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tention by the church and its musicians to the craftsmanship in the music
intended to convey that Word.

Music as craft has been having a bad time of it lately. having given way
to several views that have gotten us off the track. Among these is the still
popular view of music as essentially the result of "artistic inspiration" (ex-
emplified by the popular story of Handel retiring to his garret. emerging a
fewweeks later with the score of the Messiah in hand. the result of a nonstop
blinding flash of "inspiration") and the notion that the goal of music in
worship is beauty. As Erik Routley and others have reminded us. to "worship
the Lord in the beauty of holiness" means no more than to "worship the
Lord with decent ornaments." And aside from the fact that two people can
seldom agree on what actually constitutes beauty. that there is no "mawkish
anthem or organ voluntary but [that) somebody has thought it beautiful."
the root of the problem is that such a view stresses the effect rather than
the rightness of the thing made. If music is indeed God's good creation and
gift to people. then to proclaim the Gospel in music that reflects cheapness.
superficiality. banality. shoddiness. and-perhaps worst of all-preten-
tiousness is to contradict in our art the truth. honesty. and integrity of the
Gospel itself.

Much of the music heard in churches today can be characterized by the
banal melody. the trite rhythm. the treacly harmony. and a striving for the
easy effect. Such basic dishonesty. lack of integrity. and contempt for crafts-
manship in dealing with the materials of music. often overlaid with a patina
of superficial attractiveness. does a disservice to the Gospel in which service
such music pretends to be. We readily decry such an approach in church
architecture. automobiles. and refrigerators. It is time that those who fash-
ion the songs of faith listen seriously to similar criticism of worship and
church music.
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Implications of Luther's Thought for the
Present Day

Preface

Primary and Penultimate Paradigms
If for Luther the primary paradigm for music in the life of the church

was as the creation and gift oj God, then it is difficult-if not impossible-
to discuss any of Luther's thought regarding music without coming to terms
with this central idea. Much could be said here, but let it simply be pointed
out that today we have too easily allowed this central paradigm to be replaced
with other less central and less satisfying models.

One such penultimate paradigm regards music's chief function as
teacher. Certainly, as has been stated earlier, the model of music as teacher
has a long and important history, particularly in the church of the Refor-
mation, which has rightly placed a great emphasis on teaching, learning,
and instruction. Yet when the music of worship exists primarily to serve
pedagogical purposes--or worse yet, institutional or programmatic goals-
something is seriously amiss. Neither liturgy, sermon, nor Christian song
are primarily devices to fill us with useful information about God or people,
nor do they exist primarily to serve psychological ends. Rather, they are the
way the Christian community expresses praise, proclamation, adoration,
and thanksgiving for what God has done and continues to do among us.
Once we lose sight of that basic orientation, trouble soon follows.

Asecond all-pervasive paradigm in today's church views music primarily
as entertainer. Although rarely advanced publicly, it is perhaps the most
pervasive view of the relation between music and worship practically op-
erative in American Protestantism today. It functions in worship as a mo-
mentary diversion, a psychological change of pace, titillating our ears in
ever new and exciting ways. It is almost never expressed in such a frank

For almost the past 50 years, those wishing to become acquainted with
Luther's thinking about music-at least in the English language-have had
available, apart from scattered articles in more technical journals, only two
basic sources. The first was Walter E. Busztn's brief essay, "Luther on Music"
(Musical Quarterly, January 1946), which was later reprinted and made
more widely available in 1958 by the Lutheran Society for Worship, Music
and the Arts (Pamphlet Series No.3, ed. Johannes Riedel). The second was
Paul Nettl's Luther and Music (Muhlenberg Press, 1948), translated from
the German by Frieda Best and Ralph Wood. Both publications opened to
an earlier generation intriguing and tantalizing insights into Luther's
thinking about music. The first was restricted because of its brevity; the
second caused frustration because of a lack of documentation. Both ap-
peared before the publication of the American Edition of Luther's Works
(1955-1986) began to make accessible the largest portion of Luther's works
yet available in the English language.

The purpose of this slender volume, which draws largely on the now
completed American Edition together with other related material, is three-
fold: (1) to establish the importance of music-especially in Luther's early
life, in his education in the schools, and in his life in the monastery-in
shaping his understanding of the role of music in the Christian life; (2) to
show how Luther's developing understanding of music in Christian life and
worship led him to a practical and many-faceted involvement in a variety of
music's aspects; (3) to bring into sharp relief several distinct paradigms, or
patterns of thought, that dominated Luther's theological understanding of
the role of music in the church's life and ministry. In pursuit of these goals,
I have, as far as possible, used Luther's words to let Luther speak for himself.

Portions of this material were first given, in somewhat altered form, at
a colloquium in the spring of 1983 on "Luther and the Praise of God" at
Concordia College, St. Paul, Minnesota, as part of the Staley Distinguished
Christian Scholar Lecture Program; in the fall of 1984 at Concordia College,
Seward, Nebraska; and at Oak Hill College, London, England, in the summer
of 1986. It is to my colleagues and friends at these institutions that this
volume is gratefully dedicated.

If Luther's thought is to remain solely a matter of historical interest,
then any consideration of the implications of his thought for our own day
is superfluous. If, however, Luther's thought is to have any bearing on the
way the church today views its relation to music, it is necessary to say, even
in a preliminary way, how Luther's thought might help shape the way we
think about and use music in the church today.
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Luther remarked in "Receiving Both Kinds in the Sacrament":
Let the old practice continue. Let the mass be celebrated with consecrated
vestments. with chants and all the usual ceremonies. in Latin. recognizing
the fact that these are mere external factors which do not endanger the
consciences of men. 68

Some years later. in 1539. this same matter was a topic of informal con-
versation in connection with the introduction of reforms in Leipzig. To some
there seemed to be no change in the conduct of worship from what it had
been before the Reformation. Luther's exchange with Melanchthon has been
noted above.w Luther's view of the importance of continuity with the
church's tradition. especially as contrasted with the views of such men as
Calvin and Zwtnglt, was truly remarkable and can hardly be over-
emphasized.

It is particularly interesting to observe that as Lutheran composers in
the 16th and early 17th centuries set about to provide music for Lutheran
worship. they continued to compose music that would find a natural place
in the historic liturgies. Choral settings of the Ordinary of the Mass. poly-
phonic settings for choir of the traditional office hymns for Matins and
Vespers. simple and festive settings of canticles such as the Magnificat-
these and many more works designed for the traditional liturgy continued
to be a significant part of the output of the leading Lutheran composers of
the time. Many of these compositions. moreover. were set to Latin texts.
Such a prominent 16th-century Lutheran printer and composer as Georg
Rhau, Luther's friend and the most important printer for the Reformation.
planned and carried out a music publishing program to provide music for
Lutheran worship that clearly reflected this concern for continuity with the
music and worship practices of pre-Reformation times. Much music of pre-
Reformation composers was still useful in the Reformation church given
the similarity of ltturgtcal forms and practices. and music of earlier Catholic
composers was regularly included in a variety of music publications in-
tended for use among Lutherans.

Luther's attitude toward the church's song of earlier times is stated
with particular warmth and appreciation in his commentary on Psalm 118.
written in 1530 while the cause of the Reformation was struggling for its
life at the Diet of Augsburg and Luther was standing by virtually helpless
at Coburg Castle.

When I look at all the saints. especially in the New Testament. the story is
the same. I can hear voices of rejoicing in their tabernacles. joyous songs
and hymns of salvation and victory. of the help of God. And we sing along
and join in the praise and thanks. just as we are one in our faith and trust
in God and also share in suffering. 70

Music in Luther'S Early Life

As early as the "Preface to the Psalter" (1528) Luther pointed out that as we

No one considering the development of worship and church music in
the Lutheran church of the 16th century can avoid facing squarely the
pivotal role played by Martin Luther. He was important. however. not only
because he was the focal point of a new theological movement. He stood. as
well. at the center of a new musical movement that was to affect profoundly
the church that would come to bear his name.

Nearly a half century ago. Paul Henry Lang pointed out that. whatever
else he mayor may not have been. Luther was hardly a musical dilettante.

In the center of the new musical movement which accompanied the Ref-
ormation stands the great figure ofMartin Luther. He does not occupy this
position because of his generalship of the Protestant movement. and noth-
ing is more unjust than to consider him a sort of enthustasttc and good-
natured dilettante. The ultimate fate ofGerman Protestant music depended
on this man who. as a student in Eisenach singing all sorts ofmerry student
songs. and as a celebrant priest familiar with the gradual and the poly-
phonic Masses and motets. lived with music ringing in his ears.'

Whether in times of supreme joy or deepest sorrow. sublime happiness
or bitter despair. Luther did indeed live "with music ringing in his ears."
This aspect of his life and experience was to shape in a most significant
way the future ofmusic in the life and worship of 16th-century Lutheranism.

Martin Luther (1483-1546). the greatest of the 16th-century reformers.
stands alone among the reformers of his day in affirming music as an ex-
cellent gift of God to be used in His praise and in the proclamation of His
Word. Of all the Protestant reformers of his time. only Martin Luther un-
hesitatingly commended the use of music in the nourishment of the Chris-
tian life and in the worship of the church.

I would certainly like to praise music with all my heart as the excellent gift
of God which it is and to commend it to everyone. But I am so overwhelmed
by the diversity and magnitude of its virtues and benefits that ... as much
as I want to commend it. my praise is bound to be wanting and inade-
quate .... For whether you wish to comfort the sad. to terrify the happy.

68LW 36:254.
69See p. 40.
70"Commentary on Psalm lIS" (1530), LW 14:79.

'Paul Henry Lang. Music in Western Civilization (New York: W. W. Norton & Co .• Inc.,
1941). p. 207.
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to encourage the despairing, to humble the proud, to calm the passionate,
or to appease those full of hate ... what more effective means than music
could you find?2

righteous works; but once they have been justified by faith in Christ, they
do righteous works. "62 Yet this did not lead Luther to conclude that all such
ceremonies were to be done away with.

The church has other extemals that do not sanctify it either in body or
soul, nor were they instituted or commanded by God; but, as we said at
length above, they are outwardly necessary or useful, proper and good.63

In contrast to Calvin, who only grudgingly permitted it a place. and Zwingli,
who banished it altogether from corporate worship, Luther accorded mu-
sic-next to theology-the highest place.

We can mention only one point (which experience confirms), namely that
next to the Word of God, music deserves the highest pratse.s

Luther's views profoundly influenced all those who came in contact with
him. Firmly rooted in a deep appreciation of the historic liturgy of the West-
ern Catholic tradition, Luther instinctively came to understand through his
own personal experience the exceptional power of music to move the hearts
and minds of people.

From such a perspective he encouraged the teaching and singing of the
most sophisticated musical forms of his day-Gregorian chant and poly-
phony-as well as simpler congregational hymns. The Latin Renaissance
tradition, to which Luther was exposed in his life in the monastery and as
a priest. had developed a sophisticated art music for the church with little.
if any. music for participation by the people. The Calvinist Reformation
tradition. following the lead of Calvin. the Geneva reformer. excluded art
music of any kind in public worship. allowing only a simple congregational
psalmody. In contrast to both of these traditions and practices. Luther and
the Lutheran Reformation tradition encouraged and actively fostered in
Christian life and worship a reciprocal interaction between art music of the
most sophisticated kind and simple congregational song. A flourishing tra-
dition of church music of great richness and depth resulted.

Such a unique view. reflected in various ways in Luther's writings
throughout his career, was undoubtedly shaped, in part at least, by his
experience with music at home, as a young boy in the schools, and in his
life in the monastery and as a priest. These experiences in Luther's formative
years, experiences to which he often referred in his later life, were crucial
in the shaping of attitudes that reasserted themselves throughout his entire
life as he sought to relate music in the life and worship of the church to his
new understanding of the Gospel. The story of the role of music in the early
life of Luther is the subject of the first chapter.

The thrust of chapter 2 is the movement of Luther's thought from music
as a speculative science (musica speculativa) to music as a practical, per-
formed art (musica practical. This change from the traditional late medieval
view was a most significant and crucial-though little noted-step. Cen-
tering on the close association of music and the Word, Luther brought pro-
foundly new insights to an understanding of music in the Christian life,

That all such external ceremonies could not only be necessary, useful,
proper, and good but also edifying in the service of the Gospel was stated
by Luther as early as the document with which the Reformation, in a sense,
began. In Thesis 55 of the Ninety-Five Theses Luther could proclaim with
boldness:

If indulgences, which are a very insignificant thing, are celebrated with
one bell, one procession, and one ceremony, then the gospel, which is the
very greatest thing, should be preached with a hundred bells, a hundred
processions, a hundred ceremonies. 64

Luther's attitude toward the tradition of worship and music that he
had received was one of grateful thanks and appreciation for God's good
gifts of liturgy, hymnody, and music that had nourished the faithful for
generations. Such gifts were not to be dismissed lightly. In his "Instructions
for the Visitors of Parish Pastors, " Luther laments that "the old ceremonies
have been discarded altogether in many places of the land and little is read
or sung in the churches. "65 He then proceeds to offer a variety of suggestions.
all of which reinforce a commitment to the traditional practices. 66

To reject the gift of the tradition was, for Luther, to go it alone and to
be cut off from the mutual edification of the whole company of saints. As
far as any attempt to return to the pure and unadulterated worship of the
early church, Luther commented,

As for the example of the fathers, [their liturgical orders) are partly un-
known, partly so much at variance with each other that nothing definite
can be established about them. 67

To accept those gifts of tradition was, for Luther, to be linked with Chris-
tians of other times and places and to be reminded in a unique way that
the church of his day was indeed part of the one, holy, catholic, and apostolic
company of saints.

The result of such a view was that Luther's revisions of the liturgy of
the Western Catholic tradition closely resembled the earlier tradition. The
basic outline of the Western Catholic tradition remained largely intact. In
the year before the publication of his first specific writing on the liturgy,

"'Preface to Georg Rhau's Symphonlae lucundae" (1538) in Luther's Works, American
Edition (Phtladelphta and St. Louis: Fortress Press and Concordia Publishing House, 1955),
53:321-23. References to this edition are hereafter cited as LW.

3lbld., p. 323.

6"'Lectures on Galatians" (1535), LW 26:256.
63"On the CouncUs and the Church" (1539), LW 41:173.
64"Nlnety-FlveTheses or Disputation on the Power and Efficacy of Indulgences" (1517), LW

31:30.
65LW 40:306.
66lbld., pp. 307-11.
67"AnOrder of Mass and Communion for the Church at Wittenberg" (1523), LW 53:37.
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Nor did Luther try to wipe the slate clean and start afresh in matters
of liturgy, worship practices, and music as if nothing had happened since
the time of the NewTestament or the early church. He did not, as did some,
dismiss out of hand the entire cultus of the church as it had developed
historically and undertake to restore what some perceived as the pristine
worship of earlier times. Rather, his principle of liturgical reform was to
retain all that in good conscience could be retained, revising or eliminating
only those texts and practices that conflicted with his understanding of the
Gospel. In his "Order ofMass and Communion for the Church at Wittenberg"
(1523) he stated:

Wetherefore first assert: It is not now nor ever has been our intention to
abolish the liturgicalserviceofGodcompletely,but rather to purify the one
that is now in use from the wretched accretions which corrupt it and to
point out an evangelicaluse.w

For Luther, the elements that had corrupted the Mass were primarily two:
the Canon of the Mass and the Offertory, both of which emphasized the
Roman Church's understanding of the Mass as sacrifice. In the same doc-
ument, Luther made this point abundantly clear.

In this book we are not going to prove again that the mass is neither a
sacrifice nor a goodwork-we have amply demonstrated that elsewhere.
Wedo accept it as a sacrament, a testament, the blessing (as in Latin), the
eucharist (as in Greek),the Tableof the Lord, the Lord'sSupper, the Lord's
Memorial,communion, or bywhateverevangelicalnameyouplease,so long
as it is not pollutedby the name of sacrifice or work.w

freed it from a variety of ideas that restricted and confined its use in the
praise of God, and made it a living activity as viva vox evangelii, as the
"living voice of the Gospel."

But of even greater importance in shaping his view of music was a
developing theological perspective that was reflected in various paradigms-
themes or patterns of thought-that appear repeatedly in his writings. Since
Luther nowhere systematically expounded his views on the relationship of
music to the life and worship of the Church, one must glean his ideas and
thoughts about music from his comments in hymnal prefaces and liturgical
and exegetical writings, from informal comments recorded by his friends
and co-workers, and from various other remarks scattered throughout his
writings. The attempt to organize Luther's various remarks on music
around several recurrent "themes" or patterns of thought is the burden of
chapter 3. Chapter 4 offers some personal reflections on the meaning of
Luther's thought about music for the church of our own day.

The music that developed in the Lutheran tradition, particularly in the
period from Luther to Bach, "is eloquent testimony to the fact that the
church's musicians and its people found that Luther's views provided a
healthy and wholesome context in which to work, to sing, and to make music
in praise of God. "4 This legacy is a priceless gift to church musicians every-
where. It is a priceless heritage for the whole church.

Luther clearly understood that the Mass with its accompanying music
and various ceremonies had often been perverted into a good work.

Alas,theword"serviceofGod"has nowadaystaken on sostrange ameaning
and usage that whoever hears it thinks not of these works of God, but
rather of the ringing ofbells, the woodand stone of churches, the incense
pot, the flickerof candles, the mumbling in the churches, the gold, stlver,
and precious stones in the vestments of choirboysand celebrants, of chal-
icesand monstrances, oforgans and images,processionsand churchgoing,
and, most of all, the babbling of lips and the rattling of rosartes.w

At Home and in the School at Mansfeld
Born in Eisleben, Germany, on November 10, 1483, Luther grew up in

a poor but deeply pious family that reflected the circumstances of the peas-
antry, "rugged, rough, at times coarse, credulous, and devout. "5 He was
highly esteemed at home and was particularly devoted to his father, Hans,
who prayed at the bedside of his son; his mother, Margarethe, was also a
woman of prayer. A little song that he remembered his mother singing is
the only evidence we have of music in Luther's home as a young child.
Whatever the melody, Luther recalled with affection his mother's little ditty:

If folkdon't like you and me,
The fault with us is like to be.s

Yet his ire, it should be clearly noted, was directed at those who saw these
elements of worship as a means of earning righteousness, who saw them
as a way of becoming "piOUSthrough good works."

Whatgreat foolsthey allare whowant to becomepious through works, ...
ringing ofbells, burning of candles, singing, making noise on the organ,
and reciting prayers with all their external performance.w

But if evidence ofLuther's experience with music in the home as a young
child is meager, we have a much fuller picture of music in the schools that
he attended as a youth. In those schools Luther's exposure to and experience
with music-both within and outside the church-began to shape his per-
sonal attitudes. His experience in the schools laid the foundation that de-
termined, to a significant degree at least, the direction that music would
take in the churches of the Lutheran Reformation.

For certainly, Luther avowed, "Christians do not become righteous by doing

58LW 53:20.
59Ibld., p. 22.
6O"Commentaxy on the Magnificat" (1521), LW 21:350.
61"Sermon on the Gospel for the Main Christmas Service" (1522), LW 52:79.

"Carl Halter and Carl Schalk, eds., A Handbook oj Church MUSic (St. Louis: Concordia
Publishing House, 1978), p. 16.

5Roland Bainton, Here 1Stand: A Life ojMartin Luther (NewYork and Nashville: Abingdon-
Cokesbury Press, 1950), p. 26.

6Ibid., p. 24.
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Implications of Luther's Thought for the
Present Day

Preface

If Luther's thought is to remain solely a matter of historical interest,
then any consideration of the implications of his thought for our own day
is superfluous. If, however, Luther's thought is to have any bearing on the
way the church today views its relation to music, it is necessary to say, even
in a preliminary way, how Luther's thought might help shape the way we
think about and use music in the church today.

For almost the past 50 years, those wishing to become acquainted with
Luther's thinking about music-atleast in the English language-have had
available, apart from scattered articles in more technical journals, only two
basic sources. The first was Walter E. Busztn's brief essay, "Luther on Music"
(MUSical Quarterly, January 1946), which was later reprinted and made
more widely available in 1958 by the Lutheran Society for Worship, Music
and the Arts (Pamphlet Series No.3, ed. Johannes Riedel). The second was
Paul Nettl's Luther and Music (Muhlenberg Press, 1948), translated from
the German by Frieda Best and Ralph Wood. Both publications opened to
an earlier generation intriguing and tantalizing insights into Luther's
thinking about music. The first was restricted because of its brevity; the
second caused frustration because of a lack of documentation. Both ap-
peared before the publication of the American Edition of Luther's Works
(1955-1986) began to make accessible the largest portion of Luther's works
yet available in the English language.

The purpose of this slender volume, which draws largely on the now
completed American Edition together with other related material, is three-
fold: (1) to establish the importance of music--especially in Luther's early
life, in his education in the schools, and in his life in the monastery-in
shaping his understanding of the role of music in the Christian life; (2) to
show how Luther's developing understanding of music in Christian life and
worship led him to a practical and many-faceted involvement in a variety of
music's aspects; (3) to bring into sharp relief several distinct paradigms, or
pattems of thought, that dominated Luther's theological understanding of
the role of music in the church's life and ministry. In pursuit of these goals,
I have, as far as possible, used Luther's words to let Luther speak for himself.

Portions of this material were first given, in somewhat altered form, at
a colloquium in the spring of 1983 on "Luther and the Praise of God" at
Concordia College, St. Paul, Minnesota, as part of the Staley Distinguished
Christian Scholar Lecture Program; in the fall of 1984 at Concordia College,
Seward, Nebraska; and at Oak HillCollege, London, England, in the summer
of 1986. It is to my colleagues and friends at these institutions that this
volume is gratefully dedicated.

Primary and Penultimate Paradigms
If for Luther the primary paradigm for music in the life of the church

was as the creation and gift oj God, then it is difficult-if not impossible-
to discuss any of Luther's thought regarding music without coming to terms
With this central idea. Much could be said here, but let it simply be pointed
out that today we have too easily allowed this central paradigm to be replaced
with other less central and less sattsfytng models.

One such penultimate paradigm regards music's chief function as
teacher. Certainly, as has been stated earlier, the model of music as teacher
has a long and important history, particularly in the church of the Refor-
mation, which has rightly placed a great emphasis on teaching, leaming,
and instruction. Yet when the music of worship exists primarily to serve
pedagogical purposes---or worse yet, institutional or programmatic goals--
something is seriously amiss. Neither liturgy, sermon, nor Christian song
are primarily devices to fill us with useful information about God or people,
nor do they exist primarily to serve psychological ends. Rather, they are the
way the Christian community expresses praise, proclamation, adoration,
and thanksgiving for what God has done and continues to do among us.
Once we lose sight of that basic orientation, trouble soon follows.

A second all-pervasive paradigm in today's church views music primarily
as entertainer. Although rarely advanced publicly, it is perhaps the most
pervasive view of the relation between music and worship practically op-
erative in American Protestantism today. It functions in worship as a mo-
mentary diversion, a psychological change of pace, titillating our ears in
ever new and exciting ways. It is almost never expressed in such a frank
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and direct way, but the typical American emphases on consumerism and
voluntaryism combine to ensure that the church with a "successful" music
program is the one that "attracts." And the one sure way to "attract" in
such a competitive situation is to entertain. Such an attitude is nourished
by the widespread view that sees members of the worshiping community
as spectators. We come to church, after all, to listen, to watch, to be enter-
tained (to be sure, religiously entertained), to be spectators. And woe to the
preacher or church musician who does not measure up. Churches of every
tradition are hardly exempt from the possibility that the view of worship
and church music as entertainment can easily work its way into their midst.

Music as Proclamation and Craft
In Luther's view, music in the church functions as viva vox evangelii,

as "living voice of the Gospel," praising God and proclaiming His Word to
the world. It does this, in part, as music is associated with texts that speak
clearly and directly of Law and Gospel, of sin and salvation. From such a
perspective, music in the church can never be simply teacher, pedagogue,
entertainer, or another way of filling the Christian community with useful
information. It is the living Gospel itself, laying bare a person's utter alien-
ation from God, always accusing yet always bringing the final word ofrec-
onciliation, hope, and promise. Texts, therefore, are of crucial importance.
But so is the music itself with which those texts are associated.

Ifmusic in some way participates in the proclamation of the Word, how
does this occur? It does this as it faithfully reflects in its own terms the
honesty, integrity, truthfulness, and winsomeness of the Gospel message.
Perhaps it is time to set aside terminology describing music as "the perfect
setting for the perfect jewel of the Gospel," the concept of music as "beau-
tifying" the service, or the idea of music as the wrapping enclosing the gift
of the Gospel, a wrapping that can be cast aside once the gift has been
revealed. Allsuch ideas are beside the mark. Music in the church can never
be seen simply as part of the wrapping. It is a part of the unwrapping, an
unwrapping that either contributes to or detracts from a faithful procla-
mation and witness.

Music in the church is both proclamation and ministry. And whether
one speaks from the pulpit, choir loft, or organ bench, whether the Gospel
is being proclaimed in word or tone, it must be the same Word that is spoken
with faithfulness and heard with trusting and contrite hearts.

To view music as gift and creation of God also has implications for the
craft of music and the integrity of musical composition. To speak about
music as craft means to be concemed with its fitness as music for the
purpose for which it was intended, its suitability as music for its function,
its "well-madeness" as music. For the church to be concemed about the
craftsmanship of the music it uses in its praise and prayer is a direct re-
flection of its care in the use of this great and good gift of God. Luther's
care in his work as biblical translator to find just the right word to express
the particular scriptural content needs to find a counterpart in greater at-
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tention by the church and its musicians to the craftsmanship in the music
intended to convey that Word.

Music as craft has been having a bad time of it lately, having given way
to several views that have gotten us off the track. Among these is the still
popular view of music as essentially the result of "artistic inspiration" (ex-
emplified by the popular story of Handel retiring to his garret, emerging a
fewweeks later with the score of the Messiah in hand, the result of a nonstop
blinding flash of "inspiration") and the notion that the goal of music in
worship is beauty. As Erik Routley and others have reminded us, to "worship
the Lord in the beauty of holiness" means no more than to "worship the
Lord with decent ornaments." And aside from the fact that two people can
seldom agree on what actually constitutes beauty, that there is no "mawkish
anthem or organ voluntary but [that) somebody has thought it beautiful,"
the root of the problem is that such a view stresses the effect rather than
the rightness of the thing made. If music is indeed God's good creation and
gift to people, then to proclaim the Gospel in music that reflects cheapness,
superficiality, banality, shoddiness, and-perhaps worst of all-preten-
tiousness is to contradict in our art the truth, honesty, and integrity of the
Gospel itself.

Much of the music heard in churches today can be characterized by the
banal melody, the trite rhythm, the treacly harmony, and a striving for the
easy effect. Such basic dishonesty, lack of integrity, and contempt for crafts-
manship in dealing with the materials of music, often overlaid with a patina
of superficial attractiveness, does a disservice to the Gospel in which service
such music pretends to be. We readily decry such an approach in church
architecture, automobiles, and refrigerators. It is time that those who fash-
ion the songs of faith listen seriously to similar criticism of worship and
church music.
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