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Abstract:This paper will discuss the misplacement of the gospel genre in Kenya in view of its continuous presence in secular space. Modern gospel music has evolved over time and space, giving the artist and audience the ability to shape and redefine the genre. As in most traditional African settings, gospel music could only be used as a means of worship and performed in designated areas. However, this has changed; gospel music has arguably become a medium of entertainment aimed to give a ‘feel good’ effect and effectively trivializing the traditional role of gospel music to promote Christian values.For example, Esther Wahome’s popular hit song ‘Kuna Dawa’ regularly played in local Kenyan bars, led to her partnership with the Guinness company. Therefore, this paper will discuss the topic from a popular music scholarship and theological perspective.
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1. Introduction  
In Kenya, the gospel music industry hasevolved and taken new forms in the past few years. Taking into consideration the technological advancements, music production has become part of the popular music culture, hence a valuable commodity in the market. More so, the Western music influences that have infiltrated the music scene in Kenya have become inevitable- most Kenyans relate with American hip-hop, R&B, Rap and modern day ‘pop-gospel.’ Putting these factors into consideration, Kenyan gospel music has been used as a suitable commodity for the sole purpose of entertainment, as most of the audiences (mostly millennials) are focused on the ‘grove’ of the music and not the message of ‘spiritual nourishment’. For example, Size 8 hit song tiga wana which literally addresses the devil to ‘stop being childish’, regularly aired on secular radio shows. Additionally, most gospel artists are called upon to showcase their musical talents on the renowned ‘Churchill Show’. Not to mention that Gospel music artists have been contracted to promoting various products online, for example on January 2019, Mercy Masika partnered to campaign for the detergent brand Ariel and Size 8 a brand ambassador for baby products.(Namisango, 2015)
The objective of this research will be to analyze the prospects of gospel music/musicians used in the secular industry from a theological perspective and popular music scholarship. As the predominant religious population in Kenya comprises of Christians, the ‘misplaced’ role of gospel music has been a cause of concern and arguably detrimental to institutions who aim to uphold their spiritual mandate, hence the following points are key to understanding the shift of roles; 

· Gospel artists have trivialized the weighty and eternal matters

From the words of George Whitfield, ‘You blame me for weeping for yourselves, though your immortal souls are on the verge of destruction.’(A.Miller, n.d.) His words refer to the modern gospel artists who fail to carry the Biblical principles with the gravity it requires, despite the fact  that the souls of men are at stake. For example, the hit song ‘Thitima’ extracted from the Biblical story of Sodom and Gomorrah and Noah’s ark, is purposed to display the wrath of God upon those who are rebellious to His commands. However, the song has been used for political campaign slogans as, ‘Ukikosa kupiga kura utapigwa THITIMA’ (If you do not vote, you will be struck by lightning). Instead of displaying reverence and fear of God, the song portrays a lack of gravity. 
· The demand for entertainment has overshadowed the need to edify 

The Bible illustrates the purpose of Christian music (Colossians 3:16); to worship the Almighty God and build up the saints. However, gospel artists aim to perform music with ‘sensual’ effects and empty of any clear doctrine. The Bible envisions that Christian music saturated with Biblical principles is capable of teaching and admonishing.

· The ‘prosperity gospel’ influence
The ideology of ‘sow seed to prosper’ has swept up the Kenyan churches. This stands on the back of a misinterpretation of Biblical scriptures that are taken out of a wrong historical and grammatic context. Consequently, gospel songs become melodious renditions of the prosperity gospel ideology. Such songs remain self-centered, materialistic and boastful of worldly pleasures. 
· Gospel artists write music more for business purposes and not as Christian ambassadors

The business and profit model have become a driving force in the gospel industry;therefore, musicians are forced to become business individuals, giving the audiences what ‘they want to hear.’ Here, the audiences are the consumers whereas the artists are producers. Gospel artists eventually forget their primary identity as Christ’s ambassadors, compromising the ‘truth’ for worldly gratifications.  
In the popular music scholarship, a ‘genre’ is largely defined by the artist and the consumer, therefore labelling ‘gospel’ music as ‘Christian’ could be a hypothetical construct; for example, a song which entails biblical lyrics, may not necessarily qualify it as ‘gospel’. From this dynamic, it would be crucial to point out that individuals decode music genres distinctively(Wall, 2013), hence the idea of the gospel genre being ‘misplaced’ may not necessarily be a fact. Therefore, to understand why this genre (gospel) has been used to promote secular ideologies, there are key aspects to consider- as illustrated further in the literature review; 

· Demographics – youth subcultures
· Acculturation of Western music ideologies 

· Technological advancement towards commercializing gospel music 

2. Literature Review
· Demographics 
According to Alex Perullo, it is common to hear reporters and development specialists talk about the enormous population of young people in African countries. Particularly in development reports, authors argue that the growing percentage of youth, ranging anywhere from 20% to 33% of a given population. (Perullo, 2011)Therefore the vast population comprising the youth, play an important rolein shaping the popular music culture of Kenya. Popular music as a genre, has a great appeal and impact on majority of the Kenya youth. The musical tastes of these subcultures often shape the supply and demandof the gospel music genre. From his text, Popular Music and Youth Culture, Andy Bennet asserts that social actors (the youth in this context), are not mere cultural innocents who passively consume the waves of the music business. (Bennett, 2000) He argues that these youth subcultures interpret and appropriate popular music in ways that are critical and creative. (Bennett, 2000)  The youth are often the target market of most Kenyan gospel artists, more so, the youth are appealed by the hip-hop and ‘groovy’ aesthetics of the music as opposed to the message behind it. Therefore, it is arguable that most gospel artists are forced to adopt secular idioms to attract most of the population in Kenya which compriseof the youth.  

· Acculturating Western Music Ideologies 
‘How are we to think critically about artistic products and aesthetic codes which, though they may be traceable back to one distinct location, have somehow been changed either by the passage of time or by their displacement, relocation or dissemination through wider networks of communication and cultural exchange?’ (Gilroy, 1987)
In this rhetoric, Gilroy asserts that it is through the ‘diaspora’, that ‘black’ music traveled from its original source, acculturing to various cultural beliefs and practices. He refers to the diaspora as the dispersion of individuals from their home countries, as a result of colonization, imperialism and war. (Gilroy, 1987) Hence the gospel music in Kenya has assimilated to the popular music culture of America- Hip-hop, R&B and Rap music- explaining its appeal to the secular entertainment platforms in Kenya. For example, Sauti -Soul hit song ‘Yesu Nipende Leo Kuliko Jana’ ( Christ Loves me today, more than yesterday), is a fusion of acapella and R&B, appealed to the Kenyan audiences and gathered over nine million views on you tube, and aired on  Kenya secular radio stations.
· Technological Advancements 
The process of music production, through technological development has made the gospel genre more accessible, similar to that of secular music. In this modern age, artists can write, compose and produce their own music in the comfort of their homes.  Brian Longhurst asserts that music is available on-stream, as it were, water from a tap. It will be consumed via technologies that allow enhanced listening on the move and while engaged in a range of everyday activities. (Longhurst, 2007)Longhurst further argues that the development of digitalization is leading to the convergence of technologies, for example, CDs  are often sold with a ‘bonus’ DVD, DVDs are increasingly sold in stores that were previously devoted to music and finally music can be easily downloaded from mobile phones. (Longhurst, 2007) Through these portable gargets, gospel music is enabled to travel, hence used in platforms such as political campaigns, night clubs and night vigils. 

3. Methodology
Expounding on the theories mentioned in the paper, theological and popular music theory, this research relies on secondary sources; books, articles, journals and discographies. 
4. Conclusion 
In discussing the role of Kenyan gospel music in the secular context, this research gives two theoretical perspectives, a theological and popular music scholarship. These theories elaborate the shift of roles. According to the arguments given, the gospel music genre has lost its theological value, through its use in various ‘non-religious’ platforms. However, it is arguable that this concept goes against the actual teachingsof Jesus Christ. From the scriptures, Mark 16:15, Jesus Christs commands, ‘Go ye into all the world, and preach the gospel to every creature.’ From this scripture, He commands that His disciples should not only dwell with the ‘righteous’ but spread the gospel to the ‘sinners’. Therefore, it is profound to use gospel music in the secular industry and conclude that these theological theories are simply based on ‘human perspective’. Even though some gospel artists attempt to emulate the legit teachings of Jesus Christ, the crave for economic power has swept the Kenyan music industry, hence replacing the true gospel of restoration with ‘compromise’. Further research can be done, however on the role of secular music in the gospel music context- which can include aspects of genre assimilation, hybridity and similar performance practice. 
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