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1. InL!'oducll()1I

This sludy ,,; lo prov i de the sludenls of Afr i can L~nCJu~CJes, cspec i a l Ly

Lhose of 7ulu I r i o rat.ure , wllh the value of hymns as c rcal r ve a r l by

vr r Lue of I he excellence of Lhei r wnllng, t.he i r general aest het i c

and a r t.r s l r c meri t s .

The i nf l ucnces of Afr i can cullure on the hymn are an allempl lo show

the AfrIcan ingenuIty Ifl their tunes as Ilreal 11 music whIch IS fIt

for use In Chrlstian worshlp.

1.1 Aim of StUdy

The aim of study is to motivate cultural heritage amongst Africans,

to despise the past 1n their musical ability and be self-!'eliant and

original instead of imitating the Western musical systems entirely.

1.2 Statement of Problem

The problem is that of solving the question of African music as "real"

music worthy of singing when glorifying God. It is evident that

influences of African culture have made the Western hymn something

d1fferent f!'om what it orlginally was; especially in words, message,

tune, rhythm and intonation. It should be stated, however, that pral­

SH1g or wo rstu pp i nq HI the form of s i nq inq was prevalent long before

the Whlte men or MISSionaries came. There IS also a problem of whether

to alter Wesler" hymn tunes or to enl1ven the words thereof because

the Lune h~s lIs own prosody so should the words.
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1.3. Delimitation of Scope

1" the late 80's It IS strongly felt that adulterated copIes of

European arts need not be always employed by Afr i cans s i nce Afr i cnns

themselves have t he i r own necessary mat e r i a I for the purpose. 11 IS

therefore app rop r r at.e to assess whether African tunes are acceptable

for use If1 Chrlstiarl worslllp or flot.

1.4 Defin,t,on of terms

1.4.1 Afflcan

According to Oxford Illustrated Dictionary (1975) AfrIcan means:-

of Africa or its people,
African person, especially dark-skinned person
as distinct from European or Asiatic
settlers or their descendants.

Shuter's Contemporary Dictionary '(1959) says .African means:-

pertaining or belonging to Africa,
native of Africa.

Longman DictIonary of Contemporary English (1981) says this about

Afflcan:-

a person from AfrIca.

All the above clarIfy that AfrIcan refers to someone beIng born on the

AfrIcan contInent WIth speCIal reference to the haIr structure and plg-

mant at i on as acco r d i nq to the i nd i qenous people found HI Africa. It

must be noted that HI t h i s paper only Afr i ca south of the Sahara wi I l
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be trealed and nol the whole of Afr i ca ,

Cullure

Accordmg to Ho rt on and Hunt (1976: 47) culture lS:-

EverythIng WhICh IS socIally learned and
shared by the rnenbe r s of a soc i et.y ...
culture tells us the way if, which thIngs
should be done.

Culture according to Luthull (1981: 28):-

is that complex whole which includes
knowledge, beliefs, art, morals, customs and
other capabilities acquired by man as
a member of society.

This means that a man cannot live in isolation, therefore he cannot

learn words, customs, beliefs and habits on hIS own. So he needs

to belong to a society to develop these standards.

Ngcongwane (1983: 3) defines a hymn as:-

an Integrated un i t of language,
mUSIC and theology.

Ar-co r d mq to Vall cler Leeuw himne IS a classical concept, which in
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Greek meant:-

'n I i ed 111 p l cqt.i qc st.y l t.e r ve rhee r l i k i nq
van 'n god wat teenwoordig geag word.

St. Augustine deflned a hymn as:

the pr a i se of God by s inq i nq , A hymn is a
song embodylng the praise nf God. If there
IS merely praIse, it is not a hymn. For It
to be a hymn, it IS needful, therefore, for
it to have three things - praise, praise of
God, and these sung.

A hymn is creative at playing a SIgnifIcant role in the literature

of Africans. It must therefore serve to convey a message to God.

Hymn-singing should come out of one's personal feelings and simply

in one's language so that one can truly be involved in what one is

doing and understand it wholly.

1.5 Research Methodology

The fo l Iowrnq methods have been used in the research methodology.

1. 5.1 The InterVIew Method

People llke Bongarll Ngcobo and Mandla Mthembu were InterVIewed.

~-
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1. 5.2 Book Research

Certain books; pub Li cat. ions and pamphlets were read to c l a r i f y what

exactly the Af r i can mfIuence s were on the hymn,

2. The Hymn

The hymn 1S a sp i r i t.ua I art used to supplement D,vH1e Se rv i ce 1[1 church.

It 1S felt that sometimes when a preacher sees that tile congregatlon 1S

restless. he activates them by singIng - like In the Lutheran Church

service where the congregatIon is told. anytIme during the service. to

stand up and sing and then SIt down. A hymn as a means of conveying a

certain message to the "heart" must be sung at an accepted and establlshed

juncture. Phillips (196B: 233) when commenting on the nature of the

hymn. says:

The nature of a hymn, one supposes,
is to sum up, in language which evokes
a response In the human personality •.••

The hymn originated from the fixed tunes of pagan orIgin mainly from

Greeks at Mount Olympus. The hymn developed and spread widely to

other Western count.r i es and came to Africa WIth the mins i onar i es , SInce

the hymn was Introduced to AfrIcans a lot of amendments have been made

to accommodate it amongst AfrIcans. It must be stated, however, that

these amendments can only be ment10ned after a p1cture of the Western

hymn has been set forth.

,-
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2.1 The Western Hymn

The Western hymn IS the most popular for II IS rnn i nI y rc f loc l cd HI

all kinds of hymnbooks. It J:; the Westem k ind of church musrc

used regularly HI church so rv rces . For It to qual i fy as 3 hymn It

must be Li t.urq i ca l i n value. 5Hlce It IS of f i xcd I uru-s It C31l be

sung from memory e i t he r by numm i nq or by f i t I i nq WQl·d,;. The Western

hymn is great In structure and In the power of praIsing.

Great works of art in Western music like Handel's "MeSSIah", are funda­

mentally un-African but are highly respected for their powerful lyriCS

and stresses. The tonality of the Western hymn IS not natural to the

African and cannot be descr-ibed therefore as best music for the African.

The African adopted the hymn from the Western people. Walking in some­

body's shoes IS very difficult especially if the custom of putting on

shoes is new to one. Since singing is a form of relieving one's feelings

it is much simpler in one's language because many converts can arise.

Singing foreign tunes gives a connotation that the African has lost his

identity in as far as his musical ability is concerned. It is essential

to highlight African singing to illustrate this point.

2.2 African Singing In Worshipping

The traditional religion of the African people IS based upon the ancestral

spirits and the superrlatural power whom ChrIstianity refers to as God.

MUSIC has always been HI the ve iris of an African and no one needs to

discover it. Even when pe r f o rnu nq ce r t.a rn rituals, SInging IS always

prominently featured. Husklsson (1969: 4) had t.h i s to say about African
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mUSJc:-

It must be remembered, however,
that the mUSlC of the Bantu cannot
be divorced or disassoclated from
the entlre complex of Bantu Ilfe,
individual and communal, and then
social and ceremonial pattern of
living, both in the vlliages and
in towns. In considering the "tradl­
tional" aspect, we find that diffe­
rent ethnic customs are strongly
reflected in song.

Singing is very old amongst Africans and a number of terms will

suffice to illustrate this. Terms like "ukucula", "ukuhuba",

"ukukhonzau , "ukuhlabelelall, "ukuhaya" and many more specify

that singing is indeed a broad concept. There is no specific

term for hymns in Zulu and Xhosa. Only the Sotho languages

have a definite term for hymns - difela.

The Africans have the right to sing African hymns congenial to

African ideas because real mUSiC rises from the depths of one's

consciousness. The European tunes committed murder to African

languages as a result of thelr ill-fltting words. Ngcongwane

(19B3: 12) says:

In South Africa the misslonarles did
not even master the local languages
properly, before they started wrlting
hymns.

Il,." sImply clarJfJes the fact that miSSlonaries composed hymlls Jll

",
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poor Lanquaqe . lhe i r compositions however, La i d a foundal i nn to all

artistic work~3 st i l I La be rendered by Af r i cans l hernnc l ve s . It JS

remarkable that some Africans, Like the Zulu re l i q i ous leader, l sa i ah

5hembe, composed hymns. 5cheub (1985: 495) remarked:

Chr i s l i an hymns were composed by the
r e Lrur ous leader, Isaiah Slicmbe (el86S - 1935),
io the early years of the twentieth century.
P. J. Gumede and Ngazane L ut hull a IsD composed
hymns.

Jones (1976: 41) had this to say about 5hembe:

Isaiah 5hembe poured out hymns
of his own composition, more or less
in the Zulu style with characteristic
Zulu harmonic structure .••• The
5hembe congregations include African
dancing as well as singIng 1n their
ceremonIes.

'/
,/

Since missionaries came with hymns which were mostly of pagan or1g1n

in tune, the African IS liable, therefore, to compose his own hymns

from secular songs and fIt the relig10us words for a start. ThiS IS

because no true AfrIcan musIc is sung In churches up to date. The

result of thiS IS the translated hymn brought by the Europeans - for

little at t ent i on was given towards the development of genuine African

hymns. Ih rs st nndrs to reason that most of the hymns sung are therefore

translated from Inglish tunes.
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2.3 The trans lat ed hymn

African 131H]U<HJGS are very clumsy i n lranslalcd hymns. rrofe~~~)()r Kl rb y

remorked about thIS '" Barltu StudIes (volume 4, 1931, p203)

the Bantu word-system fIts III
with European Ilymn tunes.

This IS because translatIon results In the dIstortIon of mearllrlg.

Southern African languages have words with more syllables than EnglIsh

or any foreign language. ThIS is more experIenced with words lIke Cod,

Lord, heart and bless to quote but a few. The Zulu for example say

lI uNku l unkul ull, "Nkos i II, II inhliziyo" and "bus i sa" respectively. There

is but Jehovah used in both English and other Afr i can languages and

these have the same number of syllables. The only problem with AfrIcan

languages in most cases is that of prefixes. With African hymns extra

notes have to be added because European tunes fitted the prosody of

their language. It is impossible therefore to use Western tunes while

still preserving the natural stresses in African words. The tune then,

must have rhythm which suits the African rhythm. The African tonality

needs to be utilised and respected because worshIp must go hand in hand

WI th feelings.

The mIssionarIes must be praised for unearthIng the task of gIVIng

translatIons to the hymns. ChrIstIans must use theIr gIfts not only

wltl"n the four walls of the Church but In the world outsIde where a

wholesome presence IS so often mISSIng. This they really t.r i ed to do

hut Itwy were not in full demand of the Afr i can language and they

.-
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forcefully filled words i nto t he i r l une , Lvent.ua l l y , l he mcan i nq W8S

no longer the same wi t.h t.he or i q i na I one wh i ch t hc composer had meant

to say initially. Ngcongwane (1903: 5) says:

It 1 S necessa ry l ha t even 1 n song, Ihe
words must slill say ~lat lhey mean
to say.

It is essent i a l at t h i s juncture 10 render an Lnq.li sh ve rs ion of a

hymn taken from the Alexander Hymns number 3 WhICh was later trans-

lated into Zulu. Only the fIrst stanza will be treated. The hymn

IS titled "Onward, Christian Soldiers'" (1973: 351) Here is the first

stanza of this hymn:

Onward, Christian Soldiers!

Marching as to war,

Looking unto Jesus,

Who is gone before.

Christ, the Royal Master,

Leads against the foe;

Forward into battle

See his banners go.

Onward, ChrIstian soldIers'

Marching as to war,

LookIng unto Jesus,

Who is gone before.

The Zulu version of thIS hymn In" Incwadl Yokuhlabelela YeGarldla lama-

Luthere (1973: 75) goes:
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Ptlerldukarll, lltllobo,

Phendukarll nonke!

Nans] Inkosi yeflu

In i funa ,

Yiyo enguJesu,

Enibiza manje,

Lalelarli zwisisarll,

Phendukani bo'

Phendukani nonke,

Nize kuy' uJesu

Thembanini yena uMslndIsl'

The English version of the above hymn does depict the shortcomIngs of

the translated hymn. Translation of the titles of both versions depIcts

distortion in meaning. Two verses will be treated from each stanza.

The English verses read:

Onward, Christian Soldiers!

Marching as to war

The Zulu verses are:

Phendukanl, zlhlobo

Phendukanl, nonke

The IllJSSJOfl3flCS referred to Af r i cans as "k i nsrnen" and not "re l at i ve s"

or "Frr euds" by sav i nq -z rh l obo . They thought the term would be very

handy for i raus Iat Ion and they also had the i nt.enl i nn of t e l l rnq the
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African "to repent" whIch IS lI ukuphe nrl uk 3 11 In Zulu arid not to "t urn

around" as one ITlHy Ltu rik , They had at t.r-nded tile Holy W(]r~.> ca rl r cr on

as Crusaders. So they took Af r i can people t o be bo rua rr ans WIHl did

not want to go to God and leave bch i nd ,,11 t he i r POSS(cSSIOIiS. III ol he r

words they were prescrlbJrlg reperltarlce as D rlrc1'equlslle for Af(·lcnrl~.

They also took Afl'lcans for a very stubborn people because they repeated

some words WIth the not 10" that the AfrIca" would ultImately get "sed

to them. Phendukanl In the gIve" example suffIces 1'1 thIS ease.

Repetition, however, IS a powerful i.nqr e di ent. HI poetry. CreatIve work

calls for blending words skilfully whIlst the very same words produce

or offer a sound message. TranslatIon (of hymns) does not Imply

either distortion in meaning or confus i on , It must be noted that it

is not only the African mind that notes this but Jones (1976: 27)

has this to say about the ill-translation of hymns by the Europeans

to sum all this up:

But as long as people persist in forcing
African words into a tune that was made
for a language of different quantity and
rhythm there will be the danger of cutting
off a part of the essential dog instead
of lopping off the more or less ornamental
tail, so that in the translation of a good
original the thought WIll be often inter­
ferred WIth.

.---
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J. African Influences on the hymn

MUS1C as a social interact.ion 15 mai.n l y qove rucd by culture. Amonqst

Af r i cans rnus i c portrays life Itself. 1'0(- the Afrr cau , mUSIc enqu l f s

all life situations. MUSIC among the Afri can people calls 1'0(- feeli"'Is

and movement. Worship therefore cannot be d r vor ced from f ee Linqs . It

is essential at this po i nt to remark on the aspects of Af r rcan mUSiC

and African rhythm.

J.I Music and Rhythm

For the African these are inseparable like the SIdes of a cOin. [1'11'1-

fying these aspects one by one Will be attempted hereunder.

3.1.1 Music

Music is the arrangement of sounds in pleasant patterns and tunes. It

IS an orderly sequence of sounds giving satisfaction to both aesthetic

and creative instincts of the performer. African music IS baSIcally

characterized by melody, harmony and rhythm. Accordi nq to Hu sk i ascn

(1969: 2)

Bantu mUSIC IS maInly vocal, and that theIr
melody has grown up In aSSOCiatIon With
words. . .. AII Bantu languages are "Lone"
languages and thus, melodically, the Bantu
song IS subordInated lo semantIC lone by
f'ol l owinq the rise and fall of the tonal
structure of the language.
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During the I i me s of' our fore-fathers man had I o aac r i rlCC~ a goat or <:In

ox t o the ances to r:) but he had too fFe r musi C and dnnr:e l o God. 1he

African sang to Cod even HI times of .so r row . The r i t ual of n:;kHlq for

rain from God was ofLun performed. The soriqs which were :iUIH) 111 such

ce r emoru es are strongly char ac t er i zcd by a f a Ll i nq lone l r kc lho'Je sunq

for wars and funerals. The f a l l i rrq t one bears the mood of be qq i nq .

It is evident thaL European mUS1C does noL have Lhe eleme"l of lhe fal-

ling Lone. An example of a LYP1cal Zulu song wIth t h i s stamp reads:

fuhi ?

Bayomgal' okaNdaba.

Later a funeral song or chorus was constructed on more or less the same

tune. Its lines are as follows:

Ezulwini

Kuwe baba

~kungenl sana khona.

The phases of both melodies are lengthened to dep i ct the sad mood so

as to make them fairly long.

It must be hlghllghted that Afrlcan muslc, especlally the type lhat

15 sung to convey a cert,ain message to God is mairlly takerl from the

Bible readings, secular songs and freedom songs. A person I r v mq m

the slums cannot behave Like a bourqeo i s all the t irne and i n all

respects. It therefore rleeds to be comprehended that Africa" musIc



3.1.2

- 15 -

is whDlly affected by the c i r curns t ances sur r-ound i nq h nn '"ld 11 I"
impossible to divorce one's feelings wherl one is wo r ah r pp t nq . W()r~;hlp

calls for trust, faith and devot i on.

Rhythm

This is the mos t impor t ant element HI Af r i can mUS1C. Rhythm lS free,

fixed and very advanced In AfrIcan mUSIC. Rhythm usually conslsts of

a set of drums, hand-clapping, the stamping of feet, each wlth a rhythm

of its own. Wooden drums provide pulsatlng rhythm WhlCh accompan]".

singing and dancing. The drumming styles di ffer in tempo because

they depict different dertomi nat.i oris . FDr example, a person whD knows

some o f these denomi na t i ons quite well can tell if the drums are those

of the Zionists or Shembe church. Mthethwa in Koppers (1988: 20)

remarks:

A mono rhythm in African music is nDt a
rhythm, real rhythm begins at croaa-j-hy t.hm
level ••• rhythm In African music aesthetics
is the resultant Df two Dr more rhythms.

In African music there must be voice, the c l app i nq of hands and the

stamping of feet. Other mst.nments Li ke the gUl tar and conccr t i na

may be used. All these r nc Lud i nq ot he r va r i ous body movements cent rJ-

bute a lot tD rhythm.

It must be not ed however, that stronger elements I i ke s yricop at i nn ,

heterophony and r epet i t Ion feature p ronu ncnt ly i n Afr i c an mu.: r r- sling
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in worshipping ceremonies. Call and Response t rs mout.Ly t h« o rdor of

the day. RemarkIng on lhese mlgl]l be "ecessary.

3.1. z.i Syncopation

Syncopation according to Longman's Di c t r ona r y refc rs tn r-hauq n iq tile

beat or rhythm of mUSiC by givIng force to usually less forceful bCH[,;.

This IS sometImes called robbed rhythm. ThIS IS aggravated by emphasIs

which builds up In staccatos. Hymn 12 of Sotho hymnal when written

clearly in staff notation reflects thIS. Only the first stanza WIll

be written and the first verse will be clarifying the pOInt. It says:

Rea u boka, Morena,

Re ntse re thabela uena;

Re sa phela hamonate

Ka paballo ea hao, Ntate.

So the first verse" will read thus:

: d : dJ1 d

11 Re- a 1
....9......=.l1

U bo-

:d r :m

ka Mo-

r d:

re fla,

Syncopation is maInly found In translated hymns because si"glng the

f'o r e i qn tunes demand a clear command of the language where one wr l l

understand the stresses and sIng them correctly. AfrIcans are domInated

by this element lrl music.
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3.1.2.2 Heterophony

Hetero means oppcs i t.o and as one IS conccml ra l i nq on ACricill1 I1\tJ~31C II

therefore stands La reason thal lis oPPO~3Jlc at I h i s poi ut III I i nu: I~;

the Western hymn. Afr i.can mUSiC IS o r i qr no I l v hcl c rophruu c tn tlu-

sense that the words not composed by the composer 'let H' and a l no

that the parts used are rnu l t i pl i ed by the people s i nq i nq 11I<e <1ddHiC]

a second soprano or first tenor and so on. TIllS IS SImIlar La dramn

and poetry, especially tradi t i ona l poetry, where one adds I i ne s winch

become melodic though not in compcs i t i on , In the Western hymn there

is absolutely no such. Heterophony goes hand in hand wllh Call

and Response. Another factor which makes Af r i can mUSIC to be h i qh l y

heterophonic is that in church there are mainly two groups, namely

the youth and the elders.

The elders go for formal worshipping, no movement and a sp i r i t of

piety. In many tunes they use largo instead of allegro and thlS

offends the youth. Their way of singing is not devoid of emotional

feeling and some even burst out in tears but sometimes they become

jolly and that changes the mood and rhythm even on the very same

tune. What is surprising is lhat when they s i.nq choruses I hey pe r f'o rm

dance as a highest form of worshlp.

The youth on lhe olher hand want to be ac t.i ve and en j oyi nq . They

•
prefer mUSIC nccompanied by Instruments with a lot of movement i nvo l.ved .

3.1.2.3 RepetliJOn

Repel It i on , <1:. JI Il(l~} already been ment i oncd before. IS [ll(J~~lly present
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HI l Iu: Af r i can st y l c or s mq mq. nepelllJolI accnrdi nq to NgCorHJW<IIH.~

(1'J1I7: 44) IS:

A t.yp i ca I Afr i can style of t e LLi nq.Rcpet r t r on
IS part of our very nalure: you qc l It Hl

our songs and you gel 1 t Hl our t rad i { r ona I
poetry.

Obviously the most interesting aspect of repet i I i on 1S call and

response.

Call and Response

In this type of repetition there usually is a leader of the song

like in the Isicathamiya music where one gUldes the followers.

The example of this is clearly depicted ln the ladysmith Black

Mambazo's song Amagugu Alelizwe Ayosal' Emathuneni. The song says:

Amagugu alelizwe ayosal' emathuneni

Ngiyolala ngingedwa ethuneni lami,

Senglyolala ngingedwa ethunefl1 lami.

The leader of the group is sometimes heard saying llAmagugu 11
, "Scno i sh '

;l/l1;ICjUgu" or even 1'Hhay' amagugu ll at different mt e rva l s and then his

followers will Lhen take h i s beat together wi t h 111m. I:e samet 1mes

Int rude s rnel od rc a l Ly even in the midd l e of a Li ne Lr ke Hl "nqJllgeciwo tl
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and no on.

This lmpperre If! We~>tern hymns t houqh f o rmnl Ly COlllpo~]ecl ;1:, \'110I'dl (llLJ~;IC

like HI an En'll,,;h hymn HI the Alcxande r's Hymns (l9n: 71) Willcil ""yS:

I need Thee every hour,

Most 'lraclous lord;

No lender voice llke Th,ne

Can peace afford

Refrain:

I need thee, Oh, I need Thee:

Every hour I need Thee;

Oh, bless me now, my Saviour,

I come to Thee!

"No tender" and "0h! bless me now" are usually used in 11 r nt r udi nq"

this song. Certainly this is done harmoniously.

3.2 Message and Words

Words are a means of conveying a message. To receIve a message calls

for appropriate words because words express one's sirlcerest slale of

rn i nd , Western hymns employ a r e f'r a i n to emphasize what they call

mess;lge. It IS therefore hard for the Afrlcan to preserve the words

of a Western tune because It i s mostly Hltolerable when bent i nt o

Af r r cnn tune. An oxnrnp Le of t h i s IS t hat Africans have a s t ronq

aud rh l o vowel III lilp lasL syllable such as i r: Amen they rc rnf'o r ce



- 20 -

the word by add i nq l he vowel -,- and I he wnrd bccornon I\m,,,,,. Mnoy

words are usually bent from t he r r W(~st(,l'n nrlq1l1~) to lJp Atri r-aru z nd.

A line reading thus "God let l h« dRy have 1){~C1ce 111 t h i s housre" may

read "Cod i 1ethi deYl hevi phiSI Jill LhlSl hous i ", In i « 1:' even

d.i f f i cu l t t.o write but r l s composer or rat he r the m:-111 tJehlrld i l t: words

"loves" this conq I omorati on , To express one':, f'ce l i nqn one fr1w;l usc

one's mother-tongue. Ih i s kind of "I r ans l a t ion" by the African It. an

adoptIon of the master's la,'guage. Ngcongwane (1987: 31) says:

translation cannot be regarded as the
best thIng to do WIth a work of art ....
Every language has its own unique phono­
logical, morphological and syntactical
features that cannot be rendered In
another language and still look exactly
the same.

J.3 Tune and Intonation

Tune is the arrangement of musical sounds and IntonatIon refers to

the pattern of rise and fall In the level or pItch of the VOIce

as according to Longman's Dictionary.

The tunes which came with t.he mIssionarIes were ready for most hymns

and they had to f i t Afr i c an words Into these tunes. It IS very hard

to do thIS because Afrlcarl languages have Inlonallorl And ObVI0lJsl)'

the meanIng IS lilt imat e l y destroyed.
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The African has therefore felt comfortable wr t h h i s ,,,,cut'll' SOIl'J'; ",,,I

has composed words for the so-r-al led !Wllq:; III order t 0 accununodnt o

Chr i s t i an i t v . To p r esc r-vo a tune one HHn;! ()ft(~fl iuvo lvo v i o lr-nco ,

West.ern mUSIC as "popu La r " rnus i c 111 chu r ch ncccrd.mo Lu Af rr canc .l~;

"out of fashion" and Af ri can mUS1C i rs 1<1. MlilclilW<I HI Koppers (1900:21)

remarks:

The Christlan church too whlch used to
think that only Europeall mUS1C appealed
to the Lord, has suffered a 10L of
pressure as a result of rejeetlorl and
adaptatlon of the European church hymns
by African congregations. It lS through
study of indigenous music and accompanyIng
dance forms that we can hope to find
solutions for problems in other music
genres. The rejection of Western hymns
for example, and the outcry by the church
interpreted as rejection of Christianity
by Africans, can only be reconciled by
understanding indigenous music and its
concepts first.

An African song reading thus reads:

Inj' emnyama

Idonswa ngeketanga,

Ngabe kwenzen,jani'

Izin,ja zobulawelanl'
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This song has lUrIwd nul to bo a church ~"iOllC] wlllch says:

S.1phum' erlCFllllle7Wl~rll

Sllh<..~lhelelw' lLOI10,

UJ,,,,u "amhla" je.

Salhan' uzoYldel' i rik an r •

This IS pure African music, ge"ulne I" style and created by lhe AfrIcan

mind for lhe Afr i can chi Id through Af r i can cull ur e ,

4. Evaluation

The hymn as Western music has rhythm, melody and harmony and the

African had to accept it as such because it was prescribed to him

by the churches. Music means life itself to Africans because it is

a social interaction governed by culture. Africans cannot be isolated

from music because that would mean death itself.

If African music can be sung in church even the youth that no longer

attend servIces would be easily encouraged to go there. Nothing

except music chucks out many people from church. This does not mean

that all what is Western musically should be discarded, bul other

cultural Influences should be accommodated.

The hymn lherefore Will always be bent inlo whalever lhe AfrIca"

wants it to be, for l lu-re IS "0 need to irm t at.e the Western rnusi c a l

systems ent i r-e Iy , :ill"'<' the Afr i can has not. losl h i s i dent.i l y .
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The study of hymns to Af r i cans is however, a flew trend. Ih i s means

that there lS st11J " Jot more to be unearthed, but much has already

been attempted.

In conc lus i on Dr Louw HI Jones (1976: 49) remarked:

When one true African Cnr i s t i an is brought
to disregard any form of church mUSiC that
he may have known in the past, and breaks
forth p r a i s i nq God i n the musical ldlOm
that lies closest to his heart, half the
battle will have been won. This is not
impossible.
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