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Introduction

The gospel came to us as a potted plant.

We have to break the pot and set the plant in our own soil,

—D. T. Niles

During the summer of 1996, I attended a conference of Asian
Christians in Kuala Lumpur, Malaysia. Approximately 50 gathered
from over 20 countries to investigate the topic “Doing Theology with
Asian Resources.” I was the only non-Asian observer at this event
sponsored by the Programme for Theology and Culture in Asia, a
theological forum growing out of the Christian Conference of Asia. As
we listened to the diverse stories of those assembled, a recurring
theme emerged: How can we be Christian and still be Asian? While
Asian Christians express gratitude to Euro-American Christian
missionaries for a legacy of the Good News of Jesus Christ, they often
feel like cultural aliens in their own land. Euro-North American
influences remain stifling, especially in the area of liturgical ritual
and congregational song.

At one point in the conference, a Malay woman stood and reframed

the dilemma this way: “We need to remember that Jesus was born in
western Asia and sought refuge in northern Africa. He never visited

the United States.” While there is gratefully some evidence that things
are changing, little, if any, liturgical practice in the Ung
reflects the cultures in which the Gospel origin:
and Africa.

During the last half of the twentieth cen
to the ends of the earth. To a large p
the great missionary movements of
especially in the eighteenth and ninetee
half of the twentieth centug e

ast fifteen years of the twentieth century, hymnals in

a have begun to include world song into their

e SOngs represent a reciprocity between the West
art§yor the world. This is good, for finally there is a
musical dialogue between Western Christianity and other parts of the
world church. No longer are the materials flowing one way. What is
at stake theologically?

Theological Perspectives

Singing and praying globally is a dangerous business. If you choose
to sing and pray locally with a global vision, your worship may never

song affect our theology? While spac
on this point, let me suggest four are,

and physical poverty that
ifold wonders of the world that

a reorient our sense of God made flesh. The wonder of the
jon is too significant to relegate to a single world view. The
ee how others view God’s unique gift to us, the more we
understand the nature of salvation.

Creation. Carlos Rosas’ “Cantemos al Sefior” revels in the beauty of
creation, celebrates the blessings bestowed by the Creator, and
affirms with resounding “Alleluias” that all God made was good. Two
settings of Psalm 136 from Taiwan and Tanzania and “El Cielo Canta
Alegria” from Argentina provide us in word and song a new sense of
the vibrancy of God’s created order. The music of these songs
provides an exegesis of creation texts, telling us in structure and
sound of a God of infinite variety. Just as the “colors of creation. ..
form a harmonious rainbow,” our life together is perhaps better
described as a mosaic of diverse beauty rather than a melting pot of
bland similarity.? Singing songs of the world church helps us utter a
more complete praise to our Creator.

The Holy Spirit. From the earliest days of the church, Christians
have prayed that the Holy Spirit should “gather into one” all who
share the mysteries of the faith. The unity of the church is central to
the fulfillment of God’s work on earth. It is the power of the Holy
Spirit “whose infinite gifts make us one people: the Body of Christ.”
It is difficult to imagine a richer symbol of Christian unity than
sharing freely in each other’s sung prayers. Whether in the quiet
simplicity of “Dios estd aqui” from Mexico or the vigorous
invocation of “Wa wa wa Emimimo” from Nigeria, our sung
invocations are more in tune with the Spirit when they reflect the
four winds of the Spirit’s breath around the globe. Singing globally is
a concrete step that moves us from Babel to Pentecost.
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Eschatology — the Hope of Things to Come. Singing the
prayers of the worldwide ecclesia of the faithful embodies the hope of
things yet to come. It is truly a “foretaste of glory divine.” It is this
eschatological hope that allows us to experience a glimpse of our
future together in Christ. This is not a “pie in the sky by and by”
fantasy, but a vision of the future in the midst of overwhelming
suffering, division, hate, and greed. It is a tangible experience in
Christian community that sustains us until the day of the Great Fiesta
“when all peoples will join in a joyful banquet, when all tongues of
the universe will sing the same song.”® We experience now the
promise of the sacred banquet at which all of humanity will be
seated when we share “Come, Let Us Eat” from Liberia, “The Bread
of Life for All Is Broken” from China, or “Santo” from Central
America. The powerful promise of hope embodied in singing should
not be underestimated.

Praying for the World

One of the most revealing aspects of participating regularly in world
song is that this song has healed for me a breach between singing
and praying. As I have worshiped from Africa and southeastern Asia

to Latin America and the Caribbean, I have sensed that congregations

were praying through their song. For many congregations in the

United States, I perceive that a breach has ruptured the ancient unity
of sung prayer. Hymn singing has many values. These values include
nurturing theological formation and providing a sung “

disguise a primary function of hymn singi
praying, I am referring to the myriad
place in worship including invocation
praise and adoration, petitions of the fai

theme of the ecclesia — those called
d united in service to the world.

normative Euro-North American heritage? There is no uniform
response. Regardless of the socioeconomic, political, and cultural
similarities of any group of worshipers, those unifying perspectives
are always in dialogue with the individual experiences and existential
realities of each worshiper. The different modes, new instrumental
sounds, varied rhythms, and even the use of movement may be
another novelty for some. For others, these steps outside one’s
provincial cultural boundaries may be a distraction. Others may

move beyond novelty to a fuller awareness of God’s transcendent
nature or a sense of personal transformation as they encounter God
through the “wholly Other” from outside their experience.’

There may be those in the congregation who discover a fresh sense
of Chnstnan commumty or ecclesm as they center on

world. Intercessory prayer for the
ial concerns, as worthy and immediate

! n the context of global struggles that
od’s people throughout the world. Praying for the world
ask different questions: How might the Christian in
ndia pray in light of the recent escalation of nuclear
een these two countries? How might Christians pray for
unity in the strife-torn former Yugoslavia? What are the fears of
Russian Christians in the face of economic chaos? How do Christians
in southern Africa pray for health in a region of the world where
AIDS threatens, by some estimates, over 40% of the population? How
do Christians in Israel, Palestine, and throughout the Arab world
pray for peace? How do Christians throughout Latin America pray for
hope as previous despotic military regimes turn toward burgeoning
civilian democracies?

If we believe in the efficacy of prayer, much more of our worship
should be consciously focused on ways of praying. Sharing with the
communion of saints, both past and present, through their sung
prayers provides us not only with words to say, but also with
utterances beyond words that speak simultaneously to us and in
solidarity with those Christians who suffer and attempt to live
faithfully around the world.

Sung Prayer and Musical Performance Practice

With each song I have attempted to provide a brief introductory
background, notes on performance practice, and suggestions for
use within an ecumenical liturgical context. Issues of musical
performance practice are more than mere aesthetic encounters.
Within worship, performance practice concerns praying more
effectively for the world. We become open to another’s way of
viewing God as we pray through their songs. The purpose of this
collection is not to take a fastidious ethnomusicological approach to
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the music. Given our particular world view, we are not able to move
in and out of another culture’s music with total musical and
liturgical authenticity. This is not demanded of those who wish to
pray globally. While these songs can be used by choirs of all ages,
they are primarily congregational in nature. While choral leadership
is common in churches around the world, I have noted in many
congregations, especially in Africa and Latin America, that the
choir’s primary role is to help the congregation sing more effectively.
Itis in this spirit that I offer these songs. Ethnomusicological
research is informative to this effort. As we attempt to relate to
congregational song from a cross-cultural liturgical perspective,
musical authenticity becomes a means for attempting to encounter
the living God and pray for the world through the prayers of others
whose world view differs from ours.

To this end I offer some general guidelines for approaching the
songs of the world church included in this volume. The contents of
this collection have been limited to a scattering of selections from
Africa, Asia, and Latin America. They are representative of music
found in recent hymnals and from experiences that I have had in
recent years on site with the help of global mentors such as I-to Loh
from Taiwan, Pablo Sosa from Argentina, Simei Monteiro from
Brazil, David Dargie from South Africa, and Patrick Matsikenyiri
from Zimbabwe. Other musical-liturgical traditions such as African
American and Native American heritages could also have been
included. By choosing these songs, I am not expressi
for one tradition over another or making qualitatiyg j

fogestions for assisting the musician and the choir in
ongregation catch the spirit of African song south of the

aintain a steady rhythm (no ritardandi or tenuti).

o Steady beat.
Do not drop beats between repetitions or successive stanzas.

* Repetition. Repeat the music, adding more vocal parts,
instrumental sounds, movement, volume, and intensity until the
song “heats up.” J. Nathan Corbitt says, “African singing is not
beautiful in the Western sense, but hot. You don’t really start
singing right until you begin to sweat!” Stop singing when it feels

Introduction

right to stop. A hand signal could be given.

* Unaccompanied. Avoid using a keyboard instrument, if possible.
In most cases unaccompanied vocal music, except for the use of
percussion, is preferable.

® Percussion. Using percussion is not optional. Th
body are percussion instruments as well. Even if y
drums or shakers, you can divide the
contrasting rhythms to clap, creati

not have
several

® Dance. Using movement is not option:
the dance. Dancing may
in place.

patterns may not be indicated in all written scores and
ve to be added by the leader.

® Everyone participates. Break down the barrier between the
congregation and the choir. Encourage the congregation to
participate, not just watch. Again, J. Nathan Corbitt says, “A
common phrase used by folks in Africa is that Western music is
something you listen to; African music is something you do.”

Songs from Asia

The complexity of Asian music cannot be fully clarified in this brief
introduction. The following are some considerations that generally

apply.!°

* Monophonic Music. Much traditional Asian music is monophonic,
using only a single melodic line. While this may seem stark to the
Western musician who is oriented to vertical harmonies,
congregations can appreciate the simplicity of monophonic,
unaccompanied singing and its power to unify the body of
believers (ecclesia) gathered for worship. Many Asian hymns call
for us to listen to the “still, small voice,” a welcome alternative to
the contemporary emphasis on fuller volume, more instruments,
and increased technological sophistication.

* Heterophony. When harmony is used, it is best to employ a more
polyphonic texture rather than hymn-like vertical, familiar
homophonic chords. Furthermore, if instruments are used,
especially string and woodwinds, rather than playing traditional
Western vertical harmonies, the effect is one of heterophony with
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each instrument embellishing the melody idiomatically according
to the nature of the instrument, the scale of the melody, and the
style of the music. This is usually done in a semi-improvisatory
manner rather than being written down.

o Melodic Style. Many of the melodies, especially in southeastern
Asia, incorporate glides, most often sliding into a tone from below.
These are part of the style and should be taught with intentionality.

With the appropriate introduction and repetition, I have found that

many people are moved by the quiet power and authenticity of
these sounds.

o Percussion. While Asian hymnody often employs percussion, I
would avoid it unless it is indicated on the page.

Using Latin American Music In Worship

It is very difficult to indicate specific performance practice
suggestions that encompass the complexity of Latin American music.
To this end, I refer the reader to notes on individual songs. Since
Spanish is the second most common language in the United States, I
have expanded these suggestions to include not only issues of
performance practice, but also suggestions for using Latin American
song in worship. Some of these suggestions may be effective when
introducing music from other regions of the world as well."

o Sing Refrain Only. Invite the congregation to sing only the estribillo

(refrain) in Spanish first; have the choir sing the s

o Contextual Statement. Offer a brief (
introduction to the hymn and its ori

o Service Music 4
estribillos (refrai ) d prayer
c an entire hturglcal season, first with

poregation.

y on the estribilloW here there are just a few
vite the congregation to sing the stanzas in

the refrain in Spanish. Children and young people will
jt teachers and models for this.

oo, in. Spanish. Consider reading the Scripture for
the day in both¥panish and English when singing a Spanish-
language hymn.

e Listen to the Spanish. Read the song text aloud to the congregation.
This is particularly effective if you invite someone from the
congregation to read for whom Spanish is their first language. If
you provide a literal translation of each Spanish line verbally,
many people will be drawn into the rich and varied metaphors
and images of the text and will want to sing the hymn. Paraphrases

for singing often vary considerably from the original.

e Prepare the Choir. Make sure that the choir members (children
and youth too!) are secure with the hymn before you introduce it
to the congregation.

o Use Slower Songs. Include some of the slower, mo
in your Spanish-language repertoire. Do not stereo

Capture the Fiesta Spirit. A fiesta is not a
notes that fiesta comes “out of oppressio:

a.: Latin American Church Songs
th of which are distributed in the United

be found in the Lutheran (ELCA) Spanish-language
bro de Liturgia y Cantico (1998); an appendix at the
lists rhythms and accompaniment patterns for thirty-
five Latin American styles.

e Just Do It! Always be positive when introducing a Spanish-language
hymn. Do not tell the congregation that it will be difficult or “very
different.” Just do it!

Using This Collection

Above all, consider the fact that the more freedom the choir(s) and
congregation have to improvise and repeat as they choose, the more
they will be able to claim ownership of the service, which, dating
from the Early Church, has been theirs anyway.

With each song I have provided the following contextual information:
Background, Performance Practice, and Liturgical Context.

Background information varies according to the nature of the song
and the data available to me. When available and where appropriate,
information on the composer and/or author is included. At other
times a more general background is provided on the country of
origin or general situation in which this song was conceived.

Performance Practice suggestions include technical musical
information that should assist the musician to move toward a more
authentic presentation of the song. This section incorporates items
which are not in the Singer’s Edition: instrumental suggestions,
stylistic considerations, accompaniments and suggestions for
movement. In most cases I have also provided an IPA (International
Phonetic Alphabet) transliteration of the original text. In addition,
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Appendix B provides detailed assistance with IPA pronunciation.
When possible, I advise inviting a native speaker to assist the choir in
pronunciation. This may also be an opportunity to ask questions
concerning cultural background. A Chinese speaker, regardless of
dialect, would be most helpful for the two songs from that region.

Liturgical Context includes possibilities for use in worship. When
available I have also noted the context in which a specific song is
used in worship in its original setting. Present these songs in a
manner that enriches worship and assists people in praying for the
world. There is always a danger of stereotyping the culture of origin
by using songs for special effect or as a kind of ethnotourism. The
use of world song in worship increases the range of musical style for
the congregation and choir. In order to place this material within an
appropriate liturgical context, you may also wish to include a prayer,
litany or response from the country of the musical selection you have
chosen. This is an excellent way to extend the power of the song and
provide an additional cultural context. There are several resources
available. Some are included in a bibliography in the appendix of
this volume.

The Role of the Choir. I assume that the choir will be essential in
the introduction and presentation of these songs to the congregation.
In this way the choir will be fulfilling the role of helping the
congregation better sing its song. While the choir may choose to use
some of these selections as anthems, it is the intention
collection to provide songs through which the choir an

to have someone from
they know it. There gz
musicians from Af

ay want to enjoy the melody on a
g0. Learn only a refrain the first time

ieving musical perfection, is the goal.

together no

Learning the Style. Remember that many of these songs come
from oral tradition and had a history of performance before being
written down. Musical notation is only a general road map and, in
some cases, actually stifles an effective presentation of the music. A
recording is available that offers in some cases field examples of
these songs. It is not a professional recording, but should provide
assistance in helping the choir sing in the style.
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In addition, many book and music stores have recordings of
traditional music from around the world. The best teacher of
musical style is your ear. Purchase several recordings from the
regions represented in this collection and listen to instrumentation,
vocal style, ornamentation, and discern any other
information that might be available. The recording
specific songs from this collection, but of any relate

the assembly comfortable wj
contextual information tha

choir to teach the congregation the original
e when possible. This is an act of hospitality for those from
the world where these songs originate and an opportunity
wn the provincial barriers that divide us from fellow

of different cultures. It also brings to the singers the
potential of experiencing a foretaste of the grand fiesta when all will
sing together as one.

D. T. Niles reminded us at the beginning of this introduction that we
need to plant the gospel in our own cultural and spiritual soil. While
these songs are but 2 minute sampling of the rich and varied musics
sung by Christians around the globe, it is my hope that they will
provide models for learning additional world song. The paradox is
that the cultural soil of North America is varied and diverse, and one
need not travel far to find people who incarnate these songs. I
believe that the sung prayers of Christians around the world not only
have a place in the multicultural soil of North American Christianity,
but also can enrich it. Cantate Domino!

C. Michael Hawn, Compiler and Author
Perkins School of Theology

Southern Methodist University

Dallas, Texas
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