Fondazione Guido d’Arezzo

POLIFONIE

Storia e teoria della coralita
History and theory of choral music

Organo del / Journal of the
Centro studi guidoniani




BASIL OKEKE

The Dialectics of Music and Language in Igbo Liturgical Chants’

THE STATE OF THE QUESTION

The middle of 19" century marked the advent of the Western missionaries
and the formal sewing of the seed of Christian Religion in Igbo land. The initial
stage of the evangelization activity saw a stiff unwillingness on the part of the
two cultures (Igbo culture and Christianity) to either concede or gain from the
other. Not until the wake of the liturgical movement and subsequently the
Second Vatican Council with its deliberations on the acceptance of the
music of other cultures into the Church’s liturgy did a ray of light flicker
in the dark tunnel of the struggle for cultural co-existence. The two
cultures began to experience a certain cultural cross-fertilization similar to what
Bruno Nettl described in his two-type distinction of musical acculturation. ' The
celebration of the Holy Mass and singing at Mass, if there were any, were done,
for instance, in Latin and, a little later, in English. So that the early Igbo
liturgical songs, which at the developmental stage were not used directly in the
liturgy but meant for use in private devotions, became simply nothing other than
translations into Igbo language of many Latin and English hymn texts sung to
their original melodies. Thus, the western songs struggled, on one hand, to adapt
itself to the complex prosodic features of Igbo language and to the people’s
native way of singing and dancing; and, on the other hand, the Igbo traditional
Mmusic culture came under the influence of western musical theories and praxis,

Such as, singing in parallel 3rds, 6ths etc. In this exchange of values, Igbo
--‘_-"'-—-—-.,__

This essay is an excerpt of the author’s master’s degree thesis in Musicology at the
Ontifical Institute of Sacred Music, Rome, on the Igbo liturgical music of Nigeria.
Pecial gratitude goes to my moderator, prof. Nicola Tangari, for his special attention to
MY work and for his translation in Italian. . .
funno Nettl describes two types of musical acculturation as: “the intertwining of two
Usical styles, so that a single song contains characteristics of both of them” or “tl:.e
Other tYpe of musical acculturation, a misture of styles in the repertory, found in
Amel.‘ica“ Negro music and in Spain, where folk music was somewhat influenced by the
I invasions in the Middle Ages.” See BRUNO NETTL, Music in Primitive Culture,
mbndge (Mass.), Harvard University Press, 1956, pp. 120-121.
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sentences [ost thefr intonations, strens, thythin and meanings 1o become i gy,
to alivady struetiied western melodien and thythonte patterns Hence, the o)
time ixsue of textual imeomprehensibility i the Teaegienl songs rewnserted jiyo)f
and o more complivated fovm

The magnitude of the efteet crented by the Talting apart of the music and (he
Nt the early Tpbo Hturgioal songs oane be wwnessed and artioulated in e
words o G Basden:

U o the present, Faghish by mm e and chinnts, wet to Iho trinms i
ons, are apt to be trented mechamically  The singing s not lncking
mevotume e feom e bt the Hiving and soul atierbng eltect engen
dered by the native songs b practically tneking i the translited
productions. There tx never the same wpicit of abandonment in the
foretgn artiele as i the native one Furopesn muste, an they interpre
ted 1 has not yet sueceeded in patingaceess (o the inner being ol
the 1oy (e may have the form of musie, but it locks the ewnence. He
WHEstng hymns as continuously ax formor Ly he ehanted native Iyries,
but he i never carvied away by them, howeve
stgings With English musie volume 6 the one object in view, und
conpregational singing i the larger churches in the 1o COUny 1n
like the thunder of any waters: The more one lstens 1o native
music, themore one is conselons of e vital power. 1 touches the
chords of man's inmos| being, and stirs his Primel tnstinets

Fmch he maoy onjoy

The above observation made in 192 by GUT. Basden, an Anglican Missionary
who not only lived and worked among the thoy of Nigerin, but alvo saw the Igho
Christian worship songs develop fvom (he etadlo, promped us 1o engige in this
research, in order to find out, firstly, how fur (he lbo local church haw gone in
developing her own lturgical musie; and, secondly, 1o what oxtent this her own

hnlt:ld of Hturgloal muslo has oy tproot mnchored in (he people's native music
culture,

However, given the major pee
conveying series of meanings (hy
played on a traditional mygje

wliarity of Iybo natiye music — itw power of
ough o word or g sentence that s sung or

Instrument this oy ' igate the
UAIED g Noensiny will investignte
Inmguul .mu:flt CNWples  (rom  Iybo fom the  perspective of the
relationship between music and Iunauugc in the

N liturgy,



FHE DIALECTICS OF MUSIC AND LANGUAGE IN IGBO LITURGICAL CHANTS
p———

SETTING THE CONTEXT

To have an idea of what music making among the Igbos means, one has to
step into the geographical, socio-religious context of the Igbos. This calls for a
bit knowledge of who the Igbos are, their cultural modes of self-expression and,
above all, their religious beliefs and practices. But since the material to be
presented here existed for ages and was transmitted from one generation to
another by oral tradition process, the essay will rely on some sort of
reconstruction of the scanty historical information available, which though
always hypothetical, is founded on strong analogies of cultural data and on a
wider concordance of evidence from the general Igbo worldview.

The cultural area called Igbo land * “lies between 5° and 7° north of the
Equator and between 6° and 8° east of the Greenwich meridian, spanning the
river Niger about mid-way between the Niger Benue confluence to the north
and the Atlantic to the South.™ As far back as 1972 the estimated population of
the Igbos was put at 18 million.” But looking at the recent census report of the
Nigerian National Population Commission® we suspect that the population of
the Igbos has risen high above the aforementioned figure. What is then regarded
as Igbo liturgical music is practiced by over 20 million people, a figure that
equals to 14.285 percent of the Nigerian population.

Igbo homeland is characterised by twofold geographical features: open
grassland in the northern part and the tropical rain forest in the south. According
o W.W. Echezona, these regional variations influence, to some extent, the
materials available for the construction of musical instruments, control their
forms and distribution and helps to explain the variety and often extremely local
Provenance of musical pracliccs.’ Another geographical feature affecting

———

"Igbo land, today, is specifically composed of the five states that are situated on the
South-castern part of Nigeria, namely: Abia, Anambra, Ebonyi, Enugu and Imo.
However, on a wider sense, it includes also the Igbos of Benue, Delta and Rivers states
of N‘igcria_ The pcoplc are called ..Igboﬂ and the languagc' Spoke'll by over 20 million
People, is also referred to as “Igbo™.
; S.N. CHINWUBA OBI. The Ibo Law of Property, London, Butterworths, 1963, p. 3.

lra ], EKANEM, The 1963 Nigerian Census. A Critical Appraisal, Benin City, Ethiope
rubhshiﬂg Corporation, 1972, p. 67. . )
‘Recem Nigeria census figures published in January 2007 by the National Population
OMmission put the nation's overall population at 140 million. Cf. N.P.C., «The 2006
S®ena Census Figures», on the web: www.Nigeriaworld.com. :

See W.W.C. ECHEZONA., «lgbo Music», in The New Grove Dictionary of Music and

" ?;ffans. Second edition, edited by Stanley Sadie, London, Macmillan, 2001, vol. 12,
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liturgical music performance in Igbo land is hot climatic condition. [ jke in
other countries of sub-Saharan Africa, one is inclined to think that the hot
climatic conditions, the proximity to rough natural environment that probably
contribute to the energetic behavioural life pattern of the Igbos, come to bear a5
well in the peoples way of making music and singing in the liturgy - a peculiar
voice timbre that is very loud and often, in some male coarse, and a lively
rhythm. But as Rose Brandel suggests in her studies of the music of Central
Africa, the voice timbre could be as well part of a traditional inheritance.” This
Brandel’s opinion looks interesting and invitational to dig deep into the
traditions and music of the Igbos.

IGBO MUSIC AND TRADITIONS

The underlying force of social relationships and religious practices in the
traditional Igbo society is regarded as “omenala,” “‘a generic term for the body
of Igbo socio-religious laws, customs and traditions passing from generation to
generation and having its origin as far back as the time of the ancestors.”
Among the Igbos to conduct one’s life in a manner contrary to the directives
and provisions of omenala would amount to “nsoala”® and this attracts some
punitive measures from the elders of the community who symbolize the
authority of the ancestors. Some traditional Igbo musical instruments such as
Ikoro, for example, are typical symbolic representations of omenala and as such
have special functions in Igbo society. However, with the advent of Christianity
most of the Igbo socio-religious rituals associated with musical practices have
reduced tremendously. Some have disappeared entirely or integrated into
Christian practices as one would notice in some “Igbo Christian ritual music.”

As seen in the definition above, the term omenala has both social and
religious connotations which emphasize the intricate relationship between social
life and religious practices in Igbo land. So that it is not easy to dissociate any
aspect of Igbo life from Igbo traditional religion. As A. G. Leonard puts it, the
Igbos are deeply religious people so much that “their religion is their existence

8w 4 = - '
It is inherited and accepted manner of singing that influences each singer.” ROSE

BRANDEL, The Music of Central Africa, An ethnomusicological study: former Frenc

equatorial Africa, the former Belgian Congo Ruanda-Urundi, Uganda Tanganyka,
;I'he Haugue, Nijhoff, 1961, p. 93. ’ oA s

CosMAS OKECHUKWU OBIEGO, Igho Idea of Life and Death in Relation to Chukwi:
God, Unpublished Doctoral Dissertation, Roma, Pontificia Universita Urbaniana, 1971,
p- 22. -
" “nsoala” simply means behaviours that 80 against the traditions of the [gbo people, it
could be moral or social behaviours. Though in some Igbo communities the usé 0

term “nsoala” (i.e. abomination) is restricted to religious practices.
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bl S rc“[}-ion'"” For Basden Igho religionity and social
othos are rather a unified whole, "’

The implication of this socio-religious inter-relatedness is that there isn't
much difference between what the Ighos regard as purely traditional music for
social celebrations and the one designated for sacred functions. The musical and
the instrumental forms of these two types are often the same, but in the case of
vocal music the text usually makes the difference, Thus, textual (Igho language
and poetics) and melodic analyses (Igbo traditional melodies) help a great deal
in determining the differences and similarities between one Igho song and
another.

IGBO LANGUAGE AND POETICS

The term literature - language, poetry and prose - is a word etymologically
associated more with written tradition than with oral. Nevertheless, it is evident
that written tradition presupposes a pre-literary stage or what is called oral
tradition. Igbo language and poetics underwent this same evolutive process. For
many centuries, before the invention of letters or writing and its later
introduction among the Igbos, there were communications between individuals,
there were speeches, story telling, proverbs, songs and all about omenala, but
they could not be set down in writing. In other words, all had existed in the form
of oral literature before taking a written form,

Oral literature, being a system of communication which depended largely
on the ability of the memory to retain information, registered some practical
results among the Igbos for many centuries. Since there were no other
alternative means of decoding and retrieving information, the human memory
Was expected to be very much awake and as sharp as a knife to be able to
perform this communicative function. For instance, some of the Igbo folk songs
Selected ag examples in this write up were all learnt by heart during the author’s
childhood. However, the variations or rather mutations witnessed in these songs
Moving from one community to another make a case for the shoncominlgs'of
Ol tradition and the necessity of transcending this mnemonic transmission

e WL )

COA]}T;;:R GLYN LEONARD, The Lower Niger and its Tribes, London, Frank Cass and
Py » P. 429

BORGE I'JI‘HOMAS BASDEN, Niger 1bos. A description of the primitive f‘ﬁ’-.""d cusioms
Animistics beliefs &c., of the Ibo people of Nigeria, by one who, for ”’ff%’.ﬁ":
" enjoyed the privilege of their intimate confidence and friendship, London, Fran
S and Co., 1966, p. 33.

and
Yeq
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method. It was then thanks to colonialism and the advent of missionaries thar
the needed change from oral to written tradition became possible in Igho Jagg

Even though oral transmission still goes on today in some remote places in
Igbo land, a lot of collecting and editing has already begun so that writing and
oral tradition can be said to be going on contemporaneously. Nevertheless, gho
modern authors and musicians still depend heavily on oral sources - Igbo
stories, rhymed poetries and proverbs of the Ancestors — for their literary works
and music writing. Much of the Igbo modern arts of poetry, prose, music and
language have been shaped by the wisdom of the Igbo ancestors. ;

Among the over 250 ethnic languages of Nigeria, Hausa, Igho and Yoruba
are the most widely spoken. In addition to these indigenous languages there
exist also two other languages namely, English — a foreign language brought 10
Nigeria through colonialism and used as language of the literate class - and
pidgin English — strictly neither foreign nor indigenous language, prevalent
ia'mong the simple class, and described by Adebisi Afolayan, as “a Si“_lple
C;f:’jfee:e"c(:"i’ed from English under the influence of local West African

suages and Portuguese for 4 restricted purpose, initially for commercl

transactions among Englis
‘ glish traders and ¢, Ti by
s i les 0
local multilingual West African Communitieg it"jl PSP

Igbo language together wij
’ wit : .
Uganda, Kinyarwandy of h other Africap languages such as Acholl of

group classified as kwqg fam“;n:a and Burundj etc., belongs to the langquf
known as Niger-Congo, ' o what P::lb-category of the large language fam iy

g;]\”ﬂg the fact of their being « = alm Thiel described as Bantu language®
characteristics of this language group e languagesu as one of the major

e { q S |

ncoded in Igbo words and sentenceg i de::‘l_;(;lnal language, therefore, meaning
red throy ™~ tion

U gh syllabic intond

3
A good example of Igbo literat
ure i
works of a great and famouyg Igbo No;:, llﬂ;r[igbo mzditional back the
ze wi Ckground is found in

'}:all Apart”, “Arrow of God” etc. Inner Chin ‘008
ADEBISI AFOLAYAN, «African Lgng U2 Achebe such as “Thing®

in & ; buagcs 4
African History and Culture, edited by p: and L,
p. 176. Y Richard Qjypyy,, "tlre
5

Ya, lkei Today’s world», 1
JOSEPH H. GREENBERG, “Studies in Africap,

Ja,
AT R Li ; Longman Nigeria‘ ]982'
Congo Family”, Southwestern Journal a/'Amh;-op MBuistj C

also BARRY NEIL FLOYD, Eastern Nigerig, g ology s Sification. The Niger-
1969, p. 28.

Ogru hi '~ n, 2‘
o At 5 e ‘m”"‘”f’ewlgqg‘ Pp. 79-100; cf-
6 pAUL VAN THIEL “African Religious Music, Text T * ~Ondon, Macmillan,
" Inc jon, edi i 3 One
Theology of Inculturation, edited by Mariasyga; Dhat @nd Tongs

Universita Gregoriana, 1997 (Documenta missionalia, 24), p.a]“;‘;ny, R in Chyistian

%  Pontificia
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or accentuation. The word sequence coupled with vowel elision dictate a certain
kind of rhythmic articulation, pronunciation and a melodic line. F, C. Ogbalu, a
renowned teacher and scholar of Igbo language explains this very nature of Igbo
language as follows:

Tones therefore play a very important part in both grammar and
speech. By tone is meant the stress on syllables of a word, whether
they are high, low or intermediate. Such a stress makes a lot of diffe-
rence in the meaning of words. There are many words, which have
the same sound but not the same tone. The tones determine the
meanings, which the word carries when it is so pronounced. "’

A word, when pronounced in isolation, has, therefore, its specific inherent
tones usually referred to as “lexical tones”. Combinations in varied forms of
such tones in a sentence help to identify the meaning conveyed by every
instance of the usage. A typical example is the word akwa. This word written in
isolation, in this case, conveys four meanings to an Igbo reader who is able to
identify each of these meanings only through the tones given to each of the two
syllables ‘@’ and ‘4kwa’ in the pronunciation of the speaker. The three tones used
in Igbo language, as outlined above by Ogbalu, are, high indicated by the use of
an acute accent on a vowel (6), Low (0) and intermediate (). If these three
types of tones are applied to our example above, the result will be as follows:

Akwa = Cloth
Akwa - Egg
Akwa - Cry

The third tone, intermediate, is applied to this word when it is foll(?wcfl _bk): .
torresponding verb for instance, ikwd @kwa means to Sew a cloth anq;ert-a (: ts;:;
Signifies to cry. In these sentences the tones that compose the word 4 -Ha (c eo !
and dkwa (cry) changed from high to intermediate because of the influenc

. il
the Preceding tones of the verb ikwa.

As a language in which one word could have sgries of meanin_g d%pzr;:i;gﬁ
°% how the word is pronounced, Igbo language IS Very reach in idi

i
idioms 1 1967, p. 18.

5 CHIDOZIE OGBALU Igbo Idioms. The dictionary of Igbo idioms, Onitsha, P

l uch as cloth, but could as well m

8 Th : ean to cry
5 € Word ikwa means to sew materials
endj S
Nding on the pronunciation.
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expressions, onomatopoeia and, cspecially‘. alhtcratlon:‘.:uch‘ as in the following
example with the word “akwa": “Nwanyi M*ﬁkwa akwa, | na-akwa akwq p,
okuke gi viri akwa n'elu akwa 1 kwarabukwa. ln- a scn?cncc such as ghc one
above. the lexical tones place big restriction to possible suitable melodic lines,

Literary genres and forms have also big ini"lucncg in Igbo tfﬂdi_lirmal music
making. The genres are different textual forms in which Igbo oral literature was
transmitted from generation to generations. More prevalent among them is the
call and response form, followed by short poetic verse of usually one stanza,
Others include Children’s rhyme, satirical verses, and long poetic tale-type."”
These poetic forms wield enormous influence in shaping the concept of form in
Igbo traditional music.

IGBO TRADITIONAL MUSIC

As the origin of the system of musical notation in Byzantine and Latin
chants are traceable back to the Greek and Latin lexical accents, so also has
Igbo music its origin in the prosodic features of Igbo language. Features such as
speech tones, vocal and instrumental rhythms, poetic forms and other cultural
exigencies have decisive implications for music making in Igbo land. They
influence the melodic contours such that there exists between music and text a

strong intimate relationship. Here below is an example of a typical Igbo
traditional folk song.
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The example in figure 1 above shows both the music and the poetic form of
one of the Igbo Folk songs. The figure demonstrates also a perfect union between
the music and the textual features. This leads to the discussion of the connec-
tions between speech melody,speech rhythm and music making among the
Igbos. The same example giving with the word “akwa” can be represented
musically thus:

Figure 2
| 2 3 4
$ - > = & ~ .
a - kwa a - kwa a - kwa a - kwa
Cry Egg Bed Cloth

As the above example shows, if the double bars are to be removed a rr_msncal
Phrage could just be formed repeating the word akwa several times with the
fOmrect lexical tones required at each instance to create a new word and mea-
"¢, From the above, it is evident also that a badly written melody. that 125 a
"clodic line that fails to follow strictly the Igbo lexical tones or a fort?xgn mel ly
Pted to an Igbo text, may not pass as Igbo music, but “igbomzed tune.
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In fact, in Igbo music the melodic line brings out more clearly the exdct
meaning of a word or a sentence than the usual verbal tone marks wijf do.

Another important feature of Igbo music regards its complex rhythmic
patterns. Like in other African music in general, rhythm plays a vital role.
Thus when an African is playing a musical instrument or even singing, the
rhythmic tempo captures more of his or her attention. Besides, many Afri-
cans have proved to be naturally percussion (drumming for example)
instruments’ virtuosi. Besides, most of the African musical instruments
are predominantly percussion instruments. African strings and wind
instruments or blowing instruments’® are most often constructed on frito-
nic, tetratonic or pentatonic scale basis.

What is actually fascinating about these African rhythmic instruments 1S
not necessary the liveliness, fastness or the slowness of the tempo as Ih'_:
case may be in western music practice, but the complex simultancous
combination of their rhythms, with melody and dance steps Of Uc_"“'"
corporeal movements to produce what music scholars have chCf‘!"Fd'
using myriads of terminologies, as poly-rhythm, polymeter, add:m'e’
rhythm, cross rhythm, melorhythm, hot rhythm etc. Perhaps some fe¥
¢xamples from Igbo music may cut the long tale short. Some 1gbo rhylh:
mic features can be observed in figure 2 above. In each instance of the >
Ol:the W?‘rc}, akwa the accent comes on the second syllable “kwa” .and e
::Oi]irj;'e:: l;es?r;t:af;orn; '; fo apply Wcstcrr{ music rhylhmic_'plrll_:“in
second beat, and is lll)suat;] d? thf; case of displaced accent 'hlr :hf et
aEcenit an cérta' y called syncopation. Thus observing i (cry)
i words, an Igbo sentence involving the word 4kw?

“Akwa 'ny;’ o-ly 5 -t ith the
.o, W 8O 81 nti Nna' cap pe i represented W!
tempo in triple time a5 follows: mbgieally rep

les, It
the

s Wicae i wrtamotaty (ORI
¢ weste ; O.f the Nigerian leading scholars in Niger'a® s prefer®
an my ™ classification of ghe world’s musical instrumen ™ G a8
blowing instrumens and thzlzl;tl:ﬂmrunlcnls as string instruments, the Wi :

i bty 15 ; s ’
Possible translation in Engligh Wi'lgcmg ¢le as percussion instruments.

be: Has our cry reached you Father”
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Figure 3
s
— S e

A-kwa-'nyi o lu -go gin-ti n - na
> > -

If one attempts to add a rhythmic clapping or gong rhythmic accom-
paniment to this melody, observing the accentuated syllables, it will result in
rhythmic variations causing a rhythmic syncopation as follows:

Figure 4
g [ [
Melody Hiys o —o—g 19— i i ot smmren
A-kwa-‘nyi o lu-go gin-zl_i_ n - N
Rhythm L& -
Dance Step em
s

From the above example the stressed syllable of a word carries beneath it an
accent causing a syncopation in a ternary time. A simultaneous combination of
the 3/ 8 time of the melodic line with the 12/8 time of the rhythmic line and the
6/8 of the dance steps gives rise to what is called poly-rhythm or polymelter

already mentioned as one of the prevalent features of African music.

music is usually composed of short or fragmentary
petitive with variations more on the textual

level than in the melodic lines. They are mostly structured in pentatonic scale,
though in a spontaneous performance melodies that exceed the normal

Pentatonic range are often heard especially in merrymaking events. Also in
Combining with the traditional instruments, the vocal part often sings at a

Also Igbo traditional
Melodic phrases that are often re
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different pitch interval as the accompanying‘instrumems thus producing in ,
traditional ensemble what looks like a bi-tonality.

In light of the above insights, there is no doubt that the Igbos have mhergm
love and instinct for music. Recognition and respect for the_se cultur’al traits
should be the starting point for the cultivation of an auth.entlc:, Igbo h?ur“gzlzcal
music or what Mark P. Bangeart calls “culturally tuned l!turgtcal music.” [t
was this cultural springboard that the early missionaries were 'unable to
discover. European music concepts were hastily introduced to the Jettison of the
native musical elements, which would have blended creatively with the new
culture, As to the extent the missionaries succeeded is a matter of opinion.
However, a look at the examples of early Igbo liturgical music has shown these
works to be as good as voice-of Jacob-hand-of-Esau, so that they may not really
be recognized as Igbo liturgical chants but mere ighonized western melodies.
We have tried to let these songs speak for themselves by presenting in this work

some selected examples. And we regard this earliest attempt of the missionaries
as first experiment in Igbo liturgical music.

IGBO LITURGICAL MUSIC PRACTICE
First Experiment

The first encounter between the |

fir gbo native music tradition and the western
musical idioms took place in the the i |

; ) gain access to formal education which
included: teaching of Catholic doctrine, hymns (in Latin, English and vernacular
pansated picces), and secular subjects |ike English, writing, reading and
arithmetic, thsnglal and medical care of the people als;) took pl1aee within the
school premises. Apart f to teaching of music during

‘ rom the time dedicateq
catechism lessons, most of the us devotions were also learnt
people began to learn, re;

in the schools. Thus the
perspective, This carly attempt toward a forma|

P. BANGERT, “Liturgical Miisls, ‘ont s borrowed from an essay by MARK
’tlar’”" d # ; cu tum“y tl.lﬂed“ in L ] o y e Lif(.‘””l(’
£, edited by Robin A [ ’ tturgy and Music. Li

i caver ¢ ; : : :
Liturgical Press, 1998, p. 360 nd Joyee Ann Zimmerman, Collegeville (Minn.),
® See FK. EKECHI,

Vv in Igholand, 1857-1914,
ies. General Studies, 119); 4
' Nigeria, 1885-1985. A history
ic Church in Onitsha Ec'cle.w'as.‘icﬂi
dited by Celestine A, Obi, Onitshd:

Hundred Years of the ¢ atholic ¢y,

4 Wr, C in S "
published to mark the first centeng Easte

Province within the former lower Niger Mhi‘"hfﬂ
i weion, e

Africana FEP, 1985,
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[HE DIALE

egan first with the igtroductiop of Latin hymns, later French hymns and much
fater English hymns. The natives were to learn these hymns in their original
|anguages: Latin, French and English. Of course these hymns could not gain
access 10 the inner being of the natives. So a step was further taken towards

he hymn texts into the language of the people but the original

yranslating '
melody remained untouched. This move led to the emergence of the first

“jgbonized western melodies.”

Variety of hymnody was the consequence of different traditions brought by
the mainline reformation churches who were first to arrive in Nigeria. One of
the simple hymnody style, referred to above as strophic was the highly favoured
musical form by the missionaries. The repetitive character of its melody
approximates the simplicity of Igbo native songs. Probably for this reason the
Catholic missionaries preferred its use in the Igbo Catholic worship rather than
the Roman Catholic Latin polyphonies or motets, which perhaps might not have
been easy a song-tradition for the natives, unless with a sufficient western
musical education. We now present the examples of these forms.

Strophic Form

In this work, strophic form is used to designate the hymn form “consisting
of a number of stanzas sung to the same melodic line.”* The stanzas are usually
in thymed form, almost of equal meter and are generally composed of four to
six lines. The following hymn gives a good idea of what Igbo hymns during the
missionary period resembled. The text is sung 1o about six different western

tunes. The following is one of the hymn tunes.*’

“-‘_-'-‘_‘—-——

N

i The change from one language to another accords with the order of arrival and

;::lﬂdover of the missionary leadership batten from one country to another. The earliest

mt-e".lpl to evangelise Nigeria and subsequently Igbo land was by the Spanish and [talian
issionaries. This was followed later by French Holy Ghost missionaries and much

2 o1 by Irish Holy Ghost Fathers.

p. E?RL F. SCHALK, Luther on Music: Paradigms of Praise,

<6
N ] : :
W Catholic Igho Hymn Book, Onitsha, Africana First Publishers,

St. Louis, Concordia, 1967,

1982, p. 93.
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Figure 5

Hymn No. 1: Melody

Tune: Sawley CM

Strophic-Antiphonal Form

A solo-call / group-response, being the musical form prevalent among the
Igbos, before and during the missionary era, attracted the interest of the
missionaries. It was then introduced, in addition to the previous, as a musica

form that will use the antiphonal techniques as does the natives’ call and
response form,

The terminology strophic

the hymn form, which, in add-antiphona[ form is used in this essay to designat

Sung to the same me] dic 1; ition to having a certain number of stanzas that ar¢
after each strophe, | ocic line, has also a short textual refrain that is repeate
tefrain, the firgt gpanr, -, 2565 Where the literary style does not provide *
strophes. The hymn Jegy, Nlthen function as chorus-refrain after each © ]
f ¢¢la I nasoka is an example of strophic-antipho™®
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THE DIALECTICS OF MUSIC AND LANGUAGE IN IGBO LITURGICAL CHANTS

Figure 6

Hymn No. 2: Melody

Jesu Nceta I Nasoka

Je-suncetagina-so - ka bua-nu lindino

=y r

' 1
Mamgbe Jesujikwu de - be

g v
ne. Je-su nceta gina

]
nya b'i -fe kas'i- fe i -

A U A —
L - — N _— —
r For 1=y

soka Je-su nce ta gina- sokaJe-su nceta gi na-so

ka.

Other strophes are sung likewise as in the first stanza followed by the refrain.
Here is a juxtaposition of the original Latin text and the vernacular translation
showing more things about the textual structure and the metric form of the

hymn.,

Hymn No. 2: Text

Latin Text

Jesu, dulcis memoria

Jesu dulcis memoria,
Dans vera cordis gaudia:
Sed super mel et omnia,

Ejus dulcis praesentia.

Sis Jesu nostrum gaudium,

Refrain

Verses

Igbo Text

Jesu nceta I nasoka

Jesu nceta [ nasoka,
By anyli ndj no n’uwa
Ma mgbe Jesu ji kwudebe

Nya b’ife kasi ife nine.

Jesu bulu anyli anyj,
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Qui es futurus praemium I bu ugwo nk’anyi n’olil,
Nk’akwadel’ nenuigwe,

Sit nostra in te Gloria, -
Nim’otito ndu ebebe. Amen?

Per cuncta semper saccula. Amen.

One observes too that the translated text almost rhymes metrically to the
original. However, by some modifications, additive or subtractive, the original
melody was altered to suit the new text and the melodic coherence with the new

text was not taken care of.

These are the two major musical forms introduced by the missionaries into
Igbo culture and tradition. The success of the missionaries in the development
of music education in Igbo land was not only due to teaching and encouraging
the natives to sing by memory European hymns, or the vernacular translated
version, but as a result of the introduction of the Igbos to a system of music
writing called fonic solfa notation®® First hymns brought by the missionaries
and later published in a Hymnody (4kwukwo Ekpere na Ukwe ndi Katolik n‘ont
[gho) of 1932 were taught orally without reference to any system of musical
got:mm:i._ l} was then the introduction of solfa notation that marked a break with
1;20t;zc::l‘"(’:‘h?l';ghfh;;f;gl;n?cemem' of written tradition and music writingli“
American music world ang i‘: TR wpdes b o a1 e AnghO;
remained till today a common E CO.ncept long forgotten but n.ew.:rthe.less_, g

practice among many church choirs in Nigera-

With the i - :
cultivate a ;;ﬁ::g;::ﬂ;on s System of music notation Igbo people began 10
was thus encouraged ::;‘ei Singing in parts, Soprano, Alto, Tenor and Bass.
missionaries, singing i aught. In older tradition, before the advent of ¢
g In two or more parts did somehow exist, but 1n another
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