








dynamism in Bach's music, so to speak, the 
grace that always finds measures of recon
ciliation that preserve variety; and so this is 
how it offers an aesthetic analogy to the 
work of the Spirit in creation, his power to 
unfold the theme God imparts in creation 
into ever more profuse and elaborate devel
opments, and to overcome every discordant 
series."16 The point of this writing is not pri
marily to offer a theoretical account of Bach 
(though I would contend that it offers a lan
guage that could assist musical theorists in 
profound ways). Rather, the point is to help 
illuminate a theological conceptualization 
of eschatological redemption. It creates the 
context for creating a music-listening as
signment in a systematic or constructive the
ology class.17 

4. CONGREGATIONAL STUDIES/PRAC
TICAL THEOLOGY. Music also helps us pic
ture the nature of Christian ministry. Con
gregational life is, we might say, like one big 
improvisational dance. Like jazz, Christian 
living (and ministry) depends on having a 
good score/script, on effective collaboration, 
on responsiveness, and on artful musicality. 
Jeremy Begbie argues that "improvisation 
can be a means of developing ways of inter
acting with each other that are intrinsic to 
any Christian account of coming to terms 
with the 'time' of others: attending to the 
other, listening in silence, responding flexi
bly."18 His (and related) accounts offer com
pelling ways of picturing the church as a col
lective group of responsive, creative, 
collaborative persons-in-relationship. Musi
cal collaboration is one interesting analogy 
for fai thful ministry. 

Music also participates in many ministries 
of the church. Each of the examples in the 
first part of this paper suggest ways that mu
sical practices could be explored as one ele
ment in courses in education, pastoral care, 
social justice, and mission. 

5. WORSHIP AND MUSIC MINISTRY. 
And of course, seminaries train pastors for 
their roles as leaders of worship, and often 
train musicians for the same. At first glance, 
it would seem that all this energy spent out
side of the worship curriculum would 
severely impinge on our time there. But as 
with congregational life, when music is ex
plored in multiple settings, our encounters 
with it in its natural habitat are much richer 
and deeper. When students have listened to 
music in a theology class, or sung hyll}ns in 
a history class, our work in teaching worship 
or leading a seminary choir is much easier. 

So, in sum, as with congregational life, 
music has much to contribute throughout the 
theological curriculum. Again, this vision 
asks different questions of music than we are 
accustomed to asking. We are used to think
ing of music in theological education as be
ing about what music is sung in seminary 
chapels, taught in seminary liturgy or church 
music classes, and practiced by students in 
field placements. By itself, that is very good. 
But it often suffers from a kind of "silo ef
fect," cut off from other areas of vibrant the
ological discourse. We need to move from si
los to honeycombs, connecting our musical 
experiences and insights across the curricu
lum and co-curricula. We need musical ex
periences that have centrifugal and cen
tripetal force, from the worship curriculum 
and chapel into other areas of inquiry and 
then back again. 
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As with congregations, one benefit of mak
ing these connections is the resulting influ
ence on the ethos of our schools. Every di
vinity school or seminary has a kind of 
overarching ethos or feel-the kind that Dan 
Aleshire and a team of scholars explored in 
their 1997 study, Being There: Culture and 
Formation in Two Theological Schools. 19 

They argue that formation for ministry is 
achieved most powerfully by the institu
tional culture or ethos of a school-a kind of 
gestalt sum total of all the events, attitudes, 
symbols, ceremonies, debates, and feasts 
that a community sponsors. When music 
permeates the culture of a seminary or di
vinity school, its overall ethos could well be
come more aesthetic, doxological, and imag
inative. Indeed, musical modes of thinking 
and communicating are not only effective 
but also efficient ways of recovering the ba
sic aesthetic, improvisational character of 
theology, ministry, and Christian living. As 
Langdon Gilkey once argued, "Art and mu
sic, though often used in crassly utilitarian 
ways, are one of the few modes of discourse 
available to us that still promise to teach us 
about something of intrinsic worth, a focal 
practice. "20 Music offers divinity schools a 
language to move beyond analytical modes 
of discourse to doxological modes of dis
course. It gives us a language to use to learn 
to love God more truly. 

Now as with congregational life, I can 
imagine a skeptical response to all this. For 
one, it sounds like a lot of work-all this on 
top of lives that are already overtaxed and 
underpaid. This is a point well taken. As 
with congregations, this vision changes how 
we musicians spend our time in seminaries. 
It calls us to collaborate with colleagues 
across the theological disciplines. It chal
lenges us to learn the language of the theo-
1 ogical academy. Yet we don't need to 
achieve each of the connections I've de
scribed. A good beginning on one significant 
collaboration between music and another 
part of the theological curriculum may be 
sufficient to communicate that music is not 
merely an isolated interest in the pursuit of 
theological education. 

For another, all of this sounds like a dis
traction from our main love. Many ofus mu
sicians got into our business because we love 
Bach and Langlais. Those of us who are or
ganists play recitals, organize concert series, 
and play impressive postludes. Who has 
time for effective ministry and for reading all 
those theology books when what we want to 
do is make excellent music? 

But this is a vexing trap to fall into. The as
sertion that excellent music and effective 
ministry are mutually opposed is what we 
need to be against. What we need to be for is 
doing excellent theological education and 
excellent ministry by means of excellent mu
sic. Our aim is to harness all of the splendid 
resources we have access to and hook them 
up to the larger vision of the love of God and 
faithful service in all oflife. Further, much of 
this provides new energy and focus for pre
cisely what we most love. Assigning con
structive theology students to listen to a Bach 
organ CD in conjunction with reading the 
writings of David Bentley Hart or David Ford 
creates an audience for our work that we've 
never had. Having MDiv students in courses 
on global Christianity coming to us for 
recordings and descriptions of musical prac
tices worldwide changes their perceptions of 
who we are as musicians. 

Binocular vision and faithful service 
In sum, I am suggesting that a fruitful place 

to begin rethinking music in the life of both 
seminaries and congregations is to start with 
every other discipline, department, or min
istry and to ask what unique contributions 
music can make to those endeavors. The 
agenda here is an agenda of making connec
tions and fostering collaboration. What we 
need is a kind of binocular vision that sees 
through the eyes of music new possibilities 
for the life of faith and that sees through eyes 
of faith new possibilities for music. That will 
give us th.e depth perception we need for a 
constructive approach to musical advocacy. 

So how do we develop this kind of binocu
lar vision? Consider this all-too-brief wish list: 

• We need new partnerships between mu
sicians and non-musicians-in nearly 
every area of divinity school or congre
gational life. A place to begin with this 
vision is by having each musician find 
one colleague in another area of ministry 
or instruction to partner with. 

• We need new discussion topics among 
musicians. So often our discussions tend 
to focus on our music as an end it itself. 
We attend convention sessions on reper
toire, rehearsal techniques, performance 
practice, or on the managerial skills we 
need to keep our organizations running. 
But for ministry-oriented musicians, this 
is not enough. We congregational musi
cians need conference sessions on "do
ing pastoral care at weddings through 
music." We seminary educators need 
conference sessions on "building empa
thy and cross-cultural understanding for 
those who lived long ago and far away 
through music." 

• We need active participation in the or
ganizations that support theological ed
ucation. I see some seminary musicians 
at American Guild of Organists or Amer
ican Choral Directors Association events, 
but almost none at American Academy 
of Religion or the North American 
Academy of Liturgy. We musicians need 
to read not only THE AMERICAN ORGANIST 
but also Congregations and Theological 
Education. 

• We need continued advocacy for the sig
nificance of music but with a "rhetoric of 
possibility" rather than a "rhetoric of en
titlement." The lack of arts funding in 
schools has taught us all to be advocates 
in our local communities. But the best 
advocacy never protests that we are en
titled to funding. Rather, we learn how to 
identify and communicate the value of 
the arts for the community. We need 
more of that winsome rhetoric. 

• We need new or revised degree programs 
that work to build up leaders who speak 
two languages, the language of music 
and theology. Or we need to advise our 
most promising students to pursue grad
uate study in programs in both areas. 

• We n eed courses in which future pastors 
and musicians can learn together. One of 
the best things that has happened to my 
Introduction to Worship class is that it is 
required of both MDiv and MA students 
(usually pursuing degrees in education, 
worship , or missions). It often takes a 
while for future pastors and church mu
sicians to learn how to talk together. But 
having them study together is a good first 
step in that process. 
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• We need to imagine realistic ways that 
our institutions might grow in apprecia
tion for the gifts and insights that music 
offers. We would all love to have every 
seminary in the country receive a $5 mil
lion endowment to hire two or three new 
faculty members, develop joint degree 
programs, and put music on the map. 
But in case that doesn 't happen, the good 
news is that a great deal can be accom
plished through more realistic strategies. 
While it may take several thousand dol
lars a year to hire a full-time faculty 
member in this area, a supporting in
structor for a church history class may be 
possible for a few hundred dollars. 
While a new required course in 
hymnody is only possible in most con
texts with direct divine intervention , a 
new unit in music and theology shared 
between existing theology and worship 
courses might be possible with some 
good brainstorming over a cappuccino in 
the faculty lounge. Beginning with these 
more realistic scenarios also would give 
all of us practice at honing a vision for 
music in theological education , so that if 
a major donor were to come along with a 
passion for music, we would be in posi
tion to spend the income from a large en
dowment well. 

The "prophetic voice" that we have com
mitted to cultivate together during this con
ference involves testing our current practices 
to see if there is integrity between our wor
ship and life, our music making and min
istry, and imagining new possibilities for ef
fective service. All of my reflections are 
intended to be starting points for continuing 
conversations. So let me end not with final 
assertions, but rather with a set of questions 
to guide us: 

Could it be that some of the significant 
problems in the field of church music are the 
result not only of American individualism 
and consumerism but also because we musi
cians have been too isolated, disconnected 
from some of the most pressing practical and 
theoretical issues of our time? Could it be 
that we often make music into an end in it
self, rather than see it as a vehicle of service? 
How can a prophetic voice be not only some
thing we aspire to speak to the larger church 
world but also something we take to heart 
ourselves? 

Could it be that this integrative approach 
would be a more constructive way to ap
proach advocacy for music in theological ed
ucation? Seminary deans and presidents are 
currently being approached by people who 
think they should add faculty positions and 
programs not only in the areas of church 
music but also in the areas of theology and 
science, visual culture , cross-cultural com
munication, world religions, and even jour
nalism-all in an environment in which stu
dents increasingly come to seminary with 
less scripture and theological literacy than 
before. Could the kinds of questions raised 
here (e.g., how can our musical gifts enrich 
our common work across the disciplines?) be 
more fruitful to pose to seminary deans and 
presidents than the questions we instinc
tively what to ask (e.g., how can we expand 
faculty and programs for church music?). 

Finally, could it be that this integrative vi
sion for music would help us better live into 
a New Testament vision for service and dis
cipleship? Consider the little treatise on min-

D ECEMBER 2006 

istry that Paul builds in 2 Corinthians 9. It is 
a chapter about the offertory. about the mon
etary gifts that the Corinthians had promised 
to the church at Jerusalem. Though the con
text is about money, Paul's comments apply 
well to all kinds of stewardship, including 
the stewardship of the gifts of music in the 
Christian community: 

You will be enriched in every way for 
your great generosity, which will pro
duce thanksgiving to God through us; for 
the rendering of this ministry not only 
supplies the needs of the saints but also 
overflows with many thanksgivings to 
God. Through the testing of this ministry 
you glorify God by your obedience to the 
confession of the gospel of Christ and by 
the generosity of your sharing with them 
and with all others (2 Cor. 9:11- 13) 

This is a vision that is eucharistic, doxologi
cal. diaconal , and discerning. It breathes 
with a kind of abundance and overflowing 
joy. It is about meeting needs, overflowing 
with gratitude, and extending the cantus fir
m us of our love for God and God's music into 
every corner of lives. It is a vision that re
minds us that "those who lose their lives will 
find it" (Matt. 10:39, 16:25). May God's Spirit 
give us grace to reflect that spirit in all our 
discussions. 
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