go ré nwomi ;

ayila at’ ibaje ni mo nri;
~ 'V o ti kI yipada wé ba mi gbe.

3mp M4 w4’ ;ru b Qba awon oba,
Sugb¢n ki'w ma b b’oninure ;
X1 i md kdnu fun éghé mi;
W. Ore elese, wa ba mi
obe ! :

Mo nfe O ri, ni wakatigbogbo:

Kil’ o le segun Esu b’ ore Re ?

Tal’ o le se amgna-mi bi Re?

N’ nu ’banuje at’ ay9, ba mi
gbe !

6 mf Pelu’ bukun Re, érukd ba mi:
~ Ibi kd wuwo, ekiin ko kord ;
fOro6 ikd da? ’segun isa da?
‘Ngo segun sibe, b’ Iwg ba mi
ghe.

6 p Wa ba migbe ni wakati ikd,
¢r Se 'mole mi, si toka si orun:
f B’ aiye ti nkoja, k’ile orun mo,
Ni yiye, ni kikd, w4 ba mi
ghe. »  Amin,

Example 8: An Original European Tune with tranlated Yorubéa Text
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Wa ba m ghe, a-le fe-re___ le tan O- kun - kun_ sg,

SOPRANO
ALTO

W ol

2. Ldiyé wa sé, a nfé imisi 4. B’ikuwolé, oghé t’6 wu k’o sd,
At’iranwé, t'O nf’dmo-1éhin re; ‘Wosan ko ni pé, b’Oliwa mbd mi gbé;
Bad wa lo ‘gba k’diyé wa le '4.du. B’6gun esu nléri, t’ote nderu,
‘Beéwo nikan ko 1’a nifé, wd,"ha mi g2, Abo kdn mbe sibé 14ai b 'O mba mi gbé
3. B’0 nba ni gbé, ek.na'CW erin kia, 5. O nd’épin kia, aiyé t’énia nghé
Eril ko n’ipd, 7300 nd’ad in ni; Ofo, ‘bamiijé, pél’ ayida po to;
Y’6 ma pese v Lk yio pin, Dakun, firi aanu m ‘0kan le k’0 yo
Idamii aife isé y 3% pin pelii. Itimii t'diyé ko ni, wd, ba mi gbé.

Example 9: Yin G iwa Torg 53, showing a new Yoruba melody composed to the text of the
first verse of a European hymn

Aithouy), LOko (2011) identified translated European hymns with new melodies as a
categary ur liturgical songs employed in the worship of the Cherubim and Seraphim
mo.2ment in Lagos, the examples of songs she cited in this category freely exhibit notes of
the Liatonic scale which did not give consideration to Yoruba tonal inflection. It therefore,
clearly differs from those of the YNAs of Oludé and Dopemu that are mainly pentatonic,

aimed at taking care of the linguistic demands of the Yoruba texts.
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One major reason could be adduced for Oladé’s venture into the concept of new Yoruba
tune composed to the text of first stanza of translated European hymns. Rev. Oludé having
understood and experimented with the Yoruba compositional textual substitution technique,
took the musical experiment to the next level by seeking to provide alternative Yoruba
inflected tunes to some of the translated European hymns that were more frequently used. Out
of the 77 YNAs in M ayokiin, 26 YNAs are new Yoruba tunes composed to translated Europcan
hymn texts that is, 34%.

Unlike the compositions in the first category that used ceremonial and folki2le tnes e
compositions in this second category were composed mainly in the intermacitie pe 10d when
YNA composers were becoming more self assured in their composivanal ¢oilities and
therefore sought to make a statement by sourcing translated Euigp2an iymn text as
compositional source material which they recomposed with nesepYortsa inflected melodies
and by so doing, turned the music around to have more meanir.p¢and | elevance to the liturgy
of the Yoruba church.

Three other reasons could be adduced for Oluc’ .and*Dopem1’s venture into the concept
of new Yoruba tune composed to the text of firstGuaiza Ghtranslated European hymns. Firstly,
Yoruba christians were already becoming fami iar witl the texts of the translated hymns that
were regularly and commonly used in chu ch services. Yoruba christians would therefore, be
more comfortable singing these fami*:ar iz with Yorub4 tonally inflected tunes and rhythm.
Thus, it was an attractive idea t& usa.already familiar translated hymn texts to expand the
concept of indigenous idiomsof 1iwsic similar to the earlier successful experiment that Rev.
Ransome-Kuti and Rev. G.a'C"iiod done by substituting texts of ritual and folktale songs
respectively with Chri tian texts:

Secondly, the experinent was also to demonstrate how beautiful, proper and meaningful
translated Eurcoaear. hypin texts could sound when given tunes with appropriate Yoruba
intonation:™5inal./, within the context of crusading against translated European hymn texts
and tupes uat maligned Yoruba language, the first ‘port of call” was to immediately provide
Yearaha crsistians with alternative YNAs that were viable and suitable aside those earlier
praviaad through ritual, ceremonial and folktale tunes.

6.3.3. YNAs that are original compositions of the three composers in both text
and melody

Each of the three composers also crafted YNA compositions that were altogether original
in both the text and melody. It is within the context of their original compositions that their

creativity as composers in Yoruba idiom was best showcased. This category of compositions
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reveals greater number of compositions by each of the three composers. It is however
interesting to note that the first two sources discussed above manifested in form of textual and
melodic substitution. In the first instance, early YNA composers like J.J.Ransome-Kuti and
Oladé adapted ritual, ceremonial and folk melodies by substituting the text of such songs with
christian texts for liturgical purposes in the church. In the second instance, a somewhat
reverse process was employed whereby the text of the first stanza of translated Europcan
hymns were adopted and the European tune substituted with new Yorubd inflected mlodies
for better meaning, more relevance and full integration into the music of the Yoru. a ciirch.

In the YNAs found in the three hymn books, original compositicg®™aans: tuted the
majority (44% in M ayokun, 94% in Ma Gbagbé 11é and 76% in Yin Oilwa) o the works.
This similar trend shows that the composers were quite zealous abol: ws2ing vut completely
new compositions aimed at replacing the entire music liturgy ofhe cti‘rch. The chart below
shows a summary of the classification of the compositions orv@i0de Dédeké and Dopeému
done according to sources of tune and text from their popular r.ymnuooks namely, M dyokuin,
Ma& Gbagbe 11é and Yin Oldwa respectively.
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Yin Oldwa, Song 10, showing an original composition by Dopému
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Text in Yorubé and translation

Translation
T’orin t’ijo t’ilu e yin Baba, With singing, dancing and drumming, let’s
Baba seun fun wa o, praise the Father
O seun fun wa /’opolopo, He’s been good to us
E fi ope fun Oluwa, He’s done so much for us
E ho, eho ye, e yin Baba, Olodumare Give Him all the thanks,
With a loud shout, praise the Father. tin
Almighty
100%
90%
80%
70% — -
B A~ APT..D YORUBA FOLKTALE
60% [ ANL'CEREMONIAL TUNES
50% —  ®NEW YORUBA TUNE
COMPOSED TO TRANSLATED
40% — EUROPEAN HYMN TEXT
. B ORIGINAL COMPOSITION
30%
(Text&Tune)
20% " —
10% —— —
0% i N : .
M'ayokun (Oluc}) M= Guogbe Yin Oluwa
lle() edeke) (Dopemu)

~igure 1: Sources of Texts and Tunes of YNAS

The figure abov. shows that unlike Oludé and Dopemu, Dédeké did not source a

significaisoropui on of the tunes of his compositions from Yoruba folk tunes neither did he

utilize uanslaed European hymn text as resource material for his compositions to any

appieciable degree. Ma Gbagbé 11é is largely dominated by original compositions of Dédeké;

revealing him as a composer who believed in the freshness of original compositions. This

xic'it also be due to the nature of the school environment within which he worked

extensively. He always needed new, short and memorable compositions to teach his students

because these songs function as religious and moral lessons. To him, it was important that the

lesson of each song be memorized by his students. It seemed more convenient to fully ground
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such lessons in the heart of students through the teaching of short songs. According to Mrs
Olupitan, (one of Dédeké’s former students interviewed during the course of this study)
religious and moral lessons in form of short songs made it easy for Dédeké’s students to
remember and sing any of Ma Gbagbé 1lé songs anywhere and at anytime. This reason may

be responsible for the predominance of original short verse songs among his compositions.

6.4 Analysis of Musical Elements

The analysis of musical elements of YNAs in M dyokiin, Ma Gbagbé "Csand * 1n Olawa
covers the form and structure, scale patterns, set keys, melodic ranges and -peech | one pattern.
Elements of harmony, rhythm and meter of YNAs found in the throe“wmn wooks are also
discussed.

6.4.1 Form and Structure

According to NKketia (1974) form and structure®in African music involve solo, chorus,
call and response and canonic arrangements. Ir_his<iscussion of form, Akpabot (1986)
claims that the basic elements of musical for{1 are re oetition, variation and contrast which
operates in the form of melody, harmony,srhythmaas"tone colour. He explained that all these
elements are identifiable in Nigerian #musical forms. In his study of the poetic and musical
forms of Yoruba songs, Vidal (264 identitied the short verse form and the long verse or
litany form as the poetic forms ¢ Yorur songs. The four types of musical forms he idenfied
are (i) the call and response antinhori! form (ii) the through-composed form, (iii) the strophic
form and (iv) the stroziic respontorial form. Adedeji (1992), in his study of the liturgical
music of Ifa as ustd o Orinmila (Orunmila congregation) identified three song types
namely, Orin gmz4 (metrical hymns) just like christian hymns; Orin akokun (through-
composed).similcx to riative air anthems and Orin égbé (short,lyric-airs) that incorporates solo
and choruy, Based on the similarities between Vidal’s claim and the YNA forms observed by
the resea.cher, Vidal’s approach shall be adopted for the purpose of analysis of the three song

Y00k

Analysis of YNAs in M ayokun, M& Gbagbé Ilé and Yin Oluwa presented in the tables in
appendix Il1, page ?? , reveals that the YNAs from the three hymn books are structured in
strophic and through-composed forms. The songs are predominantly in the strophic form
while a lesser number of songs are found under the through composed form. The songs in the
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Yin I, enyin eda aiye

strophic form present as (i) short verse (ii) multiple verses and (iii) multiple verses with

refrain.
{) 4 | p— p— | . . .
AT e i R I
Py 7 - - -
Yin O lorun I bu O re Yin I enyin e da aiye E yin I enyin e da ai ye o, E
7
ﬁ KT n
SE P R —— eSS

yvin Lenyine da orun Kigbo gbo a gbaiyeju mo YinBabao,yin O moatt m M mo.

Example 11: A short verse song in M’dygkiin is Song 42, Yin Qlérun bu + e

The example above is Oludé’s YNA version of a single verse Chrisian lit'.rgical song

commonly referred to as the doxology. Its original English translation''s a>allows:

Yin Olorun Ibu ore Translation

E yin i, enyin eda aiyo o, Proisefim all creatures here below;
E yin i, eyin eda orun Fraise v'im above Ye heavenly hosts;
Ki gbogbo agbaiye ju mo yin Baba o, Prai¢ 2 the Father, Son and Holy Ghost.

yin omo at’emi mimo

Mé& Gbagbé 11é song 16, Ki‘ise Choghbo Eni Ti N Pé Mi and Yin Oldwa song 6, Jehofa

Mi Si Wa in Appendix 1l arasalso cizamples of YNAs in short verse form.

I
II seunBafa o n ttvv pe I seun Reka ri Tirito jo ni mukara tu ni E seun

2A duped e ji oloma du pe I lera pe loghon E baa te fo muwadagba bo E se un

3A duCz2 0o tobunwari naPelola ti to ju Tojote runnwon nri re a ta ta I rorun
8

A I
o — T A}  — T T |  N— — . K | 1
ﬁ - e ; =
. (—— T

Ba ba wa O pe lo ye wa fun 1 ko re ti wa At jJe

. ba wa O pe lo ye wa fun e ko re re 0, Gbo gbo won

it i wa O pe lo ye wa ni o niyin ba ba E yin i

lan gbe jo jo Gb'o pe fun e so ni ta ti je  Ba ba o run e seun
du pe o re O dun de a wa nyo e ko rin Ba ba o run e seun
bu nla o re S'o pe fo jo lo run to nyi ka Ba ba o run e seun

Praise God 1:9m whom all blessings flow;

Example 12: M’dyokiin, Song 9, Iseun Baba is an example of song in multiple verses
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M& Gbagbé 11é song 18, K 'Olérun S¢ Wa and Yin Oliwa song 2, Ewe Ti Oba Orun in
Appendix Il are also examples of YNAs in multiple verse form.

23. F'eru Re F'afefe

G. Pope. Dopermu

v . . .
e yo X gblo i re ga 0. Cllo-run v hebo 1-mu-kan-le re o, vo.. gbo-ri-re ga.
Al ST LA
T‘Lib—b—P—ﬂ—R—!—P—P—P—F
~ A K
2. Fliwa re m’aiye gun 3. Lo ‘gbare ni pipe
Ghekel” Oluwa wzlo Ma rin mo ‘seibi o
Oluwa t’q ngbod mikanle ec )0 Olorun Mimo ko ni ja o tile
Y’o tun atye i sc. Y’o gb’ori re ga.
‘ ‘ Egbe - Yo gb'orire ga o (4ce)
Egbe -Yaytun o, 2 re se o (dce) Olorun Mimo ko ni ja o tile
Olwwd 3o ngo iz ikanie eda o Yo gborive ga.

Y'otun a, »re se.

4, S’ona re ni mmo
Sa gbagbo, mase beru
Ojo ale yio si dara )’ owuro
Sa duro sinsin,

Egbe - Sa duro sinsin o (4ce)
Ojo ale yio si dara j'owuro
Sa duro sinsin.

Example 13: Yin Oluwa Song 23. Song with multiple verses and refrain
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M ayokin Song 5, Ko Tun St Oré Bii JésU is another example of multiple verses with

refrain..

These YNAs are also identified as being in either binary or ternary forms.

Gbogbo aye, ¢ gbé Jesu ga

A.T. Ola Olude

f)u N pr——— p— .
P A iﬂ P Y > N ] I I J AI {\] I } ‘I 1 ]
A" Lo B I} 9] I I 1 I - { i — — =[ =’ . — e -
D) I 4 |4 (—
Gbo gbo a V¢, e ghé Je su ga A n g L e wo le  fin___
s | B i
Ha \ A
P > > LN > I > > 13 L - Il |
7 = = I = Il = = I ] T
[ £anY = Il = |9 = = & I | T T r &
~ I 1 I ¥ | 1 = I T I 1 -~
0 ' I I ‘ —— t
E mu a dé Q ba e W4, Se é I'6  ba a won 0 ba

Example 14: M’aygkun song 17, sora in‘Zinar ' form
Méa Gbagbé 11é Song 4, Baba A F’ara Wa and Yin OlGwa Song 19, Igbi Aiyé Ko Nighé

Wa Lule are other examples of other songs in binary <>rm

QI‘(‘) Olf’fl‘un A. T. Ola Olude

Oro Ol6 run_ Ordo Ofo 1n Ban gbé © 1 na wa a dun, Oro 016 run_

Exan alasily M ayokiin song 6, song in Ternary form

E Wél¢ F'Oba

G. Pope Dopemu

E V8 1R FO ba___ O logoju lo___ E korino pé__ lo'wa ju__ ré

n
-

7 S—

r—r \ I r—y T 1

. I
Gbo gbo a vé e ju ba O gun o run e ho ye; E Wole FO ba
1

8

(4 4, . A .

o e LT I LN A I I I I .Y LN I I LN LN I Il |
¥ 4\ % - 1 1] IAY I 1 | 1 ] 1] IR 1 & - 1 1 1T 1T 1 1 1 1 |

— I I —_—
O 16 goju lo E korn o pé lo 'wa ju_ ré

Example 16: Yin Olawa song 1, song in Ternary form
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Ma Gbaghbé 11é Song 15 is another example of a song in Ternary form.

The composers made use of responsorial elements in the form of solo and chorus as
well as unison and chorus as a kind of additional musical element of their compositions.
These featured occassionally in YNAs presented in their hymn books whether in the strophic
or through composed forms. An example is Yin Oluwa Song 5 in Appendix V. In ordeito
highlight each composer’s predilection regarding the use of form, Appendix Il shcws trie
details of the structural content of M dyokin, Ma Gbagbé 11é and Yin Olawa. t owarer, e
following tables below show summaries of the form and structure of the Y*&%a.in & 7 ayokuin,
Ma Gbhagbe Ilé and Yin Olawa

SONG FORM NO OF SONGS (OUT ’ \'/cRCENTAGE OF
(M’dyokiin) OF 77) \ OCCURENCES
MORE STROPHIC 75 97.4%
LESS THROUGH N
) 2.6%
COMPOSED

Table 4: Percentage Oscurences of Responsorial Elements in M’dygkiin

Responsorial elements in M dyg.4in in the form of solo and chorus or unison and chorus
occurs in 5 out of 77, that is, 6.49

SONG FORM NO OF SONGS (OUT OF PERCENTAGE OF
(Ma Gbaghé Ii: 36) OCCURENCES
MORS S1RQEHIC 31 86.2%
LESS:THROUGH
5 13.8%
COMPOSED

Table 5: Percentage Occurences of Responsorial Elements in Ma Gbaghbé 11é

Responsorial elements of solo and chorus or unison and chorus occurs in 11 out of 36
songs, that is, 30.5%
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SONG FORM NO OF SONGS PERCENTAGE OF
(Yin Oluwa) (OUT OF 60) OCCURENCES
MORE STROPHIC 51 85%
LESS THROUGH
9 15%
COMPOSED

Table 6: Percentage Occurences of Responsorial Elements in Yin OlU

Responsorial elements of solo and chorus or unison and chorus occurs in 12

songs, that is, 20%

SONG BOOK Strophic (%)
M’AYOKUN 97.4

MA GBGBE ILE 86.2
YIN OLUWA 85

Table 7: Percentage Occurences of Strophic<nd Throu

YNA Son

Composed Forms in the

120.00%

100.00%

80.00% -

60.00% -

40.00%

M'ayokun

Ma Gbagba lle

B Strophic (%)

B Through Composed (%)

Yin Oluwa

Figure 2: Proportion of Strophic to Through-composed YNAs
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The high proportion of songs in strophic form in these composers’ works could be
attributed to four factors. First, the strophic form is the default form of the translated European
hymns which constituted a major proportion of the music introduced to the early Yoruba
Christians. Therefore, the YNA composers that emerged must have naturally accepted it as the
most important structural form of church music. They therefore followed suit in composing
their YNAs in the same form.

Second, singing of hymns during divine services, as mentioned earlier, invoiues Tic
participation of the congregation and the form of music that offers the repetitive puttern of
melodies that could be easily understood and coordinated for congregationai=gartici 1ation are
hymns. This is in contrast to the through-composed form which offers variciion ol melodies in
its several sections that are used as anthems for special choral rcticisians. “Although, the
congregation could easily participate in the occasional call and »g&nonse sections that occur in
the course of the through-composed song.

Third, YNA composers might have realized that the stroghic 1orm have always existed,
though, orally in Yoruba traditional vocal music bott as asonceptual model as well as in their
performance practice. With exposure to westerricuaratica, and having experienced the use of
translated European hymns in written strophic " armat, | tructuring of YNAs in written strophic
format therefore provided the platform by which YNA composers could also showcase their
creative ingenuity in traditional musig. 1 s regard, they were able to integrate the principle
of textual substitution in compdsing, multiple verses to any given tune. By this, they
eloquently testified to the fact thauthe practice of versification in music was not exclusive to
European hymns, neither viaa®ic o, new nor foreign phenomenon to the Yoruba. In other
words, they demonst:ited that <ie creation of multiple verses had always been in practice
though, orally, insiaditioria! Yoruba music.

A fourth2asca that is closely related to the three given above which corroborates why
the strophicuas (ae preferred form was the YNA composers’ endeavour to compose several
hymng, in “/oruba musical idiom as viable alternative that could replace the Yoruba
trase'ationoof European hymn texts sung to unsuitable European hymn tunes. Through YNAs

nastrophic form, they therefore, pursued this central objective of their musical crusade.

6.4.2 Scale Patterns in YNAs
The word scale is from the Italian word ‘scala’, meaning “ladder”. Akpabot (1998)
notes that scale patterns in African music are very important, not as a vehicle for a theoretical

exercise for Western scholars, which in the end is counter-productive, but as an important
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yardstick for looking at traditional melodies and melodic movement. He opined that “the best
way to determine an African scale is by ear; listening to the sound of the music and trying to
equate it, as much as possible to any Western scale, purely for comparative purposes”
(Akpabot, 1998:27). He identified six scale structures that are used in African music namely,
diatonic, tritonic, tetratonic, pentatonic, hexatonic and heptatonic.

However, as much as Akpabot’s claim can be said to be true as it applies to traditiosal
African music, the YNAs under study have revealed a higher level of conformity to Vi‘esteri
scale patterns, which are based on the equal temperament tuning system. linanis riot
unconnected with the intercultural nature of this musical genre and alse=tw, fau that the
composers already have background in European church music.

The scales identified in the works of the three composers are L 2rietanic, nexatonic and
major diatonic scales. However, the three composers mades&se 01 the pentatonic scale
predominantly in composing the melodies of songs in their hynia'book  as shown in the songs
in M dayokun, M& Gbagbé Ilé and Yin Oldwa. While Rev. Olu:'é based the melody of all his
YNASs in M ayokun strictly on pentatonic scale, Dédel = ans Dopemt, were not so strict in their
use of the pentatonic scale in their own hymnbogis.

Against the background of the Major dia.anic sci le, the pentatonic scale? used in YNAs
employs the following degrees of the diat  nic scale: tonic, supertonic, mediant, dominant and
the submediant. Below is its definitio®, basc!.on the key of C.

o) |
y . i % :
— ’ = ¢ »

v & e

Tonic Jipertonic Mediant Dominant Submediant

Example 17: 344 0 Diatonic Scale Degrees of Pentatonic Scale used in YNAS

Mr S¢ye Dlldenirev. Oludé’s son) clearly recalled that when his father met Fela
Séowandéh.in uie’ te nineteen fourties, the latter was very much impressed with his father’s
passiorniand wynacity in composing songs in Yoruba idiom for the Yoruba church. However,
Séwanae . ticed that not all of Rev Oludé’s song melodies at that time conformed to the
pertatori.c scale. He therefore, prescribed that Rev Olddé should modify all the subdominant
and.cading notes within the melody of his compositions in such a way that it will only contain
the five notes of the pentatonic scale. Fela Sowandé made effort to convince Rev Olude that
total conformity to the use of the pentatonic scale in the melody of a Yoruba song will
inevitably help in making such song to conform to the tonal inflections of the Yoruba speech

pattern. This process Sowandé believes would help to completely eliminate meaninglessness
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in Yoruba melodies as exemplified in the translated European hymns. Soéwandé, must have
taken note of Rev J.J. Ransome Kuti’s pentatonic melodies and again, having been under TKE
Philips’ tutelage, had imbibbed this principle from them. He believed that the pentatonic scale
rather fairly and most faithfully mirrors the tonal inflection present in the Yoruba language.
Mr S¢ye Olade therefore asserts that it was Séwandé that influenced his father’s total
adherence to the use of pentatonic scale in M ayokun. Sowandé also advised Rev Oludesto
gather together all the loose manuscripts of the songs he had composed over several y2ars i
order to publish them as a hymnbook. This fact was also corroborated by Mr S¢y¢ Uidaa. wino
claimed that this eventually led to the publishing of M ayokiin in 1954.

Examples 10 and 11 below show the initial and modified tune f one of Oludé’s

compositions. The specific notes affected are highlighted with circles:

) u . . e R A pre—— |
- 1 L \’ ey - T . l\, 1 1 1
NV e "4 |V o] 17 1 LZ I 1J 1 ]
e . N Yy |1 4 T — ] | J ' ]
O ¢ ¢ ¢ s¢ toka t ji n ded 16 ggo__ O ja t1 ki ko ni pa mo
4
Du L —
p’ AR 1 N N 1 I} 1 1] "
{0 =1 - - - e = -
(o =
3 o,
e gbe_rin A lleluya
Example 18: Original tune 2« Ore r.'4s¢ To Ku, showing partial conformity to the
nentatonic scale
# - T () Ik\ | T {
ﬁ— T P \gl "" F‘ '.“ > E'} H L l
.. T 174 ] I ) BN | I I = "4 T
Y 1 I | | [ d |
O 1€ R t0ka ti ji n de_ 10 go___ O ji ti ka ko ni pa mo
“ R e
| N I3 Il i =§ A{' - - - - - -

¢ ‘ghe_ rnn A lle luya

=xhmple 19: Modified tune of Oré Elésé Té Kuit, showing total conformity to the

pentatonic scale
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Ko Tun Si Ore
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Tokuku o ro fun_ ni lai kan ra O re nla, I fe nla a ki le gbe
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B oy Rl S S—(— ——— ; n -
(Y] - - | - j j i
I fe nla alailegbe ni ti Je siic O lu ghala redre

Example 20: M’dyokin, Song 5, OlUdé’s song that shows tafal con.yriaity to the
Pentatonic Scale.

M& Gbagbé 11é Song 14, Jésii S'abo Mi by Dedeke and in Givia Song 2, Ewe Ti Oba
Orun by Dopemu are other examples of songs whosesnelodies shiow conformity to the
pentatonic scale.

Similar to Mayokun, the melody of most o1 *2a<ongs in Dédeké’s Ma Gbagbé 11é made
use of pentatonic scale. However, Dédeke sometimes utilizes notes outside the pentatonic
scale in his melodies. Occasional’, he sparirigly uses some other notes of the diatonic scale
in composing the melody of hisiangs. o types of hexatonic scales, (examples of which are

shown below) are character stic of sueh melodies.

<& = A

— N — - [ fan o ¥ 7
o . o * ®

Type A Type B
Example 21: Two types of Hexatonic Scales
a2 Type A above, in addition to the pentatonic scale being widely used in YNAs, Dédeké
was bserved to occasionally add the subdominant note in his melodic progressions. In Type
L, un the other hand, the leading note is added to the pentatonic scale.
In the two examples above, we will observe that Dédeké, when venturing to other notes
outside the pentatonic scale, consciously avoids the simultaneous use of the subdominant

(fourth degree) note and the leading note (seventh degree) of the diatonic major scale in the
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melody of the same song. In other words, when he made use fourth degree note ‘fah’, he did
not use the seventh degree note ‘teh’ and vice versa in the same melody. In observing this
tendency one could say that Dédeké probably opted for this melodic principle in order that the

melody of such song will not sound European in its progression.

Olaségun Aj asegun

0 # | | | ‘ . N | |
/Fy2 | | N N {
) ) [ - — i —— ~ )
) | ‘ |
0 Iu s¢ gun, A ja s¢ gl
3
f] # ) L 1 | 4
y i ——— } I - N— | e — -
D —w» — — - . o5 o T o e
[y} L_.—-—l'"" r ' u
i pon ju a yé&  po, JO WO te t&¢ wa o
Example 22: Méa Gbagbé 11¢, Song 22: Showing Hexa*unic Scalc,as in Type A
Yin Oluw4 Wa Dayo Dedeke
- | - |
. vt e S et r et
o == =i =7
Y O It wa wa 0 hun re re orn c'askojori em Yin O la wa wa £6 hun re re
4

— T — " = S—— I S —

ori oldorikojori e Komura si sé k'ale jé ré or olork'djori ¢ m

Example 23: Y1 Ollwa;'Song 36: Showing Hexatonic Scale as in Type B

Like Oladé axd Deieke, Dopeému used the pentatonic scale predominantly in the melody
of his compositicass However, unlike Oludé and Dédeké, his works reveal more frequent
deviations from (ae sti.ct use of the pentatonic scale. He occasionally used the diatonic scale
which hetilisea™ arefully in a manner that did not affect the Yoruba speech-tone-song-tune
pattern. v thio, he showed himself as the most liberal and adventurous of the three composers
rega.tling a ireer use of the notes of the western diatonic scale in composing his YNAs. Among
othur, native air composers, his stance pertaining to Yoruba melodies constitutes a significant
lavigtion from the widely held position of strict adherence to the use of pentatonic scale in
composing melodies of Yoruba songs, pioneered by J.J Ransome kuti; theorized by T.K.E
Phillip (1953) and further popularised by Fela Sowandé, who all advocated that Yoruba songs
should be composed using the pentatonic scale.
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Mo Ti Se'ler1 Oluwa

G. Pope Dopemu
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Example 24: Yin Oluwa, Song 22: Showig™op mu’s free but careful use of notes

of the major diatoni' scale I his melody

6.4.3 Set Keys

The composers of the YNAsa this study were found to have set the songs to different
keys, as shown in the tables 1. 4 <2d 7 inAppendix VI.

In M’ayokun, six ¢ ffersnt Major keys were used, namely keys of A, D, E, G, Eb and
F. The key of F majorfwas the m<st frequently used, in 29 out of 77 songs (about 38%). This
is followed by the/<ey 0ir"=b major, used in 26 out of the 77 songs (representing about 34%).
The key of G vias vi=d 15 times (about 20%) while 4 songs were set in E major (about 5%). 2
songs wermset irithe key of D Major (about 3%) while A major was the least employed with
only one sung set w it (about 1%).

1'a Guagbe 11é employed only four major keys, namely, D, G, F and A. D major was
Je niast frequently used key, with 14 out of 36 songs (about 39%) set to it. The next most
frequ 2ntly used key is F major with 12 out of 36 songs (about 33%). G major was used in 7
sanys (about 19%) while A Major is the least used with only 3 songs (about 8%).

In Yin Oluwa, 7 different keys were used. 19 out of 60 songs (about 32%) were in G
major. The second most frequently used key is F major with 16 songs (about 27%). This is
followed by the key of Eb major. 12 out of 60 songs (20%) are in Eb Major. The key of E
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major is used 5 times (about 8%). In the frequency of use, the keys of A and D tie at 3 out of
60 each (5%). The key of F# Major is the least used with only 2 songs (about 3%)

The three composers were exposed to European hymns, which existed both in major
and minor keys. But from the above, it can be concluded that the three composers wrote their
songs exclusively in Major keys only. However, the reason why they wrote in Major keys
may be that it offers a tonal platform which provided the nearest conformity to majorityaf
Yorubé folk songs that could easily be sung by a congregation of Yoruba people from 'iverse
backgrounds. When an average of all the keys of the songs from the three hy i 2oks’is
taken based on the data on keys presented above, the probable key that 2= &yera e Yoruba
folk melody can be situated will likely be found around the key of Eflat anc:E maj r.

The absence of songs written in minor keys in the three fiyma bouks somewhat
indicates that perhaps, minor key as a tonal sensibility of thesmmsterri typology may not be
suitable or compatible with Yoruba folk tonal idioms being =iom¢ted by the three YNA
composers. It is also instructive to note that the use of modulaiion and advanced modulatory
processes as tonal devices in the western sense wé . no»emphasized within the context of
majority of the YNASs of these three YNA composcis.

The figure below provides a graphica. repres¢ 1tation of the set keys of the YNAs in
M ’ayokun, M& Gbagbe I1é and Yin Oldwa.

SET'KEYS CF M'AYOKUN SONGS

3/
30 —

20 —
15 -9z

I
| B SET KEYS %

| | C . OCCURRENCES
0 + __ T T T

| Key of A Key of D Key of E Key of G Key of Eb Key of F

Figure 3: Set Keys of M'aygkun Songs and the Percentage of their Occurrences
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Figure 4: Set Keys of Ma Gbagbé 11é Songs and thew e of their Occurrences
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re 5: Set Keys of Yin Olawa Songs and the Percentage of their Occurrences

6.4.4 Melodic Range

For the purpose of this study, the melodic ranges of the YNAs are measured in

semitones as shown in Appendix VI. The ranges for the songs in M dayokiin, Ma Gbagbé 11é

and Yin Oluwa were found to vary between 7 and 17 semitones. Although the composers, to a

large extent, worked separately, it was discovered that the songs with a vocal range of 12
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semitones were in the majority (40% in M dyokin, 56% in Ma Gbagbé 11é and 32% in Yin
Oluwa). It can therefore, be concluded that the preponderant use of the range of 12 semitones
by the three composers in their YNA books is suggestive of the range within which Yoruba
songs can be comfortably sung by a Yorubéa congregation.

The figure below provides a graphic representation of the melodic ranges of the
YNASs in M’dyokiin, M& Gbagbé 11é and Yin Oluwa.

VOCAL RANGES (SEMITONES) IN M'AYOKUN

45 —

40 -
35 - S
30 - -
25 - N
20 -
15 ® VOCAL RANGE
o I n (SEMITONES) %
OCCURRENCE

° . H _N
0 - , , , _ R .

12 15 10 14 1 9 7

Figure 6: Vocal Ranges (Semitcaes) in M'ayokun and the Percentage of their

Occuerrences

VRC L RANGES (SEMITONES) IN

MA GBAGBE ILE
60% G

.
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m VOCAL RANGE
(SEMITONES) %
OCCURRENCES

0%

2% A

- . I
0% | | I Il =
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Figure 6: Vocal Ranges (Semitones) in Ma Gbagbé 11é and the Percentage of their
Occurrences
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VOCAL RANGES (SEMITONES) IN
YIN OLUWA
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10% 1 OCCURNENCE
5%
0% I T T T T T T "
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Figure 8: Vocal Ranges (Semitones) in Yip‘Oliwa ana the Percentage of their

Occurrepceas

6.4.5 Speech Tone Pattern in the Meiaa'ics of Yoruba Native Airs

Nketia (1974) expressed themsiav: that African vocal traditions give similar tonal
treatment to both songs and speec’i.3According to Ofosu (2000), tonality implies loyalty to a
tonic or key system as uncomp.amising’y practised and guarded in Western music. African
music exhibits little or no ¢ileaiance o tonal rigidity in the Western sense. Rather, it reflects
speech tone patterns axu aflexiors as obtainable in given cultures. YNAs in M dayokiin, M&
Gbagbe 11é and Yi#t Oluira exhibit speech tone and song tune relationship using the same
general princip'e uacerlying African songs.

Further on"he usc of pentatonic scale in conformity with Yoruba speech tone and song
melody 1i:flectiony pattern, it is important to point out that YNA composers are mindful of
specific vwances of Yoruba speech patterns and reflect this in the melody of their songs. This
aheriamenorn is best observed in songs composed in verse form. The application of such
nua. ces 1s best observed in the subsequent verses that follow after the first verse of YNAs in
wautaple verses with or without refrain. The required nuance is effect by a slight variation of
the melody applied to specific line or lines of the respective verse or verses in accordance with

specific inflectionary patterns of the speech tone as illustrated in the following examples:
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Gho, 1-wo o-ni-gbha-gbo, gbo-huns'o-ke k'o dun d'o-rup
Example 25: Yin Oluwa, Song 7, showing melodic variations tc:¥orub 1 Speech

Tone inflections

It can also be noted that the melodic contours of the tuaes are largely dictated by the
inflectionary modulations of the speech pattern. The exampia.below shows a high level of
conformity between the tone markings and the meloc ¢ pattern. It is noteworthy that the tune
of the first, second and third verses feature notica'sicidiftfeiances and these variations are easily

traceable to the differences in the speech meloa : of the | exts of the three verses.

Verse 1
s i ! ; . N N i !
t { N, M ! i
o) Yy r| -
Q- lu_. se-zun,. . A-ja - se-gun
O-lU-séi-cun+A -ja-sé -gun
\erse 2
: e i | | N ; j
» Y I
O-ba 0-lo - re, Ba-ba o-lo-re
7 e 7

O-ba O-lo-re Ba-ba O-16-re

Verse 3
L h, | | Y pomim—— i | 1
ﬁ N l\/ 1 { ‘I\, { _;E l\j | ]
-. | 1 i 1 o —— é — i .
[y Smm— | |

E « mi mi-mo O-lo «un,— O - lu-tu-nu A-la-se
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. T r e T #

E-mimi-mé O-16-run O-lu-tu-nt O-16-run

Example 26: Ma Gbagbé 11é, Song 22, showing melodic variations to Yorubé speech

tone inflections
Key:

Lowtone: N
Midtone: e

Hightone: -~

6.4.6 Harmonic Principles of Oludé, Dédeké and()op i

The harmonic textures of African music include monog20ny; polyphony, polarity, and

occasional heterophony, among others, which emiioy .ntervals such as seconds, thirds,

fourths and fifths (Nketia 1974). These could be/#=a0; (aree- or four- part arrangements. For

example, Ogli (2010) noted that among the Id. ma, me¢ odies are performed in two parts and

further explained that in Idoma funeralfsongs, u.C lead singer starts the song before the

secondary melody comes in after a fesv et z, There are other approaches to harmonic singing

among various groups in Africas “The three composers employed different approaches in

harmonising their compositions. e follcwing section provides an insight into their harmonic

vocabulary.

6.4.6.1 (dé’s Harmonic Principle
M’ayokui, as*_hyran book consists of texts and melodies in tonic solfa. It contains no

suggestionayfor fiarmony whatsoever. The recording of some of M ayokun YNAs downloaded

from the Evitish archives® were all in unison and all the members of the M ayokun choral society

intasvzdiewed inthe course of this study stated that they sang only in unison. Rev. Oludé’s son,

Ar. oave Oludé, also stated categorically that his father advocated unisonous rendition of

Yortha choral songs. Rev. Oladé maintained that singing in unison averts the problem of tonal

wowrtion of Yoruba text that might creep into the other voice parts (alto, tenor and bass). He

believed that harmonising YNAs in the European style is likely to mask or obscure the meaning

of the Yoruba speech tone-song-tune pattern in the other parts (alto, tenor and bass). Early
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composers of the YNA such as Rev. J.J. Ransome-Kuti avoided multiple parts writing in their
compositions. In this regard, Euba (1992) observed that:

The early composers who did not have Phillips’ Western training;
avoided vocal polyphony altogether and simply wrote their music in
unison. This was consonant with traditional practice; the text of their
compositions is usually in the Oy® (standard) Yoruba dialect and the Oyd
tradition of vocal music is in unison. (Euba 1992: 52)

Rev. Oladé inherited this tradition and therefore continued the practice of wiiting in
unison. The harmonic component of Rev. Oludé’s compositions was supplied “nly oy organ
accompaniment. The recording of M ’ayokun dubbed from the British sichivayintwhich Fela
Séwandé played the pipe-organ accompaniment testifies to this fact. SOwanda’s 2 -.companiment
in the recording demonstrated his disposition towards rich chromatic,har \manic textures which
served as both support and embelishment to the unisonous sirgine . Rev. Oladé himself was a
proficient organist and he usually utilised the organ (a harmucaic Iiztrwsaent) to provide harmonic
support for his songs. Hence, we can conclude that therabsence &f other voice parts in the tonic
solfa supplied in M’ayokun was deliberate therefore;ymuking unisonous singing his harmonic

principle.

6.4.6.2 Dédeké’s Harmor ¢ Principle

Unlike M ayokun in which a*" the meiidies of the songs were presented in tonic solfa
notation, Ma Gbagbé 11é was dane in siaff notation with soprano, alto and tenor parts as well
as rudimentary piano accompanime.ats. Hence, M& Gbhagbeé 11é provides data for the analysis
of Dédeké’s harmonic sfile. In the preface to Ma Gbagbe 11é, Dédeké wrote extensively and
clearly on his views abuiitapgeapriate harmony for YNAs.

Dédeké’s vi2wsson harmonic writing are as follows:

1. Harmo.ic siaitig is not foreign to Yoruba music.

2. «=urupeanarinciples of harmonic writing should not be fully applied to Yoruba choral
music.

5. "7 aposers should aim at the intelligibility of the melody of individual parts, which

mest be hased on Yoruba tonal inflection before the parts are brought together.

In view of the above, Dedeke’s harmonic characteristic features can be therefore be
summarised as a combination of mixed unison singing with parallel harmony in the three

upper voice parts (soprano, alto and tenor). Where the lower part (bass) is supplied, he
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indicated that it should be hummed so that the bass notes do not clash with the tonal inflection

of Yoruba language.

Solemnly, majestically and flowing
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Example 27: M4 Gbagbe 11¢é, Song 22 Showing melodic conformi
inflection

4. To maintain tonal inflection, harmonic parallelism was adh
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Example 28: 8 1€, Song 22, showing harmonic parallelism
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Example 29: M4 Gbagbé 11é, Song 22, showing ‘hummed’ Bass part
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The bass part is largely excluded but when required, it could be hummed because the
intervals of the bass melody may be wide and ungainly, which will naturally be against

Yorubé tonal inflection.

6.4.6.3 Dopému’s Harmonic Principle

Apart from being a prolific composer of Yoruba native airs, Dopemu is widely
known as a skillful organist. His dexterity on the organ could be said to have influetaad hi
favourable disposition towards the use of western tonal harmony in Yoruba charal singing.
He expresses himself in full four part diatonic harmony notated in tonic so.a« 11uS is
documented in the manuscripts with which he taught various choirs hi< comp sitions over
several decades. His harmonic structure is freely diatonic with occasional se/of chromatic
notes to embellish the chords. The use of harmonic parallelism, especic!lvin die upper parts is

very predominant in Dopému’s music.
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Example 30: An extract from o 2émi’s Torin T’ijo T’ilu showing the use of
cliroanatic notes in harmony
He believes that once. ttiey, Yoruvd tonal inflection is adequately upheld by the
predominantly pentatonic saamidapait, the three lower parts (alto, tenor and bass) will not
detract from the flow of tie Yeruba melodic inflection supplied by the soprano part. This
harmonic frameyiork, rather than having negative effect on Dopému’s Yoruba choral
compositions, ihas 2nrietied his entire musical output. This was attested to by the delight and
enjoyment®he ha:monic rendition of his songs had on several congregations where he served
as well as waurels won by Dopému during choral competitions.
Characteristic features of harmony in Dopemt’s YNAs can therefore be summarised
on foriaws:
1. Melody must always conform with Yorubéa speech tone
2. Melody should be predominantly pentatonic but not altogether restricted to notes of
the pentatonic scale.
3. Western4-part harmony could be used, based on simple Western diatonic harmonic

progression with predominant use of chords of the primary triads; that is, chords I, IV and V.
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4. Interspersing of harmonic singing with unisonous singing, especially in passages that
require call and response, the call may be done in unison while the entire choir responds in
harmony.

5. Parallelism is prevalent in the three upper parts with occasional deviations.

6. The movements of the Bass part:

a. Repetition of tonic, which represents a form of pedal point, while the three upper
parts are moving.

b. Wide interval leaps of fourths, fifths and octaves.

c. Bass part is sung and is fully part of the choral arrangement unlike<@"he ci ¢ of

Dédeké in which bass parts appear only occasionally and is hummed.

o | F Ae) [N 8] | | | { N -' I | | \:
| = | Y, -
fun 1 da si Ka “9bi ye si;, O ba re re

Example 31: Yin Oluwa, Song 16, showing a Tuiadkepetition (Pedal Point) in the Bass

6.4.6.4 Metric ans 2hythmic Structure of YNAs

The most common rhydamic patern employed in the YNA is wgro rhythm. Woro is
based on a 12/8 compounc time,sig.ature which produces a graceful rhythmic flow usually
associated with Yorub#7ai.stocracy and royalty. A common Yoruba vocable that bears similar
rhythmic impressig# to " 9ro within the Yoruba system of oral music notation is “éru oba ni
mo ba oba to” vtk translates to maen “the king is the one I fear”. The correlation between
the grace evoked by wie rhythm and the meaning of the words of the vocable is clearly
appropriaad by A composers to “attribute majesty to God”. This rhythm has a natural

tendency 0 enit dance as an act of worship by the Yoruba christian worshipper.
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Ago ) X Xf—\ X X/_\)( X /—\X /—\X x X
LS 2 |2 e e e
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Akuba 11 Mid | |
LI M Y N N S
E-ru O-ba ni mo ba, O-ba to E-ru O-ba ni__mo ba, O-ba to

Example 32:“Eru Oba Ni Mo Ba” Rhythmic Simulation using the Akuba Drums
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Oludé did not indicate the specific rhythmic style to accompany the hymns in
M’ayokun, but the inherent pattern derived from the rhythmic flow of the tonic solfa notations
in M’ayokun comfortably fits into the wgro rhythmic pattern. However, Dédeké was specific
about the rhythmic accompaniments to his compositions in Ma Gbagbe 11é. He prescribed two
different drum beat patterns which he felt should be used to accompany the songs; one pattern
‘...for songs in % or 6/8° and another ‘...for songs in 2/4 and 4/4° (Dédeké 1963:7). Thage

two patterns are notated below:
FOR SONGS IN % AND % TIME
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Example 33: Rhythmic device used by ™ edeké for songs in % or 6/8

FOR SON@S IN% AND % TIME

. | A
S
1st Drum o — T e Iy

(High) L &

ol
(il
(e
el
e
{8
{e]
2|
e
£}
)

2nd Drum = I t T t 1 t
(Middle) p—2— & a = 5 z = &

—
o
~

(1) (2) (1)

3rd Dgdn ff T

(L.aw)

|
|

I!M Lt
ol
L Y

I”

e,

(Y
®
S

L 18!
el
L1

TpCla ping will be suitable where drums are not available.

=xample 34: Rhythmic device used by Dédeké for songs in 2/4 and 4/4

L.ze the other two composers, Dopemu in Yin Oliwa used the wgro beat pattern
pred: minantly in the performance of his compositions. In addition to this however, he also
prescribed the use of ‘rhumba’ rhythm in a number of his compositions. The rhumba is
popularly known to have originated from Latin America and it could have found its way to
Yorubaland through the Brazilian emancipados (West African returnees from Latin America).

According to Dopému, he imbibed the rhumba rhythmic culture through his exposure to the
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early twentieth-century school-room dramatic entertainment activities and his later contact
with native air opera composers such as A.B. David, G.T. Onimole, A.K. Ajisafe and Herbert
Ogunde.

However, in spite of the claim of these composers that YNAs are based on the 6/8
rhythm, this researcher is of the opinion that the time signatures of the YNAs are totally in
quadruple time (either simple or compound). This means that the time signatures are eluar
4/4 or 12/8, with majority of the songs occurring in the latter. This fact is deduced tfram tric
noticeable pattern of occurrence of the strong beats. The time line pattern popular. / rcfatreato
as the vocable ‘ko n ko n ko lo’, which forms the basic rhythms in Yorub&mative airs, is a

proof of this claim.

g f

Strong beat Strong beat

) Il S

Example 35: ‘ko n ko n ko lo’ Prima.y Timeline Pattern of YNAs

| |

Strong beat Strong beat
Examiple 36: Secondary Timeline Pattern

This rhythmic T :unc :tion;“dictated and maintained by idiophonic instruments such as
the agogo (bell) <r wooaen clappers, is usually accompanied by a set of cylindrical single
headed drums i now., as/Ogido or Akba’ which provide the rhythmic superstructure. Other
idiophones“ach “as Sekere, embellishes the rhythm. As stated earlier, the most popular

rhythraic paitern played on this set of drums to accompany Yoruba native airs is the traditional

rh{ imaic tottern commonly referred to as ‘wgro’.
2
ctve [ —L AT LTy Tl T
Agogo |HH J ﬁ AN : ﬁ J ‘J ﬁ
prm————
Alaiba |- S — p ‘F )
—
Sekere |-H ‘x ’ ‘x Ix

Example 37: Wgr¢ Rhythmic Pattern
112



A

re
— B
~ C A: High
Akiiba drum Key: (B r)‘\()jv
s Lc
Basic Rhythm
T (T i s e e o B
uoa L1 34 L!— o Lr ” Lr
Agogo |HH 4 -I' j e .ﬁ‘, ) J .-I- j b _j 3 i - SR
LLI 4
Sekere \H :g —‘I —] % =h J j J j =| =| Y L ::_:_
/3 Embelished Rhythm
N o 22 s dd s ees e T W ) PP
Akb. S o o o o o ol 7t o o o
PR (PP A AP NP | A S A IS N
PP | Pt e S O = 6 N 1 I I a I

Example 38: Rhuy iba kaytrinic Pattern

6.5 Musical Instruments use! in YNASs

The intercultural dimensions o Yoruba native air choral music in Christian liturgy is
well demonstrated in the type ancistyle of musical instruments used. Apart from African
traditional instruments, other instri ments of adoption (Nketia, 2004) such as the Organs and
Piano are also used in'(2e » sefarmance of YNAs.

Some scheo’4rs of Atiisan music (Omibiyi-obidike, 1977: Samuel, 2009) have discussed
musical instruri entstused in African ensembles under the Sachs and Hornbostel (1914)
method af wetzuri ental classification. Sachs and Hornbostel classified musical instruments
under“fourybroad categories namely, membranophones, idiophones, aerophones and
chcrucgiaat »s. Musical instruments used in YNA performances can also be classified using

triase caiagories.

6.5.1

An idiophone is a musical instrument that produces sound by the vibration of its body.

Idiophones

These instruments produce sounds when shaken, scrapped or scratched. Instruments such as

Agogo (metal gong), Sekere (gouard rattle) and the wooden clefs are the major idiophonic
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instruments used in YNAs. They are often used to keep the time line pattern that dictates the
rhythm and tempo which guides the entire choral and instrumental ensemble. Agogo is struck
with a stick. This is normally done by holding the instrument in one hand while the playing

stick is held with the other hand.

Plate 13: Agogo (Metal Gong) - An example of stri¢:k itianhcne used in YNAS

The vocable ‘4o n ko n ko lo’ rhythm in Example24 above \» a common timeline pattern
performed on the agogo. It also funtions as the ensemb.y’s time keeper by maintaining the

tempo.

Plate 14: S¢kereé (Gourd Rattle) - An example of shaken idiophone used in YNAs
The Sekere (Gourd Rattle) is played by shaking and/or beating using both hands.
Example 28 below shows a simple wgro rhythmic pattern that is usually played on this
instrument.

J =57
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sekore |- ————Jie e : =

sekere [E— - i ,X-

Example 39: Wegrg rhythmic pattern usually played on the S¢kéré (Gourd Rattle)

Plate 15: Wooden Clappers - An eampiaof Siruck idiophone used in YNAs

Wooden claves are played by striking the \air agi iast each other.

The rhythmic pattern in Example 26 siaws a commonly played pattern on the clave. It
functions in a complimentary rale to wat of the agogo. It also helps to dictate the pattern of

dance movement.

6.5.2 Memioxar cphanes
This gre ip of insciuments produce sound by beating membranes stretched over the
wooden shell. e Atba drum ensemble (comprising the high, mid and low) and the square
samba drum cayal.y placed in between the knees (see Plates16 and 17 below) are examples of
membignopranes used in the YNAs. At the initial stage of the development of the YNA
tracuohms mposers used a set of single headed cylindrical drums referred to as Akaba or
Ogido. These were the main type of drums used in accompanying their compositions. These

simp e set of drums are generally played in Yoruba secular socio-cultural events.
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Fiate 17: £amba Drum - Square shaped membranophone used in YNAs

Alcording to Adégbité (1988) single headed drums such as igbin are dedicated to the
wesshin Of Ovadtdld the Orisa of creation, daghd Obalifon dedicated to the worship of
usea within the Ogbéni cult. The gbédu, is a royal drum ensemble found in the palaces of
vuiuba traditional rulers and played on important occasions that involve the rulers and their
subjects. Double headed drums such as bata is dedicated to Sangé the thunder Orisa while the

dundin is known to be used on both social and religious occasions (Adégbité 1988).
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According to Marcuzi (2005a), Ayan drums are usually double headed and are dedicated to
Ayan the Orisa of drumming.

In view of the above, the early missionaries expressed reservations about the use of
traditional African instruments for worship in chuch which led to the prohibition of such
instruments in the church. Their argument was that these instruments, being used in the
worship of traditional gods, were paganistic and should not be associated with chrisuan
worship. In a bid to avoid the controversies that were associated with some of these iausiCeas
instruments, the YNA composers initially avoided the use of the drums.

The Akuba and the Ogido however, are not associated with any #s&ition | Yoruba
religious practices and the similarity of their drum shells to the conga, anaxongos from Cuba,
Brazil and the Caribbeans suggests that YNA composers found it niargssanveient to adopt
instruments similar to those found among the Yoruba Christiaz®amnac vados. By so doing,
they avoided the controversies surrounding the possible syncred«im i the mixing of Yoruba
traditional religious practices with Christianity. However, iriithe post colonial era and its
attendant spirit of renewed nationalism, other traditixnalsmembranophones, such as dundudn,

began to be incorporated into the performance offiiv.is.

Plate 18: Iyaalt Dunddn - One of the membranophones used in YNAs

6.5.3 Aerophones

Aerophones are musical instruments that produce sound primarily by the vibration of an
air column. Such instruments are played by blowing either directly through the mouth or some
other mechanisms. The harmonium and the pipe organs fall into this category. At the

inception of Christianity among the Yorub4, the harmonium, also known as the bellow organ,
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was one of the early keyboard instruments introduced and used for musical accompaniment
purposes. Its portability and ability to work without electricity made it particularly suitable for
the pre-electricity era. With the aid of its foot pedals, air is manually generated and forced

through reed palletes upon the depression of the keys by the player, thereby producing sound.

Plate 20: Day¢ Dédeké accompanying the Choir of Anglican Girls Grammar
School, ljebu Ode, on the Harmonium (1958)
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Plate 21: Rev. A. T. Qla Oludé playing <.nd singing on the Harmonium

The pipe organ came into use later than/ne har.aonium. This may not be unconnected
with the facts that it is considerably more comi'ex<in nature dependent on electricity and
could only be acquired by rich congraoatr ns. It consists of two main sections namely, the
console and the pipes. The consola ronsists 0. the sets of keyboards, referred to as ‘manuals’
and stops while the pipes are siianly rercr to the myriad of the sounding pipes and the blower.
With regards to the consol’: set up, wo main configurations are used in the design of pipe
organs. These are the atiivhed and detached consoles. In the former, both the console and the
piping system are soup’cu tuyether while in the latter, they are separated. Its principles of
sound generatioriare” somewhat similar to that of the harmonium. In the case of the pipe
organ, air is mecanicoty generated though electric blowers, as opposed to the use of manual
pedals iisythe s honium. The air generated by the blowers passes through a set of air
capillaries thahsupply air to the wind chests, which in turn supplies air to the pipes (directly

situcted oruie wind chests) through magnetic palletes when keys are deppresed.
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console) - An example of aerophones




AN

Plate 23: G. Poj’'e Dopeii on the Pipe Organ of St. Johns Aroloya, Lagos

The organ in YMA | rovides the basic harmonic support to the singing. It is used to
introduce the sone{ acco. xnany the singing and supply appropriate interludes between verses
or sections in ¢rde.fo allaw singers rest momentarily as well as link the various segments of
the song. 4In aa'ition, the organ is sometimes used as a pseudo-percussive instrument to
produce aicentea chordal accompaniment. This underscores the importance of rhythm in
Yoriba traditicnal music and its use as one of the defining characteristics of the YNA tradition.
The «poropriation of the organ as a pseudo percussive instrument is an outstanding feature of
the v :tercultural character of YNA.
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Example 40: Yin Olawa, Song 45, showj#ig psaudcipercussive and accented chordal

accompa ximen!

6.5.4 Chordophones

This category of musical irnstruiants produce sounds by means of vibrating strings or
strings stretched between tw& poitiis, The pianoforte is an example of musical instruments in
this category. It is basically a woot 2n enclosure that encases a myriad of stretched strings that
are connected by a scries «f mechanisms to a set of hammers and keys. The two major
available types a«+ the,upright piano and the grand piano. In the upright pianos, the strings are
arranged vertice\ly whila”in the grands, they are horizontal. Sound is produced when keys are
depressed w.tizh “hereby triggers the striking actions of the hammers on the strings. This
methodc,of sauind production is the reason why the instrument is also regarded as a percussion
iNS s uimnt

Sumilar to the organs, the piano is also capable of providing melodic and harmonic
supp rt in accompanying YNAs. Its percussive capabilities also make it an excellent

instrument for interpreting the rhythmic and dance pattterns of the YNAs.
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Plate Zb.—r,ay(‘.)l)éd@ké on thepizl‘ﬁb accopanying the choir of Government
College, Ibadan (1958)

b.u Textual Analysis of YNAs

Ti2 importance of text in African music has been attested to by various African
sche ars. Akpabot (1998) acknowledged the role texts play in music when he asserted that in
the African experience, the text of a song is more important than the tune. Nketia (1974) noted
that the treatment of a song as a form of speech utterance arises not only from stylistic
consideration or from consciousness of the analogous features of speech and music but is also

inspired by its importance as an avenue of verbal communication, a medium for creative
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verbal expressions which can reflect both personal and social experiences. Euba (1992)
identified text as a factor that encouraged indegenization of church music among the Yoruba.
He wrote:

The texts of songs in any society usually reflect the
life style and cultural experience of the members of that
society and this was another factor which helped to
promote the indigenization of Yoruba church music... if
Christianity was to take root in Yoruba society, there was a
need to give church music a Yorubéa idiom, make the texts
of church songs more directly pertinent to the fears, hopes,
aspirations and philosophy of the Yoruba (Euba, 1992:47).

Again, Euba, commenting on the importance of the texts of new Yoiiha ¢ urch music
wrote:

The main thrust of the new Yoruba chusch i s.ong of
the most powerful agents of evangelism lies 20re 11 the
texts used than in the music. While thae ag’ some
examples of church songs which are“yminiature
masterpieces, there are also matv which are weak
musically... when we consider the tex: however, we find
that the quality is almost consig.ently .igh(Euba, 1992:56).

Given the foregoing submissions therefore, wwasC'1s need for a deeper study of texts
of some of the YNAs in M ayokun, MéxGhegbé 11é and Yin Oldwa. As stated earlier, the
liturgical music of Yoruba church<wwithin wiiich the selected composers operated was
guided by the church year calencar. Forthe purpose of the textual analysis in this study,
the YNAS in M’dyokin, M\ Gbh2abesllé and Yin Oliwa have been divided into three
categories. The first«Cawgory ircludes the YNAs generally used for the 52 Sunday
services of the yesv renred W as Orin Isin Qjé Isimi or Orin Isin Qjé Oliwa. The
second category centains YNAs for yearly festivals and anniversaries known as Orin Isin
Ajodun. The third contains YNAs that were composed for special services such as
weddings,hirthaa;, and funerals. YNAs used in events such as these can also be rendered
as speclahantizms known as Orin Akanse. Apart from the introits, most of the YNAs
have multipie verses ranging from two to five or more verses. However, in order not to

man) this textual analysis unduely long, examples of one verse will be cited from each

ar

- d
6.6.1 Orin Isin Qjé Isimi / Qjé Oliiwa
This refers to YNAs that are used for regular Sunday services. They are songs whose
texts address the general themes on regular and normal Sunday services throughout the year.
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Some randomly selected liturgical themes of YNAs found in this category are lyin dti Opé
(Praise and Thanksgiving), Akowolé (Processional), Akojdde (Recessional), and Akinléko
(Introit), Idapo Mim¢ (Holy Communion), Igbaghé (Faith) and Orin Omodé (Songs for
Children).

6.6.1.1  Iyin ati Opé (Praise and Thanksgiving)

Iyin ati Opé means praise and thanksgivinging. On one hand, lyin is a Yortba weérd that
signifies praise. It expresses admiration and adulation of a being. On the other \aicpOpe is
another Yoruba word that expreses thanks or gratitude. These two worfe*ts2 0. en found
together in the same YNA that expresses praise and thanksgiving. Such sor.;s are | sually sung
at the beginning or middle of Sunday services. An example in M’c¢ o is song 70, titled
Obangiji Awa Tun Dé. This song reflects the heart of devotionsgaise  ‘nd thanksgiving with
which the worshipers approach God and the people’s readiness tyiece ve from Him. Obdngiji
is a word assimilated from Hausa language into Yoruba refer.ag to the almighty God. It is
phonologically akin to the Hausa word; Ubangiji w: 'ch aiso refers to the Almighty God for

who it is believed that nothing is impossible and<"ic tatheauthor of all good things.

3 British Archives: http://sounds.bl.uk/\ori'-and-traditional-music/
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1.0bdngiji, awa tin dé pélii iyin, Translation

Fun ore Re igha gbogbo
A wa ‘sopé, Baba rere;
Wa gba ‘yin gb’opé wa,
Ediumare, gb’opé wa;
Oyigiyigi a dé o,

Dakun gb’ébe wa.

praises

times

We thank you gimious taber
Receive our prais) ara cranksgiving.
Oh God receive ou thanksgiving

Almighty, we have come"aga ny With

For your goodness wiiich wa er oy at all

Mighty Gad. s v 2 come, please, receive

our supplicawan

%&mﬁ%ﬁﬁ%ﬂﬁ@ﬁﬁ

ban gi ji, a wa tun de pe lu i.yin, Fun o <: Re 1 gbagbo gbo A wa so pe,
20 re le se re wa le kun B’a ti nj¢ sin, Gbo ‘goe 0 mo Re, Baba Mi mo, A nfe‘So ji
3Tu wa la ra, E mi Mi mo, Gbe wan’l 1a; Je k'aso e so 1 wa re re, Bu si‘gba gbo

4Bu kun fun waBaba Mimo O _iu , K'I jo ba_ Re te te k’aa ye L’a nfe ju lo,
9
O 1 ‘ -
P A I | I X I T I I N T T N ]
& f | - 1 L ) | |
D)) [ I 4 4 |
Ba ba re re; Wa gba  ‘yin gb’o  pe__ wa, E du ma re
a t1 wo san, > fi Jj Re je 1 wa E duo ma re,
gbo___ gbo wa. K’ wa su si se___ ‘re E du ma re
Ba ba re ", K. f'a yo re ‘le_ wa E du ma re
15
o ‘ . —
l I 1 Il | | I N ; I I I I | I I Il |
e N — — —
3v 4 - ] - ? I | - - = | ]
gb’o pe__ " \wa,__ O yi gi yi gi a de o da  kun Gb’e be__ wa.
kKo .je ti “wva__
je. Kme
tenbi o

Evample 41: M’dyokin, Song 70: An lyin ati Opé (Praise and Thanksgiving) song.

Dopeuit, in Yin Oluwa, Song 31 titled T orin, T'ijo,T’ilu E Yin Baba, showcases the

Yo ba indigenous way of praising God, that is, with singing, drumming and dancing. This

sorr.sponds to Ajisafé’s popular native air titled, E jé kd jumo fopé f'Olorun ... with its

refrains as ‘Halleluyah, Ogo ni f’Olérun, A f'ijé, filii yin Olérun wa ...> which is similar to

the former in expressing joyous worship to God as outlined in the scriptures such as in Psalm

150 verse 4. The clarion call in this song is to give God praise with singing, drumming and
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dancing symbolises the main thrust of the YNA composers’ crusade in promoting their
compositions. They generally held the notion that the translated European hymns were
inadequate in expressing the African perspective of worship.

The text of this song also enjoins the worshippers to praise God with exhuberant loud
shouts, as in (e 4o, e ho ye, e yin Baba) which is basically representative of the native African

style of boisterous and exhuberant worship.

Translation

With singing, drumming_a=Zsdany ng praise

T’orin, t’ijo,tilu ¢ yin Baba the Father
Baba seun fin wao, Our father has been good wus
o Se“”f”fl wd {OP.OIOP.O’ He has been good tu usvin maiy ways
E fi opé fin Oliwa; Let us give thanks ur.:o/ne Lord
E h,o,\_e ho ye, e yin Baba, Shout with £out oicas in praise of our
Olédumare Father
The Almigra/!

£
To-rin {1%j0 v ulu e-yin Ba ba, Ba-ba se -un funwa o

2 d Dida )

i 3 ;

ve, e -yin Ba ba O-lo-du-ma - re

1.
s
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Example 42: Yin Oltwa, Song 31: Another lyin ati Opé (Praise and Thanksgiving)
song
Within the general liturgy of the church, there are certain songs of praise and
thanksgiving that reflect the period of the day in which the worship is conducted.
Accordingly, composers of the YNA made efforts to provide hymns with appropriate texts for
these periods. Orin Owiire are praise and thanksgiving songs for morning services while Ciin
Al¢ are targetted towards evening services. An example is Hymn 14 of M’dayokin; Gha o

L’owuro (When We Wake Up At Dawn) used for early morning services.

Translation
‘Gba’ ji l'owuro As we wake at dav "
K’a ko ki Baba agbaiyé Let’s worship King " f4l1l the earth
Fun ibukun t’and mo ’ju wa d’oni o; For yesterds'y’s lessing till dawn of this
Jé k ’ébi dupé ore atehin-wa. day
K’d t6 fo-m¢’sé t’gjoé omiran. Let all brecaren e thanks for benefits of
the mast
B{ore2mbarking on chores of the new
r{qy
T R e B e S US B o=
- %_i‘ﬁ"__'
o ' ’
1.Gba ji Townro Kako ki Bala a goii ye Fun i bukunta na mo'ju wado ni
280 pelowuro Boti nji,klvinyin mi mo Tun be be funranwo fe bi fun o re
3Ba ti nri re yo tanri s€se iy fO Iu Fun'pe se ti ko se ti ti wado m
4.Wo to damo le tapfi ka ki i, a gbai ye Le o kunle ru lo je ka r'o na si
5A fe ki mole Rey'arye po k'etan ko te K'okunkunt'o d'e da l'o ju ku ro, da
6
Q. T — i N— T f T I I N—1 T—7 i  N— |
{er—F——+ — o q
- = - j i I | .i .“k\] =} i - I 1| | IR} [ Il |
0 Jo k'e U0 du pe o rea te hin wa K'a to fo mo 'se tfo jo o mi ran.
0 le'X'i nu ko mo lokunlo si fe Ko jo o ni je ta la i le bi
¢ O to ka du pe gbogbeebun o run Je wo 1 fe nla tE ni to gbayin.
Te Je k'ai ye 10 ju Ba ba 1 bu kun Je k'a yo kun le k'a gbadun lo m
. Ti ti y'ai ye ka, nbi to kunkunngbe Je k'l hin re re Re mo le fun wa.

Example 43: M’dyokiin Song 14; Gba Ji L’owuro — an example of Orin Owiiro

Both M dyokin and Yin OlGwa have versions of Qjé Oni Lo Tan (Now The Day Is
Over) for evening services. M ’dyokun Song 14 states expressly how a Christian should
approach his day — first to praise God and thank Him for the benefit of the previous day before
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requesting benefits for the new day. In both versions of Qjé Oni Lo Tdn, Oludé and Dopému

expressed the need for Christians to thank God for the mercies and benefits of the outgoing

day. Dédeké in M& Gbagbé 11é Song 2, also stresses the need to reflect on the days’ activities

before going to bed. A good number of the Orin 4/¢ addresses the need for thanksging for the

day.

Qjo oni lo tan, oru nsunmole,
E jé k’a dupé ‘bukun

T’awa ti gba yika,

K’awa t6 sun, e jé k ’d

F’iyin fun Baba orun fun ore Ré.

Translation

Now the day is over, nigh Is'=awing
near

Let’s offer thanksgiving fo. blc isings
That we have received,all ar und

Before we sleep'at us giarivy the father
For his goodnest

53'53
L1l

1.O jo o m lo tan 0 r n sunoou le, E jeka du pe ‘bu kun T'a wa
2.Gb’o runb’o ju wa  tan, pa wa m, Ba  ba wa, Si jek’orun wa dun o, K'a la
31 se t'o ni bu se, to la sun | no ‘le, ‘T’O bi‘tto mowon A t'e gbe ‘o
4.A n yn O, Ba  ba, a ‘1 w0 v Ba ba; E miMi mo, tun gbope I'o ni
7
i Ll f —— T t 1y  — — " T—1 T — | 1
| 2= T - | ;f | b | | - - | | = 1 |
S - ‘ i Y 7 > oo _ - =
1 ghba y1  ka, K’a wa sun, » je k’a F1 yin fun Ba ba o run fun o re Re.
gbadun mo ju Sol a_ %, sin, pe lu ‘ru‘won ni Ti nto juwon i, Jji won si  ‘re.
lo bu sun won, »,'m l'al jin o,k’a ma se do ku, K'a ji di de I'e kun a  yo.
Mu‘so Jj1  wa, Ko je i re,O lo run aa ku, L’aiye yin a, I’0 run n’1  gbe

exarple 44: M’aygokun, Song 14, An Evening Hymn

While scima af these hymns are appriopriate for everyday liturgical activities, others are

specifically viritten for use during matins (Sunday 10 O’clock service). M dyokiin songs 65

anuh/ pre

de good examples of this. Apart from their use specifically for these ealy morning

oraveniag services, some of these songs are sometimes used as introits while some are also

q00¢ as processional hymns.

6.6.1.2 Orin Akowolé, Orin Akojade

Liturgy implies order and this order can be clearly reflected in the organisation of

worship services. To this end, the begining and end of worship services are carefuly observed
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in the form of activities and particularly the texts of songs used. Such order is manifested in
processional hymns refered to as Orin Akowolé which are usually sung when the clergy, choir
and other officiating ministers process into the sanctuary. An example of Orin Akowolé is Ma
Gbagbe 1lé, Song 3 below. Processional and Recessional songs come with various themes
ranging from worship, praise, dedication and songs of faith that is a reflection of the sermon
theme for the particular service. One of the criteria for using such songs either for process.ag
or recessing is the long multiple verses of such songs. Any song in this category may ot ue
less than six or more verses in order to allow for complete movement of the proc ssien,of e
the choir and priests.

In the same manner, recessional hymns Orin Akojade are sung at ta.end | f a service,

when the clergy, choir and other officiating ministers file out of the sacieary.

Translatan

A tun padeé lati wa fola

Fun Jésu ni ona t’o fu’yl

A tun padé lati wa f’ayo sin

Baba wa l’orun (3ce)

Jowo I’okunkun jina si wa

Baba wa jow¢ I’okunkun jina si wa Baba
wa
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We‘are gathered again to give honour unto
Jesus ¥ a manner that is comely

w2 argqathered to joyfully worship

Our rather in heaven (3ce)

Plea e, drive darkness far away from us
wur father please, drive away darkness far
away from us.



[ Bright with a gentle swing

e KeyD flm s :d Is :s :m |
> by T - [ — [ ———
VoICE  [H =8 + — ]
<
1.A tun pa-.de la-.ti
v 2.A tun pa-de la-ti
e — ) 3.A wn pa-de la-ti
= P————— :
. ‘__/F ~
PIANO a2 SR
: J 4. o
= I | Y I
s m = | ls = R
f— T ——r—
6" —=—F o —=
wa fo-la, : Fun Je-su ni ¢ -na to fu 'y
wa fe . ti, Si Je-su fun ¢ - rp tb gba’yi
wa f9-la, Fun Je-su ni ¢ - na to 'yi

éx—i——==—

7

R ==t }52
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15
| g 148 Lo 2s 0k 211 35 “ism | : : | 3y ’
' 5 4% ' 8 — ; - — =
=R g — ! —— —
¥ o -~ ' - J
19 - run Ba-ba wa 19.run
19 - run Q-ba wa 19- run
1) ’
wa 19 . run Ba-ba wa 19- run
. . 4 + —&
P - ry
g '
Ra%: i

ﬂs s 3 | | : d :d ;
3 JL’ L - |
{ I 1 J
Ba-ba wa 19 - run Jo -wo lo.kun-kun ji -
Q-ba wa 19-run Jo-wo lo-ri.sa ji-
Ba-ba wa Jo -wo 1o-kun-kun ji -
£ $: ;
:ﬁr I 0
\ 1
'CHORUS
8 3 d d :d4 |d :m Im, :m, :m,
e— — .
.—b T R— e + + 1 T 1

wa Ba-ba wa, Jo-wg lo-kun-kun ji - na si wa Ba-ba wa,
wa Q-ba wa, Jo-wp lo-ri-ga ji - na si wa O -ba wa.
wa Ba-ba wa, Jo-wo lo-kun-kun ji - na si wa Ba-ba wa.
e —
)
| =
F; g

'Example 45: Méa Gbagbé 11é, Song 3, Orin Akowolé (Processional Song)
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The following song from Yin Oluwa, Song 57 is an example of Orin Akojade.

Translation
Sin wa jade 0, Sin wé jade 0,
Iwo l’awa 6 ma sin titi o Lead us out with your grace
Sin wé jade 0 You alone we will worship for ever,
Baba yé (3ce) Lead us out with your grace
Sin wa jade 0. Please Father (3ce)

Lead us out with your grace

6.6.1.3  Orin Akinléke (Introits)

In Yoruba churches, introits are sung as a means of offering ¢tipplica foris during
sevices. It is usually done while kneeling down. In Yoruba cultumm,.it is w2t proper for a
person to stand before a seperior in supplication. The acceptable stanceds that of prostration
or kneeling. Hence, Yoruba christians find it most inapropria.2 to swaa before the Almighty
God while supplicating. This explains the Yoruba interpretatian o1#%e concept of an introit as
a song to be sung on the knees that is, Orin Akinl¢ke: For these reasons therefore, the texts
of the introits in YNA are supplicative and petitianary. .The texts express the attitudes of a
supplicant which are humility, meekness, mod sty anc penitence. M ayokun, Song 51 below

is an example of introit for a regular servige.

Translation
Baba mim¢ , Oba orun, Holy Father King of heaven
A dé fun 'sin n’ilé Re Here in our house we are to worship
O to ki a f"owo sin niwdiayite Qlor n It is comely to worship reverently
Mimo, Mim¢ ni Qlorid Holy Holy is the Lord
Emi orun wa o; Come on spirit divine
Awa nfé ‘gbala K : Thy salvation we seek
ﬁg;fn e — ~
0y I = »- P R ——— v @
i ba wi mo, Oba o run, A de fun sin n’l le Re; O to kia fo wosin ni
10
S — K I  — N i T I — —  — I } ]
I | Y | 1 1 | Il | e | ] | | I | 1| I 1 I |
e+ H = P Fo—e—*—]
wa ju 1 te 0 lo run Mi mo, Mi mo ni (0] lo
17
. ' ' | | | | |
A— — e e e = e e e e e e i
(ees=== ————" = F——— 1 i
run; E m o run  wa, 0, A wa nfe ‘gba la Re.

Example 46: M’dyokiin, Song 51, Orin Akiinl¢ke (Introit)

133



As already pointed out above, most YNAs have multiple verses but YNA introits in
M ’ayokun, M& Gbagbé lIlé and Yin Oliwa mostly have single verses. Even though the single
verse principle of the YNA in these hymn books are not without exception, with regards to
length it was observed that they are of two main types. The first type consists of short single
verses, while the second type consists of extended single verses. In the example of M dayokiin
song 51 above, the short type are ususally composed for use in regular worship services; win
Ojé Isimi while the extended type are composed for use during anniversaries and teutivais.
The extended length provides space for the composer to customize it in order tC Speaificailly

suit the purpose of the celebration. Yin Olawa song 5 below is an examp'c™af the extended

type.

Translation
Gbo ti wa o ni Ibugbé Re Hear us rom ur dwelling place
Gba td wole I’ékin esé wa O A5 we bowaur knees
Tire l'anti Tire ’anii tiwa 1’ébi O Y ousare merciful; we are guilty
Gbo ‘gbewa ni’te Re yé, dariji wa Baba ko us from your throne above and
rere .argive merciful father
Mi si wa Baba Orun I6ni djoyo, mi si B eathe on us Heavenly Father on this
wa o ,oyful day, breathe on us
Bdwa péjo ninii Isin ajodiin wa Tabernacle with us as we worship on
ki ire k’0 kari wa yé Messiah this day of our celebration
Jowo wo wa [°¢jo oni o, yé o Messiah bestow upon us all your
k’a ma padanu ['daiyé Baba rere goodness

Please, vouchsafe us this day
That we may not miss the mark of your
eternal calling

6.6.1.4 O.in 1..iposlim¢ (Holy Communion)

TomHol: Communion is a central doctrine of the Christian religion. Idapo Mimd is
the Yeuiibatranslation of the term, ‘Holy Communion’ and Orin Idapo Mim¢ refer to songs
thawara suaq auring the Holy Communion service. Also known as the Eucharist or Lord’s
ouopenit is a rite in which bread and wine are consencrated by an ordained minister and
cons. med by the ministers and members of the congregation. This is done in commemoration
o1 the breaking of the body and shedding of the blood of Jesus and also in obedience to Jesus’
command at the last Supper, “Do this in remembrance of me.” It is a sacrament of the church,

symbolizing as well as affecting the union of Christ and His faithfuls.
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The three YNA books used in this study do not contain any songs that can be said to be

specifically written for the Holy Communion. However, there are various hymns that refer to

related themes such as redemption, rededication and devotion as well as the blood and

sacrifice. An example of such songs in M dyokun, is Song 27

Kil’o le w’eése mi nu?

Ko si I'di-se Ejé Jésii

Kil’o tun le wo mi san?

Ko si I'di-se Ejé Oliwa
Egbé:

Iyebiye I’Ejé nd

At ‘ifé t’6 so wa di mimo;

KO tln s Isun t’6 dabi re,

Ko siisun t’o le w’eése mi nu.

Translation

What can wash my sins away

Nothing but the blood of Jesus

What else can make me whole

Nothing but the blood of the LC:d

Refrain  Oh Precious<¢he bi od
That maked me whi e &s show
No other fouriyl know
Nothir. ¥ cet.the ciood of Jesus

L
I I I |
1 1 1

b

f) ! A f‘
5 S— |H_Dﬂ._t_.5b#'_\|1§:‘: 17

|
———— 4 L4

1Ki l'ole wese m nu? Kosilaise B je Je su Ki I'o tunle  wo mi san?
2Ki l'ole p’Eserun ke? Ki si I'ai se E je—1 Je su KiI'o t'a se pa fe se?
p 3Ri rubo je re‘Fi ji Ko s1 mo_o, te te 4L nu o, Kawi jo ja re I’o run
4Kin’ ‘jo s’e tu tu fe-se? Ko si I'aise E —_Je su___ L’aiyen’bita 11’0 run
A J is e _ Jaly —hi o,
-— ———Ta At | ﬁ—J—F'
o+ i B I o—]
D)} it J-J - T r
Ko si I'ai se E je O lurwe I ye bi ye I'E je na At'i fe t'o so  wa
Ko si l'al se E je O ¢u wa
y Ko tun ni le se ke tan re sinle.
K’o tuns’e bo ti ngbe niafo1 Je s
) i A ¢ - —— k t T p— 1|
~
di mi mo; Ko tun *i gl da bi re, Ko si, an ‘I suntolew’e se mi nu

5.Gbo, ni bo n’l ye ha wa?
Kosinnuati__ lep‘O fin__mo, o;
K’aj’alawe, j Al-ha ji

Nwon yinasel’ole gb’e le se.

A ti ru bo ni, a ru da,

E tu pi pe ni Je su ti se;
Kos’alawot’odabiRe,

D’oni, kos’edat’ole gba “nia b’On.

Example 47: M’dyokiin, Song 27, Orin Idapo Mimg (Holy Communion)

6.6.1.5 Igbagbé

Faith (Ighaghb¢) is the central tenet of Christianity and indeed all religions. Songs of

faith are popularly used in services to establish, encourage and strenghten the faith of
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believers. YNA composers in acknowledgement of the importance of faith wrote songs to meet

the faith challenges of Christians. The song under igbagbo focuses on trust in God. Song 20

in Ma Gbagbé 11é mentions a Biblical truth that when you have faith in God, He does not

forsake you.

Examples of such songs are Ma Gbagbe I1é, Song 20 and Yin Oldwa Song 35

Mo r’Oliwa mo Vo sensen
Igbagbé mi diird sinsin

O dajii wipé koni fimi s’ilé
Mo r’Oliwa mo yo sénsén o

Translation

| have seen the Lord,
My faith is stes

| have seen the

SOLO (Chorus 2nd time

YOICE

FIANO

e In moderate time and gracefully u',f.",f - |s n N :d ld - -}
= TH—+
Mo r'O - L e o yo $¢- 3¢,
lg- 2

il 2R

Example 48: Ma Gbagbé 11¢, Song 20, Orin Igbagbé (Song of Faith)
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Korin, yin Jésu, korin (2ce)

Jésu n’ipilese at’opin )

On l’alasepé igbagho wa |} 2ce

Ké Halleliya.... Ogo, Ogo, Ogo

S ’Oba wa Mimo.... Ogo, Ogo, Ogo,
S’Oliiwa iyé... Ogo, Ogo, Ogo.

Translation

Sing, in praise of Jesus sing

Jesus is the beginning and the end,

He is the Author and the finisher of our
faith

Shout Halleluya...Glory, Glory, Gy

To our holy king... Glory, Glory, Glo.z

To the Lord of life... Glory, Giary;i&:lory

Yin OlGwa Song 35, another example of Orin Igbaghsé (Song &f Fa'h)

6.6.1.6  Orin Qmodé

Children constitute an important part of the church £ Chiist. //arious portions of the

Bible make references to them, and they are specifically referrec:to as the heritage of God. In

the Gospels, Jesus rebuked his disciples from preve.tiig children from coming unto Him.

The texts of YNAs for children are inspired by Chrictian ceremonies such as child naming,

child dedication, infant baptism and so on. An“xamp.e of this in Yin Oldwa is song 51. Its

text is drawn from directly Psalm 127:3-5.

Omo ni ini Oluwa

Omo inu si ni ere re,

Bi ofa ti ri I'o0w¢ alagbarayhic iavon,
Oju ko ni ti baba wot

Ibukain ni fun apogre v kun fiin won
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Translation

Children are heritage of the Lord

And the fruit of the womb is His reward

As arrows are in the hand of the mighty
man

So are children of the youth

Happy is the Man that has his quiver full of
them



O-ju ke m 11 ba-ba_ won, T-bu-kun.fin  a- po_ re, To kun_ fun won,

IERP ) T ST

’:'b‘ e e — W_%:ﬂ
) T = | ‘ ' v
Example 49: Yin Oliiia Song 71, showing an example of Orin Qmodé
6.6.2 Oridisin 1\iodin

Christian festivals_are wnpoi ant markers of the church year calendar and they play a
significant role in the chur 1¥g liturgy. The major festivals include Christmas, Easter, Harvest

and New Year. Y NA sompusers wrote songs with relevant texts for these festivals.

6.6.2.1 Orin Ibi Kristi

“he YiiAs that pertain to the story of the birth of Christ are referred to as Orin Ibi Kristi.
THo et 5 these YNAs dwell on the incarnation Jesus Christ. They remind the Christian
aLaut e prophetic annunciation and other events surrounding the birth of Jesus Christ. These
YNA' are sung in various services and Christian gartherings during the joyful end of the Year,
at Christmas season. They express joy and celebration in consonance with the Yoruba
concept of festivals periods as periods of joyful festivity. In contrast to European christmas
carols such as “See amid the winter’s Snow, The Holy and the Ivy” that associate christmas

with such European cultural realities as climate, YNA composers seem to concentrate strictly
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on the significance of Christ’s coming, its implications for mankind and the bible accounts of

His coming. An example of Orin Ibi Kristi in M dyokdn is song 55.

Irawo didan kan yo (2)

NI ila-oorun si awon amoye,
Irawo t°6 po 1’6go ni;

Irawo yipé I’ 6go, 6 pé,
Irawo yipé I’ 6go, 6 fi Jésii han
Pé Oba iyanu ni, égan ko si

Egbe:

Translation

A bright star appears (2)
From the East to the wise men
The star is full of glory
This star is complete in glory
It is complete in glory

nipa Reé. Revealing Jesus as woi d<rful
King
No reproach coacernir y him
e e e e
\Dy (e ] Lr/ - 1 ! I 1 } J‘ Lr/ - | ! I 1 I Jt.E j—d}_t|j'_d[_‘_|
11 rawo di dan kan yo I rawodidan kan yoo Ni'¥¢ o  un si a wona mo vye I
21 rawoyi ke d¢ Re— 1 rawoyi ke de Re O sinfidso to a wona mo vye Ton
31 rawoyinl fii han_ I rawowyinl fi han Fu o t'E we ttagba tio te le la m, 1
41 rawoyi muwon yo, . I rawoyl muwsd. yo, L’a " » yi ta ra,nwonsi pa da lo Se
7
EEEeeeE==E e En e =SSR EE RS s S
o o & o — = ; i 4 — f
ra wo t'o po l'o go  ni; 1 ra a.v pe lo go, o pe 1 ra wo yi pe lo
a Jjo de 'bu gbe O ba__ “ tan ko si n'nu won ke, ran ti, E tan ko si n’nu won
ra wo yi ki tan ‘ni ra wo yi 'a ju we piope 1 ra wo yi 'a ju
ro hin ka le de lu won dun I’'e yi fHe ro du, O ba Ko si le te mo ra
12
!! - ~p—— | e r
LUU } | | | # ‘ = - | K |
20, o fi Je ~naPe O ba 1 va nu ni, e gan ko s1 nm pa Re.
ke, nwon tod", su Pe l'o re won e yi to jJe e bun 1 fe la to kan.
we, la ¢ to o o do do Je su O ba won, 1 ra wo yi je 1l Re.
ke, 0, JG0Wa so»se Lo’po mo a gbowon je, Ko st mo pe Je su ye.
Example 50: M’dyokiin Song 55, Orin Ibi Kristi
6.612.3 Orin Qjé Isimi Ope
Palriy, Sunday, Good Friday and Easter Sunday are three Christian festivals that

conatituie .2 Passion Week of the Christian calendar. Collectively they offer the opportunity

to wamenorate the last week of Jesus’ ministry on earth starting with His triumphant entry

into/Jerusalem on Palm Sunday (Qjé Isimi Ope) through his crucifiction on Good Friday

(Friday Rere) and culminating in His resurection on Easter Sunday (Ojo Ajinde).

The

celebration of these events is commemorative of the core beliefs of Christianity. Accordingly,

YNA composers devoted significant efforts to writing songs whose texts address these events

of the Christian calendar. An example of YNA for Palm Sunday is Yin Olawa song 12.
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Maa g’esin lo I’¢lanla Re

Maa firéle g’esin lo ku - 2ce
fségun Re ti bere

L'ori ese ati iku

Egbé:

Maa g’esin lo Olugbala [’olanla Re,
L’ori img ‘pe at ‘aso t’a té s'ile

Translation

Ride on the colt in majesty

In meekness ride you on

Your victory has begun

Over sin and death

Refrain

Ride the colt in majesty O blessed caviou:
On palm fronds and clothes ¢2=2ad doun

Example 51:Yin Oluwa song 12 An example of YNA for Paln. Sanday

Ko tun si ore bii Jésu

Eni t'O ru gbogbo ébi wa,
T°0 kit “kui or6 fitn ‘ni

Li agikanra; Or¢ nla!
Egbé:

Ifé nld alailéghé (2ce)

Ni ti Jésu Olugbala rere.
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Translatios

There is no iiiend like Jesus

\.!ho ~arried all our guilt and shame
Wi died that cruel death for us

W thout malice, Oh great friend!

fefrain
Oh matchless love (2x)
Of Jesus, the good saviour



4. Ileri re nfun okan l'ayo 5. Ko s'iru aiad't'o nje ni ni ya
E ni t'o fara gba i ya wa Béba  s=un <'apa re jojo
T'o je k'awa ko gba ifiji t'Oba to kK wa 7va 'do Re fun isimi

Egbe. Ore nla Egbe. Ore nla

6. Ko to k'awa ko ko' Re
Oba t'o j'obs lo miauni v
Dupe pe inc fe Re /1 ki jo ku

EgbcnTie nla

Example 52: M’ayokun song 5 & for Good Friday (Friday Rere)

Translation
1. Oré elésé t'6 ki The Friend of sinners who died
Ti jinde, [’go, is risen in glory

Oju t’ikut ko #ipa |10, Death is shamed, its powers lost
E gberin: Allerifa. Join in the chorus, Halleluyah

141

N | | | | | | I N | I r— | | |} 1 ]
Py — 1 .- - ) -
1Ko tunsi o re bi__ Jesu e nitorugho ghoe bi wa Tokuku o ro fun_ mlaikan ra___
21 fe lo fi ku fa wele se enitofa ra da 1rora Taraiye pani riralai se
3A nikurey, jebofese etutosetun je ailegbe O tok'awako feranlJesudan dan
8
2 [r——
o ——————= -
'\:J?;' 1" . i i i' i } i i' P - > sy—
0 re nla, I fe nla a la 1 le gbe I fe nla
12
O | . ‘

Ao ! N ! > — ! — . i i
s ™ ™S LS — A — " C— i | _'_-‘Kc " = i
[} - [ el - - - SO Y

a la 1 le gbe mn ti Je si 0] lu gbha la e e



N>

f i > > T ]
I = - = I | - - = | - - = | = |
B T o A I E— I S—© S —— I — T 5 ] —— |
D)} ' 4 ! |4 [ ' —— r ' [
1.0 re e le se to ku Ti jin de, I'o £o,
2E da e le se, gbe rin 0 lu wa ti jin de;
31 fe bo ri | la  ra, Gba Je su tii jn de
3
A S e ==
7 - . — _
o —— =
0] ju t1 ku ko ni pa mo, E cbe rin: A Tl v
Al ve pe e se te pa tal I gha la ni_ te de se
E ghe o m n ki si te, E gbe___  rin: A D o ya
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Oluwa ti jinde; A gfna pa‘ku ruy
Ori Ade Egun molu, £ o walaye titi lai,
Tjiya ti d’o la o. N’Liia Baba I’oke. Ase.

Example 53: M’daygkun fong <z, YIVA for Orin Ajinde

6.6.2.4 Orin Ajodin Ikor.

Harvest (1koré) is an importan:”ceiet. ation within the christian calendar comemorating
the time of the year when farm‘prciuce are harvested. The historical significance of this
festival in the church stems.fronmiithe feast of in-gathering which God told the Israelites to
observe yearly as containea wixcdus 23:16. It’s a time of joy; when farmers bring the fruits
of their harvest home<2 er av. s a time to thank God for the yields and also prepare for the
next planting season. So e songs marking this celebration also talk about basic things that
make the activi ies € hasvest possible for the famer — rain, dew, dryness of harmattan, wind,
physical stieaath cnd so on. Also mentioned are the various crops and vegetable.
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1.°Gba do gbo fun’ ni ‘Gba do gbo fun’ ni I su a to bi, Yo I'oc dun ‘Ko re
2’Bu kun nmu ni yo 'Bu kun nmu ni yo A wa so pe ni, Yo, ko rn 1 yin
3’Re  tt be s po 'Re ti be si po O pe ye wa o, A wa njo, a _nyo.
4Gbin fe bi o ka Gbinfe bi o ka E o kalo la; Ghin'fe bi o “ka
Example 54: M’ay¢okin Song 49, 'Gbad6 Gbo FuUn Ni
Translation
'‘Gbado gbd fan ni /2x The maiz{ aripe 1o narvest /2z
Isu a t'0bi yo lodun 'kére May_the yai2< be big for rejoicing
at harves.
6.6.2.5 Orin Ajodiin Egbé

One of the social features of Yoruba Chrisan life is the organisation of church

congregations according to an age-grade structuresgende s, and roles played by members in the

life of the congregation. Each group within {1ese oryanisational structures has a particular

date within the church year calendar on¢which wi&"group is celeberated. These occassions

which are celeberated annually are #¢iessid to as Ajodiin Egbé (society anniversary). For

instance the church choir known 24 Lzhé Akorin celebrates its festival on a day referred to Qjo

Ajodin Egbé Akorin (choir feséval). Cn such occassions, special YNA compositions are

rendered in praise of Goc .ans=t0 uie admiration and enjoyment of the members of the

congregation and those sy ecialb+“invited to such occassions. The texts of YNAs for these

festivals occassions reflect the joy and the heart of thanksgiving with which the congregation

dance to the altar wiile praising and giving thanks to God. An example of Orin Ajodiin Eghé

in Yin Ol(wAa is seng 45 below

Translation

Raba prun, a péjo f ajodun oni

Heavenly father we are gathered on this

Daliun, gb’opé, gba ‘yin, t'éwo gb ore festival day
wa; Receive our thanksgiving, worship and
LU KO tile jéni yiye, gba wd mora Re, offering

Oluwa [’oke, Oba wa, a juba Ré o.
as your very own

Though we are unworthy, still, accept us

Our Lord on high, our king, we worship

you.
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Examplé€s5: YirnQliwa Song 45, Orin Ajodiin Egbé
6.6.3 Orili Akanse
Apart from the seiips for th2 celebration of festivals and anniversaries, there are yet
other songs for spesial w4\ vicee such as weddings (Orin Igbéyawd) birthdays (Orin Qjé Ibi)
and funerals (Qrivyisiika). rhese specials songs are sometimes rendered by the choir only and
therefore referred to W6 Orin Akanse. An Example of Orin Igbéyaw6 (wedding song) is

M ’ayokiinSony 7 Helow:

Translation
FO yavd yvi foko (2ce)
Se' won 1’ oko, I” aya Give the bride in marriage (2ce)
T’tanfani d’ 0jo gbéin Make them truly husband and wife

Joined together forever
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‘F1 ye fun won n’1 gbein.
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lL.Fa ‘yva  wo yi fo ko Fa ‘ya wo yi fo
2.Pe se  fun won d’o pin Pe se  fun won d’o
3Fe bun ‘fe Re fa won F'e bun ‘fe Re f’a
4.Se to kin won I'o o Se to kin won I'o
7
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ko Se won l'o ko, I'a vya Tan fa ni d’o jo goon_
pin  Se won l'o kan d’o  pin, S’a  jo ni ‘re do pin__
won ‘Won yi d’o pin, da  kun, Sa bo fun won lai, o___
ro D’a le, ba won gbe 0, Pe se te won K e
5.8i E mi re to won Si f°E mi re to won 6.Ba ba, su re fun won P, su re in won

K’0O je kin won bi m¢

T’itu

nu, ala jo.

Example 56: M’dyokiin Song,72, Oriraigbéyawo

Il\ I I | I I 1 1 — I | r_-r_-_l 1 B— I I I 7\ ]
I I I | 1 1 | !- I_ & | 1 T
) —— &
1.0 jo  fi fu yi Ta Mo yu " ni to je Bi e nia a mo ye, Ba ba moyin O,
2E bi  nri mi yo, GhiUwe fun o ¢ 'te hin wa Funan fa m e ko, fo ju i la fun
3.Gb'o pe tun gba yin,&Gb'o pe . gbo gbo'ran o WO Fun'pe se lo jo jo ti tt wado m
4Fo gbon fun mi /2 Fiywo ke mi, fa yo kun le. Kirorunje te mu t t l'a yo se
6
?%ﬁ’:f — 2 g e — |
o— | —7 % N _— Fo— I N—o I !—H—H—'——‘—J—H
o, mo wonje, monmu mo ti da gba si Ni nu 1 n mi, n'o ro ni fe
re Mo m'e bi ma yoo 'Wo O lu tu nu O re o runnfun mi I'a yo si be
o iose le re ki Ba ba se ran wo Klaiye e mi jo yin ti ko le gan
Sl L'o ju mo to jo tun kin d'a ko tun Ni nu 'wa mi mo, kin j'a wo ran Re

Ojo/ fuyi

Example 57: M dyokiin Song 15, Orin Qjé Ibi

1 da bi ‘ru mi ni t’oni jé;

Bi énia amoye, Baba, mo yin O o
Mo nle je, mo nmu, mo ti dagba si i
Ninu iriri mi, n’oro, n’ife.
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Translation

What an honorable day

On which I was born

Being wise, Father, | worship you
As | eat, drink and and grow

In experience, riches and love
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v xample 58: Yin Oltwa song, Special YNA for burial services

Translation
Iebavaive, o din b’6yin se When lifetime is sweet like honey
G wawikoja lo o }2ce. Our shadow passes away
Isé o lodo yio pari } Work of righteousness will cease
Y alé lye jé tiwa o }2ce. May crown of life be ours
Egbé:  Léhin ti kit ya wa Refrain After we are separated by
Ao padé I’ése Jésu death
Léhin ti ‘ku ya wa We shall meet at the feet of Jesus
K’adé iye je tiwa o After we are separated by death

May the crown of life be ours
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6.7 Conclusion

In this chapter, the criteria for selection of the works of the three composers for
analysis were earmarked according to the popular published works of each of the three
composers. Classification of selected YNAs of the three frontline composers was caiied
out according to liturgical theme addressed by the songs. Their compieiiana,
techniques were identified according to sources of texts and melodies used iriitheir
compositions. Extensive analysis of musical elements were based on ti2 osn and
structure, scale, set keys, melodic ranges, speech tone patternssand  <iarmonic
characteristic features identified in the YNAs of the three compog:rs. In " da.tion, the
musical instruments used in YNAs were discussed and finally, a broad vaxtus.i analysis of
songs from M’ayokun, Ma& Gbagbé 11é and Yin Olawa were :Iscnresented from the
perspective of their liturgical functions.
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Endnote

1 Fela Séwandé (1905-1987) was born in Lagos in 1905 into a middle class
family. His father, Emmanuel Sé6wandé¢, was a priest and one of the pioneers of Nigerian
church music at the beginning of the 20" century. In 1934, he went to London to saudy
European classical and popular music. He went on to attain a successful ¢ waas
broadcasting, music research and performance. In the course of his music_researc?. he
met Rev. Oludé and impressed upon Oludé the need to make use of pentatcaic 2aales’in
order to make Oludé’s compositions totally conform to the tonal inflexian of (e Yoruba
language, in its text and tune. Séwandé undoubtedly a piorzering rolc in the
development of modern Nigerian Art Music and perhaps became the 1i:ast £istinguished
and internationally known African composer of his time.

2. The expression ‘janyin janyin’ is a Yoruba onogiato 1aic axpression that could

signify strength and resilience as symbolized by the Irdko tée an ong the Yoruba.
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CHAPTER SEVEN

SUMMARY, CONCLUSION AND RECOMMENDATION
7.0 Introduction

The preceding chapter presents an extensive analytical discussion on the structure
and text of the selected YNAs of Olude, Dedeke and Dopemu. This chapter wraps-ua
the entire study by giving an overview of the study in three sections. First, s the
summary of all the chapters that constitute the thesis. Second, are the'zon:.astons
drawn from those chapters while at the end, are some recommendaons “hat are made
based on the findings of the study.

7.1 Summary

This study was presented in seven chapters. T*e irst (hapter served as an
introduction that gave the background to the study®A by =f a.count of the origin of
church music among the Yoruba was provided. }a the micaineteenth century, upon the
advent of christianity in Yorubaland, the Europaan missionaries introduced the type of
church music which they brought from Exfrope (2 thevearly Yoruba christian converts as
an integral part of the liturgy of the churci'2s in Y oruba land. This development resulted
in a cultural conflict with the tralitional musical experience of the early Yoruba
converts. The dissatisfaction 4r the Y\ruba converts manifested in two ways. Firstly,
European songs introducea werg,at variance with Yoruba songs which had melodies
that followed the tomal and, rhythmic inflection of its speech pattern. Secondly,
drumming and dancing which are crucial elements of Yoruba music were absent in the
European songs., Tk oea,eventually neccesitated the evolution of an idiom of church
music knoxn a9 YorcH4 native airs (YNAS). The rise of cultural nationalism in the late
nineteentiintGtha early twentieth century also served as a catalyst in the development
of YNA&tha  eventually coalsced into a Yoruba church music tradition. This tradition
vias ciampioned by a group of indigenous composers who drew their compositional
roent: es from both European and Yoruba musical elements.

Furthermore, the first chapter also set some necessary parameters which helped in
guiding the study. It included the statement of the problem, aim and objectives, and a
definition of the scope of the study. Research questions addressed within the study were
also stated. The need for documentation and analysis of YNAs and a provision of the
link between the past and the present were also highlighted as the key justification for

the study.
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In chapter two, the theroetical framework and literature review were presented.
There it was established that the study was based on the theory of intercultural music as
postulated by Kimberlin and Euba. This theory provides a suitable foregrounding for
the study of YNAs because of the interplay of both European and Yoruba musical
elements found in the two traditions. Extensive literature relevant to the study was
reviewed. Schorlarly literature on issues of the advent of christianity in Yoruba  ariu; e
place of liturgical music of the early Yoruba church and the influence ¢ f#raditicoal
Yoruba chant and song on the evolving tradition of Yorubd church rnwsic were
explicated. In addition, the chapter discussed traditional Yoruba a.:'mming and dance,
Yoruba choral music, Yoruba Hymnody and Nigerian Art Musias relevasic background

to the study.

In chapter three, the methods used in gathering aforiiwicion for this study were
discussed. The systematic approach used ip collecting data based on interviews,

interaction with key informants and focus oxaun a.cussions were explicated.

Chapter four discussed the origin“and ¢ .velopment of YNAs, by providing a
historical account of its evolution. "It gave a narrative of the musical dissatisfaction
brought about by the introduc’.on of Eviopeanized hymns and the eventual resolution of
the cultural conflict throxah the'amergence of the YNA tradition. Notable individuals
that pioneered its evo'ation wire also discussed. Rev. J. J. Ransome Kuti was identified
as the ‘projenitor’saf tne Y) A tradition. This appellation is traceable to his open-air
crusade activites as4iwmerend Minister in the early Egba missions. He carried out this
open-air ci:sade mus.cally by substituting the existing texts of Yoruba folk songs with
christain v xts. Thtreafter, scholars like T.K.E. Philips and Fela Sowande were able to
extract «whenretical model from Kuti’s musical approach. This model later became the
Lasis 1o compositional prescriptions with which they (Philips and Sowande) influenced

uice” mpositional activities of emerging YNA composers.

Chapter five presented the biographies of three prominent composers of the YNA
tradition namely, Abraham Taiwo Qlajidé Oludé, Godwin Adédayo Dédeké and Gilbert
Popoola Dopému. These biographical accounts contain an exposition on how their
family background, schooling and career path influenced their compositional activities

that made them frontline YNA composers.
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The sixth chapter opened with a discussion on the criteria for the choice of
M ’ayokun, Ma Gbagbé 1lé and Yin Olawa as published works of the three prominent
composers selected for analysis. The YNAs from the three hymn books were thereafter
classified according to the liturgical themes addressed by each of the songs. Next, it
discussed the compositional techniques utilized by the YNA composers based oriithe
ideas from which the three composers sourced the text and melodies of the.: %
The three sources identified and discussed are namely, (1) adapted Yorubé Ta'ktale und
ceremonial melodies, (2) Yoruba speech inflected melodies composed.ta the st stanza
of translated European hymns, and (3) YNAs that are original comgasitions of the three
composers in both text and melody.

The chapter then moved on to dwell on an extensive analy<isfon musical elements
based on the form and structure, scale patterns, set:ev.; varmonic and rhythmic
structures of YNAs of the three composers. The chagter a0 discussed the musical
instruments of the YNA tradition. The chapter.<nded with an extensive textual analysis
of selected works of the three composers basad ori-he litugical functions of the YNASs.

Finally, chapter seven concludec the diicourse by providing the summary,

conclusion, and recommendations o7 the stuuy»

7.2 Conclusion

In light of the discucsions tiat have been generated, certain conclusions can be
made from this study. . Firatly,"(he musical dissatisfaction of Yoruba worshippers in the
early mission ckirci es was‘one of the factors that ‘fuelled’ the movement of cultural
nationalism /1 ear. . Yoruba churches. The movement contributed to the schisms that
occured ¢n \»¢ mission churches which eventually led to the birth of independent
African Cluurches. The birth of independent African churches provided an auspicious
enviianmericfor the evolution and development of Yoruba church music and musicians.
Thoge niusicians combined elements of traditional Yoruba music with those of the
Curopean to create YNAs as an alternative musical idiom which brought some initial
musical satisfaction to the Yoruba christian worshippers first, in the independent
African churches and later in mission churches.

Secondly, going by the characteristic features of the musical structure and text
identified in the compositions of three prominent YNA composers, YNAs can therefore,

be defined as a danceable musical genre in which singing according to the tonal and
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rhythmic inflections of Yoruba text is accompanied by the organ and drumming in the
traditional Yoruba style.

Thirdly, it was observed that these three prominent composers upon whose lives
and works this study was based showed similar background traits. Their biographies
revealed that they were all exposed to the western musical tradition through the misaion
schools and the churches. This is in addition to the fact that they were all Lati"enn
raised in Yorubaland. These, most probably, enabled them to harness theii watarculicral
experiences that are copiously reflected in their YNA compositions.

Fourthly, the development of the YNA tradition served to unczrscore the
importance of drumming and dancing as essential ingredients¢u€,Yorucadmusic hence,
the endeavours of indigenous Yoruba composers facilitated.the ii teyration of traditional
Yoruba musical elements into the music of the Yoruba ciure'i. n so doing, they helped
to ‘readmit the soul’ of the Yoruba worshiper which was inciivertently ‘barred’ by the
European missionaries at the inception of christianity among the Yoruba.

Lastly, the YNA tradition has producasya dy2amic intercultural idiom both at the
material and ideational levels of churcy music Hence, there is an urgent need to
document its numerous composers’ works .vestern notation in order to make them
accessible to more users. Havinzet mployed standard musicological parameters for
identifying and defining sopysiin the YNA tradition of choral music in christian liturgy,
this study provides a precsriptivesframework that could be adopted by future YNA

scholars and compose s.

7.20 kKo‘ommendations

Giver the foregoing, the following recommendations are hereby put forward
towwards the sustainance, promotion and further propagation of the YNA tradition of
choral music in christian liturgy.

This study focussed on one published hymn book of each of the three frontline
YNA composers. Several other compositions of these three composers can still be
studied by scholars who are interested in this genre of music. This study examined only
three composers among many others. Therefore, scholars interested in this area could

also carry out studies on other YNA composers. Although Oludé¢, Dédeké and Dopeému
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have recieved some recognition for publishing some of their YNA choral compositions
for liturgical use of Yoruba congregations, there is still a vast number of other
composers of the YNA tradition who have also written sizeable number of YNA
compositions whose works are yet to be documented and made available for others to
use. It is therefore recommended that interested researchers should make hasi, to
salvage the works of these composers by collecting, transcribing and publishixy Seab
works.

A large number of YNA compositions discorvered during the cotirse 0. /iis study
were not properly documented. Many of these compositions were fCind in Vieir original
state, handwritten in old tatttered notebooks (written in peri'. in scoie cases) and
usually they were notated as texts with only the melody in_toniv.solfa. It is therefore,
recommeded that these compositions be properly set toiaus/c 1) standard staff notation
with vocal harmony and accompaniments.

Since around the 1980s, the use of YNAss part of the liturgical music of Yoruba
churches has been on the decline. Perhapssnartly due to non availability of a general
and well notated YNA Hymn book. It i hereby recommend that scholars, composers
and music educators can therefore r¢nder ari 2w aluable service towards the preservation
of the YNA tradition by putting togatt 2r compositions of hundreds of YNA composers in
one all-encompassing volunzz.4Such an effort will provide the following benefits:

a. serve as a platfori.yfor availability and circulation of YNAs for a wider usage.

b. raise the prc ile.25YN:s to that of traditional hymn books in the league of, for
instance, the Ba<use Hymeps, the Methodist Hymnal, Ancient and Modern, and many
others.

C. ¢evi the se of YNAs in Yoruba churches and beyond.

d. provent these beautiful, liturgical as well as artistic creations of many of these
con.posers 1rum sinking into oblivion

In"addition, this study also recommends that leaders of Yoruba churches should be
commited to raising the standard of rendition of YNAs in their various parishes. This
they can do by organizing seminars and workshops for their choirmasters, organists,
composers and church administrators on the teaching, performance styles and
techniques, instrumentation and accompaniment techniques for YNA. All these will go
a long way in the promotion, patronage and proper performance of YNAs. It will also

encourage the emergence of a new breed of YNA composers.
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Finally, a number of christain operatic works by Dopemu and several other YNA
composers were encountered by the researcher in the course of the field work of this
study. Although, similar secular operatic works (by composers like Herbert Ogunde,
Kola Ogunmola, Duro Ladipo) had recieved some attention, this sacred genre is yet to
recieve substantial musicological attention. It is therefore recommended that schola.s, of

musicology should look into this area of study.

154



References

Books and Chapter in Books
Abodunde, A. 2009. A Heritage of Faith: A History of Christianity in Nigeria. Pierce
Watershed. Ibadan.

Adedeji J. A. 1998. Nigerian Theatre: Dynamics of a Movement. Calop ‘Puui2ations
Nigeria Ltd.

Agu, D.D.C. 1999. Form and Analysis of African Music. Enugu: Nev"&enerada’t Books.

Ajayi, J.F. 2001. A Patriot to the Core: Bishop Ajayi Crowiner hacan: Spectrum Books
Ltd.

-------------- 1965. Christian Missions in Nigeria 1:44-2391. The Making of a New Elite.

London: Longman Limited.
AjibolaJ. 0.1974. Orin Yoruba-Yoruka Songs. e iversity of Ife Press.
Akpabot, S.E. 1998. Form, Functio: and Styicin African Music. Lagos, Macmillan.

Albert, 1.0. 1999. Conceiving ad Proposing a Research Idea. Layiwola, Dele (ed.). A
Handbook of MethoueiGyy 'n African Studies. Ibadan. John Achers pp. 102-114.

Anri. H, Meki N. Zind K fi. 2003. A. Musical arts in Africa: Theory, Practice and Education.
Pretorig, Luiversity of South Africa. Pp. 151-152

Asaju, EyF. andnl wanikin. 1994. Religious Interactions: Factors of Syncretism in Badagry
2eligiaus life. Deji Ogunremi et al (rds). Badagry: A Study of Culture and Traditions

ur'e.Ancient Town. Ibadan, Oyo. Rex Charles Publishers.

Asaj 1, D.F. 1995. The Philosophy of Christian Evangelism: Fundamentals of General
Studies. A Publication of the General Studies Division of Lagos State University.

Ibadan, Oyo, Rex Charles Publication.

155



Asobele, J.T. 2002. Historical trends of Nigerian Indigenous and Contemporary Music.

Lagos, Nigeria: Rothmed International.

Ayegboyin, D. and Ishola, A. 1997. African Indigenous Churches: An Historical Perspective.

Lagos. Greater Heights Publications.

Baines, A. and Wachsmann, K. 1961. Classification of Musical Instruments. E \eb.M. ‘an
Hornbostel and Curt Sachs.

Barclay, W. 1983. The Letters to the Galatians and Ephesians intthe Daiy gible Study.
Edinburgh. The St. Andrew Press.

Barry, Liesch, 1980. The New Worship. Grand Rapids: Baker 200k

Boyer, H.C. 1979. Contemporary Gospel Music inthe t*ack Perspectives in Music. Spring 7,
No. 1 pp. 5-58.

Brooks, C.A. 1998. Foreign-indigengaesit erchange: The Yoruba. Ruth m. stone (ed): The
Garland Encyclopedia of V. cild Music.

Broughton and Jackson. 1¢35. P'ack Gospel Music. Englewood Cliffs, N.J. 07632. Prentice-

Hall Inc.

Buah, F.K. 1975. vW/Cst Africa and Europe: A New History for Schools and Colleges. London:
Macmilla» Education Ltd.

Burns, Aian. 1972. Histroy of Nigeria. London. G. Allen and Unwin.

Buraan, R. F. 1863. Wanderings in West Africa. Vol. Il. London. Tinsley Brothers.

156



Chernoff, J. M. 1979. African Rhythm and African Sensibility. Chicago: Chicago University

Press.

Dédeké, G.A. 1963 Méa Ghagbé 11é. Oxford University Press, London.

Delano, 1.0. 1968. Makers of Nigeria: Josiah Ransome-Kuti: The Drummer EXyv Wwhan

became a Canon. Oxford University Press, Ibadan.

Dopemu G.P. (2002).Yin Oluwa [Praise the Lord]. Yaba, Lagos: Wellspri2q Pubi cations.

Ekechi, F.E. 1972. Missionary enterprises and Rivalry in loholanc /£857-1914. London.
Frankcass.

Ekwueme, L.E.N. 2001. Composing Contemporary /frican Music: Problems and Prospects.
In Omibiyi-Obidike, M.A.(ed) African As:Mus.z in Nigeria. Ibadan: Stirling Horden

Publishers, pp. 16-57.

Gauldin, Robert. 2004. Harmonic Praetici in Tonal Music. W.W. Norton & company. New
York. London.

Green, J.F. 1967. Biblical F aundatior*for Church Music. Nashville: Convention Press.

Hans Adler and Wulf Kinke. 2009. A Companion to the Works of Johan Gottfried Herder.

New Yerk, Zamden House.

Hustad, L2. 1995, Jubilate 11: Church, Music in Worship and Renewal Carol Stream: Ibadan:
Fane Fublishing Company.

Janv'er, G. 1995. Worship in today’s Church in Janvier, G Music Education for African

Church. Kaduna: Baraka Press and Publishers.

157



Johansson, C.M. 1992. Disciplining Music Ministry: Twenty-first Century Directions.

Peabody: Hendrickson Publishers Inc.

Jones, A.M 1976. African Hymnody in Christian Worship. Gwelo, Rhodesia: Mambo Press.

Lomax, Alan. 1968. Folk Song Style and Culture. New Brunswick: Transaction Book:

Machlis J. and Forney K. 1999. The Enjoyment of Music. W. W. Norton ana @ompany.

New York. London.

Martin, R.P. 1964. Worship in the Early Church. Grand Rapids: \A.B. £ =7dmans, (46-47).

Miller, F. Eveline. 1993. Building an Effective Church Mucic Musistry.  Nigeria. Nigerian

Baptist Convention Press.

Mitchell and Turner. 1966. A Bibliography of Mcdern African Religious Movements.

Evanston: Northwestern University: Press.

Nketia, J.H.K. 2004. African Articsic. Ghana: Afram Publications Ltd.

------ 1974. The N usieaf Aivica. New York: W.W. Norton and Company Inc.

Oladapo O. 1995. Ay n-Akewi (Afilusoro). Omo Ogungbola Enterprises, Agodi, Ibadan.

Olaniyan, /0. 261. A discourse of Yoruba Lyrics (otherwise known as native airs) as a
Cceatempoiary art Music for Christian Worship: African Art Music in Nigeria
Cmibryi-Obidike (ed): A Handbook of Methodology in African Studies. Ibadan: John
Achers (150).

J'diiyan, O. 1999. Ethnomusicology and an Approach to its Field Research. Layiwola, Dele
(ed): A Handbook of Methodology in African Studies. Ibadan: John Achers. (153-168).

158



Olatunji, Michael. 2002. A critique of T.K.E Phillip’s Theory of development of melody in

Yoruba music. Nigeria Music Review. Nos 3. pp. 29-39.

2005. The biography of T.K.E Philips, Nigeria’s foremost contemporary

Art musician. Research Review, Vol Institute of African Studies, University of Griana,

Legon.

Oludé, A.T. 1954. M ayokun. Methodist Mission, Western Nigeria, Ibadan, Qlusey < ress.

Omojola, Bode. 1995. Nigerian Art Music. Ibadan: Institut Francaid W2 rechcidaé en afrique

(IFRA).

2006. Popular Music in Western Nigeria: Theme ), Styiv'and Patronage Systems.
Ibadan. Gold Press Ltd.

Omoyajowo, J.A. 1975. The Cherubim and S| raphim Society in relation to Church Society
and State. A Golden Jubilee Publi¢ation, 1222-1975. Ibadan: Claverium.

1982. Cherubim and Sciaphim. The History of an African Independent Church,
New York and Lagos. Nt Pubishers.

1995. Introduci.on. Mskers of the Church in Nigeria. 1842-1947. Lagos: C.S.S.
Publishing/Jnit.

Osadolor kmasog . 1960. Olokun, the divinity of fortune. Ibadan: Tokopo enterprises.

___ . 1982. African Traditional Religion. Ibadan: University Press Limited. (49).

Oshitelu, G.A. 2007. History of the Aladura (Independent) Churches 1918-1940: An
Interpretation. Ibadan: Hope Publications.

159



Pascall, R.J. 1992. Style in Sadie; Stanley (ed). The New Grove Dictionary of Music and
Musicians. London: Macmillan Publishers. (316-321).

Peel, J.D.Y. 1968. Aladura: A Religious Movement among the Yorub&. London: Oxford

University Press.

Philips, Ekundayo. 1953. Yoruba Music, Johannesburg: African Music Society.

------------ 1926. Orin Ni Ohun lle Wa fun Awon Adura K& uru (Vv ersicles and

Responses) ati fun Litani. C. M. S. Nigeria Press. Port Harcou':

Torimiro Ola Dixon. 1994. Equipping Vessel for Worshippiaa /i Church Music. Nigeria:
Beulah Publishers.

Turino, T. 2000. Nationalists, Cosmopolitans, 224 Pcular Music in Zimbabwe. Chicago:

University of Chicago Press.

Turner, HW. 1967. History of an Inggpani'ent Church: The Life and Faith of the Church of
the Lord (Aladura). Vol. I} Cxford Clarendon Press.

Vidal Tunji. 1986. The Vi esternizacon of African Music: A Study of Yoruba Liturgical
Church Music#ite. Annals’of the Institute of Cultural Studies, lle-Ife University of Ife

Press Limited (7¢ 71).

19¢3. Music and Musical Instruments as modes of Communication in West
Aviica. An, Z.S. (ed). African Unity: The Cultural Foundations. Lagos Centre for
biack and African Arts and Civilization (143-151).
. 1993. From Traditional Antiquity to Modern in Omojola (ed). Music and Social
Dynamics in Nigeria. llorin: Department of Performing Arts, University of llorin.
(112-125).

2001. Fela Sowande: A Nationalist and Humanistic Composer in Omibiyi-
Obidike, M.(ed). African Art Music in Nigeria. Ibadan: Stirling Publishers. (93-100).

160



2001. From Traditional Antiquity to Contemporary Modernism: A Multi-lateral
Development of Music in Nigeria. llorin: University of Ilorin Press.

2007. Nigeria in the context of International Musical World: Problems and

prospects, An Inagural lecture delivered at the University of Ibadan.
Waterman Christopher. 1998. Yoruba Popular Music. Ruth M. Stone (ed) Tr>¢Garland
Encyclopedia of World Music. New York and London: Garland i tblishir 3 Inc. (471-

487).

Waziri, J.C. 1995. The Ministry of Singing. Janvier, G. (ed) vusic education for the African

Church. Kaduna: Baraka Press and Publishers.

Webster, J. S. 1964. The Africa Church among tha=oru.;a. Oxford University Press: London.

Wilson-Dickson A. 1992. The Story of (Christia;=usic: From Gregorian Chant to Black

Gospel Music. Lion Publishing™'s. Oxford, England.

Journals and I 'aoazines

Adedeji, F. 2001. Zefinic:ze and Conceptual issues in Nigerian Gospel Music. Nigerian Music
Reviewg Ve 2. (46-55).

5,200z Composing Music for Nigerian Contemporary Christian Liturgies.
Niaerien Music Review. Vol. 2. (90-97).

Ade tbite, A.A. 1994. Christian Missionary and their Impact on Church Music in Yorubaland.
African Marburgensia (Special Issue) Christoph elsas et al (eds). (83-95).

161



2001. The present state of development of African Art Music in Nigeria. In
Omibiyi-Obidike M.A (Ed.) African Art Music in Nigeria, Fela Sowande Memorial.
Ibadan, Stirling-Holding Publishers, Nigeria pp. 77-82.

Akangbe. 1977. Mark 16: 17-18 and the Neo-Pentecostal Movement. Journal of Theoloyical
Studies. Vol. 2. (11).

Alajah-Brown, A. 1989. A diachronic study of change in Juju Music. Popular MuiC. Vol. 8.
No. 3 (231-242).

Ayegboyin, D. and Ukah, A. 2002. Taxonomy of Churches in 1'igeria. An Historical
Perspective. Orita 34. (68-86).

Beier, U.V. 1956. Yoruba Vocal Music. African Musi<. Val. 1. No. 3.

Buama, L. 1992. Christian Worship within the Ghanai\n African Context. Trinity Journal of
Church and Theology. Vol. 2.

Ekwueme, L.E.N. 1976. Towards 2reserving and Presenting African Music: A Theory of
Notation and Transcripuan in wae World of Music. International Music Council
(UNESCO). Vol. 1§ Nogt (29-26).

#1975, 4. Atrican music in Christian liturgy: The Igbo experiment. African,
Music, & (oop. 12-13.

Euba, A.1290. Yuraba Drumming: The Dundun Tradition. Bayreuth: African Studies Series.

----- ------ 1977. An Introduction to Music in Nigeria. Nigerian Music Review, 1. pp. 1-38.

--------- . 1960. Nigerian Music: An Appreciation. Nigerian Magazine. No. 66. (193-200).

1967. Multipitch Combination in Yoruba Choral Music. Journal of the
International Folk Music Council VVol.19, pp.67-71.

162



1986. African Music in Christianity: The African Guardian. (24).
1986. Yoruba Music in the Church: The Development of a Neo-African Art among
the Yoruba of Nigeria. Jacqueline Cogdell Djedje (ed). African Musicology: Cuisent

Trends. Vol. 2 UCLA African Studies. (45-63).

2001. Text Setting in African composition in Research in African_ Lite;=ture: The
Landscape of African Music. Vol. 32, No. 2. (119-132).

Edewor, P.A. 2002. Perception of the Role of Music in Church._ Oris " Journal of Religion
and Human Values. Vol. 1. No. 1 (34-51).

Faseun Femi. 2008. Music and Spiritual Growthand Commitment. LASU Journal of
Humanities. Vol. 5. Pp.185-198.

Jones, A.M. 1954. African Rhythm. Africg 1(24).
Lovelace and Rice. 1960. Music a/.w*Norship in the Church. (16).

Mbure, J. 1972. Dr. A. T Qlusa: »» Missionary in the Cause of Truly African Music. The
Nigerian Chrisiar Vol 6.44o. 11. Christian Council of Nigeria. pp 6,7.

Meriam, A.P. @9u2¢ The,African Idiom in Music. Journal of American Folklore. Vol. 75.
(120-130,

Nkwoka, »A.G.» 2002. Music as a mode of Communication in Nigeria Christian Worship.
Nigerian Music Review. Vol. 2, (80-96).

22, M.A. 1990. The 1970 Charismatic Revival in Nigeria. A Quarterly Christian Magazine.
(1-11).

163



1998. Indigenous Gospel Music and Social Reconstruction in Modern Nigeria in
Missionalia. The Southern African Journa Missiological Society. Vol. 26. No. 2. (21-
231).

Olaniyan, O. 2001. A Discourse of Yoruba Lyrics (otherwise known as native airs) s a
Contemporary Art Music for Christian Worship. African Art Music in"“ uycea
Omibiyi-Obidike (ed.). (58-69).

Olayiwola, D.O. 1987. The Aladura: Its Strategies for Mission and Conve.zion in' 7orubaland,

Nigeria. Orita, Ibadan Journal of Religious Studies. Vol. 19 Nuw (40-25).

Olukoju, E.O. 1987. Music in Religious Worship. Orita. Ibadc2 Jouri al*of Religious Studies,
Vol. 19. No. 2. (118-133).

Omibiyi-Obidike, M.A. 2002. The Musician ir=Sonicmporary Nigeria. Interlink in Music
Research: Journal of music in Nigelia. Dej artment of music, Nnamdi Azikiwe

University Awka, Nigeria. Pp. 1-22.

2002. African Aridvisic and tne contributions of women in Colonial Nigeria.
African Notes Vol 26, Nciyl and =

(Ed-"20)1. African Art Music in Nigeria. Fela Sowande Memorial. Ibadan:

Stirling-Hetden r tblishers.

1999. Theory and practice of field investigation in Ethnomusicology. In

Dc'2 Layivola (Ed.) A handbook of methodology in African Studies. Ibadan: John
Aichero Publishers Limited, Nigeria.

1995. The Challenge of Interculturalism in Music Education in Nigeria.
Intercultural Music Vol. 1 (eds) Cynthia Tse KIimberlin and Akin Euba, Bayreuth
African Studies 29. Pp 119-129.

1992. The Process of Education and the search for Identity in Contemporary

African Music in African Musicology: Current Trend. Vol. 11. A Frestschrift

164



Presented to J.H.K. Nketia, Jacqueline Codgedell Djedje (ed) University of California
Los Angeles. Pp 27-43.

1977.Nigerian Musical Instruments. Nigerian Magazine, No. 122 (14-34).

1979. Nigerian musicians and composers. Nigerian Magazine. No L zo0-222
Pp. 75-79.

Omojola, Bode. 2001 ‘African Music in Christian liturgy: The Yoruba T.adition' in"Nigerian
Music Reveiew, No2, pp.80-91.

Oshun, C.0. 1983. The Pentecostal Perspective of the Christ ~pos.on, Cnurch. Orita, Ibadan
Journal of Religious Studies. Vol. 15, No. 2. (105).

Sowande, Fela. 1967. Nigerian Music and Musisians t.an and now. Nigerian Magazine. No
94 (September). Pp. 253-261. (Kopiervi rlage).

The Redeemed Christian Church of GE&wt aior Church Manual (2004/2005 Edition).

Vidal, Tunji. 1969. Oriki in Traa.tional yaruba Music. African Arts, Vol 3, No 1, pg. 58.

1977. Tr<aitons ang History in Yoruba Music. Nigerian Music Review. No. 1
(76-77).

- 1£36. Ine Westernisation of African music: A study of Yoruba Liturgical
Ciawrch micsic. Ife: Annals of The Institute of Cultural Studies, Obafemi Awolowo

Uaivercity, Nigeria.

2001a. Fela Sowande: A nationalist and humanistic composer. In Mosunmola
Omibiyi-Obidike (ed.) African Art Music in Nigeria, Ibadan: Stirling- Horden

Publishers.

165



2001b. Musicology in Nigeria. 1705-1975. Nigerian Music Review. Vol 2,
pp.103-127.

2002. The Musician in Contemporary Nigeria. Journal of Research in Music.
Pp. 10-12.

2007. A tribute to Dr. Thomas King Ekundayo Philips: Organist; Shairmadter
and Composer (1884-1969). Nigerian Music Review. Vol 7/8. Pg 1-10

------ --- 2012. ‘Music and Social Dynamics in Nigeria: F{owe traacifnal Antiquity
to Contemporary Modernism: A Multilateral Development 2 Music in Nigeria.

Selected Topiccs on Nigerian Music Ed. ‘Femi AdedejinlM = Alvican Publishers

Theses, Dissertation and Unpublished materials

Abel, A.A. 2008. An Ethnomusicological App aisal «f Form and Structure of lyere Ifa. An
unpublished Ph.D Thesis, Institute of Afiizan Studies. University of Ibadan. Ibadan.

Adetiran, 1.0. 1987. Cultural Nati<nalism 1ipthe Music of Celestial Church of Christ with
particular reference to Nokola rarish, Ibadan. Unpublished M.A. Thesis. Submitted to

the Institute of Africin Stuaiss, University of Ibadan.

Adedeji, S.0. 2004, N'a“namsospel Music: A study of its Styles. . An unpublished Ph.D

Thesis, Iii tituie of ~frican Studies. University of Ibadan. Ibadan.

491, Ifa Music in ljo Orunmila. Unpublished M.A. Thesis. Submitted to the

wastitete of African Studies, University of Ibadan.

Acanuge, A. A.1983. Personality Profile of A Celebrated Nigerian Musician: Chief ‘Dayo
Dedeke. An unpublished N.C.E project, Federal college of Education, Abeokuta.

Alaja-Brown, A. 1981. Ayo Bankole: His life and Works. M.A. Thesis, University of
Pittsburg.

166



Aluede, C.0O. 2008. Music as Therapy by the lyayi Society of Edo State, Nigeria. An
Unpublished Ph.D Thesis, Institute of African Studies. University of Ibadan. Ibadan.

Amusan, O. 1996. African Traditional Architectural Sculpture. The Collection of the Institute
of African Studies (1). An Unpublished M.A. Thesis.

Dosunmu, O.A. (2005). The appropriation of traditional musical practices in m¢ .eza Yoraha
Drama: A Case Study of Wole Soyinka’s Death and the Kino’s "Zorseman.
Unpublished M.A. Thesis, University of Pittsburgh.

Ekwueme, L. E. N. 1972. ‘Ibo Choral Music: Its Theory and Practice'.«xn unpublished PhD
Dissertation. Yale University.

Faseun, Olufemi. 2005. A Study of the History, Styleand_Identity in Musical Practices of the
Celestial Church of Christ. An Unpuyh'iched ,\Ph.D Thesis submitted in partial
fulfillment of the requirements for th: Degre» of Doctorate of Philosophy of the

Obafemi Awolowo University, lle¢ife.

Ibude, J.O. 2005. Indigenous Mssiz in Worship: A Case Study of First Baptist Church,
Oke’lerin Ogbomoso, AiyM.A. Thesis submitted to the Institute of African Studies,
University of Ibadal

Ishola, O. 1976. Kinow e Church of the Lord (Aladura), An Unpublished Term Paper in
ChurcheHisiavy Course, Nigerian Baptist Theological Seminary. (68).

Loko, 0.Q,.2011 Liturgical Music of The Cherubim and Seraphim Movement in Lagos State.
Ainunpuunshed Ph.D Thesis, Institute of African Studies. University of lbadan.

leadan.
2005. Indigenous Music in Redeemed Christian Church of God: A Case Study

of the use of Yoruba Music. An Unpublished M.A. Thesis, University of Ibadan,
Ibadan.

167



Lynn, Leonard. 1967. The Growth of Entertainment of Non-African Origin in Lagos from
1866-1920 M.A. Dissertation, University of Ibadan.

Ofosu, J.0O. 2001. Kirmomo Music: A Christian Native Air Genre of the Urhobo of Delta
State of Nigeria. A Ph. D Thesis, submitted to the Institute of African Stucies,

University of Ibadan, Ibadan, Nigeria.

0Ojo, M.A. 1995. Indigenous Gospel Music and Social Reconstruction in MadernM.geria. A

Seminar Paper presented at Northwestern University, U.S.A.

Olukoju, E.O. 1978. The Place of Chants in Yoruba Traditional Oral \icrature, unpublished
PhD Thesis. Department of Linguistics and Nigerian Lcaorayes, Jniversity of Ibadan,
Ibadan.

Omojola ‘Bode. 1987. Compositional Style and Af+can  dentity: A Study of Modern Nigerian
Art Music, Ph.D Thesis, University of L zicestei

Oye, T.D. 1998. Indigenous Music ifmShrches in Yoruba land. M.A. Thesis, Institute of
African Studies. Universit ¢t lbadan, ibadan.

Sadoh, G. S. 2004. The Oran*arke of Fela Sowande: A Nigerian Organist-Composer. An

unpublished D#wIL . Disss tation, Louisiana State University, Louisiana.

Samuel, Kayoge 12002 Female Involvement in Dundun Drumming among the Yoruba of
Soxthwesern Wigeria. A Ph.D Thesis, Institute of African Studies, University of

Ibodan, loaaan.

Vidan A.O. 1981. The Poetic and Musical Forms of Yoruba Vocal Music. A paper presented

at the 24™ Annual Conference of African Studies Association. Bloomington. (22).

Vidal, Tunji, 2002. The Institutionalization of Western Music Culture in Nigeria and the
Search for National Identity. Inaugural Lecture Series 161. lle-1fe. Obafemi Awolowo

University Press.

168



Dictionaries and Encyclopedias
Abraham, R.C. 1958. Dictionary of Modern Yorubéa. London: University of London Press
Kennedy M. 2003. The Oxford Dictionary of Music. Oxford University Press. Oxford

Oscar, T. 1975. The International Encyclopedia of Music and Musicians, (10" .e7.). New

York: Dodd Mead.

Paschal, R.J. 1992. ‘Style’. In S. Sadie (ed.). The Grove’s Dictionary O »*sic'and Musician.

Vol. xviii. London: Macmillan.

Randel, D.M. 2001. The New Harvard Dictionary of “lusicisviassachusetts. Harvard

University Press.

169



APPENDIX |
SERIAL LIST OF SONGS

M’AYOKUN
SERIAL SONG TITLE
1. Yinl,EYinl, Yin1O.
2. ATunWaKiO
3. Yin Oba Mimo Gbogbo Ewe
4, Gba Aiye Mi Oluwa
5. Ko Tun Si Ore Bi Jesu
6. Oro Olorun
7. Ng O Sunmo Olorun
8. O To K’a Fe ‘Nia Jojo
9. Iseun Baba
10. Yin Olu Ikore Eyin Ara ¥
11. W’osupa Oju Orun Nl V
12. Ranti Ore T’oba Miw»
13. Fere Ni O Ma Yo
14, Gba Ji L’ow{ -0
15. Ojo Fifupyi,.
16. Ojo On' Lo Ta, Oru Nsumo Le
17. GbogbG Aiye, !. Gbe Jesu Ga
18. M. Koja Mi Olugbala
19. 2 Mi S’ododo
20. Odun-Miran Tun De
21. ~ \K’a Ma Rokoso Rokoso
22. Otorun Mimo A De
23. A ! Mba L’egberun Ahon
24, 4 Eyo Ara: Jesu Joba Ninu Omo Enia
25. NS Oruko Jesu Ga Juollo
26. O M’ohun Gbogbo
270 Ki Lo Le W’ese Mi Nu
28. . Olorun Ife Jiya L’aiye
P Ore Elese To Ku
20, Jesu Fe Mi
31 T’oluwa Orun On Aiye Yi

[N
N

Tire Titi Lai L’awa Se
33. Omode ljo Re
34. Eda F’iya J’omo Olorun
35. Ohunkohun T’olu Ba Ti Yan
36. Yika Ite Olorun
37. Emi A Nawo Mi F’olorun
38. Enikeni T’iwo Ba N’ipa
39. Oba Wa Goke Orun Lo
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40.

Ope L’oye Mi, Mo Dupe

41]. F’eru Re F’afefe
42. Yin Olorun Ibu Ore
43. K’okan Pel’ahon Mi
44, Gb’ebe Wa
45, O Ngbe O Lo Eso Eso Ni
46. Kil’edun Re?
47. Ewe Ti Oba Orun
48. L’oju Ale K’orun To Wo
49, Gbado Gbo Fun Ni
50. Sunmo Wa, Mi Si Wa N
51. Baba Mimo Oba Orun
52. A Nre ‘Le Wa, Jihofa-Jire N/
53. Baba A Nre ‘Le O VadB
54, E Ku ‘Yedun
55. Irawo Didan Kan Ya &
56. Jesu Kristi Immanuel o L
57. Keresimesi, Quun De
58. Gbogbo Yin EwY4
59. Araiye GuunNla e
60. Waundi. Bi Ni t ethelehem
61. Kade Re “ing
62. Iycau L’o Je
63. KawaOba , Oba Ighala Kabo
64. Wa Enyin Olooto
65. 120jo Ose Korin Mimo
66. K’awa To Sun Oluwa
67. Ebun Olorun L’ojo Isinmi
68. Olorun Wa, Awa Fe
69. Jesu A Fe Pade
70. Obangiji Awa Tun De
71. Wa Josin Wa Ki
72. Fa Iyawo Yi F’oko
W73 Wa Sure Fun Won
i Fadun Sidapo Yi
75. Mo Gb’ohun Jesu T’o Wipe
76. Fi Fun Oluwa
77. O Digba
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MA GBAGBE ILE

SERIAL

NUMBER SONG TITLE

1. A Bi Jesu Saye
2. Ale Tile
3. A Tun Pade
4. Baba A F’ara Wa
5. Baba Rere So Wa
6. Baba Dakun Gbani O
7. Baba Wa L’oke
8. Edumare A Be O
9. Enia L’o0 Binu
10. Igha Rere
11. Inu Mi Dun %
12. Ipade D’ola -
13. Ise Oluwa -\
14. Jesu S’abo Mi
15. Keresimesi Odun e O
16. Ki Ise Gbogho Eni T\l Pe Mi
17. KeresimesOdun De O
18. K’Olorun S¢™va
19. Mim¢ I’Orcsun Va
20. Mo 1 Oluwa) /lo Yo Sese
21. Nisisiy.5u Oba Ayeraye
22. ~ Dlusegun Ajasegun
23. Z .2 Ngori Ojo
24. Ola Oluwa L’a N Toro
25. Olorun Saanu Fun Wa
26. . Olorun Wa Ju Enia Lo
27. | Omo Imole L’awa
28 %, Omode E Yo
2, = Omo Olorun Ni Wa O
30. Pese Fun Wa O

A V.4 Pipe L’olorun
K Wa Ba Mi Gbe

33 Wa Enyin Olooto
34, Yio Feran Mi
35. Ranti Mi Baba
36. Yin Oluwa Wa
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YIN OLUWA

SERIAL SONG TITLE
1. E Wole £Oba Ologo Julo
2. Ewe Ti Oba Orun
3. Mo De Mo De Baba
4. A Tun De O
5. Gbo Tiwa O, Ni Ibugbe Re
6. Jehofa Mi Si Wa
7. Ji lwo Onigbagbo \
8. Ghbati Mo Wo Agbayanu AghkCienc
9, Ko Tun Si Ore Bi Jesu B
10. Baba L’orun Jowo Ye N
11. Agbelebu Igi Oro \/
12. Ma Gesin Lo L’{lan) »2e
13. Kabo Ojo Rertil.a C:Ma’ Wi Titi
14. Oba Wa Goke Orua Lo
15. Igba A ’e O/Dun B’oyin Se
16. A Duna Fua ldasi
17. C ojo On\Se Rere Fun Wa
18. Awn.Y’a'Ma F’ibukun Fun Oluwa
19. Igbi Aiye Ko Nigbe Wa Lule
20. Tesu Olugbala, Iwo Ni Mo Duro Ti L’0jo
21. Iwa Re Yio Da O L’¢jo
22. Mo Ti Se Ileri P’emi Y’0 Sin O
23. F’eru Re F’afefe
24. Ma Ma Da Ire Mi Dehin
25. 4 Se Rere
0. Rere Ni K’a Ma Se
2 E Mase Sun Lo
28. Olu Seun Ghogho
* '} Ikore Nkoja Lo, Erun Yio Pari
30. Mo L’ayom Jesu Je
31. Torin T’1j0 T’1lu E Yin Baba
32. Yinl, EYin, YinO
33. Baba Orisun Ibukun
34. Mimo Mimo Mimo L’0 Ye Ile Re
35. Korin Yin Jesu Korin
36. E Je Ka F’inu Didun
37. Yin Oba Mimo Gbogbo Ewe
38. Ajodun Tun De A M’ore Wa
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39.

Yin Olu Ikore Enyin Ara

40. Wa Eyin Olope Wa

41. Awa Nyo A Nyo A Nbimo

42. Igba Ikore Nko

43. Ajodun T’oni L’a F’ayo Ri

44, Oba Oke Wa Ba Wa Pejo Loni |
45. Baba Orun A Pejo F’ajodun Oni

46. Odun Yi S’oju Emi \
47. A Sanko Igbe Si Jo ~
48. Oluwa Orun On Aiye Yi

49. A Seyi S’amodun

50. Ajodun De A Nyo Se £

51. Omo Ni Ini Oluwa \/

52. Ojo Oni Lo Tan

53. Wa Bami GbetAle i are Le Tan

54, Isin Ajodun Oni Exse

55. Pelu W< Edimare

56. A O-Pade . 2amodun

57. SIiWadide O

58. Ey:» Eni< Olorun T o Pejo S’ajodun Oni

59. Oluwa Olorun lyin

60. Gbogbo Eyin Ise Oluwa
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APPENDIX 11

LITURGICAL THEMES
Liturgical themes of YNAS in M’ayokiin

LITURGICAL
-
THEME SONG SERIAL NUMBER OTAL
IYIN 2 3 13 17 22 2 2 3 4 ! 76 11
AJODUN 9 10 15 20 49 S 6
: — WA
AKUNLEKO 52 53 3
1 7 7 o’
ORIN OWURO 65 67 68 69 | 7
1 |
ORIN ALE 66 ™ 2
5
IKORE 9 10 15 20 49 6
KERESIMESI 5 55 56 57 58 : 6 6 6 6 64 11
ODUN TITUN 2 TL 1
2
LENTI 27 30 3
I
IJIYA JESU 5 27 28 34 4
AJINDE 2 39 2
ORO OLORUN 6 . 1
2 l 4 7
IGBAGBO 30 32 33 35 7
IFE S| OLORUN 3 33 37 50 5
IFE SI
20
OMONIKEJI ° z 2
ISE ISIN 4 7 2
IDAPO MIMQ 1
_ 3
ORI OMED 1 2 3 9 33 6
7
IGBLYAWO 73 74 3
1
ONIRURU 24 2
2
IWA MIMO 19 13 3
1
IKILO ATI IPE 45 2
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IMULOKANLE
& IJAGUN 4 »
OPE 12 17 31 40 !
4 7
AKOWOLE 3 4 22 23
ORIN 0JO IBI
Liturgical themes of YNAs in Ma Gbaghe » ¢
LITURGICAL -
THEME SONG SERIAL NUMBER J TOTAL
IYIN 36 1
ORIN ALE 2 4 5 32 4
KERESIMESI 10 15 17 33 - 4
IGBAGBO 20 25 | 26| 29 1 4
IFE SI
OoLorRUN | 2| 2
ISE ISIN 13 | 1
ORIN OMODE 28 1
ONIRURU 9 26 27 3 34 5
IWA MIMO 19 31 2
IKILO ATI IPE 16 B 1
IMULOKANLE
& 1JAGUN 29 27 2
IGBALA 24 1
AKOWOLE 3 11 2
ADURA 6 o /(| /8 14 25 30 35 7
ORIN :
IDAGBER 18 1
E
IJAGUN ATI
IRIN AJO » 1
WA \
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Liturgical themes of YNAs in Yin Oluwa

LITURGICAL SONG SERIAL NUMBER TOTAL

THEME

IYIN 1 [36[60]48]31]59 6

AJODUN 27 [ 38 | 43 | 49 | 50 [ 56 | 33 | 45 | 58 [ 17 [ 44 | 46 | 31 13

AKUNLEKO | 4 | 3 [ 5 [ 54|55 r
ORINALE |52 |53 2
IKORE 16 | 47 | 46 | 39 w4

KERESIMESI | 7 1w
OPIN ODUN | 44 A V.
ODUNTITUN | 17 | 44 | 46 3
LENTI 29 1
ISIMIOPE | 12 1
NIYAJESU |11 | 8 [ 9 el \ 3
AJINDE 10 | 14 2
IGBAGBO [ 223035 7.\ 3
IFE SI 32 1

OLORUN \

ISE ISIN 22 | 24 ' 2
IDAPOMIMO | 22 [ 24 [ 30 | 34 4
ORINOMODE | 2 | 51 [ 37 ] 3

ISINKU 15 -k 1

ONIRURU [ 41 [ 17 | 44 | 26 | 25 [ 31 6
IWAMIMO | 21 | 34 | 26 | 25 4
IKILO ATIIPE | 29 | 42 2
IMULOKANLE | 18 | 23 | 16 | 20 4
& IJAGUN <
IGBALA 10 1
OPE 3328|3140 4
AKOJADE | 56 | 57 B 2
AKOWOLE 1 ]2 [36 ' 3
ORIN 59 | 17 | 6 | \ 3
AKANSE ,
ADURA 24 | 10 | 1
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APPENDIX 111
STRUCUTURAL FORMS

M’AYOKUN SONGS
STROPHIC RESPONSORIAL

s SONe T P R e e e Ll el
1. Yinl,EYinl, Yin10. * * -
2. A Tun Wa Ki O * *
3. Yin Oba Mimo Gbogbo Ewe * *
4 Gba Aiye Mi Oluwa * * \
5. Ko Tun Si Ore Bi Jesu * * AU
6. Oro Olorun * *
7 Ng O Sunmo Olorun * Y.
8. O To K’a Fe ‘Nia Jojo * M
9. Iseun Baba * 'a YA
10. Yin Olu Ikore Eyin Ara * N*
11. W’osupa Oju Orun Nla * |
12. Ranti Ore t’Oba Mimo *
13. Fere Ni O Ma Yo - *
14, Gba Ji L’owuro = *
15. Ojo Fifunyi | *
16. 0jo Oni Lo Tan, Oru Nsumo Le U *
17. Gbogbo Aiye, E Gbe Jesu Ga : *
18. Ma Koja Mi Olugbala * *
19. Ara N1 S’ododo * *
20. Odun Miran Tun De * *
21. K’a Ma Rokoso Rokoso * *
22. Olorun Mimo A De * *
23. A ! Mba L’egberun Ahon * *
24, Eyo Ara: Jesu Joba Nitiu Dmo Enr.a *
25. Oruko Jesu Ga Jula *
26. O M’ohun Gbogho * *
27. Kil’o Le W’es» M Nu * *
28. Olorun Ife Jiya ™\ aiyc * *
29. Ore Elese 1ov4u * *
30. Jesu e Wi * *
31. T’oluwa Qrur’On Aiye Yi * *
32. Tuo l1u £o L’awa Se * *
33. omoualjo Re * *
34, Eda F’iya J’omo Olorun * *
35. 1Obiinkohun T’olu Ba Ti Yan * *
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SERIAL
NUMBER

SONG TITLE

STRO

PHIC

SHORT VERSE

MULTIPLE
VERSES

MULTIPLE
VERSES
WITH
REFRAIN

BINARY

TERNARY

RESPONSORIAL
ELEMENTS
(SOLO/CHORUS

AND
UNISON/CHORUS)

THROUGH
COMPOSE
D

36. Yika Ite Olorun *

37. Emi A Nawo Mi F’olorun * -
38. Enikeni T’iwo Ba N’ipa

39. Oba Wa Goke Orun Lo * * Ny
40. Ope L’oye Mi, Mo Dupe *

41. F’eru Re F’afefe * R

42, Yin Olorun Ibu Ore * *

43. K’okan Pel’ahon Mi * 5

44. Gb’ebe Wa * B

45, O Ngbe O Lo Eso Eso Ni *

46. Kil’edun Re? * ]

47. Ewe Ti Oba Orun * W

48. L’oju Ale K’orun To Wo * *

49. Gbado Gbo Fun Ni* W 4B *

50. Sunmo Wa, Mi Si Wa * *

51, Baba Mimo Oba Orun W *

52. A Nre ‘Le Wa, Jihofa-Jire : *

53. Baba A Nre ‘Le O *

54, E Ku ‘Yedun * *
55. Irawo Didan Kan Yo * *

56. Jesu Kristi Immanuel T’0o De | £ *
57. Keresimesi, Odun De* * *

58. Gbogbo Yin E Yo * *

59. Araiye Odun Nla Re * **

60. Waundia Bi Ni Bethelebam *

61. Kede Re Yipo* A *

62. Iyanu L’o Je *

63. Kabo Oba , Obs 'gbsia Kaso *
64. Wa Enyin Ol ato * *

65. L’ojo OsaKorit. Mimo* * *

66. K’awa To Sun'® rwa * *

67. EburiQloten L’ojo Isinmi * *

68. | Olorn Wa,sAwa Fe * *

69. | Jesu ruFe Paue * * *
70. | ObcagijiAwa Tun De * *
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STROP H IC RESPONSC_)‘RIAL
NSLEI\FAHBAELR SONG TITLE \s/lEcR)SRET M\;JEI;Q'I'SIEIS_E M\yVEIV_lI?TTsIEIS_E BINARY | TERNARY u(ji:%(N;E;Ri gg‘higgscl;zl?)
REFRAIN 0
71. Wa Josin Wa Ki* *
72. Fa Iyawo Yi F’oko* * Ny
73. Wa Sure Fun Won* *
74. Fadun Sidapo Yi* * |
75. Mo Gb’ohun Jesu T’0 Wipe *
76. Fi Fun Oluwa *
77. O Digbha * Y
NO OF SONGS PERCENTAGE
SONG FORM )
(OUT QOF 73, OF OCCURENCES
STROPHIC 75 97.4%
THROUGH
2 2.6%
COMPOSED
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MA GBAGBE ILE SACRED SONGS

FORM
NUMBER SONG TITLE STROPHIC
MULTIPLE (SOLOICHORUS
MoLTIPLE VERSES BINARY TERNARY | uicom® oeus)
REFRAIN
1. A Bi Jesu Saye * *k
2. Ale Tile N
3. A Tun Pade * * # N
4, Baba A F’ara Wa *
5. Baba Rere So Wa
6. Baba Dakun Gbani O *
7. Baba Wa L’oke | *
8. Edumare A Be O * |
9. Enia L’0 Binu * #
10. Igha Rere * ’ *
11. Inu Mi Dun *
12. Ipade D’ola !
13. Ise Oluwa ¥ \ * *
14. Jesu S’abo Mi * A *
15. Keresimesi Odun De O : *
16. Ki Ise Gbogbo Eni Ti N Pe Mi
17. Keresimesi Odun De
18. K’Olorun So Wa *
19. Mimo I’Olorun Wa *
20. Mo r’'Oluwa Mo Yo Sefe *x
21. Nisisiyi Fun Oba Averayc:
22. Olusegun Ajasegta * *
23. Ojo Ngori Ojg Q&
24, Ola Oluwa, LM Toro *
25. Olorun Saai u Funva *
26. Oloruri¥2.Jt Enia Lo *
27. QCmo Lrole L’awa *
28. Omcide EVo
29. 4 |'@mo Ciorun NiWa O o
30. “.Pes» FunWaO *
|31 'ipe L’olorun *
32. | Wa Ba Mi Gbe * *
33. Wa Enyin Olooto * *
34. Yio Feran Mi
35. Ranti Mi Baba
36. Yin Oluwa Wa *
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NO OF SONGS (OUT OF PERCENTAGE
SONG FORM
36) OF OCCURENCES
STROPHIC 31 86.2%
THROUGH . 3
COMPOSED '

KEY
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YIN OLUWA SONGS

SERIAL STROPHIC RESPONSORIAL .
MULTIPLE SOLO/CHORUS
NUMBER SONG TITLE ronr | e | VRS | ey | sy | ooy | OO
REFRAIN
1. E Wole "Oba Ologo Julo * *
2. Ewe Ti Oba Orun * *
3. Mo De Mo De Baba * * .
4, ATunDe O | *
5. Gbo Tiwa O, Ni Ibugbe Re * —[ *
6. Jehofa Mi Si Wa * * '
7. Ji Iwo Onigbagbo * * \ 4
8. Gbati Mo Wo Agbayanu Agbelebu * *
9. Ko Tun Si Ore Bi Jesu * * L«
10. Baba L’orun Jowo Ye * *
11. Agbelebu Igi Oro * * )
12. Ma Gesin Lo L’olanla Re * * \ 4
13. Kabo Ojo Rere La O Ma Wi Titi * *
14. Oba Wa Goke Orun Lo * 74}
15. Igba Aiye O Dun B’oyin Se * *0 )
16. A Dupe Fun Idasi * K
17. Olojo Oni Se Rere Fun Wa * *
18, A_W;i Y’o0 Ma F’ibukun Fun Oluwa — *
Nigbagbo
19. Igbi Aiye Ko Nigbe Wa Lule * A *
20. Jesg Olugbala, Iwo Ni Mo Duro Ti > *
L’0jo Gbogbo
21. Iwa Re Yio Da O L’ejo * *
22. Mo Ti Se Ileri P’emi Y’0 Sin O x *
23. F’eru Re F’afefe * *
24. Ma Ma Da Ire Mi Dehin o * *
25. Se Rere * *
26. Rere Ni K’a Ma Se * *
27. E Mase Sun Lo b B * *
28. Olu Seun Gbogbo | * *
29. Ikore Nkoja Lo, Erun Yia Pains * *
30. Mo L’ayo Jesu Je * *
31. Torin T’ijo T’ilu Ein Daba * *
32. Yinl, E Yin, YinO NS * *
33. Baba Orisun I2w'<un * *
34 Mimo MimoMimo L Ye lle Re > *
Olodumai
35. Korin Yin Jeau Koiin * * *
36. EJera b mer dun * *

183




SERIAL STROPHIC REESEEQ?E%I_T_ISAL
NUMBE SONG TITLE MULTIPLE (SOLOICHORUS THROUGH
R SR | MLTEte | VERES | amany | TERNARY | peotionus | OO
REFRAIN
37. Yin Oba Mimo Gbogbo Ewe * *
38. Ajodun Tun De A M’ore Wa * *
39. Yin Olu Ikore Enyin Ara * * 0
40. Wa Eyin Olope Wa * *
41. Awa Nyo A Nyo A Nbimo * *
42, Igba Ikore Nko h
43. Ajodun T’oni L’a F’ayo Ri * i
44. Oba Oke Wa Ba Wa Pejo Loni * A
45, Baba Orun A Pejo F’ajodun Oni * *
46. Odun Yi S’oju Emi * ~
47, A Sanko Igbe Si Jo *
48. Oluwa Orun On Aiye Yi * ";
49. A Seyi S’amodun & WA *
50. Ajodun De A Nyo Se Se *
5l Omo Ni Ini Oluwa * >
52. 0jo Oni Lo Tan * W
53. Wa Bami Gbe Ale Fere Le Tan * *
54. Isin Ajodun Oni Buse . *
55. Pelu Wa Edumare B *
56. A O Pade L’amodun *
57. Sin Wa Jade O * *
58. Eyin Enia Olorun T’0 Pejo S’ajodun Oni * *x
59. Oluwa Olorun lyin *
60. Gbogbo Eyin Ise Oluwa *
N NO OF SONGS PERCENTA
SONG FOEM E OF
(OUT OF 60) GE O
OCCURENCES
ST:OP/4IC 51 85%
THROUGH
9 15%
COMPCSED
KLY:
p > Extended Binary
SONG BOOK c (E/’;r)ophl Through Composed (%)
2 M’AYOKUN 97.4 2.6
MA GBGBE ILE 86.2 13.8
YIN OLUWA 85 15
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120.00%

100.00%

80.00% -

60.00% -

g! Composed (%)
40.00% -

20.00% -

0.00% -

M'ayokun Ma Gbagba Yin Oluwa

Summary of Stroph ugh Composed YNAs
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APPENDIX IV

SOURCES OF TEXT AND TUNES IN M’AYOKUN

o NEW YORUBA
SERIAL ADAPTED YORUBA, | TUNE COMPOSED ORIGINAL
SONG TITLE CEREMONIAL AND TO TRANSLATED COMPOSITION
NUMBER FOLKTALE TUNES EUROP_II_EEA;\ITHYMN (Text&Tune)
1. + | Yinl,EYinl, YinlO. *
2. A Tun WaKi O S
3. + | Yin Oba Mimo Gbogho Ewe
4, Gba Aiye Mi Oluwa \ ]
5. + | Ko Tun Si Ore Bi Jesu o
6. Oro Olorun * A
1. Ng O Sunmo Olorun *
8. O To K’a Fe ‘Nia Jojo
9. Iseun Baba \J/
10. + | Yin Olu Ikore Eyin Ara *
11. W’osupa Oju Orun Nla N )
12. Ranti Ore T’oba Mimo W
13. Fere Ni O Ma Yo
14, Gba Ji L’owuro
15. Ojo Fifunyi
16. Ojo Oni Lo Tan, Oru Nsumo Le W
17. Gbogbo Aiye, E Gbe Jesu Ga
18. Ma Koja Mi Olugbala =
19. Ara Mi S’ododo
20. Odun Miran Tun De -
21. K’a Mo Rokoso Rokoso *
22. Olorun Mimo A De *
23. A ! Mba L’egberun Akon *
24. Eyo Ara: Jesu Joba Nii.: Cinc Enia *
25. Oruko Jesu Ga Ji0 *
26. O M’ohun Ghogtin *
27. KiL’o LeZv’ese Mi . *
28. Olorun 1> Ji;' L’aive
29. Ore Elese To Ku¥'
30. Jesu FontMi *
31. L, T°0.ywa Orun On Aiye Yi *
32. ‘ Te TnLai L’awa Se *
33. | o 2 ljoRe *
34. Sda F’iya J’omo Olorun
2h. Ohunkohun T’olu Ba Ti Yan
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NEW YORUBA

SERIAL ADAPTED YORUBA | TUNE COMPOSED ORIGINAL
SONG TITLE CEREMONIAL AND TO TRANSLATED COMPOSITION
NUMBER FOLKTALE TUNES EUROP_II_EEA;\ITHYMN (Text&Tune)
36. Yika Ite Olorun *
37. Emi A Nawo Mi F’olorun *
38. Enikeni T’iwo Ba N’ipa *
39. Oba Wa Goke Orun Lo
40. Ope L’oye Mi, Mo Dupe
41, F’eru Re F’afefe
42. Yin Olorun Ibu Ore \ [ D
43, K’okan Pel’ahon Mi
44, Gb’ebe Wa Y
45, O Ngbe O Lo Eso Eso Ni
46. Kil’edun Re? N/ *
47. + | Ewe Ti Oba Orun L i
48. L’oju Ale K’orun To Wo 4 " *
49, Gbado Gbo Fun Ni * ‘
50. Sunmo Wa, Mi Si Wa | N
51. Baba Mimo Oba Orun '
52. A Nre ‘Le Wa, Jihofa-Jire
53. Baba A Nre ‘Le O G
54, E Ku ‘Yedun O
55. Irawo Didan Kan Yo
56. Jesu Kristi Immanuel T o De et
57. Keresimesi, Odun De *
58. Gbogbo Yin E Yo *
59. Araiye Odun Nla Re *
60. Waundia Bi Ni Betheleliom **
61. Kede Re Yipo
62. Iyanu L 0 Je
63. Kabo Oba , C%d . bala K2uo
64. Wa Enyin Oicnts *
65. L’0jo Qfe Korin :{imo *
66. K’awaa 1a5un Oluwa
67. Ebun Wlorum™ ojo Isinmi
68. Cinsun (Ma, Awa Fe
69. | 2su A F Pade
70. | Obengiji Awa Tun De *
71. |+ 'a Josin Wa Ki *
T2 ‘ Fa Iyawo Yi F’oko *
73. Wa Sure Fun Won *
74, Fadun Sidapo Yi *
75 Mo Gb’ohun Jesu T’o Wipe
76. Fi Fun Oluwa *
17. O Digba *

187




KEY:
** European Tune : Good King Winceslas
+ Songs co-authored by Oludé and Dopému

Summary:
Adapted Yoruba Ritual, ceremonial and folktale tunes: 17 i.e.22 %

New Yoruba tune composed to translated European Hymn text: 26 i.e.34%
Original composition (tune and text): 34 i.e.44%
Songs co-authored by Olddé and Dopemu =5 i.e.6.5%

NUMBER \ .
OF SERCEN
OCCURENCES ASE OF
(OUT OF OC _URENCES
77) [,
ADAPTED YORUBA
7 ’ 22%
CEREMONIAL AND FOLK TUNES
NEW YORUBA TUNE _
COMPOSED TO TRANSLATED 26 34%
EUROPEAN HYMN TEXT
ORIGINAL COMPOSITION .
(Text&Tune) 34 44%
TOTAL 77 100%
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SOURCES OF TEXT AND TUNES IN MA GBAGBE ILE

NEW YORUBA
SERIAL ADAPTED YORUBA | TUNE COMPOSED ORIGINAL
SONG TITLE CEREMONIAL AND | TO TRANSLATED | COMPOSITION
NUMBER FOLK TUNES EUROPEAN (Text&Tune)
HYMN TEXT
1. A Bi Jesu Saye
2. Ale Tile
3. A Tun Pade B N
4. Baba A F’ara Wa
5. Baba Rere So Wa » *
6. Baba Dakun Gbani O B *
7. Baba Wa L’oke A *
8. Edumare A Be O *
0. Enia L’0 Binu B *
10. Igha Rere -y *
11. Inu Mi Dun *
12. Ipade D’ola - A *
13. Ise Oluwa & 1
14, Jesu S’abo Mi *
15. Keresimesi Odun De O *
16. Ki Ise Gbogbo Eni Ti N Pe Mi *
17. Keresimesi Odun De O N *
18. K’Olorun So Wa *
19. Mimo I’Olorun Wa B *
20. Mo r’Oluwa Mo Yo Sese *
21. Nisisiyi Fun Oba Ayeraye *
22, Olusegun Ajasegun *
23. 0jo Ngori Ojo *
24. Ola Oluwa L’a N Toro *
25. Olorun Saanu Fun a4 *
26. Olorun Wa Ju Enia L *
27. Omo Imole L’swa’ *
28. Omode E Yo *
29. Omo Oloxun Ni WaO *
30. Pese FUa Wi O *
31. Pipe L’oisrun *
32. \Wa oM She *
33. We =nyin Ulooto *
34. [0 Fewan Mi *
35. 27 Mi Baba *
36. 'Yin Oluwa Wa *
SUMMARY

New Yoruba tune composed to translated European hymn text 5.5%

Adapted Yoruba ritual, ceremonial and folk tune 2.7%
Original composition (text&tune) 33 i.e. 92%
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SOURCES OF
TEXTS AND TUNES

NUMBER OF
OCCURENCES
(OUT OF 36)

PERCENTA
GE OF
OCCURENCES

ADAPTED YORUBA
CEREMONIAL AND
FOLK TUNES

3%

NEW YORUBA
TUNE COMPOSED TO
TRANSLATED
EUROPEAN HYMN TEXT

ORIGINAL
COMPOSITION
(Text&Tune)

34

TOTAL

36 T

-,
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94%
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SOURCES OF TEXT AND TUNES IN YIN OLUWA

e | P e
SERIAL COMPOSED TO
NUMBER SONG TITLE CEAF'e\TI%I\Eélz_IQL TESQSE@ZED C(()xitzs_lll':'r:eO)N
HYMN TEXT
1. E Wole f"Oba Ologo Julo *
2. + | Ewe Ti Oba Orun *
3. Mo De Mo De Baba *
4, ATunDe O e,
5. Gbo Tiwa O, Ni Ibugbe Re . *
6. Jehofa Mi Si Wa | *
7. Ji lwo Onigbagbo *
8. Gbati Mo Wo Agbayanu Agbelebu — *
9. + | Ko Tun Si Ore Bi Jesu *
10. Baba L’orun Jowo Ye f . N *
11. Agbelebu Igi Oro - *
12. Ma Gesin Lo L’olanla Re
13. Kabo Ojo Rere La O Ma Wi Titi
14.  + | Oba Wa Goke Orun Lo *
15. Igba Aiye O Dun B’oyin Se A *
16. A Dupe Fun Idasi *
17. Olojo Oni Se Rere Fun Wa *
18. Awa Y’o0 Ma F’ibukun Fun Oluwa Nigbagbo *
19. Igbi Aiye Ko Nigbe Wa Lule \ *
20. Jesu Olugbala, Iwo Ni Mo Duzri Ti L ¢;n» Gbogbo *
21. Iwa Re Yio Da O L’ejo *
22. Mo Ti Se Ileri P’emi Y’0Cin O *
23. F’eru Re F’afefe *
24. Ma Ma Da Ire Mi Delin *
25. Se Rere *
26. Rere Ni K’a Ma (= *
217. E Mase Sun/_o *
28. Olu SeunyGraguo *
29. Ikore Nko;a Lo,"=/un Yio Pari**
30. Mo Lo Jisu Je Temi *
31. Tori, T°1j0 + ilu E Yin Baba *
32. + | Yol EYin, Yin O *
33. “Zaha Drisun Ibukun *
34. | Mimo Mimo Mimo L’0 Ye Ile Re Olodumare
| 35, | Korin Yin Jesu Korin
36.°,.  EJeKaF’inu Didun *
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NEW YORUBA

YORUBA TUNE ORIGINAL
SONG TITLE CERENOUAL | SRASIATED | CoMPOSITION
TUNES EUROPEAN
HYMN TEXT
37.  + | Yin Oba Mimo Gbogho Ewe *
38. Ajodun Tun De A M’ore Wa
39. + | YinOlu Ikore Enyin Ara
40. Wa Eyin Olope Wa S|
41. Awa Nyo A Nyo A Nbimo *
42, Igba Ikore Nko *
43. Ajodun T’oni L’a F’ayo Ri __'— *
44. Oba Oke Wa Ba Wa Pejo Loni A *
45, Baba Orun A Pejo F’ajodun Oni - *
46. Odun Yi S’oju Emi o *
47. A Sanko Igbe Si Jo B *
48. Oluwa Orun On Aiye Yi N *
49, A Seyi S’amodun
50. Ajodun De A Nyo Se Se
51. Omo Ni Ini Oluwa **
52. Ojo Oni Lo Tan |
53. Wa Bami Ghbe Ale Fere Le Tan A
54, Isin Ajodun Oni Buse *
55. Pelu Wa Edumare *
56. A O Pade L’amodun *
57. Sin Wa Jade O N *
58. Eyin Enia Olorun T o0 Pejo S’ajodun &1 *
59. Oluwa Olorun lyin /N **
60. Gbogbo Eyin Ise Oluwa **

KEY:

** Psalm tex+

+ Songs ¢ -aul areciuy Dopému and Oludé
SUMMAR

Adag ad Yoruberritual, ceremonial and folk tunes = 2 i.e. 3.3%
Neuv Y tiba<une composed to translated European hymn text =13 i.e.21.6 %

Original cuinposition (text&tune ) =45 i.e. 75%
Suigs ro-authored by Dopemu and Oludé =6 i.e.10%
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NUMBER
OF PERCENT
SOURCTES,\?EFSTEXTS AND OCCURENCES AGE OF
(OUT OF OCCURENCES
60)
ADAPTED YORUBA
RITUAL, CEREMONIAL AND 1 %
FOLK TUNES
NEW YORUBA TUNE
COMPOSED TO TRANSLATED 13
EUROPEAN HYMN TEXT
ORIGINAL COMPOSITION .
(Text&Tune) 46 6%
TOTAL 60 100%

100%

m ADAPTED YORUBA RITUAL,
CEREMONIAL AND FOLK TUNES

E NEW YORUBA TUNE COMPOSED
TO TRANSLATED EUROPEAN HYMN
TEXT

= ORIGINAL COMPOSITION
(Text&Tune)

M'ayokun

Ma Gbagbe lle Yin Oluwa

Summary of Sources of Texts and Tunes of YNAs

193



APPENDIX V

YNA SCORES %
M’AYOKUN Q
SCORES \%E

9
QA
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1. Ife Ni Olorun

1] 1

| i V7l | | —
I.Yn I, eynI yn I o e yinomo de

L 1

o — S5 EEEES ==
2FO pefunpe lu lo fe si e yin o mo de I fe ni Qo run
13
O« # | | |
\ | | - | I | T I } IO | | ]
A7 | Il > | | 4 I 1 g 1) 1 | i J Il i I - | - 1
o) —— \ ‘ r r 1 ‘ ! [ p—
3E feranRe o si fe nia e yin o mo de I fe a O lo run
19
O« | ! : !
hil '\ [ I S I ] I - P‘ { t ‘O T ] ]
1 | A— I o1 1 I f -~ I — [ - ]
[}  ——— [ f yr r | ! f [ —
4Bo lafunja re se fe Re e yin omo de_ NG ni O lo run
25

[y - e N ——
5.A la jo Re won, ko fe bi e yin o,mo deh I fe ni O lo run
31
f-4t — | - o |
AN | | | - | r | 1— -H }- I. 1 | | |
> e i I ma — ——
6E ghogoRega vya fe se . yin on 0 de____ I fe ni O lorun

2. ATun Wa Ki O

o Sy — = 1 b_.\ -—'—i‘_l_b_i‘_‘q_.‘_d_l

9 I.LA tun‘wa 1 o O nsun a yo Baba wowa ko sure s'or sinyi jo jo
. | | |
%') —_Fr_pi ” I 'Pl! 1 .51 . — ? I A I A O B— 1
2.5, mo jedwa ni pelo rin a yo Ore ti re ju ki ka A fiynfun O o
17

| I | [ T I\, '} I l{l | M| | -

. T T T ]
= y — — . — N i I Y I R — N —— |
EQ’ o " — — | L— \ i I — i —— 1

-

1T r [4

3.A du pefon je fe re to bi Gbo gbo'ro gbo gbosu ra L'o je bun Re Ba ba

23
o) A | | | A A |
I ’}. } 7 1\ T ] | DA I I |
[ I r [ 4 =
4Mo de ni nki o Baba wa l'o run Ati se O O lorun Dar ji wa Ba ba
33
)« | | | A
Il ,’l_ I L | A | | L | | BN | | |
r [ 4 e
5'Wo to da ru mi Pe lu mi do pin  Gbo gb'abe mi wo ju Re won pin bu kun ti won.

6.Ani se nla se FE mi Re to ni K'agboranse 1 fe Re Baba bukun 'jo wa



3. Yin Oba Mimo

#ﬂﬁg;q I K - I —— ]
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1.Ym O ba Mi mo ghogho e we n ku tu ku tu gbe yin Re ga
2Du ru taagbaiye ghogbo I jo La gha e nia tab' e we yin I
5
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e Je ka je wo gbo gho re Re gbe e ga 0 e, ju’ mo
O lo la je wo gbogbo re Re gbe e ga g, 4o ju mo
3.Gbogb’ohun t’o da, e f’iyin fun, 4. Tani Ofa.gbon 7 fi le we?
Ni ‘le at'o ko k’o go Re yo; L’okel t’0) wd’c de O run,
Olola, ranti gbogb’o re Re, Orfsepr, 2b’C ba wa da?
Gbe E ga I’ojoju mo. Gbe E'0al’0 5 ju mo.
5.Tabiolo labitire ri, WK’afiolanlafunloye wa,
Gb’o ju mo ba mo, yin o re Re, Gb’ale ba tun le, ko rin a yo;
Gbe E gal’ojo ju mo. Gbe E gal’0 jo ju mo.
4. Gba Aiye Mi Oluwa
— - i —1 | - T I - i
_' - i .‘ J\’J . | | 1 I : |
— — 4 [ hd
1L.Goy a fye mi 0] lu wa ya si mi mo mu u lo la
2 0 wo__  mi (0] lu wa Lo o ni ot to fun ra Re
>Gba o gbon_ mi (0] lu wa Lo fun se nla bi wo t fe
g1 i e —
B r F I i H i | i :
o [ | [ — [ [ el et
Gba gbo  gbo a ko ko m Le we do gbo fun 1 yin Re
Gba  gbo gho 1 n____  mi Ki nwon tun jo hun e lo Re
Gba  gbo gbo re ti mi Ki nwon ja si re to do Re
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5. Ko Tun Si Ore

1Ko tunsi o re bi__ Jesu enitorugbo ghoe bi wa Tokuku o ro fun_ nilaikan ra___

21 felofika fawelese enitofara dai1rora Taraiyepan rirala1 se i

3A nikurey, jebofese etutosetun je ailegbe O tok'awako feranJesiidan dan
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0] re nla, I fe nla a la i le gbe I L nla
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a la 1 le gbe mn ti Je si 0 lu € 2he la re re
4. lleri re nfun okan I'ayo 5.Xo s’ u aini t'o nje ni ni ya
E ni t'o fara gba i ya wa sach lorun k'apa re jojo
T'o je k'awa ko gba ifiji t'Oba o Mawa wa 'do Re fun isimi
Egbe. Ore nla Egbe. Ore nla
6. Ko to K'awai" 0 ko ife Re
Obz'vojvhalismani o
Du e pe inc fe Re yi ki jo ku
F_be. Ore nla
A Oro Olorun
n q & — N I |
I I L e e T P .
17 | | 1 1) [ 1/ 1 | | | 4 - ]
)] I ! I [ |4 I 4 I
1.O | 2 lo run___ 0O o 0O o run Ba n gbo
2.7 m M yo tan e ru m  yo tan Bi m ba
\Pe " se run i se pe se run  ni se Ki n sa

gba e ko Bi be li E ru mi  yo tan
ma te le si ti Re Pe se run  ni se.
4. Iye l'ogun mi (2ce) 5. Lanare di.dun (Zf:e)
Bi mba flokan fun bawi Re Dara t'o yin po ni gbo gbo na
Oro Olorun Oro Olorun

6.0ro 'tunu ni (2ce)
Kinmu o lo, lo se re ju
Oro Olorun



7. Ngo Sun Mo Olorun
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IN gosunmo O lo run Ngosunmo O Bo tt le se 1iponju l'o mumwa O
2N gowa l[e O lo run Ngowa le Re Bo ti wu k'o na di to N go lo le Re
3N go ji sefun de po Ngosin ka ra B'o ti wu k'aiye ha to N go si se fun
9
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Si be s1 be N go ma ko rn  sun mo O Sun mo O lo run nmo o o Re
Ni po ki po Ngo ma ko rin sunmo O__ Sunmo O lo run an o mdo  Re
Ni gba ki gba Ngo ma ta ra Ji se fun. ji sefunlJe su Cferanm ju
4. Ngo yin n'nu ise mi 5. Ngo je k'o laiye 1.
Ngo yin kara Ngo duro fyn
B'o ti wu ki aini to Bimo la, bitkoala
B'ekun gb'oju mi Bi le kan b'o ¢ wt
Sibe sibe Ngo/llo f'e =
Ngo tiraka Ngo nigfora
FO luwa FOy wa
O mba mi kedun titi fi azun
O feran mi ju Sunmo odo Re

> O To Ka F'enia

v L " | f — - 1 Iri T : |
1.0 to 2 fe nia  jo jo O to ka fe nia  jo jo—
2.0 1 k¢ fe [ ta wa 0 to ka fe o ta wa__
30 4 to 0 a ma gbe san bi O to ka ma gbe san bi_
4.0 to & l'o kan fun fun O to ka I'o kan fun fun__

\ =
- 1 fe ru ti Je su L'o to ka mu lo dan dan
— A wa b'o mo Je su 0 to ka fe o ta wa
- A wa tt  nto Je su 0} to ka ma gbe san 'bi
o A wa b'o mo Je su 0] to ka l'o kan fun fun
5. K'a gbe aiye ododo (2ce) 6. K'a jeri Jesu titi (2ce)
Awa b'omo Jesu A seku k'a le ye
K'a gbe aiye ododo Ka jeri Jesu titi
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9. Iseun Baba

1I seunBaba lorun ti to pe I seun Re ka ri Tirito jo ni mukara tu m E seun

2A dupe,a ji loni_ a du pe I lera pelogbon E baa te fo muwadagba bo E se un

3A dupe owo tobi_nwar naPelola t to ju Tojote runnwon nri re a ta ta 1 rorun

8
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Ba ba wa O pe lo ye wa fun 1 ko re t1 wa A 8 1e
Ba ba wa O pe lo ye wa fun e ko re re 0, Uolmebo vion
ni i wa QO pe lo ye wa n o ni yin ba ba i yin i
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lan gbe jo jo Gb'o pe fun e so ni ta i je Ba,ba. < run e seun
du pe o re O dun de a wa nyo e ko wBa "1 o rn e seun
bu nla o re So pe fo jo lo run to nyi a4 Baba o run e seun

4. Odun nyi po, o nba emi wa laiye 5. Tire ni afefe yi ti a nmi

A dupe, a dupe A tire le gbogbo

Igbala ofe je ayo tiwa Igi 0 ko I'o 11 s1 nse wosan

Ti Baba n'ire gbogbo E seun o, Baba wa

Obi nri se, nwon ke awa, a njeun o Ope lo ye wa fun isegun gbogbo
A nwo so didara o, Baba wa lo gbe ni ga

Gbope fun ranwo tehin wa titi A dupe Emi'ye ti Baba

D'oni Baba, e seun Gbadura mi Baba

10. Yin Olu Ikore

IYmD lui ko re eyma ra_ Tornti jo a tiduru o seun O da wa si
-~ sopeljo Residira mu_____ E fi o peko riniyin ko dun___ O gbe wa le
30 modeI jo Re a ti e bi Ta raso po, si  fi o wo kun le O mu wa ri,
10
0 [r—— A 4 A A ; c -
X ‘h T \‘\ I I }j I 1 \\’ I I I ! i ] 1 DI | 'Y 1 I 1 Y 1 Il |
L e e | : }
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do ni o Ofohunto da ra funwa__ A wanbeo Jihofa Ji re Wabukun gbo gbo wa
k'o ta yo Ofo di to nipon yi wa

cba'ko re Ofo re do dun,o pe ni
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11. W'osupa Oju Orun

| I
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ILWo su pa o ju 0o run nla wo su pa o0 ju o run nla ko tun
2Wo jo ti nro tun wa fe fe wo jo t nro tun wa fe fe Ko tun
3Wo ko to pe a kan i se, wo ko to pe a kan i se W'o san
4We ra k'o si tun wa won el ye we ra klo si tun wawonel yuhKo tu
5Wo ke wo o gbun I bu nla wo ke wo o gbun, I bu ma “0 gbo
5
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wo tan na e le wa vl ka F1 yin fun U E le da nla
wo run ti nran i le gbo gbo, Fi yin ful W' E le da nla
wo pe lu o kun i bu nla, Fi yin fun "U L E le da nla
wo ja pa, ma lu, e ja nla, F'i yin in_ U E le da nla
to dan Ji 1 se Ba ba nla, F'i yin fun, U E le da nla
6. Ibukun Orun po jo jo 7. W'omowo, w'odo, w'arugbo
[bukun Orun po jo jo W'omowo, w'odo,w'arugbo
Al ye ko le ka, eyi si to ps Wo 'le enia, tun wo 'te awon
E yo siyin I Eleda nla Eiye Ko si yin I Eleda nla
12. Ranti Ore
— e e e e e ——
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1.Ra iy 0 o tO ba Mi mo Ran ti o re
20 o of re tO ba Mi mo Je wo o re
3Du. pe “jo jo fi  wa san re Du pe jo jo
4. la gba gba_ Ba ba Mi mo Yinl 'ja gba gba___
12
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t0 ba Mi mo Mo fin Re so kan Ran ti o re 0 ba Mimo
tO ba Mi mo Mu'fe Re se 0 Je wo o re O  ba Mimo
fi . wa san re Fun're Ji ho fa Du pe jo jo i wa san re
Ba ba Mi mo NI se pe lo Io Yinl ja gban gba Ba ba Mimo

5. Ranti gbehin, omo ranti (2ce)
P'esan mbo bi 'ji
Ranti gbehin, omo ranti

6. Je k'o yeni, Baba 'raiye (2ce)
K'a fadun kehin
Je k'o yeni, Baba 'raiye



13. Fere N1 O Ma Yo
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1Fe re m 0o ma yo Fe re i 0o ma yo O m
2Gba__ m o ma run Gba_~ m o ma I 0o m
3E re 'fe to bi po E re 'fe to b po Lo o
4Gbe to mi mo lo ni Gbe o mi mo lo A Ba ba
5
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gba gbho th  nu re  ba mo o Fe = mn 0 ma yo
gba gbo 1T nu re ba du o Gl i o ma run.
si o re so ta pe lo se K 1 'fi to bi po.
o run fe ko kan o mo o Gbeyro “mi mo o ni.
R
14. Goa Ji ) 'owuro
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X . — e ™ e e e e ™ |
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1.Gba ji 1o wu rol K'a2lo n»Ba ba a gbai ye Fun i bukunta na mo'ju wado ni
280 pe l'o wsmn B'o t nji,k'o rinyin mi mo Tun be be funranwo fe bi fun o re
3Ba ti nri“> y¢ wpt'a nri se se fi yin fO Iu Fun'pe se ti ko se ti ti wado m
4. Wo t'efda mo K tan ka ki i a gbai ye Le o kunle ru lo j'e ka r'o na si
5A (fe .\ mo ls  Rey'ai ye po k'e tan ko te K'okunkunt'o d'e da l'o ju ku ro, da
6
; T . 1 i i w— T f T I : N— — K 1]
@ - i 1 1 'i Jl d\ i = 1 I 1T 1 i |
» Je k'e bi du pe o rea te hin wa K'a to fo mo 'se to jo o mi ran.
0 Je ki nu komo lokunlo si fe Kojo o ni je ta la 1 le bi
0 O to ka du pe gbogbebun o run Je wo 1 fe nla tE mi to gbayin.
re Je K'ai ye 1o ju Ba ba i bu kun Je k'a yo kun le k'a gbadun lo ni
kun. Ti ti yai ye ka, nbi to kunkunngbe Je k1 hin re re Re mo le fun wa.
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15. Ojo Fifuyi
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1.0 jo fi fu yir Ta bi yu m ni to ni je Bi e nia a mo ye, Baba royin O,
2E bi nri mi yo, Gb'opefun o re 'te hin wa Funan fa ni e ko, ¢ mpli fun
3.Gb'o pe tungba yin, Gb'o pe fun gbo gbo'ran lo wo Fun'pe se lo jo io ti hwado ni
4Fo gbon fun mi lo Fo wo ke mi, fa yo kun le. K'i ro run je te i fi la yo se
6
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o | I I I I | I\’ ‘L I i i i T I I | 1 I [ N I il |
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0, mo le nje, monmu mo ti da gba si Ni nu ri mi, n'o ro ni fe
re Mo m'e bi ma yoo 'Wo O lu tu nu O re o swinfunn mi l'a yo si be
o Ni se le re ki Ba ba se ran wo Kl ye oo, 1 jo yin ti ko le gan
gun L'o ju mo to jo tun kin d'a ko tun Ni“'a 'wa mi mo, kin j'a wo ran Re.

5. Mo kun fun ayo 6. Mo de fun “fiji
Tori pe okun tire to Mo tun nfe ore ailegbe,
Fun “gbala n’nu ogbun, ninu hila hilo; L’at’o do "Wo Isun mi mo ti kigbe;
Je K’ile roju, f'omo gbehin mi L’aiye titi d’orun, d’ayobo mi,
N’n’ ekun, gb’erin de, ng’o :0 mo O. K’aiyedun pe, k’emi ma s’orun nu.
16. Ojo Oni Lo Tan
G‘ | | | I I I | I | | I I N ]
lb di & | _.i -‘\- & | :I =l =I~ | Il \VJ i | i \[ \YJ
1.0 jo o mni lo tan o ru n sun mo le, E jeka du pe ‘bu kun T'a wa
2.Gb’0 runb’o ju wa  tan, pa wa mo Ba ba wa, Si jek’orun wa dun o, Ka la
31 se t'o ni bu se, to la n sun mo ‘le, ‘T°O bi‘tto mowon A t'e gbe ‘o
4.A n yn O, Ba  ba, a t1 wO mo Ba ba; E miMi mo, tun gbope I'o ni

| 4
ti gba yi ka, K'awa to sun, e je ka F'i yin fun Baba o run fun o re Re
gbadun mo ju So a lai san, pe lu ‘ru‘won ni Ti nto juwon yi, Jji won si ‘re.
lo ‘bu sun won, So,ni I'a jin o,k’a ma se do ku, Ka ji di de I'e kun a  yo.
Mu‘so ji  wa, Kawa je ti re,O0 lo run ai ku, L’aiye yin a, I’'o run n’i gbe



17. Gbogbo Aiye E Gbe Jesu Ga
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1.Gbo gbo a1 e, e gbe Je su ga, A n ge b e wo le fun U,

2.Gbo gbo a gba r‘aac ye de o run, A la de ‘jo ba i le ki e

3.Gbo gbo E gbe L di  le ‘gba gbo, E rant’ 1 se pe lu ‘ya t0 =

4Ta nia la se to le m to 0O? O lo gbon wo I'a rn yin t'On-

5Gbo  gbo 1 se 'O lu l'o ko kan, To ju san ma, to kun, taq. b1 le
’ H

“ N A

ANS” i 74 i i o I o to—— y—»r—j
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E mu a de O ba Re wa, Se E I'O ba a o 4 ba.
Te mn ba gbe E ga pe lu Se E 1'O ba WOl O ba
F'i ko gun nyin s’a be Re lai, Se E I'O ba \" o ba
O lo run t'O ngba ni la 1?7 Se E I'O _ha a won o ba
Le le 1 ‘pa ‘seun ti re  se, O n VU g ia won o ba
6.So t’ipa ‘t’o lanla Re yi . .
. p e Yi 7.0ba i Jesu n’ile orun,
Eje wo ore k’iyin ho ye, . L
S Sugbon larin wa, O si j’enia;
Iru agbara tire yi, :
Ko si larin awon oba Orun Aiye, gbogbo eda,
: Se E I’Oba awon oba.
8.Gbogbo wa “cy.pe 1’4 gbe t"orun
K’a gba ijo sin Jesu1'eye,
K’a;i’ajo, un ‘joba Re lai,
SAE I'Oueawon oba.
1 . .
8. Mia Koja Mi Olugbala
? gk I e —— N Fo—T—1
& - | T 1T I- = Ild 1 f‘ 1 - d - 5 T 14 =
- .
“Ma " rja 4a4 O lugba la, Gboa du ra my, Gba‘ti O banpe e lo mi ran, Ma se ko
2M » mi je migbe, se‘wo san, F’e se,ffarun mi; Ka miyeb’e-ni‘wo 1 ba gbha ST jo ba
3fuw. mil’o kun, O lugba la, Fune r a ku Yo ‘fe ai ye yi ku ro I'o kan; Da kun, gba
8
Gh — ‘
< I I — I I z I Il Il Il I I ]
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-
ja__ mi o Gb'e be mi, O lu wa, Ran mi I'o wo O lu  gba la

4.Fun mi I’omo, oro atata 5.Lat’ ibu Re Olugbala
Nigbati oye mi, Wa pon gbe mi,
Si je ki nr’ohun ti sike re Ko s’e ni b’lwo t’o le fun ‘nia

E ’ail? . e -
N’irora, I'ail’egan. N’isinmi ti ko I’ pin.



19. Ara Mi S'ododo
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LA ra m, so do do E je ka wa so wo po N1 le ta b’e gbe yi po,
281 se fi ‘gba “E seun” F1 se wa ‘re e gbe re, Ba ra e n’'it le 'o de,
3E n o kan ‘yo nu E ni nu fun fun s’e nia; Fa ra da n1 02 o de,
40 lo run ko fe ‘ro, Ko fe Kka pa ni le pa; Ka fe ni Wt L ni
50 lo run O rmun n Ke je kKa fa ra mo ju Gbo gb’o .o t'a.ve ni yen,
7
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Ka mu ‘lu dun yi ka o, Yo s1 re t'e bi, t'oayre, " <4Ama ro ‘bi.
Fo Ji e da b1 wo, Se to do pin lo jo "o o ‘se E su.
(0] n su ru ki ‘te o, I fe  yio pasia o ta E ma be ru.
0O lo rn Ba ba nfe o; Ko ‘ri rao _kan, 'ofla | o; E jo 1la ja.
O wo Re ni n pin won, °‘Gb’e ni i meon’i i, Al yea ye ni.

20. Ocan M ran Tun De
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1.O - dun mi -@lan  tunde O -pe lo ye O-lu-wa O -re re b'o-dun yi-po
20-dun mi -[an tun-dc E je Ka vyvin O lu wa Gbo gb'o fa ta ra ye nta
30 - du mi - W de, E -je Kka sa-kin ja le; Ja - gun e, ro - ju d'o-pin
7
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| | | 1 1 = I Y | | | | | | | 1 |
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O -1 - s1 - ghalkun fun 're; Ba - ba, fun wa 1n'l -bu-kun to -din  t - tun
Ki yio le ba wa je o, Ko s'e- wu bla ba nlo fe; O- dun'o vya bo.
i ma mi - kan ra-ra o Ka wa vye gbagku pe wa, k'a gbo "O seun”.

4. Odun miran tun de
E je K'a tera-mo sin
K'a flayo jise f'oba,
K'a ma se lo 'mele o
Baba ma je k'a s'esin
Foriji 'ni
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5.Ejek'afi'fe gbe
E je k'alo inu kan
Ko odi le 'bi, n'Tjo,
Sise t'o le gb'Olu ga,
Baba, o

K'odun san



21. Ka Mo Rokoso
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1.K’a mo ro ko so, ro ko so K’amo ro ko so o, bi i mo le K’amo r0 ko so,

gbo gbo wa, K’a f'e ni gbo gbo, 0o I'a 1 s’e tan, K’a f i gbo oo,

3K’a ma fi bi i re san, K’ama fi bi san o, I'a ye-k’a ye ama fiohi san;
4Mi mol’O ba wa, mi mo lau Mi mol’O ba wa o. QO nf’i fe han Mi o D9 na, wa,
6
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AWM I & I [ | I I | N I | I | R 1 P I
[ Fan WP =f - =’ T T =[ =[ T ] T T T =f A | d
A, mE— o o | : N P i
© , . 4 » ;
n Je su wi o K’a mo ro ko so; si fi mo le"\Re wTunaiye se dan dan
ni Je su ko ‘nia K'a fe ni gbo gbo; e Tre fimpo ; K’a f'e ni gbo gbo.
ni Je su ko ‘nia K'a ma fi bi san; pa ‘yva® mo / Linta Ka tun fi re san
ko ‘se al mo ‘le Mo bi o ba wa SO @0 ‘v _pe |, Mo n’o hun gbo gbo.

22. Olcrun Mimo A De

lo run mi 70 a ‘a., Fun i yin a tope o Wa ba wa pe jo, Ba ba o Tun,
2.SO wa di mi mo e tun” N’i gbo ran, ‘gba t'a pe jo Ninu I le Re¢, Ba ba o run,
30 tun Eqi 'anfe /01 fi ji sl kun u fun ‘ni, K'ama se se O, ‘gb’aje Ti re,
4E mi& u nl nla, & de Wa‘gb’e be I jo, da kun? Da na Re si o kan ti nto gbe,
6
- = i i 1 — K K n I e — —
CEREpe ===
F¢, ju re re han wa k’a to ja  de Gba ‘yin gb’o pe o, gbe
S’e \kun gbo gbo de rn k’a to ja  de
‘To iy e wu ta bl SO ro nde ru
A nfe ‘tu ra  pe lu so n,  da  kun
n | N \ . f T f 1
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be, O ba ‘re, Kele se ran ti Re ko yi pa da Ko rn e mi o tun gba
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23. A! Mba L'egberun Ahon
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1.A! mba I'e gbe run a hon La i fi yin O lu gba la,
2Gbe__ ga pe O ti  se gun 'ku PPO ti yo ni n’nu de e
3A_ bu kun nla le yl a ra. Ba wa gbe rin a yo oha la,
48a gba gbo, gbe ke le, ja re O ti fa ra Re s’e N (T )
SUAL 0 ku ngb fe) hun__  Re _|l Ko di 1 tun, k’o S da Ve,

Wﬁzﬂ

24.E Y¢ Ara
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0 I se

A se Re nm'o di f‘o hun 0 On___ ti gba ni la_ ma___  yo.
E je Re t nwe ni nu - gan, Ki yo se #f W ma__  yo.
I fe a lo—_ pin ni t'On, On__ tt d’0 ba, wo ko ye
E yi st je ‘va nu 0 tun; Ko se pito - ‘nia bi Re.

b — N N — T T p— T PR — T —
Y . | e o - — I

O da ‘de

1.E vo, a ra/l Je su junba m nu o mo e nia, Wo ‘se gun Re!
2E yo a ra, 0 sumiipa fun_ ‘se ‘pa run B su Yonnabo Re;_ Pi pe lo
3E vyo, 4 nlat’ododo l'ai___ ye tingbile po Gba gbo nse gun,___ Je k’a tan
8 4E yo a7 peiunre re kun__ fe so i gbha la, ‘F'e yi s'lo kan___ O fe re
N _!_! —T T
#ﬁb ﬁi EEEE%SE:‘t | ;
won do mi m ra, B’E su ko ju s’o mQO lo run A
f'm ’0 h cal ye La ti se te o ta wa JuMa le yo fi kan  le Je  wo;
wny le yio ka Si b to kun kun n’i pa, B’E su ko ju s’1 7O lo run A
bo 1. al ye tan, O nsi se “wo san ki i Tu bo sa pa ko gbe ru si Yi
12
o~ ] - —— — K ;  —(— 1|
\!_j/ J‘ 1 J‘ 1 & = -‘I- = hord & [ ] I = a
te; 'a 1 fo ta pe 1 se Re nlo.
gbo, Ke fe rn pe lu Yio___ gha ‘sin yi
te 'a 1 fo ta pe I se re  nlo.
ka, ko kun kun ku ro. Ki Kris tt gba ‘se gun
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25. Oruko Jesu
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1.O ru ko Je su ga ju lo La ye a ti I'o run T’ai ye t'o run 1’0o nju ba Re,

20 r1u ko Je su  Jo gun lo Fa la run o, e se; I pai ya pin, ‘ro ra sa lo;

30 1 ko Je su n’E ru lo Lo ju ja t'ai ye i ‘Gba t'i o nu  de ba o_kan,

[ J
Nwon ngbo 0 yo ti i d’o ni, O ru ko Re yinmE su sa B’o gbo; wo .\ afagbon,

Ni  nu ‘ke dun nwon n’i re ti O ru ko re yi ja ju lo, Anaipni | la ni
T’0 gbe o kan nmu ‘nu da ru, O ru ko Re yi I'e re ju “o.po rC Kiris tien.

40rukodidunnit’On “Orul a2 st al’e dun lo

L’aiye atil’o run, O\ ‘okan .ojini;

Aiyet’o kan ninu - Re, % gbe's 2 ni mo, e yo

N’nu ‘pa Re yin nwon - ja bo; N2 ru ko Re ti nmu ‘ye wa,

OrukoReyijofati Wa -suRevika,sifi

Nrun “bi I’ai ye yi. Gb’o m’arai ye la.

6lrorun/1oditia’ on
T’ 0 gbe ke > d’o pin
‘Whny” ko le ww s do Re,
Wa' un o ro t’ai ye ko ni;
o . won ni a de o pin,
‘Gbe hinxj0 yin.

26. O M'ohun Gbogbo

1.O m’o hun gho gho O si le s’o hun ghogbo L’¢ ye da ra ju A la se orun, 1 bu o re
20 ju gbo gb’o ba; N’i mo ran,1’o_  la, gbo! O le muni ye, O lorunai ku, a la ti se,

3B¢e bun o mo ni, Bebun‘ware__ re ni, B'o s’o wo,se‘po A gbara Rel’'a finn won o
3 3 s

I sun a nu, o lo go ju ot Ki su O lo du ma re

0O fa yo kun le ko l'e__ ke i se.

E bun Re lo je fo pe— fi ym fun
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La ti ran ‘ni a l'owo Ki su U la ti fe se ji ni Ko s’i ru Re.
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27.Ki Lo Le W'ese Mi Nu

ml}j f
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L7
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IKi I'ole wese m nu? Kosilaise E je Je su Ki I’'o tunle  wo mi san?

2Ki l'ole p’Ese run ke? Ki si I'ai se E je__ Je su_ Kilotase pa fe se?
6 3Ri rubo je re‘Fi ji Ko si mo o, te te ro nu o K’awi _|0 ja re l'o run

4Kin’ ‘jo s’e  tu tu fe-se? Ko si I'ai se E je__ Je su__ L’aiyen’bi ta_jHl’o run
91 P —-— T — — | P — N s S — T N !
OPe [ e | | e, " e e T, ] =
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Ko si l'ai se E je O lu wa I ye bi ye I'E je na At fe to s0 wa

Ko si I’ai se E je O lu wa

Ko tun ni le se ke tan re si Ie
” K’o tuns’e bo t1 ngbe nia b1 Je

di mi mo; Ko tuns’isunt'o da bi re, Ko si, an ‘T sun o Ie\ e se mi nu

5.Gbo, ni bo n’l ye ha wa?
Kosin'nuati__ lep‘O fin_<uo, ¢
K’aj’ala we, " Al-ha ji

Nwon yinase ’ole gb’e It se.
Atiruboni, aruda,

E tu pi peniJe 0 se;
Kos’alawot'ownbid.e,

'a t’0. heba ‘nia b’On.

D’oni, kos

2¢. Olorun Ife Jiya

') -

_
-
1.O lorugtt fe; iy

Jai ye, Ogbogben la l'o ri o, Nwon tun fi o ko gun U n’i ha,

2.A1 v¢ fi ses, ko st bt nu, O jo rokuse, we ren, Nwon sa tifote mu U__ lai se,
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Twon gba ‘so mo O l'o wo, A ti 'e se Reni Kalfa ri,Ran i, O ji yagan fun ni

Nwon do__ ti  t'O fi ku se, Ko fiwon se pe. O ni“Fi ji,”Ba ba; mafe se bi won o.
3
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I gioro ‘ti junlan A gbe le bu, 'odu ro fun en i ji ya i fe
3.W’O lo run e dan’gbon gan “da jo, 4.A o se gba gbe i yayilai?
Nwon pu ro nla nla mo ‘ru Re! Oye k’aduro fun Je su, _
O r’ gaiya ki kan ni be, K’ade kun e se I'o ye wa ju,
Nwon ro lu gbaal’oju! K"a ma tun se EToto; _
Awoneleriekewijotil Si ro nu jin le ko gbon n’nu yi,

Ti ti. lai se.’to i mi. O mo, fun ‘gba la re, Kris te ni.



29. Ore Elese T'o Ku
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1.0 re e le se to ku Ti jin de, I'o £0,
2E da e le se, gbe rin; 0 lu wa ti Jjin de;
31 fe  bo ri I la ra, Gba Je su i Jin de
5
)« A r— | N \ pr— .
P -y I\I I ] 1 | I { h I\] I Il ] 1 ] |
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0 ju ti ku ko ni  pa mo, E gbe rin: A et lu ya
Al ye pe e se te pa tal I gha___  la nter le  se
E gbe o mni n ki st te E gbe___  rin: Al lle lu vya
4 Iso pel’ Ami j’asan, 5.Ajinde i %s’er1 pe
Oluwa ti jinde; A o ma pa‘ku run;
Ori Ade Egun molu, {0 wa laye titi lai,
Tjiyatid’olao. _"lle nla Baba I’oke. Ase.
30. Jesu Fe Mi
% *x— | —1 T —  —— 1‘\} T > |\J —] i ]
- — : [ L1 - | 1] = |- ] | | I I I
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1.J0 su fen, m, o fe mi Bi be I fe n han Ng o fe Edo pin, pe lu
e __4e  mi, O nke mi, O tun_ le wo mi san, Ng o ma_gbo ti re lai
3J¢, su_ nm  kan to fun my, B0 ba_ tt  p’a se Re, La la a1 ye ‘o ro le kia.
8
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I fe yi si wa nro mi ti ti N ko nm je k't gbe Rejasan, ‘To r’'O ti feran mi ta yo.
4.Je sunsomil’o ‘o run, 5.Je su se gun ‘ku fun mi,
Lor’ o kun wa ha la, Bibeli fe ri han;
Ng o ba ‘re ji, ngo we yo. Ng o ba A gbe le hin ‘ku.
6.B’e se nle pa t'l ku npa,

B’ai ye nle pa t’l ku npa,
Ng o se gun n’nu Je su, lai.
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31. T'Oluwa Orun On Aiye Ni
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1.TO lu wa orun 0 n a ye yi Lo pe, 1 yin o go I'e kun re;
20 jo__Re pelomnle so fi nhu, On na_ ni ‘Ran wo a lai n o
30 n—_ si e da t'o kun‘to 1 ‘fe, A te__gun pe lunymn‘se AL re’!
n A A A 1 l
Y 1y | | IAY N T T | Y 'Y | T T |} | S |
e e e g e
v I I I [ 4 ~—
Ba wo I'a ba i fe E to Ba ba, I bu > rel
(0] seun,_ ko I'a  hun s’e ni  kan Yin 1, L o re!
I san__  ‘bu kun Re ki gbe lai, Ba ba, 1 bu o rel
4. Arale, araro wa, al ye ndun, SIparcht’od s o gbonni,
O lo re-o fe seun fun °bi si; OK unBa 2’0/ funolo;
K’o ke-‘le d’a wo san manla M’o hu »wony. o pe, ara,
YinI’ Ibuo re! YinI’ Ibu we!
6.0un k’0 hun t’a ba si fi so pe fun 7Mop'adanulieyit'an’nani,
L*On ‘o san pe le, e ye ‘ta hun; ‘Gbatiakonaab’O_lu ti yan,
Da kun se “si ro I’o ko kan, K’af'ayom’ore y1ye wa
A nu, ‘bu kun gbo gbo. YinT’ Tbuo re!

32. Tire Titt Lai L'awa Se

I
r i
1.7

re ptilai, Pawa ‘se O lu wa waorun Tirel'o mo de, tirelagha, WO lo run
Ti 4., ti tila, 'awa ‘se Balo__gun wa o run, Peluwanbe re atoju ‘ja, K'a ma_ se

3Ti relojoti damumbe O lu_wa waorun; Tireni gbekun a til’a yo O lo__run

2 e — e === :
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1 fe o Di wa mu, O ba 1 ye Di wa mu, O ba 1 vye

te s’I bi

a ji to

I
i
[ 4
Sije k’a  yin‘fe Re, Ko hun a t'i wawa k'oj’o kan, A min, be ni k’o ri

4.Tirel’0jo t’i re i mbe, 5.Ti re ti ti lai, yan fun ‘ni
T anri je, t’o nye wa; Alase waorun;
Tireb'ebideatin’nu ‘ya, Tire’enu ‘seatil’ero,
O lo run ‘tu nu yi. O lorunIse gun.

6.Tire I'o jo t’a1 san ba mbe
T ansuwon I’a gbo le;

Ti re bi I ku npe wa s’O run,
O lo run ai ku yi.



33. Omode [jo Re
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1.0 mode I jo Re, Sun m’O lo run nyin,

2E nm ti e ru mba, Sun, mO lo run se,

E fo kan fun sin Re, Si i raple sing

A

O re Re nmu‘ke dun E N,

e
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Fun o gbon atagbara pi pe, Fun ‘le ra ‘wo san o gbeai vya,Esnmo O 1 fe I'On.
__Wa A fun ase rire lan ye, Fun‘'mi si t1 tunb’enfe 1 y2 Esun ., OO0 I__ fe I'On
3 Korinl’agbalaRe, 41br Poxak wa,
Du pe fun ‘seun se, Soam’Goarur ayin
To ro IfijiRe, O ku. Re niwan ju;
F’i_waat’e be wa; R’opoetialo;
L’0jojo, fo go O ba Mi mo Ma ko m’nu ‘po re, Ye ‘so ri-ko;
Fun o re ‘pe se, i se re re; N'nu E b1, Tya, E jo O fo,
E sun mo O, 1 fe I’On. Zsunmo O, Ife’On.
y N B '
4. Eag, Fliya J'omolorun
e . 1
E s = | | I ' v | | I | | I I ]
%‘?ﬁ 1 | = | dl—. O | ] 1 1 11 o - | ) 1 1 I
1LE 2A¢fiyc 'Om'G lo run, Nwon fi ji ya pu pol O miaiye di ri ki si O m’ai ye di
2A e fa Pom’aiye mo B'o koro, a sa lo, O ba Sa le mudeni O ba Sa le
3. fe oo m it Ju das’_____T'o lo fle tan gbe ta, E ni tO fe ran jo jo E ni t'O fe
8
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rn ki st Je su pa o Nwon mani ka jo jo, O m’ai ye di su pa,

mu d’e ni t"a ko nsun mo, Ni gba ti ‘ba nu je b’0 ba Sa le mu, Nwon sa, nwon ko m'O mo.

ran jo jo gbe ta fai ye; Ju da si s’e yi tan! O fi Je suhan tan, o f1 le bo ra

>

5.Ko ri ko sun kan ni ‘Pi ta’
T’0 f’1 da gbe jaRe
AkinPeterud’ojo
AkmPeterudojo

n’ke hin, o sa,

O sise o renla!

4.Oreiyaniti Judas’
T o fi ai mo kan re
S0 baJe suOrenla,
S’0 ba Je su O renla,
t’o st ku gbe;
Judasid’aku gbe

E ni t'o da le yi ku I'ai ko gb’a so. A kin Pe te ru wo mi, n’ke hin, o te.



35. Ohun t'olu ba ti yan
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1.0 hun ko hun t'O lu ba ti yan Ki ‘s’o hun ti ‘o pa ni l'a ra, O lo ri sun
2.0 hun ko hun t'O lu mufa le Mo_ pe dan_ dan, yio gbe hin si re
3.0 hun ko hun t'O luba i koKisi o hun_ tt o yomOlo run
4.0 hun ko hun t"O lufun m lo L’a_ ba ma_ fi wa ‘re E gbe wa,
5.0 hun ko hun t'O lu ba se it K1 so hun_ t1 ‘o fa ‘re mo ni,
6
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re ni On O lo run te mi E ni ti Dan dan Re ki ta se, O_nse A sa:
36. Yika Ite Olowin
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1L.Yi ka 1 te O lo run EC gba 1. E we wa E we ta da nn e se
2.Gbo b’a won yi se de bi, A twyo ti o se ta lo pn; ‘Won yi je_ o ninu‘re le
3JNwon fe o re pe l'o #, Nwon nyc's’i re e ghe won; I fe jo_ fin o amo na
7
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A won E Soen, mi mo, /. Nwon nko rm: “O  go, O go” O go s’O  ba won.
A te m G L o, L'e nu, Io kan, nwon gba gbo, A won jo lu sin
E r10¢ wond” je “nimo, Nwon na gun vye o jo Jo, ‘Gba gbo gbe won ga
41 vonfeekot’O luwa, 5.L’aiyel’a won tinwa A,

Nwon ki gan ‘ana Re

INwon yi nso ranin’o p’e be,
E ro won je mi mo,

Nwon nso re, s’e to pe lu,

E mij’a mo na.

6.K’a to le de “bi nwon lo;
Aowewan'nuE je Re;
Kawamo alade ‘gbala,
A won E gbe mi mo;

T 0 rin won “0 go, O go”
Nyin O, Iai si mi.

Nwon si de E j’ai ye lo;

A won ngbe ‘bi t’o wo wo ti
E wu won mo lau lau,

Gb’o rin won, “O go, O go”
Tro di dunni.



37. Emi A Nawo Mi F'Olorun
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1LE ma na wo mi O lo run E ma na wo mi fO lo run
21 fe mi mo 'O lu fe ju 1 fe mi moe 'O lu fe ju
3.0 tl to sa Iro lu mbe re O il to sa ro lu nhe re
5
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O lu pe se yio bu kun mi E m'a na w ' “0 lo run
O kan e se je 1 n ra I fe mi meo, 'O lu fe ju
‘Gbo ran si san, 0 ju, ‘ru  bo; (0] ti to 10 lu mbe re
4 Ko fek’inure dus’e nia 5.Anoam, 'O lu mbe re
Kofek'inure dus’enia A nu tun, 1’0 lu mbe re
Koetanpelueruo, Di po e bo; ma gba gbe o,
Ko fek'inure dus’ enia. A nu tun 1’0 lu mbe re.
41 2 Mimotawal ore

FPEmiMi otawal ore
lu gbala gb’e gbe yi o;
F’E »i Mi mo tawal’ore.
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38. Enikeni Tiwo Ba N'ipa

1E nikeni t'i wo ba ni pa La ti se ‘ran wo fun, o,
2E nikeniti ba nu je ba, Ti o le_ tu n’t nu, o,
3E nikem ti ko ri le gbe,Ti o le__ran lo wo, o,

4E nikenite binponl'o ju Ti se si__ wa fun I'o

ni ke ji re,

On_na_ I'e to ju__ re;
On_na_ I'e ni ke ji re, Y ju__ re;
On_na_l'e nikejre, to u_ re
On_na_ I'e nikeji§ o re;

)

L4
On_lenke i reran t, On_lenike ji reo, tadmni? Te' ti o, e ni ke m t’1
On_lenike i reran t, On_lenike j1 reo, ta 7 [e ti o, e ni ke ni t’i
On_lenike i rejran t, On_lenike j1 re o _ta ni ’e t1 o, e ni ke ti
On_lemke i reran ti, On_Tlenike ji re ¢ wpni? Te ti o, e ni ke ni t'e

wo ba nipa La ti se__‘ran wo fun o, On_ na__
ba nu je ba Ti o le__ tu ni nu o, fn_ na__
ko r'1 leghe Ti o le__ran lo wo,o, On_ona__
bi npon I'o ju, T'i se si_ wa fun I'o ni, ) na__

5.E mi ke ni ti ko ban’i se,

T o de ko gbe fun I’o ni,
Onnal’eni kejire, tojure,
Onl'eni ke jire; ran t,

On I'e ni ke ji re, 0, ta ni’
Te ti 0, e mi ke ni ti ko bz

T o de ko gbe fund 0.,
Onnal’eni ke jis

oy

to, 2

7.E ni ke ni t’o o kan fun go go,
T’on st wanin’e wu,
Onnal’enikejire, tojure,

On I’e ni ke ji re; ran ti,

Onl’eni ke jire o, ta ni?

Te ti 0, e ni ke ni t’o kan fun go go
T'onsiwanin’e wu,

Onnal’e ni ke jire, to jure.
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e nike ji re, to ju_
ni ke ji re, to ju__
n ke ji re, to  ju_
I'e m ke ji re, to  ju__
6.E m ke ni t'1 da mu de ba,

Tiwolopaderio,

Onnal’eni ke jire, to ju re,

On I’e mi ke ji re; ran ti,
Onlenikejireo, tam?

Te tio, eni ke ni t’i da mu de ba
Tiwolopaderio,
Onnal’enikejire, tojure.



39. Oba Wa Goke Orun Lo
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1.O bawagokeo run lo, E gbe rini Jesu mimo gokeorun lo, Ofu ru ful’O fi se ke ke r’o run
20 bawagokeo run loFele le, Jesumimo gokeorun lo; I job’aiye wadi ti re.wo le fun,
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O furu fulO fii se ke ke r'orun L’eso a t'a yo I'O go ko run lo. ooresmbPo mu U

1 jobaaye wa di  t1 re, wo le fun, O nsi pe fun ni, I'o ke o run o.

lo, ran ti 0; K’alejo gunn’isa Iu, Otilopese a ye sile, L afgbo gbo wal'o ke o run

3.Eni t'O goke orun lo, Oba wa

4EyinKifiaya e w:
Tun mbo w’aiye, b’Oba ada jo, Y Y &

agun ni, O pc Vola a t’eru Oba;
Iwoa ko I’O fi gba ite orun
. orakol’O fi gba ite orun
Lat" »e dale, ti re n’Tjoba.

Ogo, olanla ni ti re lat’orun
Ogo, olanla ni ti re lat’orun
Kristi Asegun ti go k’o run lo.

40. Ope Lo Ye Mi

Y T T
1.0 e I'o
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2 ’ ye  mi, mo du pe; Gbe kun de, mo ke pe Ba ba,
2.0 e o “Je mi, mo du pe, (0] lo n o pe ni te mi
3.Gb°¢ pe pes mo nri je l'ai  ye, (0] lo n o pe ni t'e mi,
4.Gb’o "\ pe fa ’re  tin sun . ti, Gbo pe fun o gbon t'a bun mi;
5
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Gbe “ve, n't re ti m da yo o (0] lo___ re o fe gb’o pe mi
Y po ni tu nuy o re o rmn O lo re o fe gb’o pe mi
U  su won ‘bu kun mi nm’a yo wa, (6] lo_ re o fe seun, O seun.
I gha la o fe to pe ju lo, 0 lo re o fe, gb’o pe mi

6.0pe 'oye " ebun gbogbo,
Gb’ope fun ola ‘t’ola mi;
Ipe se ko won mi, I’0jojo,

5.Gb’ope fun ojo mi Iaiye,
Gb’ope f"okun ‘se, 1’0j0j0,
Opo I’anfani t’o je t’emi,

Olore ofe gb’ope mi. Olore ofe seun, O seun.
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41. F'eru Re F'afefe
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1.F’e ru re, fa fe fe ko gbe e lo Ni re ti, ma se foi ya, a ra,
2.Gba i ai e ba de, to tun le o, To si n jo pa ko le yo mo,
3F1 so ro si wa  ju Ba ba o ke Ma te__ st bi n'nu e 0 nyin,
4 Al gba ghondo 1o pe, o I'e wu o Fo kan tan O ba to mo_ai L)nyin
5
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O lo rm ‘o gbo i mi kan le re Yio st gbe o ke.
E sa gba gbo, gbe ke le on mni kan, Yio pa g kan, o i ro.
Ki yio st pe k1 ran wo to di de La t1 © (6] lo run.
Gba to wu kKO run le mu ‘da hun wa, Yio dun t'o win do pin.
5.F’etole lo wo se, K’O mu u se, “Be/ v _hor kun ‘palo wo Baba
Yio han p’On gaj’e ro nyin, L¢ w, I’e/ vun’nu ti ya ai ve;
Emafamn yan t'onikunt’o ]a, i y] va., sisenis’o doBa ba_,
Yiosida raja le. Mea sl ye meJ[

42.Y 1 Olc¢run Ibu ore
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Yin O lorund T bu hre Yin I, en yin e da aiye E yin [, enyin e da aiye o, E
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yin J{en yin | da orun Kigbo gbo agbaiyeju mo YinBabao ymO moatE mi Mi mo.
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43. K'okan Pe L'ahon Mi
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1Ko kan pe 1'a hon mi, Ko fi yin fun O Iu wa,
28 ro ‘bu  kun ti WO N d’i gba vi, S0 pe 0;
3Ni gba ‘ba nu Je mbe, N’i  gba al ni nf’e kun Yo,
40 nfi re kun le re L'on a ra, I'o do dun 0;
SNi gba o ta nle pa To Io te nwa ‘b1 fun ‘ni,
5
0 Po— . ‘
AL — — ——— I i — ! i — i
= {5 e e —e—{5—5—5— —— —
[3) et I =
Ki ‘1 wa ’ti se mi, Tun je wo gbo gbo 're 4
O nwa run re, i po, O nm’e kun re gbe, v 2un.
(0] pe  se, a r'i tu nu, Ran ti yin o re ie.
N'nu ‘ti ya al ye yi, Ka ran ti gbo gb’o re Re.
O gbe ja, a bo e yi To pe; yin o N Re.

6.L’0jo tabil’e run, yi po
Ran wo nyo si wa,
N’nu1gbi ai ye yi,

O tun ko wa yo, O seun.

T.Cwese, lupo

Sibe G ni, so p”O seun
Fopo ‘bukunb’Iri
L’0 ju mo, yin o re Re.

44. Gbebe Wa

f) | .
Gl e e et
) |4 | 4

be wi__ G ebe
wa oo We wa
si® rii " Ba si
a  Ju Mo da
5K’ato ku
K’ato ku

K’e r1 wa I’orun
P’ayege; s’a se ye.
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Dakun gba wa o,
S'Tle nla t’Orun ‘re.
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| 1 1 1 > = 1 . )
T —— oo oo o1
wa___ Kara ro wa o Baba wa__ gbe be wa
mo La t'o kan d’'o de O ba wa, we wa mo.
ri Kawagbe ru si Ti ti lai, ba si 1l
Ju Pe kasin I'e mi, Kinu mo__ 1O lu nfe
6.Gba "ku de
Gba “ku de



45. O Ngbe O Lo

o) - - [P, A A —— | A
e ] s e S S B ——! BN+ 1+
D VW ESL Far s ie @), (e e o
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1.O ngbeo lo, e so e so n, O ngbeo lo, s’ai ye a bamo Longbeo lo, U u £ mu
20 ngbeo lo, e so e so n, O ngbeo lo, ‘sat ye o ku ye Longbeo lo; O a te mu
30 nrano lo, e so eso ni O nrano lo, sO rune gbe 0o L’o nran o 1¢ "pPan sa )3 yen o,
7
A
6'9 |ﬁ| (R ] A —| /T|?EL
AN 4 U r V- I r I t F 1 } } I ﬁ
v 14 1 r I
I'o ngbe o lo O ti a te mu 'ongbeo lo S’aiye i se o, nebe 0 'a Sa fun a da nu,
I'o ngbe o lo O tt ate mu 'ongbeo lo S1 i odaro, Iangime lo Safun’t ju re,
I'o nran o lo Pansa gaven o, I'onran 0 lo S0 run e gbe o. [I'Cngoe o lo Sa fun’ya ke hin,
13
S NN ey
> e—= N I - I ) e e e e e s s s e
() N - & -
a ra m Safun a da nu, a ra mi ¥ re m be b’o si wo o. ‘Te te gha‘yi ro
a ra mi  Safun’ti ju re, a ra mi .50 m be
a ra_ m Sa fun’ya ke hin, a ra mi O+ m bo
19
h I A " I A — A\ A
@"E ‘ P —Y 1 R0 ——— —1 i A e e f
\\' | 1| | | I é | 1 g b 1 .
.J '\ [ 1 1 -‘I- T @ I-‘- -
a rakunnn Te te gba‘yi ro, al, ra bin rin; E re mbe b’o si wo o.

46. Kiledun Re

LKk ey, Aan re? Mu u ¢tO lu gba la I nu  re yio
2Ki I'e “ru re? Mu u +tO lu gba la, On yio se gun
2Ki W l'a run re? Mu u t'O lu gba la, Lo gan, ‘'wo o
4K Yo fo re? Mu wu +t0O lu gba la, 1 nure yio
SKi  TI'e  re mi Bi mo nt’O lu gba la? Ki ’ha  ’se A

4 "

g T . — — ; N I
-"95‘ — ol B s — ] . il
. . { :I | | :I :l =l 1 |

dun Fun ‘ran WO a ta ta.
re, Sa gba gbo, ta ra lo.
san, Yio 1o 0, gbe de ke.
dun Po fo re si d’e re.
de Te gun a t'1 ya?
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47. Ewe Ti Oba Orun

J=25
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E we__ ot O ba O rmun Ko rmn di dun bi et n Glo
A fin___  re tO ba o run Li a n re, ba ni ka K
Yo ko rin, gbo gho E we A ti ni po lod 0 Clpan
A se to O ba o run Ni ka mu Ilo ko ye W 0
0 re wa, E m a ku E m to gbE da la ka “re
I ¥
R = ———
\ e —— 7 - J?'—r—'
by e : S s —
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vms fE 2 22 e [ ognelye U0,
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3
( §n Hg ! ; 5 i 4{'— —— ; I ! ‘ N | 1 1 I n
Ko rind_ 'yin tO lu gba 1la 1 se E m to lo go o
Nwon  n'a-h_4 vyo lo ke, ta ra T ru re ko st ni hn o
Je I TR S ko ro E su Ti Je su i to fun 'mi o
Mi m___ a, 0 tu ra, gan Ti Sa ta m nm'ai ye ko ro
K'a ma.__  se S0 1 ye nu Gb'a gun ko, k'a A de Re gba
N Y
Y ¥ t E: i - - i — f i i - ::
‘ [ — [ | V7 I  —— |' .
W | | \
A) 1 |
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48. L'oju Ale K'orun To Wo

% - T et ——
. ‘ ’ I | I T — - 7 1"/ > i -
1.Lo ju a le ko run to’ wo tan i, Nwon gb’a bi run wa ‘le o do Re,
2.Y1 ka a na la run, pu po nse O, Nwon nsa O t, nwon nb’E su d’a jo
3.Gba ni la ni nu i se won yi ke, Ni nu ’dan  wo, ni nu a1 je
4Gbo gbo ’so ro wa da bo ke yi po, Nwon nmu ni ni a nfe ‘ran, wo Re,
SNi nu a ye tI ba je ntan ka e, Da na Re t1 fe o le “wa runm
5
O —— 1 A " ' ., .y |
B — i ] o - | i N— = e w— —
& = =
O - n ru ru ni a run, ro ra, Su gbon, nwon pa da Ic 1 0le  ra,
I ku nyi po mu n, o st yi ka I fe ntu tu ’ba Jje n gbe ran
Gb’E jo ba ni, da kun s’o gbe ja wa, Tu wa n'nu, Je 4, o ro I bi
A la gba ra te da ko le pa run! Tt wa le hin,“ "o p: s'T ya wa
Gba tto ba di po nre 1 gha gbo wa, Sa_ nu, fi | k) le ru wa
49. Gbado GboFuniNi
R ! A — _— S .
W'—?—lﬂ—r _‘ﬁp :‘; I Y i I N — i |
S | | 7 ! 4—% .
1.°Gba do gbo fun’ ni ‘Gba do o furs ni I su a to b, Yo l'o dun ‘Ko re.
2’Bu kun nmu ni  yo E kun nmu i yo A wa so pe ni, Yo, ko rnn 1 yin
3’Re  ti be si po 'Re. ti be si po O pe ye wa o, A wa njo, a nyo
4Gbin fe bi o ka Thufe bi o ka E o kal'o la; Gbin’fe bi o ka
50. Sunmo Wa
—h | I } T |‘\ I - } } - |k\ | | I I T  — T ]
| | T T \\J | | 1 T7 | T | T T I I T 1 1
“_I
T [~
1.Sun e wa, mi si wa Baba Je su, sun mo wa K’'a le ue, sun mo wa o, Ba ba wa
2Xa n 0 n'n’o la Re, Baba Je su, kka fe O Ka wa sin O do_pin o Jo fa ra
35900 mo wa,__ wo nisan Baba Je su k’a to lo K'am’adun °fe nla Re o Gba ni I'a
DA
— T —* et —N— - uad = ]
("QP f | = I i— 1 \ e S—— R i  — {
s [ i I T [ 1 I | 1 [ - ! I | ]
v - I 1 T r T T T T
0 run. Mi mo i pi pe n, Baba Je su O fe wa,
han wa.
gba  tan. Da n J wa ni hin, Baba Je su, Mu ko 10
17
/) -— T !_!_ | N — - |“, T T T i
RS S ETESS S ESS e eSS =—=
< L o s 5 L LA
o nr wa; O lo kan dud ko s1 le 1 1 B’a tn sin, I'a d’o tun.
Re ye wa KOlero n n jn na_ pe lu B’a tin sin, jo gha  wa



51. Baba Mimo

n | 1 A1 L I 1 L \ | | ——
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Ba ba mi mo, Oba o run, A de fun sin n’l le Re; O to ki a fo wosin ni
10
ﬂ L [N | L A | | |
p A ] Y A | I I Y | | I I I I | I | | | ]
;@v P m—— P — ! f’ i i” i on i 7= i | ] t|
wa ju I te (0] lo run Mi mo, Mi mo n (0] lo
17
fi | s | | | | |
A — — —F— ” i (JI i (JI i I ] ——— I 1|
v I { . 1 I [ K }
run; E m o run wa, 0, A wa nfe ‘gha Re

A nre’le wa Ji ho fa oore ‘@s0 pe funibukun tO jo ’Sin mi mo
9
0 | N . ‘
P i N N | | | I | | | N A | | | ]
A" 4 | - - [ | I | 1 - 1 & : ! U{' JI é ‘l‘\] JIR‘ i }L é :Rl -}' !
D)) I I —— ] — 5o oo o -
B'o fa ’ku nyi ka ti i, Ra duv =0 wa 0, Da kun, tan 'mo le si
15
0 | - ,
A7 P . ——— F— f I — A
(Y F | N | | | I | I |B] IR} I | | T | T | T 1 |
(o] . e i . > — e H
S — S —
on a Jjo wa, Ka 7ja se gun lo A min

53. Baba A Nrele Wa
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54. E Ku Yedun O

|4 Y
I1E ko ye dun o Gbe nn a ti bi Je su O ba; Yo a raso pe, Gbe rin a ti bi Je
2.Gba Je su, 'O ba O ba 1 yettOgo Rekaiye;, O go i yin fun, O ba I _yetO go
3.E gbe 0jo gbon kan T’0o ngb’o ke r1e wa’do Re b’O ba Nwon yi wo le fun, Nwon tun o = ju we
4A la run, ja de Gb’o re 'wo san ti Je su n-pin; E we ghate le, Gb’o re’wo sant Je

8
I‘i’nﬁ t \F\l i — I K I — = P — \;\l I = i 1Y i !
%i‘jﬁt@:r:ﬁ:fiﬁtﬁ% e
su O ba E da, E [e se Gbe rn a bi 70 su O ba;
Re Kkai ye; O n ngbe le se 0 ba I ye, ¢t go Re © k’ai ye;
Re fai ye; ‘Ra w1 Re to “tan Lo ja m 1 fihan e fa ye
su n - pin; Gba gbo, bo fe la, Gb’o re ’wo san i 3u n - pin;
13
[ = X X ‘ : ‘
D ! 5 i 1  — ) T 1|
Eﬁ > <
[J) [ 4 | [ v [ r )
A wa jo  gun 'ye; Gbe rin a 4 TR su O ba
Ko s’e n to nko, 0 ba 1 ye el 20 Re k’ai  ye.
(0] ta kan He rod’ Bi nu po mo de ’lu re la  san.
Gb’e ru mbe, sa la, Wa fun’ - £.0 san wn Cfi Ji t'o pe.
55. Irawo Didan Kan Yo
% o S | T I | — T e -
% —F!F 1 P ! i —— —N—1
R L | e EsEmEmEa e

11 rawodi 41 an yo I rawodidan kan yo Ni la o runsi a wona mo vye I
21 rawoyike /a. Rc_. 1 rawoyi ke d¢ Re O si fie so to a wona mo ye Ton
31 raweoyi n o i wan_. I rawoyin’l fi han Fun t'E we ttagba tio te le la mni, I
41 razgoyi mu.oan vyo, I rawoyi muwon yo, L’a yo yi ta ra,nwon si pa da lo Se

7
— s —— 5 — F‘P::%r:‘
%ﬁ N[
< o L J R — r — ' | r —— '
rehwo t'o po l'o 20 i I ra wo yi pe lo go, o pe, I ra wo yi pe lo
a 0 de 'bu gbe O  ba; E tan ko sin’nu won ke, ran ti, E tan ko si n’nu won
wwo yi ki tan mi I rawoyi I'a ju we pipe I rawoy l'a ju
1o hin ka le de lu won._ E dun l'e yi fHe 1o duy O ba Ko si le te mo ra
12
—) A | . — A :
I | | | A I I [ I | T I N | T | Il |
Li 1| | | I I I I I 1| I I Il |
ANS" a— i f I 1 oo o @ — N |
[} f l— - - &
£0, o fi Je su han Pe O ba I ya nu ni e gan ko si ni pa Re.
ke, nwonto Je su Pe I'o re won e yi to je e bun 1 fe la to kan.
we, la u to o po do do Je su O ba won, 1 ra wo vyi je 1 Re.
ke, o jo wu gbe se Lo’p’o mo a gbowon je, Ko si mo pe Je su ye.
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56. Jesu Kristi Immanueli

Jesu Kris i Im ma nu el t'o de Obam O W gba la a raiye si ni o da ju
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lKe re sime si, Odun de: A tun mbe 'ai ye!' Ke re sime si, O dun de
2’Ma nu e i Je su l'adbi n0 \wa gb’A rai ye, Lo wese ke se, e ran f.
3Wun dianlya Re e g t; GbO run w’Aiye Wun dianlya Re, e ran t
4Gbe Je suni yi, Afrai e, O lo run 'O je; K'a tun se‘fe Re, A rai ye

6.Ke re si me si I’O dun nla,
T°0 lo run m1 mo,
Ke re si me si I’O dun nla.

570w 1bi edupe,
Enfp’owoku
Minu eju, ezanti,
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58. Gbogbo Yin E Yo

4 L& [ [ D ] ‘
1.Gbo gbo nyin e yo K’e gbe rin, o rno dun, “A bi -0 lugha la sai ye¢ K
20 mo de, e yo, Kegbe rin___ o rno pe, Yin Je_suO lugbala O ba__ TO

3.A ti gburo Re O ba ni O baa ye Ni Je__ su A mo na, O gha i, TO
4Ta ra juba Re O ba m___ e tara wa Mo Kris t O lugbala pi pon__To
8
[« \ \ | A \ , \ \ | ;
A — e ; %
- o o o o T
le gha ‘m lo wo E se gbo gbo: O ba I gha la to 1 e e de
le gha mni lo wo I wya gbo gbo;
le yo ‘m ni n’o kun kun  gbo  gbo.
n’'l jo ba, tto n’t ro run pi pe.
14
Ha \ | N 2 N
o - I 1y | I - > - I N I _ | I I N | Il |
| L I. | = = = | B - - - | | _ N | | | [T | Il |
:@—b—H'—V—V—O—H—!’—F—F\ — ¢ | ¢ @ ¢ — ]
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gbo gbo ni, E da mu so o, fun su (0] ba ti tun

59. Araiye Udun Nla Re

| A A I |
ﬁmﬁ 41%#%5%%
o —— — — 7 Y—— — f 14
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1.A rai ye,odunnlare,__/ o dun nla Gb’O lu I'o  run wai ye, I jinle I'e yi p’On d’e ni
2E jekad pe /Pom® ntorn ti O lorO run wai ye, Ona i ye l'aa ye s’o run re
3A raive e K1 _bo ro la, s’o do do, di mi mo, Fire lehan 'ai yen'n’o hungbo

N

7
{ A k J .
 —— T N T K
% —— | - — ! I 9 — 1B
a I — I I | | 7
a,

» ba iye O tun ku, Gb’E n’'t’'o da wa s’a ve vi da ra wa Di e n

2 si fa rai ye, ran  ti, Gb’En’ t’'o da ni s’ai ye ti da ra wa Kaba le
gbch, Si ko ‘mo ran e se; ‘To n ki a vye ko ba di i tun Li O n
1z
ﬂ f ' — ' " | A
7 | | | | | 1 N | | | | N T | A IhY I | A I |
E F F dl ) .\ : | I |m) | | \\l 7 i : : \\' 1 H
T T - T 1 & & i' 11 |
) [ -

ngbe la rin wa, E ki Je su Ka bo l'ai ye n’bi, yin 1, se ‘fe Ba ba
bo n'nu 1 by,
se w'al ye wa;
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60. Wundia Bi Ni Bethlehem

I.Wun dia bi m Bethle hem, O fo ja o 1 we O mo o wo ti tun re, O wa n'l bu
2A ko rnnl jo, e yo Kokannyinje m mo, E forin ki O ba ye’, Kelkan nyin kun
3Ti wal’O gun 'Jo ba Re E yo, Ketun du pe;: ‘Jo ba Aiye di ti re, Fo kin fun se,
8
9 ﬁ f i - | I | f  — . — I ]
{H5—2 = o ——— a———" T— — f i 4 | '
AN i i | ! I | i g I & T R e —
[ ' I I I bl L4 bl
je ran, Lo rm m I 0 a yo Na fo  ka.. Ai ye gbo;
fo pe; Ke ko n'pa t1 bi  Je su, E vyo, £fa du pe;
kia kia; Ni hin, I'o hun, ke de Re, Ka te®.le w run lo;
13
9 ﬁ ; T  — I I -y i L — I i |
— = T . =—— == q
Ro hin yi se 'va  nu  se; Wa su il gl fE we.
‘Re le a tl jn le ‘fe e ko om0 | bi Re.
E ma m, I jo Al ye, Ju ba “Re n 20 / 1in, n’i wa.
7 ) M
61. lede e Yipo
I — ﬁ I i [l\ I t I I [ — I A
S S -
1Ke de Re yioop Ke de Re yi po Ke de Re yi  po, Ke de Re yi
2Ma nu el A 0o, "Ma nu el de o ‘Ma nu el de o, ‘Manu el de
3Se I'O _ha, da Jun, se 'O ba, da kun Se I'O ba, da kun, se 'O ba, da
4Ma sel ga fe £ Re, ma se gan ‘fe Re Ma se gan fe Re, ma se gan ‘fe
8
O
_ I T | — | T [— T n AT | |
= * - - m— . - o il — i‘? — i
X | 1 || T | 1 1 | 1 1 =l' 1 GI 1 |
pc O ba I'o run 'O tto KO run ‘re Wa b’a ye wo, O seun, O seun
ol O ba m ‘s te le, O run re L'O ti wa, o O seun, O seun.
K. O mMO lo mntOnfi ye to re Fun e le se, O seun, O seun
Re O ba nyin n, O fe din ta ra Wa gbe le se, O seun, O  seun.

5.Ma se gba gbe Re, ma se gba gbe Re
Ma se gba gbe Re, ma se gba gbe Re
Om'OlorunJesumal’O ba

T’0 gb’e le se; O seun, O seun.
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6.L’Ajoyoyio,lI'ajoyoyio
L’'Ajoyoyio,I'ajoyoyio

E o wo so pe, f’1i wa san 're
K’0j0jup’O n seun, O seun.



62. Iyanu Lo Je

I
11 vyanulo je, I vyanulo je ‘WO ba to da‘nia Wa‘wo s’ buje ran!

21 wo A lai ye, I woA laiye_  d’0 mo wo t’anpon, TO bin rin fo ja we,__
3A fin o la nla, A fin o la nla, 'O t wa, I'o run, “Wo I se ji ya pol_
41 vyanulo je I yanulo je gba 1 ru Re le Gbe a go a ra wa_
7
O : | - —
_'-—|
AN -5 r ] | 1) | | T 4 I} I | IRW] I | 1
) - 4 4 [ [ [ Y | [
Ke se ma pa ni run Ke se ma [ run
_ Ka le m 1 gba laj_ Ka le m 1 Aoa la
_ ‘Wo fi fe do to sl ‘Wo i fe do"  to si,
_ Li a ke gan Wun dia; Li a e m  Yun dia;
11
9 — ! . | —  — - | — n n i |
G % P [P P P e e NN i
D)} et 4 | —— T 4 4
I vyva mu l'o je ‘WO ba to da nd [a_‘wi, sl bu je ran
I wo A la ye d’0 mo wo ta npo 4 O Hin rin ffo ja we,
A fin o la nla ro t wa, I'o ©run; ~ Wo /1 se o va po!
I ya nu l'o je_ gha 1 ru Re . C a  go a ra wa,
5Tirelakoje T’ire 'akoje 6.0 re wa mi mo, O re wa mi mo,
Babat'oda ‘nia AlufaJe su,
S’0 gbaiden ‘tura, Gbo e je gbo gbo wa:
K’E suto “tan ni je K’E sus) e = P’ao se ‘fe “W’O ba wa, P’ao se “fe “W’O ba wa,
T'irel’akoje O re wa mi mo,
Babat’oda ‘nia AlufalJe su,
S’0 gbaiden ‘turs, Gbo e je gbo gbo wa:
63. Kabo Oba
ﬁ =
D) T e s e e [ T 7 |
a bo O ba, Oba 1gba la,Ka bo 0, OmOlo runlo ke o run, Ka bo

A la de Alafia O logoju lo; I manue I, evyitisOlorun wapelu wa”
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0 ba An ge L, E ka bo! (0] mo Ma n a Wun dia ni,
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A ki O, Ka bo; e ka bo ) (0] ba 1 ye



64. Wa Enyin Onigbagbo
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1 Wa, en yin O ni gba ghoo E watayo ‘th se gun o, Waka lo, e le gbe mj, Si
2Je su O batOno run; O nimole ai lo pmnni, Ja lai ke gan ‘nu bi ti  Wun
3Ki ‘te da ‘t'ai ye ‘t'0 run  F’o pe, 1 yin han n'n’o rin o; Bus’o rin,yin s°O lo run I'0
4Je su,Wo Tlakun le ki pe lu‘re le, 1 fe, 'o ni; ‘Woni yino o la nla ye, 0O

Mﬁﬁ%—i—w—a—fw—b—a—w%ﬁﬁ

Bet le hem yen, Wa, Wa Kk’a lo wo O, O ba a won An ge i E wa,k’alo ju 3
dia o bi, Gbo, nwon bi__ sugbon Kise e da I'ai ye 'nia;
jo mmo vy, Wa KagbogoRe ga, Komnn“O go"’b’An ge I
moBaba o Gbo, O ni fe e da TOfi do kan n’i ru e

15
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E wa,k’alo ju ba Re E wa,k’alo ju ba Re E wak’a w0 jy¢ st O luwa

65. L'ojo Ose K'trin Mimo

1 | N T — | ] F et I N ]
mm— = 11—
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ILL’O jo ‘si mi 0 rin mo,____ L'O jo ‘si mi, ko rin
2Wa fun I sin wo . m mo___ Wa fun I sin 0 WO
3Du pe o re ‘te  hin/ wa, se_ Du pe o re ‘te  hin
4Je wo e se, s1 o ‘pm nu____ Je wo e se, si se
7
9 . J) — —1 — ;  — — " " — |
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% L — 1 Wag
—— ~— v
i du ra, n'l le Ba ba; Se ’sin yi ka
du ra 'O jo‘Sin mi Se ‘sin  yi ka
0 O  se n’l le Ba ba; Se ‘sin  yi ka
‘pin au Loy, i d’o tun

, 0, 'O jo‘Sin mi; Se ‘sin  yi ka
5.K’1 nu fun fun, hu wa re re, 6.Wa fun A se ‘Da po Mi mo,
K’i nu fun fun, hu wa re re, Wa fun A se ‘Da po Mi mo,
Mu su ru de po, n’1 nu fun fun; B’o ti ye Kiris ten, I’O jo ‘sin mi
Se ’sin yi ka. Se ’sin yi ka.
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66. K'awa To Sun Oluwa

/ e re e NSl . I N
G e e L
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I1Ka wa tosun, O luwa, A o fiyinfun Ba ba Fun o re Re o jo jumo t ti do
2Ni gba’basun, O luwa, A feklale nl ro ra, Korunwa dun jo jomo ju, k'aho kun
3Ni gblaba si  ji, 'ola, FisoRen ke wa o Ke to wa rinb Ot fe sii Ba bt o

N

ni; Je k’a sun ‘re, so wal’o jJu o run, Je k’'a fa vyo di e I'¢yju' no o
I Je K’asun ‘re, so__ wam nu e wu Kor wa rero .m mi 10;da kun
run: Je k’a sun ‘re, k'o fa ‘ku ma pa m Lo yo run, f1 bu kun kan/ l'o__ la

67. Ebun Oluwa,L'ojo Simi

| s o \ | | | | [rm—— | I\ , \
o | p— | T [ | ST | | " | | I | | I | Y |- \\, | NT | | | ]
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[y, 7 ¥
1E bun O lo run 'O jo ‘Sin mi fa rai vye O jo a yol'o 1 legbo gho mi,
20 wetOlo run 'O jo_‘Sindm au® 0 fun,___ E ledayaa s‘oto ni mi mo,
3Be tu O lo run, p’O jo_“Si mi mo n'w) kun, FisetEmle ke i A ra,
41 yin O lo run n’l se_sm »i mi mo, gbo! Kamase lo o funo go ta ra,
9
n i v?—\ ] } I | IL\ T | I } | I | | | | | | | Il |
I 1 I | 1 I I I Il |
R SRS
! z .

O jo 1 o€ rimo“un‘re e da L'O jo Keje O lo run da fun‘Sin mi
O jo omol'ciije sy ma se gha gbe; ‘Bu kunrepo fe le se tonfe i vye
P’e gbe,gfgba ki noon wa fo kun tE mi, L’O jo Keje fun‘s tE mil'o do do.
O jontodun ki ko le tt E mi L0 jo Ke je, tt tt d’a le, fun‘Sin  m,

S.Erenik’apa O jo ‘Sin mi mo n’ki kun,

6.T°Isin O lo runI’O jo *Sin mi mi mo je,
A gbarake aje o tun fun ‘se;

K’apejopon’lleRe, k’ako rin;
Ro nu e se, tun je wo, yi pa da si
T’0 lo run re; du pe: bu kun ti e hin.

I1’e nia pe lu a ro ju ra ye pe,
O jo t'E mi Mi mo ba so r’I jo ni.
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68. Olorun Wa Awa Fe

| | A |
] ] — - — - R i ]
gﬁ? R . | . s sl T e . !
1.0 lo run wa, a wa fe I le t'o la Re
20 lo run wa, e yi je 1 le t'al yve ngba ‘Fi
3A fe ko rin t'a nu TO lu wa  nfun e nia
4Fa gba ra t E mi fun yo 1, Jju  tem  wa
50 lo run wa, bu kun  “le T’a ko fo la Re,
4
9 T —1 T —N } — T i — ~ —
@ IE I I r - - T - I | — S— ﬁ
- i T 1
D] ‘ "
wa, A yo t'l bu gbe Re Ju t"a1 ve il lo.
Ji Ta si ngba E ml ye, ‘T’ tu nu J ol
Re; K’a si n’l mo Re ju Ta tein  wa n'1 hin,
0, Fi ‘tu nu a o pin To re i hin yi.
o; S’o kan t'o nsun  ji o, B’a ti - ) yi.
6.A gh’e bo 1yin waru, 71 2mn luke nla.
A_ fe k’aj’olugboraq fo’ope fun ‘Le Re yi;
Ti nl'E ko ‘Bugbe y1; A i ki su “nia,
Tu ni I"ara po. Ni t’lle Re yi.
8K’afe O, k’asin a
Gb’ai yeluin, 1'< e, Je
Kalei awo fin k
Bit’E g »An gel’
69. Jesu A Fe Pade
/ EF'“}iH.\..: | e
S S SSS=sE==——= : ==
lJe si, a fepade o LOjoReta jo_mimo, A siyi te Reka o, L'OjoReta
2L 0ptula kunle ki O, L’'OjoReta jo_mimo, A st fe kI woko'nn L0 joReta
RJe sua de bukunni L'OjoReta jo_mi mo Fayo‘se gunRe fun niy L’O jo Re t’a
4.0 kan kan, K’'asin I'e ye, L’'OjoRet'a jo—_ mi mo; O kan‘lo ra ko da ra, L0 jo Reta
8
— T ] N e ——h——
& . B e e
., o € 4 — f
Jjo_  mi mo; I wo O re wa 0 run, A du ra wa mbo wa o
Jo—— mi mo, Gba wa la s’o kan wa d’o tun, Sa ko so “se sin  yl o,
Jo____ mi mo; A ti la ni hn j’e  bun Re, Ka wa ye fun ‘yve,  ni hin,
Jo—— mi mo; F’E m’l gba gbo so ni  do tun, Bu kun wa____ su ni hin
13
—— = —T %, — 1
O f I i J T — & — — — &l
¢ 4 o @ o @
Bo ju wo e mi__ wa 'o mni Lo jo Re ta Jjo mi  mo.
Bu s’e so ‘Gba gbo__ wa, da  kun, Lo jo Re ta jo mi mo
A fe o kan bi ti Kris ti Lo jo Re ta jo mi  mo.
Gba'a nlo sin wa lo, 0 lu wa K’a je  ti re, it re la, se




70. Obangiji Awa Tun De

lu i Fun

ji, a wa tun de

pe yin, o re Re i gbagbo gho A wa‘so pe,
20 re le se,rewa le kun B’a ti njo sin, Gbo ‘gbe o mo Re,Baba Mi mo, A nfe‘So ji
3Tu wa la ra, E mi Mi mo, Gbe wanl ja; Je k'aso e so 1 wa re re, Bu si‘gba gbo
4Bu kun fun waBaba Mimo O Ilu a yo;, KT jo ba_ Re te te k’ai ye L’agnfe ju lo,
9
p n T | | oD T 1 T = — T ;  —
FL_bH | | | I | | | | | | | -y
| Fan WV J Il Il I | Il | |l | I P | I : H F ) ﬁ
ANE"4 o o i =K | | - | | | L7 9] |
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Ba ba re re; Wa gba ‘yin gb’o pe— wa, E- ma re,
a t1 wo san; K’ fi n Re je ti__wa 7 du ma re,
gbo_ gbo wa, K’ wa su si se_d L 5 du ma re
Ba ba re re; K’a f"a yo re  ‘led _ wa L du ma re
135
ﬂ | L N y y T | N \ . ,
A —— o — o | P B i  —-— :b_ ] i p— :1!
k! )V L ol et 6 = = I — — - — -’_ - -
) 4 o . 4 j jJ‘ ‘
eb’o pe__  wa; O vyi gi yi g a s ¢ 2 kun Gb’e be_ wa.
ko je ti wa,____
je k'o se ‘re;
te  bi to mo,
' .
71. Wa J'osin Wa
—&
[} [
1.Wa, s, wa K Wa ‘jo sin, wa ki Oba Mi mo, ko rin‘yin - si Je su, O re nla
2.Wa s C e pe Wase 1 du pe Ore ttE bi re ti gbayi po, Ma se gba gbe, lai
37dase " an ra ra, Ma se kun ra ra T bukun tt wo ¢t ghato bi O ju 1 da wo.
~Yinko kafun fun Yin,I'o kan fun fun, Sise ‘je wo gbogh'ese re o LEmi o t to

5.Da kun, ba si 1 Da kun, ba si 1 6K’ fe ti re se K'I fe ti re se

Ba ba, ran ti mi k’o bu kun mi
L’oni, O jonla.

Baba, jek’Ijobat’O run Re
De, f’an fa ni wa.
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72. Fa'yvawo Yi F'oko

O - o - -
- o= et T ™= T g P 2
i ! H 1 o — —* \ | = I {
O 1 T T || ! T | T | L T T ]
v I 1 ' 1 1 1 1 '
1Fa ‘ya  wo yi fo ko Fa ‘ya wo yi fo
2.Pe se  fun won d’o pin Pe se fun won d’o
3Fe bun “‘fe Re fa won Fe bun ‘fe Re fa
4.Se to kin won I'o 1o Se to kin won I'a
7
#wh N e N ' Tl
AN — 1 1 I = o » - - s = e i |
v I .4 I I — ——
ko Se won l'o ko, I'a va T'an fa ni d’o jo gbein
pin  Se won l'o kan d’o  pin, Sa jo ni ‘re do pif ¥
won ‘Won yi d’o pin, da  kun, Sa  bo fun won lai, -
ro D’a le, ba won gbe o] Pe se te won l'o M
581 fE n.1i re to won Si f'E mi re to won 6.Ba ba, i re fubwia Ba ba, su re fun won
Sewonni Asegun KO je kin viyn bi mo
‘Fi ye fun won n’i gbein. i tunuy, alajo.
& 7
75wY7a Sure Fun Wa
~— — T T —
P a e s
| ) I | | - | | 1 | ] I | hatl |
- 1 — . vl |
1.Wa su e tun wa, Ba ba Wa su re fun wa, Ba ba ‘Ya
2Je  k© nwe cba dun ‘ra won Je ki nwon ¢ba dun ‘ra won A
3Ka fe SO n'n’e yi, Jo jo, Ka rle so n'n’e vi, Jo Jo, Bu
4B’o kan k’a dun gbe hin, B'o fe ‘kan k’a dun gbe hin, ‘Gba
5
f T— f Y — f — n " 1|
—— - P = 2 o — - — | 1 i |
] K IVJ it | L”-I st et | bt L =I =I =Il Il |
o t'an  je rn re NI le Re, su re, Ba ba.
WO T fe  so po, Je ki nwon j’a pe e ‘re.
si fun won, Je su, Ti ti lo n’nu ‘re  gbo gbo.
an won nba nfe ‘Ja, KO lu wa I'E su  jin na.

SNinuiseat’'eroNinuiseat'ero

Pa se k’t re won po
Titid’ ojo 1 gbe hin.
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6.K’I'le won k’o tu ra gan K’I le won k’o tu ra gan

D’ale, k’o mo k’o gbein,
K’ai ye won I’a rin rin gan



76. Fifun U

| | | | | | [r——
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LFi fun U, fi fun O lu wa, Ma se gba gbe o re 1 bi si Re, E ni @i
2F1 fun U, o pe ye fun U, L’'e mi ‘so  kan m ke yin ‘fe nla_ Re; Ba ba nyu
3Fi fun U, o la ye fun U, Gb'o go Re ga, fi a yo J se_ Re, O Jiwto
4F1 fun U, o go a t’i yin Tun fo kan fun Ba ba, yin “‘to ju__ Re; O 1, A

nf’o hun gbo gbo te n l'o run Yn I fun a - nu, fun o0 ¢ o gbo
m’o hun gbo gbo tt e nfe Ju Ym I fun ‘ran lo wo Fa ke a ni se.
n’i re gbo gho tta wa nri yo Yin I n'nu ‘wa mi mo, i pi pe.
bel’ . o re to ve E Ju, F'e yi s’o kan, ran ti, no, oghtl du pe.

5.Fi fun, f’i se bo la fun, 6.Gb’ope o, E le da wba “y.,

Wa f’i yin fun U, ko rin, yo n’I le Re; Tun gbain mi, O mo, 5 mi, wa ‘gba “yin,

F’e b’o pe yin Ba ba wa; O nse ki sa! “Wo I'{ la, “tiyin ‘"0 wo sa ye fun ju;

YinI, k’e bun k’o je “fi han i mo re. Odo. an.” ewatti

75. Mo Gbohun Jesu
75,0 Digba

ﬁ = “7‘ —  — E - K 1 N | —
=S = S =,
1.O di gha de . 0, L’a ki ‘ra wa, en yin a ra Ki a la fi a 1,
2Ka fidfre tuppa de o Te bi to mo, enyin a ra KT re tt I'e so
3KT £ wa tun va si be Ba ra ya, ‘ra enyin a ra KT gba gbo gbe m
4 K1 for k’n fo ja de Ka ni sin mi dale a ra Ki tu nu to ‘n

=

P
]
I

vl o do, tin  san ni ai  gbe, o ma - to nyin e hin.
bu o by ka jo Tan fa ni; KO lo run tn yin  I'e hin ﬂ
TO, si  be ka yo Ko di sum; KO lo run pe lu wa po.
nnu  su ru, ki e mi gun o N'T ku, n’i vye k’'a  gba dun.
5K’ajumol’ayol’o tun 6.K’I gbala Je suto ‘ni
Gb’arira wa, enyin ara, T’e bi t'0 mo, en vin ara,
K’ibukun didunjetayotiki‘odofo K’ayo ‘Jo ba Re kun o kan de gbein la t'o ni
Nl le, I’0 ko, lai d’o run. K’a de ‘b’ay’orunn’i gbein.
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'3 A TUN PADE

Bright with a gentle swing
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4. BABA'A FPARA WA

Slow, soft and with devotion
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5. BABA RERE $0Q WA

Rather quick, soft and smooth

SoLO (Chorus 2nd time)
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Rather quick, soft and smooth
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Moderate time with a gentle swing ghoti wa_ Fun wa l'9-mg ti yio ghe-hin ¢-ni,
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SET KEYS AND VOCAL RANGES IN M’AYOKUN

SERIAL RANGE
NUMBER SONG TITLE SET KEY VOCAL RANGE (IN SEMITONES)

78. Yinl, EYinl, YinlO. A Major E4-E® 12
79. A Tun Wa Ki O D Major B®-B* 1275,

80. Yin Oba Mimo Ghogbo Ewe E Major C#* - E® 15

81. Gba Aiye Mi Oluwa G Major E‘-D° » 1o

82. Ko Tun Si Ore Bi Jesu E, Major C'-E,° 15

83. Oro Olorun E Major E‘—E 12

84. Ng O Sunmo Olorun E, Major B, — @ 15

85. O To K’a Fe “Nia Jojo E Major | /c# - 11

86. Iseun Baba F Major o C 12

87. Yin Olu lkore Eyin Ara F Major £ C° 12

88. W’osupa Oju Orun Nla G Mgjor D*-D° 12

89. Ranti Ore T’oba Mimo E, niaidr C*—Ep° 15

90. Fere Ni O Ma Yo E, M jor Ep* - E,° 12

91. Gba Ji L’owuro F Major D*- D5 12

92. Ojo Fifunyi F Major D*-C° 10

93. Ojo Oni Lo Tan, Or¢*Noymo Le E, Major B,®-C° 14

94. Gbogho Aiye= GriJesu Ga G Major D*- D5 12

95. Ma Koja ivii Ull 1bala E, Major B, - E,° 17

96. ral nododo F Major F*-D° 9

97. 7 Odun‘iran Tun De F Major F*-D° 9

98. K% M4 Rokoso Rokoso E, Major B,® - E,° 17

99. ’ Olorun Mimo A De E, Major Bh® — Ep° 17

P ; A ! Mba L’egberun Ahon E, Major C'-EBp® 15

10.. Eyo Ara: Jesu Joba Ninu Omo Enia |  E}, Major % 14

102 Oruko Jesu Ga Julo F Major C'—F° 17

103. O M’ohun Gbogbo E Major C#* - E® 15

104. KiL’0 Le W’ese Mi Nu F Major C'-P 17

105. Olorun Ife Jiya L aiye F Major C'*-P 17
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SERIAL RANGE WITH
NUMBER SONG TITLE SET KEY VOCAL RANGE (SEMITONES)
106. Ore Elese To Ku G Major E‘-E° 12
107. Jesu Fe Mi G Major D*-G® 1/
108. T’oluwa Orun On Aiye Yi F Major cia 14
109. Tire Titi Lai L’awa Se F Major Cir e 17
110. Omode ljo Re G Major E‘-D° 10
111. Eda F’iya J’omo Olorun o Midior C'-g,° 15
112. Ohunkohun T’olu Ba Ti Yar: F Major C'-PF 17
113. Yika Ite Olopii G Major D*-D° 12
114, Emi A Nawo M&F oloru! F Major F4—F° 12
115. Enikeni Tf wo Ba N'ina E, Major C*-Ep° 15
116. Obasiva 5oke Orun Lo G Major D*-E® 14
117. One Lpr'c vilnMo Dupe F Major F*-Dd 9
118. ~eru Ke Fafefe E, Major Ep* - E,° 12
1109. Yir: Olorun Ibu Ore G Major D*-G® 17
120, K’okan Pel’ahon Mi E, Major Ep* - EL° 12
121, Gb’ebe Wa E, Major c*-C° 12
122 O Ngbe O Lo Eso Eso Ni F Major C'—P 17
13 Kil’edun Re? E, Major E,*-E,° 12
124, Ewe Ti Oba Orun G Major D*-D° 12
125. L’oju Ale K’orun To Wo F Major D*-C® 10
126. Gbado Gbo Fun Ni D Major D*-D° 12
SERIAL RANGE WITH
NUMBER SONG TITLE SET KEY VOCAL RANGE (SEMITONES)
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127. Sunmo Wa, Mi Si Wa F Major D*-F° 15
128. Baba Mimo Oba Orun F Major D*-C° 10
129. A Nre ‘Le Wa, Jihofa-Jire E, Major C'-EBp® 15
130. Baba A Nre ‘Le O G Major B:-D° 15
131. E Ku ‘Yedun G Major D*-D° 12
132. Irawo Didan Kan Yo F Major C'-P 1
133. Jesu Kristi Immanuel T’o De E, Major o = 17
134, Keresimesi, Odun De G Major D* - B* T 12
135. Gbogbo Yin E Yo G Major D' T | 12
136. Araiye Odun Nla Re F Major ch.c° 12
137. Wundia Bi Ni Bethelehem G Major D*—12 12
138. Kede Re Yipo _

E, Major A B 12
139. Iyanu L’0 Je _ ]

Eb Majé: 2t - Bp° 12
140. Kabo Oba , Oba Igbala Kabo _

I, Maior B,® - E,® 17
141. Wa Enyin Olooto = Mdior ct-C° 12
142. L’0jo Ose Korin Mimo _

E,/ viajor C'-EBp° 15
143. K’awa To Sun Oluwa F Major D*-P° 15
144, Ebun Olorun L’0jo Isiati F Major D*-C® 10
145. Olorun Wa, Awz" e F Major F*—-D° 9
146. Jesu A Fe Rade F Major C'-D° 14
147. Obangiji Awa Tn De _ 15

E, Major Ept—C°
148. Wlhsin Wa i _ 15

E, Major Ept—C°
149, ~Falyavip Yi F’oko F Major F-F 12
150. Na Syre Fun Won 12

E, Major Ep* - E,°
151. ¢ Fadun Sidapo Yi F Major F4-C° 7
1524, | Mo Gb’ohun Jesu T’0 Wipe F Major D*-D° 12
153 | Fi Fun Oluwa F Major D*-D° 12
104 O Digba 12

‘ E, Major Ep* - EL°
|

Table 1: Set Keys and Vocal Ranges In M'dygkiin




Summary:

OI\(IS%I\GBREERN(?EFS PERCENTAGE OF
SET KEY (OUT OF 77) OCCURENCES

Songs in the Key of A Major 1 1.37%
Songs in the Key of D Major 2 2.67%

Songs in the Key of E Major 4 528% W
Songs in the Key of G Major 15 19.5,
Songs in the Key of E} 26 33.80)

Major

Songs in the Key of F Major 29 <7 7%
TOTAL ) 100%

|
Table 2: Set Keys of M'dyokin Songs and their Pe.zentene’of Occurrences

40

SET KEYS OF M'AYQ!_UN.SONGS
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Key of F

Figure 1:°5et Keys of M'dayokun Songs and their Percentage of Occurrences

NUMBER OF

VOU.AL RANGE OCCURENCES PEORCCCEUNI_\,TEAI‘\I%EE;)F
% W“SEMITONES) (OUT OF 77)
12 31 40.26%
; 15 15 19.48%
10 6 7.79%
14 5 6.49%
17 14 18.18%
9 3 3.87%
7 1 1.37%

Table 3: Vocal Ranges of M'ayokiin Songs and their Percentage of Occurrences
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SET KEYS AND VOCAL RANGES IN MA GBAGBE ILE

NSLIJE sllE'?ELR SONG TITLE SET KEY VOCAL RANGE SEII\:{/I?'I'I'\IBGNEES)
37. A Bi Jesu Saye D Major D*-D° 12
38. Ale Tile D Major A®-D° 17
39. A Tun Pade D Major B:-B* 12
40. Baba A F’ara Wa D Major B D° ‘5
41. Baba Rere So Wa G Major E‘-D° a0
42. Baba Dakun Gbani O F Major F—F° 12
43. Baba Wa L’oke F Major F4—F° e 12
44. Edumare A Be O F Major A'_F 8
45, Enia L’0 Binu D Major -0\ 12
46. Igha Rere D Major L% D° 12
47. Inu Mi Dun D Major D* -7 12
48. Ipade D’ola G Major Db 10
49, Ise Oluwa A Majo AP 7
50. Jesu S’abo Mi F Majc. D*-PF° 15
51. Keresimesi Odun De O D Mdior D*- D5 12
52. Ki Ise Gbogbo Eni Ti N Pe Mi G Majoi D*-D° 12
53. Keresimesi Odun De O _AMajor E'-F° 12
54. K’Olorun So Wa = Major ct-C° 12
55. Mimo 1I’Olorun Wa Fajor D*-F° 15
56. Mo r’Oluwa Mo Yo Sese G Major D*-D® 12
57. Nisisiyi Fun Oba Ayeraye F Major D*-F° 15
58. Olusegun Ajasegun A G Major D*-G° 17
59. Ojo Ngori Ojo G Major D*-D° 12
60. Ola Oluwa L’a N Tor#s D Major D*- D5 12
61. Olorun Saanu Fun \i'a F Major C'-P 17
62. Olorun Wa Ju Exia Lo F Major D*-F° 15
63. Omo Imole L’a" 2 G Major G'-G° 12
64. Omode E Y5 F Major c'-F 17
65. Omo Olorea M.2ta O F Major D*-F° 15
66. Pese Fun Wa 2 D Major D*-D® 12
67. Pipe Llo'0run A Major C#*-D° 8
68. Wa'3a MG oe D Major D*-D° 12
69. "Ma Eyin Olooto D Major D*-D° 12
70. Yio Fc.an Mi D Major B:-D° 15
71. kanti Mi Baba D Major D*-D° 12
7t Yin Oluwa Wa F Major F - P 12

Table 4: Set Keys and Vocal Ranges in Ma Gbaghbé 11é
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Summary:

NUMBER OF PERCENTAGE
OCCURENCES OF

SETKEY (OUT OF 36) OCCURENCES
Songs in the Key of D Major 14 38.89%
Songs in the Key of G Major 7 19.4-70
Songs in the Key of F Major 12 17%
Songs in the Key of A Major 3 8.73%
TOTAL 36 | 100%

Table 5: Set Keys of Ma& Gbagbé 11é Songs and their Percente ot Ocuarrences

45%
40%
35%
30%
25%
20%
15%
10%

5%

0%

SET KEYS OF MA GBAGBE ILE SOMG.

t_—

B SET KEYS % OF

OCCURRENCES

Key of D Key of 3

Key of A

Key of F

- .

Figure 3: SeaKdys of ivla Gbagbé 11é Songs and their Percentage of Occurrences

NUMBER OF
VOCRI RANGE OCCURENCES PEORCCCEUNRTEA,‘\IGCEEQF
(UEMITONES) (OUT OF 36)

12 20 55.56%
= 17 4 11.11%
15 7 19.44%
- 10 2 5.56%
8 2 5.56%
7 1 2.78%

Table 6: Vocal Ranges (Semitones) in Ma Gbagbé 11é and their Percentage of

Occurrences
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VOCAL RANGES (SEMITONES) IN
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SET KEYS AND VOCAL RANGES IN YIN OLUWA

SERIAL RANGE
NUMBER SONG TITLE SETKEY VOCAL RANGE (IN SEMITONES)

61. E Wole £’Oba Ologo Julo E Major E*—E° 12
62. Ewe Ti Oba Orun G Major D*-D° 12
63. Mo De, Mo De Baba G Major D*-D° e
64. A Tun De O G Major D*-G® wmlZN |
65. Gbo Tiwa O, Ni Ibugbe Re G Major B®-D° 15
66. | Jehofa Mi Si Wa F Major D'—C° iy, I3
67. Ji lwo Onigbagbo G Major E'-G | 15
68. Gbati Mo Wo Agbayanu Agbelebu F Major C'/o o 14
69. + | Ko Tun Si Ore Bi Jesu )

E, Major C'—ep 15
70. Baba L’orun Jowo Ye \ 4

E, Major G- EpS 17
71. | Agbelebu Igi Oro FMajor .| /D'—F° 15
72. Ma Gesin Lo L’olanla Re G Majur E4-D° 10
73. Kabo Ojo Rere La O Ma Wi Titi E Major C#* —F#° 17
74. + | Oba Wa Goke Orun Lo | 5.7 Major c'-D° 14
75. Igba Aiye O Dun B’oyin Se L UMajor E‘-D° 10
76. A Dupe Fun Idasi _

E, Major C'-EBp° 15
77. Olojo Oni Se Rere Fun Wa )

E, Major B, - B,* 12
78. Awa Y’o0 Ma F’ibukun Fun &icwa Nigbagbo )

E, Major B,® - Ep° 17
79. | Ighi Aiye Ko Nigbe Wa Lule _

E, Major Ep* - EL° 12
80. Jesu Olugbala, I{70 N i Mo<uro Ti L’ojo G Major D¢ DS 12

Gbogbo

8l. [IwaReYidDad L'e E Major B®—E° 17
82. Mo Ti Se'ler1 2’erdi Y’0 Sin O )

E, Major B,® - Ep° 17
83. F’éinRe ko ofe )

E, Major B,® - Ep° 17
84. “ . \Wiax": 2 Da Ire Mi Dehin E Major B - E° 17
850, [ J2Rere G Major E‘-D° 10

| 2.86. "\ Rere Ni K’aMa Se A Major E'-D° 10

«’. .~ EMaseSun Lo D Major B*-D° 15
88. Olu Seun Gbogbo A Major C#—E® 15
89. Ikore Nkoja Lo, Erun Yio Pari** G Major D*-C° 10
90. Mo L’ayo Jesu Je Temi F Major E‘-C° 8
91. Torin T’ijo T’ilu E Yin Baba G Major D*-D? 12
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RANGE

SERIAL
NUMBER SONG TITLE SET KEY VOCAL RANGE SEMI(%NES)

92.+ | Yinl,EYin, YinO G Major D*-D° 12
93. Baba Orisun Ibukun F Major ct-c° 12
94. Mimo Mimo Mimo L’0 Ye Ile Re Olodumare G Major D*-D? 12
95. Korin Yin Jesu Korin F Major D*-D° 12
96. E Je Ka F’inu Didun G Major E4-E® 12
97. + | Yin Oba Mimo Ghogbo Ewe

E, Major C*-Ep° 15
98. Ajodun Tun De A M’ore Wa G Major E*-D> |y, 10
99. + | Yin Olu Ikore Enyin Ara F Major ChmD® 10
100. | Wa Eyin Olope Wa F Major >4-D 10
101. | Awa Nyo A Nyo A Nbimo D Major B D° 15
102. | Igba Ikore Nko G Major D — 00 12
103. | Ajodun T’oni L’a F’ayo Ri

E}, Mayhr C'—E,° 15
104. | Oba Oke Wa Ba Wa Pejo Loni g

EpiMajc D* - E,° 13
105. | Baba Orun A Pejo F’ajodun Oni G Major D*-D° 12
106. | Odun Yi S’oju Emi G Major D*-D° 12
107. | A Sanko Igbe Si Jo F Major c*-D° 14
108. | Oluwa Orun On Aiye Yi F Major D*-D° 12
109. | A Seyi S’amodun

E, Major D*-E,° 13
110. | Ajodun De A Nyo Se Se F Major C'—PF° 17
111. | Omo Ni Ini Oluwa A Major E4—E° 12
112. | Ojo Oni Lo Tan F# Major C#*—D#° 14
113. | Wa Bami Gbe Ale Fere/“e Tar, F Major c*-D° 14
114. | Isin Ajodun Oni Buse D Major Ad-Dd 17
115. | Pelu Wa Edumare G Major D*-E® 14
116. | A O Pade L’amoaun F Major C'-F° 17
117. | Sin Wa Jade & E Major C#* - E° 15
118. | Eyin Enia Oloip4 T 0, Pejo S’ajodun Oni F Major F*—F° 12
119. | Oluwa Oloren lyia F Major C'—PF 17
120. | Gbogbcizvin'se Oluwa F# Major C#' - C# 12

Table 7: Set Keys and Vocal Ranges in Yin Olawa
+ ¢ Sngsconauthored by Dopemu and Olude
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NUMBER OF PERCENTAGE
OCCURENCES OF
SET KEY (OUT OF 60) OCCURENCES
Songs in the Key of E Major 5 8.33%
Songs in the Key of G Major 19 31.67%
Songs in the Key of F Major 16 26.67%
Songs in the Key of E, Major 12 209¢
Songs in the Key of A Major 3 5
Songs in the Key of D Major 3 )
Songs in the Key of F# Major 2 .33%
60 100%

TOTAL

Table 8: Set Keys of Yin Oluwa Songs and their Percsiicoge 0. Occurrences
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Figure 5: Set Keys of Yin Olawa Songs and their Percentage of Occurrences
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NUMBER OF
VOCAL RANGE OCCURENCES P%RCCCEUNJ&%'ESF
(SEMITONES) (OUT OF 60)

12 19 31.67%

17 12 20 %

15 11 18.33%

10 9

13 2

14 6

8 1

VOCAL RANGES (SEMI
YIN OLUWA

35%

Table 9: Vocal Ranges (Semitones) in Yin Olawa and their Pe ccurrences
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APPENDIX VII

SCORES OF RELEVANT MUSIC FrQN
OTHER COMPOSERS
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Yoruba Folk Tune
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E W4 E Jé K'a F'owo Sin
(Venite)

E. A. Lufadeju

303

() ¢ ‘ N . N . — | ;
A2 P — — w‘ — e S — i | ' !
S e —
ryj —_ — ‘ 4
lE wa e j¢ KkKa fo - wo sin, lag - ba-1a O - lu-fé @%
20 pé n fin O lu  gha la Jé su 1o ga gu la ¢
3A ra e j¢ ka ju  mo rin, ' na t'Q ba 0 86 fto
4Se wa ye ka le fi  wa han, pe O ré re '3 Waié
f) & A \ ,

I I 1y | I I il |
#ﬁ;@i%f { ] 475 - 1|
AN a— Y ) I T _ I —® ) 3} e * i
[y \ Y p—

Ba - ba ja re saa nu, bu kin fun wa | PL ba wa.
Ba ba ¢ run 10 wa  wa, Ka wa  yo o) Sa ba wa.
E mi 0 run 0 wa  wa, i f¢ <> ba va Ba ba.
I ké & re l'a wa n f§ Pé lte, wa ' 0 Ba ba wa.



Olubukun L'Qlorun Gbogbo Eda
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1.

Appendix VI1II

COMPOSER’S QUESTIONAIRE

Tell us briefly where and when you were born.

2. Tell us something about your early life.

3. Tell us about the schools you attended.

4. (a) What stimulated your musical interest?

(b) Were you influenced by your parents? ...... How?---mmmmmmmmmme = oo
5. Were you influenced by other persons besides your parents?

6.

9.

10.

11.

We would like to know if any of your brothers, sisters or vamilyvire into music and if they
affected your choice of going into music?

. Tell us about your schools, teachers and any_siznificant musical event of your childhood /

teenage years

. How did you come about organ playi®g?

Could you tell us about T. K. E.#*hilips:
Tell us a few things abowt your .amily life.

We want to know a' ittlesahoueyour creative works and how you would

classify yourself and w2t Kinds ¢ f work you write.

12.

Can you epfighte. \us on the connection between melody, harmony and scale
with your warks:

13/ How,do you recoricile western and African elements in your composition?

13.

1-

15

16.

17.

18.

Cariyrou remember some of your works and classify them into periods?

roi. 3owande wrote a song “Works for the organ” in which he made use of themes
fram traditional sources, did you do the same?

Tell us your peculiar experiences in music?
Can you recall any significant musical activity in which you took part?
Which of your numerous performances would you regard as best?

Can you say a few things about contemporary Nigerian Church Music today?
321



19. How do you see music in Nigeria today?

20.  What advice do you have for the future generation of Nigerian Musicians?
21. Can you tell us about your music training?

22. Give a summary of your career as a music scholar.

23. Tell us of your experience as a composer particularly as a choral music cc¢ paser.
Also,tell us of your experience in working with church choirs.

24. Inyour opinion, has there been improvement or development in Y« ruba C: oral
Music?

25. Could you please supply me with other information about.vours>¥, which you deem
necessary for the thesis, | am working on?

26. As a music composer in general, may | know the varicas aress and media of your
compositions?

27. Are your choral works composed to serve.anacitialiturgical functions?

28. Could you please name your choral wor.s and v hat each is composed for?

29. Apart from your three Yorub«'Sacicc,Choral works, could you please make available
your other choral pieces to ms i1ar the purpose of classification and analysis?
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