e - T - .

w ASBURY %%« B.L.Fisher Library

THE WHOLE BIBLE FOR THE WHOLE WORLD Instructional Services and Academic Technology

Dol b ‘-
el B AT BN
3 o s s (. (bt - o

This material has been provided by Asbury Theological Seminary in good faith of
following ethical procedures in its production and end use.

The Copyright law of the united States (title 17, United States code) governs the
making of photocopies or other reproductions of copyright material. Under certain
condition specified in the law, libraries and archives are authorized to finish a
photocopy or other reproduction. One of these specific conditions is that the
photocopy or reproduction is not to be “used for any purpose other than private
study, scholarship, or research.” If a user makes a request for, or later uses, a
photocopy or reproduction for purposes in excess of “fair use,” that user may be
liable for copyright infringement. This institution reserves the right to refuse to
accept a copying order if, in its judgment, fulfillment of the order would involve
violation of copyright law.

By using this material, you are consenting to abide by this copyright policy.
Any duplication, reproduction, or modification of this material without
express written consent from Asbury Theological Seminary and/or the
original publisher is prohibited.

Contact

B.L. Fisher Library

Asbury Theological Seminary
204 N. Lexington Ave.
Wilmore, KY 40390

B.L. Fisher Library’s Digital Content
place.asburyseminary.edu

800.2ASBURY
asburyseminary.edu




MUSIC IN CHRISTIAN EDUCATION

A Thesls

Presented to

the faculty of
Asbury Theological Seminary

In Partial Fulfillment
of the Reguiremsents for the Degree
Master of Religlous Education

William F, Brusk
May 1987



APPROVED BY:

Dr, J. D. Robertson
Asbury Theological Seminary



CHAPTER

TABLZ OF CONTENTS

L A WORD OF INTRODUCTION

[

- . L 4 . L * * L

I.L. THEPOWEROFMUSIC. . . . . . . ¢ ¢« s

H

IV. ADAPTING MUSIC TO DIFFERENT AGE LEVELS
V. MUSIC IN THE WORSRIP SERVICE , ,

THE PHILOSOPHY OF CHURCH MUSIC

. . * L L]

. * L] L] L]

V1. THE CHOIR: ITS8 PROGRAM AND ORGANIZATION,

VIl. INSTRUMENTAL MUSIC, _ . .

VIl. CONCLUSIONS ,

BIBLIOGRAFPHY

L] - - » . L - L ] -

* L] L ] * L] L] L L] .

. L] L] . * . L . . L d - . ] L] -

L - L] . . [ [ 3 L]

-

PAGE



CHAPTER1]
A WORD OF INTRODUCTION

Music is a vital part of the educational program of the Christian Church.
Almost every activity of the Church makes use of music in one form or another,
Loug and careful study bas been given to the uses of music in Christian worship.
As a rosult, there have been devised procedures and methods that sesk to guar-
antee the bost results to the end that the work of the Kingdom prosper and ad-

Vance.

1. THE PROBLEM

Btatement of the problem, It is the purpose of this study (1) to emphasize
the power of music in the life of man, (2) to suggest a working philosophy of
Church music, and (3) to seek to adapt this philosophy to the needs of the Church.

Importance of the study. We live in a musio-conscicus age. The common
man of our time has easy access to the best in music. In these days of high
fidelity phonograph records, television, and radio, almost anyone of even meager
means can enjoy good music. If there is any agency through which the finest in
music should reach the people, that agency is the Christian Church. Any effort
extended to enhance the music of the Church surely needs no justification. It is
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the writer's hope that his calling attention to the potentialities inherent in music
and in congregations will result in improved worship services.



CHAPTER Il
THE POWER OF MUSIC

Music bas been called the universal langunge. It is a known fact that with
the use of music many of the barriers ordinarily hindering the work of Christian
teaching are broken down. Through good sacred music the Church can weave a
strand of bolief into the hearts of the most cynical, By this means the grest truths
of the Christian faith can become almost irresistible, Truth presented in beautiful
melody can teach the otherwise unteachable,

Both the secular and religious world recognize the power that music pos-
sessos, Everywhere attempts are being made to stir people to some type of
action with the use of music, A classic example is found {u a8 commercial tune
used by the General Electric Company, in which one stanza of & beautiful melody
12 used to compliment the people of Kentucky on their state; another tells of the
company's Appliance Park in Louisville, Kentucky where excslient products are
made by Kentuckians. Here music is a major force in salesmanship. The Ken-
tuckinn, loving Ms state, is likely to be predisposed toward the General Electric
Company and its products.

The power of music is obvicus from two radically different kinds of music,
It is an incontrovertible fact that much modern popular music has a demoralizing
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effact upon our youth.l At the same time it is axiomatic that the traditional music
of the Christian Church has had great infiuence for good, Music can pull down or
it can Uft up. It can demoralize the life or it can inspive to lofty heighta of heroism
and saorifice, 2

Music can be a direct outlet for the emoticns, In this regard, both religion
snd medicine have made use of 1t.3 Since it often happens that & given plece of
music may bring back to us a past experience, the value of music in helping one
express himaelf freely is incaloulable, Music can be a potential factor in helping
"to satisfy the hunger of every human being for self expression, "

Mental institutions have learned that music offers patients the opportunity
to "abreaot". Buch opportunity is a significant step toward emotional emancipation
and the building up of the ego. Under the impact of music the patient forgets that
be is in restraint; by lstening to, and participating ia singing his mind feels freer, 5
Under its power the viclently insane have been soothed, the epileptic has boen spared
from attack, and patisuts without number have the better withstood pain. 8 One sutho-

1Pnil Kerr, Music in B
lishers, 1850), p. 22.

ad. . p. 21.

3william Van De Wall, Music in Institutions (New York: Russell Sage Foun-
dation, 1936), p. 25.

4Cecil E. Lape, "A Local Church Organizes Its Music Program,” Religious
Edueation (Sept, ~Oct., 1849), p. 274.

Brra M, Altshuler, "The Organisiu-As-A-Whole and Music Therapy,"
Therapy, ed., Edward Podelsky, (New York: Philosophical Library, m«).':p#%. \

Sxerr, op. cit., p. 31.



5
rity in this field of mental sickness writes that the possibilities to foster health

are as manifold as are human needs. 7 Its constructive role in lifting a person out

of a depressed mood has been demonstrated time and again. 8 This effect is par-
ticularly desirable in a worship or teaching setting where the individual may find
relief from the burdens of life in the inspiration of the prelude or the hymn., Un-
desirable emotions and attitudes have been known to vanish in such a setting. 9
Beauty of melody and harmony coupled with the teachings of Christian theo-
logy is a storehouse of power. Saint Augustine remarked that words that were
sung moved him more than the same words spoken. In the service of the Holy
Spirit music has been powerful to change lives. Martin Luther believed that next
to theology music was the greatest of the arts. The Reformation was sung as well
as preached! But this writer does not wish to implj that music is more powerful
than the Word of God. However equisite the tune of a hymn, the words, if they
be truth, and especially Bible truths, must ever be more potent than the music.
Wrote Saint Augustine, ""When it befalls me to be more moved with the voice than

with the words sung, I confess to have sinned,"10

7Van De Wall, op. cit., p. 87.
8
p. 115.

E. P, Herman, "Music Therapy in Depression,' Music Therapy, op. cit.,

9Bernard Hilliard, "Music Therapy for Emotional Disturbances," Music
Therapy, op. cit., 1. 122.

1°Joseph N. Ashton, Music in Worship (Boston, Chicago: The Pilgrim Press,
1943), p. 31.
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What leason iu doctrine could make men foel more keenly their need of an
atoning Savicr than the singing of, "What can wash away my #ins? Nothing but
the blood of Jesus!" Actually, that which determines whether music is distinctly
Christian or not is this sentiment of werds., The process of asscciation plays
such @ significant part in learning that it is almost inconceivable that ono hum a
familtar hyma tune without belng somewhat impressed by the accompanying words.
When & hymau is once learned the mere recall of the melody will automatically
bring to mind some of the content value of the hymn. In this mamner a wealth of
Christisn teaching wmay be stored in the heart and mind, In Christian teaching
musio 18 of value but its value is not intrinsic for without the words definite and

mmmdmmhom.“
Mustc knows no social class, It is used by the rich and the poor. In war

and peace, in industry and science, in school and church, it has its {nfluence. It
is present from the cradle to the grave, In infuncy the lullaby scothes. In child-
hood the world of ftantasy Includes the music of the nursery rhyme, In youth the
popular muste of the day shares place with the more wholesome music of the home.
Whim entertaiament is sought, music is sure to play a vital part, In church, music
will occupy sppraximately half of the service. At death the comfort of musio con-
soles the mourner.}? Music truly 1s & potent facter in the life of the individual,

1lwade Crawford Barclay, The Church and & Christisn Soclety (New York,
Cinoinnati, Chiocago: The Abington Press, 1938), p. 119,

12pa0) Xerr, op. dit., pe 26,



One authority says in this regard:

And heve is a factor that must not be overlodked,.. When used in the
cause of Christ, mmmwmmmm. but it
also carries the endued power of the Holy Spirit! X music itsel! is
poweriul, and if that natural power ean be added t0 by the sndnement
of the Holy Spirit, then it behooves the Church to make the best posatble
use of this great potential power, 13

A3mnid, , pp. 26-27.



CHAPTER I1
TRE PHILOSOPHY OF CHURCH MUSIC

Education in the church 18 conditioned by the goals or goal that is sought,
Musioc in the church is also to be regulated by over-all aliz, It is caly as the
music offerings conform to this alm that the purpose of church nwsic becomes
really meaningtul.

Church music is net to be sppraised in terms of artistic perfection. In
secular schools oue is constantly given opportunity to develop artistic ability in
music. Elementary schools, high schools, colleges and universities provide an
opportunity for musical training that far exceeds that which the average oburch
offers, Of course the church is conceraed that in all its musical endeavor the
highost artistic perfoction and musical correctness be attajned. Poor musicianship
can but weaken the worship aervice, But too often those in authority are more in-
terested tn a poliahed type of music than in that which ministers to the devotional
seeds of men. Policies and practices in church music should always reflect a
high regard for the spirit of sacred music. Senssticnalism or sentimentalism are
no substitutes for depth of feeling and understanding.

Yparold C. Mason, Abiding Values in Christian Education, (Westwood, N.J.,
Los Angeles, Loudon, Glasgow: Flemiog H. Revell Company, i966), p. 19.
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The technical aspects of the music of the Clarch mwust always remaiy secon-
dary to the true mission of church musio, thet of accomplishing semething for the
Kingdom of God.2 The clmurch musicisn is not s professicaal critic, not an idealist,
not primarily & musioal schelar; he 18 a servant, He must utilize to the utmost
whatever musical taleat is present, to develop a musical program that will enrich
the lives of the worshipers,

Church musio is not merely sn embellishinent of worship. It has a place to
fill that cannot be filled by any other medium. It 18 of course ever & means i an
end, never au end in iteelf, Ashton's view of church music is here in point:

The ideal of church musie 18 to be found in ite function. This fumction
is religious: to bring to stronger and clearer conscicusness and to greater
vitality our inherent religious nature, At the heart of church music must
ba the consciousness of this religious nature; the sense of the divine, of
goodness and rightesusnens, of the Almighty, the Etornal; the sense of
exaltation of man life to the divine, and accompanying this the feeling
of humility into which such a scuse must lead us. There is fa all true
church music a epirit of adoration, aspiration, and reverence, and a scase
of assurance. To aid the soul to become more keenly and deeply counscicus
of itself, its sapreme perscnal quality, its high and enduring worth, is the
ideal of church music, This is its mission. R is for this purpose that
music has been admitied to the sanctuary. In seeking to attain its function
in the service of religion, music is an agent both for expression and for
impresslon, >

Charch music then is not to be viowed {a terms of artistic perfection, nor
18 it to be regarded as & mere aderument of worship. It is 2 ministry of edifl~

2Edmund S. Loreas, Church Musio, (Boston, Chioago: The Pilgrim Press,
1“3). Pe 6.

$Joseph N. Ashton, Music in Worship, (Boston, Chicago: The Pilgrim Press,
1943), p. 8.
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oation snd devotion for the bellever; and it seeks to woo the erring to the fold of
the Gospel.

"The distinction between 'church mustic' snd ‘music {a the chureh’ is one
of function and uot one of label,"® Many churches use music a8 an attraction
to stinuiate attendance. Whatever the ethics of this practice this is not the basic
motivation for the use of music in the Church. Good music may draw; but merely
to seek numbers surely puts the music of the church on 2 low level, All churches
make some use of music as a background for worship and as a2 means of relating
certain parts of the service, Such music should never be a ''filler-in" but should
form an integral part of the worship, When music is used merely to satiafy the
musically erudite, the spiritual message of such music is likely to be in eclipse;
impreasioniam, correctness of tone and rhythm are the things sought for.

Gemnine church music i8 an iutegral part of the worship of the Church, sti-
mulating through the power of exproasion and impresaion, exalting and clarifying
the religious consclousness. The strength or weakness of music in the church 18
conditicnod by its spiritual quality. Thare cen be no question of music's power to
aid in apirttual revelation. If, however, music functions caly to attract attention
to itself, 1ts spiritusl contribution to the life of the church is nil. 8

A proper philosophy of Christian sacred music should furnish 2 set of values
to atd in musiosl selection and usage. Of course, one's theological pesition will

m: . 28, ms . 29-30,
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undoubtedly play a part in this regard. For instance, one who does not believe
in the need for an atoning Saviour can hardly be expected to use hymus that sug-
gest by word and music the great gulf spanned to bring about the Divine-human
encounter. Music affords one of the most direct and moet effective avenues into
the buman heart, an svenue which God is pleased to use and encoursge. By it
the human heart is lifted to & sincere aud healthy adoration of God and His works,
By it, Christian worship can be spiritually strengthened.® The function of church
music might be summed up in cne word, ministry.

Church music an applied art. "Art for art's saks," sy the purists in art.
But surely art bas no ulterior purpose of its own beyond the expression of the
beautiful. I is the Christian point of view to ses art not as an end in itself but
A% 8 means to an end, In church music, as in other kinds of applied arts, the
fixed principles and abstract rules of pure art are not abrogated but are subordi-~
nated. This is so becsuse the concept of Christian wership must govern and re-
gulate the music of the Church, In this coanection Lorenz says:

If the religious purpose is the dominant slement in church nuasic, it
follows that in all its consideration there must be oot only musical
and skill and tagte, but also a full comprehension and appre-

clation of the final end, full with it, and clear iasight into the
artistic iimitations thus introduced,

6Carl Halter, The Pragtice of Bacred Mugic, (Satut Louis, Missourt:
Concordia Publishing Bouse, 1955), p. 10.

TLovens, op. cit., p. 148,
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Thus it is conceivable that the best in church music may not be the best
masic from the standpoint of pure art. The music of worship 18 to glorify God
and affect human lives. The judge of the best in this area is net the art critic,
but the consecrated music specialist. Spiritual accomplishment more thsn pro-
fessional accomplishment is the desire end.

oual participation, The philosophy of trus church music has ao
pisoe within its framework for programs that are "put en. The idea of "putting

on" a program suggests something fictional rather than real. The writer once
attended a cantata that was "put oun”. Not one in the cast gave the impression
that what was being sung ebout was real or possible fn experience, A performance
such as this, rendered in the nume of the Church, can hardly be called Christian.
Churches s¢:.:stimes miss golden opportunities to minister to the needs of
their congregations by their bringing in professional musicians to provide music
for the congregation. k is ulways well to remember the wisdom of exploiting
local talent in the program of the church. Real value comes through the partl-
cipation of the local church people, The feeling of being a part and being needed,
that comes to the participant is invalnable in the Christian murturc of the indivi-
dual. The professional musician, however capeble, cammot compensate for that
which is lest by lack of congregaticual participation. As 2 rule it is better to
have on faferior musical program using local church people than a superior pro~
gram "put on” by outsiders. Of course it 1s of value occasionally to import talent
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into the church service, but this practice should be the exception rather than the
rule. The spiritual values resulting from the harnessing of local talent can be
very counsiderable,

Motivated by love, True church music {s motivated by love, Its theme is
the divine-human relationship -~ fimdamentally a love relationship, The Church
may not surpass the secular world in its musical artistry but its music, for no-
bility of apirit and sentiment should certainly transoend all secular music offering.
The Church in its music is not seeking the adoration of man; it is rather providing
for the needs of man. As McCutchan puts it:

We all have -~ or have wve? -- attendad religious services where
something happened which was not indicated in the printed order, where
Wmumfvmdthohmm. whemheartam?'muebmmcd'u
was John Wealey's heart at Alderagate Street,

Church music can provide inspiration for such an experience. It must ever seek
to minister to the spiritual needs of men. In so doing, the matter of talent and
ability will always be secondary, As love dominates, there will be a harmony

of apirit closer than the harmoeny of musical notation.

‘The task of Christian Education. Music is one ol God's richest gifts to man.
1t s a divively appointed medium of praise, It is a commonplace to observe that

SRobert Guy McCutohan, Hymns in the Lives of Men, (New York, Nashville:
Abington Cokesbury Press, 1843), p. 15.
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the music "instinct” must be cultivated, It {8 equally true that this talent has
been quite generally either misdirected or ignored. It is the task of Christian
Eduoation to train and direct musical sptitude to worthy ends, ends which will
bless men and glorify God.?

®Education Committes of the National Union of Christian Behools, Course
of Study for Christian Schools, (Grand Rapids; Willlam B. Eerdmans Publishing
House, 1963, p. 323.



CHAPTER IV
ADAPTING MUBIC TO DIFFERENT AGE-LEVELS

GRADING OF MUSIC TO MEET THE NEED

‘The learning and producing of music is as much a discipline as is any other
work of Christian Education. It is because of this fact that music was one of the
first parts of the church achoel curriculum to be graded. The grading of music
in somo cases calls for the actual cemposition of music to meet specific needs
of various age groups; in other cases it means sdaptation of music already in
print. In both situations methods of teaching must be based on the psychological,
physiological, and mental growth of the child, In teaching church music the fn-
terests a5 well as the needs of the children must ever be kept in mind.

In & subsequent chapter the " Multiple Cholr Plan" will be discussed and
problems and methods in dealing with various age groups made clear. The present
chapter discusses the characteristics of the various age groups cammouly found in

the church school,

The child on the cradle roll, From birth until age three the child is in the
cradie roll department of the church school. During this period religious teaching
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and ministering 18 dose almoest entircly through the parents.? Sacred music 1s
uot too meaningfil to the two-to-three year old, for their knowledge and use of
words is very limited, The music is often limited to the action-type of song with
pleasing rhythm. It is used to delight the child as well as to hold his attention.
In this period, as the child acguires basic attitudes toward music, care is to be
taken in the selection of the pleces submitted to him, Ingram writes that "Sougs
for aursery and kindergardsn age must be short and simple, and subject matter
should have to do with things they know about. Rhythm must be easy."2 Songs
for pre-school-age children should generally be songs of from three to five tones.
Because of the vocal limitations of this age it 18 best to limit selection to songs
that range from middle D to the next D above. Soug tunes, or their accompaniment,
that leap and hop about caly serve to confuse the small child,

The Primary. Children of ages gix to nine are usually cousidered as Pri-
maries, At this age they evidence a unigue combination of imitaticn and imagina~
tion.4 These youngsters show a marked growth socially and spiritually as well as
physically. To them a new world is opening up as the conflnement of the home

Iarold C, Mason, Abiding Values in Christian Education (Westwood, N.J.,
Los Angeles, London, Glasgow; Fleming H. Revell Company, 1885), p. 107,

ZMadeline D, Ingram, "Children Like Good Music”’, International Journal of
Reliyious Education, Apcil 1983, p. 14,

Intd. , p. 14.

4wade Crawford Barclay, and others, Life in the Making (Nashville: Smith
and Lamar, 1911), p. 63.
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gives way to the acoessibility of the neighborhood. New social responsibilities
give the child a begluning awarensss of the fect of social interdependence. The
hoice aod the child's parenta rexmain the most potent influence during these years.
With the ecatinuance of growth comes the ability to carry ca activities iavelving
musouls. co-ordination, Endiess energy permits participation in vigorous games,
Companionship is sought in play, with increasing desire to play with members of
the same sex, b

Accompanying mental growth 1s a sharpening of the inquisitive instinct. The
primary youngster wants to know the "'whys" and "whersfores” of everything. This,
of oourse, sffords the teacher an excellent opportunity to impart Christian know-
ledgs. The utmost care is to be used in these years that the child shall acquire
a corroct mental attitude toward spiritual things. The basic concept's belonging
to Christianity will reach the child slowly, gradually. Attaining proper perspec-
tive 15 likely to be the result of patient presentation rather than the matier of a
moment.

Simple hymns afford an excellent medium of teaching the child some of the
elementary facts of Christianity, Bensou speaking of hymsas for pupils of this age,

SayS:

Primary children can learn longer songs, though those with many verses
are best avolded. This age learus quickly, and by rote, since they caunot
yotrudnpld? These children like hymns and should be introduced to

them,

many of

Bclarence H. Benson, An Introduction to Child Study, (Chioago, fil.: Moody
Press, 19837), p. 138,

w:%%:& 14.
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Songs sou with Primaries should be within the compess of .- o.. F above middle
C to ¥ bulow middle C. Primary sougs should cover wider rarge than the three~
to-flve noto span of the pre-school age songe, and should be kept free from too
many jumps and skips, T Muaic wili be effoctive with the Primary clild oaly a8
the chavacteristios of bis age are kept in mind, Participation for him will then
bs & joy and not a drudgery,

The Junior. The Junior, age nine to eleven, is energetio and unpredictable.
One writer is of the optaicn that the main problem with Juniors is that of directing
their great energy iato an adventure with God, 8 This is an age of sturdy physical
health. The Junior is impulsive and impatient, He must first be interested be-
fore be can be instructed, He seeks friends of his own age and sex. At this
pertod the child is showing less dependence on adults, but ho is fast becomiug a
hero-worshipper. The adult who provides leadership in the area of his interests
is lkely to be froquently considered & boro,? Competition and rivalry are stroug
now; the urge to win 1s powerful, Competitive games arc to be used, but always
with disortmination and for coustructive ends. Cooperative exercises are sound
pedagogical techaiques, Junier boys and girls can often read stmple music as well

"mid. , p. 14

8Lois E. LaBar, Children in the Bible School (Weatwood, K, J., Los Angelss,
London, Glasgow: Fleming H. Revell Company, 1862), p. 126.

9 Antolnette A, Lamoresux, The Unfolding of Life (London: H. R. Allenson,
Limited),1951), p. 119.
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as words, They can use Junfor hymuals which contain & good guality of church
music, The instructor must beware of using inferior music as an accomodation
to the Junior, who may be easily satisfied. The best {8 none too good, even at this
age lovel. The range of the Junior voice 13 extended a littls beyond the limits of
the Primary voice, Junior musie should not range frequently above high ¥ or be-
low middle C, 19

The Intermediate. Adolescence is commonly divided into three periods:
early adolesoence, years twelve, thirteen, and fourteen; middle adolescence,
yeoars fiftesn, sixteen, and seventeen; and later adaolescence, years eighteen to
maturity. 11 The Intermediate, tn the church school, belongs to the peried of
early adolescence., For him this is & psried of acoslerated physical growth, At
this time disturbing physical chunges ocour which sometimes iseue in those idio-
cynorscies snd instabilittes that are afton symptomatic of the poriod. 12 In these
yoars the child must oross the “'great social divide" that separates childhood from
sdulthood, Mental development is apparent iu the larger range of interests and
activities, In this period when a youngsier is a8 it-were standing between two
worlds there is great noed for the security which vital Chriatian exporience alone
can provids. Differentiation between the two age-groups involved (viz. widdle
and later adolescence) are ofisu L.ur3 spparent ‘hen real. The Inlermediate is

10mgram, op. oft,, p. 4.

11Frank M. MoKibben, Intermediate Method {n the Church School (New York,
wincinnati: Tio Ablogtou Press, 19:6), p. 39.

“mmbm.gg.g_;_t_..p.u.
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particularly receptive to fundamental religious truth; he is entirely capable of
religious aspiration and experience, McKibben states: "There is no fair test
for piety that an adult can meet that an adolescent cannot meet a8 well -- and we
Ww.mr."w

Music for the Intermediaie needs to be choseu carefully. It is important
that it be of the ighest character. Through proper selection, skilliul rendition,
and helpful interpretation music can contribute to the educational as well as the
spiritual life of the Intermediate, 4

Apart from the fact that the male voice wxiergoes a change during this age,
there are few limitations of vooal sbility. The Intermediate is likely to be able to
sing music {n the adult range. It should be remembered that one of the greatest
fears of this age group is the fear of faihure, and of consequent ridicule, It is
this foar that makes it difficult for the leader to secure participation in musical
programs, nudm»mmhumnmmmmmr/
than individual performance. To inspire coufidence and overcome the fear of
fatlure the leader of the group in question needs much tact. It {s imperative that
he win the confidence aud respect of the Intermediates. No other group is more

sensitive to sham and pretense in human usture,

13gdward 8. Lewis, The Intermediate Worker and His Work (Chloago: The
Methodist Bock Conoein, 1911), p. 1G8.

Mpoxibben, op. cit., P 166,
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Young People. In the purpose of the present study the writer will use the
designation "Young People’', or & synonym for it, for those adolescent ages from
fifteen through eighteen and o to maturity.

The young pereon 18 frequenily at a dissdvantage in soclety. He bas reached
the physical status of adulthood sud is expecied to act socially, mentally, sad
spirituslly like an adult, Actually it will be several years yet before he can be
expected to evidence a general maturation of personality. Within the group itself
there are likaly to be wide individual differences in any given personality trait, 38
Because of this sttuation, set rules cannot be used for dealing with all. Each case
must be treated independent of the rest,

In view of the fact that adolesconts show a stroug affinity for their own age
group, group singing is particularly eflective as a means of socialization. The
warm followship, so vital to youth, can be achieved ag voices and spirits blend in
harmony., Some feel that music for youth must have "'pey/, thel young pecple are
least attracted to the slow ponderous hymns of the Church. "As a result”, says
Thompem, "there has crept fato our churches a wumber of so~called Sunday school
and worshiy aymnals whose chiei virtue seems to be that of sppealing to the heels rather
then the heart."}8 While 1t 18 true that young folks enjoy music in which the rhythm
is move or less marked, neverthaless, experience haa shown that they feel much

1Bpam0n, op. oft., P 120,

16james V. Thompsen, Bandbook for Workers With Young Peoplo (New York,
Cinclanati: The Abingien Prees, 1834), p. 104,



8t home with the more dignified slow-moving hymna of the yesterdays.

The adolescent ltles the words of & hymn to hold some intellectual chal-
lsuge. He wants the hymns to stand for something. "As far as possible the
theology expressed in the hymuals should be in harmony with the best thinking
of the group. 17 Great valuo 1s to be attached to the hymn-singing of the adoles-
ocent group; by this means the teachings of Christianity are re-inforced in heart
and mind at & time when youth peculiarly needs the support of them.,

Adults, Little has been dous to educate adults in the use of music in the
church, This {s evidenced by the lack of reading material available on the sub~
ject, There can be no question of the need of this type of tratning. Some have
felt that adult education fn church music is ineffective because of slowness of
lewrning among adults. As a result, emphasis in church music education has
rested largely with children and youth,.18 In recent years, however, it has been
established that adult capsoity to learn is mauch what it was during the late teens.
The differences ir the rate of learning between ;oung and eld are small when
compared to differences within efther age group. 12 A perceptible decrease fn
lenrning ability seems to set in about the age of fitty; and even so, the difference

17Porcy R. Hayward and Ray A. Burkhart, Young People's Method 1n the
Church, (New York, Nashville: Abington-Cokesbury Press, 1933), p. 106,

18 4ward P. Westphal, mmmﬁmmmcm
delphia: The Westminster Press, 1041), p. 84.

19cdward L. Thorndike, Elste O. Bregman, J, Warren Tilton, and Ella
Woodyard, Adult Learning (New York: The MacMillan Cempany, 1928), p. 1.



for years to cowe is not too consequential,

Adult edncation in music 18 of course highly desirable if the younger age
groups are to be musically strengthemed. It frequently happens that it is the
adult who sets the pattern and standard. Apart from the advantages youth may
accrue from a more ealightened adult participation in music, it needs to be re-
membered that adults themaelves stand to prosper greatly from music education,
For the adult, music can be & strength in the time of weakness, a comfort in the
time of sorrow, and & joy in the time of gladness. It is part of the Church's
mission to enrich the adult's yunderstanding and appreciation of good music.

MUSIC GENERALLY IN THE SUNDAY SCHOOL

Many Sunday-school teachers for varying reasons feel incapable of teaching
their children new sangs, The result is, the same few songs are sung over and
over again, Sometimes a teacher 13 heard to remark, "The children love these
familiar sougs. They insist on singing them every Sunday."2? This may be a
case of "reductio ad absurdum, '’ Although children are to an extent creatures of
habit, they do like variety. They sing without protest the same songs for fifty-
two Bundays because they love to sing, Limited musical fare may be tiresome,

but it 18 better than starvation!

%l op. cit., p. 13.
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It is the responstbility of the instructor to see to it that a good quality of
mustic {s used. He himself may not know how to evaluate s piece, yet he should
foel no embarrassment in soliciting advice of someone in o position to belp him.
Many churches have a director of music who cau belp in the selection of materials,
and whe can make suggestions sbout ways of presenting them, In the small rural
clmrch, which doos not boast & nmsic director, one can usurily turn to someone
in the commmuity who is qualified to give aszistance,

Hymns used in the Sunday School are lkely to find greater acceptance if
they possess a grest vivacity, and freedom of style than those generally found in
the regular worship hymnals of the church, The rhythms should be varied and lively.
Word phrasing should be both stmple snd felicitous in expression. 31

The teacher of average musical talent oan be successful in soug leading.
Literature for the novice is svailable., Zaorig, for instance, in his helpful liitle
book entitled Community and Assembly Singing, suggests provedures and methods
to be used in group soug-leading. Of particular help is his chapter on "The Leader
and His Method,” in which he diagrams the beat pattern for various rhythms, 22
All muste is based upon a few different rhythm schemes of pulsation. Whea one

Zipdvanad 6, Lovens, Pragtical Church Music, (New York, Chicago, Toroute,
London, Edinburgh: Fleming H, Revell Company, 1909), p. 364.

2%, ngustus D, Zanzig, Community and Assembly Singing, (New York: M.
Witmark and Sons, 1933), p. 9.
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mesters the various beat patterns for these rhythm schemes he may lead singing
with oonfidence. Almoet anyone who can count and who has same sense of rhythm
can lead group singing once these patiterna are adopted.

The piane is usualily the most conventent and best adapted instrument to use
for Sunday-school singing. One oan easily emphasize rhythm with the piano.
Smaller children in particular "catch en" more readily when the plano accom-~
panies him with pronounced rhythms,

The Sunday-school teacher will remember of course that moral and spiritual
values are to be found {n latening to beautiful music. As Ingram says, "The
lovelincss and perfection of well-recorded music and well-executed instrumental
music can say what words oannot. "33 The teacher will remember also that his
pupils will derive a maxtmum of prefit from lmtening if he has prepared them
beforehand for the music experience. Preparstion, without a doubt, {8 one of
the secrots of success in effective Sunday-school music,

2prgram, gp. it., p. 16.



CHAFPTER V
MUBIC IN THE WORSHIP SERVICE

No matter what else the clurch may do, cae of its highest fimcticuns is to
provide a place for quiet, helpful worship., Pegple go to church te worship, io
be instructed, sad to be fuepired to social service. Yet the church fails in the
ond if it does not provide its people with the stmosphere of worship., Worship
is the adoration of God. It fuvolves consecration to God and fellowship with

God.! Music can and should play a large part in producing an environment in
which men may worship readily and freely.

The organ prebude. The prelude can help creste a desirable mood for
worship. A slow, massive prelude, for instance, has power to calm and pre-
pare the spirit of man for thoughts of God. It i8 t0 be ramembered, however,
that & solemn feeling 18 not necessarily worship. Cue may enter a cathedral
and be awed by the graadsur of the place; he ylelds to an irresistible feeling of
soleranity; he goes sway feeling worshiptul and devout. But religious sentimeni
is not worship. Architecture can produce awe, It is important that minister,
musiclan, and congregation realize that although a musical prelude can genorate
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sublime ity such feeling does uot becomse a part of true worship unless the
will of the worshipe: contimually offers iteslf in subjection to the will of God. 2

Couceruling the prelude Pratt writes:

Its style should rarely be so crnate or florid as to atteact special
atteation to the players dexterity or the composer's ingenully. It
should be more emotional tha: lec roed, more sweet and solema than
bolstercus and loud, mmmmw.s

The preluds as it were is a soft curtain veilingthe hour of worship from the ac-

tivity of the outside world,

nal singing. Protostants have always been stroug for congre-
gational singing. One of the theaes nailed by Martin Luther on tho door of the
Wittenburg dhmrch constituted s plea for congregational singing, the demand that
layman be given the right to sing hymns as part of worship.* Indeed the reatora-
tion of hyrn asinging has proved to be oue of the great gains of the Reformation.
Lathe: himself lJod the way by writing many hymns, the great reformer was among
the first to see the nocessity for grading of hymns; for many of his own were
written especially for children,

3gdmund 8, Lorens, Clurch Musjc (New York, Chicago: Fleming H. Revell
Company, 1823), p. 167,

3waldo Selden Prait, Musicel Ministries in the Church (New York, Chicago:
Fleming H. Revell Company, 1883), p. 167,

4George Walter Fiske, The Recovery of Worship (New York: The MacMillan
Company, 1881), p. 128.
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The Reformation in England and Scotland was greatly inspired by trium-
phant hynm singing. It has been said that every grest religious revival since the
Reformation has been accompanied by great singing. 5o significant is cougrega-
tional singing to Protestant church worship that it {s spoken of as the basic form
of Protestant church music. Devan has 8 word of guidance in connection with
church singing:
The function of the congregation is to sing. If the hymn is 50 unwisely
selocted by the minister, or the vocal leadership and inspiration furnished
by the choir and organ are so poor, or the prevailing habit of the people so
lax, that the congregation does not actually sing, then the entire music of
the service is a dismal failure, no matter how finely rendered anthem or
pretude may be, 8
The high place of congregational ainging is also attested to by Ashton, who writes,
"In the Protestant church, hymns have a place and {ufluencoe second ouly to the
Bible. This is particularly so with the laity."® The fact that the metre and rhyme
of hymne ald in the retention of the ideas embodied in the words, may in part
account for the popularity of congregational hymn singing.

H for no other reason than that it gives the congregation active participation
in the service of worship, the singing of hymns is justified in the service. But
the practice is rich in emotional value to the participants. Says Pratt fn regard

to this, "Hymn singing in which the worshiper himself takes part has a much greater

B3, Arthur Devan, Ascent to Zion (New York: The Macmillan Company, 19482),
p. 182.

6Joseph N. Ashton, Music in Worship (Boston, Chicago: The Pligrim Press,
lm). p. 107.



29
emotional affect upon him than music to which he merely listens."7 Such singing
belps to unite the people spiritually and tends to erase the petty interests and
personal differences of a congregation. The confessional and testimonial value
of group singing must not be overiooked, In the words of a good hymn the indi-
vidual may express himself openly without fear of embarrassment,

"To praise God is the supreme duty of all persous,”® ssys Loreas. This
being true, it is the duty of the individual to enhanoce God's praise by cooperation
ﬂ&a&nummmpwm’ Of course, this cooperative praise may
be spoken as well as sung. But valuable as is responsively-epoken praise, it is
ot usually as impressive as praise that is sung.

Nothing can take the place of coungregational singing. The minister or choir,
however offective, is no substitute for the self-expreasion and satisfaction that
is afforded the congregation in the singing of the hyma.

It is to be regretted that hymn singing in the worship of many churches does
not occupy 8 place commensurate with its true function. It frequently, too, is
undertaken as & prefunctory, counventional exercise, It is not unusual to find that
not a few of the worshipers neither sing themselves nor show particular interest

Tiames Bissett Pratt, The Religious Consciomsness (New York: The Maoc-
millan Company, 1920), p. 302.

SEdmund 8. Lorens, Musjo in Work and Worship (New York, Chicago: Fleming
H. Revell Company, 1838), p. 116,

9Lec. Cit.
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in what is being sung. In those churches in which singing 12 but half-heartedly
done, the Christian Education Director may tactfully seek to tmprove the situation.
Says Ashton, "All tov commonly congregational music is highly extolled and greatly
veglected, 10

Problems with congregatioual singing are not of recent development, John
Wesley in his day faced problemas in this area which were not unlike those en-
oountered in our generation. It should prove futeresting and informative to exa-
mine Wealey's prevepts for oongregational singing. His "Directions for Singing"
appeared first in the prefsce to Wealey's Bacred Melody, 1761, The first two
rules applied especially to the sarly Methodists, who lked to import strange melo-
dies futo their worship services and also to embelliah the suthorized tunes.

1. Learn these tunes before you learn any others; afterwards learn
as many as you please.

2. Sing them exactly 28 they are printed here, without altering or
mending them at all; and if you have learned to sing them otherwise,
unlearn it as soon as you can.

8, Sing all. See that you join with the congregation as frequently
a8 you can. Let not a slight degree of weakness or wearinsss hinder
you. If it is a cross to you, take it up, and yau will find it a blessing.

4. 8ing lustily, and with a good courage. Beware of singing as if
you are half-dead or half-asloep; but lift up your voice with strength.
Be no more afraid of your voics now, nor more ashamod of ite being
heard, than when you sing the songs of Satan.

5. Sing modestly, Do not bawl, so as to be heard above or distinct
from the rest of the congregation - that you may not destroy the harmony
- but strive to unite your voices together so as (o0 make one clear melodious
sound,

10,shton, op. cit., p. 88,



6. Bing in time. Whatever time is oung be sure to keep with it,
Do not run before nor stay behind it; but attend close to the leading
volces, and move therewith as exactly as you can; and taks care not
to sing too slow. This drawling way naturally steals on all who are
laxy; and it 15 high time to drive it out frome among us, and sing all
our tunes just as quick as we did st firat.

7. Above all, sing spiritually. Have an eye to Sod in every word
you ging. Alm at pleasing Him more than yourself, or any other
creature, Iu order to do this, attend strictly to the seuse of what
you sing, and see that your heart is not carried away with the sound,
but offered to God continually; so shall your singing be such as the
Lnrdwmwlfm.m:mrdmmnemﬁhm
clouds of heaven.,

The selection of hymns. The salection of hynms for tic worship service is
to be a matter of thought and prayer, If the ginging of hyzaus is to coutribute to
the worship experience of the worshiper, the hymna must be familiar to the
peopls. New hymas, of course, need to be learned but it is bettor that they be
tatroduced at some other time than during the worship service., Numbers selec-
ted may be fn keeping with the general theme of the sermon. To be reasonably
sure of selecting a good hymn, one cught to possess a good hymnal, The writer
recalls 2 pastor decrying the type of hymn his church used, yet it had nothing but
poor material t¢ work with, For the most part the major denominational hymnals
offor the best in hymnody. However, the use of a good hymnal is no gaarantee
that the selected hymn will suit the time and the place.

To select hymns iutelligently it ia neceasary to know some of the basic cri-
teria for judging a hymn. The hymn proper is addressed to the Delty; to a mem-

115chn Wesley, The Works of Join Wegley (London: Published by John Mason,
v.xiv, 1831), pp. 388-369,
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ber of the Holy Trinity; the Father, the Son, or the Holy Ghost. (Exceptions to
this ruls are sametimes found ia some pleces that are actually combinations of
hymas and gospsl songs with one stansa addressing God and another expressing
the testimony of the singer). Tuncs of hymms must be written within the vocal
range of the congregation. The words must be understandable; they must com-
mand the respect of the group, The words and music must fit each other,

Blackwood gives three tests of a hymn and four tests of a hymn tune;

Jhreo wats of & hymn:
i. Is the omtent Christian”
2. Is the spirit of the hyan worahipful?
3. Is the style lyrionl?
Four tosts of 8 hymn fune;
1. Is it worshipful?
2. 1s the tune adapted to the words?
8. mmmmwmmmmﬁw
4. Is the ttme accepiablo to the musicians?

The minister and musician should learn to use the indexes of the hymnal in
use. For exampile, in The Methodist Hymnal there are indexes for the following:
first lines of hymns, first lines of stanzas, topios, and composers, as well as
other indexes for tunes, responses, and of ancient hymns. By learning to use

these tools one may find the task of hymn selection greatly facilitated.

12, ndrew W. Blackwood, The Fine Art of Public Weorship (Nashville: Cokes-
tury Press, 1939), pp. 109-116.
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Whether or not a hymnal contains elsborate indexes, it does coutain a table

of contents. In The Methodist Hymnal lstings in this category follow this order:

worship, God, Jesus Christ, The Holy Spirit, the gospel, the Christian life, the

liviog Church, the Christian home and family, hymns for children, the Kingdom

of God, the eternal life, spoecial scasons and services, music for the Holy Com~

munion, responses, anclent hymns and canticles. As obvious &2 ax index and a

table of contents may bs in helping oue to select hymnas it is surprising how little
some minisiers use these helps,

The order of worship will aid in determining the proper hyma to use for the
worshdp service. Most authorities sgree that two or three hymus are preferred
in the moruning worship servioe; and posafbly four. The processional, the hymn
of praise, the hymna of preparation, and the hymn of dedication may all have their
part in the worship service. Where the interior architecture admits it, a pro~
dessional can greatly enhance worship. The hyma of praise will unite the congre-
gation for the central act of worship. A Ly=o: of preparation 1s usually sung just
before the sermon. This hyom takes gp the theme of the morning moessage, The
hymn of dedication at the conciusion of the service invites the cougregation to take
some action regarding the chellenge prosented fn the message. For axamnple, the
singing of such & hymn a8 "0 Jesus, I Have Promised” :.o lead ihe individual to

feal anew his dedicaticn to God.
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For the child attendance at the worship service can be a learning experience.
Morsch says in this regard:

The clurch worship service itself can teach much about worship. A
child responds to orderly arrangement and beauty/more than to preach-
ing or direct teaching, A worship service that i little more than a col-
lection of detached miscellaneous parts preceding the roinister's sermon
can do lttle to bestir a sense of worship in a child or an adult, Music
salected to glorify an organist's technique or a singer's volce, or just
bocause & cholr ltkes it, will only encourage the worshiper to stay away,
when be does not like the singer or the music, 13

Improving congregational sinzing. As Ashton reminds us, "The cougregation
18 the ouly musical group of serious purpose regularly attempting performance
without rehesrsing."1% The choir, though composed of the more musioally capable,
usually rehearses weekly. To be sure, cheir music is likely te be more elaborate
than the music of the congregaiion, but even so cougregational singing should re-
oeive more attention, 16 Ashton suggests ways of improving the singing of the
congregation:

The most direct way of improving congregational singing is through

congregatioral rehearcala; but these can seldom b sacured, Generally

the matter 18 not regarded as sufficiently fportant. One of the most

commmonly availeble ways of othorwise improving congregesional music

is to have a short series of sermons or talks on hymns interesting the

congregation in congregatione] music from the hymn side. Another is

to institute from time to time a series of song services carried on in
such & way B8 to mprove th- oo singling at the romvla- servioss,

TPyivian Sharp Morsch, The Usc of Mol In Christian Scuc ilo: (Philacelphia:
The Westminster Pross, 1966), p. 24,

l‘mm.gn %l P-“- 1%' p"s'
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But best of all are rehearsals carefully planned by minister aod chelr-
magter, Generslly these are most conveniently held in connection with
services, preferably an evening service, befove the sorvice rather than
aftor it. They may be conduoted for a few weeks each year or somewhat
regularly, say, ooe Sunday evening & month. Now and then a well-plamaed
and efficiently conducted yebesrsal, something more than a "big sing",
wight be feasible at a church supper In place of a speaker,

At these rehearsals both text and music ghould be cousidered, minister
and cholrmagter working in conjunction, Rebearsals sheuld be conducted
with enorgy and enthusismn — no superflucus words or lengthy explana-
tions, but mudh well-directed, intelligent musical practice, The spirit
and manner should be that of a vigorous choir rehearsal. Not long, they
phould/ begin with semething fairly familar and include things both old and
new, old being reanimated and the new becoming thoroughly learned.
Such a rehearsal should be iu the nature of a practice, and the service in
nmhﬁm%uﬁd:ﬂﬂbﬂdsh&ﬁhhmh&ﬁsmmm
chasacier, each hlfilling its distinctive purpose.

In conclagion it may be said that for the best results in public worship music
18 practically essential, Its prevalence in public worship generally suggests that
it has a peoulisr offering to maks. Hunter's words on the geutus of music in the
clmpch sre aph
A cdlwmirch without music is Hke & bird without wings, Let the organ send
s uplifting waves of sound through the arches, Let the fall-volced choir
earich the air with stately anthem and sweet vohmtary, Let the whole ocon-

fiie joy of Christian fuith utter ttself in noble musgic; for an increase of joy
i yeligion is the thing that (he church most needs toduy to draw men to her, 17

1‘%@-%-%%

175tanley Armstrong Hunter, Music and Religion (New York, Chicago: The
Ablogton Press, 1930), pp. 27-28.



CBAPTER V1
THE CHOIR: ITS PROGRAM AND ORGANIZATION

BACEGROUND

Some basic considerations, The cholr program should be deaigned to fit the
local church situation. The local church may bave more than cne cholr, provided
it bas adequate talent. The mumber and kinds of choirs and their schedules must
be determined by the aeeds and potential resources of tho lecal church;

Hero is a church that has suocessfully prajected a five-cholr organi-
gation; and another church, becoming sealous in these matters, artifi-
clally and without proper survey, attempts a like system with perhaps
tragic results. Such a failure can be averted by careful analysis of
parish situations; for the program must be the normal ocutgrowth of inner
choral potentizlities, It is quite poasible that even with five choirs one
Church is not wholly realizing tts choral possibilities, and in like man~
ner it is possthle that 2 local church should oonfine its efforts to three
choral groupa, or less. 1
It 18 frequently found that music is one form of interest that does not require

extendod promotion to make it an effective part of the church's program. Most
people possess a normal sense of pitch and more or leas pleasing voioss. It often
happens that these pecpls, possessing acceptahle singing voices, must be "dis-

covered" and guided into their respective singing parts. To make the most of the

1ponald D. Kettring, Steps Toward A Singing Dhurch (Philadelphia: The West-
minster Press, 1948), p. 84.
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music potentialities of the church people, & creative plan gesred to the local parish
must be created,

The matter of A church's geographical location is of tremendous importance
in ahaping the music program.? Many churches have found that through a shift of
population over the course of many years they are no longer at the geagraphical
center of thelr membership. Problems arise in transportation of members of
children's and youth cholrs, Obviously, good music cannot be cultivated without
frequent rehearsal time, Agaiu, rebearsals canuot be as frequont when trans-
portation of cholr members becomes a major problem. Because of this situation
the movement in ''down-town’' ¢ity churches has been toward adult choirs.

The proximity of the public schools may also be & factor in {ts cholr system.
A church within a few blocks of an elementary and junior-high school might set
up joint school and cholr procedire. The closeness of the church to the schoal
and homes will determine whether or not such an arrangement is practical. 3

Even the structure of the church will determine to some extent the potentiali-
ties of its cholr program. The presence of adequate facilities for education not
ubrommammﬁwnmm.wmwammmmmwnmﬂq
educaticnal program. Then there is a correlation between good architecture and
goodm&c;utbmtormwrdﬁptwimmmmnmdma
a ttitude of listening, music is better able to perform its ministry. The relation-
.mp,hmver.umoremt‘nmcﬂm. The acoustical properties of

Spyg, , p. 25. IKettring, op. cit.. pp. 38-27.
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the church and its furnishings add or detract fram the music rendered. Many
churches with carpeting and with ceflings acoustically treated are tonally de-
pressing, the music rendered lacking the resonance necessary for good tone, 4

There scems to be no arrangement of choir placement in the sanctuary that
is completely satisfactory. The divided chancel has the advantage of appearance
-~loaving the altar and communion table centered. The divided chancel arrange-
mout, however, will never give the best results musiceily; the singers sing at
sach other rather than to the cougregation. The placement of the choir in a rear
gallory ocbscures the singers, making their presence seem less real. The vested
chwlr in the choir loft in the front of the sanctuary, if artistically and well dis-
ciplined, can, in the opinion of some, produce better visual and tonal influence
than is the case with other placements.

The musical organization of the local church will necessarily be affected by
the potential leadership, the munber of people available at the different age-levels,
and the official aititude toward the farmation of choirs,

Advantages resulting from the church chelr. There are many advantages which
the cholr brings to the church. It enriches the ssrvice of the sanctuary. Wheau it is

remembered that congregational singing has its limitations, oue readily sees the
value of a choir in the worship service. There is a variety in form and effect in
an anthem that is not likely to be found in a hlymn. The expression and range of

m.p.sl.
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foeling in choir music ususlly surpasses that of hymas. The strong support to
congregational singing furnished by the cholr is a chief advantage, The church
boasting & multiple chalr plan has the support in its congregational singing of those
cholrs not officially leading in the service. Regardiess the number of choirs, it
is usual for only one choir to lead officially during a service. Moreover, the fact
that a cholr generates added congregational interest in the total program of the
church is an advantage not to be overlooked,

From the standpoiut of the choir member himseslf it should be remarked that
the cholr offers an appertunity for him to become increasingly a part of the church
and its program. Mauy who were barely attached to the church have been known
to develap & large interest in its activities after being invited to join the choir, In
this relationship there is likely to develop a sense of added responsibility and
loyalty.

The social contacts that go with choir membership can fiurnish rich opportunity
for svangelisation and spiritual maturation within the group. Indeed the church
choir can do much to spiritualize the lives of & congregation. It can help establish
the pattern of Christian Hving, 5

Adminigtration of the choir. The cholr must be isely administered and well
conducted, Orgmuization must be sound if a choir is to reader its best service.

5gdnwnd 8. Lorens, Musio fn Work and Worahip (New York, Chicago: Fleming
H. Revell Company, 1825), pp. 216-221.
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In the administration of any choir program the director of music and the pastor
must work in close harmony. Each must imow his area of reapoosibility, The
pastor 18 the man of ultimate responsibility in the work of the church. Every
department of the church must be ameusbls to him. The director of music will
soe to it that the program of music is coordinated with the over-all objectives of
the church, &

The director is respousible for the entire music program of the church, He
should have a clsar conosption of the place of music in various phases of church
work, He asupervises the organization and the perscanel of the choir. This does
not necassarily mean that he personally direct each choir or musical organtization, 7

In cholr stministration, much comfusion could be avoided if some working
policy ~ould be establishoed in the beginning. The music department of a church
has at times been called the "war department.” Muny of the unfortunate clreum-
stances that develop tn church choir situstions could be avolded 1f at the cutset
policies and practices were set up and administered with consistenay. Of primary
comoern in the matter of pelicy is the fict that the director must be recoguized ag
the men in suthority, While suggestions are to be welcomed by Mm, heimust de-~
cide in the end. Policies concerning rehearsals and attondanoe requiremsuts need

Sparold C. Mason, Abiding Values in Christisn Education (Westwood, N.J., Los
Angeles, Loudon, Glasgow: Fleming H. Revell Company, 1958), p. 81.

Tychn Mann Walker, Better Music in Cur Churches (New York, Cincinnatl: The
Methodist Book Concern, 1923), pp. 115-122,
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to be worked cut, Much can also be grined by clear policies concerning special
musie and solo work. The wise director knows of course thet he can more ef-
fectively lead than drive his choir mexbers.

Suslifications of director of charch musle, Hjortsvang lists requirements
for a director as fallows:

Bolief in the mission of church music

prgepppyr

‘The music commnittee. The director of music cannot be expectsd to perform
the whols task of promotion alone, He needs not enly the counsel of 8 musio com-
mittee, but their untted efforts as well., The persoanel of the music cammittee is
frequently difficult to select, Xettring suggests that the music committee consiet

of the following perscanel:

1. Chairman., A person of good musical taste and particular interest
fn Church music, who hes good administrative ability snd recognized good
judgement in Church matters. The chairmaun should not be the music com-~
mittes, but should represent the committee, and have the ability to co-
ordinate the luterests representel.

2. A reprosentative from the governing board of the Church, A commit-
tee that does not have such a representative is at & tremendous disadvantage,
for an official beard might be called upon to make a deciston without knowing

the revelent facta.

Scarl Hjortsvang, The Amateur Choir Divector (New York, Nashville: Abington
Cokesbury Press, 1841), p. 12.
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3. _A representstive from the trustess, Frequeatly quostions of financial
policy will arise in meetings of the committee, and it is well to have some-
mathand'homnapaakwuhmﬂmﬁyhmmdmeprm
Whmﬂmmwmo!mmmmmm
Perhaps it would be wise automatically to iaclude in the commiitee the
president of the acult cholr.

5. Key persons for recruiting vew glugers. This is cue of the most
tmportant fmotions of comnmittee members. Such people ghould have
enthusiasm for the possibilities of the program, a vision of its worth in
the lives of people, 2 wide acquaintanceship in musical circles, and an
understanding of the requirements of choir membership.

6. Members at large, who are recognized in the cammunity for their
good muaical interest and judgement,

7. Oug member in charge of vestments. The designing or selection,
purchase, financing, and care of vestinents are quite an assignment in
rmltiple-choly ventures, and often the work of the music committes will
be facilitated if the vestment chairman ie a member,

8. Representation from the various cholrs. In some sitcations it will
seem wise to include a choir mother or spousor of the various younger
choirs on the committee.

One of the above should serve as committee secretary. ¥

The pastor snd divector should of course be members ex-officio of the masic
comumittee. A smoothly functioning committee is & major step toward a well-
developed, well-rounded musical program.

ORGANIZING THE CHOIR

The multiple chelr system, The sultiple cholr syster is & plan for the or-
ganization of various choirs within 8 church. It prevides for the progression of
membership from junior to senior choly, It aims at supplylng rich variety of music
for the services of the church as well as to furnish choir epportunities for all ages

and groups.

Wn 0. %s pp. 64-65.
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Of course, the number and classification of choirs will vary according to
Msm«hmmxumm. Experience has taught for all it is
wise to categorise the younger groups according to age, Musical ability is much
the same within & given age-group of chikirea,

The multiple cheir system may serve from the third grade through adults,
It is of course possible for children below the third grade to have a cholr of their
owa, but its puzrpose will be different from that of the other choirs. It will, of
necessity, be more closely conneoted with the department of Christian Education.,
Music during this period is confined almost exclusively to activities of the church
school, 10

The normal set-up, wherever practicable, should be the multiple cholr. The
church school is said to be a school with pupils from the cradle to the grave; if
this bo 8o, let the multiple choir system provide the best in sacred music from
childhood to aduithood, Each sge group has its own musical color, its own pe-
culiar charm. One group nsed not be regarded as uniquely superior in music to
saother; it merely requires different choral technique to develop the best at any
glven age-level. Buccess depends largely on general understanding of each age-
group and its problems, graded material, adapted methods, and on prooedures.

10y;v1an Sharp Morsch, The Use of Music in Christian Education (Philadelphia:
The Westminster Press, 1886), pp. 144-48,
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There are three plans commonly used in classifying individuals for choral
work: The Departinental Plan, the Voice Classification Plan, and the Modified
Voice Classification Plan. Morsch defines these plans as follows:

The Departmental Plan;
Choir One - Grades 4, §, and 6 (Junior)
Choir Two - Grades 7, 8, and 9 (Junior High)
Choir Three ~ Grades 10, 11, and 13 (Senior High)
Chelr Four - All above high school (Adult)

This plan permits a close relationship between cholrs and the church
school and youth fellowship, This has the advantage of facilitating the
Bunday ;>rogram snd the making of contacts through the school organi-
sation,

The Voice Classification Plan:
Cholr One - Grades 4~8, unchanged voices
Choir Two ~ Grades 9-12, youth cholr, mixed voices
Cholr Three - adult, mixed voices

This plan clearly classifies the cholr division and facilitates repertoire
selection, It is especially adapted to smaller charches, where close gra-
dation msakes choirs too small.

The Modified Volce Clasaification Plaa:

Choir One ~ Grades 3+8, unchanged voices

Choir Two - Orades 7-8, unchanged voices

Cholr Three ~ Grades 9-12, mixed voices

Cholr Four - Adults (all above high schooly*!

Whatever methed 18 used for classifying the church choirs, the age-grouping
will remain approximately the same, with age eight through twelve comprising
the Juntor Choir, age thirteen through fifteen the Junior High Choir, age sixtcen
through eighteen the Senior High Cholr, and age nineteen and up comprising the

Adult Cholr.

11pMorech, op. cit., pp. 1456-146.
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Most churches are not large enough or do not possess encugh musical potea-
tial to employ the use of all of the various choirs, Becausc of this, a choir plan

has been devised to utilize all available voices. It provides for & Cne, Two, or
Three Choir Plan,

Ong Choir Plan. Usually such & choir would be composed mostly of young
adults with a few older folks and a few high school students. This type of chelr,

known commouly 88 one of "mixed voices” is by far the moet common in American
Protestantism:, Amoung the problems of the One~Choir Plan is that of scheduling
reboarsals at & mutually convenient time. Activities of adults and teen-agers
frequently are so varied that & period of common "free time" is difficult to find.
In apite of & fow isadventages, the combining of the youth with the adults usually
works out in enrichment of experience for both age groups. The youth sappreciate
becoming a part of the church and of society through the choir function, and the
adult appreciates the freshness, vigor, and new life brought by the contact with
mm-mr.”

The fellowship of young and old {n this choir can help both age groups to grow
epiritually. An adult's consistent Christian life, cbserved by the teen-ager, can
create a defiuite learning situation for him, Here is Christian Education in
operation. The adult may also benefit by the opportunity to be an example. Through

12gittring, op. cit., pp. 127-128.
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each age group iu a chotr, the Holy Spirit can 80 work as to bicy. both persona~

litles and volces to the mutual gain of all.

Iwo-Cheir Plan, The basis for the two-cholr program is geaerally pro-
vided for, not only by available talent, but by the desirability of contrast {n
choral arrangements, Bince the adult-high choir {5 already in organization, the
sscond chotr to be organized will be from a younger age group. The second cholr
i» usually a treble choir ltkely to be centered in junior high age level. Girls at
this age are particularly responsive, and their voices are mature enough for good
choral results. Binoe the intermediste sge is a median poiut for the younger ages,
it means that the program can be opened to both worthy juniors as well as high
school pupils. ‘The choir might use boys' volces up to the voice change, and
after the change is settled, a boy could be invited into the adult mixed choir.

In spite of all that may be said in favor of the two-choir plan, it has {ts limi-
tations. It does provide a place for the senior high boy and girl, but youth of
this age are extremaly clannish, and the inclination to join the adult choir would
bardly come naturally. The treble choir, designed for both intermediates and
juniors, will aitract some, but the chances are that those most musically capable
of choral work would be more attracted could age levels in point be separated, 13

l‘wu. L. <)) .gb » PP 1230-130,
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Jhree Choir Play.

Kettring says of this arrangement: The three-cholr plan, unless the

third group s & men's cheir, will usually involve some duplication in

choral arrangement; that 18, it will consist of either two mixed choirs

snd 8 treble group or two treble choirs snd a mixed cholr, If there are

two mixed choirs, mamwmmmummmm

high school valces, 14

In the three-choir plan two mixed choirs, adult and high school, are usually
considered to be best. For peychological reasms, high school choirs should be
somewkat larger than adult choirs. The high school age choir which consists of
ounly 2 few volces gives the singers a feeling of tnsscurity,

Regardiess of the plan adopted, some definite benefits will be gained if a
nultiple-plan is used. Reverence and respect in the church will be taught, Chil-
dren will become accustomed to the church atmosphere. Hunger for worthy church
music will be stizmulated, Future choirs and fature congregations are already
being huilt. Pareuts and friends of cholr members find added incentive to attend

church,
AIDS TO THE CHOIR

A filing system, The church should possess a classified card-file of all
peraons having voices suitable for choral work; some for regular membership
in cheirs, some to be enlisted for special occasions, and some for supervision

1Ketiring, op. cit.. p. 130,
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of group work, An index of instrumentalists within the coagregation is likewise
& uecessity. Within the filing system should be a place for preserving snd clas-
aliylng music acoording to tople and special occasica. Careful recerd should
also be kapt of dates when music mumbers are performed, Such a record will
guard against too frequeat repetition ef choral mumbers, 15

Sholr mothera. It has been found that a cholr mother can perform effective
sorvice lu sdministeriug 2 cholr prograw. The chodr mother is < laywoman, who
sharas the responsibility of administration with the director. Kettring lista the
duties of the cholr mother as follows:

) ':,,é, LEITE gy P ﬁﬁﬂm_o At lsast one cholr mother
is prescut at each rehearsal. The choir mothers arrange their own schedule
in this regard.

2. Acoept foes and write receipts for them. At the beginning of the sea~
gon, however, when most of the fees come in, the church bookkesper acoepts

the fees before and after the rebearsals,
3, See that the attendanoe record is kept, At the begluning of the season
tho chalr mother or director unmmn,hxtuthomdthcchu«-
Mmmmwumm The choir mother always sits
at & table near the eutrance, and the children report to her as they arrive,
4. Take charge of discipline when the director {s not present. 1If the di-
rootor is called from the room, the choir mother assumes charge,

8. Take charge of vestments, asiigning them and soeing that they are
kopt clean., The vestment chairmen assists and supervises this work.

6. Assist in preventing interyuptions in rebearsal. The cheir mothers
answer the phone during rehearsal. I there are any visitors, they are re-
celved by the choir mother,

7. Assist in the distribution of muslo.

8. Take care of any children becoming ill during rehearsal. It is a great
ocomfort to have a cholr mother present at these tizes, and such matters can
mmm

$. Watch for children becoming {ll in the service,

18Lorens, op. cit., pp. 26-88,
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10, Make suggestions to the dirgcter. The choir will frequently be in
Position to know or recognize perscuality prohlems more quickly than the

1l. Asaist ip processic carsal. A proceszional rehearsel, because
of the loog and strung-out foa, 18 very difficult to supervise, and usa-
ally move than oue person has to be in charge,
m&m;ummmmmgamm_m

13. Prepare snd serve any food served to the choir}S
‘The big problem 18 not 1 finding cholr mothers, but in finding cholr methers
of the right kind., Qualifying characforistics are suggested as follows:

An interest in music,
Quality in character,
Attractive personality,
An air of suthority.

A good sppearance.
An Smaginaticn, 17

L ok o of oF o

Accompenist for reheargals, Frequeatly it is impossible for the regular
ohurch organist to be present st all rehearsals, A substitute {s a necessity. This
can provide an ooccasion for someons adept in music to render a real service. Of
courss it shoold be made clear that the regular organist i3 to play for the servioe,
Sometimes, of course, as in the case of children's cheirs, a group will have its
own scoompanist who will also play at the time of singing in servics,

Director's sagigtant. In some cases the direstor cannot meet with all choirs
at their rehearsals. This is particularly true if the director is not employed full-
time by the church. In any onse, cither another director or an assistant should
be srranged for. The persoun selected should as much as possible conform to the

10xsrering, op. clt,, pp. 67-68. 1'Kittring, gp. cit., p. 66.
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tradition and method of directing of the director. In the case of an assistant it will
usually be of advantage for him to direct from 2 maried copy prepared by the di~
rector. Only under such arrangements cen the director feel secure 28 he assem-
bies the several choirs to sing on special occasions,

Ihe Audition. The audition is not & "cure all." Many problems, however,
can be eliminated befors they materialize if they are detected in the audition.
Because of the barrier of terminology many directors prefer to speak of the
audition as an "interview,” The audition will help to eliminate those with poor
pitch and with otherwise apparent musical inaptitude. Perscnality problems can
also be dealt with here, Authorities suggest various methods of conducting the
sudition, s genersl the individual is asked to sing tones up and down the scale
and to sing a hymn stanza. In this way the director is able to classify the range
and quality of the voloe. The audition is a good time to talk over the rehearsal
time and to emphasize the importance of punctuality and dependability. lMost
directors do uot tell the applicant at the time of the interview whether or not he
is acoeptable, A list of those who pass is sometimes publicized later.

CHOIR REPERTORY

In multiple-program procedure of a repertory of distinction and high quality
is not easily achieved. In the background of every snthem selected there are apt
to be dosens and even hundreds of titles that were examined. Most churchmen
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do not realize the hours of searching for suitable materials that are involved in
thadlrecuonelumnluple-churmmm. The finding of the right anthem usually
comes only as the result of much seeking, The choir director, too, if he takes
his job sericusly, will spend time in prayer over his selections,

Mattars to be considersd in salecting choir music are these: ability of the
cholr, age-group adaptability, artistic and worship value, the text of the anthem,
the theology of the anthem, and the educational value of the anthem in leading the
cholr into new learning experiences, 18

Many music companies will upon request furuish a director with sample
copies of music that will aid in his selection. Such companies are: The Augsburg
Publishing House, Minneapolis; Car]l Fisber Company, New York; E. C. S8chirmer
Compeny, New York; G. Schirmer Company, New York; H, W, Gray Company,
New York; Harold Flammer, Inc., New York; Gamble Hinged Music Company,
Chicago; Theodore Presser Compsny, Bryan Mawr, Pemnsylvania; and Oliver
Ditson Company, Boeton.

18509eph W, Clokey, In Every Corner Sing (New York; Morehouse-Gorham
00.. ND p' "‘



CHAPTER VI
INSTRUMENTAL MUSIC

Instruments used. Instrumental music is said to be intellectually indefinite
in that it does not present clear images or definahle concepts to the mind, How-
ever true this may be, it has, in common with music generally, power of sug-
gostion, It can produce certain emotional and moral values. Much depends upon
the listener's musical experience and the prevailing circumstances during the act
of hearing. The critios, who listen with mature understanding, tell us that music
without words exerts a decided influence on their mood, thought, emotional sus-
coptibility; that it affects even their moral impulses, A congregation, gathered
for & religious service, under the in{lusnce of manifold momories and traditions,
might be pointed toward spiritual sentiments and aspirations, through the act of
Wwﬁomudmtmmulmlc.l

Instrumental music in the church {s usually confined to piano and organ.
Cther musical instruments are generally only used for special selections or oa
special occasions. Exceptious to this are found in some groups such as the
Salvation Army, who use a multiplicity of musical instruments in their regular

services,

lwaldo Selden Pratt, Musical Ministries in the Church (New York, Chicago:
Fleming H. Revell Company, 1802), pp. 135-126.
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Ihe ovgan. The Church has always recognized the organ as the sacred nstru-
ment "par exoellence. " Small ergans for personal and private use seem to have
existed even from $he pre-Christian era. They became quite common in the thir-
teenth century when they were called "Portative” organs because they could easily
be carried about by the player, ?

A Jarger but still movable organ called a "Positive' was used in the Middle
Ages. It was sometimes placed in different parts of a large clwurch or cathedral,
usually raised on little platiorms high up on the side walls or even on pillars.
These organs were sometimes called "swallows' nests” because of their loud
screaming tone, Thelir purpose was to guide the singing of the congregation, 3

From a crude simple instrument the organ has so developed until today it is
the most intricate and elaborate of all musical instruments. Were this & technical
treatise, it would prove interesting to dwell upon the structure of the modern organ
as a consummate product of genius, skill, and loving work., Suffice it to say that
churches with pipe orgaus are confronted with many practioal questions in regard
to their proper use and maintenance, * Nevertheless, the church that has ex-
perisnved the pipe organ is never satisfled with anything less. As Hunter says,
"An adequate organ painstakingly built §s, to begin with, the one remaining voice

3Edmund 8. Lorens, Church Music (New York, Chicage: Fleming H. Revell
Company, 1923), p. 408,

310!'0“. m. ﬁ' s P 407, ‘Pnﬁ. o9. .gl_.t." js 122-124.
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in any charch. Ministers and singers come and go, but the organ rematns, "5

The functions of the organ in the Christian Church are for the rost part
threefold. First, the organ is used for the support and accompaniment of con-
gregational singing. This undoubtedly is its most essential use, While choirs
and other groups may sing unaccompanied, the congregation generally needs the
organ to lead, Becondly, the organ is used for the accompaniment of choir
music. Most directors and gingers prefer to sing with an organ sccompaniment,
although some of the best choirs aing a cappella. Thirdly, the organ is used as
& solo jnstrument. This use is found iu the prelude, the offertory, interlude
music, and in the postude, 8

The organist, Becanse orgsn music occupies 8o large a portion of the ave-
rage church service it is important that the organ be used and played correctly.
There are many functions jn the church that lay people with average ability can
do well and to the glory of God, The playing of the organ, however, r«'mtma
person of training, talent, and good sound judgement.

The selection of an organiat is a serious matter, for he affects and may even
unduly control the work of the pastor as well as the congregation. An incompe-
tent organist can spoil the whole effect of the church service, Lorens lists the

Sgtanley Armstrong Hunter, Music and Religion (New York, Cincinnati, Chicago:
The Abington Press, 1830), p. 95.

6g, W, Stubbings, A Dictionary of Church Music (New York: The Philosophical
Library Incorporated, 1830), p. 8.



qualifications of the organist as follows:

1. He Should Be An All-round Competent Player, He must be a
competent player, scourate, expreasive, adaptable, He mnst not
ouly be able to play a brilliant postiude, but exotional music in an
effective way, His hymn tune playing, his accompaniments to solo-
ists and choir, and his smooth adaptability to the varied spirit and
useds of the service, must all be beyond question, Better an or-
geaist who can mest all of the requirements reasonshly well than
the gentus who meets but one of them supremely well.

2. He Should Have A Knowledge of Musiosl Theory, He should
have a fair knowledge of the theory of music, fachding harmeny,

It will give an intelligent basis for his judgements as to the merits
of various compositions,

3. He Should Have o Interpret Texts. He need not be &
Itterary man, but ought at to have general culture encugh to
understand and interpret the hymn, solo, and anthem toxts of the
compositions be expocts to play.

4. He Should Be & Gentleman. The organist cught to be a gentle-
man., He has relations with so many people from the pastor down,
that he caunot do proper team work with them unleas be is consi~
derate and thoughtful of others, gracious, tactiul, obliging, patieat,
WWW‘.

§. He Should Be in Sympathy With the Work of the Charch. He
must be able 10 respond to the plans of the pastor, and enter into
the feelings of the congregation,

6. He Should Be A Christisa, He must, to do the fore-going,
be not only 2 man of good moral character, but & Christian, & man
adwmmasm«muuummmmmm
Nothing else will do if the service is to be devoticoally successful,

The orgauist can have much influence upon the lives of the congregation.
Actually he is a personality plus a great instrument as he fills his place in the
clmrch, How Important that he possess a sound Christian experience and that
bo understand the principles of Christian Education.

TEdmund 8. Loreus, mg__gm_g__ﬁ;pa@ngrk. Chicago: Fleming H.
Revell Company, 1928), pp. 93-96.
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Ihe plao. The piano has frequent use in the church, Iits sharp attack con-
trals sioghig and marks the tempo well, 1t is excslient o cheir rehearsal, as
it indicates tie well and does uwt cover wp wistakes of slagers. It offers
anothoy advautage: competent players caa easily be secured, 8

Tho plano is partioularly useful in the Sunday-school, in large couventions,
and in evangelistic meotings. Children can follow the plano with much grester
ease than any other nusical instrument, Large crowds will respoad more
readily to the rhythm of the piane than to the smooth movement of the organ,

The pisno, however, is not without disadvantages. o many listeners it is
associated with frivelous music. The plano lends itself more easily to producing
& kind of nervous irritation--the epposite of the calm stately music of the organ.
Although the plano can be quite expressive emotivaally, it can easily be ussd to
destroy worshipful emotion. The fact that good sacred piano music is not too
plentifisl is not the least disadvantage to using the piane in worship services.

‘u., pp. 83-84.



CHAPTER VI
CONCLUBIONRS

Bince music plays a sigaificant part in practically every area of church life
music educaiton in the Church is a maiter of major concern, Both congregation
and specialized groups need to be informed ooucerning the purposes of music in
the church's program,

The greatest contribution of music o the life of the Church 1s ita impact upon
the congregetion. It makes pecple more worshipful, But music has other “'specia-
lized” values. Through it many have been known to take active parts in the church
program by joining choirs and assuming responsibility in other directions.

Regardless of its size or locstion, the local church should seek to lift the
musicel tasies of its people to worthy levels of religious expression. Creative
planning on the part of persons trained in music and in Christian Education 18
highly valuable in the working cut of an acceptable philosophy of church musie,
This among other things calls for the grading of music to meet the needs of the
various age-levels.

The place of music in Christian Education fimctions of the Church has uot
always been too clear, The church musician must possess some understanding
of the relationship between his program and the business of Christian nurture.
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The director of Christian Fducation needs to realize the fact that music can make
substantial contribution t- the eburch schon! curricuhum,

Lack of thoughtful planning and administration of & dmrch's music program
hag all too often greetly handteapped the lfe of 5 church.

Basic to the success of music in worship 18 recognition of the fact that church
music {8 not primarily 8 thing of artistic perfection but of spiritunl power,

A fairly recent development in the music administretion of the church is the
multiple-cholr pregram, Such & program is designed to making a place for the
many in the clmrch's musical activity. The spiritual and social gains dertving
from this program have doae much for the ife of the participating member and for
the church as 2 whole,

The Charch 18 not sesking to compets musically with the world. Music in
the Church is not a performance but & ministry,
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