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needed resource for choir directors, organists,

ministers of music, song leaders, soloists, pian-

ists, choir members, pastors, music committees,

and others in the ministry of music.

Across the United States a remarkable group of

musicians leads close to forty-seven million people

in song at worship every weekend. These musi-

cians are called by a variety of names and have a

wide variety of backgrounds, talents, and training,

but they share a common and unrecognized role as

church leaders. In this unique guide, Paul Wester-

meyer brings perspective, focus, and definition

to the many and growing aspects of church

musicianship.

Writing for pastors and congregations as much

as for musicians, Westermeyer speaks directly to

the reader with a style that will reach everyone,

regardless of experience. For practicing church

musicians who may have reflected on their role,

this book will serve to recall what they already

know, offer new insights, and provide a chance for

a fresh approach. For would-be church musicians,

it will provide an overview and suggest the dimen-

sions of the task. For the pastor, it will sort out the

nature of music and the musician's responsibilities

in the life of the church. Worship and music com-

mittees, too, will find here ways to make specific

sense of the church musician's work. And lay peo-

ple will be helped to understand the song they are

called to sing.
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Foreword

BY MARTIN E. MARTY

Picture the year 1998, the tenth anniversary of this book. The
publisher presents it in a third revised edition and with a new
title: The Christian Cantor. I can dream. I can dream, first, that

there may be a long life for the book, that there might be many
editions, some revisions. I can also dream that by then Paul

Westermeyer will have made his point so effectively that the

book can bear the new title.

The Christian Cantor might well have been the title of this first

edition. Chapter Two tells why, and I do not want to rob the

plot of any of its suspense. No master of suspense, however,

can keep from the reader a notion of why the word cantor is not

in the title . . . yet. The author, publisher, and booksellers all

know that in our culture, most people associate the term cantor

with the synagogue. They might not yet connect it as well with

the person who leads "the people's song" in Christian worship.

The Jewish roots of the term not only do not disturb Paul

Westermeyer; they please him. He reminds us that Christian

worship has learned much from the synagogue and must return

to its roots there for refreshment. In the modern world, how-

ever, the Christian public knows the synagogue cantor not

through acquaintance with the cantor at the friendly temple

down the block. No, according to the author, the role model is

"the great voice like Robert Merrill, Richard Tucker, or Jan

Peerce," the voice of people who developed from the Jewish

cantorial tradition to become opera stars. They are or were in-

deed great men with great voices, but they will not do as

models for the "leader of the people's song." They are essen-
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tially performers. Performers are not what this book has in

mind.

Westermeyer hopes that bit by bit, year by year, more and

more Christian congregations will learn to think of their musi-

cal leaders not as performers—though their standards of per-

formance, he argues, must be of the highest—but as participant

leaders. The key term has to do with what they lead: the people's

song. That role is so obvious one hardly needs a book about it

and yet, in reality, it is so overlooked that one could use a shelf

full of books to compensate for its neglect.

There is a radical notion tucked away in the apparently in-

nocuous idea of the people's song. Not many congregation

members and not all church musicians have anchored it, with

all of its simplicity and promise, in that corner of their minds

where they tuck images.

The people's song: connect it with a typical change in churchly

imagery in our century. For instance: before the Second Vatican

Council (1962-65), most images of the Roman Catholic church

were of a "top down" character. There were an institution and

a hierarchy with an authoritative if not authoritarian structure.

The lay people, who were supposed to be served by it all, often

turned out to be at the bottom of the organizational chart as

those who served it, who existed for it.

Without doing away with hierarchy or institution—why
should it? how could it?—Catholicism at Vatican II began to

speak of a different image: the people of God. I cannot say that

such a notion turned the chart upside down, but it certainly

leads people to begin at the other end of the chart when they

think about the church. The church is not some mystical ideal

or some rough institution. It is people, specifically people of God.

Their fundamental activity is worship, liturgy, the work of the

people of God; it is the people's service. And they come to unity

in praise by praying together and by singing together—led by

the cantor, who helps produce the people's song.

Simple.

Yet it takes a good deal of thought. Paul Westermeyer has

given the concept much thought, and passes on both his reflec-
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tion and his vast experience to others. Most of these others are

themselves cantors, or would-be cantors, no matter what their

current or dreamed-of titles may be. They are a very powerful

group. Lines two and three of Westermeyer's introduction sug-

gest that: they lead "about forty-seven million people in song

at worship each weekend." Their responsibilities among these

forty-seven million people who sing the people's song are great.

I mean no insult to them in their grand profession when I say,

however, that this is too good a book to be wasted on merely a

few tens of thousands of such cantors.

In his efforts to reach the church musicians Westermeyer uses

the word you. He wants each reader to know that he is not

talking about a performer far away, a great cathedral musician

high in her or his loft, someone else. He is talking about and to

you. Yet I think his book is for many other people as well: pas-

tors, church staffs, congregational worship committees, theo-

logians, seminarians, people of culture, and anyone who wants

to understand praise, worship, and music.

The book would lose something if the author chose to write

"to whom it may concern." But it takes only a few pages for

nonmusicians to learn that they can profit much from what is

here. Picture being invited to eavesdrop on an important con-

versation, to overhear its nuances, to gather hints for oneself.

Among those who might profit from and would delight in

this book are pastoral ministers of congregations. It will come

as no surprise to many of them to learn that not all of them are

popular with church musicians. A son and brother of church

musicians and a sometime pastor, I have spoken at local and

national meetings of the American Guild of Organists and at

church music professionals' workshops. Despite my experience

I was surprised to hear as many expressions as I did of what

has to be called anticlericalism, or at least deep resentment. The

emotion is not universal: there are many thousands of satisfied

and fulfilled musicians who are co-professionals with pastors.

Sometimes the resentments have to do with what cannot be

changed. Not all ministers can produce funds for great new

organs, members for great big choirs, salaries that match what
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their musicians merit. But almost all ministers could be better

partners in leading worship if they were better cooperators in

planning, if they better understood the goals of worship lead-

ership as church musicians, cantors, at their best understand

them. Here is a guarantee: if the pastoral and musical leaders

of your congregation read this book and do not find that it

helps them, write me a letter (Swift Hall, The University of

Chicago, 60637) and I'll consult Paul Westermeyer and engage

in correspondence about the situation. We should live so long

as to extend the guarantee through the third revised edition of

1998!

Christians have a long way to go in improving their worship,

for the glory of God and the sensibilities of participants. Annie

Dillard somewhere complains: we Christians have been artfully

working at the act of worship, weekly, for two thousand years.

Yet we are often more amateurish and inept than are the com-

pany and cast of the little local high school that has only a few

weeks to rehearse its annual play. Westermeyer does not expect

congregations to transcend their boundaries. This is not essen-

tially a book for cathedrals and cantors who work with large,

prestigious, paid choirs (though they will profit by reading it,

too). He does not believe that there is only one cultural style,

one aesthetic level, one musical mode that is God-pleasing and

that will serve all congregations well. He does think that each

congregation can learn what its own genius is, can establish

new goals for expressing it, and can come closer to meeting

those goals.

I believe that for the professional cantors, leaders of the peo-

ple's song, organists, and others who read and reread this

book, it can serve as far more than a "how-to" manual. Readers

will almost certainly be drawn to the way the author lives with

them through the hour and day of worship and then extends

this sense of time through the week, the year, the passages of

life, as it were. There is in this approach a discipline that will

do far more for the cantors than merely helping them get better
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at their jobs, at advancing their careers, at developing their

professions.

This is a book aimed at their vocations, their callings, their

very lives. It helps them understand the story of which they, or

the people they serve, are a vital part. That understanding

comes as a bonus in this book. Maybe I should turn all that

around: because the cantor learns a way of life to complement

his or her natural gifts and training and experience, the increase

in knowledge about the cantorial role, about church musician-

ship, is the bonus. And the people who sing and hear "the

people's song" will benefit.





Introduction

Across the length and breadth of the United States a remarkable

group of musicians leads about forty-seven million people in

song at worship each weekend. These musicians are called choir

directors, organists, directors of music, ministers of music, soloists,

and a variety of other names. Sometimes they have no title and

simply emerge as leaders in the assembly through their pres-

ence and gifts. They represent an extremely wide array of abil-

ities, training, practice, and skills. Some have degrees,

including doctorates, and many of these have spent their lives

learning about and practicing their craft. Others have little or

no training, but use whatever abilities and tools lay at hand. A
few are paid quite well for their efforts. Most are paid poorly,

many not at all. Some have full-time positions; others work in

some part-time capacity.

This book concerns all these musical leaders who serve God
and the people of God through music. All of these leaders,

whatever their background and station, share a common task.

Recent currents of liturgical renewal in the churches have

heightened and accented that task. But too often musicians and

the people they serve are unaware, not only of the newly

heightened nature of the task, but of the task itself and its im-

portance. My intent is to bring the role of the church musician

to conscious awareness and to focus and define that important

but often misunderstood role. I hope these ideas will be helpful

to the musicians, pastors, and congregations who have already

thought about them. For these people the book may serve to

recall what they already know and stimulate new insights.

Mostly, however, these ideas are intended for those who have

not thought very much about them, but who now want or need

to do so.
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Two groups of people have inspired this short book. One
consists of pastors and music committee members, who call me
almost every week, looking for an organist or choir director.

Sometimes these people know exactly what is needed, why it

is needed, and what kind of musician might serve their needs.

More often, however, they have only a vague sanse of what the

search is about. Their common underlying, unarticulated theme

sounds like a cry: "Help! Tell me what the real role of the

church musician is!"

The other group consists of church musicians and would-be

church musicians who have little background and training.

When I conduct workshops for these people, it becomes very

clear that they hunger for some perspective on the role of the

church musician. They need a quick overview of this perspec-

tive, in order to begin to see the dimensions of the job with

some clarity, so I have written the book as tersely as possible

and with little detail and amplification. And I have written it

directly to this group of people, often lapsing into the second

person as if I were speaking to them at a workshop. I hope

pastors and music committees and the rest of the church will

sense that I am really speaking to their needs as well, even

when I am addressing the musicians. In some cases, pastors

may well be the first to see this book and read it. I hope they

will want to share it with the musicians and music committees

in their churches.

A number of friends and acquaintances from a variety of tra-

ditions and backgrounds have criticized an initial draft of this

book: John Helt, T. Howard Krueger, Naomi Rowley, Gordon

Rowley, Carl Schalk, Walter Bouman, Paul Landahl, Carol Dor-

an, Thomas Troeger, Robert J. Batastini, Hedda Durnbaugh,

and W Thomas Smith. Francis Williamson, a fellow church mu-

sician and college professor with whom I have had discussions

for years about these matters, made some of the most challeng-

ing comments. All of these people offered valuable advice. I am
responsible for the final product, but I am grateful for the co-

gent and lively responses of these readers and for their gracious
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help. They have challenged me to look at things in other ways,

to write more precisely, and to consider nuances I had not seen.

I owe a special word of thanks to Martin E. Marty, who gra-

ciously wrote the foreword to this book. I know him not only

as my doctoral adviser, but also as a remarkably perceptive and

caring churchman, historian, and human being. As he did for

my dissertation, here again he has helped me sort out my
thoughts and say what I wanted to say. I am deeply grateful to

him for his help, concern, and understanding.

I am also grateful to John Bohnert, my dean, and to Elmhurst

College for providing sabbatical time to complete and revise

this project.

Church musicians are a hearty, creative band of delightful

folk who are engaged in a task more important than they know.

They are leaders in worship. Our culture tends to lump them

together with other musicians as entertainers, missing the real

significance of their work. I hope I can communicate a reality

they know but often are not able to articulate. And I hope that

their lives and the lives of those they serve will thereby become

more rewarding and meaningful.





1. Music Grinder

Sunday morning rolls around again. You are half awake before

the alarm goes off. In that half-dream, half-reality world, you
vaguely recall last week's grind at the office and Saturday

night's party where you tried to forget the grind. And then you

realize it's Sunday morning, and time for your church job.

You had some skills as a pianist and even studied a little

organ in college. Three years ago, when your friend in the

church across town told you they needed an organist, you

checked into the job. It seemed worth pursuing. You could

serve God and the church, make a few extra dollars, challenge

yourself to practice, and perhaps even gain some new skills. So

you stopped attending your church around the corner and took

the job across town.

For the first two years or so you renewed old skills and de-

veloped new ones as an organist. You even took some lessons

at the junior college. You were pleased with your progress, and

the people of the church appreciated your efforts. But in the

last six months you've begun to feel more comfortable with

your technical skills (even the feet are working pretty well), and

the challenge is gone. You're acclimated; the people take you

for granted now; you're playing the same literature a second (or

third or fourth) time; you practice less; and now you push the

same pistons every Sunday.

As you wake up on this Sunday morning, it suddenly strikes

you that you are settling in as the music grinder of this church.

If you're in it for the long haul, you realize you'll have to keep

dealing with the foibles of the minister (who pretty much leaves

you alone), the choir director (with whom you sometimes mild-

ly disagree), choir members (especially the obnoxious alto and

her snide remarks), the council (including the new president
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who worries you), and the congregation (who are generally

supportive). You suddenly realize that none of the people you
have to deal with seems to know what your role is. And you
don't either! You are obviously supposed to play the organ

—

but why? They've always had an organ and an organist. Is that

enough reason? You're one of the church's music grinders, hired

to grind out music the way the cook at the fast-food place in

the shopping center is hired to grind out hamburgers. As you

wake up, you ask yourself whether you really want to add the

weekend grind to your weekday one at the office.

By changing some details, virtually every church musician in

the country can probably identify with that illustration. Maybe
you don't have an office job, but are a homemaker. Maybe you

never studied organ and were pressed (unwillingly?) into ser-

vice in your own church. Perhaps you are a composer who only

took the church job because you could not support yourself as

a composer alone. You could be the choir director, song leader,

or soloist, and not the organist at all. Maybe you play the piano,

or maybe it's guitar in a jazz combo at one service. Whatever

you do, at one time or another you have probably asked your-

self why you were doing it. You saw this ghost of a music

grinder going through the motions, and you wondered what

your role was really supposed to be.

Many factors create and sustain the existence of music grind-

ers, and they work against your fulfilling your real role as a

church musician. The culture itself works against it. We live in

a culture in which musicians can find excellent technical train-

ing, but the unspoken presupposition is always that musicians

are entertainers. The nature of the entertainment may vary

widely, from symphony orchestra to opera to rock concert, to

dance hall to popular recordings to television commercials and

elevator music. Some of this can be called edifying rather than

entertaining, and some of it may be considered trivial. But the

church musician as church musician (not as concert artist or
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performer) doesn't really fit any of this, and can easily begin to

feel like a second-class citizen.

Second-class citizenship and poor self-image are made even

worse by cultural stereotypes: the cheap electronic organ with

the same boring sounds and the same music played over and

over; the much-maligned church choir, held up as an object of

ridicule by symphony chorus conductors who want to shame
their professional choruses into shape; mediocre compositions

fostered and protected by churches. Though some churches

have excellent pipe organs with superb music programs, some

of the finest choirs in the world are church choirs, and some

churches will not tolerate mediocrity, the stereotypes are often

too true to be denied. They do not do much for the church

musician's self-image, and they serve to foster music grinders

who themselves fall into the stereotypical traps.

Curiously enough, the American church itself fosters music

grinders. All mainstream denominations and most local church-

es regard a full-time pastor or priest as the norm, but to think

of a full-time musician as normative would shock them. In the

vast majority of cases the musician is part-time, both in theory

and practice.

This means that the church musician is not usually paid very

well. The music budget itself is often too low to allow much

creativity. Money speaks and points to priorities. The musician

looks at the pay and the music budget, and sees second-class

music grinder written all over them. Not only do these affect

self-image; the musician has to have food and shelter like every-

one else. If serving as a church musician cannot generate

enough money, a full-time job elsewhere is the only alternative.

The church job has to be the second job. It's moonlighting,

money on the side, worked into the cracks of time, and a grind.

Paradoxically, music is a part of the Christian church even

when institutional supports for it are not provided. One would

expect the leaders, the clergy, therefore, to have some knowl-

edge of the church's song, even when money for music is short.
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Part-time musicians ought to be able to ask full-time pastors at

least for resources about church music. But that is seldom the

case and again creates music grinders. There are some delight-

ful exceptions, but American clergy generally know very little

about church music, hymnody, and even worship. Part-time

musicians, even those with little training, often know more
about these topics than the clergy. This is not so much an in-

dictment of the clergy as it is an indictment of American semi-

naries. For most seminaries, church music, hymnody, and even

worship as disciplines of study have been sandwiched into a

corner or avoided altogether. Music grinders are one result. The

musician finds it difficult to view his or her terrain as important

when it is neglected in the training of the full-time leaders. This

is true even though the musician's terrain—church music, hym-

nody, and worship—touches the people most directly.

The realities of culture and the institutional church conspire

to keep the church musician a music grinder in more ways than

the ones just suggested. Part-time church musicians are noto-

riously short on time. The full-time job which pays the bills

takes most of their time each week. The part-time church job

often has to be fitted into the cracks of the week, when one is

likely to be tired. Planning, practice, and study have to be done

on the run. In some cases they are not done at all, with the

expected results—like cringing congregations.

What to do for training is another problem. Some denomi-

nations have workshops—often in the summer—for musicians.

Colleges sometimes sponsor workshops, training in organ and

choral technique is usually readily available at a college, univer-

sity, or extension program, and some colleges have church mu-

sic programs. Organizations like the Hymn Society of America

(HSA) and the American Guild of Organists (AGO) provide

helpful publications and programs; there are books; and there

are knowledgeable people. That sounds like a long and varied

list of options, but the list narrows quickly and has its prob-

lems.
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Denominational workshops are the only built-in possibilities.

Not all denominations have them, however, and while they can

be extremely valuable, they are necessarily brief and cannot

provide the sustained instruction and practice over a long pe-

riod that all disciplines—especially music—require.

You must search out all the other possibilities. Your church

and pastor are not likely to know about them and may not even

pass announcements on to you which publicize them. The mu-
sician has to take the initiative, and sometimes that is hard. I

have discovered many church musicians who could be helped

by college workshops, lessons, the HSA, and the AGO, but who
are afraid to participate for fear they are not good enough or

not worthy enough. The fear is misplaced, of course, since

those opportunities are there for all of us. We are all worthy of

them, no matter what our background or training. They lead to

resources, books, and people, and provide the collegiality that

stimulates growth and allows us to learn about common prob-

lems. Fear of participating means no growth and perpetuates

music grinding.

When you conquer the fear, you then confront the realities

of time and money. Workshops may be scheduled during a fam-

ily vacation or when you have to work. Lessons or classes may

be at difficult times in the week and may require driving some

distance. All of this costs money. If you don't yet have the

church job or the church won't support your desire to learn,

the money comes out of your pocket, and may be hard to come

by. These matters can be solved, of course, if there is the will

to solve them. Until they are solved, however, they stand as

barriers to the fulfillment of your real role as a church musician.

The kind of training I have been discussing relates primarily,

though not only, to the part-time church musician. That means

most of us. If you plan to fight the odds and want to join that

small minority of full-time church musicians, another kind of

training is obviously required. Ideally, you will want a bache-

lor's degree from a college with a church music program or a
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music major which includes courses in church music. Then you

will want a master's degree at a school with a church music

degree. Some (few) denominations have these, and there are

also some good ecumenical programs at universities. Obvious-

ly, this route requires large doses of talent, time and money

—

plus an inner compulsion which will not wane. It is for the

hardy, and you need to know when you enter it that a full-time

position may be hard to find even if you are well-trained.

We have described the culture, the institutional church, and

problems in training as three large forces which can easily con-

spire to keep you a music grinder. One final area has to do with

issues of faith. The commercial musician, the dance musician,

the orchestral player, and the baseball organist can all view their

jobs as callings. They can—and should—have a sense of voca-

tion. But they don't have to believe in what they do the way

the church musician does. In this sense the church musician is

unique among musicians.

The church musician is always dealing with a community of

faith. What you do as a musician in the church relates to what

the people believe. The song you lead is the song of their faith.

To avoid this issue is to predetermine grind. It is possible to

crank out music for money in any context, including the

church, but that is never very rewarding.

This may suggest that only the "true believer" can be a

church musician, that a member of the congregation is the only

possible candidate for the post. To have a member of the com-

munity of faith serve that community as the musician is indeed

a very happy solution, provided the person possesses the prop-

er talents and skills. Those talents and skills are not always

present in the community, however, and our pluralistic society

causes so much movement across communities of faith that con-

gregations themselves have many varieties of "true believers."

Church musicians therefore often serve churches other than

their own.

One has to be careful here, for matters of faith are not to be

taken lightly. They are precious treasures. But it is possible for
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a person from one community of faith to serve another as the

musician. Three things are necessary. First, you need a sense

of your own faith, or at least some idea of where you are in

your pilgrimage. Second, you need to know what the people

you serve believe. And, third, you must be able to enter with

empathy into their experience.

You need not and should not suspend your beliefs. If matters

of conscience cause impossible conflicts, you cannot take or

keep the position, of course. But confessional lines can be

crossed so long as the three above requirements are met.

Enough forces are working to keep you a music grinder. But,

as I have been intimating, there is also another possibility. To

that we now turn.





2. Cantor

Don't let the title of this chapter stop you from reading on. You

may not have encountered the term cantor before except in the

context of a Jewish synagogue, or perhaps in a reference to

J. S. Bach, or possibly as a specific designation among Roman
Catholics. The term's definition and implications, however, help

get at some important points. So read on for the essentials.

I propose to call the church musician cantor because that term

highlights the people's song. And that is what we are mainly

about here.

Cantor comes from the Latin word cantare or canere, which

means to sing. It refers to the chief singer, the person who leads

the people in singing. Like so many other things in Christian

worship—forms of prayer, lessons, the Liturgy of the Word it-

self—Christians derive the term from the Jewish synagogue. 1

There the cantor is an important worship leader, the one who
leads the singing. Contemporary society tends to view the can-

tor as a great voice like Robert Merrill, Richard Tucker, or Jan

Peerce, who developed from the Jewish cantorial tradition into

opera stars. Many Jewish cantors have had great voices, of

course, but that is secondary to the primary meaning of leading

the song.

Both the Jewish and the Christian cantor developed from vol-

untary musical leadership in worship. 2 In the church, either lay

people or clergy originally assumed this role. As monastic and

cathedral services became more elaborate and clergy-dominated

in the medieval West, the cantor turned into an essential fixture

of the liturgy's proper execution. Careful rules were laid out. In

the process, the cantor became more and more divorced from

the people's song and the term cantor more and more restrict-

ed to clerical and choral functions. Precentor and succentor, for
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instance, are clergy in cathedral and collegiate Anglican church-

es. Both terms derive from cantor. The precentor, literally the

one who sings before, directs the choral service. The precentor's

deputy is the succentor or subcantor.

The Puritans also used the term precentor, but with a meaning

somewhat nearer its synagogal origins and literal sense. The

precentor set the pitch of the Psalms and led their singing or,

later, lined out the Psalms for the people. (Lining out is a prac-

tice in which one person reads or sings a line, followed by the

people's singing of the same line.) Contemporary Roman Cath-

olics use the term cantor in a similar way, to refer to a singer

who leads the people or alternates with them in specific sung

portions of the Mass, especially the psalmody. 3 In the German
Lutheran tradition the cantor was in charge of music for the

congregation, music and musical instruction in the school, and

music for the city. He was responsible for the people's singing

of the liturgy and hymns, directed the Kantorei and deployed its

vocal and instrumental forces as needed in church, school, and

city, and composed Gebrauchsmusik—occasional music—for

weddings, funerals, and civic functions along with pieces for

the church year, like cantatas. Johann Walter, Johann Eccard,

Johann Crueger, and J. S. Bach were all cantors. 4

Even when their basis was forgotten, all of these usages

pointed in practice to a common heritage—the people's song.

Most of our contemporary terms for the church musician, on

the other hand, point either to our post-Enlightenment mental-

ity, in which music is for entertaining, or to a neutral concep-

tion which relates to music alone. Our terms do not point to

the role of the church musician in the body of Christ.

Choir director, for instance, suggests the one who directs a

choir for an audience of listeners. That is a most legitimate role,

but it is not the essence of the church musician's responsibili-

ty. Organist suggests a keyboard player who plays organ litera-

ture while the people listen. Again, that is a legitimate and

important role, but not the essence of a church musician.

Soloist especially connotes concert performance. Director of music



CANTOR / 15

suggests the one who coordinates a program of music, usually

of the concert variety. Sometimes, informally, we use the term

musician, as in "the Methodist musician in Collinsville." None
of these terms relates primarily to the people's song.

Minister of music is one term we use which attempts to point

specifically to the church musician's role, but it reflects our con-

fusion. We have often been reminded in our generation that all

Christians are ministers. Such a definition, though true, leaves

us with no notion of why some people are designated as laity

and others as clergy. When you consider the distinction, you

invariably come to some variation on the theme that ministers

in the sense of clergy are responsible for administering the

word and the sacraments. Minister of music obviously does not

fit this definition, so it has to fit a more general sense and

suggests that a particular Christian, possibly but not necessarily

ordained, is literally responsible for serving up the music. 5 The

title minister of music may imply ministry, or ministry through

music, to others, but it avoids reference to the people's song,

which is what calls the church musician into being in the first

place and defines his or her primary obligation.

Pastoral musician may be closer to the mark, because it high-

lights the pastoral significance of the church musician. Again,

however, even though pastoral presumes an office on behalf of

the people, it can be too easily understood to sidestep the peo-

ple's song.

The term cantor rescues us from this dilemma. It also points

us to the practices and concepts of early Christianity. As James

F. White indicates in his Introduction to Christian Worship, look-

ing back to the early church characterizes much of contempo-

rary Christianity, and future ages will have to judge whether or

not we have "too easily romanticized the early period." 6 Wheth-

er we have or not, early Christianity provides an ecumenical

route around our denominational impasses and is fodder for

much of our cross-denominational liturgical renewal. That may

explain why the term cantor is being used with increasing fre-

quency.
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Does the term itself make any difference? Can't one be called

organist or director and still fulfill a cantorial role? Of course one

can. Twenty years ago I wrote a paper in which I worked out

the logic of using the term cantor for the church musician, but

it has only been in the last several years that I have held a

position called cantor. Before that I was always called choir direc-

tor or choirmaster-organist. I fulfilled what I thought was a can-

torial role, nevertheless, even though I was not called cantor.

And many—perhaps most—church musicians probably do pre-

cisely the same thing. But there is both a symbolic and a prac-

tical value in being called what you are. Symbolically, a title

participates in the reality to which it points, and it also signifies

that reality to church and world. Practically (the symbol is, of

course, already profoundly practical), a job description will be

far closer to the mark and simpler to fashion if the title itself is

close to the mark.

You can do what you have to do no matter what you are

called, and I do not mean to be a legalist about titles. Since the

term cantor does imply so much that I mean to imply for the

church musician, however, I will tend to use the term for the

remainder of the book. If it does not feel comfortable for you,

feel free to substitute your own title or designation.

Who then is the cantor or chief singer among us? In our

culture it is often the organist who may not actually sing at all,

but who leads hymns and the liturgy. Cantor Paul Manz, now

at the Lutheran School of Theology and St. Luke Lutheran

Church in Chicago, is a good example. In some cases it may be

the choir director or song leader who conducts the congrega-

tion. It may be the conductor of the choir who thereby exerts

control over the congregational song. It may be the cantor who

alternates or sings with the people, as Roman Catholic usage

suggests. It may be the guitar player who leads the singing. It

may be the director of music who oversees all these leaders of

the people, or it may be several of these leaders together who

constitute a cantorial staff. Cantor, as I am using it, encompas-



CANTOR / 17

ses all these meanings. It denotes the person or persons who
lead the people in song, however that is done.

To lead the people in song is at once simple and complex. It

is a marvelously varied affair. It may mean leading a very small

congregation in an unaccompanied unison line, or it may mean

leading a large assembly with choirs, bands, and orchestras in

polyrhythmic and polytonal complexity. Men or women can do

it, and those with the most creative capacities will never cease

to be challenged by it. It encompasses the simplest amateur

expression and the most perfect possible professional perform-

ance. It is for the part-time amateur and the full-time J. S. Bach.

And it is one of the most rewarding things you will ever do.





3. Getting Started

When things are reduced to their simplest terms, what does the

cantor need? There are two broad needs, both equally impor-

tant: knowing the story and having the capacity to make music

with the people.

Knowing the Story

First, the cantor needs to know the story. We often view

churches as groups that hold doctrines or beliefs. Churches

split over doctrines, and what one faction holds to be true de-

viates from another. We can tell one denomination from another

by its beliefs. Behind the beliefs, however, there is a story. It is

the fundamental story behind the beliefs which first must claim

the cantor's attention.

G. Ernest Wright wrote a book he called God Who Acts: Biblical

Theology as Recitals In it he pointed to the biblical story of what

God has done. Gabriel Fackre, in The Christian Story: A Narrative

Interpretation of Basic Christian Doctrine, "unfolds the Christian

faith in the form of story/'2 Both Wright and Fackre present the

central story to which the cantor must attend. It is the story of

creation; of human rebellion against the love of God; of deliv-

erance from bondage in Egypt; of covenant; of prophets who
speak God's searing word of love and judgement; of just and

wise yet rebellious kings; of the Word made flesh—God among

us as teacher, servant, crucified and risen Lord; of the church

as Christ's body, redeemed, filled with the Spirit, flowing into

space and history to be what Christ was, yet failing and forgiv-

en; of a broken, hungry, warring yet celebrative world in need
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of the love the creator of the universe so graciously offers; of a

human history above which and beyond which stands the love

of God in Christ in spite of all appearances to the contrary.

Theologians, preachers, and common Christian folk have joy-

ously agonized over that awesome story. We have picked it

apart detail by detail. We still ask what each detail means. One
generation emphasizes one facet, another generation something

else. One group points to one theme as most important, anoth-

er group finds that theme less meaningful and fastens on yet

another one. All of us ride our own hobbyhorses. It is easy to

get lost in specific details and lose sight of the plot.

The cantor cannot lose sight of the plot. She or he is not

called upon to know every theological detail, nor to unravel

every theological question. The cantor as cantor is called to

keep the whole story in perspective and to know its broad out-

lines and major themes. This should not be understood to mean
that the cantor is tied to the latest theological fad or to any

single hermeneutical (interpretative) perspective. The point

here is not that the story be defined as Heilsgeschichte (which is

out of fashion) nor in the categories of more recent story ap-

proaches. The point here is that individual songs from scripture

and tradition always be placed in the context of the whole story,

which moves from creation to consummation, and that they tell

all or part of that story. To understand and be responsible for

the song, one must know and understand the story. The

Psalms, for example, only make sense in the context of the his-

tory of the Israelites. J. S. Bach's Cantata 140, "Wake, Awake/'

only makes sense if one understands that it was composed for

the end of the church year and anticipates the Advent themes

of Christ's original and final coming. The spiritual "O Mary,

don't you weep, don't you mourn, Pharaoh's army got drownd-

ed" only makes sense if one understands that Mary and the

oppressed whom she represents are being comforted by the

knowledge that in Christ death has been conquered, and the

victory of Israel over Pharaoh at the Red Sea is related to the

victory of Christ over death. The key to every canticle, hymn,
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anthem, passion, motet, cantata, and spiritual is finding its

place in the story.

The cantor also needs to know a context and a derivative

story. The context is the cultural setting, particularly its musical

part, which forms and shapes the way we hear and sing. Learn-

ing about the culture requires listening with discrimination to

what is present all around us—on the radio and television, in

concert halls, in shopping malls, on recordings. You don't sim-

ply embrace all of that, but you need to know about it. Learning

about the culture also requires knowing the heritage of a spe-

cific people. If you serve a black parish, for example, the speech

patterns, inflections, and musical ear of the people will differ

from those of a Slovak or Hispanic congregation. Those speech

patterns, inflections, and ways of hearing are not arbitrary

whims. They spring from the ethnicity and heritage of a people.

The cantor works within the context of how people speak,

hear, and therefore sing. Knowing the context is no small mat-

ter.

The derivative story has two components. One is made up of

individual stories with all the personal struggles and joys which

attend our lives. The second is the story of the congregation

you serve, which both includes and transcends the individuals

which form it.

You learn individual stories gradually and gently as you live

with people over a long period of time. This learning cannot be

forced and comes as relationships of trust are established. One

finds that the personal laments and songs of thanksgiving in

the Psalms have special relevance here to help people give voice

to their own anguish and joys. The cantor is the psalmist for

whom the Psalms are of critical importance: they are remarka-

ble in that they not only serve the needs of corporate worship,

but also express the sorrows and delights of individuals as

well.

My God, my God,

why have you forsaken me
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and are so far from my cry,

and from the words of my distress?

(Psalm 22:1)

You have turned my wailing into dancing;

you have put off my sackcloth

and clothed me with joy.

Therefore my heart sings to you

without ceasing;

Lord my God,

1 will give you thanks forever.

(Psalm 30:12-13)

Learning the history of a people also comes little by little, but

it is easier to get at. You learn it by asking questions, by ob-

serving and listening, by being present in social and other gath-

erings. You can tell a great deal about a people's story by

looking at their church building. When was it built? Why is the

altar where it is? Do they call it an altar or a table? Why does it

look the way it does? Where is the pulpit? How big is it? How
is it designed? Why? Who made the banners? Why are they

designed that way? When were they made? Why? Looking

through the choral library or at past bulletins will also tell you

many things: what kind of music the congregation and choir

have sung, what pieces they used often and which ones very

little, what kind of texts they use, what sort of style and sound

is in their ears, how worship is understood. You will find the

contradictions and incongruities which characterize all histo-

ries, but you will also find a coherence which tells you how this

people has been shaped, how they have translated the great

story into their language, and how their story is part of the

larger plot.

You need to know the story of God's mighty acts, a derivative

story, and the context. And you must be responsive to all these

elements. Without the big story the whole enterprise is hope-

less, and without the little story and context you work in a

vacuum.
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Developing Technical Skills

The second broad need of the cantor is the capacity to make
music with the people. This means sufficient native ability,

technical training, and practice—in ascending order of impor-

tance.

The point is not that every cantor needs to be a musical ge-

nius. Geniuses are welcomed to the cantorial role, but so are

those of us with meagre or moderate abilities. The critical thing

is that the cantor possess the skills requisite to his or her situ-

ation. Simplicity is not necessarily a vice, and complexity is not

necessarily a virtue. The people's song in a particular time and

place should be the center and control. Skills and techniques

must serve that specific song. The cantor must develop the

skills and techniques for that specific service.

It needs to be emphasized that the skills and techniques must

be developed. Anything less than excellence is extremely dis-

ruptive to worship. This creates one of the cantor's special ten-

sions to which I shall return. For now let me simply make the

point.

It must be emphasized that the amateur with little time and

meagre abilities can develop the necessary skills just as the

professional with much time and many abilities can. For both,

continuing practice is mandatory and critical. If skills are

matched to responsibilities and situations, each person can do

an admirable job. The difference here is simply one of degree,

not kind. Neither person is better than the other. The task for

both is the same: serve the people and practice sufficiently to

be able to do it well.

Knowing the story and developing the skills to lead the song

are life-long projects. The story is so rich in meaning that it can

never be fully understood, and its implications are new every

morning. The skills can never be fully developed, for with each

skill you learn, a whole new set is suggested and needs to be

worked out.
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At first glance this may seem frustrating. Actually it suggests

the delight of the cantor's role. There is always something new
to learn, something new to do, a new hymn, a new anthem, a

new harmonization, a new skill, a new insight, a new tone color

or tempo, something stimulating that suggests another way to

understand and express the song. Life-long learning is built into

the cantor's responsibility—learning as varied as the designs of

a kaleidescope.

When to Begin

Since the cantor's learning is life-long, there is another impli-

cation: you can begin any time—like now. You need enough

understanding of the story and enough skills to serve a given

people. Some high school students can do that in some situa-

tions, and, indeed, many church organists and choir directors

begin in high school. The way to learn this craft is by doing,

and at some point you simply need to take the plunge.

It is best to find a teacher. The country is full of very able

church musicians who also teach. They are usually called or-

ganists, choir directors, directors of music, or choirmasters.

These people teach in colleges, universities, and churches

throughout the land. You can also hear them, even if you don't

study with them, by going to their workshops or to services at

which they are leading the song.

Finding a Job

Having done the necessary study to get started, how do you

find a job? In A Musician's Guide to Church Music, Joy Lawrence

and John Ferguson have an excellent chapter on the specifics of

this search. They cover developing your philosophy of sacred

music, assessing your potential, putting together a resume, in-

terviewing and auditioning, and evaluating the position you are

offered. 3
1 recommend their advice. It is clear and helpful. Here

let me emphasize only one thing.
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The church musician is part of a community. You don't be-

come part of a community through classified advertisements.

You do it by engagement with two sets of people—other church

musicians and the community or communities you will serve.

You put yourself in touch with your fellow church musicians by

joining the American Guild of Organists, the Hymn Society of

America, the American Choral Directors Association, the Chor-

isters Guild, a denominational organization of musicians, or a

similar group. There you learn about your craft from others

who are doing it, and you also hear of openings. To be engaged

with the community you may serve, you must go where the

action is, to a worship service if possible. A visit to a service

will tell you more than many conversations, as will a visit to

the church building. You also need the conversations, of course,

but there is no substitute for being there.

Churches call me almost weekly searching for organists and

directors. Many positions are available. They run the gamut

from small to large, from those with few responsibilities to

those with many, offering little pay to respectable pay, and re-

quiring from few to considerable abilities. Many churches do

not know what they need, do not pay enough, and would be

shocked to read a book like this one. Since the educational in-

stitutions of the church generally do such a poor job of training

people for the role of the church musician or preparing pastors

or churches to understand that role, one cannot expect churches

to be aware of what they need. It is only when they wrestle

with the issues that they realize what is required. Individual

church musicians or even would-be church musicians come to

their aid as best they can to help them wrestle. You may have

to be one of those, even before you are engaged by a church.

In applying for a position you can anticipate that you will prob-

ably be required to help the church bring to consciousness what

it unconsciously knows it needs, but has never thoughtfully

confronted.
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Anticipating Problems

Once you have taken a position, you are likely to be wel-

comed graciously by the people. Unless there has been some
traumatic experience relative to your position or predecessor,

and usually even then, the people will be genuinely grateful for

your presence and will want to help you. But you may face

some problems. Anticipate them, and you may keep them from

getting out of hand.

First, there may be schedules, traditions, or practices which

make no sense to you or to anyone else. You may not be able

to figure out why they exist. Congregations are often like the

woman who cut off the roast before putting it in the oven be-

cause her mother did it. Mother did it because her mother did

it, and she did it because her mother did it. Nobody knew why
until someone asked great-grandmother, who said she only did

it because her oven was too small! There may once have been

good reasons for practices which now make no sense. Churches

are like people or families. (Churches are people and families!)

We are all creatures of habit, perpetuating traditions which

have lost their meaning.

On the other hand, traditions can bear a great deal of mean-

ing which at first glance is not apparent, but on further inspec-

tion is rich and very significant. The practical import of this is

to suggest that you investigate what is in motion with the lead-

ers of the parish. You can make changes, and you ought to make

changes. But you have to do it sensitively and with an under-

standing of the people's story and needs. Some practices are

pointless and should be scuttled. Scuttle them at the appropri-

ate time. But remember that you are not the sole arbiter of

meaning, nor the sole decision-maker. You are part of a com-

munity of meaning whose story is richer and more varied than

any one person can ever know.

Second, you will be dealing with volunteers. Even if you have

a choir of professionals, volunteers sing in the congregation,

are led by the professionals, and stand behind the profession-
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als. That means two things. Volunteers are like amateurs in the

best sense—they love what they do. You always have the pos-

sibility, therefore, for enormous interest which can surprise you
with its force. On the other hand, volunteers find their volun-

tary time more and more choked off in our economy, and they

may be weary. They can also view themselves as too lacking in

talent to do anything, especially if it's musical. This is wrong,

of course, for to be human is to sing, but our culture perpetu-

ates the notion that only geniuses can participate in musical

activities. These problems can be solved, though no simple so-

lution can be prescribed. Your role as cantor is to serve the

people in your situation and to figure out what ought to hap-

pen there. Everybody can sing, and Christians of all sorts

—

with and without talent—have a song to sing. Your task is to

figure out how to give it expression.

Third, economic issues cannot be avoided. Your salary will

probably be too small, and your budget for music, musicians,

instruments, and anything else you need will only rarely be

adequate. Budgets can be increased, and a church's awareness

of musical needs can be expanded where the resources are

available. But you don't achieve those goals by worrying about

money. Like disciplined athletes who do their job without

whining, you do your job by doing it, not by crying about what

you don't have. You can do all sorts of things within the limi-

tations of any budget. Do them. Analyze the needs and poten-

tial of the people you serve within the confines of their

resources. Our culture tells you nothing can happen without

mountains of money and glitter. The church knows another

reality. All you really need are people, your creativity, and the

Spirit of God. God gives the poorest people a song to sing. Help

them sing it.

Fourth, musicians are artists, artists have ideals, and artists

tend to regard less than their ideal as a compromise of con-

science. The cantor needs to be careful here. The cantor is an

artists, and the ideal of the artist is important to the cantor; but,

unlike the secular artist, the cantor is not responsible in the
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final analysis to some arbitrary principle of perfection. The can-

tor's control is not a principle at all; it is the incarnation. The

incarnation means, among other things, that God did not hold

his perfect divinity aloof from us, but compromised to take on

our imperfect humanity. The compromise is so beneficial for us

that the Cappadocian fathers could say, "Christ became human
so that we could be divine/'

This has two implications for the cantor. On the one hand,

the people's song is not produced by a single artist. It is pro-

duced by a community of normal human folk. Things that ap-

pear to be compromises to an individual artist may well be

appropriate for the community. There are times when a hymn
or anthem you personally find offensive ought to be used. Fur-

ther, the standards you use to judge the Chicago Symphony
Orchestra are not appropriate to congregational singing. An
offensive tone color or wrong pitch may be acceptable. A mu-

sician once told me he went to a church service and stopped

singing so he could listen. "It sounded terrible," he said. Con-

gregational singing may sound terrible when judged by profes-

sional standards because it is for participating, not for listening.

Charles Ives' father, George, a fine musician with perfect pitch,

understood this. When someone asked him how he could stand

to hear "old John Bell (. . . the best stonemason in town) bellow

off-key," he replied,

Old John is a supreme musician. Look into his face and hear the music

of the ages. Don't pay too much attention to the sounds. If you do,

you may miss the music. 4

This does not mean, on the other hand, that any kind of

musical slop in any unprepared state is acceptable. The highest

possible artistic standards are applicable because God in Christ

demands the best. This means choral standards, even when

they cannot be reached, should be higher than those of the Rob-

ert Shaw Chorale. It means the organist must prepare every

hymn very carefully. It means choosing worthy and durable

music. God is present when Christ's body gathers, and you



GETTING STARTED / 29

don't rush into the presence of the king of the universe with ill-

prepared—or well-prepared—trash. There is an obvious tension

here between the perfection of God and the capacity of human-
ity. It is the most creative tension of all—the tension of the

incarnation.

Fifth, as I just indicated, compromises are not necessarily

bad. There are good compromises. They can be creative and

can lead to new life, like the incarnation. Having said that,

however, let me say that there are also bad compromises. If you

as the church musician are pushed around by a manipulative

pastor, or if one family in the church starts to control your

choice of music, you have a bad compromise or no compromise

at all. You cannot contribute your talents in such a situation

because you are again reduced to being a music grinder or hired

chattel. Even if you analyzed the fit as carefully as possible

before you came, you may early or late discover that you did

not analyze well enough. You may have to leave. You do not do

this lightly, you do not do it without face-to-face discussions

and meetings, and you do it with deep regret. But do it you

must so that you can move to a place where serving the Lord

and serving the people is possible.

This chapter is not about leaving, however. It is about begin-

ning. Learn the story, develop your skills, look ahead realisti-

cally, find the best fit, and begin. Develop your craft by

practicing it. You will soon be asking what your job really is.

We must now address that issue, the heart of the matter.





4. The Heart of the Matter

The Nature of the Church's Song

Assuming you have found a position where the fit is right,

what are you to do? What is your role? The question can be

answered by looking first at the nature of the church's song.

Five headings suggest themselves.

A Song of Praise

The church's song, especially for Protestants, is most ob-

viously a song of praise. Many psalms—like Psalm 98, "O sing

to the Lord a new song," Psalm 100, which calls us to "Come
into [God's] presence with singing," or Psalm 150, where in-

struments and "everything that breathes" are all exhorted to

praise the Lord—give expression to what is implicit throughout

the Bible: God is to be praised, and music is one of the chief

vehicles for expressing that praise.

Luther explains how this song of praise comes about.

. . . God has made our hearts and spirits happy through His dear Son,

whom He has delivered up that we might be redeemed from sin,

death, and the devil. He who believes this sincerely and earnestly

cannot help but be happy; he must cheerfully sing. . . .
1

God acts with loving kindness toward us, and we respond with

a jubilant song of praise. That is an essential part of the church's

song from its most formal to its most informal expression.

Karl Barth, one of the most important twentieth-century Re-

formed theologians, virtually made the church's song of praise

a mark of the Christian community. He wrote,

The praise of God which constitutes the community and its assemblies

seeks to bind and commit and therefore to be expressed, to well up
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and be sung in concert. The Christian community sings. It is not a

choral society. Its singing is not a concert. But from inner, material

necessity it sings. . . .

What we can and must say quite confidently is that the community
which does not sing is not the community. 2

A Song of Prayer

The song of the church is also a song of prayer. This per-

spective finds preeminent expression among Roman Catholics

and those with more catholic liturgical forms. The roots of tem-

ple and synagogue worship are a sung tradition, as are

Christian liturgies of both the east and the west. Gregorian

chant, which accompanied much of the western liturgical tra-

dition, is seen by some as prayer itself. 3 The Solesmes school of

thought even calls Gregorian chant "a way of reaching up to

God" and "a means of sanctification."4

While many who live in the heritage of the sixteenth-century

Reformers may wince at the Solesmes perspective because it

can easily be seen as works' righteousness, John Calvin himself

considered church song in the section on prayer in his Insti-

tutes, 5 Luther and the Lutheran Church retained the singing of

collects and indeed the whole liturgy, and a large body of Prot-

estant hymns are in fact prayers. Though the emphasis may
differ, almost all traditions treat music as prayer in some way.

That should not surprise us any more than using music as

praise should surprise us. Human beings both laugh and weep.

Laughter is the incipient form of sung praise, as weeping is the

incipient form of sung prayer. 6 The two very often run into one

another and cross. 7

A Song of Proclamation

The church's song is also a song of proclamation. The author

of Ephesians expressed this by saying,

but be filled with the Spirit, addressing one another in psalms and

hymns and spiritual songs . . . (Ephesians 5:18b-19a)
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Here it is clear that music is a means by which the words and
word of the gospel are proclaimed. Luther referred to the par-

allel verse in Colossians (3:16) and wrote,

... St. Paul ... in his Epistle to the Colossians . . . insists that

Christians appear before God with psalms and spiritual songs which

emanate from the heart, in order that through these the Word of God
and Christian doctrine may be preached, taught, and put into prac-

tice. 8

There is often an element of praise in thoughts of this sort.

One can easily move from music as proclamation to music as

praise without realizing it. Such a leap removes the distinction

between these two motifs and tends to collapse one into the

other. Usually, since praise is so obvious, it takes precedence.

The use of music to proclaim the word, however, needs to be

kept separate, even though the connections to praise can be

close. This is true not only for theological reasons, but to do

justice to the church's musical heritage. Much of that heritage

is exegetical or proclamatory: music helps to proclaim, to inter-

pret, to break open the Word of God. That is in part what

happens when the congregation sings. That is why, from an-

cient times, biblical lessons have been sung or chanted. Motets

by Schuetz and chorale preludes, cantatas, and passions by

Bach are more complex examples of the same intent. Without a

kerygmatic (proclamatory) understanding of these pieces, they

are incomprehensible. 9

The Story

Praise, prayer, and proclamation for many probably move

from the most to the least obvious definitions of church music.

A still less obvious aspect of the church's song is, upon reflec-

tion, both the most obvious and the most profound: the

church's song is story.

When the people of God recount the history of God's mighty

acts, they invariably sing. The morning stars "sang together"

at creation on behalf of the people (Job 38:7). After their deliv-
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erance from Egypt, Moses and the people sang a song (Exod.

25:1-8). The reason for the psalmists' songs of praise is that

God "has done marvelous things" (Ps. 98:1). New Testament

canticles like the Magnificat (Luke 1:47-55) and the Benedictus

(Luke 1:68-79) are songs which recount God's mighty deeds.

The songs of Revelation tell the story of God's mighty acts in

an eschatological frame of reference. From the beginning of the

biblical saga to its end, from one end of history to the other,

the story is a song to be sung.

The same can be said of the church's hymnody. If you were

to lay out the hymns of almost any mainstream hymnal in a

sequential fashion, you would find the entire story of God's

mighty acts there—from creation through Old Testament his-

tory and incarnation to church in the world "between the

times," to last things. Individual hymns often tell the story by

themselves. "Oh, Love, How Deep, How Broad, How High" is

a good example. Music is the vehicle by which the community

remembers and celebrates what God has done—which leads me
to three points about the church's song as story.

First, it is sequentially and logically easy to lay out the story

of the Bible from creation to consummation as I have just done

in the last two paragraphs. In fact, the story is more sophisti-

cated than that, and sorting it out is more complicated. Like

our own stories and those of the psalmist, it often begins in the

midst of things, with personal laments and personal songs of

thanksgiving and with people who emerge on the stage of his-

tory with their own struggles and visions. For the Christian the

event of Jesus stands at the center of the story and is its key. It

radically alters and fulfills all personal laments, thanksgivings,

struggles, and visions, and gradually gives meaning to past and

present.

Second, music has a peculiar communal and mnemonic char-

acter. A group who sings together becomes one and remembers

its story, and therefore who it is, in a particularly potent way.

Hitler knew this and exploited the demonic potential of that
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reality. Whenever the church loses its song, a vacuum is created

which the Hitlers among us will invariably fill.

Third, music spins itself out through time just like the story

which the song recounts, and just like the worship where the

song is sung. As the Eastern Orthodox church knows so well,

music "is by nature an event. It is dynamic rather than fixed/'

Like the story and like worship and "more than any other art

... it carries the possibility of change, of transformation." 10

This means it is peculiarly suited not only to tell the story, but

to accompany worship as well.

A Gift of God

Finally, the church's song, like music itself, is a gift of God.

Music is a joy and delight with which God graces creation. We
do not bargain for it. We do not deserve it. It is simply freely

given, there for the hearing, a joyous overflow of creation's

goodness.

This gift can be viewed in many ways. One is the way Luther

did it. Oskar Soehngen points out that Luther was forever

amazed that music, this "unique gift of God's creation," comes

from "the sphere of miraculous audible things," 11 just like the

word of God. This perceptive insight points to music as gift and

to the close relationship between music and words: both are

audible, words, amazingly, can be sung, and it is all gift.

A more Catholic approach, like Joseph Gelineau's, is to call

music "God's daughter," given to humanity to signify the love

of Christ. Viewed this way, music almost takes on the character

of a sacramental sign which points beyond itself to pure love. 12

The Eastern Orthodox church often takes a similar view: that

music can "reflect the harmony of heaven" and "can provide

us with a foretaste of the splendor of the Age to come." 13

These views always bring with them music's power to uplift,

transform, refresh, and recreate the heart and soul. 14 John Cal-

vin asserts this when he calls music a "gift of God deputed" for

"recreating man and giving him pleasure." 15 While Ulrich
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Zwingli in the sixteenth century related the refreshment of mu-
sic to secular play, thereby allowing music no relevance at all to

worship, 16 even liberal Protestantism today may call music "rev-

elatory." Robert Shaw, for instance, when he was installed as

minister of music of the First Unitarian Church of Cleveland,

Ohio, quoted J. W. N. Sullivan and argued that "a work of art

may indeed be a 'revelation/" 17 Many Christians would dis-

agree with what Shaw means by revelation and worship, but

his use of the term revelation shows how all worshiping tradi-

tions grapple with the gift of music and with its power.

The Cantor's Task

A host of theological issues attend these matters. The intent

here is not to explain them in great detail. The point here is

that defining the church's song under the headings of praise,

prayer, proclamation, story, and gift offers clues to the dimen-

sions of the cantor's task.

Leading the People's Praise

The cantor is the leader of the people's praise. The explosive

response to God's grace, in order to be expressed, needs form

and shape. Someone has to take responsibility for that forming

and shaping, and this is the cantor's role. He or she has to

sense the capacities and resources of a particular congregation,

then write or choose music which expresses the praise of God
with those capacities and resources. Once the music is com-

posed and chosen, the cantor must then lead the people in

actually singing the song of praise.

The song of praise is preeminently vocal. Words are the

means by which our praise is articulated, and music is the

means by which the articulation is carried aloft so that song

gives wings to the words. But not only humanity sings this

song of praise. The whole creation is called to join in. Instru-

ments are therefore called to play their part. That part is not

only to accompany the voices, but to sound alone where fitting
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and appropriate. The cantor is called to coordinate this and
even to play, as talents warrant, so that instrumental music re-

lates to the people's song of praise. Neither instrumental music

nor any other music ought to be an afterthought or an unrelat-

ed addendum.

Leading the People's Prayer

The cantor aids the presiding or assisting minister in leading

the people's prayer. The presiding and assisting ministers bear

the primary responsibility for the proper prayers and petitions

of a particular service, and the pastor bears the ultimate re-

sponsibility for the prayer life of a people. The cantor assists in

this responsibility in the following ways:

First, the cantor provides the leadership for the people's litan-

ic responses, spoken and sung. Corporate responses to a pas-

tor's bids, even when spoken, are incipiently musical—elated

forms of speech. The cantor through his or her direct leadership

or through training of the choir shapes this response and there-

by helps to shape the prayer life of the people.

Second, since some hymns are themselves prayers, the cantor

sometimes leads the people in prayer by leading hymns.

Third, the choir also sings some texts that are prayers. In this

case the cantor leads a group who prays on behalf of the people

just as the pastor does. This is obviously not a performance

before the people; it is rather an act of intercession on the peo-

ple's behalf.

Proclaiming the Word

The cantor aids the readers in the proclamatory work of read-

ing lessons. This may on some occasions involve the use of

more or less complex choral or solo settings of lessons in place

of readings. That is rare for most of us. It should not be nor-

mative, although it deserves more consideration than we nor-

mally accord it. Where lessons are sung by a lector, the cantor

should obviously aid those who do the singing. For most of us,

lessons are read. There too the musician has a role we rarely
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think about, namely, helping readers read clearly. Musicians

understand phrasing and the ebb and flow of a line of words.

Choral musicians understand diction and enunciation. These

are necessities in good reading, which is close to a lost art in

many churches and in the culture at large. Musicians can help

repair the breach so that lessons can be understood.

The preacher obviously has the primary proclamatory task of

publishing the good news of God's grace and love among us.

By careful application to the biblical word and the daily news-

paper, the preacher speaks his or her poor human words in the

hope that they will be heard as the word of God itself so that

the love of God in Christ will be known among us.

The cantor cannot and should not attempt to preach in the

same way as the preacher because, first, the composing of text

and music and the preparation of music by musicians preclude

the preacher's relevance to the moment, and, second, the

preacher can examine detailed relationships in spoken prose in

a way that is not possible for the musician.

On the other hand, a polyphonic piece of music or the si-

multaneous juxtaposition of two texts gives the musician an

opportunity to proclaim relationships in a way that is not open

to the preacher, who must communicate in a stream of mono-

logue. And, while the relevance of the moment is not the re-

sponsibility of music, which is of necessity more prepared and

formal, music also has the capacity for breaking open a text in

a way spoken words cannot do. In singing a hymn or hearing

a Schuetz motet or a Bach cantata, many Christians have shared

William Cowper's experience:

Sometimes a light surprises

The Christian while he sings;

It is the Lord who rises

With healing in his wings. 18

Telling the Story

The cantor helps the people sing the whole story and thereby

tells the story. The preacher also tells the story, of course, as
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does the teacher. Some understandings of preaching would

even argue that it is at heart storytelling. There is a sense in

which that is true: proclaiming the good news is telling the

story of God's love. But the preacher is always compelled to

apply the story to us in this moment so that the searing edge

of God's love can burn its way into our hearts. This requires the

context of the whole story, and preaching can only give that

context over time or in an ancillary way. The cantor is respon-

sible for the context and the fullness of the story.

This means the cantor tells the story by seeing to it that the

whole story is sung. The lessons, prayers, and sermon for a

given service are likely to have a thematic focus. The hymnody,

psalmody, and anthems ought to relate to that focus also, but

in addition they flesh out the rest of the story and remind us

of other parts of the plot. Over the course of a year the whole

story should certainly have been sung, from creation to last

things. This means that doing the same six or ten hymns over

and over does not serve the people well, because it keeps them

from singing the whole story and omits much of the context the

preacher needs for his or her words.

The Steward of God's Gift

The cantor is the steward of God's gracious gift of music.

Since this gift is so powerful, the steward receives tremendous

power as the deputy. That power can easily be misused for

selfish ends of ego gratification and personal power. The cantor

is called, therefore, to the paradox of using the power which is

granted, but of using it with restraint on behalf of God in Christ

from whom all blessings—including this one—flow.

That paradox brings with it another. The cantor knows that

the preacher or lector can stumble over a word here or there,

and still the message will have its impact. To stumble over a

note is much more dangerous; the message's impact will dissi-

pate much more quickly when there is a musical error. So the

cantor is constantly constrained to attempt an excellence and

perfection which are never humanly possible. That drives the
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church musician to rehearse and practice every detail until it is

right, for without practice there is the certainty that the neces-

sary perfection and excellence will never be achieved. The par-

adox is that even with disciplined rehearsing, there is no
guarantee. The musician who is at all sensitive knows that

when she or he finally gets it right, that too is a gift for which
the only appropriate response is thanksgiving.

Approaching the Task

Having determined what to do is not quite enough. Three

further components of the cantor's role need to be isolated.

They fit under the heading of how to approach the task.

First, the cantor is serving a specific people. As I indicated

earlier, your responsibility as cantor is to allow the song of the

people of God in your place to find expression. You do that not

by superimposing an unattainable ideal and then flagellating

yourself and your parish for never reaching it. The ideal relates

to the people and choir and musicians you have to work with,

because God is present among them with the song. Your re-

sponsibility is to allow that song to find expression. That is the

ideal.

This is not to suggest that there are no standards. There are

standards for music just as the ten commandments are stan-

dards for living. The church as a community of grace, however,

begins with grace, not with the law. So the cantor begins with

God's gracious gift of music among a given people, not with

arbitrary legal constructs and rules of constraint. The incipient

song must find expression. Essentially, this means selecting du-

rable music which is worth the people's time and effort, then

doing things musically so that the people are invited to sing.

The example of a beautifully shaped phrase, organ playing that

breathes with the people, rhythm that pulsates, and melodies

that sing all will do more to give the song expression than

heavy-handed rules and legalistic constraints. Any musical per-

son knows this almost instinctively.

Second, the cantor's craft must be exercised with kindness

and compassion. Many musicians in our culture get by with
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being temperamental because we somehow believe that artists

are naturally temperamental and should be humored. This is

especially true of some secular instrumental and choral conduc-

tors, who regularly throw temper tantrums and treat people

poorly to achieve their ends.

Temperamental conductors have virtually become an accept-

ed cultural reality for musicians and the general public, and

church musicians have often felt compelled to imitate their ex-

ample. The cantor knows another reality—that all people are to

be treated with respect because they are loved by God. Music

is for people. People are not for music. Nobody has the right to

treat other human beings poorly.

This is not to suggest that cantors can be more perfect than

any other group of people. Like all musicians and all people,

they will sometimes get angry, lose their tempers, and be tem-

peramental. It is to suggest that the ideal is kindness and com-

passion and that we gather around the song God gives us, not

around the personality of the conductor, no matter how good

he or she may be.

Third, a word needs to be said specifically about leadership

of the song. It is a complex matter which needs great sensitivity.

There are times, such as Easter Sunday morning on an explo-

sive hymn of resurrection joy, when the organ can appropriate-

ly drive the congregation with a powerful rhythmic punch.

Generally the organ should lead—sensitively, but it should

lead. There are other times, however, such as in the singing of

responsorial psalms or prayers, when neither organ nor con-

ducting seem appropriate, as the community finds its own tem-

po with only a breath from the cantor to set things in motion.

I once heard George Black, professor of French and church mu-

sic at Huron College, University of Western Ontario, say that a

community of love will sing together, that to tamper with the

people's prayer is a tricky business, and that the cantor needs

faithfully to take some risks, like sometimes letting the people

set their own tempo. Those are profoundly true observations

which cantors need to ponder in their hearts and experience

with their communities of faith. Church musicians ought not
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always conduct nor overtly control everything with the voice or

organ. That is not leadership. It is more an exhibition of our

own problems and our unwillingness to allow the people's voice

to find expression.

Leadership, then, involves a balance of many items. The style

of music (a rhythmic chorale from the sixteenth century has a

different ideal tempo than does a nineteenth-century tune), the

nature of the text, the place in the service, the time of year, the

time of day, the weather, the size and acoustics of the building,

the tradition of your congregation, the nature of the community

(young or old, good or ill health), the size of the community,

the pacing of the pastor, and your own tendencies are among
the things you need to consider. They need thoughtful attention

before the service, but you must also respond in the moment
to the event of music-making itself. Wonderful surprises can

happen if you are sensitive and simply allow them to occur.

Charismatic communities know this better than most of the rest

of us, but the Holy Spirit graces all our worship and leads us

all into ever new truths.



5. The Rhythm of the

Cantor's Life

Sunday

The Christian church has designated Sunday in various ways.

It is the day of resurrection, when the boundaries of time and

space were shattered by Christ's rising from the dead. Each

Sunday is a little Easter. It is the day when Christ meets his

people eucharistically, breaking bread with his disciples (as in

Luke 24:30) and thereafter with the whole church. It is the first

day of the week, the day of creation, of divine initiatives, and

of the new age. It is also the eighth day, the day when Christ

breaks out of time and history into his kingdom and lifts hu-

manity into an eternal dimension. It is the Lord's day, the day

on which Christ appears in glory and indicates that the end

time has begun, the day when Christ manifests his messianic

powers. 1

All these designations point to the importance of Sunday for

Christians, and explain why Sunday has been the traditional

day of Christian assembly for worship. Like the life of the

church itself, so the life of the cantor revolves about Sunday.

As the first day of the week, Sunday initiates the week's be-

ginning. It is the day from which all other days take their mean-

ing, the day from which all other days spin off. The Christian

counts one plus six, and the banquet on the one nourishes the

body of Christ to be that healing body in the world for the other

six.

The church musician as Christian also counts one plus six.

But the church musician as church musician is always preparing

for the weekly banquet. The cantor is called like the clergy to
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prepare the feast on behalf of the host and his people. That

means the cantor as cantor looks forward to Sunday as a chef

and waiters look forward to the banquets they prepare.

Preparation

The cantor or cantorial staff has to work with two levels of

preparation. One is for the immediate Sunday which is coming.

The other is for Sundays in advance, preferably three months

to a year or more. Preparation for the immediate Sunday is

obviously most detailed. Preparation for more distant Sundays

becomes increasingly more general the farther it proceeds into

the future.

Tasks

In any given week the two levels of preparation lead to the

following tasks for the cantor:

meeting with the pastor,

meeting with the worship and music committee or some

other committee or planning group,

planning music,

composing and arranging music,

practicing,

rehearsing with choirs, soloists, instrumentalists, or anyone

else for whom the cantor is responsible (readers, in some

cases), and

spending social time with the people of the parish.

The cantor's role as teacher also leads to several other related

responsibilities, namely,

preparing classes,

teaching them, and

writing for parish publications like monthly newsletters.

These ten tasks do not necessarily all happen each week, and

they vary from parish to parish and person to person in their
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presence and intensity. To get a sense for them, let us construct

examples of small, moderate, and large churches, then refer to

these examples in discussing the cantor's tasks.

A small church might take several forms. In one, perhaps

forty to eighty people come to worship each Sunday, there is a

small organ, the choir has seven members not distributed very

well among the sections, the pastor is part-time, and the budget

and resources are limited. This church might be stable at its

size, or it may be in the process of growth. In either case, it

could have a relatively vigorous congregational life, though the

former is likely to be less active. Another small possibility is a

house church with fewer than twenty-five people, no choir, and

no building to keep up, but a very vigorous and committed life

together. Yet another congregation might have a large building

and sixty older people left over from a time when the congre-

gation numbered in the hundreds. Now most of the people

have moved away or died, and a large building with a pipe

organ and part-time pastor remain. These three churches are

very different, yet they share a small size.

For the moderate-sized church, take a congregation of six

hundred people or so on its rolls, of whom somewhere between

one and two hundred come to worship each Sunday. The choir

might number twelve to twenty people and approximate some

balance; at least all parts are represented. This congregation

might have more than one service on Sunday, though only one

is also likely. There will be a budget for music and musicians,

a full-time pastor, and some musical resources like an organ,

piano, bells, choral library, and maybe even a rehearsal room.

The organ and piano might be poor, but they could also be of

excellent quality. This church will probably always feel it has to

struggle, but it has the staff, the resources, and the flexibility

to do many things.

For the large church, imagine two thousand members, several

full-time staff members including at least one musician, several

services each Sunday and at other times, multiple choirs, an

extensive music library, a fine organ, many educational and oth-



46 I THE RHYTHM OF THE CANTOR'S LIFE

er programs for all ages, a large budget, maybe a concert series,

and resources that make possible large expenditures at regular

intervals.

Meeting With the Pastor

In any of these churches, a healthy cantorial role begins with

a healthy relationship between the pastor (or priest or minis-

ter—choose your favorite term) and the church musician. Week-

ly meetings with the pastor are therefore crucial. In the small

church these may happen by telephone or informally. In the

larger church they may be structured into weekly staff meet-

ings. There is no one prescription for every situation, but some

general guidelines are appropriate:

First, the clergy-cantor relationship is a powerful partnership

which begins by working at worship on behalf of the people.

In chapter 8 this is discussed more fully, with examples of non-

partnerships, so it is sufficient simply to mention it here.

Second, the clergy and cantor have to work out a system of

planning for the immediate Sunday and for successive Sundays

so that the two work as a team. They must have an understand-

ing of who does what, when it is to be done, and how what

they do fits together at a given service. Who chooses hymns?

When? When is the sermon topic decided? When does the mu-

sician know it? Is there a common understanding of the char-

acter that the lessons and prayers impart to a given Sunday?

When is that discussed so that appropriate music can be chosen

far enough in advance for it to be prepared? The schizoid con-

dition of much American worship results from the failure of

clergy and cantor to ask or resolve many of these and related

questions.

Third, clergy and cantor need not agree about everything, but

they must come to common understandings about what they

are doing in worship and why. This requires weekly commu-

nication of some sort, no matter how brief (or how lengthy

—

communication cannot be measured by minutes in a meeting).
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Fourth, cantor and clergy need to be "pastor" to one another

at times, that is, to listen sensitively to the other's joys and

sorrows. While church leaders are expected to do this with the

congregation, they often forget that they owe it to one another.

Lastly, in parishes with weekly staff meetings, it is useful for

staff members to share and know about common problems, and

to get a perspective on the life of the whole church. But it is

pointless to waste the cantor's time with all the minister's prob-

lems or to waste the minister's time with all the cantor's prob-

lems. Needless meetings are as onerous as no meetings at all.

Meeting With Committees

In the small church, especially the house church, committee

meetings may turn out to consist of the church meeting as a

whole, as necessary before or after worship. Some small com-

mittee meetings may of course still occur from time to time. In

the large church there may be a number of more structured

meetings each week. For these the cantor must either prepare

agendas or make responses, then coordinate musical activities

in the parish so that some overall coherence is always achieved.

For the moderate-sized parish, weekly to monthly meetings are

more likely to be the norm, with fewer things to coordinate.

Planning Music

The cantor's first concern is the people's song. The people

sing four things: the Ordinary of the liturgy (or, in some tradi-

tions, recurrent pieces like the "Gloria Patri"), the psalmody (still

spoken in some places, but more and more likely to be sung as

is its normative and original character), responsorial forms of

prayer, and hymns. In any size parish, all these things have to

be planned.

I do not mean choosing the hymns. That is presumed. Plan-

ning music begins after the hymns are chosen. I have in mind

here how the liturgy and hymns will be introduced, what set-

ting of the liturgy and hymns will be used, how the psalms will

be sung, who will sing which stanzas of the hymns (men, worn-
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en, the choir, all?), how they will be sung (in canon, in parts,

in unison?), what instruments will join the singing or play

alone for one stanza or on introductions, whether the choir will

sing the Propers, whether they will sing part of the Ordinary

on the people's behalf, what forms of prayer will be used, and

related questions.

Decisions about these matters need to relate to substance, not

arbitrary whim. For instance, the Hebrew parallelism of some
Psalms can sometimes be expressed by alternating groups. If a

Psalm has a built-in refrain, like verses 4, 8, and 12 of Psalm

46, the people can sing the refrain and a soloist can sing the

other verses. Stanzas of hymns can be accompanied in such a

way that the one most closely related to the pastor's sermon

stands out. Alternation can achieve this, or can be used purely

for variety, especially on very long hymns, to help invigorate

hymn singing.

Much of this may seem subtle. It is. But people will be influ-

enced positively, glean new insights, and worship with more

integrity even if they are not consciously aware of the planning

you have done. Others will be aware of what is happening and

will be openly appreciative. The more you plan like this, the

more their numbers will increase—and so will the people's

song.

For an informal house church much of this planning can hap-

pen before or at the worship service itself, as the whole body

functions as the cantorial staff. Even there, however, someone

invariably exerts a leadership role, and some future planning is

always necessary if only because hymnic, psalmodic, and liturg-

ical materials (such as hymnals or sheets with proper copyright

permissions) have to be supplied. If a piano, harpsichord, gui-

tar, or other instrument is to be used, a whole new range of

planning responsibilities is introduced.

This other range of responsibilities comes with the cantor's

territory in the usual parish. The responsibilities get increasing-

ly numerous and complex, the larger the parish. More instru-

ments, a larger organ, more choirs, more services, and a larger
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worshiping congregation lead to more resources and more pos-

sibilities for praise, prayer, proclamation, and varied ways to

sing the story. These opportunities can also lead to less and

less participation by the people until the central thing—the peo-

ple's song—is silent, and choirs and instruments always sing

for the people by proxy. This is the ever-present tempta-

tion of the large parish, and the cantor's planning has to guard

against it.

I do not mean to suggest that the large parish should cancel

concert series and obliterate choral or organ programs. Of

course the church should support these, and, of course, they

too need to be carefully planned. The finest choirs in the world

are church choirs, and choral music and organ music are the

church's birthright—worthy of fullest support. There are some

parishes which have a special responsibility for concert series

or for choral services. The whole church needs to treasure

them. They are not the norm, however, and even for them the

choral and organ planning needs to grow out of the worship

life of the people and out of the people's song, not be arbitrarily

superimposed. The lessons, verses, and prayers for a given

Sunday ought to generate the hymns, choral, organ, and other

instrumental music. To reverse this order is to skew the priori-

ties. This also means that the very amateur seven-member choir

in the small parish is as important as the choirboys at West-

minster Abbey. Even a choir of one, two, or three can lead the

singing. It can prepare stanzas of hymns alone. It can sing

Proper sentences at the lessons or the offertory or communion.

Small choirs may sing mostly unison or two-part music. That's

fine. The choir with the requisite resources should sing the

Bach cantatas. Every parish is not constrained to sing them or

to produce the choral delights of the choirs of St. Olaf College

or Westminster Choir College. A singing parish, not choral per-

fection, is the ideal for the normal church.

The second priority for planning relates to choirs and instru-

ments singing or playing alone, but always in connection with

the liturgy, hymns, psalmody, and prayers. Choirs, organ, or
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instruments can sing or play stanzas of hymns by themselves.

Where the resources are available, cantatas and anthems for

choral and instrumental forces of all sizes and abilities should

be chosen, provided they relate to the lessons, prayers, and

sermon topic of the day. All of this needs to be planned well

enough in advance so that it can be prepared.

Finally, preludes, voluntaries, and postludes need to be cho-

sen. Note that they are last in planning, as they are least in

importance. They can be built on hymns, relate to melodic ma-

terials or keys of hymns or other service music, or reflect the

style or mood of a given service. This needs careful long-range

planning, for these pieces have value in mirroring, heightening,

or introducing the jubilation or mourning of a given day. But

they are not the central thing, and to plan only them at the

expense of planning the more central service music is to focus

on what is at best tertiary. They may be omitted, and the wor-

ship's integrity is in no way threatened. The small parish with

the small electronic organ which is about to die may even

choose to omit separate organ music altogether and thereby

achieve a positive gain rather than a loss.

Composing Music

Not all cantors are composers, and a cantor does not have to

compose to do the job well. Church musicians often feel they

ought not to compose, however, and that is a mistake. We still

live in the backwaters of a late nineteenth-century misconcep-

tion which regards composers as super-human geniuses, sepa-

rated from the rest of us by an impassable chasm. The corollary

of this nonsense is that we poor mortals have no business com-

posing at all, because to do less than to compose for eternity is

a sacrilege, and only the super-human genius composes for

eternity.

The cantor and parish must abandon this foolishness and see

things as they are. There is no necessity to compose for eternity.

For now will do nicely. That's enough. Gebrauchsmusik, function-
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al music for the occasion, has a proud history. Nobody knows
better than the cantor in a specific place what the people in that

place need. And nobody can supply that need better than the

cantor.

To compose is literally to place (Latin, poser) together (com).

Planning is already placing music together. Writing music sim-

ply carries this one step farther. Almost any musician has cre-

ative compositional urges, and these can be channeled.

Composition is a craft which can be learned and practiced. It is

not a mysterious mystique which dwells in some shrouded

mist. Not every musician will be Palestrina or Bach, or Beethov-

en or Stravinsky, to be sure. But that is not required.

This means that it is perfectly appropriate for the cantor to

compose a refrain, a hymn tune, a hymn introduction, harmo-

nization, or an anthem—even a hymn text—that fits as precisely

as possible the need of a given occasion. You may require a

refrain related to a certain hymn tune. Compose it. This may
take much time and effort. Do it only if you are willing to work

at it with care. The congregation does not deserve ill-conceived

and hurriedly assembled trash. They deserve the best, and, if

you work at it, you can provide what is best precisely for their

situation.

For anyone who is driven to compose, the cantorial post offers

a remarkable array of possibilities—from the simplest congre-

gational refrains to the most complex polytonal choral or instru-

mental pieces. Service music, organ music, solos, hymn tunes,

hymn concertatos, and many arrangements all cry out to be

written for specific times and places. The cantor who writes

them can actually use them. Don Mead, a fine Chicago area

cellist who played the organ and composed music for St. Mary

Magdalen Episcopal Church in Villa Park, Illinois, and now

does the same for First Congregational Church in Glen Ellyn,

Illinois, once told me he liked the church position because he

knew of no other musical post where the musician's creativity

could find so much expression. He is right.
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Practicing

Time must be set aside each week to practice on the two

levels of preparation—for the immediate Sunday and for the

future. Without practice, planning is pointless. I have in mind
here not practicing for concerts, though cantors who are also

concert artists will practice for both activities and find that one

helps the other. I have in mind here practicing for the people's

song.

For the organist that means working out introductions, prac-

ticing each stanza of every hymn (you cannot know a hymn too

well), practicing anthems and all the other service music, and

carefully working out registrations. For the vocalist who alter-

nates with the congregation or leads it, it means vocalizing and

preparing what needs to be sung just as one would practice for

a solo recital.

In some situations, like the house church where you may
only set the pitch, this may not require much time. In large

churches where you have a large organ which leads all the

hymns, many hours may be spent each week practicing hymn
settings. The small parish with the large church building and

organ may imply many hours of organ practice. The small par-

ish with the inadequate organ may, paradoxically, demand long

hours of practice to make the instrument sound as good as it

can. This is not terribly satisfying practice, but it must be done.

A word is in order here about varying accompaniments to

hymns. The Calvinist, or Reformed, heritage originally permit-

ted only a cappella psalm singing in unison without instrumen-

tal accompaniment or polyphony of any kind. Presbyterians,

Congregationalists, and other Reformed groups have by now
generally adopted hymns, organs, additional instruments as

needed, and harmonized hymn settings, but they have often

translated the old Reformed stricture against instruments and

polyphony into a new one (usually unwritten) against altered

harmonizations. 2 My own view is that this new stricture, like

the old one, limits or even precludes the exegetical role of the
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organist or the choral or instrumental director, and does not

necessarily aid the congregation's singing. Each person must
decide this issue based on his or her own theology of music and
must work it out with a given parish within its theology and
practice. I do not mean to argue the point here. Here I want to

say that the Reformed stricture does not mean no practice is

required. Even where there is little or no variation from stanza

to stanza, hymns must be practiced. Phrasing, articulation,

tempo, cadences, pauses for breathing and swallowing between

stanzas, musical and stylistic playing and singing, and—for the

organist—registrations, pedaling, fingering, all need to be

worked out, whether harmonizations are varied or not. The

people's singing depends on it. And that is the cantor's funda-

mental responsibility.

Rehearsing With Others

The cantor has some control over his or her own private prac-

tice time. Practice can be lengthened or shortened and can be

very early in the morning or very late at night, if necessary.

Rehearsals with others are more restricted both in the amount

of time available and in when the time is available. This means

the following:

The cantor has to arrange rehearsals in advance. Letters,

postcards, phone calls, and reminders are all necessary, and

time must be allotted for them. Arrangements with those who
come in for special occasions, like instrumentalists, are espe-

cially important. These people will not know the schedule the

way a church choir does. They need to know the times for re-

hearsals and services, and they need to know how much you

will pay them, if they are being paid.

Rehearsals must be carefully prepared. Here is where the two

levels of planning are most obvious. Music for the coming Sun-

day has to be polished, and music for the future has to be

started or continued. It is best to plan far ahead for the choir

—

at least four weeks, preferably eight weeks or a season or even

a year or more for an especially complex piece—so that they
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can learn the music. The cantor needs to know the choir's ca-

pabilities and to build in enough repetition so that sickness or

other unavoidable absences will not destroy things.

Rehearsal time is extremely precious. There is never enough

of it. The cantor has to guard it ferociously, because someone

will often want to steal it for something else. Rehearsals need

to begin and end precisely as promised, and between those

limits the time has to be used as efficiently as possible to accom-

plish as much as possible. This requires careful prior planning

and then a capacity to switch from plan A to plan B or to im-

provise yet another plan when you get to the rehearsal and

discover that all the sopranos are home with the flu.

Instrumentalists who come to play for services are not likely

to understand hymn singing or the singing of the liturgy. Their

playing in these connections has to be carefully rehearsed, more

carefully than preludes or voluntaries. The cantor needs to

make sure there is time for this rehearsing.

The cantor has to make sure that all rehearsing prepares for

leading the people in song. That means the demands of the

liturgy, hymnody, psalmody, prayer, and everything connected

with them are the first priority. After that come Propers or an-

thems the choir may sing alone or preludes and voluntaries

instrumentalists may play alone. These also need to be carefully

prepared and related to the specific Sunday, but in most parish-

es they should not be the first priority.

Social Time With the People

The cantor's role in leading the congregation's song places

the cantor very close to the people. In a sense the cantor is the

congregation. When the cantor breathes (at the organ or with

the voice), the people breathe. When the cantor changes the

articulation or shapes a phrase well, the people follow. When
the cantor changes the loudness or timbre, the volume and col-

or of the people's singing change.

This means the cantor must know the people, which means

spending time with them. This can be done both profitably and
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enjoyably at coffee hours, before or after meetings, at social

gatherings, in phone conversations or visits, or in other ways.

The people need to be able to speak freely and openly to the

cantor and the cantor freely and openly to them. Without this

exchange, the cantor leads the song in a vacuum.

Time must be allotted for this, but not all the time. As some

church musicians avoid this altogether, so some spend all their

time socializing. Neither extreme is desirable. If socializing

starts to eat up practice time, something is wrong. A balance is

not too hard to achieve if one is conscious about achieving it.

Preparing and Teaching Classes

In some small church situations, the cantor will have virtually

no teaching responsibilities other than teaching music to the

choir and congregation. In some large churches, virtually every

week may be filled with classes to teach. In moderate-sized par-

ishes, the situation may vary from week to week, month to

month, and year to year.

In all teaching situations the cantor simply has to be the best

possible teacher. This means researching and knowing material

well, planning class sessions well, then lecturing or leading dis-

cussions as a good teacher would. Time obviously has to be

allotted for the preparation as well as for the teaching itself.

Careful preparation is especially critical the shorter the teaching

time. For instance, three minutes for teaching the congregation

a part of the liturgy or a new hymn before the service must be

very skillfully prepared so that not an instant is wasted and the

learning takes place. Quentin Faulkner has prepared a video-

tape which ably describes how to conduct such a rehearsal. 3

Writing for Parish Publications

If there is a monthly newsletter to the congregation, it is use-

ful for the cantor to have a column in it. Many things—from

very practical matters to hymn studies to theological or musical

explanations—can be shared there. Some cantors use Sunday
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bulletins to write very briefly, several lines or less, about one

hymn. This helps the cantor in his or her teaching function.

In the large parish there may be many possibilities for the

cantor to write for the congregation. In the small parish there

may be few. Whenever there are regular written publications,

however, the cantor should have some space, no matter how
brief, in them. And it should be filled with meaning, not froth.

That again means time for preparation. Ideas for this (and for

rehearsals, services, meetings, etc.) can be refined as you drive

back and forth to church.

A Week in the Cantor's Life

Let us assume now that the cantor plays the organ, directs

the choirs, and handles all the musical responsibilities of the

church. If you wish to assume a division of labor (one person

plays the organ, another directs one choir, etc.), split up the

following for your own needs.

The cantor's week in the small church might look like this.

On Sunday morning the cantor checks with the pastor about

last-minute details at 8:00 a.m., has a rehearsal with the choir from

8:30 to 9:45, begins the prelude a few minutes before 10:00,

plays and directs the music of the service from 10:00 to 11:00,

spends some time with the people until 11:30, and checks with

the minister about future planning before leaving at 12:00. Dur-

ing the week there are several phone conversations with the

pastor, members of the choir, and perhaps some parishioners;

final decisions are made about next week's worship, and the

information is given to the secretary for the bulletin; some fu-

ture planning is done for a half hour or so at home; and, if the

church is not too far, practice is possible on the organ for a

couple of days, and some things can be worked out at home on

the piano especially in connection with score study. On Satur-

day, an hour or two of practice and rehearsal preparation for

Sunday takes place. Most of the week's activity for this cantor
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involves four hours on Sunday. Perhaps ten to twelve hours a

week (including Sunday) are required.

In the moderate-sized parish the cantor can anticipate during

the week a meeting with the pastor, a meeting with a commit-

tee, at least one choir rehearsal on a weekday night and maybe

another rehearsal at some other time if there is a youth or bell

choir, time for phone calls, time for getting Sunday's music

ready for the secretary to list in the service leaflet, time for

future planning, and daily practice and score study if at all

possible. On Saturday a couple of hours of practice must be

done just for Sunday. On Sunday the cantor will arrive early

enough to see the pastor and practice briefly before the choir

rehearsal at 9:30, which ends in time for the prelude just before

10:00. The service goes from 10:00 to 11:00, and time can be

spent with the people after the service. Since more happens

during the week here, less is packed into Sunday morning than

in the small church. Seeing the pastor after the service is not so

necessary, for instance. This job will take a minimum of fifteen

to twenty hours a week, and maybe twenty-five or more.

In either of the two foregoing examples teaching could be

included. In the large church it almost certainly will be. The

cantor's week in the large church is generally filled with activi-

ties, as follows:

Daily practice and some study must be protected. They will

be all too easily eaten away by correspondence, planning,

phone calls, staff meetings, socializing, housekeeping details,

rehearsal and class preparation—all of which has to be orga-

nized into a daily or weekly schedule of some sort. Rehearsals

themselves might look something like this: junior high choir

after school on Tuesday, younger children after school on

Wednesday, adults on Thursday evening, senior high choir on

Sunday evening, and a bell choir or bell choirs at various other

times of one or several days or evenings. Each week will almost

certainly include a class to teach, committee meetings, and a

dinner or two. Sunday will likely involve three morning ser-

vices with a rehearsal before each one, and perhaps a Sunday
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afternoon service with a rehearsal before that one also. This job

will take a minimum of forty hours a week, and there will al-

ways be more to do, no matter how much time is spent at it.

A Year in the Cantor's Life

In the early church a festival recalling Christ's death and res-

urrection was celebrated each year. Gradually it was refracted

into Holy Week and Lent prior to Easter, and Pentecost after it.

Eventually a second cycle developed around the birth of Christ.

Except for those who retain Puritan scruples about celebrat-

ing Christmas, most churches today organize their yearly life

around the two cycles of Christmas and Easter. This practice

provides a way of sanctifying time, of living through the events

we remember, and of teaching and recalling the major themes

of the faith. For the cantor the church year and the three-year

ecumenical lectionary which many denominations have now
adopted are especially significant because they tell the whole

story. Since the cantor is responsible for the whole story, the

church year and lectionary are among the cantor's most valua-

ble allies. They guard against individual biases and help us re-

member parts of the story we find less palatable or more

difficult, while at the same time they prevent us from riding

our own hobbyhorses.

Advent provides four weeks of preparation for both the first

and final coming of Christ. Christmas celebrates the incarnation

as Advent's fulfillment and a conclusion derived from Easter.

Epiphany bridges the birth and passion of Jesus. Lent is a forty-

day period of instruction and discipleship which culminates in

remembering Christ's crucifixion. It is followed by the joyful

celebration of God's victory over sin and death at Easter, which

in turn is followed by a fifty-day period of jubilation. The jubi-

lation culminates in Pentecost, when the birthday of the church

is recalled. A series of Sundays after Pentecost reaches through

the summer and fall (in our hemisphere) to the beginning of
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Advent, which commences anew near the first part of Decem-

ber.

The rhythm of the church's year dictates the rhythm of the

cantor's year. At Christmas, and again as Lent nears Easter,

there may be extra rehearsals and extra services: on Maundy
Thursday, Good Friday, Easter Eve (a long vigil), and Easter

itself. Choirs and faithful parishioners often speak of pitching

tents at the church for this week called Holy Week.

Obviously, just prior to and at these peak periods, meetings

become fewer while practicing, rehearsing, and services them-

selves increase immensely. The cantor's usual number of hours l

per week may easily double. On the other hand, during Sun-

days after Pentecost when choirs are often on vacation, activi-

ties decrease greatly so that fewer hours than normal balance

the festival increases. It is often a good idea to spend more time

for one or two of the quiet summer weeks planning the entire

next year and ordering music. That lightens the planning load

when rehearsals and other activities are at partial or full tilt.

a

Weddings and Funerals "

Weddings and funerals are part of the church musician's oc-
5f

casional responsibilities. For some large churches they may be-
ts

come more normative than occasional. They can be unusually
1 .

meaningful occasions or terribly demoralizing ones.

People often use and abuse the church for weddings. With

no relation to or understanding of the church or marriage, they

want the trappings of a church wedding without its essence.

They want embarrassingly trivial music, a movie scene that

does not translate into real life, a public bedroom, or a senti-

mental journey that leads nowhere. A prominent organist once

told me he finally recommended to such people that they go to

the local funeral parlor and let the funeral director turn it into

a wedding parlor for them. Many times cantors feel like saying

that, and sometimes they probably should, but the pastoral role

of the cantor also needs to be remembered. Weddings are
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occasions for teaching people what the church and marriage

are really about.

Funerals, especially those at funeral parlors, can be sentimen-

tal attempts to avoid death's icy finality, but funerals in church

are generally more positive. People there seem much more hon-

est, willing to face death in the context of Christ's victory over

it, and able to grieve mournfully and ultimately with resurrec-

tion joy. Such occasions are profoundly powerful, as are sensi-

ble weddings.

The cantor needs to remember and to remind people that

weddings and funerals are first of all services of worship. Pray-

ers, lessons, sermons, the Lord's Supper, hymn singing, and

psalm singing are not only possible; they are implicit. The peo-

ple have a song to sing at these occasions, maybe especially at

these occasions. It cries out to be sung. The cantor has to help

the people express it. When it finds expression, new life in

Christ is revealed in a singularly powerful way.

Weddings and funerals are essentially congregational events.

Congregations need to work out with pastors and cantors what

ministry means on these occasions, and how the congregation

expects the pastor and cantor to give leadership in this ministry.

This can be articulated in a brochure or statement which is

shared with the whole congregation and with anyone else who
requests a wedding or funeral. When this is done, the perspec-

tive is clear, the congregation's integrity is maintained, nobody

is cast in the role of a spoiler, and the church indeed carries out

its ministry.

This translates into time for congregational meetings and ed-

ucational sessions, time for meeting with brides and grooms

and, occasionally, time for meeting with the bereaved. For some

weddings considerable rehearsal and meeting time is required.

For funerals there is often little chance for practice, so it is well

to have appropriate music prepared and in one's repertoire. Fi-

nally, of course, time must be allotted for the services them-

selves and sometimes for meals or receptions which follow

them.
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Time and Vocation

This has been a chapter about time and vocation. It indicates

the way the role of the cantor works itself out. It explains how l

the cantor uses time, and what he or she is called to do in that

time. The right use of time and a proper sense of vocation for ^

the cantor in the small, moderate, or large church always have y

the same heart, center, and goal: the people's song. s

s

e





6. Measuring Gain

and Growth
i

y

s

To what does the cantor aspire? How do you measure it?
s

The cantor aspires to become less and less obvious. The task

is to enable the people to sing. The better the cantor does his

or her job, the more the people sing. The more the people sing,

the less they seem to depend upon the cantor. Paradoxically,
l

the cantor, like the good teacher, aspires to become transparent. *

Or, to say the same thing another way, the cantor aspires to

lead the song in such a way that the song itself takes over, and

leadership becomes hidden within the song.

How do you measure that? You don't do it by establishing

behavioral objectives or making statistical tabulations which

measure decibels or intonation or pitch or rhythm or numbers

in the choir or anything else—clever ways of pretending to eval-

uate while actually hiding from the evaluation itself. You do it

by first asking, 'Are the people singing the Lord's song?"

There are two parts to that question. The second part, the

Lord s song, can be measured easily. Simply look to see if all

the parts of the story are there. Is the full range of your hymnic

heritage being employed, or are you singing the same ten

hymns over and over again? Is the whole story there—creation

and Old Testament roots, the birth, life, passion, death, and

resurrection of Christ, the church's story, individual redemp-

tion, contemporary society's ethical concerns, and final con-

summation? Or are you stuck only in the warmth of personal

conversion or sentimental escape, or one ethical issue or Lent

all year? Your tradition will have its own characteristic musical

style, but the cantor is responsible for working out from that

central style to other styles, thereby filling out the story with
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other musical manifestations of it and keeping the parish aware

both of its own specific heritage and of the catholicity of the

whole church, past and present. One of the most dangerous

temptations of contemporary Christians is to assume that they

are the first and only Christians who ever lived and that their

style is the only one. The cantor especially knows another real-

ity and must always keep the church aware of it. Are you and

your church stuck in one style and one style only? Establish

your own grid of questions, keep track of the hymns, psalms,

and anthems you sing, and ask whether your choices reflect the

emphases of the seasons, the lectionary, the whole story. It will

quickly become obvious where there are gaps that need to be

filled.

Another way to ask this half of the question is to see whether

praise, prayer, proclamation, story, and music as gift are pres-

ent. Does your church sing its praise, prayer, proclamation, and

story, and is it graced with the gift of music?

To ask the question this way requires looking at your re-

sources. The question here is not only whether texts of praise,

prayer, proclamation, story, and gift are being sung, though

that is part of it. The question is also how you are utilizing your

resources. A house church without instruments is not likely to

employ a brass quintet, but a large church with a fine choir and

organ probably should do just that for the praise of God at

some services. Not all pastors should sing prayers, but in some

traditions cantors should teach their pastors how to pray with

the elated speech of musical lines. Not all choirs should tackle

Bach cantatas, but where the resources and traditions are right

the Word should be proclaimed in just this way at some wor-

ship services. The story can take shape in varied ways. The

smallest choir and congregation can alternate lines in a hymn
to embody the narrative. In "While Shepherds Watched Their

Flocks by Night," for example, one person can sing the narra-

tion, an individual "angel" can sing the angel's words, and the

whole congregation can become the full throng of angels on the

last stanza. Aleatory music (music that allows for spontaneity
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within the composition), perhaps especially appropriate at Pen-

tecost, can be chosen for choruses of various sizes and abilities. s

In short, resources must be analyzed and then used fully.

As to gift, the song simply needs to be sung. The people will I

then be graced with its gift by the God who stands behind it.

There is no other way to be, unless the gift is choked off by J

legalistic restrictions or other self-centered and ingrown de- y

structive impulses. We are often too keen on choking and too

slow to accept God's grace, but it's there in the song whether

we know it or not. e

That leads to the other half of the question, 'Are the people

singing?" This question is more difficult, but it can be measured h

with both tangible and intangible measures. »•

Do the church's acoustics support or destroy singing? Many }
»

American churches are designed in such a way that they thwart i-

the very uses for which they are intended. They are covered l
"

with carpeting and pew cushions, for example. Sometimes or-

gan and choir are walled off in separated portions of the wor-

ship space where they cannot be heard with any clarity or

presence. Martin Luther called the church a Mundhaus, a

mouth-house. Bernard of Clairvaux called the building of d

churches "geometry in the service of prayer": Cistercian houses

were reputedly constructed so that the dropping of a pin would "

give off the whole overtone series. Joseph Sittler once lamented

that a church had carpeted a slate chancel floor; then he re-
1_

marked that slate is hard like the Word of God.

Churches are places for the Word of God and praise and

prayer to resound, to reverberate, to resonate. They ought not

to be carpeted and draped cotton boxes. The cantor knows this

and has to communicate it. It must be communicated in love,

but the cantor must ultimately speak a word of judgement on

much American church architecture and design, because few

others know or understand how critical it is to worship. Many
people seem to think that churches ought to be extensions of

their living rooms. Living rooms are wonderful places, but they

are not usually designed for worship. Since seminaries often
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fail to communicate even the most elementary musical matters,

pastors and their people sometimes even think bad acoustics

are good. I have been told many times on the telephone by

pastors or congregation members that their churches had "ex-

cellent acoustics/' only to discover dreadful rooms in which

sound was immediately soaked up. Singing by choir or congre-

gation is a dismal and demoralizing business in such places.

The cantor often turns out to be the only one to champion

worship spaces where sound is alive.

Tearing out carpeting and cushions, getting hard surfaces,

and doing whatever it takes for sound to resound can be accom-

plished. And when these things are done, the singing of the

people will grow dramatically. 1 Young people who want vital

singing will be especially grateful. This is a tangible measure.

Another tangible measure is where people sit and where in-

struments play. If a few people sit scattered all over a very large

nave, singing will suffer. If the people sit around the corner

from an organ which is in another room off the chancel, singing

will suffer. If instruments or choir try to lead the singing from

an obscure corner of a very dead building, singing will suffer.

Some of this you can control, some you cannot. You may be

able to move a choir or instruments if there is space, if you and

the pastor and people work it out, and if you do not take up

space that is needed for other things. Moving an organ is less

likely, but you might be able to tear off dirty grill cloth which

stops the sound. Or the church at some point might choose to

embark on a renovation program which includes a new organ

in a new place and altogether a better worship space. You can

champion the people's song in that process. Moving people

from accustomed seats may be difficult. People should have the

freedom to sit where they please. But if they know why it makes

sense to move together to sing, and if ushers are part of the

decision-making process and support seating possibilities with

you, people might use their freedom to move and to improve

the singing.
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Good technique—at the organ, with the voice, or with the

baton—will encourage good singing. The singing of the choir

will improve, and so will the singing of the congregation, even

down to technical details of pitch, rhythm, dynamics, and t

phrasing. If you can execute what you want to do, the song can

be sung. If you can't and the song gets sung in spite of you, 1

there is a serious problem. The issue here is not virtuosity; it is /

technical competence for what you need to do. Private study s

and practice do wonders. Here progress can be measured, even s

with behavioral objectives. Our society knows all about tech- s

nique and how to measure it. Only a little looking will lead you

to good teachers, good goals, and measurable improvement. i

Good technique is not enough. The playing and singing also i.

has to be musical. It is only musicians who fail to get past the s

printed page and forget music in the process. The rest of hu-

manity does not have that problem. To be human is to sing.

Musical leadership will evoke a musical response, and the peo- e

pie's song will be set in motion.

This is more difficult to measure. Behavioral objectives will

not help. Your own ear, your own musical instincts, the ears of e

others, and recording a service and listening to it carefully are d

the kinds of things that are necessary here. If you are honest

with yourself, you will know how both your technique and

musicianship are faring. Evaluating is actually much easier than

accepting God's grace when you miss a note, choose a bad tern- »-

po, or mess up a phrase. But that's for the next chapter.

Do you love the people? That may seem like a silly question

to ask under the heading, "Are the people singing?" But it is

critical. If you hate the people your playing or singing will show

it, and the song will suffer. If you love the people—and that

means genuine love, not phony love which is another form of

hate—your playing or singing will reflect that, and the song

will blossom. The cantor must be a loving part of the commu-

nity and must get past just being paid. Only you can measure

this one, though there will be plenty of signals from the people

4
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to give you their sense of your bearing toward them. If you are

at all sensitive, you will get the message.

In addition to measuring the cantor's aspirations by asking

whether the Lord's song is being sung, there are three other

ways to look at growth. One is to measure it with your peers.

This can be done in informal contacts. "Have you read this?"

"Did you hear that recording?" "Did you get to the hymn fes-

tival?" "What do you think about that idea?" "How do you

handle this problem in your church?" Questions like these and

the conversations they propel can be extremely stimulating and

can provide the necessary perspective for measuring and invig-

orating your own work.

Where do these conversations occur? Sometimes they happen

on the telephone or in accidental encounters. Mostly they hap-

pen at professional meetings of the Hymn Society of America,

the American Guild of Organists, the American Choral Direc-

tors Association, denominational church musicians organiza-

tions, or workshops sponsored by churches or schools. These

meetings are extremely valuable not only for contacts with

peers, but also for the programs they provide. Programs (some-

times even bad ones) can stimulate all sorts of ideas and can

again help you measure your own growth.

Then there is always the possibility of taking an actual

course. It need not be a whole course of study toward a degree.

It might be just one or two carefully selected courses at a nearby

college, a university, or a seminary. Courses on church music,

hymnody, liturgy and worship, theology, techniques, musician-

ship, music theory, music history, and numerous other topics

are offered in many places. Some of these are given at summer

institutes for a concentrated period of time. Courses offer the

most intentional way of analyzing a specific area you need help

in, and of giving you tools and resources for growth in that

area.

Another way of looking at growth is to check antagonistic

relationships. Sin is real, not an intellectual construct. The

church is partly a human institution which participates in all
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the brokenness that attends our ruptured universe. So it is nec-

essary to look realistically at the relationships that are less than

positive, or even downright negative, and see how growth re-

lates to them. t

For example, trying to make changes sometimes generates

hostility and negative relationships. My own experience is that, I

with very rare exceptions, church folk are flexible and willing f

to try many new things. The church often is chastised as being

inflexible or unyielding or set in its ways. That has not been my
experience. I have found the secular world far more set in its

ways and immovable than the church. The church is usually

way ahead on graciousness and flexibility. Nevertheless, hostil- 1

ity can erupt in the church just as it does in the world.

There are three ingredients that must be present in making '»

healthy changes. First, you have to love the people, genuinely

be on their side. Second, what you propose has to make sense.

Something totally "off the wall" and foreign to a given tradition

is not likely to be supported—and probably should not be.

Third, you have to make sure that the people understand what

you are doing. If those three elements are present, almost any-

thing is possible. -*

This means, of course, that you cannot simply impose a new
notion like a dictator. The people have to be involved in the

planning. Remember that you are part of a community. You,

like everyone else, have to participate in both its health and its

sickness. You may have to compromise, since no one person

has all the answers, but a compromise can involve healthy

growth on your part and need not assault your integrity. There

is a difference between a chaotic mishmash and integrity, and

people of good will can avoid the one and with discussion grad-

ually settle into the other.

You measure your own growth in this process not simply by

how many new ideas you have spawned (though, if you have

introduced none at all, something is probably wrong), but also

by what kind of community you see emerging. Is it dependent

on the promises of God, willing to take risks in the knowledge
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of God's grace, singing a song of hope into a future of promise,

living a life together in which radical disagreement can be ex-

pressed because of the bounds of God's love, growing into new
life again and again, working for justice and peace in the world?

Are you an agent for these things with the people? Are you

contributing and leading with your cantorial lyric talents?

In this life there will seldom be any unqualified yes to all

these questions. But you can know if the direction is right. You

can know if the answers are tilted toward yes rather than no.

A little reflection will measure your growth.

There are some situations in which too many of the answers

may be no. You may feel out of step with the community. A
terrible breach may have developed between you and someone

else, more than likely the pastor. In such cases as these you

have to begin with the assumption that God can be trusted and

that the church is indeed the community of forgiveness where

new life is possible. We are admonished to go to our brothers

and sisters and clear up our quarrels.

When you have done that you may still conclude that things

have become unglued in a way that you no longer feel is help-

ful. You may have to say—painfully—that for your growth and

that of the people, it is necessary to leave. Such situations do

occur. If they occur for you in every parish you serve, you prob-

ably need to do some soul-searching. But you need not be dev-

astated by feeling you must leave a given church. Some people's

talents fit certain needs at certain times, and other people have

other talents for other needs and other times. Part of growing

is to acknowledge one's own talents and to find when they serve

which part of the whole catholic church.

Finally, you have to measure your life as a cantor before God.

Growth for the cantor, as for every Christian, does not in the

final analysis concern anything we do at all. It is receiving God's

grace again and again. The cantor's role on the face of it relates

to singing the Lord's song with the people. But behind the face

of that song is the face of God searching for his people. To grow

is to be discovered by this gracious God. One of the cantor's
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(and clergy's) major occupational hazards is to be so close to

the face and voice of God that we neither see nor hear God
ourselves.

So, if it didn't click, turn it back to God. Sing a hymn your-

self. Pray, not in the sickly sentiment of phony unctuous "reli-

gious" verbiage, but with the cry of the psalmist, "Out of the

depths I cry to you, O Lord. Lord, hear my voice." Or, if you

got a compliment—and you will get many—hang loose. You

really know if it went well and whether the compliment was

justified. Be gracious. Accept the compliment, but don't let it

be your measure. God is the ultimate measure. God's judge-

ment is harder even than yours, and God's grace is greater than

yours or any compliment. Accept that grace, and sing a psalm

of thanksgiving: "I will give thanks to you, O Lord, with my
whole heart." All is of God, and all is for God—even for the

cantor.





7. Tensions

r

The cantorial role is not without its tensions. Some of them
;

have already been suggested. Let us turn here first to the one j

alluded to earlier and at the end of the last chapter, the tension

between perfection and grace. 1

i

Perfection and Grace
>

One of the occupational hazards of the artist is the drive for

perfection. Musicians, for example, strive to make the sound of

vocal folds, and strings and reeds, and lips on mouthpieces and e

sticks on drumheads, match the ideal they see on the score and

hear in their mind. The ideal is virtually never attained. No
matter how fine the performance, there is always something e

that could be better or improved upon. The artistic itch drives d

the performer to improve, but any performance always remains :,

unsatisfactory either because the ideal becomes more ideal, the >f

details are not improved, or other things go wrong. It's an elu- s

sive spiral which never ends. i-

When you put art in the service of the church, the demand
for perfection is intensified. Not only does the musician have

his or her own ideal to contend with; now there is the absolute-

ly unattainable ideal that God demands. It is no accident that

the musician who serves a church is often acutely conscious of

this and most likely to remind us that God both demands our

best and requires that we dare not come into the presence of

God with anything less than our best.

This can become a very heavy burden. The musician strives

again and again for the elusive perfection, never achieves it,

and always remains both frustrated and guilty over perpetual

failure. This is the law. It is the heavy demand, human and
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especially divine, which relentlessly pounds away until it de-

moralizes and destroys its victim.

The Christian church also knows another reality, grace. God
gives it to us not because we deserve it or merit it or do any-

thing to attain it, but because out of sheer love and goodness

God chooses to shower us with blessings and to adopt us as

daughters and sons, no matter who we are or what we have

done. All we have to do is to turn toward God rather than self

and accept the gracious gift and promises which are most fully

known in Christ. This is gospel, good news, grace.

The church musician's tension is really the tension of any

Christian. The tension of perfection and grace is the tension of

law and gospel, manifested in a particularly subtle form under

the artist's quest for perfection. There are two resolutions of

this tension which really resolve nothing and need to be es-

chewed like the plague.

One is to minimize or forget the gospel and maximize the

law. This is not only bad theology; it is also bad living which

will drive one into a corner in a mental institution. The de-

mands of the law cannot be met no matter how hard we try. To

try to meet them without the comfort of the gospel is to court

disaster. Each seeming success proves to be an illusion which

sets one up for a greater fall. Musicians are particularly adept

at putting themselves in this box. To hang one's sanity on

achieving the perfect performance—or, for the cantor, the per-

fect manifestation of the people's song—is ultimately insane.

That perfection will never come. You may get close, but even

close is ever so far away.

The other resolution to be avoided is to minimize or forget

the law and maximize the gospel without regard to the law.

Those who choose this option never sound very convincing and

only delude themselves when they say, "Well, we know we
can't practice very much because we're really busy, so it's OK
to make mistakes." Apart from being a lazy cop-out that treats

the people with disregard and contempt, it is also bad theology.
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It is cheap grace—forgiveness without repentance, absolution

without confession, grace without discipleship or the cross. 2

Both perfection and grace, law and gospel must be maxi-

mized. The resolution here is the paradox of the gospel itself.

Christ calls us to be perfect as God is perfect. It is not only that

we should not kill; we are not even to be angry with a sister or

brother. Christ raises the legal demand to motives and how
one's character is disposed. The demand for perfection that

Christ brings is even higher than we can imagine—higher than

any musician can imagine. The cantor is called to this demand.

The cantor's discipleship is costly—not only in terms of the

justice, peace, and neighborly living to which we are all called,

but also in terms of musicianship and the highest possible stan-

dards of musicianly living as the leader of the Lord's song

among the people of God. The demand is not minimized in the

least.

On the other hand, the cantor is also forgiven, just like all

the rest of us. The cantor's identity, personhood, ego, and self-

worth should not be dependent on fulfilling musical demands »

which can never, in the final analysis, be fulfilled. The cantor's
j

selfhood, as for all of us, is dependent on God's grace. Para-

doxically, that frees us from the law's demands and frees us to
,f

strive to meet those demands with even more energy. We are
s

freed to try and freed to fail, freed to succeed in whatever mea-
h

sure we can, and freed to take risks. That has results not only

for living, but for the cantor's musical doing. The song takes on

new life when perfection is not the measure of its integrity or

validity, and when the God of love and grace frees us to sing.

Prophet, Priest, and Psalmist

Another tension is suggested by the terms priestly and pro-

phetic. The priest addresses God on behalf of humanity. The

prophet addresses humanity on behalf of God. The language

of the priest is prayer. The language of the prophet is a word
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of judgement and grace. The priest calls the people together

where God wills to meet them—in the tent of meeting, to the

temple, at the eucharistic table. The prophet speaks a word

which first smashes the community and then reconstitutes it.

Music and the musician are often seen primarily in one of

these ways or the other. The term pastoral musician highlights

the priestly. Pastoral activities are priestly activities: prayers

and counseling in a confessional setting or at the bedside, meet-

ing God with the sick where God wills to meet us in the Eu-

charist. The pastoral musician may not engage in these pastoral

priestly activities, but he or she relates to them by emphasizing

church music as prayer.

Others see music in prophetic terms. As a contemporary pic-

torial artist might fracture lines and make a prophetic state-

ment, so the contemporary composer might write dissonant

harmonies, angular melodies, and rapidly changing rhythmic

patterns. In the church this is viewed as prophetic music to

afflict the comfortable and to lay bare the anguish of our age

along with God's call to address it. The prophetic musician may
not preach the Word, but relates to it with prophetic music.

The church musician has both priestly and prophetic roles,

to be sure, just like the clergy. Also like the clergy, emphasis

on one can compromise the other, though there are times when

one or the other is unavoidably required. But the cantor cannot

find his or her center in the prophetic or the priestly, because

the cantor is fundamentally neither. The cantor is the psalmist,

the one responsible for the whole story. As Samuel Terrien has

pointed out, the psalmists unified

the prophetic and priestly approaches. . . . They offered the pastoral

consolations of the priests without neglecting the moral demands of

the prophets. . . .

Luther rightly called the Psalter "a Bible in miniature." Indeed, the

psalms occupy in the Scripture as well as the church a situation of

uniqueness, for they mirror the faith of Israel as a whole, and they

provide a bridge between moralism, which too easily condemns, and

sacramentalism, which too easily condones. . . . They kept in tension
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the equilibrium which must be maintained between a militant church

on earth and a triumphant kingdom at the end of history. 3

The cantor is uniquely responsible for singing the whole story

and therefore uniquely responsible for the "equilibrium" which

maintains the proper prophetic-priestly tension. For the cantor

to compromise this equilibrium and move either into the role of

prophet or priest, except under unusual circumstances, is to

relinquish the uniquely cantorial role. 4

Political Tensions
,

Some other tensions are probably not so profound as the first

two, but they may be more annoying. Political tensions are

among these.

The church with its human underside is not devoid of poli-

tics. Some church musicians are politicians and jump into the

fray. Some prefer to let the political squabbles rage without

their intentional involvement. All church musicians at some

time or other get pulled into struggles they would just as soon ,

avoid.

Each individual has to decide how to deal with these matters,

based both on his or her own personality and on the context.

Neither heavy involvement nor lack of involvement is necessar-

ily good or bad. Two points need to be made.

First, if the cantor is doing the job, some political engagement

in the life of the parish is inevitable. This does not necessarily

mean heavy involvement in everything, which can be detrimen-

tal. It does mean that being totally aloof is hardly possible. Just

as good citizenship requires some political involvement, so to

be a good member of the body of Christ requires an incarna-

tional involvement in at least some of the politics of the par-

ish—always striving, of course, to maintain your integrity in

the process.

Second, as cantor you are responsible to lobby for the Lord's

song, which is the people's song. The people's song requires
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good acoustics. Lobby for no carpeting. The people's song is

genuine and requires what is genuine, not phony. Lobby for

real, not canned music, and for real instruments, real candles,

real flowers, not phony ones. The people and their song deserve

careful preparation. Lobby for thoughtful and advanced plan-

ning of worship. The people's song is important. Lobby for a

budget that reflects its importance. The people's song is for the

long haul, not the short run. Lobby for durable and high-qual-

ity music for several generations of worshipers, music that

young people can grow into rather than out of. In short, keep

the needs of the people and their song in mind. You are the

people's advocate. If you don't lobby for their song, nobody else

is likely to do it. Do it even when the people themselves do not

see what you are doing on their behalf.

Normally you need not be adversial in order to do all this.

The church is far more loving, forgiving, and flexible than the

secular world. Genuine love does not make good press, so you

seldom hear about it. You do hear about the church's squabbles.

They do make good press and seem all the more poignant in

the church because here the gap between the ideal and the

actual is so obvious, and the church is generally pretty honest

about itself. You must approach your task with the realization

that the church is also prey to the politics of our finite and

broken world. Then you must stand fast for the cantorial ter-

rain—the people's song—and struggle for it in the political are-

na. You do it in love and infinite patience, but with relentless

grit, determination, and sometimes the wisdom of the serpent.

The Ideal and the Actual

This tension is both profound and annoying, but it can be

one of the most creative. Christ graces the church with his pres-

ence until the end of time. The church is an incarnational or-

ganism in which the ideal is always incipiently present and

waiting to come to expression. The church lives by promise.

The kingdom above history and at the end of history is always
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present in the church. The ideal is always in some sense actual

among the body of the baptized.

It is also true that the actual is not always ideal. The church

is a human organization in which brokenness and finitude and

the rupture Christians call by the code word sin are always

present. The actual can be pretty dismal sometimes, seemingly

far removed from the ideal and the promises of God or the

presence of Christ.

For the church musician, this translates into actual sounds

which often leave much to be desired—from the people, choir,

organ, or other instruments. At the same time there steals on

the cantor's ear "the distant triumph song" which is somehow
incipiently present in the dismal actual sound. This is cause for

hope and despair, and the cantor perpetually lives in that ten-

sion.

Trust God's promises. Do not despair. There is hope. Live

and work with the people, and you will hear that "the distant

triumph song" also steals on their ears. Do not underestimate

old people. They too can sing. Even if they do not agree pre-

cisely with what you are doing, if they understand it they are
j

likely to support it and join it. They are among the most flexible

members of the society, contrary to popular opinion, because
£

they are free to be flexible. And they are often extremely crea-
s

tive, and able and willing to give their time. Do not underesti-

mate young people. They too can sing. They usually have more

seriousness of purpose and think more thoughtfully than their

sometimes frenzied facade would suggest. And they can be

deeply committed. Do not underestimate anybody. The musi-

cally uninformed can be informed, the monotone can learn to

sing, the whole body can sing. Love your people, live with

them, sing with them. You will be surprised at how actual the

ideal can become.

Personal Tensions

The cantor lives with many personal tensions. The intensity

of each one depends on the individual. Here are three of them.
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Low Pay

No matter how well you are paid, you will almost certainly

not be paid well according to society's standards. If your goal

is wealth, the cantor's position is not the one you want. There

are other compensatory benefits, like personal satisfaction and

meaningful relationships, but these do not put food on your

table and a roof over your head. The tension, therefore, is not

easily resolved even if money is not your goal. Churches and

individual church musicians have to work this out as best they

can. The solution is not easy. Prepare for the tension.

One Family, Two Churches

Church musicians often feel called to serve churches where

their families are not members. That means the family goes to

one church on Sunday morning and the cantor goes to another;

the family participates in one set of churchly activities during

the week, and the cantor has another. You can sometimes dou-

ble up or participate in some of the activities of the other, but

there is no really satisfactory resolution of this tension. You and

your family either have to learn to live with it by making the

necessary accommodations, or the family comes with you, or

you quit and go with them. There are no other options.

The Right Position for You

Aspiring to a better position and being content where you are

present yet another tension with no easy solution. It is never

easy to tell whether the itch to move is a temptation or a gen-

uine call to more effective service. Each individual has to sort

this out after prayerful reflection. Three general comments can

be made, however.

First, it is obviously best if the cantor's abilities and interests

match the needs and interests of the parish to be served. A
mismatch here bodes ill for any meaningful service.

Second, leapfrogging from church to church every few

months or even every year or two should tell you something is
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wrong. You do not help the people sing the Lord's song by a

sudden splash. You do it piece by piece, brick by brick, with

continual dedication and hard work over a long period of time.

Third, there comes a time when your usefulness for a given

people in a given place has ended, when you have done what

you can do and fresh ideas are needed. Recognize it and leave.

Television Evangelism and the Church

In the contemporary world, one of the tensions the church

has to live with is generated by television evangelism, some-

times called the "electronic church." By seeming to be church,

it sets up a tension about what the church itself is. The church

must raise all sorts of questions about this phenomenon which

tells pretty clearly what the church itself is: Where is the cross?

Where is discipleship? Where is the body of the baptized? How
does the church "take flesh"?

The cantor has to ask two other sets of questions. First, what

does the "TV church" suggest about worship? How do you

worship by remote control? How can you worship without \

gathering together around word and sacrament?

Second, and most importantly, what does the "TV church"

suggest about the people's song? How can the people sing with-

out being together to do it? Is humming along with the televi-

sion set a viable substitute? Are glitzy superficial music and

commercial jingle-type texts really what the Lord's song is all

about? Can the substance of the story be packaged in such a

medium?

The nature of my questions indicates my negative answers to

all of them. But I do not mean to be glib about this. The church

needs to take seriously the potentials and possibilities that tele-

vision presents, and we have not done that very well. But we
also need to say point-blank that much of what happens on the

glitzy Christian television shows is precisely what the church is

not about, even assuming the purity of the motives of those

who produce these shows. The church is not about resurrection
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without death. It is not about life without the cross. It cannot

avoid deep societal problems of systemic injustice. It cannot

evade tangled problems—like abortion, military buildups, and

aid to other governments or rebels—through simplistic an-

swers.

It also needs to be said that television is not a very good

medium for worship. Worship is not a media event any more

than family meals or family celebrations lend themselves to me-

dia coverage. Worship requires people to gather together to sing

and pray around a book and a table. You don't do that by re-

mote control from your living room couch. Even if you try to

televise worship, whatever you put on the screen is only a tiny

portion of a multi-media event. That event can only be under-

stood by presence and participation. The cantor knows this and

has to communicate it. The people must come to where the

song is.

I do not mean television should be eschewed by the church.

It should be used creatively. That means you cannot just tele-

vise a service. You must edit very carefully and selectively so

that what you use from a service fits the medium of television.

You can't alter worship itself to fit television. Worship has its

own dynamics, one of which is gathering together in one place.

Current Issues and Disputes

In every generation the church challenges and is challenged

by the culture around it. This causes struggle and dispute. Dis-

putes cause people to take sides. Sometimes these disputes re-

late directly to the people's song, and sometimes they touch on

it more tangentially. In either case they can cause enough ten-

sion that the song virtually comes to a halt. The cantor is caught

right in the middle of this tension.

Several, not unrelated, issues exemplify this for our period.

One is the identity crisis the church faces with virtually every

other contemporary institution. Rapid technological change,
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the pluralism of our period, and impending nuclear disaster

make us uncertain about everything. We walk on constantly

shifting sand. We are not sure about values; how to define art;

what buildings should look like; what language to use in our

worship or whether worship itself has value, or whether there

is a norm for anything other than individual feelings. Such a

state generates sufficient uncertainty and despair to still the

song altogether.

A second issue is inclusive language and hymn-fixing. This

broad issue encompasses many smaller ones. Can we use the

male pronoun in a generic way? Can we sing about the deaf

and the dumb without discriminating against those who cannot

hear or speak? Should old hymns which use he and him be

altered so that they no longer project a sexist image? Do terms

like Father, Lord, and king project a male image so that they

ought not to be used to refer to God? Do we "desexize" lan-

guage that refers to humanity, but leave language that refers to

God untouched, or do we "desexize" in both categories? How
much should we tamper with past texts—updating thee and thy

language is involved here, not only inclusive language—and

how much should we leave them alone? In these matters, es-

pecially, some congregations have experienced a silencing of the

song, either because they did not know how to solve the dilem-

mas or because disagreements were so strong that they could

not be resolved.

Third, our period is concerned about justice and peace. Mar-

tin Luther King, Jr., marches in Selma, the Poor Peoples' Cam-

paign, Archbishop Tutu, ways to combat South African

apartheid, women's movements, peace marches, and civil dis-

obedience are symbols of this concern. The concern can become

so intense and the gap between justice and our systemic injus-

tice so great that the song again is silenced.

There are no easy answers to any of these problems, and it

is part of our generation's task to struggle with them. I do not

mean to suggest how the problems will be solved. That will
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come with time as the church catholic struggles, sorts out,

comes to conclusions, and acts. Several points do need to be

made, however:

First, the cantor, pastor, parish, and the whole church must

struggle together with issues of this sort. Pretending that they

will go away is a delusion. The frivolous and the superficial will

indeed go away, but essential matters of justice, truth, and

peace will plague us until they are resolved.

Second, whenever a people perpetuates blatant injustice and

tries to sing the Lord's song at the same time, the prophetic cry

of Amos is inevitable:

I hate, I despise your feasts. . . .

Take away from me the noise of your songs. . . .

But let justice roll down like waters,

and righteousness like an ever flowing stream.

(Amos 5:21,23,25)

At such times the song needs to come to a halt, for its character

has been insidiously violated. There are such occasions. Those

related to racial justice come readily to mind. But one has to be

careful here. Pompous and false prophets abound, some of

whom cause conflict for their own selfish ends. Every sin of

commission or omission is not a cause for the song to stop. The

song continues in the midst of human frailty, and the cantor is

called to nurture it. The cantor stops it only under the most

blatantly unjust conditions.

Third, the song of the church, like its worship, has an almost

uncanny capacity to go on as if cultural debates and issues were

not occurring at all. This is both positive and negative. On the

positive side, it indicates that the church's worship spans the

centuries, has more meaning than any single generation can

fathom, and challenges the culture itself. On the negative side,

it can easily represent the failure of the church to serve or relate

to the world around it.

The song of the church, like its worship, also has an uncanny

capacity to respond to the culture. This too is both positive and
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negative. What is positive about it is that it indicates how sen-

sitive the church can be: periods of ferment spawn new hymns,

music, and other literature—typified by the current renaissance

of hymn writing—which become part of the church's treasured

heritage. The negative side is that a too easy response turns the

church into a reflection of the world and generates trivial

hymns and music.

The cantor lives right in the center of this tension and must

keep it strong and healthy. That requires being sensitive to past

forms as well as contemporary currents and refusing to collapse

one into the other.

Finally, hymn-fixing, while well-intended, needs careful

thought. To alter a word or phrase for purposes of inclusiveness

while at the same time destroying the meter, the rhyme scheme,

the author's intent or even the meaning of a hymn creates as

many problems as it solves. To tell people to change words as

they sing the hymn also engenders considerable confusion, and

to write in sloppy changes with scratched-out words gives the

impression that hymn-singing is not really very important. If

hymns are to be altered, alterations must be made with great

care. The author's intentions and copyright considerations,

along with contemporary needs, are a part of that care. Chang-

ing anything in a hymn is a tricky business. It requires time,

thought, and skill. Simply scratching out pronouns or anything

else that seems offensive is neither just nor successful.

On the other hand, hymn-fixing is not really about changing

a few words like he or him or she or her. The heart of the matter

is idolatry and justice. God is not made in our image, male or

female. All anthropomorphisms are at best broken symbols,

and in Christ there is neither Jew nor Greek, male nor female,

slave nor free. All of humanity—black, white, Hispanic, female,

male, handicapped, rich, poor, third-world, sick, healthy—is

loved by God. We are to treat one another justly and equally as

brothers and sisters. What we sing is therefore of great conse-

quence, because it both indicates and shapes what we believe

and how we act. Either to change a few pronouns without
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thought or to avoid the problem altogether is to treat a very

serious matter blithely. The whole church needs to discuss

these matters thoughtfully and carefully, and cantors need to

contribute their insights to the discussions.

The Real Tension

Theologically speaking, the tension headed The Ideal and the

Actual could have been expressed with the terms realized and

unrealized eschatology. In Christ the eschaton—the end of time,

the consummation, the fulfillment—has broken in among us. It

is therefore in some sense realized. In Christ we know it. Yet it

is known by faith, not by sight. While the victory has been won
by Christ, all the skirmishes are not over, and we still live be-

tween the times of Christ's first and final coming. All the trou-

bles of what is as yet unrealized still attend us.

The tension of realized and unrealized eschatology is the key to

all the tensions in this chapter, not just the one titled The Ideal

and the Actual. Because we live between the times we can expect

all the tensions I have alluded to—and more. That we can sing

together at all is a mystery, a gift, and a sign of the realized

presence of Christ among us.



8. Clergy-Musician

Relationships

In the last paragraph of Church Music and Theology, Erik

Routley wrote,

It will remain bad theology so long as the theologian and the artist

refuse to communicate with one another; as long as the theologian

regards the artist as fundamentally a temperamental trifler, and the

artist the theologian as an obstinate and ignorant theorist, the best we
shall get is patronage from church to music, together with tentative

moralisms from musicians to musicians. At worst it will be, as it often

in practice is, a wicked waste of an opportunity for glorifying God
through fruitful partnership. 1

Though Routley subsequently updated his book with another, 2

these words have not lost their power. And, if you substitute

pastor or priest or minister (or your favorite term) for theologian,

and cantor or church musician (or your favorite term) for artist,

Routley's words are still relevant.

Pastor and cantor can form a most powerful partnership.

That implies what Routley expresses: when the partnership is

not grasped and utilized, the result is "a wicked waste of an

opportunity for glorifying God" and serving humanity.

Examples of Nonpartnerships

There are many examples of nonpartnerships which some-

times masquerade as partnerships. So let us first clear the deck

of all the nonpartnerships—the wicked wastes.

The Pastor as Manipulator

This pastor skillfully shapes everything in his or her congre-

gation's life by manipulating people and situations. Everything
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must go as the pastor plots it, and only the pastor is privy to

the plot. The pastor gives the appearance of welcoming con-

structive engagement by people and committees in the parish,

but in fact all dialogues and suggestions are skillfully orches-

trated or silenced by the pastor.

In this case the pastor spends much time putting out fires of

dissent, dropping hints at proper moments, working behind the

scenes to pack councils and committees with those who will not

rock the boat or raise difficult questions. On the surface a con-

gregation with this sort of pastor can appear extremely success-

ful because everything seems to be going in one direction with

an apparent sense of purpose. Under the surface, dissent can

seethe for long periods.

Worship must also fit the mold of the pastor. The demands

of the liturgy and the rights of the people in assembly are skill-

fully diminished to match the pastor's private plot. The pastor

does not preside. He or she controls all the planning and the

doing of worship by skillful under-the-surface movement.

Music, of course, must also fit the pastor's scheme. Its dy-

namics as handmaiden of the liturgy are denied. And the

church musician who wishes to remain employed in this envi-

ronment can never contribute his or her skills or insights into

planning or even playing the service. The musician in this sit-

uation learns very quickly by subtle, but not too subtle, signals

what the pastor expects. And the musician simply carries that

out or looks for another job.

This is not a partnership. It is a wicked waste.

The Pastor as Dictator

The pastor who is dictator does not worry about under-the-

table control. This pastor simply controls everything right out

front, and that's that. People and staff all follow the bidding of

the king or queen, no questions asked.

This pastor usually has a plan, makes it known, follows it,

and expects those around him or her to follow it also. Those

who don't like it can leave. A perfectionist with some charisma
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can often make this work because the sense of purpose and

vision along with proper adroit political control can generate a

considerable following.

But worship and music are again denied their dynamics.

They are part of the package of the pastor as solo performer.

The musician's gifts are to be used as the dictator dictates. Ad-

vice and suggestions are to be given by the cantor only when
they are sought. Otherwise the cantor understands quite clearly

that he or she is simply to do the pastor's bidding. Again, this

is a wicked waste of a possible partnership.

Chaos Control

There are some pastors who control everything, but they do

it by chaos. These pastors reserve decision-making for them-

selves, but refuse to make decisions until the last minute.

A good example of this is the pastor who will not choose

hymns until Saturday afternoon or evening or perhaps even

Sunday morning. I have been told of one such instance where

the secretary of the church came in to type or run off bulletins

at those eleventh-hour times. The organist, of course, usually

got the hymns just before the service.

In this case, and similar ones, the organist has no time for

planning or practice. Yes, of course, many organists could

sight-read any hymn which is chosen. But is there no more

creativity to hymn-playing than sight-reading? And what about

linking other service music to the hymns? All this is denied the

organist—and the choir director also—by the pastor who exer-

cises chaos control. This again is a wicked waste.

The Pastor Assumes the Musician Is a Trifler

There are ministers who may take quite different stances on

how they relate to their people. They may control as manipu-

lator or dictator, they may exercise chaos control, they may be

pastoral, they may welcome dialogue, or they may have no

model. But on one thing they are agreed: the musician is a

trifler and probably a temperamental one.
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This minister assumes that what the musician does is not

very important. The minister knows that the musician somehow
has to be there (and may be offended by that knowledge), but

what the musician does is not considered valuable. That tempo,

pacing, celebration, mourning, surprise, and the church's song

itself might be related to the cantor's responsibility has never

crossed this pastor's mind. This pastor may even choose to con-

trol tempos by loud singing. The musician is viewed as an ap-

pendage who has to be tolerated.

Usually, however, this pastor does not only see the musician

as a trifler. In this mindset, the musician is almost invariably

viewed as temperamental. That viewing someone as a trifler

might set off his or her temper is apparently not considered by

this pastor, but, in fairness to the pastor, musicians often are

artistic types who may be temperamental. Musicians also can

be as rational, caring, and helpful as any other group of people,

however, given the chance. Viewing them as temperamental

triflers is yet another wicked waste.

The Pastor Assumes the Cantor Is a Hired Hand

This position is a variation on the last one. The minister here

may recognize the importance of the cantor and may seek out

a fine one, but the cantor is viewed as someone you buy—like

a race horse. The cantor must have technical prowess and may-

be even musical sensitivity. You buy those things as you buy a

commodity in the grocery store. You don't consider that the

cantor has any deeper responsibilities—as a servant of the

church or as a pastoral musician, for example.

This perspective, perhaps inadvertently, is fostered now by

many pastors and churches who demand elaborate contracts.

Contracts are valuable. They guard against chaos and misun-

derstanding, and they spell out obligations which protect both

sides to the agreement. But when elaborate detail is demanded

down to so many minutes a week, the inevitable result is to

regard the cantor as a hired hand. Cantors and pastors who
have experienced grace in the body of Christ know another
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reality and another life together. This perspective does not fos-

ter it and turns out to be one more wicked waste.

The pastor so far has caused the wicked wastes at partner-

ships, but musicians can be equally guilty. So let us work

through some of the musician's unpartnerlike perspectives in a

kind of free crab canon. We can be briefer here because the

dimensions of the various perspectives have already been

sketched.

The Musician Assumes a Business Relationship

The musician who assumes that working in a church is totally

reducible to a business relationship of hours and pay precludes

partnership. This person may be competent. Competence

should be rewarded. It is legitimate to expect to be paid and to

know how much. The laborer is worthy of his or her hire.

But to take the legalistic details as the substance of the rela-

tionship is a temptation to which the musician is probably more

prone than the pastor. The partnership is at best superficial,

and usually nonexistent, in such a case. There is another pos-

sibility and another life together. This perspective is one of the

wicked wastes which stops that possibility before it can even

start.

The Musician Assumes the Pastor Is a Theorist

Some church musicians assume that their craft is practical

and the pastor's is theoretical. They also assume that practice

is better than theory, which means they conclude that the pas-

tor is an impractical fool of some sort.

This position is usually accompanied by Routley's adjectives,

"obstinate and ignorant." The pastor is considered not just a

theorist, but an obstinate and ignorant one. Such an assump-

tion is obviously not calculated to achieve good will. That it

might make a potentially flexible pastor become obstinate does

not cross the musician's mind, and the result is one more

wicked waste.



92 I CLERGY-MUSICIAN RELATIONSHIPS

The Technician

Musicians obviously have to develop their technical skills.

That necessity leads some church musicians to assume that

technique is an end in itself. And that assumption leads to an-

other: that the job of the church musician is reducible to tech-

nique. For the organist, it's finger and pedal technique. For the

choral conductor, it's choral technique. For the singer, it's vocal

technique.

Apart from the purely musical problem with this perspec-

tive—namely, that music can be reduced to technical consider-

ations—it simply fails to consider deeper responsibilities or

anything beyond the surface of technical competence. It surely

does not allow for a partnership with the pastor because it so

narrowly restricts the role of the musician. It leads once more

to a wicked waste.

The Cantor as Dictator

For the cantor to be the dictator requires the right circum-

stances, because the church musician is not usually positioned

to wield such power. But long tenure, influential friends with

money, or a strong personality (which some musicians possess

abundantly) can make the cantor aggressively and relentlessly

dictatorial.

What often happens here is that the worship and other life

of the church revolve around the concert pretensions of the

musician. Pastor and people wind up subservient to the per-

former. Even if the musician does have some sensitivity to wor-

ship, if she or he manages to control everything without others'

ideas and creativity, the result is still a solo performance. It

precludes partnership and turns into one more wicked waste.

The Cantor as Manipulator

The manipulative cantor is much more common than the dic-

tatorial one because, as I have indicated, the musician is not

usually positioned to dictate. He or she can easily manipulate,

however, especially if the proper personality traits are present.
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This person knows how to seek out the right people, to play

up to wealthy families, to pull political strings, to choose music

which will sell to the right people, and to force the pastor into

decisions in the interests of the cantor. The control is always

covert, never overt, but it is exerted tenaciously and intensely.

And it is one more wicked waste.

The cantor who manages to become either dictator or manip-

ulator probably perpetrates on the congregation a more demon-

ic evil than the pastor who dictates or manipulates. The pastor

must control with some breadth and perspective. The demands
of various components of parish life like worship, preaching,

social issues, counseling, and teaching include built-in checks

and balances. The church musician who controls usually oper-

ates from the limited perspective of one aspect of Christ's body,

the musical one. The musician is less likely to attain control,

therefore, but once attained, the control can be far more de-

monic and can skew the life of a congregation far more danger-

ously.

No Dialogue

There are situations where neither pastor nor cantor is solely

at fault. The two simply do not communicate. Each does what

he or she thinks is required by the respective job description

(implicit or explicit), and neither goes farther than that. There

is not necessarily any malice between the two. They simply

have not considered that any partnership is possible or benefi-

cial.

No Dialogue With Malice

This situation represents a conscious decision not to com-

municate. Pastor and musician may have opposite points of

view which they refuse to discuss or share with the other. They

may have a personality conflict which they refuse to resolve.

They may mutually regard one another as temperamental trifler

and obstinate theorist. Whatever the reason, they simply refuse

to communicate. Each goes his or her own way with no part-
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nership, and worship for the people becomes aggressively

schizophrenic.

Roles of Clergy and Cantor

An analysis of the things clergy and cantor do helps to clarify

why the potential for nonpartnership is so easily present. A
number of responsibilities can be isolated for both persons. Let

us begin with the pastor.

The Pastor's Study

A library study of some sort invariably accompanies the pas-

tor. Library study space points to the studying the pastor con-

tinually needs to do. The pastor's tools are books, journals, and

words. These words cover at least biblical, theological, histori-

cal, pastoral, ethical, and liturgical subjects.

All of us know pastors who do not study. Sometimes that is

because pastoral and administrative responsibilities eat up their

time and strength. Sometimes it's because they are lazy. But

even those pastors have to do some reading, and the ideal of

study and the necessity for it always loom over them. They are

inescapable. The responsible pastor finds a way to study, for

when he or she neglects it, the parish is the poorer.

Sermon Preparation

One of the critical tasks of the pastor is sermon preparation.

Much study is geared toward this responsibility, but it also re-

quires a sensitive alertness to the contemporary world and con-

gregational needs. It cannot be done apart from involvement

with the people, but at the same time it requires hours of prep-

aration alone in a study.

Sermons often have a bad name because so many boring

travelogues, moralisms, ethical admonitions and other pomp-

ous nonsense get passed off as sermons. A sermon is far more

important than any of that and lays on the pastor a heavy duty

and a joyous delight. The pastor must struggle with the biblical
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text and biblical message along with the contemporary situation

so that by God's grace, his or her words are heard as the Word
of God itself. That Word, in all its permutations, is at heart an

announcement of grace and love.

The paradox is that all the struggle and study in the world

will not produce that word of grace, yet the word of grace will

not be spoken without the pastor's struggle and study. The

genuine pastor takes this task very seriously and devotes much
time to it.

The prophetic word sometimes—sometimes often—drives the

pastor to social and ethical activities in the world: picketing

nuclear power plants, putting bodily self on the line against

racial injustice, struggling on behalf of the poor and oppressed,

challenging systemic injustice, and being Christ to the neighbor

where the need demands it. In recent years, while there have

been many false pompous prophets, we have also witnessed

the courageous activity of Martin Luther King, Jr., and others

less well known but equally genuine. The call to this activity is

inescapable at times and sets up for the pastor a potentially

devastating tension between the pastoral and prophetic respon-

sibilities.

The Pastor as Worship Leader

The pastor is ordained to preach the Word and celebrate the

Sacraments. Leadership in worship grows out of both of these

responsibilities, but especially the sacramental one. Just as the

host at a banquet prepares carefully and thoughtfully for his or

her guests, so the pastor on behalf of the host who is Christ

prepares carefully and thoughtfully for those who come weekly

to the eucharistic banquet. (In those churches where the Eucha-

rist is not celebrated weekly, that ideal still hangs over their

celebrations and in large measure controls them.)

Presiding at worship means planning prayers carefully, train-

ing acolytes and readers, practicing reading, preparing for the

flow of the service, planning when to get out of the way, know-

ing and studying the Propers for the service, knowing how one
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service relates to another and to the whole church year, and

generally planning how to preside graciously and as helpfully

as possible for the guests at Christ's table.

Pastoral Care

A responsible pastor serves the needs of the parish with pas-

toral care in many different situations. The pastor rejoices with

parents who have a baby, weeps with those who suffer illness

and death, visits the sick, counsels those with marital dilem-

mas, listens to parents' problems with children and children's

problems with parents, celebrates weddings and other occa-

sions for merrymaking, and walks alongside the congregation

in all its joys and sorrows. Sometimes situations are convoluted

and require a high energy level for long periods of time. Some-

times they are simple and more relaxed. In all cases and at all

times the responsible pastor is alert and responsive to the needs

of the people he or she serves.

Teaching

A good pastor is usually a good teacher. She or he teaches in

contexts that are not formally labelled classes, and also in class-

es themselves. These include Sunday-School classes, new-mem-

ber classes, confirmation classes, and any number of special

courses or lectures in and out of the local church.

The topics a pastor may have to cover include ones of his or

her expertise, but they generally at some points include ones

where knowledge is more limited. Both types require prepara-

tion, study, research, and care.

Administration

Studies indicate that pastors spend much of their time on

administrative tasks. Administration includes managing, orga-

nizing, acting as executive secretary, and generally keeping the

institution of the parish running smoothly.

A pastor is called to be a servant of the servants of God. A
willingness to do the menial tasks is commendable. But admin-
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istration can eat up all the time in the week, especially in our

society of bureaucracies, forms, numbers, junk mail, and paper

blizzards which continuously litter desks. Pastors must do ad-

ministrative tasks, but they are always dangerous because they

eat away at pastoral counseling, sermon preparation, worship

planning, teaching, and study.

The Cantor's Practice

If study inevitably accompanies the pastor, practice inevitably

accompanies the church musician. Technique and technical fa-

cility are required if the organist is to play, the singer is to sing,

or the conductor is to conduct. Exercises of one sort or another

as well as practice of actual music are part and parcel of the

cantor's normal activity.

All of us know church musicians who do not practice, either

because they are lazy or because demands on their time and

energy (like the necessity to earn a living in some field other

than music) eat up their practice time. We also have to put up

with the result, namely, that the music is performed poorly.

Even the extremely facile cantor needs to practice. Practice is

an inevitable concomitant of the cantor's trade.

Practice involves score study. The serious musician is always

forced to study the score to find out what its inner logic is, to

discover how it should be performed, and to read and learn all

about its composer and context to help in its realization. This is

real study, and at first glance it looks like the study of the pas-

tor. It is not quite the same, however. It is always geared to

practice and performance in a way that the pastor's study is

not. For the cantor it is derivative, and the cantor can avoid the

study in a way the pastor cannot. The cantor avoids it at his or

her own peril, of course, but the result of that avoidance will

never be quite so obvious for the cantor as it is for the pastor.

It is equally detrimental, but it can be more easily hidden.

Apart from actual score study, there are books and journals

about church music and the tasks of the church musician which

the serious cantor will read. These are not nearly so numerous
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nor do their topics range so widely as do those of the pastor.

Except in the case of musicology or complex tabulations in areas

like music education, they are written in a breezier style than

biblical or theological studies. Again, the cantor avoids this at

his or her own peril, but with fewer deleterious effects than the

pastor.

Rehearsal Leader

Practice is for performance, and the church musician as

church musician performs in two contexts: rehearsals and ser-

vices. For every well-prepared service, hours of rehearsing have

been spent in preparation. I do not have in mind here individ-

ual practice. I mean here rehearsing with others, to which the

cantor's own practice is partly given over. This includes re-

hearsing with choirs, soloists, instrumentalists, the pastor if

he or she sings, and perhaps even the congregation. Both

amateurs and professionals are involved, and the conductor or

accompanist prepares for them in different ways. Working with

amateurs obviously involves more teaching.

The Cantor as Worship Leader

The other performance context for the church musician is the

worship service itself. All the individual practicing and group

rehearsing is geared to this occasion. Here is where the finest

artistry is required—not for itself, of course, but as a means to

the glory of God. Music is modified in the context of worship.

It is no longer a performance in the way the world views con-

certs or recitals. It is another sort of performance—a part of

worship. That alters and heightens its importance, ideally re-

quiring even more preparation and care than the concert world

gives music.

The cantor, especially the one who is also the organist, leads

worship through music. In large measure, he or she controls a

service's flow, pacing, and tone. "Performing" for a service,

therefore, is not only performing a piece or pieces in isolation.

It is molding them into a whole service which, like music, spins
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itself out through time. All this needs careful planning and

preparation week by week and service by service.

Cantors also give concerts and recitals. While necessary for

their life as musicians, recitals are ancillary to their role as can-

tors. Cantors use their experience in recitals and concerts, how-

ever, in their service playing, singing, and conducting.

The Cantor as Teacher

A cantor is invariably a teacher. Organists and vocalists have

private organ and voice students; conductors teach music to

choirs, soloists, and instrumentalists; organists, choir directors,

and soloists usually have to teach congregations at some point;

and formal classes about topics related to church music—like

hymnody, music history, organ design, the role of music in the

church—invariably require teaching by the cantor.

Here a kind of study and preparation like that of the music

educator is required. They are likely to be somewhat less lec-

ture-oriented than the pastor's teaching, because music—espe-

cially sung music—uniquely involves sound and participation.

I say this with full knowledge that many pastors teach by

means of discussion groups or an inductive method which in-

volves doing by their students. By its very nature, however,

music demands doing in a way that a class on theology or ethics

or church history does not. That means the musician prepares

to teach not only by study, but by practice as well.

Administration by the Cantor

Depending on the size of the church's program, the cantor

may have more or less administrating to do. It cannot be avoid-

ed. Unlike the pastor's administering, it is not over the whole

church. But music has to be chosen, organized, catalogued;

people have to be called; programs have to be planned; rehears-

als have to be scheduled and organized; the paper blizzard has

to be attended to; and the machinery has to be kept oiled. As

does the pastor, the cantor needs to do all these things, but

with care, so that they do not eat up all the time. Our society
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has a way of turning everything into administration, as if it

were an end in itself. It is not. The cantor is the musical servant

of the servants of God and has important things like music to

attend to.

Perspective

When you stand back and view the roles of clergy and mu-
sician, you get a picture like this: the pastor studies and meets

the people through the prophetic, sacramental, and pastoral

word; the cantor practices and meets the people through the

sung word. Both teach, though the kind of teaching differs.

Both have administrative responsibilities, again somewhat dif-

ferent in kind.

The potentials for conflict are clear. The clergy is trained to

think. The cantor is trained to perform. The clergy, unless she

or he has attended one of a few rare seminaries, probably has

had little or no musical training and, strange as it may seem,

probably not much training in worship either. The musician has

probably had little or no theological training. Because he or she

has more ecumenical opportunities than does the pastor, the

musician may have a better feel for worship through experience

and instinct, but that feel is usually inchoate and therefore not

sufficiently formulated to be communicable in an articulate way

to the pastor.

Since the pastor and cantor are trained differently and do

different things, they often view things differently. The pastor

may see all of worship related to preaching, pastoral care, social

action, or ethics. The musician may see all of worship related

to art, as the world views art, or to teaching higher standards

of taste, or to a perfect performance. With these widely diver-

gent perspectives, there is obviously a potential for substantial

conflict. This is especially true when there is no planning and

no communication. If the clergy and cantor hold different per-

spectives, and then never meet one another and do no planning
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together, the schizoid condition of much American worship is

the inevitable result.

Solution

It need not be so. There is a way out of the dilemma. It begins

with worship, not with the leaders of worship.

Worship is the work of the people. That's what liturgy means.

Worship in assembly is corporate. It is not the work of one

person. It is the work of the people together. It has a rhythm

in which individuals fade in and out of view for the sake of the

whole body.

Worship does not happen without leaders. Any corporate

gathering requires leaders, and worship has many of them

—

from readers to greeters to ushers to singers, to altar guild and

acolytes. Two leaders are critical: the pastor and the cantor. If

they lead well and work together, a powerful partnership for

the people results. If they do not work together, we have a

wicked waste.

Minister and cantor need to begin with the fundamental pre-

supposition that they are in this together for the people. Once

that assumption is made, the rest is comparatively easy. If that

assumption is not made, the rest is hopeless.

The minister presides. Because the minister presides and "by

virtue of his or her training, knowledge, pastoral responsibility,

and personal presence/' he or she "contributes the most to the

overall unity, style, and flow of the liturgy."3 A pastor who
presides well is not a one-person show, however. A good pre-

siding minister knows how to get out of the way when assis-

tants and readers take their parts.

Mostly, the good presiding minister gets out of the way when
the cantor assumes a leadership role. A sensitive cantor—usu-

ally an organist in our culture—responds to the flow that the

pastor sets and then controls the pacing and tone of a service.

This is done by the tempo of hymns and service music, by the

nature of introductions, by spacing after silence or readings, by
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the choice of harmonizations, by dynamics, and by the choice

of and approach to all the other music in the service.

It will be seen that throughout the service both pastor and

cantor assume leadership roles in tandem. When they work

together, a remarkable partnership exists. When they work at

cross purposes or no purposes at all, the result is a wicked

waste.

How does the partnership come about? There is no single

recipe for every pastor and cantor. (In the last chapter I suggest

one that works for my pastor and me.) In some cases the pastor

may choose hymns; in others the musician may do it. For some

partnerships, few meetings may be required; for others many
meetings may be necessary. Part of the actual working together

depends on the age, training, background, and experience of

the partners. An experienced pastor and a high school organist

will have a different working relationship from that of an ex-

perienced organist with a pastor just out of seminary. Whatever

the working relationship, the two need to communicate so that

each understands what the other is doing and why. And each

needs to be free to question and challenge the other in a dia-

logue of grace. Such a dialogue leads to a powerful partnership

which helps us all worship God in spirit and truth.

The People

Clergy-cantor relationships pose a serious problem for the

contemporary church. Meetings of church musicians or meet-

ings of clergy reveal what a prime topic it is. Since this is,

broadly speaking, a book about leaders in the church, and since

the relationship of two of those leaders does pose such a seri-

ous challenge today, I have treated it in some detail.

But we must not lose sight of a third party to this partner-

ship, namely, the people. Clergy and cantor may work together

very well for the people, only to find that someone or some

group in the congregation undermines and destroys their ef-

forts. A local church does not consist only of clergy and cantor
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working separately or even together. It is a team effort in which

the people are also called to play their part faithfully.

The people can be as unfaithful as the cantor or clergy. This

unfaithfulness often expresses itself in attempts at dictatorial or

manipulative control. The tenor who has sat in the same choir

pew for twenty-three years and refuses to move is attempting

to control selfishly. So is the man who brags about paying all

the church's bills or the woman who gives enough money to

start a new congregation because "the organist plays too loud/'

I have heard of mothers who bribed organists with large sums

of money so that they would play certain pieces of music at

their daughters' weddings. There are those who try to work

cantor against pastor, pastor against cantor, or other staff mem-
bers against one another for selfish ends. They can refuse to

help make decisions, yet boycott the meetings where decisions

are made or mount rumor campaigns after the meetings. They

can covertly and overtly harass in order to control music or

preaching or anything else they want to control.

In all of these examples, the individuals who attempt to con-

trol are concerned with themselves and not with the good of

the whole congregation. Like cantor and pastor, the people also

have to see that they are part of a community whose story

transcends theirs, and that the good of others is as important

as their own good.

Some members may not attempt to control at all. They may
mean well by suggesting what seems positive: a careful contract

or rules for the use of the building or a room, for example.

These people, often businesspeople, are very valuable re-

sources, so long as they do not lose sight of the community of

grace. If legalistic restrictions are seen as the substance of a

congregation's being, something is wrong. These people need

to learn another reality in which rules and regulations are seen

in the light of the transcending love and forgiveness of God.

Otherwise the song itself, along with the life together, will be

stifled.
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Postscript

There are many congregations where pastor, people, and

cantor get along well, work together, sing the Lord's song, and

live together as the community of grace they are called to be.

We do not hear about them because they go about their busi-

ness quietly, without glitz, and because their life together gives

the media nothing to report. The media thrives on conflict, and

when conflict is handled by a community of grace the media

searches for news elsewhere.

These churches are by no means perfect. But they know the

gift of a song which expresses the presence of Christ among
them. That song always steals on the ear and calls for any re-

lational problems of cantor, clergy, and people to be resolved.

The resolution ultimately resides in an ear which hears beyond

the self for the good of the whole. That ear, like the song itself,

is a gift of God's grace which all congregations can receive for

the taking.



9. Heart to Heart

When I sensed the need for a book of this sort, I asked several

people about the idea, among them my doctoral advisor Martin

E. Marty. As he had done for my dissertation, he graciously

helped me to order my ideas and say what I wanted to say. He
suggested that the concluding chapter should be a "semi-auto-

biographical confession from one cantor to another." 'Talk

about your vocation/' he said. "Do a case study."

I had not planned that. Academically, I have been trained to

assemble all the data I can, analyze and synthesize it, then

write as objectively as possible and usually with copious foot-

notes. Autobiography, even prefixed with "semi-," is probably

never very objective and certainly not terribly easy for me to

write. But, when I reflected on Dr. Marty's suggestion, I had to

conclude that he was probably right on target.

Whenever I give lectures or workshops, I try to organize the

material coherently, so that details fall into place in some sort

of synthesis. I have often discovered, however, that the true

synthesis comes in the question-and-answer period when some-

one says, "What do you do when . . .
?" Then I have to become

"semi-autobiographical," explain my situation, and indicate

what I might do. Then the bones of the details I have presented

take on flesh and begin to make sense from my perspective as

a specific church musician in a specific church, which in turn

allows people to apply or adapt those details more easily to

their own situations. So here's a heart-to-heart, "semi-autobio-

graphical," question-and-answer case study. I wish I could also

have the give and take of your "case studies" as I do at work-

shops, because I usually learn from them. But I hope the give

here without the take will pull things together and be of value

for you.
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I am the cantor at Ascension Lutheran Church in Riverside,

Illinois, a moderate-sized parish in the Chicago metropolitan

area: I direct the choir there, play the organ, and am responsible

for all the music related to worship. The position is part-time.

We have one service each Sunday. There is one choir which

rehearses each Wednesday night and sings each Sunday from

about September to May. The choir has fourteen members or

so, distributed equally among the parts (two to four to each

part). Some of them have musical training, some do not. They

are volunteers from the congregation and are not paid. I do,

however, have a budget to pay instrumentalists or soloists as

needed, and I use it.

The congregation is a mix of young and old with no unusual

musical talent among them. They are a delightful group of peo-

ple to work with, just like the choir itself and every other con-

gregation I have served. They do not all agree about everything,

but they share their disagreements. They have no more training

in worship and music than most congregations and represent a

pretty normal cross-section of backgrounds, abilities, careers,

and economic status.

When I was chosen as cantor, the congregation wanted some-

one who would work with the pastor in planning worship and

music, who would be concerned about the song of the people,

and who would focus on music related to worship. They sug-

gested calling me cantor before I mentioned it, a pleasant indi-

cation of common ground. They did not require a flashy

virtuoso, but were looking for someone who was competent,

who understood the nature of church music, who would spend

time planning carefully, and who would help them solve the

problems they had with their organ.

I felt called to take this position in part because my abilities

and interests seemed to match the church's needs and interests.

I have only moderate musical abilities, but I have developed

them to some degree of competence as a choir director and

service organist. (The order of choir director and service organ-

ist is in no sense normative. It is simply what happened in my
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life. However one's abilities and training have developed, they

can be further developed for the cantorial role if a person is

willing to make the necessary adjustments and do the proper

study and practice.) I have served as choir director or choir-

master-organist for worshiping communities since I was a

freshman in high school. This has been in small, moderate, and

large churches, part-time and full-time. A goodly portion of my
formal and informal study has been generated by questions

those experiences have raised: from the undergraduate music

major to seminary, to school of church music, to the doctorate

in church history in which theology, worship, and music were

the substance of my research. I have thought quite a bit about

the issues this parish was raising and have had experience solv-

ing them. I felt I could be of service to the parish and could

meet its needs.

It was not easy to take this position, because it meant leaving

the church nearer my home where my family and I are mem-
bers, a church I had been serving as choir director. We as a

family had to struggle with that. It is still painful for me to pull

out of my driveway alone every Sunday morning and drive sev-

eral communities away, while my family attends a service near

home which has the same lessons and is in many other ways

largely the same as mine. The same or not, we will not be

together around one pulpit and one table, and that is painful

indeed. It's one of the cantorial tensions I experience quite per-

sonally.

My full-time work is teaching at Elmhurst College, a school

in the Chicago area of which the brother theologians Reinhold

and H. Richard Niebuhr were graduates. I direct the choirs

there, teach courses related to church music, hymnody, and

worship, and chair the music department. I enjoy the teaching

immensely, and I have some wonderful relationships with stu-

dents, choir members, colleagues, secretaries, administrators,

and staff members. In many respects, however, my full-time

job is similar to the jobs of most people in the late twentieth

century, whether we work in factories or offices or wherever: I
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too struggle with a faceless, mindless, rootless, and visionless

bureaucracy.

But when I go to work as a cantor at church, I enter a sea of

sanity in a world of insanity. The church where I work is by no

means perfect. There are disagreements, disappointments, frus-

trations, struggles, and unhappy times. But the pastor grapples

with the Word of God and with us. We gather weekly around

Word and Sacrament. Where the world seeks security and

therefore death, the church is willing to take risks, because it

lives by promise and life. It does not have to succeed. It is free

to fail and to succeed. Where the world lives by legalistic fic-

tions, the church lives by grace. We can disagree—even vio-

lently—and still love each other because the love of a gracious

God stands above and embraces our disagreement. Into this

world of sanity I am privileged to come to make music and sing

the Lord's song with this people of God.

I put in well over a forty-hour workweek at my college job

(often more than double that), but I still find fifteen to twenty

hours for my cantorial one. Sometimes the number is less,

sometimes more, depending on the time of the year. The forty-

hour workweek is a safeguard against injustice by unscrupu-

lous employers, but it is a fiction for one's own schedule. Each

day has sixteen to eighteen waking hours. Even with one or

two days taken out of the week, eighty to one hundred eight

hours still remain. Part-time cantorial posts are quite possible.

My week as cantor looks something like this: there is often

one meeting each week with a committee, usually on a Tuesday

or Thursday evening. It might also be held briefly on Sunday

after church, and some weeks might hold two meetings or no

meetings at all. Once a week, usually some morning, the pastor

and I meet for one to several hours. Wednesday evening is al-

ways reserved for choir rehearsals. Part of Saturday, usually the

morning, is saved for organ practice, unless my family has an

activity or I am leading a workshop, in which case I have to

move this practice to another time.
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During the week I work several things into my schedule

whenever and wherever I can fit them in: score study; daily

practice if at all possible, however brief, at a piano when I can't

get to an organ; writing (hymn texts, articles for the church

paper, letters, notes for classes); composing and arranging mu-
sic and copying parts; planning ahead; making final plans for

the immediate Sunday and getting that in to the church office

for the bulletin; and phone calls to church, parishioners, choir

members, instrumentalists, publishers (usually for copyright

permissions), or anyone else who has to be called.

On Sunday morning I usually arrive at the church by 8:30 or

so to warm up and make a final check for registrations at the

organ; the choir rehearses at 9:30, and the service begins at

10:00. After the service I spend some time seeing people I need

to see or greeting others. Sometimes I return later in the day

for another service.

During the summer this schedule changes because there are

no choir rehearsals, fewer meetings, and an earlier service time.

The pastor and I still meet except when vacations intervene. I

try to spend some complete summer days or even weeks plan-

ning ahead and ordering music for the coming year. Though I

know my plans will probably change, at least I have an overall

scheme for the year.

At Christmas and Holy Week the schedule also changes.

Then there are extra rehearsals and services so that I am likely

to be at church much more often practicing for a whole set of

back-to-back services. Holy Week especially requires me to clear

time almost exclusively for cantorial responsibilities. This is

more or less complicated depending on the timing of the spring

break in the college calendar.

The content of my schedule is more important than its exter-

nal details. It is satisfying partly because of the work with the

people and partly because of the work with the pastor. The first

of those components is almost always present in any church

situation, the second not so often. In this sense I am unusually
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fortunate. Though our styles are probably different, Pastor Paul

Landahl and I have come to value our work together and have

put behind us a situation where pastor and cantor pass like

ships in the night (or proceed on a collision course).

We have hit on a scheme that works for us. It is surely not

the only possibility, but I share it for others tc consider. When
we meet weekly, we discuss all sorts of matters related to our

work in the parish, but mostly we plan worship services. Our
goal is always to be at least several months to a year ahead in

our planning so that music can be chosen, bought, and re-

hearsed in advance, and all other arrangements for services

completed in time.

For each service we work through the lessons and other Prop-

ers together. Sometimes that involves getting out commentaries

and doing some exegesis. Sometimes it is simpler. In all cases

it means getting a feel for the particular service and understand-

ing its themes. We surround ourselves with Bibles, commentar-

ies, hymnals, hymnal companions and worship planning aids,

then choose hymns, decide how we will use them, make ten-

tative decisions about all the aspects of a given service, and the

pastor comes to some conclusions about the sermon topic.

We then go our separate ways to work out what we have

begun. I work on hymns and choose organ and choral music

based on our planning, then get it prepared. The pastor fleshes

out the sermon and works at the prayers. We may have to dis-

cuss the service again or change our minds later, but we are

both on board together from the beginning and know what the

other is doing.

We may also discuss the previous Sunday. Pastor Landahl

may argue with my tempos. I may suggest that he do some-

thing differently. We may both confess that we chose a wrong

hymn, put it in the wrong place, or failed to consider how
standing or sitting related to the congregation's singing. We can

listen to a tape of the service to check out our impressions.

Then all of this information can be used in our future planning.

Sometimes we plan worship and analyze it with a group of

lay people. The ground rules for them are the same as for us.
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We are all disciplined by the lectionary and the Propers. None
of us gets to choose just a few favorite hymns. Hymns must fit

the Sunday just like everything else we plan. These sessions

with lay people have been quite rewarding and meaningful.

They have helped the pastor prepare sermons, helped me
choose music, and helped us all understand worship more fully.

They also keep the pastor and me from losing touch with the

concerns of the people.

My own planning begins with the people's song. The first

issue is what the people will sing and how the organ or choir

will lead them. My practice and the choir's practice all begin

there also—that is, with the hymns and the liturgy. Then I

move to Propers and anthems for the choir and finally to sep-

arate organ or other instrumental music. The first and most

critical thing is the Lord's song as it finds expression among
this people. Everything else works from and relates to that.

When I came to Ascension, the congregation already knew
the better part of two settings of the liturgy itself. In the several

years I have been there, the congregation has gotten to know
those settings better and has experimented with two other set-

tings (one in a jazz idiom), they have learned to sing psalms

without accompaniment, they have become flexible and recep-

tive to various ways of singing hymns and psalms, and more

and more of them express their gratitude to the pastor and me
for the time we spend trying to allow worship to have its integ-

rity among them. The choir, a delightful group, has come to

understand and to exercise their leadership role in worship not

only by leading psalms and hymns, but by Proper verses, sim-

ple anthems, complex anthems, even in an aleatory style, and

a Bach cantata. We have used many different instrumental so-

loists and ensembles, most characteristically in connection with

hymn-singing, though for anthems and voluntaries as well.

Problems attended the organ for years, long before I came.

One of my responsibilities was to help the congregation solve

those problems. After much reading by a number of people,

many visits to other churches and other organs, and careful

meetings by committees and the whole church, the congrega-
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tion voted to purchase a new organ. They decided to place it

against the front wall under the rose window where the altar

had been located. This put it on the center axis of the building

so that it could speak with presence into the room to support

congregational singing. The congregation also voted to renovate

the worship space so that the altar and pulpit would be at the

crossing. (The church is cruciform in design with two transepts.

The balcony is very small, so the rear of the church was not a

possibility for the organ.) The renovation has just been com-

pleted. We now physically gather around Word and Sacrament.

The people are on three sides, the organ and choir on the

fourth. Decisions about the renovation and the organ were all

made with worship in mind, not recitals or concerts. The peo-

ple's song was always one of the central issues. Very serious

and careful consideration was given to many possibilities. The

solution represents painstaking sifting and sorting by many
people. It has already more than repayed the long hours of

labor spent making the decision. The organ does what we
hoped it would—it leads the people in song. And the worship

space is dynamic.

None of what Ascension has done and still does is due solely,

or even mostly, to my role as its cantor. It is due to a community

of faith of which both pastor and cantor are a part, struggling

to find what it means to worship and sing the Lord's song in

the late twentieth century in metropolitan Chicago. If you visit

us you may find the congregational or choral singing excellent

sometimes, less than excellent at others. Sometimes things click

perfectly, sometimes they are not so good—probably just like

your parish. We are by no means perfect, and we are not qual-

itatively different from most other normal churches. If we are

at all different from most, it is because we do indeed plan our

worship in the hope that its integrity not be assaulted by un-

planned schizoid confusion. And we do sing the Lord's song.

I am a bit different perhaps from some church musicians

across the country in that I have thought and studied more than

many of them about the role of the church musician. I am also
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a seminary graduate and an ordained Lutheran pastor with re-

sponsibilities for Word and Sacrament which are not common
to most church musicians. But in other respects I am the same.

I do the best I can with my moderate abilities and the limited

time and resources of my place to help a specific portion of the

body of the baptized sing the song they have been given. Like

other church musicians I feel called to this vocation, like them

I suffer disappointments, like them I share many joys, and like

them I simply love what I do. 1

I hope my work helps the people of my parish sing. I hope

this book stimulates new insights and coherences for many of

you so that it helps your people sing. I hope it introduces those

of you who have not thought about this to the role of the can-

tor, and I wish you well in the song you sing with your people,

wherever you may sing it.

Soli Deo Gloria*
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4. The Heart of the Matter

1. Martin Luther, Foreword to the Geistlich Lieder of 1545, quoted in Walter E.

Buszin, Luther on Music (Saint Paul: North Central Publishing Company,

1958), 6.

2. Karl Barth, Church Dogmatics, IV, Part Three, Second Half, trans. G. W
Bromiley (Edinburgh: T. & T. Clark), 866-867.
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3. Dom Joseph Gajard, The Solesmes Method, trans. R. Cecile Gabain (College-

ville: The Liturgical Press, 1960), vii.

4. Ibid., 85.

5. John Calvin, Institutes of the Christian Religion, ed. John T. McNeill (Phila-

delphia: Westminster Press, 1960) III: xx:31-32.

6. Cf. Joseph Gelineau, Voices and Instruments in Christian Worship (Collegeville:

The Liturgical Press, 1964), 15-19.

7. For a very helpful discussion of the primal nature and close relation of

prayer and praise, as well as their relation to thanksgiving and proclama-

tion, see Patrick D. Miller, Jr., Interpreting the Psalms, (Philadelphia: Fortress

Press, 1986), 64-78.

8. Martin Luther, Preface to the Geistliche Gesangbuchlein of 1524, quoted in

Buszin, Luther on Music, 10.

9. See Robin A. Leaver, "The Liturgical Place and Homiletic Purpose of Bach's

Cantatas," Worship, 59,3 (May 1985): 194-202, and Robin A. Leaver, /. S.

Bach as Preacher: His Passions and Music in Worship (St. Louis: Concordia

Publishing House, 1984).

10. Archbishop John of Chicago, et al., Sacred Music: Its Nature and Function

(Chicago: The Department of Liturgical Music, Orthodox Church in Amer-
ica, 1977), 2.

11. Oskar Soehngen, "Fundamental Considerations for a Theology of Music,"

The Musical Heritage of the Church, Vol. VI (St. Louis: Concordia Publishing

House, 1962), 15.

12. Joseph Gelineau, Voices and Instruments in Christian Worship, 27.

13. Archbishop John, 3.

14. Ibid., 2.

15. Charles Garside, Jr., "Calvin's Preface to the Psalter: A Re-Appraisal," The

Musical Quarterly, XXXVII (October 1951): 570.

16. See Charles Garside, Jr., Zwingli and the Arts (New Haven and London: Yale

University Press, 1966).

17. Robert Shaw, Music and Worship in the Liberal Church (Typescript, September

25, 1960), 8.

18. This text by William Cowper (1731-1800), while it requires desexising,

nonetheless points to a recurring experience of the Christian church at

song.

5. The Rhythm of the Cantor's Life

1. For a description of the Sabbath and Sunday see Therry Maertens, A Feast

in Honor of Yahweh, trans. Kathryn Sullivan (Notre Dame: Fides Publishers,

Inc., 1965), 152-192.

2. See, for example, Robert Baker, "The Organist's Role in Public Worship,"

Reformed Liturgy & Music, xviii, 4 (Fall 1984): 167-169.

3. This tape may be obtained from the music department, University of Ne-

braska, Lincoln.
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6. Measuring Gain and Growth

For a fuller discussion of this matter see Carl Schalk, "A Lament for Re-

sounding Praise," The Christian Century, 100,9 (March 23-30, 1983): 269-

271. See also Scott R. Riedel, Acoustics in the Worship Space (St. Louis: Con-
cordia, Publishing House, 1986).

7. Tensions

1. For a fuller discussion of this issue, see George B. Caird, "Perfection and
Grace," Duty and Delight: Routley Remembered, ed. Robin A. Leaver et al.

(Carol Stream: Hope Publishing Company, 1985), 21-33.

2. See Dietrich Bonhoeffer, The Cost of Discipleship (New York: The Macmillan

Company, 1963), 47 and all of chapter 1, "Costly Grace."

3. Samuel Terrien, The Psalms and Their Meaning for Today (New York: The
Bobbs-Merrill Company, 1952), 269-270.

4. For a fuller discussion of the issues raised in this discussion, see Francis H.

Williamson, "The Lord's Song and the Ministry of the Church" (Th.D. diss.,

Union Theological Seminary, 1967), 94-106 and chapters V-VII.

8. Clergy-Musician Relationships

1. Erik Routley, Church Music and Theology (Philadelphia: Muhlenberg Press,

1959), 110.

2. Erik Routley, Church Music and the Christian Faith (Carol Stream: Agape,

1978).

3. Frank C. Senn, Christian Worship and Its Cultural Setting (Philadelphia: For-

tress Press, 1983), 126.

9. Heart to Heart

1. See "Journal of Church Music Reader Survey, Part II: The Readers Talk

Back," Journal of Church Music 28,4 (April 1986): 18-19. This article reports

that when asked "what is your greatest pleasure as a church musician?"

the "responses . . . were virtually unanimous: most of you simply loved

what you do!"





Books Recommended for

the Church Musician's

Library: An Annotated List

The following books provide a sampling of resources which are

available to the cantor. When individual cantors cannot afford

to buy them, churches should consider including them in their

libraries. Resources of this sort are valuable not only to the

cantor, but to the whole church.

Apart from the Bible, the most valuable book for any cantor

is the hymnal. It has an array of material for both the study

and the practice of the church's worship and song. The second

most valuable book for the cantor is the companion which goes

with the hymnal. Most denominational hymnals have quite re-

spectable companions. For those that do not, other companions

can be substituted. Though they are not geared to one's own
hymnal, so many hymns are common to all standard hymnals

that much information can be transferred. Since both hymnals

and companions are for individual denominations through

which they can easily be acquired, they are not listed here.

The following list is more general. It includes liturgical, mus-

ical, and theological resources. Some of the theological re-

sources are in many pastor's libraries. Cantors should surely

check with their pastors before they spend money duplicating

material they could easily borrow.

Achtemeier, Paul J., general editor. Harper's Bible Dictionary.

San Francisco: Harper & Row, 1985. (A recent and handy

one-volume Bible reference, with pronunciation guides for

names and unusual words in the Bible.)
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Barth, Karl. Dogmatics in Outline. New York: Harper & Broth-

ers, 1959. (A brief overview of the Christian faith, orga-

nized according to the Apostles' Creed, by a Reformed

theologian.)

Benson, Louis F. The English Hymn. Richmond: John Knox
Press, 1915, reprinted 1962. (A classic history of English

psalmody and hymnody, written in a somewhat wordy

style.)

Blume, Friedrich, et al. Protestant Church Music: A History.

New York: W. W. Norton & Company, Inc., 1974. (Most of

this massive history first appeared in German in 1964 as

Geschichte der Evangelischen Kirchenmusik.)

Buttrick, George Arthur, ed. The Interpreter's Bible. New York:

Abingdon Press, 1951-1957. (Twelve volumes of articles

and commentaries for the entire Bible.)

Buttrick, George Arthur, ed. The Interpreter's Dictionary of the

Bible. New York: Abingdon Press, 1962. (A four-volume en-

cyclopedia which identifies and explains Biblical names,

terms, and subjects.)

Davies, J. G., ed. The New Westminster Dictionary of Liturgy and

Worship. Philadelphia: The Westminster Press, 1986. (Ex-

tended definitions of terms related to worship, updated

from the 1972 edition.)

Eskew, Harry, and Hugh T. McElrath. Sing with Understand-

ing. Nashville: Broadman Press, 1980. (A thumbnail sketch

of the history of hymnody, with practical suggestions.)

Fackre, Gabriel. The Christian Story: A Narrative Interpretation

of Basic Christian Doctrine. Grand Rapids: William B. Eerd-

mans Publishing Company, 1984. (The Christian faith ex-

plained as story in and for the contemporary world.)

Gelineau, Joseph. Voices and Instruments in Christian Worship.

Trans. Clifford Howell. Collegeville: The Liturgical Press,

1964. (A thoughtful and complete overview of the princi-

ples and applications of music in the Roman Catholic

Church.)
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Hageman, Howard G. Pulpit and Table. Richmond: John Knox
Press, 1962. (A brief, easy-to-read history of Reformed wor-

ship.)

Halter, Carl, and Carl Schalk, eds. A Handbook of Church Mu-
sic. St. Louis: Concordia Publishing House, 1978. (Chapters

on music and worship, related especially to the Lutheran

church.)

Hatchett, Marion J. Sanctifying Life, Time and Space: An Intro-

duction to Liturgical Study. New York: The Seabury Press,

1976. (Liturgical study from an Episcopal perspective.)

Hoon, Paul Waitman. The Integrity of Worship. Nashville:

Abingdon Press, 1971. (A systematic, ecumenical perspec-

tive by a Methodist.)

Hooper, William L. Ministry and Musicians. Nashville: Broad-

man Press, 1986. (A Baptist perspective.)

Hustad, Donald P. Jubilate! Church Music in the Evangelical Tra-

dition. Carol Stream: Hope Publishing Company, 1981. (The

best overview of the "evangelical tradition/
7

using that des-

ignation with its contemporary American meaning.)

Jones, Cheslyn, et al., eds. The Study of Liturgy. New York:

Oxford University Press, 1978. (Essays on liturgy and wor-

ship by many different authors, organized by history and

topic.)

Julian, John. A Dictionary of Hymnology. Grand Rapids: Kregel

Publications, 1985. (A massive dictionary, first published in

1892 and still an extremely valuable resource.)

Lawrence, Joy E., and John A. Ferguson. A Musician's Guide

to Church Music. New York: The Pilgrim Press, 1981. (A

practical description for the musician who wants to use his

or her abilities in the service of the church.)

Leaver, Robin, et al. Duty and Delight: Routley Remembered.

Carol Stream: Hope Publishing Company, 1985. (A variety

of essays by a number of authors on topics related to Erik

Routley's life and work.)
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Lindemann, Herbert F. The New Mood in Lutheran Worship.

Minneapolis: Augsburg Publishing House, 1971. (Brief,

easy-to-read, yet thoughtful response to the ferment of the

period.)

Lovelace, Austin C. The Anatomy of Hymnody. Chicago: G. I.

A. Publications, Inc., 1982, reprinted from 1965. (A look at

the syntactic details of hymns.)

Lovelace, Austin C. The Organist and Hymn Playing. Carol

Stream: Agape, 1981, revised from 1962. (A brief, practical

description of leading hymns from the organ.)

Marty, Martin E. Baptism. Philadelphia: Fortress Press, 1962.

Marty, Martin E. The Lord's Supper. Philadelphia: Fortress

Press, 1980.

Marty, Martin E. The Word: People Participating in Preaching.

Philadelphia: Fortress Press, 1984. (These last three books

are all brief, easy-to-read, but perceptive introductions to

the three central topics they address.)

Miller, Patrick D., Jr. Interpreting the Psalms. Philadelphia: For-

tress Press, 1986. (A brief but valuable overview of the

Psalms that summarizes Psalm study in our century, fol-

lowed by cogent expositions of ten Psalms.)

Nichols, James Hastings. Corporate Worship in the Reformed Tra-

dition. Philadelphia: Fortress Press, 1968. (Readable, not

overly lengthy insight into the Reformed tradition.)

Niebuhr, H. Richard. Christ and Culture. New York: Harper &
Row, 1951. (A classic that delineates five responses of cul-

ture to the event of Christ and helps the church musician

assess the nature of the tradition he or she serves.)

Ochse, Orpha. The History of the Organ in the United States.

Bloomington: Indiana University Press, 1975. (A lengthy

and complete historical study.)

Ogasapian, John K. Church Organs: A Guide to Selection and

Purchase. Grand Rapids: Baker Book House, 1983. (A rela-

tively brief, but complete overview about how to choose an
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organ, written in language organ committees can under-

stand.)

Pelikan, Jaroslav. Bach Among the Theologians. Philadelphia:

Fortress Press, 1986. (A book-length expansion of the chap-

ter on Bach in Fools for Christ, which gives a theological

context for understanding Bach and his music.)

Pelikan, Jaroslav. Fools for Christ: Essays on the True, the Good,

and the Beautiful. Philadelphia: Muhlenberg Press, 1955.

(Studies about value and idolatry as seen through six his-

torical figures, one of whom is J. S. Bach.)

Reynolds, William J., and Milburn Price. A Joyful Sound:

Christian Hymnody. New York: Holt, Rinehart and Winston,

1978, second edition. (A thumbnail sketch of the history of

hymnody, with examples.)

Riedel, Johannes, ed. Cantors at the Crossroads. St. Louis: Con-

cordia Publishing House, 1967. (Essays by a number of

writers on a number of topics in honor of Walter E. Buszin.)

Riedel, Scott R. Acoustics and the Worship Space. St. Louis: Con-

cordia Publishing House, 1986. (Why and how to achieve a

good acoustical environment for worship, with ample illus-

trations.)

Routley, Erik. Church Music and the Christian Faith. Carol

Stream: Agape, 1978. (A pithy theological and musical up-

date of an earlier volume, Church Music and Theology, which

requires an appreciation of Routley's context.)

Routley, Erik. An English-Speaking Hymnal Guide. Collegeville:

The Liturgical Press, 1979. (Notes on 888 hymns.)

Routley, Erik. The Music of Christian Hymns. Chicago: G. I. A.

Publications, 1981. (A history of the music of hymns from

plainsong to the present, with examples.)

Routley, Erik. A Panorama of Christian Hymnody. Collegeville:

The Liturgical Press, 1979. (Twenty-eight historical vi-

gnettes with examples.)

Schalk, Carl. Key Words in Church Music. St. Louis: Concordia

Publishing House, 1978. (Extended definitions of concepts,

practices, and movements in church music.)
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Schalk, Carl. Luther on Music: Paradigms of Praise. St. Louis:

Concordia Publishing House, 1988. (A comprehensive up-

date on Luther's relation to, and views about, music.)

Spurrier, William A. A Guide to the Christian Faith: An Intro-

duction to Christian Doctrine. New York: Charles Scribner's

Sons, 1952. (A description of the Christian faith in non-

technical language.)

Thompson, Bard. Liturgies of the Western Church. Cleveland:

The World Publishing Company, 1961. (An anthology of

Catholic to Methodist liturgies, with marvelous introduc-

tory comments.)

Weiser, Artur. The Psalms. Philadelphia: The Westminster

Press, 1962. (Extremely helpful commentaries on the

Psalms.)

Whale, J. S. Christian Doctrine. Cambridge: University Press,

1961. (Eight lectures on central Christian themes.)

White, James F. Introduction to Christian Worship. Nashville:

Abingdon Press, 1980. (An ecumenical perspective by a

Methodist.)

Willimon, William H. Word, Water, Wine and Bread: How Wor-

ship Has Changed over the Years. Valley Forge: Judson Press,

1983. (Brief historical overview by a Methodist.)



General Index

ACDA. See American Choral Direc-

tors Association

Acoustics, 65, 78

Actual, 79, 86

Advent, 58

AGO. See American Guild of Organ-
ists

American Choral Directors Associa-

tion, 25, 68

American Guild of Organists, xi,

8-9, 25, 68

Amos, 84

Apartheid, 83

Arranging, 109

Ascension Lutheran Church, 106, 112

Bach, J. S.: cantatas, 20, 33, 38, 64,

111; cantor, 14; composer, 51

Baker, Robert, 116n.2

Bangert, Mark, 115n.l

Barth, Karl, 31

Beethoven, Ludwig van, 51

Benedicrus, 34

Bernard of Clairvaux, 65

Between the times, 34, 86

Black, George, 41

Budget, 7, 27
Bureaucracy, 107-8

Businesspeople, 103

Calling. See Vocation

Calvin, John, 32, 35

Calvinist heritage. See Reformed heri-

tage

Canere. See Cantare

Cantare, 13

Cantata 140 (Bach), 20

Cantatas, Bach, 33, 38, 64, 111

Canticles, New Testament, 34

Care, pastoral, 96

Carpeting, 65-66
Cathedral, 13

Catholic liturgical forms. See Liturgi-

cal forms, catholic

Catholics. See Roman Catholics

Change, technological, 82

Changes, 69

Chicago, 112

Chicago Symphony Orchestra, 28

Chicago, University of, xii

Choir director, 14

Choristers Guild, 25

Christ event, 63

Christian Story, The (Fackre), 19

Christianity, early, 15

Christmas, 58, 109

Church, 63; electronic; see television

evangelism; house, 45, 48, 64;

identity crisis, 82; large, 45-46;

moderate-sized, 45; small, 45

Church Music and the Christian Faith

(Routley), 117n.2

Church Music and Theology (Routley),

87

Cistercian houses, 65

Clergy, administration by, 99-100; as

dictator, 88-89; library of, 94; as

manipulator, 87-88; teaching by,

96; as theorist, 91

Committees, 47

Community, 25, 28, 42, 69

Compassion, 40-41

Competence, 67

Composing, 50-51, 109

Compromise, 29, 69

Concerts, 49, 99

Consummation, 34, 63

Conversion, 63

Copying parts, 109

Copyright, 85

Courses, 68

Cowper, William, 38

Creation, 34, 63

Crueger, Johann, 14

Culture, 6-7, 21, 82, 84-85

Cushions, pew, 65-66

Determination, 78
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Dialogue, absence of, 93

Dillard, Annie, xii

Director of music, 14-15

Disaster, nuclear, 83

Discipleship, 75

Disobedience, civil, 83

Durability, 40, 78

Dynamics, 67

Easter, 58

Easter Eve, 59

Eccard, Johann, 14

Eighth day, 43

Elmhurst College, 107

Entertainers, musicians as, 6-7, 14

Error, 39-40
Eschatology, realized, 86; unrealized,

86

Ethics, 63

Evaluation, 110

Evangelism, television, 81

Fackre, Gabriel, 19

Faith, 10-11

Family, 80

Faulkner, Quentin, 55

Ferguson, John, 24

First Congregational Church, Glen
Ellyn, 51

First Unitarian Church of Cleveland,

36

Flexibility, 69

Foley, Edward, 115n.l

Forgiveness, 75, 103

Funerals, 59-60

Holy Spirit, 42

Holy Week, 58-59, 109

Hope, 79

Host, 44

HSA. See Hymn Society of America
Humanity, capacity of, 29

Huron College, 41

Hymns, 37, 47, 52; altered harmoni-

zations, 52; alternation of stanzas,

47-48; full range, 63-64; introduc-

tions, 52; as story of God's mighty
acts, 34

Hymn-fixing, 83, 85

Hymn Society of America, 8-9, 25,

68

Ideal, 73-75, 78-79, 86; singing par-

ish as, 49

Ideals, 27-29

Idolatry, 85

Incarnation, 28, 34

Injustice, 84; systemic, 82

Institutes of the Christian Religion (Cal-

vin), 32

Instrumentalists, 54

Instruments, 49, 66

Intercession, 37

Introduction to Christian Worship

(White), 15

Ives, Charles, 28

Ives, George, 28

Jazz, 111

Jesus, event of, 34

Justice, 70, 83-85

Gebrauchsmusik, 14, 50

Gelineau, Joseph, 35

Genuineness, 78

"Geometry in the service of prayer'

church architecture as, 65

Gloria Patri, 47

God, perfection of, 29

God Who Acts (Wright), 19

Good Friday, 59

Gospel, 74-75

Grace, community of, 40, 104

Grace of God, 65, 67, 70, 74-75

Graciousness, 69

Heilsgeschichte, 20

Hitler, Adolf, 34-35

Kantorei, 14

Kindness, 40-41

King, Martin Luther, Jr., 83, 95

Kingdom, 78

Laity, 110; partnership of, 102

Laments, 34

Landahl, Paul, 110

Language, inclusive, 83

Last things. See Consummation
Laughter, 32

Law, 40, 73-75

Lawrence, Joy, 24

Leadership, 41-42, 63, 67; of wor-

ship, 98, 101

Leaving a position, 29, 70
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Lectionary, three-year ecumenical, 58

Lector, 37

Lent, 58

Lessons, 37

Liturgical forms, catholic, 32

Liturgy, 101

Lord's Day, 43

Love for people, 67, 69

Love of God, 103

Luther, Martin, 31-33, 35, 65

Lutheran Church, 32

Lutheran School of Theology at Chi-

cago, 16

Magnificat, 34

Malice, 93-94

Manz, Paul, 16

Marches, peace, 83

Marry, Martin E., 105

Maundy Thursday, 59

Mead, Don, 51

Miller, Patrick D., Jr., 116n.7

Minister. See Clergy

Minister of Music, 15

Minister, presiding, 101

Moses, 34

Moving to another position, 80

Mundhaus, church as, 65

Music: aleatory, 64-65, 111; as event,

35; gift of, 35-36; as "God's daugh-
ter", 35

Musician: administration by, 96; as

dictator, 92; as hired hand, 90-91;

as manipulator, 92-93; pastoral, 15;

teaching by, 55, 99; as technician,

92; as trifler, 89-90

Musician's Guide to Church Music, A
(Lawrence and Ferguson), 24

Musicianship, 40

Nebraska, University of, 116n.3

Newsletters, 55

Niebuhr, H. Richard, 107

Niebuhr, Reinhold, 107

Objectives, behavioral, 67

Old Testament, 34, 63

"O Love, How Deep, How Broad,

How High", 34

"O Mary, Don't You Weep, Don't

You Mourn", 20

Ordinary, 47

Organist, 14

Orthodoxy, 35

Pacing, 101

Palestrina, G. P., 51

Parallelism, Hebrew, 48

Participation, 49

Partnership, 87, 102

Pastor. See Clergy

Patience, 78

Pay, 7, 80

Peace, 70, 83-84
Pentecost, 58-59, 65

People: old, 79; young, 79

Perfection, 39-40, 73-75

Permissions, copyright, 48

Phrasing, 67

Pitch, 67

Placement of instruments and voices,

66

Planning, 46, 47-50, 78, 106, 109-111

Play, 36

Pluralism, 83

Politics, 77-78

Polyphony, 38

Poor People's Campaign, 83

Positions: full-time, 7, 9-10; part-

time, 7, 9

Postludes, 50

Practice, 23, 52-53, 67, 97, 109

Praise, 31-32; leading, 36-37

Prayer, 32, 47; leading, 37

Preacher, 38

Preaching, 94

Precentor, 13-14

Preludes, 50

Preparation, 44, 78

Priest, 75-76

Problems, societal, 82

Proclaiming, 37-38

Proclamation, 32-33

Programs, choral and organ, 49

Promises of God, 69, 78-79

Prophet, 76

Prophets, false, 84

Protestantism, liberal, 36

Psalmist, 76-77; cantor as, 21

Psalmody, 47

Psalm singing, unison, 52

Quarrels, 70
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Recitals, 99

Redemption, individual, 63

Reformed heritage, 52

Rehearsals, 53-54, 98

Relationship, business, 91

Renovation, 66, 112

Resources, 64

Responses, 37

Responsibility of clergy and musician

to one another, pastoral, 47

Restraint, 39

Revelation, 36

Rhythm, 67

Risks, 41

Robert Shaw Chorale, 28. See also

Shaw, Robert

Roman Catholics, 32

Routley, Erik, 87

Sacraments, 95, 108, 113

St. Luke Lutheran Church, Chicago,

16

St. Mary Magdalen Episcopal

Church, 51

St. Olaf College, 49

Salary, 27

Sanctification, 32

Schedule: weekly, 56-58; yearly,

58-59
Schuetz, Heinrich, 33, 36

Score study, 97, 109

Selma, 83

Seminaries, 8, 65-66, 100

Shaw, Robert, 36. See also Robert

Shaw Chorale

Sin, 68

Sittler, Joseph, 65

Skills, 23

Socializing, 54-55
Soehngen, Oskar, 35

Solesmes, 32

Soloist, 14

"Sometimes a Light Surprises", 38

Standards, 28-29, 40

Steward of the gift of music, 39

Story, 33-35; fullness of, 63; of God's

mighty acts, 19-21; individual,

21-22; of a people, 22

Storytelling, 38-39

Stravinsky, Igor, 51

Study, 67, 94

Subcantor, 14

Succentor, 13

Sullivan, J. W. N., 36

Sunday, 43-44
Surprise, 42

Synagogue, ix, 13

Tasks, 44-56
Technique, 23, 67

Thanksgiving, 34

Time, 61; rehearsal, 54

Tone, 101

Traditions, 26

Training, 8-10

Truth, 84

Tutu, Archbishop, 83

Values, 83

Vatican Council, Second, x

Vigil. See Easter Eve
Virtuosity, 67

Vocation, xiii, 61

Voices, 36

Voluntaries, 50

Volunteers, 26

"Wake, Awake". See Cantata 140

Walter, Johann, 14

Weddings, 59-60, 103

Weeping, 32

Westminster Abbey, 49

Westminster Choir College, 49

"While Shepherds Watched Their

Flocks by Night", 64

White, James R, 15

Williamson, Francis H., 115n.l

Wisdom, 78

Women's movements, 83

Word of God, 33, 65, 95, 100, 108,

113

Work of the people, 101

Workweek, 108

Worship, 46, 101

Wright, G. Ernest, 19

Zwingli, Ulrich, 35-36
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Exodus 25: 1-8, 34 Luke 1:47-55, 34; 1:68-79, 34

Job 38:7, 33 Ephesians 5:18b-19a, 32

Psalm 46, 48; 98, 31; 98;1, 34; 100, 31 Colossians 3:16, 33

Amos 5:21, 23, 25, 84









(continued from front flap)

Around a central discussion of church music as

praise, prayer, proclamation, story, and gift, a se-

ries of "practical" issues are discussed: how to get

started, the rhythm of the church musician's life,

how to measure one's work, tensions that arise, and

the thorny issue of relationships between clergy

and musicians. In addition, the term "cantor" is

introduced to help define the church musician's

role and highlight the all-important song of the

people for which the "cantor" is responsible.

Throughout the book the practice of church

music is complemented by theological reflection.

The result is an interdisciplinary study of worship,

music, and theology written in a way that is accessi-

ble to everyone. Every member of the church com-

munity will be able to benefit from this valuable

resource.

Paul Westermeyer, Ph.D, is chairman of the

department of music at Elmhurst College, and

cantor at Ascension Lutheran Church in Riverside,

Illinois. He is editor of The Hymn, a publication of

the Hymn Society of America, and he conducts

workshops around the country for church organ-

ists and choir directors.

Jacket design by Floyd Carter



worship/liturgy/music

The Single New Resource that Covers

All Aspects of Church Musicianship

"Christians have a long way to go in improving their worship, for

the glory of God and the sensibilities of participants. Annie Dillard

somewhere complains: we Christians have been working artfully at

the act of worship weekly for two thousand years. Yet we often are

more amateurish and inept than are the company and cast of the

little local high school that has only a few weeks to rehearse its

annual play."

Martin E. Marty goes on to point out in the Foreword that this

book is the essential resource for each congregation to learn what its

own genius is, establish new goals for expressing that genius, and

come closer to meeting those goals. It can serve as far more than a

"how to" manual. Professional cantors, leaders of the peoples' song,

organists, and all other members of the church will be drawn to the

way the author lives with them through the hour and day of worship

and then extends this sense of time through the week, the year—the

passages of life.
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