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Kyle Babin The Organist as Liturgist in Post-Reformation Germany In my presentation I examined the various roles of the Lutheran church organist in Post-Reformation Germany. Some of these roles included accompanying congregational singing of chorales, improvising and performing pieces based on those chorales, and performing in alternatim with the congregation. I presented a brief performance of this type of alternatim practice by improvising short organ versets between sung verses of the Magnificat in Mode V. I posited the idea that by molding and shaping a musical idea (like the chorale) that was deeply impressed on the minds and hearts of Post-Reformation Lutheran worshippers, the Lutheran organist acted as a liturgist. Through his improvisations, he was able to react to specific and spontaneous aspects of the liturgy. In essence, he became a musical preacher.

Questions:

1. How can the organist today, as in the 16th and 17th centuries, react through improvisation to a particular liturgy? Give an example.

2. What expectations and skills were required of Post-Reformation Lutheran church organists when applying for church positions?

3. How would you like to see these principles applied to church musicians in their roles in worship today?

Grace Pritchard Burson  Furry Dances and Wassailing Trees:�The Survival of the English Ritual Year The traditional English agricultural ritual year is a legitimate cultural expression, worthy of being revived, especially in rural and Anglican churches. It consists of a cycle of celebrations tied to the natural and liturgical years, many of which involve dressing up, song and dance, food and drink, begging from house to house, bonfires, and blessings of crops and animals. These traditions have been preserved or revived in many places. They can be fun and meaningful traditions in the parish if done with respect for their integrity.

Three Questions:

1. What does this set of traditions have to do with the Anglican liturgical tradition or the English choral tradition?

2. Can you say a little more about the Mummers' Play and the other traditions involving dressing up and playing parts? Can these be described as "liturgical drama"?

3. Can you explain what you mean about the way these celebrations work as far as involving both children and adults and creating parish tradition?

Philip Corbett Benediction of the Blessed Sacrament: A Devotion for the Modern World In my presentation I discussed the origins of the service of Benediction as well as its use within the Anglican Church. I described the structure of the service and played some of the music that might be used. I was keen to show how the service might be used in the life of a parish. I tried to illustrate how it might be used following Evensong or as a Station of the Resurrection, a 15th Station of the Cross. It is my hope that the service might be used as a time of silent focused prayer for a worshipping community, perhaps focusing on a particular issue (in some churches for example long periods of sacramental exposition occur with Pro-Life issues in mind). I was keen to point out that the service is one of equality: all are equal before the sacrament.

1. Might there be different designs for the monstrance, perhaps relating to the modern world and modern liturgy?

2. What scope is there for musical diversity or improviation in the service? Is it possible to use music from around the world in the service or must there always be Gregorian Chant?

3. Can the service relate to many churches' desire for outreach in the community and to deal with issues of social justice?

Nunzio D'Alessio Old World Forms, New World Content: Puebla, Padilla, and the Prophet To most people who have ever traveled there Mexico is a cultural backwater, its music nothing more than Mariachi umpah bands, and its food all too spicy. Scholarship has followed this popular trope by setting apart Latin America from the rest of the New World, judging its history as "other" or inferior. Mainstream musicology has concurred, seeing in New Spain no Josquin, no Bach, no Mozart. While some scholars have been challenging this received paradigm, their efforts have been directed at either the "spiritual conquest" of the 16th century or the beginning modernity of the 18th. The long established view is that the 17th century is the "colonial siesta," the "silver age," and the "century of depression." By this time Roman Catholicism is firmly established on all levels of society in New Spain, and the land is riddled with seminary colleges, cathedrals, and religious houses. In short, it is said to be a time of consolidation rather than innovation. In this paper I seek to challenge this opinion by focusing on the work of the "distinguished maestro," singer, priest, and instrument maker at Puebla Cathedral, Juan Gutierrez de Padilla (c. 1590�1664). Drawing on recent reorientations within the field, I emphasize the social, economic, religious, and political matrices in which a musical culture might flourish. I address four topics: the baroque backdrop of New Spain, the urban context of Puebla, an introduction to Padilla's life and work, and finally his Lamentatio Ieremiae Prophetae for Holy Thursday. My conclusion is that far from merely exploiting the "conventional wisdom" of peninsular composers, the sacred music of Padilla is an example of mestizaje, the mixing of two elements in such a way that something new is created. To include a chapelmaster like Padilla in our music histories and performance halls means to subject the writing of music history to interrogation, and calls for an expansion of the canon to include Western music. In that process we come to see—and hopefully hear—how shared musical practices transmit social knowledge and identity. Old forms, yes; but what magnificent new content!

Mary Jane Donohue Practical Implications of the Life of the Collective Unconscious in Entrance and Initiation Rites According to psychoanalysts at the Tavistock and Grubb Institutes in London, much of the irrational and apparently chaotic behavior we see in groups can be viewed as springing from basic assumptions common to all their members. Wilfred Bion (1897-1979) distinguished three sets of unconscious group assumptions that give rise to distinct constellations of feelings, thoughts and behavior: basic assumption dependency, basic assumption fight-flight, and basic assumption pairing.  It is a street-level truism that in most local congregations roughly 80% of the work is done by 10% of a church's membership. I suspect that one of the reasons for the persistence of this phenomenon is a proliferation of anti-task behavior which can be conceptualized in Bion's Basic Assumption models. It is my contention that understanding these defenses and how to address them liturgically might help us to promote healthier, integrated group functioning.  In my address I asked the question, what happens at the front door, at the literal entrances to our weekly celebrations and the ritual entrances to our communities, that may be perpetuating Bion's non-work group states in our churches? I offered a number of liturgical examples from more contemporary Anglican texts (New Zealand Prayer Book, England's Common Worship) that offer clues for American textual reform, and suggested some localized non-textual ritual actions that might work against these unconscious group forces.

4. Are there ways that the patterns of the collective unconscious could be (and are) mobilized in positive contribution to our primary communal tasks, however defined?

5. What practical, extra-liturgical suggestions do I have for helping a community define its primary task: to aid in resisting unconscious anti-task functioning?

6. Why have the insights of the Tavistock and Grubb Clinics been embraced by certain parts of the Anglican Communion (England, New Zealand, Australia) and not others? Why has this way of thinking about group/church life not resonated with American ecclesiology?

Richard Gard Dance Topics in the Chorale Cantatas of J.S. Bach  During the years 1723 and 24 Bach experimented with a compositional technique using a noble dance (usually the sarabande) in the penultimate movement of some chorale cantatas.�The technique was refined during his second Leipzig cycle, and Bach continued to use it as long as he composed chorale cantatas.�The technique is connected with images of heaven, Advent, and Jesus as the bridegroom.

Joseph Gregorio Lasso's Lamentations for the Bavarian Court [abstract not available]

Daniel Hahn "Dear Christians, one and all, rejoice": The Chorale Fantasias of Dietrich Buxtehude Dietrich Buxtehude's Nun freut euch lieben Christen g'mein, BuxWV 210, is one of the prime examples of the chorale fantasia genre. This form represented the highest quality of organ playing in 17th century Germany and was inextricably linked to the philosophies of rhetoric of the day. Rhetorical procedures are found particularly in the use of figures corresponding to rhetorical formulas, and forms corresponding to the scheme of speeches. The genre also appealed to non-musicians, functioning as a type of organ sermon in which the organist was free to interpret at length the text and music of a chorale.

7. How popular was the chorale fantasia genre, and from which other composers do examples survive?

8. What role does registration play in the interpretation of the chorale fantasias?

9. What are the modern uses of the chorale fantasia genre?

Jane Huber Rereading Sacred Texts  Rereading Sacred Texts was a short film created for use as a teaching tool for adult education in the church. The film documented the rehearsal of music transcribed from the Feast of the Assumption as found in a 12th century breviary with focus on: the process of rehearsal; the architectural space in which the music was rehearsed; comments from observers; and the visual contrast of sacred to secular space. In its focus on music from a particular historical period, the film was intended to provide a context for the broader discussion of contemporary understandings of the liturgy by different members of the Riverside Church, an interfaith community located in New York City. Through the documentation of elements of a particular liturgical event, the focus of the film on re-reading sacred texts was also intended to provoke conversation about the relationship between individually held theological convictions and their corresponding liturgical practice.

Further questions:

4. What production/direction considerations determined the making of the film?

5. Did rehearsal of the music affect the written transcription?

6. The film was made to provoke response from an inter-faith, multi-cultural audience, but was presented to an academic, interdisciplinary audience (also inter-faith, multi-cultural); were the "audiences" given adequate consideration?

Christopher Hossfeld Benjamin Britten's Curlew River The presentation explored the opera, its origins, and the themes that permeate it. Of particular interest was the combination of Asian and medieval English influences masterfully acheived by Britten in this adaptation of a Japanes Noh play. A more in-depth look at the music revealed the chant melodies interwoven in the musical texture.

Questions:

4. Could you please comment on why Britten chose to have men play all the roles in Curlew River?

5. How did you deal with this particular gender issue in your production of Curlew?

6. How did Britten's homosexuality affect his interpretation of Sumidagawa, the Japanese play on which Curlew River is based?

Christopher Jennings Ora Labora: The Unique Heritage of the Anglican Choral Tradition and its Calling in the 21st Century Church This presentation discusses the history of the Anglican Choral tradition, and, most notably the role of children in the choirs of the great cathedrals of England, and now in parish churches in America as well. It presents ideas for founding a chorister program as well as the benefits of doing so. The most important benefits of these programs for parishes is the way in which they draw children to the church—children become a proactive part of the parish as they make a vital contribution to the liturgy in the lifting up of their voices in song. By the end of their time as choristers they become professional musicians, but not without rigorous training and discipline. This is not to say that chorister programs cannot and are not fun, rather the opposite is true. When working with children, one always has to think on one's feet and one is always surprised at the ways in which children enrich the lives of those around them through their own gifts as members of the household of God. They are not the "future" of the church, but a vital part of the church TODAY, and when they are given the tools with which to work, they will do amazing things. As a follow-up to this presentation, I am currently just beginning a new full-time job as organist and choirmaster at St. James's Episcopal Church, West Hartford, Connecticut, where I have been hired to rejuvenate the chorister program. The parish has amazing potential for a successful chorister program but lacks focus, energy, and drive, and so I have been called there to put my study into action!

1. Why do we need children as part of the liturgy?

2. What are some ways of recruiting?

3. What are the physical differences of the boys' and girls' vocal cords and what are the benefits of having them sing separately?

Charles Kamm Where East Meets West: Two Sacred Works from the Baltics—Arvo Pärt's Berliner Messe and Einojuhoni Rautavaara's Vigilia The incorporation of musical elements and artistic ideals of Eastern Orthodoxy, specifically from Russia, are considered in sacred choral works from the northern boundaries of Eastern and Western Christianity. Brief biographies of Arvo Pärt and Einojuhani Rautavaara highlight their personal intersections with Orthodoxy. Recorded examples of Byzantine chant and Russian bell-ringing, as well as images of Orthodox icons, illuminate the compositional goals and musical structures in Pärt's Berliner Messe and Einojuhani Rautavaara's Vigilia.

Questions

10. How do the trends discussed affect the total output of each composer?

11. Is this music used liturgically? If so, in what tradition?

12. Does the Lutheran music of that corner of Europe influence music in Russia?

Audrey Lin & Caleb Maskell (Extra)ordinary: The Worship Life of the Hyde Park Vineyard Church The presentation given by Audrey Lin and Caleb Maskell was a multimedia attempt at constructing a liturgical theology of the Hyde Park Vineyard Church in Chicago, Illinois. The presentation showed film footage of formal elements of the service space and of the service itself, as well as extensive interviews with members of the congregation. With all of this, we attempted to show the tight connections between the worship life of the HPVC and the Christian self-understanding of the church members. The service is, in the aspect which we highlighted, a reflection of the "ordinary" of life outside the walls of the church meeting. People come to the Vineyard just as they would come to school, or to a meeting with friends. Inside this constructed "ordinary" the Vineyard seeks, in each aspect of its service, to embody, teach, and celebrate the manner in which ordinary life is rendered extraordinary by the Gospel of Jesus Christ.

7. How do leaders of the musical worship prepare to lead, and can you tell as more about what are they trying to do as they are leading the worship?

8. How is the prayer ministry team recruited and trained, and what kind of expectations do they and the people who come forward for prayer have during the prayer ministry time?

9. What significant impact did your time at the church have on your lives?

10. What are the psychological and/or theological implications of the absence of concrete liturgical formulae? Are you gnostics?

Andrea Olsen Marriage, Sacrament, and Identity in Byzantium: A Case Study In my presentation for the ISM Colloquium I addressed three issues regarding Byzantine marriage jewelry and its relationship to the liturgy. First, I pointed out the transitional nature of jewelry dated to the third through the fifth centuries, which indicates a Christianization of Roman customs such as the dextrarum iunctio ("joining of right hands," as for a pledge or contract). Second, I drew attention to the correspondence between the iconography of the jewelry and the Christian marriage liturgy, highlighting the importance of the crowning ritual in Byzantine marriage ceremonies. And third, I proposed an iconographic connection between a group of rings bearing scenes from the life of Christ and the Syrian Orthodox marriage rite.

B. J. Owens
"We may not keep silent...": The Barmen Declaration and the Rhetoric of the Confessing Church
"The old has passed away. The new has emerged. The church's political struggle is past. Now begins the struggle for the soul of the people."1 Reich Bishop Ludwig Muller, July 1933

In the years leading up to the Second World War, many thousands of German Protestant Clergy and lay church leaders—at times constituting a majority of Protestant leadership—sought to synthesize National Socialist ideology with Christian theology. Those leaders called themselves the "German Christians." In May of 1934, Protestant opponents gathered in Barmen to respond to the German Christians, whose influence had become widespread and catastrophic. The crisis was deeply theological and profoundly rhetorical: the conveners and leaders of the Barmen Synod—among them Karl Barth, Martin Niemoller, and Dietrich Bonhoeffer—gathered to respond confessionally to what the church in Germany had become. The result was the Theological Declaration of Barmen, a theological and exegetical response to a specific rhetorical situation.

This paper will first clarify what is meant by speaking of the Barmen Synod as a rhetorical situation. This is not to say that it was a moment for speech and not action, or to suggest that such speech is vacuous. Rather, to study rhetoric is to study the relationship of language and action, it is to study how persuasion is crafted to the level of art, and it is to study how speech demands reaction and response. 

The task at hand is first to study carefully the theological rhetoric of the German Christians in order to understand what about it was so compelling to so many thousands of Christian leaders at that time, and second, to study the conditions and arguments of the response by the Confessing Church in order to gain insight into discourse that is both theological and rhetorical. To that end this paper will first give a brief historical background of the German Christians, followed by a study of the theological foundations of the German Christian movement. Finally, it will look carefully at the confessional response to see what conclusions can be drawn.

The Barmen Synod responded that given its current loyalties "the Church ceases to be the Church and the German Evangelical Church, as a federation of Confessional Churches, becomes intrinsically impossible...We may not keep silent"(italics added).2 Barmen was crafted as an exegetical response to a crisis of catastrophic isogesis: the church had become "intrinsically impossible" because it no longer sought to build a communal foundation upon revelation. Rather, the German Christian "church" tailored revelation to the foundation they had devised.

Barmen's response was, ultimately, an exercise in what Thomas B. Farrell calls "the rhetoric of critical interruption," in which a cultural and national reappraisal could take place on both civic and ecclesiological terms.3 Specifically, the interruption called attention to the nominally "Christian" foundations upon which the Nazi state was built.

In consideration for Barth, however, who did not hold the principle of "rhetoric as revelation" in high regard, and who helped to craft Barmen not as a definition of "us" or even "them," but instead as a definition of who God is, this paper will finally consider Barmen not only as an example of the rhetoric of critical interruption, but as a homiletic of critical interruption as well.

ENDNOTES

1. Ulrich Mauser, "The Theological Declaration of Barmen Revisited." Theology Matters 6 (2002), 4.

2. The Theological Declaration of Barmen, 8.07, 8.08

3. Thomas B. Farrell, Norms of Rhetorical Culture. New Haven, London: Yale University Press, 1993. p.258

Three questions I would like to have been asked:

7. What can an evaluation of a rhetoric/homiletic of critical interruption teach us about discourse and controversy among faithful person and groups?

8. In what ways is rhetorical culture made manifest in church bodies and parishes? How are we as ministers, musicians, and theologians called to shape, guide, and participate in that discourse?

9. The immediate "result" of Barmen was not stellar: the government came down even harder on the churches, and the global conflict inflicted by German was in no way averted. Even decades later, how do we evaluate the success of something that didn't work at the time but informs our theological understanding in the present?

Iain Quinn The Founding and Development of the Trinity Chorister Program The Trinity Chorister Program (Trinity Episcopal Church, Hartford, Connecticut) was founded in September 2000 to provide children from the Greater Hartford region with an opportunity to sing the finest sacred music written for treble voices in weekly services. Currently there are 23 children enrolled in the program which meets every Monday and Thursday for rehearsals and each Sunday for the 10:30 am service. The children are attracted to the program from a wide variety of backgrounds, and since the beginning of the program a significant�outreach of the parish has been served with many families joining the church as a result.  The choristers sing repertoire ranging from Gregorian chant to contemporary works. They represent the parish at regional and national courses of the Royal School of Church Music and this summer will represent both the diocese and the state as they sing the liturgies at the National Cathedral, Washington D.C., for "Connecticut Day."

13. What are the plans for the program in the future?

14. What has been the greatest challenge since the program was founded?

15. What has been the greatest success since the program was founded?

Jason Roberts Secular Music in a Sacred Setting: Luther and Early Reformation Contrafacta Most of Luther's chorales were contrafacta: that is, they placed a new text over an existing melody. I examined the sources for Luther's tunes and found that he borrowed almost exclusively from sacred sources. A repertory of popular religious folk songs served as his greatest resource. I also posed the question of what can be learned from Luther's attitudes about sacred and secular music.

Three Questions:

11. Why is there no equivalent today to the popular, sacred repertory of Luther's time?

12. How was such "popular" music received in church at the time?

13. What connotations do today's popular styles carry with them in contrast to the styles of Luther's time?

Melanie Ross Liturgical Theology through an Evangelical Lens [abstract not available]

Daniel Sullivan J.S. Bach's Goldberg Variations Through a very incomplete and cursory examination of Bach's Goldberg Variations this presentation sought to introduce the audience to some of the most elementary and basic organizing principles of western art music as well as to situate the Goldberg Variations within this privileged form of art as one of its most spectacular and monumental achievements.

Three questions you WISH you had been asked following your presentation

10. What is the point of making music; or why did and do people compose it?

11. Why do you make music?

12. What is the role or purpose of music as you see it?

Sidney Symington Thespian Theology This talk explores and celebrates the connections between the performance of narratives and their spiritual power.�Mr. Symington advocates development and prioritization of theatrical activity in faith communities as a sublimely affective tool for theological exploration and community enrichment. He notes the loss of intrapersonal integration brought about by scientific achievement; whereas the several areas of human consciousness once came together in the venues of our faith traditions, modern lives are increasingly splintered.�Mr. Symington admonishes faith communities to nurture art programs, especially drama, as a vital element of spiritual formation.

4. How does doing drama in the faith community prepare people for their lives outside in society?

5. What if people are shy, have stage fright, or just don't like performing in front of a group?

6. Could you say more about embodied theology, especially from a Christian persepctive? What is it about Christianity that demands doing beyond word and worship?

Paul Weber Messiaen the Theologian This presentation dealt with the use of religious symbolism in the music of Olivier Messiaen. Messiaen described his own musical language in theological terms, and this project attempted to examine the use of this musical language to communicate a theological message in the Messe de la Pentecôte of 1950. The presentation gave a summary of Messiaen's chief compositional tools before focusing on the third movement of the Messe, entitled "Consecration."

Questions:

1. Can music have meaning in and of itself?

2. What is significant about the delivery of a theological message through the medium of music?

3. How does extra-musical meaning enhance inherent musical meaning?

Evan Wels Bernstein and His Chichester Psalms: The Fine Line from Times Square to Lincoln Center [abstract not available]
