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Bubjective preconditioned preferencs is often the major factor
in the classification of wha#* constitutes good o- bad, sacred or
warldly, inspiring or degrading music in the Seventh-day Adventist

miliew. However this trait Mas nat been unigue to the Advemtist

Chur:h. Whils the 0ld Testament reveals the Hebrews havimng no
di%ficulty‘orninhibitions in their use of music (in style or
instrumentation) the Christian Church has nad much difficulty relating
to this kind of commurication - both With the genre and medium. Most
of the analvsis, by Chrisztians today, of modern music styvles isg
Riased, and too selective and simplistic inm its approach. The
premizses for tismissing modern styles of music and certain instruments
are based on subjective associations and arbitrary decigions, and are
logically inconsisztent with historical precedents in the history of
Christian music, both Bibliesal and esxtra-RBiblical.

The style=z of music utilired in Seventh-day Adventist vouth
ministry is an ar=a which cam he 2tifled by pharisaical RFrejudice and
become an embarrazsment in ou- witness, and more importantly, the 5
nurture of the vouth in the church suf fer unnecessarily in several '
respects: the conssguencss of wnbalarced and immature modeling of
Christian attitudes; their enjoyment of worship; their 2njovyment of

musici: and their Christian experience and witness.




What constitutes acceptable, edifving, and suitable
evangelistic Christian musice in yauth ministry nesds tgo be,bruadenad,
to encompass the aresent cultural miliew in Wezterm Society.  And the
traditional Christian subje:tive approach to interpreting what
constitutes googd Christian music needs to be converted to anm

enli

i3

htened and objective assessment,

ITHE FMETHOD

The approach taken in this research project to resclve the
abave problem will be to develop an awareness of the changes music has
undergone by briefly looking at the devel opmental history of music.

It will be seen throughout the time ccntinuum‘that change is & . ﬁ%;
predominant characteristic. It will be seen that music is not static
but ig always ‘changing in its forms, styles, and instrumentation. The
devolution of music will al=o illustrate now music has alwaVys been
intertwined with the cultural, sociological, and religious changes
throughout the history of the Christian Church.  An overviaw of the

Lee of musical instruments by the Christian chwrch during its history
will al=z=o be corsidered. Comsistancy and Flaxibhility in the

assesement of Church music wil] also he developed by citing the
evidence of historical precedents of secular music forms and styleé

being wused +g convey Christian lyrice, And =zome incorrect assumptions

concarning what constitutes sacred music will be discuszed.

o



Honest and informed objective reasoning, rather.ﬁhgn”hiégéa

sl jeckive reasoning based on personal taste and preferen;e; qu£_
used in assessing cantemporary music styles in deehtist wouth
miniztry. Informed flexibility and a mature Cheristian spirit wmuldﬁf?'
allow for diversified musical exprassion of the Chrizstian meszags and
exparience by Adventist Christians in and from differing cultures
present in %nworld with a melting pot of musical styvles and
instrumentation - accumulated from multifarious geographic locations

and time pericds.

m-_._,m__mg__w,m__-—_.._.__ﬂ__q.m__m__u.m

Miller points out that "music, 1like ather arts, is not
autonomous; it is always part of a total culture, both in time and

place” {(Miller, 1972, 1). Music is a form of buman communication and

1

just as languages differ from culturs to culture zo doss music. And
languages undargo changes with the passing of time. For e%ample, the
English language i divided into three periods.  When the Normans from
France invaded England in 1046 their dialect of French became the
language of the ruling class and the chief literary.language of
England. ThHus aver time, until the 1400 s, the English language
underwent change with the gradual influx of thousands of French words
being incorporated intoc the English 1anguage_ - 2.g. air, army, a}t,
blue, chair, color, dinner, gavernment; ivlly, sjudge, justice, mayor,
Raper, post, prison, towel, etc. (The World Book Encyclopedia, Vol. &)

1979, p.24a9)y, The implications of this illustration is that music has



also undergone many changes through varying influences from different
gethnic cultures. Just as the influx of the Normans into England
changed the English language so has the languages of music bean
changed by differing cultural influences ovar history, Twentieth
century immigration brought about much synthesis of today's musical
grpression {i.e. in forms, stylgs, and instrumentation). Increased
crosgs~fertilization of musice forms, =stvles, and instrumentaticn has
taken place rapidly in the twentieth century due to increased mability
and medié expgnsian,

The following brisf overview of the history of music will be
confined to the Fistory of Western music, and is from Hugh Miller’s
back, Histgry of Music (zee bibliography; for more defailed

information read Wold & Dyhkler, QQHQQEL;mamﬁgggggy_gﬁmﬂggig). Millar
points out that "the history of Western music is conventionally
divided intao Eras, o pericds of time, . . . Land] no period in itsel4$

is staticy; changes take place continuously within a period” (Miller,

QBIQQQLIK_QHQ_EQQQM§QEE: Western music originates from noar-Western
“ultures in pre-Christian times, Evidence of musical activity has
besn dizcoversd in all cultures of antiguity. Egyptian musie strongly
influenced that af the Gresks, Hebrews, and 2arly Christians.

The Greeks have had the areatest long term influences on
Western music in the arsas of theory, aesthetics, and musical
concepts.  Like all music pf antiguity it wWas mainly monophonic music
(i.2. single note melody line). The word pusic comes from the

breeks. The Greeks were the first to develop musical notation and

laid the basis for music theory {e.g. se=ale patterns called




modes), and they used z variety of musiecal instruments. Music was
a very important form of communication to the Breeks who believed
music influenced their character devel opment,

The fact that music was very important in the life of the
Hebrews is evident in the many literary references in the 01d
Testament. Much of the 01d Te;tament is written in poetic form and
their postry was designed to be Sung in wunison responzarially
(selo singer answersad by a chorus) or antiphonally (two
altarnaﬁimg gﬁoral groups). Hebrew music was primarily an expre=sgion
of their religion, and they utilized a variety of muszical instruments
- wind, sitringed, and percussian instruments,

| Roman music waz largely derived from Greelk music, Thers is
much evidence indicating that large choral and orchestral perfoarmances
ware common in the first two decades of the Christian Era.

The @arly Christian Church uszed plainsery. Flainsong was .
monophonic, wsually sung & cappella (i.e. without instrumental
accompaniment) used flewible rhythms, had a limited interval rangs
{rarely exceeded an interval of a fifth?), and was mostly sung in
Latin, Flainsong, also referred to as plainchant and Gregorian chant
used specific modes (scale patterns!, was the principle music of
Western civilization for aver & thousand Qears, and it alsn
constitutes the largest and oldest single body of Christian music,
Flainsong during the first millenium developed into five principle
Styles: Byrantinme chént (later became the chant of the Greek Orthodox
Church); Ambrosian chant (foted for its plaiQ§Dng hymns and antiphonal
singing): Gallican chant (used by the Franks uﬁtil the Bth century);
Mozarabic chant {(used in Spain and influenced by the Maorish invasion

in the 8th cantury) g Gfegorian chant (a term often used faor all



plainsong: named for regory the Great, a &th centw v pope who was

largely responsible for organizing plainsong into s unified body of
music). Ultimately, Gregorian chant came to dominate all Western
plainsong as Fome became the centre of Western Christianity:  From the

Fth to the 12th centuries two new forms of plainsong wers agﬁéf.

the fropes and sequences. The Roman Catholic Church made*fi
euteﬁﬁive use of blaimﬁqng and later its palvphonic forms i5 Eé;
liturgy = much music was written far the Mass (e.g. Paleztrina?gqy
Missa éréwfsjhﬂach’g Mass in R Winor, Mozart®s Mass in ¢

Minor, to name a few).

THE MIDDLE AGBES (800-1400): This period includes late developments of
the plainsong, the rise and growth of polyphonic music, and seculapr
[N &

SBecular song was mors varied in styla than plainzong, and .
though it was alsc monophanic it was metrical and mostly in triple
metar, and it favoured the Ionian (major) and Asclian (mingr) mode=s.
It was usually sUng in the vernacular languages rather than the Latin
of plainsong.

During thiz period part Einging was developead. Early
polvyphony was based on pPlainsong. Folyphonic music was the
significant development of this period (Folyphonys: a s=ong with two or
mora independent melodic lines). Folyphonic music alszo underwent
developmental changes: early polyphony (organum, parallel organum, and
melismatic organum); Ars Antigua (i.a. The Qld Art,_mid 1Z2th to
Bnd of 123th centuries) when polyphony continued to be developed by the
Roman Catholic Church but also independent secular forms of polyphony

developed (new forms of polyphonv: Motre Dame organum, pelyphonic




conductus, motet, hocket, rota, and rondellus) - polyvphony was mainly
three part but four part writihg was introduced: 8rs Nova (i.o>.

The New Art, 14th century) when far Mot 2 59:@1ar than sacred music was
campased, more diversified rhythms, growth in melodie and rhvihmic
interest (in the top voice of polyphony), motets were still heing
written but with chaﬁges, new secular polyphonic forms arosze {ballade,
rondeau, and virelai), and Italian polyvphonic music became prominent
for the first time - main characteristic was & florid vecal style
(three-seculgr forms were predominants: madrigal, caccia, and

ballata).

THE _RENAISSANCE {(1400-14600): Mediaval feudslism was replaced by the
growth of wrban culture. Many of the English compositions were solo
songs with instrumental parts below the vocal melody., There was a
growing trend towsrd chorda? style. Naw stylesz and techniques

arose during this period but the foarms of the previcus period were
:still being utilized. The main type of secular music devel oped was
the polyphonic chanseon sung in French. Muzsic became more

sxprerrive {pusica reservata style), and the Juet style

bé:ame Commen .

The Renaissance reached its peak in the 1&th century and its
vocal polyphony is one of the high points of attainment in the history
of music. Yocal polyphony was perfected, and though vacal music Was
Predominant the beginning of independent instrumental style was
growing. Secular music arose to a new statugkwith the patronage nof
the nobility. Religious music was still daominated by the Foman
Catholic Church, but FProtestant music resulting from the Feformation

Was growing. Martin Luther, founder of the FReformation (1517), also




being a musician, believed in the valua of mus=ic in worship and
particularly congregational participation in hymn singing - a new

style of religious singing was developed, the Chorale

Secular polypheonic music became more diversified in form and styla,

The music was composed for entertainment and was paerformed mainly as

=

chamber music with few participants. Mew Italian vocal forms ware
developed, referred to collectively as wocal canroni (forerunner
of the Iteliaen madrigal}. The &nglish nadrigel received its
impetus from the Italian madrigal.

Imstrumental music gradually becams more prominent with

impravisation plaving an important role in parformance, partisularly

in melodic ornamentation. Much wvorcal muzic wazs transcribed for

i

improvised instrumental performance. The instruments underwent much

mechanical improvement during this perioad.

 15§m§5aggg§ (1600-1750):1  This began in Italy, as did the Rernaissance.
The predominant feature of music during this period was in the
%asthetic realm. It was a period of colonization, and much
davelopment in all areas of human activity: painting, music,
Bxploration, science, philosophy, architecturs, literature. Changes
in style and form continuously took place during this pericd.
MNonetheless, certain characteristics stand oub: copcertats stule -
different media {(i.e. voice or instrument) were in oppusition to one
dnother; kesseo coptinue — functioned as melodic and harmonic bass
performed by a combinationm of two kindz of iQ§trument5; harmony — the
new harmonic conczpt in the figur=d baszs line, authentic cadences

{replacing the modal cadences), more chromaticism, systematic

modulation became common, the use of seventh chords without




preparation, and free use of dissonance; tonality - a stronger sense
of tonal centre than before, compositions indicating their key (e.g.
Suite in A Majdrﬁ, the modern concept of majar and minor tonalities
finally replaced modality; tempo and dymamics — for the first time in
music history composers began to indicate tempo (e.g. adagio, allegro)
and dynamics (e.g. forte, mianp), raflecting the concern for mors

adeqguate expression of the "affection

13t

{i.=. emotional contant or
mood) ; dismprovization — more important Lthan in any cther ftime in thes
history of mggic; new $drms = ney miltimovemsnt vooal %Drms Were
developed {(=.g. opera, cantata, and oratorio}, new mulitimovemsnt
ingtrumental forms were developed also (e.g. sonata, suite, and
concartod, and the principle contrapuntal form to emerges was the
Fugue utilized in all instrumental and choral media.
At the beginning of the 17th century Florentine musicians
;canscimusly rebelled againgt Renalssance polyphony desiring to
:hintrmduce gntirely new technigques. The new music of this century is
“entitlsd Neowve Kusiche. The new innovations that were included
_;wﬁre the figured baéﬁ, monedy laccompanied solo song), and
recitative which was a new concept of drama with music called
copera.  Cpera was to influence virtually all types of barogue
music. OFf less renown than opera was the vocal music of selo zong
and chamber cantatas.

George Frideric Handel {(1485-179%) and Johann Seshasztian Rach

(1685-1730) are the two moast renowned compozers of this illustrious

era.

Feligious music during the barogue period iz divided into two
broad categories, liturgical and nonliturgical. Both were strongly

influenced by the new style of music, opera. Liturgical Music:




the principles form of Protestant chuwrch music was the =hyreh

cantata (Kirchenkantate) - lyrics were taken from chorales and Eible

passages; uwtilizing one or moare voices with continum,accumpaniment,

and larger works utilizing arias, duets, recitative, chorus, and
grchestyra. Manliturgical Musi&: the principle form of music hare was
the eoratoric. The Oratorio wvutilized most of the componests of
opera — arias, duets, rectitative, chorus, overture, and other
instrumental music. It differed from opera in that it uzed a
parratopr whuhﬁella the religious story in recitative, and it makes
considerably more use of chorus. Handel wrote mors tham twenty
oratorins. Fassion Music was also written during this period
(presentation of the Easter story) which wtilizes pratorio form. The
charale was added to the Passion for reflsctive purposes. The most
famous chorale Fassion used in thisz way is Hach’s S¢ fMatthew

Passion in which the chorale "] Sacred Head" (composed by Hassler).

is utilized.

During this period instrumental music for the first time
:bEtamE as important as vocal music, and this aspect was manifested in
:quality as well as in guantity. The kevboard instruments were further
developed and the viaolin familv emerged. Ths piano was invented in
this periocd by Cristofori (Italy, 1709), but little music was written
for it. The organ arpse as the predominamt instrument for church
music. The guitar was developed in Spain. The timpani were the only
percussion instruments in general use. MNew improvisatory forms were

developed for instrumental music (e.g. toccata, prezlude, fantasiad.

THE CLASSICAL_ERFA (1750-1320): This period iz marked by the French

-

Revolution, the establishment of the independence of America, and the




Napoleonic wars., This periocd., &lso krown as the "fige of Reason" and

the “"Enlightenment.” was dominated by raticnalistic rhilosophies, and
there was various stylistic trends overlapping in the arsa of music.
The previcus forms of barogue were gradually supercaded hy new

sectional structures. Counterpoint was dropped in favour of
homoghonic textures. The bass continuo was no longer popul ar. Mew
Ctypes of instrumentation were developed. This pericd (as against thé
following Romantic pericd) was marked by its characteristic features
ot emgtimna{.restraint, objectivity, balance, and clarity of form.

The classical texture was Eypically hoemeophonic - a single melodic line

- with nonmeladic accompaniment fe.n. Alberti F

&Xx), and harmony wWas
iess complex than barocgue harmony using mainly the principal triads
{tonic, subdaminant, and dominant chords). Improvisation was weitten

~out rather than left to creative spontanecus performance. The four

:Beethoven. The orchestra was firmly established in its modern farm.,
The classical symphony was one of the maior achievements of this
period ~ developed fram Italiam gverture form called sinfonia. The
eting instruments were prominent in thise pariod as in barogue music.
:The piarc took the place of the harpsichord and clavichord., Sola
sonatas were written for various instrument= as instrumsntal music.
The distinction betwesn barogue and classical stvles iz less marked in
the vocal music of this pericd. Emphasis was placed on improving

opera.

Opera had even greater influence on church music than in the
baroque period, particularly when nearly all the compossers of

Classical church music were Dpara composers. Dbenerally, thers was a

significant secular element in the style of church music during this




period.

THE_ROMANTIC ERA (1820~-1700): This period is marked by the Industrial
revolution with the growth in technology, engineering, and science.
MNew social and sconomic problems faced mankind as a conseguence. It
is described as an e=ra of “Etrong contradictions between capitalism

" and auﬁiéliﬁm, freedom and oppression, logic and emotion, science and

faith., The consegquence of these contradictions was a changs in the

Cthinking of people, pepacially creative artists" {(Wold % Cykler, 19737,

p.171). This is the time of French Impressionism in art, symbolic
Cpoetry, and much remantic literature.

Thi= Fomantic Era defies concise definition. In music it

comprised a synthesisz of the new and old: pathos and athéa;
Ceubjectivity and objectivitys emotionalism and rationalismg formal
structuwre and free sdpressioniam. Individuslity of style became mores
prominent for composers during this period which reflected the
plurality in world views, beliefs, and practices (Wold & Cykler, 197,
g.171). Bomanticist musicians held one thing in common, "their music
was aimed at the evocation of emotion as its primary function. The
concept is based on the premise that a feeling of musical tension is
necessary to schieve a corresponding intensification of emoticnal
response’ {Wold % Cykler, 1973, p.175). There was a greater sense of

atfinity with poetry, art, and literature. Virtuosity was important

orchestra and piano. Nationalism was an important element in

t in instrumental music. There was a great amount of music written for

composition, hence folk tunes and folk styles were incorporated in the
compesitions. There were major developments in compositional styles

and technigques. Melodies became more personal, warm, and expressive —




pften characterized by intermse personal feelings (Wold Cwiler,
p.177Y: a more lyric style was_develaped with more flexible phrase
structure. Harmony was experimented with to the limits: new chord
cstructures and chord progressions were created and used without
inhibition; and disgsonance was more extensive and freely used {echoing
:the climate of human experience during the period); chromaticism and
'ﬁodulatian were important in this period. The Romantic compossrs
f_xperimented more with the use of dynamics in extending emoticnal
{ewprasaiaﬁism_(wider use of loud and soft, and crescendo and
:ﬁiminuendm}. Musical form was less important than content and
*gubjectiva axprassion. Thers were numarpus successful and world
renowned composers during this period.

In addition to opera much vocal muzic was written during this
ara. The art song was the most important style. The focus was on the
fhusital spression of the peoetic text — an affinity between word and
l%usic. The music, being the vehicle of the words, enhanced its poetry
:énd mood.  The pianc was the main instrument of this period, and was
 §1ao the main accompaniment instrument for the art song.

Romantic church music made use of large choruszes, solo voices,
And archestra, but did not employ narrator and recitative. Sacular
choral music became very popul ar during this period with the interest
in nationalism and fclk music.

Apart from the piano the orchestra was the next most popular
form of instrumentation, and the size and resourcefulness of the
orchestra medium was extended during this tim;. Az never befores, the
RPiano and orchestra were utilized and experimented with ta their

utmost possibilities by composers.




THE_TWENTIETH_CENTURY: The dominant characteristic feature of this

period is the freguency and magnitude of changes — &5 nevear

wperienced before in human history. Two wcfld wars, and many other
smaller wars, mark the human experience of this era. The world has
matured into a global community with increassd webanization, mobility,
and communication. Many new issues have arisen in consequence to this
maturation process. Acute sccial and economic problems have arisen in
recent times. All these developments have greatly influenced the
.muaic of thahtwentiath century. The themes of modern music have been
characterized by rebellion against various issues (some have termed
this, music of preotest; =.g. the organized eetablishment, naticonal
 cmn5criptiDn, materialism, urbanization, environmental exploitation;
 ;nd evistential loneliness and meaninglessness), reactionary motiffs
'e.g. the threat of nuclear war, social irmjustices, etc.), reality
iéeeking, truth ssarching, and love (mainly human, but also divinal.
Scientific and technological developments during this century
#re too numerous o mention. Thisz is also the case in the area of
ﬁusic. Berause man is not a static cresature, but has Eeen given the
'Q§¥t of creativity, music has always changed throughout the massing
éEﬁeratiDns. Along @ith the other fast changes of this centwy, the
pace of change in music surpasses any other era inm previouws history.
Add tg thiz phenomenan the nurturing of crmas—tultu?al fertilization
n musical ersativity, by increased mobility and media eupansion, and

ane can begin to understand the multiplicity of ausical developments

N this century. A= never befores cross-cultural fertilizatien in

usic has resulted in mors forms and styles of music of different eras
and cultures existing. at the same time and often in the same country

L&.) - sometimes features of both dimensions, that is,

4]
)
o
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different eras and cultures, appear in the one piece of music. The
diversity of trends, styles, forms, technigues, and instrumentation
precludes the catagarizationlm¥ this era in music history. It is
beyvond classification. Its music is characterised aonly by this marked
frequency and rapidity of change with increasing diversity of styles
present at one time. It is a period of uninhibited radical
prparimentation with music. The compesite mixtures of susic in terms
0¥ melody., modes, harmony, toenality, rhythm, texture, form, style, and
_instruméntatjpn are too numercus for summary analvgls az in previpus
periods. The means of musical transmission have expanded enormaously.
Thus the individual is exposed to numerous types of auzic teday; not

Conly bhe various types of music from previous eras and various

1]

Eculturesg but als=n the synthesis or combination styles of music (a.é,
a =ong using a deorian mode for its melmdi; line, structured in free
rlassical form, with Remantic expressionizm, with an African rhyithm
using intsr-American instruments, and played with jazz ornamentaticons
and interpretation, estec., etc). This highlights the difficulty in
categorizing music styles today. Rock, pop, contemporary, theme or
mood music, to name several, are a few generalized terms which usually
:fail to adeguately classify music today. Musiz taoday uses all types
of modes (scales), melodic possibilities, chordal structures (i.e.
harmeny), and rhythms, with vwitality, complexity (i.e. of
combinations), wvaristy, and flexibility. Chord vocabulary has
increased significanmtly in the twentieth century (2.g. tone clusters
and polychaords), az has the development of chmrd progressions and
complex combination rhythms. Improvisation is an essential element in
the creativity of modern music which surpasses the barogue era far

experimentation and virtuosity of performance, and technigus




(particularly in the number of virtuozes on all instruments)y.

Musie today is big business and guite & lucrative one with the
increased dissemination of music alaong with the asscociated imcreased
methods of hearing music (publication of music, T.VY., radio, various
recording mediums — phonograph, tape, and compact disc. and hi-fi
equipment, films, etc.),. Education includes the teaching of music at
all levels of schooling.

Concerning instrumentation:; all types of instruments from all

parts of the&warld ars sncauraged, utilized, and mixed in the creating
of music. DRiverszity of musical instrumentation and sskpression has
been dramatically expanded with the development of electronic and
*mtate of the art® muzgical inztruments and musicsl squipment (2.g.
electric guitar, the synthesizer kevhoard, and most recently the
digital mampling kevboards with midi capabilities, and computsr
seguencing)l.

The poszibilities for the modern composgr are truly inspiring,
with the sky being the limit. The climate is one of freedom for
creative supression, and never heforg has such a vast amount of
musEical knowledge and instrumentation been al one

o . -

‘with thz potential of exposing one’™s muslic to a vast an

aldience who is accustomed to a variety of music in the disi.

e



This section will reveal the diffieulty and inconsistency of
the Christian Church in its use of musical instruments. The Christian
Church has been slow to accept various musical inst?uments-¥or wse in

' prai5e and worship due to assaciation with their sacular use,
:fHopefully this study of history will enlighten our Qnderstamding o as
not to rape#g‘thé mistakes of the past.

In the Westerrn Church, Ogasapian paints out how that Clement

Lof Alexandria (c130-c220) warned of "the lascivious nature of the

4l

' éu1o5 Cive., similar ¢o the cboel and ths amimalistic propsriises of the
.fayrinx (flute or pipess)" (Ogasapian, 1981, p.3). Interestingly
3 thuugh, lement of Alexandria advocatsd the uée of the plucked-ztring
lyre — hand held harg-like instrument. Hisg rationale was the
cprecadent of David’s usze of the instrumant, hernceg Clement reasoned the
 1yre may be used with the psalms (Ibid.) - "*I§ you are able to
Jaccampany vour voices with the lyre or cithara vou will ineur no

CeEnasura’ (Pogd. 11, 41 Wibberley, 19234, p.75), Ju=stin Martvr., in the

i1}

econd century, was against the chuech using any instrumsntal music

(Ibid.). Ogasapian points out that "the use of irnstrument=z remained a

concern with fthe fourth century fathors! Ogasapian, 1981, p.&).
Jerome contradicted Clement by strongly disapproving of any
instruments, including the lyre. Bazil approved of the lyre, but did
nat condone the use of any nther instruments (Ibhid.). Augustine
2ncouraged the "“singing of psalms to the lyre aor psaltery™"

'(Nibbariey, p.?S). Qﬂnther form of media that was debatad was the

b



woman’®s wvoice in warship., Jerome was adamsent that it was not in arder
for women to join in the songs of worship, and b2 was not alone with
thig viewpoint. Ogasapian points aut that “"the #murth—:ehtury Ay i an
bishop, Cyril of Jerusalem, forbade women to ﬁing loudly, lest they be
heard, [whilstl Isidore of Pelusium grudgingly acguiesced in women
singing in church, but only because they would thereby be sufficiently
pecupied to prevent their gessiping duwring the service" (Ogasapian,
p.%). Ambrozs, Basil, and Chrysostomn were not against women
participating_ (Ibid.). However, Greelk asceticism must have filtered
down into the arly Christian Church hecauze while Chryzostom
{Z45-407) allowed the sginging of p=alms he characterired all oather
songs azs "lascivious and sinful" (Ibid.). Ganerally ﬁp@a&ingg musical
instruments weres not acocepted by the church fathers as suitable for
church use because of their assoocistion with pagan uses,

In the Eastern Church instrumental music was not peroitted.
{Wibberley, p.75). Douglas points out that "the Eastern Orthodou
Church still forbids the use of all instruments within theiyr church
buildings" (Douglas, 19&6Z, p.2IZ7). Traditicnal sentiments still have
their hold today where "the Roman Catholic chuwrch generally forbids
all inztrumentzs sucept the grgan,. and at one time allowsed only nales
vaoices in the sung liturgy” {Wold &% Cvkler, p.3). Tradition had its
influenczs on "somg of the sarly Frofestant zsechtz [whichl weres very

intolerant of most music in the church service! {(Ibid.). For

centuries the Christian Church on the main mistakenly considered the
human voice as the only pure and acceptable instrument for church
music and worship. In reality however, +allible humanity bnows no

such arbitrary barrier: "With it [i.2. the tonguel we bless our God

and Father, and with it we curssz men, who have been made in the




likeness of God - out of the samg mouth proceed bBlessing and cursing”
(James Z:7—-10)!

From the Fifth century onwards the organ began to find its
place as an acceptable church instrument (Wibberley, p.79).
Interestingly there ars many ancient manuscripts of "the eighth,
_ninth, and later centuries [thatd show the use of the harp, psaltery,
Fota . - . (of vipl species), and trumpsts" (Ibid.). John Calwvin
(150?ﬁ@4)5 ancther figurehead of the Frotestant Reformation, "was
perﬁnnaily'mpposed to the use of any kind of music in the church, but

howed slightly to pressuwre and permitted the unacconpanied singing of

hiblical texts® (Rice, 1944, p.22). HMNo instrumentsz weres allowed in

rthe Genevan Neformed churches, not even the organ waz accephable

(Ibid.}. The organ was prohibited by the Genevan Church until the
latter part of the eighteenth century (Wibberley, p.117). FRice points
put that “szarly Americans were somewhat slow to accept the organ as a
chur:ﬁ instrrument® (Rice, p.53%). Douglas adds that "the
Congregational Churches of those days used flute, clarinet, oboe,
bassoon, and vialoncello, but forbade the violin bscause it was used
by the dancing-masters — *Fraise Him with timbrel and dance’? [Fs=
15041 (Dauglas, 1262, p.237).

Taking a laap back to 0ld Testament times cne s=es an
wuninhibited sxpression of worship amongst the Hebrew believers. Witk
effervescent oy they would dance for joy before God (Ex. 152021 2
Sam. &:14; FPs. 14%9:3: Fs. 150:4), and one thinks of children jumping
for joy when they are very happy. Has the Cﬁriatian Church =tifled
spmntaneéue pupression of positive feelings and emotions resuliing
from the tromendouws acts of God - past and present? No doubt the

instruments the Hebrews made in the wilderness "were derived from




those in use in Egypt" (Wibberley, p.373 Mum. 10:1-10). The Hebrzws
utilirzed & variety of musical instruments, stringed, wind, and
percussion (2 Chron. Z:1i-14). Indeed, it appears that thay werae
willing to use any instrument available to them in their warship of
rHe Lord. Ezra states that "when the builders laid the foundation of
the temple of the Lord, the priests stood in their apparel with

trumpet=z, and the Levites, the sonz of Asaph, with cvymbals, to praise

the Lord, according to the ordinance of David king of Israsl? {(kzra

I:10) . One of the muzical instruments (i.e. Gittith) u=zed by

David was an instrument he brought from Goliath’s home city of Gathj

the Sittith was a type of stringed instrument (ses Fzalms 8,
81, % 824 M.E,J.V.: John M'Clintock % James Strong, Eyclopasdi _af
Biblical, Theological., and Ecclesiasticsl literature, Vo. &y New York:
Harper % Bros. Fub., 1876, p.7&7). Another instrument David vsmad was
a type of guitar (Fzalms 53 % 88; Ibid., pp.7&7-7&8: Egyptian
paintings gportray various types of Egyptian guitars which ware also

prevalent among the neighbouring Eastern nations - the guitar was

nlayed by beth men and women, strung aver the shaulder and playad

standing, the guwitar had & hellow oval body with catgut string

(]

w a&nd
was plucked with a plectrum, some players danced while pluckingl.
Numerous other pas=ages could be cited from the 0ld Testament
supporting the idea that any musical instrument is arceptable, even
solicited, in worship but one reference will =uffice hers, FPsalp

150, Thie Pzalm exudes with the desire and solicitation to praisa
God: may the followers of Christ recapture this unbhounded enthusiasm

T ta worship Him.

Douglas rightly asks, "why should any instrument be proseribed

S which can “make a jeyful noise unto the Lord® - even electronic anes?"

a



(Douglas, p.237). Musical instruments have been cantinually refined
and developed over the centuries and with the recent development of
digital zampling churchss can now prw&ure a much more versatile
keyboard instrument than the church organ. With less expense the
digital sampling keyboard is the superior alternative (2.g. Foland
8-50 Digital Sampling Keyboard with four libraries of sounds, $5,000;
or the Ensonig EFS FPerformance Sampler, €4, 000 gither can be played
through the church™s F.A. system). With the invention of the sampling
kaeybhoard tha\Tusician can not only play the actual sound of a granﬁ
piann with touch sensitivity, but also on the same instrument produce
the sounds of a pipe organ, the voicess of a cheir, a string section of
an orchestra, a combination of strings and chelr, or have at his/her
fingertips the awssome power of an prtire orchestra. Hindeight is
always easy, and ong may laugh at the Church once having difficulty
accepting the organ for ehurch use, but i=s the church any d*%%ere§t
today in itilacceptance of electric guitars and state of the art
alectraniﬁ keyvboards., With Christian maturity one can perceive that
there is nothing inherently evil about a musical tnstruments Let’s
praise God with the best instruments availabls to wus today - He

deserves nothing less than the best.
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God mends the rain on the just and the unjust (Matt. G143},
and this is true also in the area of talents. Musical creativity is a
talent which is found, develcped. and gpjoved in all human comnunities
around the warld and throughout all generatiaons. Music 1s an
aesthegtic %m(@ of commupication whergin man shares his imner thoughts
an love (human or divine) and any ather slement of life which moves
his heart and mind. The tools of music are avallable to all human

beings, be they Christians or not. Some thank God for the gift of

-

music, pbhersz take its axiztence

n

or granted.

i

s an analogy with art,
one conld say that the different types of brushes of a painter are the
various musical instruments, and the naints are the diffesrent elepents
of music (i.e. scales, cherds, and raythmsy or, melody, harmony, and
rhvthm), and the different types of canvasses are the different styles
of music. As the artist can use different types of instruments {(e.g.
pencils, fingers, brushes, stc.) on varying mediums {paper, CANYVASE,
 prick walls, str.? 50 music iz limitless in its mreative potential.
Muzic appears to be sxzhaustless as the continuing creation of new
music indicates. Christians have churches built and drive cars that
are made with the technigues and mediums that man has developed with
his God given power ta think and to do. So alsn Christians (and O.T.
believers) have utilized all the developments in music (i.e. forms and
styles - including melodies and compositions, and.inztrumentatiuni

throughout histery, be they of zecular or sacred origin.



HANDEL:  Lang pointzs out that "Handel was enthroned as the Chris=tian
composer par gfxcellence mainly due ko posterity’s adulation of
Handel’ = grétarim, Messiabh, but alsoc bercause he was the composzer

af the oratorio ~ he composed twenty—five oratorios (Lang, 1964,
p-Z43). Handel waz brilliant at composition. Wibberley remarks how
that "Beethoven on his death-bed appraised [Handell as "the greatest
and ablest composer that zver was,® and who knew, as Mozart confessad

r

"betier than any one of us what will make an effect; when he chooses,

ai!
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he ﬁtrikes'lgﬁe a thunderbolt®” (Wibberley, p.il "
Beorge Frederic Handel (14685-175%9) had enly one formal tutor,
Friedrich Wilhelm Zachow (1&&82-1712). Zachow was innovative and was
into composing the "new style’ of Ris time tLang, p.11}. Zachow
greatly influsnced Handel and his futwe music. hang reaveals how that
"Zachow incul:aﬁed in his young pupil an intellectual curiosity, a
desire to know all stylies of qmusic in al? countries, an intsrszst he
was to retain” (Lamg, p.12), and he alspo made his pupil “"copy what he
conzsicered significant and instructive scores by &ll manner of
composers" from Zachow's "unueually well-stocked Library of music that
reflected bhoth the catholicity of his taszte and tha inguigitive turn
of his ming® {llang, p. 137, In 1707 Handel went o Italy, “"the home of
opera, " where "for the next three years he lived in Florence, Rome,
Vanice, and Maples, immersing himaels in the Italian nperatic and

concart world and getting Yo know the grzat

i}

tyle sgttars of the time,
Corelli and Alessandro Scarlatti® lLlayd, 1948, p.222). Rarbour
remarks, "in Italy, opera was the music of the paople,” and it is
recognized that "most of Handel's life was dé;uted.éo opera” {(Barbour,
1958, p. Z1). Late in 1712 Handel went to live arnd work in London

where hMe knew Italian cpera was fashionable (Ikid.} - "where opera was




the axpensive plavthing of the wealthy people™ {Barbour, pD.S2),

David Musiec points out the fact that Handel®s Chandos anthems
were his "mest distinctive contribution to chureh mugic“ (Music, 1285,
P.2). Most of Handel s ceremcnial warks wers coraonation, birthday,
and funsral anthems ?Dr English rovyality, and compesitions for
celebrating military victaries. These compositions "were usually
designed more to instill the hearsrs with the glery of the Englishk
monarchy than to inspire a spirit of devetion® (Ibid.ry. The four
anthems, ZE;Q& the Priest, My Heart is Inditing, Let Thy Hand Fe

Jtrengthened, and The Hing shall Rejojice

. i

w Were composed for the
coronation of King George I1 and Buesn Caroline (Qetober 131, 1727).
Handel commemorated the king who was responsible for the slanghtering
of Roman Cathelic peasantz and farmers in Bcotland (in the name of
Christ) with the masestic anthem See How the Conquering Hero Copes

- later adaptead az a hyon by Edmund L. Budry, renamed Thine fe &

Sy

L]

Glory. It is of sigrificance to note "that Handel’s famous
oratorios were not conceived of as church music but &= substitutes for
Italian opera during the =eazon of Lent" (Ibid.). @And while they were
"bazed on biblical subj=cts most &% theze oratorios differad little in
basic concept from the cpstas that they replaced" (Ihid.).

Generally heraldsd by the Chriztian Church as the greate

1

t
Csacred music ever cemposed, the "Messieh was not intended +o be
performed as church music but a= & kind of "mpiritual entertainment’
in the theater® (Ibid.). In his comprehensive text an Handel l.ang

also reveals this fact:

Messiah does have a raligious basis, but as Wiaton Dean
Crisply statesz: "Sacred refers to the subject, not to the style of
music or Handel’s purpose in writing it.” And we must bear in mind
that Jennens [who compiled the libretto, that is the Bible texts in
Messiahl, as well as the Dublin paper=, always refers to



fiah as a “fine’ ar "grand’ or ‘slegant Entertainment,’ a

ignation that posterity found very embarrassing (Lang5 p.342}~
g turther states that "the Handelian oratorio [ - the Messiaeh
being the most successful of Handel's oratorios - 1 is mot church

i

music, not even religious music,” guoting for support Jens Eeter

Larzen who remarks unequivocally that "the Handelian oratorio *i= not
chuwreh musicy it is, like opera of the time, music for entertainment’"
(Ibid., ZTE9). Rice peints out that "the oratorio of the sevemtzernth
cantury differed little from opera except in its lack of acting and
sltaging" (uiggﬁ 1964, p.i2). Musicologists agres that "there can be
no guestion that originally the oratoric was conzidesred a sort of
opera” (Ibid., p.3&1). They alsc agres that such euphoric comments as
"Handel beheld the face of God while composzing the Messiah® are
not basad on fact, but rather are mads up reports by aver-zealous
Christians.

Handel organized Merxish in three parts as was the
traditional practice of his time, and it is obhvious that the
composition has its rocts in the Italian tradition. l.ang remarks,
"inevitably the elements of dramatic music, of Italian opera, wers
present, as they were in Bach™ (Lang, p.242). He pointe out that
“many of the arias and all the accompanied recitatives are pure oopsra’
(Ibid.)

Hanael followed ancther common and accepted practice of the
Barogue period and that was borrmwing compositions. Themes, sections,
or even whole movements were sometimes litesrally placed in new works
but usually they were adapted and rearranged with changes and
improvements. Grout comments that "most of his [Handsl"s] borrowings
ware from his own earlier works, but a considerable number were from

other composers; three duets and eleven of the 28 choruses of Israel



in Egypt, for example, ware taken in whole oF in part from the music
of others, while four choruses were arrangements from earlier works by
Handel himself" (Grout, 1240, p.445). Indeed, Handel was an innovator
of eclecticism taking whatever he needed fto creatively enhance his
musical productions. Thus the many mégnificent orchestral
introductions to his operas and oratorios tend to miu, regardless of
genres, the :haraéﬁeristica of the Lullian Overtuwre with those of the
ITtalian Binfonia. For amample, the wvpening Sinfonia (i.e. Symphaony)
that iﬁtrudqggﬁ the Nessieh (composed in 1741) is chviously a
French Overture (Lang, p.344) and is adapted from Handel®s Overture
Aloinae (composed in 1730). Alcine is one of five operas
Handel composed on subjiects involving magic and sorcery (Alcing is
derived from incidents in Ariosto’s drlande Furioso).

In the Messsiash Handel adapts a number of his own
previously used compositions, including several Italian duets. Lang
notes a number of HMandel’s adaptations of previous compositions and
reworkings of secular styles in the Mesciah. In the chorus "And
He shall purify" the tone painting which was "originally devissed for
the second part of the Italian cantata fuel Fior che 21173lbs ride
is applied to the Engliszh text wi;haut further ado" {Lamg, p.345), In
the chorus "and the glory of the Lord" some Christiams have been
embarrassed by "thes dance-1ike character of this magnificant piece"
(Ibid.y p.344). Lang remarks, "amusingly encugh, the dance rhythms of
"If God be for us" have made some Handelian authorities unhappy. Did

they never looi at the superb gavotte or minuet arias in Bach's

cantatas that sing of the most hallowed themes?'" {(Ibid., p.352). In
the chorus "For unto us a Child . is born" Handel utilizes the music of

one of his lightly amorous Italian chamber duets. "NMo, I will not

Lo 8



trust you, blind Love" (Ibid., p.345). Even though some of the
syllable accents do not fit Handel was not caoncerned.  Lang further
notaes that “"the only duet in Messzigh, 70 death, where is tHy
sting,” also descanded from an parlier, amorous Italian dust® (Ibid.,
p.E232). The aria (bassz part) "Why do the nations® obviously deriveg
its style from the world of opera - there arse many comparable
"examples among Handel s bass roles in the opet-as! (Ibid., p.I50) ..
Interestingly, Lang points out that the famous ”Hallelujah Chorus is a
pure céfmnﬂt}pn anthem, built with an unerring sense for gradual
intensification to an irresistible climaw" {Ibid., p.351) - coronation
anthems were works written for the coronation ceremanies of royvality.
Lang further comments that "the aria * The trumpet shall scound® not
only resembles the trumpet aria so popular in 17th-century opera but
has & good deal of its spirit — as well as its routine® (Ibid.,
= INATIED 4 |

Thizs exercise reveals that the most reznowned of all Christian
composers used secular forms, styles, and instrumentation to convey

Biblical themes which have been enjoved by Christians ever since.

HYMNODY: Hymn writerz also have adapted and rearranged secular music
for conveyving Christian lyrics. Often secular melodies and folk tunes
have been utilized for hymn=s, "And when they had sung & hymn, they
went out unto the Mount of Olives" (Mark 14:24). FRice states that
“most sacred vocal music of the Jews had its origin in secular folk
songs” (Rice, p.11). Though the command was not pooular and was
;generally ignored, early in the third cantur; "the Westen church

outlawed the singing of all hymns not found in Scriptures® (Ibid.,

p.1Z}. Ogasapian reveals that the Council of Laodicea endeavourad "tg



remove congregational singing $rom formal worship in the East, . . .
Landd not until ths ninth century did the Latin Church admit them
Live. hymnesl afficially tao its usuags" (Dgasabian, 1951, p.&). By
early Hemaissance times Latin had ceased as the European varmnacul ar,
and conseqguently with the developmant of new vernacul ar languages in
the Middie Ages there aroze the desire for vernacular hymns.  The
Carol "with its rhythms springing from the long neglected dance
impulse“ hecame a part of Western Christian nymnody (Douglas, 1962,
usually "strongly rhythmed folkscngs® (Ibid., 171).

Martin Luther {(1483-1%44) believed in congragational =inging
and he wrote many hymns scme of which wers “adaptations of existing
[German] folk-szongs" (Wibbherley, F.ll4; mee also Lloyd, p.250, and
Rice, piElki Luther®s musical helper, Walther, wa% the first to
harmonize (1524) “Ysacred melodies in the marner which hitherto
belonged to secular music" (Ibid., p.115). lLuther was particularly
aware ofFf the “need for hymns that could be sung =asily by his
congregations, [sol he wrote new words to melodies used in Catholic
hymns and old German songs and dances" {(Llovyd, p.i04).

Jobn Calvin (150%-15&84) reluctantly allowed unaccompanied
singing of Psalms in the church which "were reconstituted in metrical
ziyle, given tumnes that wers sometimes composa2d but mors aoften
borrowed from popular songs of the tday" (Rice, p.22). Bourgeois, a
French musician who settled in Geneva, "furnished marny tumnes which
were adaptations of popular scngs® (Nibberley, p.1i7). Wibberlay says
that Calvin®s conservatism le=d him to look “;ith disfavow an the
florid music and harmonies of the German chorale [which became a

popular style af hymn in the Christian churchl, which {for a




considerable time was banned from the Genevan zervics" (Ibid,),
Acceptance af hymn music has been a gradual process mainly

stimulated by Protestantism. 'Nibberley reveal=s that "up to the

2ighteenth century there existed a strong prejudice against the

singing of hymns in English church worship® (Wibherley, p.137).

and Spiritual Songs) is looked wpon as the radical pioneer of sacrad
poetry_fmr hymn singing {(Warren, 1981, p.%?; Rice, p.24, 38; Llaoyd,
PeaDid, wattg, like Handel, was an innovator of his craft knowing
that "no congregation would =ing well with words they did not
comprehend or relats to" {(Warren, o.%). It is of valus to be
cognizant of Watte® philosophy who believed that the Holy Spirit was
Mot :mnéerned in producing perfect hymnody, bBut out of Hiz desire for
reality in worship, He sccommodates Himself to the circumstances and
times of the worshiper”™ {(Ibid.). Wibberley reveals that "the fArglican
Church was slow to realize the importance of the hymn, [and states
thatld the failure may be traceable to prejudice. *Enthusiasm,’ as it
was styled, was deemed a detestable product of the new Evangelism"
(Wibherley, p.131). The "human hvmns® of Watts® creativity Ywere
looked upon with grave suspicion, and DoCcupiad a precarious and much
challenged position” (Ibid., p.13%%). FRice adds that "English hymn
tunes of the late seventeenth and much of the eightesenth centuries
were many times written to pleaze and sometimes were aven borrowesd
from current popular songs" (Rice, p.41-42). The new Frotestant sect,

the Msthodi=st movement, recognized the importamce of singing, and

“Jahmn and Charles Wesley wrote hundreds ot hymns, many af them
consisting only of new words sst tm old tunes" (Lloyd, p.250) — catchy

tunes which were familiar to the common English peaopls and thus had

I



natural appeal and singability.

A vast number of hymns have been writtasn over the las=t two
caEnturies by adabting the music of instrumental ccmpqsitions Mot
originally intended for sacred purposesz. For vample, the music for
the hymn "Hymn to Joy" is derived from the last movement of
Beethoven®s Ninth Syaphony. The recent superceded (1985) Church
Hymnal of the Seventh-day Adventist Church haz a number of Mwmns
which have bezen arranged from instrumental compoasitions (2.g9. hymn
numberg.éEELw;él, 111, Z04) - this particular hymnal was not shelved
pasily by the members of the fdventizt Church as some members viawed
the new incoming hvmnal as compromising the Church™=s standards.
Interesstingly, hymn 304, "Gloricus Thingz of Thee are Spoksn," which
wses a composition by Havdn {1797} was also the musice arranged as one
of Hitler®s theme =zongs during W.W.II. The famous Pivmn, "0 Bacraed
Head Mow Wounded" (hymn number 130}, is cited as hersopized oy
Bach (from his 5¢. Mztébew Passion). Each borrowed this melody
from a love song compos=d by Hang Leo Hassler [1564-146177 enti+]ed

"Mein Eputh ist pir verwirret (Hy peace oF mind i shatt

h e
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by 2 tender maiden’s charms)" (Grout, p.259; Lloyd, p.104). Each’'s
arrangemant became a chorale and & Catholic hymn (Lloyd, eSS, Also
in this superceded Adventist hymral are zeveral hymrs which are
arrangemants of early American secular melodies (hymn mumberz: 00,
200, 16T, 473, 199, 650, 200). Many of what is tarmed farly Adeent
Hymns were arrangementz of popular early American melodies (Soriven,
p-43). Hymn number 122, "We Spealk of the Realms,” with its catchy
early American melody was one of Ellen White®s (deentiét Fionser)

tavourite Sabbath hymns. There are numerous other hymns in this

hymnal that have for their mugic, rearrangements of various sacul ar



malodies and folk songs from differemt cultures — foo many to specify
there origin (e.g. hymn numbers: 665, &66, &69, &70, 16R, 618, 1831,
137, 184, 197, 93, 8, II, 148, 184, 422, 432, 438, 439, 508, s05, 612,
614, 424, &4B7). UOne last example from this well ussd Mymnal iz worth
sharing. Hymn numbef 66%, "How Sweet are the Tidings," in the section
of Early Advent Hyaps is an arrangement from the catchy fune

HBanny E£loire which was nominated song of the vear in 1858. This

brief suwvey of church music should enable one to ssz this subject in

perspective.

Q)



There are a number of incorrect assumptions concerning music
that are common amongst the Seventh—day Adventist membership but once
again are not peculiar to the Adventist milieu anly. Where these
inconzistent premises originate from would require another study in
itsel f.

One assumption iz that sacred music muwst not be played
farte (.o l?udlyz. Mernce, for exampls, P.A. svstems are twned
down on vocalists with powerful voices (particularly in forte sections
of a songl, organists believe it is sacriligiocws to play any pisce of
music beyond »7F {(i.2. moderately loud), and yvoung people using
glactronic amplification for their electronic instruments are frowned
upen. One only has to hear a guality regqrding cf Handel*s
HMessiah to perceive that various dynamics {(soft to loud) in music
add tremendous power to the communicating efficiency of music -

Fforte parits in music can be awesome, begautiful, and heart

stirring. ©One can only imagine how loud the music was whean' the
Levites and their sons were singing along with oymbals, pzalteries,
harps, and 120 trumpets (2 Chron. S:11-14)!  This passage of Scripture
alen affirms the validity af using various instruments for sacred
purposzes — come Christians frown upon the use of certain instruments
in church, the fallacy of this assumption having been dealt with
garlier in this treatise.

Some sincere Christians give the unwitting imprsssion to young

people that any compogitions, music forms, and styles, of this

generation (i.e. sincz2 the Beatles) are avil, unacceptable, and

et

not it to be called music. However, human nature has been fallen for




marty centuries — Satan and unconverted people lived before the
sixties! Music, as cother giftts from God, have been used for hoth
right and wrong purposes all through history. A significamt amount of

. . . ., gencric .
classical music {(wusing the tarm in its,non—-technical lay meaning) was

A
written as dance music. Liszt composed music expressing themes on
spiritualiem and the occult (as other composers have) - e.g. the
Mephisto Walts and @rpheus. in his famous piano pizces, the
Hungsrisn Rhaprodier, Lizzt utilized gypsy music and folhk dance
theme%.' Han?el made part of his living from writing music for immoral
operas.  Bach wrote Awve Meris concerning ths theme of adoration of
Mary - i.e. Foman Catholic theology. Hence, assccistion of a
certain music style does not mean that particuolar music style should
be catzgorically 1ahélled "hbad music.® Thers has been poor quality
and high guality music and musicianship in all generations. The
dismizsing of modern music is often too subjective, selective, and
simpligti:, b jective asssessment admits that there are excellent
compositicns, very skilled musicianship, and positive lyrics in modern
music. Stevense advocates that "we should not say yves or no in advance
but should retsin the right to ;uége the individual product on the
marits of its own artistic integrity [and personal taste or bias is
not relevant in an objective assessmentl" (Stevens, 1985, p.%&). Some
may chooEe to single out objsctiomable musicians and their
compositicns, but another can also choose to select many examples
where today’'s musiciang are producing excellent music {in crzativity
and performancsz) with positive lyrics (i.e. not all modern music iz

about licentiousness, drugs, and rebellion). Even. today many secular

musicians compose lyrics which ars: anti-drug abuse, ant

pa
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anti—-human preiudice, anti-racialism, anti-exploitaticn of the




enviranment, anti-existential lonelineszs, anti-man’sz inhumanity to
man, etec. Btevens remarks:

O+ courgeg the cmptempmrary rock scene is a mixgd hag. Raunchy
lyrics and distorted dissonance do not deserwve our approval, The
sordid lifestyle of some rock celebrifies iz distasteful. On the
other hand, the instrumental artistry, poefic craftsmanship, and
universal truths expressed by many performers should be hailed
(Stevens, 1983, p.?6).

Some church musicians assume that zacred music must be played
slowly. Thig nrobably has originated froam traditional Romarn Catholism
which haz modelled the idea that any thing asszociated with jov,
pleasure, vitality, and energetic movems=nt is not holy or sacred. Orie

e ; 4
can ohserve how that the Catholic priest is disciplined Lo move slowly
through the rituals of his church services. God’s nature pictures Bod
diffarently to thisz concept. Some hymns are plaved so slowly that the
congregation tends to speak the lyrics rathsr than sing them with the
natwral phrasing. In the Messiah, Handel revesls how that
vitality, jov, and life can be inspired through music which is given

an energetic rhyihm (e.g. "Halleluwjah Chorus," "For unto us a Child is

born, " "And the glary of the Lord,® "And He shall purify," "His yoke
is easy," "Lift up vour heads"). Handel varied the rhythm and tempo
of the differsnt parts in the Messizh according to the context of

the total! musical vehicle being uszad to convey the mood and meaning of
each particular Scriptural passage. Music is like life, it is not
static, but rather, has motion — it @ither has movement or it iz dead.

Music cam have a lively momentum and still serve a sacred purpose.
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Modern day asceticiszm must not be modelled to our young people
in the church. Christiantty must be seen as realistic, vibranmt, and
enjoyable. Ogasapian remarks, "ascetics that they were, the church
fathers might well have wished to dey away with music as a temptation
e worldliness. Yet they could not ignors the repeated scriptural
zlluzions to it. bMor could they deny its potency as a tool with which
to won unbelievers and to teach doctrine to the faithful® (Cgasapian,
R.3). Stafford apitly reasons:

A religious viswpoint that szees theological guesktions as separate
from oF anrtithetical to art and literaturs, thabt may even view art and
litaratwe as carnal and evil, would have had no part in the songs
[i.e. musicl and dances and celebration of the returned Prodigal Son,
but would have been found outside the banguet hall with the eldser
brother, frowning at what seemed to him a waste of money, time and
atterntion. Withim the Adventist church, there seems to be an
mspecial ly sharp battle between those who see only the salemn as
worthwhile, and those who would celebrate the promised redemption of
rhe world through joyous expression. In thi= battle, az the book of
Revelation clearly shows, it i= song, motion and beauty that will
win ouk over selemnity and austerity (Stafford, p.l10). ,

The Bible reveals that music celebrated every major act of God — €.4.
crmation of the world, the =xodus, ths incarnation, the Fasurraection,
the secomnd coming. Many glimpses of heaven in the Bible reveal music
as a tundamental activity in heaven. Music then is of greaat
significance to the Christian and his worship of God, and is not to be
underestimatad in ite value in youth ministry.

Just as it i= not expected for young pesople to dress according
to the styles of previcous generations so also one aught not to expect
vauth ministry to conform to anachronic music stvles of previcus
genasrations. The very nature of the developmant of music heing onz of

constant change (note: the rapidity of change has consistently

increased in each successive period throughout the history of music)




requires informed and mature flexibility by fellow church members in
allowing young people to express and share the Christian message and
gxparience in the vernacular music‘atylee of their cultural milieu.
In Adventist vouth ministry Chriatiansﬁéught L0 use informned
abjective'raagaming in'making decisions on the suitability of
contemporary Christian muszic styles. Reuning remarks that "top aften
the church has judged music solely on the basiz of personal tasta”
tReuning, 1984, p.20). Stevens states that "ofteEn, our pious
prmnmuﬁcémﬁng§ indicate a clash of cultural preferences instead of any
moral or metaphysical distinctions! (Btevens, 1983, p.94). Christian
maturity, genuine love for young people, the desire for their
wgnjoyment of worship, and the desire for their ultimate salvation,
will motivate church members to refrain from making arbitrary
judgements and decisions based on pérﬁmna1 taste and musigal
predilections. Stevens advocates, "what iz lgast relevant is our Ly
musical taste — that ought to be set aside for the higher puwrposes of
minlistry and never be mistaken for an abzolute z=tandard or imposad on
athers" (Ibid., p.?7). This is important if Adventicst vouth ministry
is to avold suffering unneceszszarily from =zelfish higotry in the arss
of music. Unfortunately, there has besn religiowus prejudice and
bigotry manifested in the area of music, 3% in other areas of life,
and as elsewhere has had deleteriouz conseguences upan aur youth.
Modern Jewish casuwistry inm all areas of Christian living, including
the use of music, should not be imposed upon the youth in the church.

Concerning the idea of yourg people using modern music styles to

convey Christian lyrics it is helpful to consider that "musicians
skate on even thinner ice when they presume to attack music in a

currently modern idiom set to sacred words, for Ellen White’s own

-3



precedent sudgests that she might approve of it, if direct=d tpward

spiritual =nds”
longer =se2en as
needs to allaw
styles so that

heing relevant

(Scrivens, p.31). Latin is a fine language but no

relevant to today’z communication. Youth ministry

and esncourage the creative uge_ﬁf*contempmrary music
Christianity will be euperienced by the voung people as

and meaningful.
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