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MUSIC IN LUTHERAN WORSHIP:

Implications for the organist

Music is not just an art or science, but a gift from God as part of His Creation.  Along with music itself, God also has given us musical abilities and has provided for their development.

Luther viewed this gift of music as next in importance to theology because of its unique abilities to praise God and proclaim His Word.  Especially for worship, Luther encouraged teaching and use of music of the highest levels of artistic excellence.  Luther wrote:

When [musical] learning is added to all this and artistic music which corrects, develops, and refines the natural music, then at last it is possible to taste with wonder (yet not to comprehend) God’s absolute and perfect wisdom in his wondrous work of music. (Schalk, Luther on Music, p. 35, quoted from Luther’s Works, Vol. 53, p.324)

We play in thanks to God for His grace through Jesus our Savior.  We play for His glory, in service to Him.  We play to proclaim His name and work.  Music of the Lutheran service has an objective, theological function: proclamation of God’s Word.  Again consider Luther’s words,


The gift of language combined with the gift of song was only given to man to let him know that he should praise God with both words and music, namely by proclaiming the Word of God through music…. (Luther’s Works, Vol. 53, p. 323)

Music, with or without a text, is never neutral.  It communicates a message and has an effect.  Music for Lutheran worship must be harnessed within the Gospel the music proclaims, even as the music also carries that Gospel.  Music appropriate for Lutheran worship is distinctive in that it is tied to Lutheran doctrine.   This relationship between music and theology is of utmost importance.  Not all music for worship is music for Lutheran worship.

The Lutheran musician is not only concerned with doctrinal and musical quality but also with fit and purpose within the service.  The Lutheran musician uses music that assists in building up the faith and life of the worshiper by carrying the message of God’s Word.  The Lutheran liturgy (in both broad and narrow senses) serves music and the Gospel well, and provides the Lutheran musician with a natural focus.  Lutheran service music, including the music used as we enter (“pre-service”) and conclude (“post-service”) worship, functions objectively as a part of liturgy.  This is unlike the purpose and use of music in the worship of other theologies.  Especially important to consider is the difference from Armenianism, characterized as dominant within Protestantism in the USA, with its psychological and emotional emphases in its theology of music for worship. (See Worship Wars at the Dawn of a New Millennium by Rev. Richard A Krause in Wisconsin Lutheran Quarterly, vol. 96, number 3, summer 1999.)

We also play at the request of and in service to a congregation.  Service playing in a Lutheran congregation is a part of the congregation’s worship.  We do not play to serve ourselves or simply for the furtherance of the art of music.  As the congregation worships, music and words are prominently brought together in the hymns, psalms, and liturgical songs.  The organist leads this singing by the congregation, while also supporting and accompanying it.  The organist’s preparation therefore places primary emphasis on the hymns and other music of the liturgy.  Careful selection and preparation of other music as is customary (offering voluntary, pre-service, post-service) proceeds from these hymns, psalms, and liturgical songs.
SERVICE PLAYING – HYMNS, LITURGY, PSALMS

Hymn playing

Is there a single, right way to play all hymns? Any hymn?  Obviously, the answer is no.  Are there choices that are better than others for given hymns?  The answer, of course, is yes.


The organist’s playing should reflect the text being presented, but should do so while also playing the musical setting and leading the assembly.  The result may be different from the way a soloist or choir might sing the hymn, or from the way someone might read the poetry.


The acoustical environment, number of singers, character of the particular service, time of day, and many other factors affect the choices the organist makes.

· Purchase and use your own hymnal (even better are the CW “hymn cards in a box”).  Even experienced players use markings to help them do what they intend.  With markings in your own hymnal, you do not need to start over each time you prepare a hymn for a service.


-- Two little asides, while we’re talking about purchases.  First, organ playing shoes are a must.  I highly recommend Organmaster shoes.  Buy them at www.organmastershoes.com.  They cost less than a good pair of tennis shoes and last much longer.  Also consider purchasing your own liturgy accompaniment books.  Same issues as having your own hymnal.

· Study the words.  Note the general character of the hymn, and of each stanza.  Determine doxology stanzas, narrative stanzas, stanzas with texts of special note for the particular service….

· Study the music.  Note the character of the tune and the style of the setting.  Is the hymn setting in chorale style, verse/refrain, solo/accompaniment, chant....

· Examine the phrases.  Are they short or long?  What is happening in the text at the ends of musical phrases?  What is happening musically at the phrase breaks?  Are all voice parts doing the same thing?  Do some voice parts continue on while the melody stops?

· Mark the score as necessary (fingering, pedaling, phrasing, combination pistons, other items).

· Determine your overall plan for each hymn: intonation, tempo, registrations, alternate accompaniments.  How much embellishment, if any, is desired or appropriate?  A great variety in styles of hymns and congregational songs is included in Christian Worship: A Lutheran Hymnal and in the new Supplement.
· Technique issues (see “Organ Playing Techniques” page in this handout)

 “To tie or not to tie; that is the question.”  Most writers and teachers agree that even while maintaining a generally legato sound from note to note, all repeated notes in the melody part should be articulated.  They should not be tied together.  Approaches to repeated notes in other voices (alto, tenor, bass) vary, but clarity and leading quality are vital issues.  When choosing not to repeat notes in other voices, observe the beat structure.

Tempo, Rhythm, Phrasing (Breathing) – 

These issues are very inter-related.  Clarity, steadiness, and consistency are crucial to leading congregational singing.  (A good reference is Chapter 1 in Let the People Sing! by David Cherwein, published by Concordia, 99-1666)  

· Tempo: What does the meter/time signature tell us?  What does the music tell us when no meter/time signature is given?  Where is the “big beat”?  What is the shortest/longest note value being sung?  Consider acoustical environment, number of singers, character of the hymn, function in the liturgy….

· Rhythm: Nothing better than when the rhythm is correct, not much worse for the singers than when it is not.  Adding beats to notes at the ends of phrases alters the melodic intent of the tune.  Avoid doing so.  What about the little mark in CW?  To be consistent, play what’s written on the page – for every stanza.

· Phrasing (Breathing)

a. Physically breath when you play; especially at rests, phrase endings, and stanza endings

b. Between the introduction and the first stanza

c. Between stanzas

d. Between phrases

e. The ending

· Playing without using the pedals (these could also be alternate accompaniments)

· The melody alone in octaves, both hands on the manuals (can also be done with pedals)

· Soprano and bass (not soprano and alto, please)

a. both parts on one manual

b. melody solo on one manual with supporting bass part on a second manual

· Soprano alto/tenor, bass

· All four parts on the manuals, no pedal

· Registration (see separate handout)

· Although every organ, every acoustical space, and every rank of pipes (or digital stop) with the same name is unique, some basic principles will always apply.

· Hymns and liturgy are played with plenum/principal chorus registrations.

· Use reed stops with care.

· Do not use tremulant/vibrato (not even for the introduction).

· Be careful with 16’ sounds on manuals (the Great to Great 16’ coupler does not exist!)

· Amen?

Local tradition often determines their use.  If optional, consider the meaning of Amen.  Christian Worship: Manual, pages 307-309, has a good discussion of Amens.

· When played, begin in the same rhythmic way that a new stanza is begun.

· Play in the spirit and tempo of the hymn, keeping in mind the pulse pattern.

· Common signal – hold the soprano note from the final chord of the hymn to the Amen.

· Duration of the Amen chords?  Remember the big beat concept.

Introducing the hymn
· Think about the hymn introduction

· What does the hymn intonation contribute to the singing of a hymn?

· What is necessary to accomplish this?

· What is the best length for the hymn introduction?

· Methods

· Using the hymnal

a. Play with an alternate registration

b. Play on a different manual (or manual and pedal)

c. Alternate phrases with melody alone and all parts together

d. Play the melody alone, or in octaves

e. Two-part texture: soprano and bass (move the bass up one octave for closer texture)

f. Accumulate voices: soprano, then add bass (sometimes up one octave), then add alto and tenor

g. Play solo/accompaniment style to highlight the melody

h. Elaborate the melody

i. Combine several methods

· Alternate settings

a. Other settings in CW

b. Settings in other hymnals (ELH, LSB, TLH, LW, LBW, …)

c. Publications designed as introductions (intonations) or alternate accompaniments

· Improvise?

· Some bad choices (
· Using a registration for the introduction that is louder than the registration used to accompany the first stanza (unless your goal is uncertain singing!)

· Opening the swell shutters while holding the last chord of the introduction

· Playing the hymn setting at a faster tempo for your introduction and then slowing it down for the first stanza

Alternate hymn accompaniments

· First question: Why?  Second question: When?

· The goal is to lead and encourage the singing by the people.  

· The goal is not to show how creative or proficient the organist may be.

· Alternate accompaniments can add variety and interest, and can encourage vigorous congregational singing.  Alternate accompaniments can also be very confusing, distracting, or frustrating to the worshipper.  The alternate accompaniment often works well when the hymn tune is known well by the congregation.  The alternate accompaniment may be used for the entire hymn, or for a selected stanza or two, but many different accompaniments during the same hymn can be very confusing to the singers.  Consider also using the alternate accompaniment as your hymn introduction, or within pre-service music.

· Using CW

· Solo style, using the hymnal setting

· Melody in octaves for a portion of the stanza

· Other settings from CW


For some congregation members (and some organists?) some settings in CW still seem like an alternate accompaniment – even after 15 years!



Thoughts on the “surprise” factor – good or bad?

· Using other sources

· Compare the alternate setting with the setting in CW

· Is the key the same?

· Is the melody the same?

· Is the rhythm of the melody the same?

· 3-part settings for manuals only

· Settings from other hymnals

· Published collections

· Choral concertato stanzas

· For a perfect alternate accompaniment (from the organist’s viewpoint), don’t play at all.  Let the people sing without any accompaniment (a cappella).  Prepare the people for this by noting it in the service folder, or play the first few chords of the stanza progressively softer.  Be sure to be assertive with the start of the next stanza.

Liturgy

Liturgical songs are major songs of the service and should be treated that way by the organist (and the congregation).  These songs are part of a solemn rite and have a specific purpose within that.  They are not simply to be endured or finished quickly so that we can get to the “good stuff.”  They are good stuff.  While dignity and reverence should be evident, fitting to public worship of God, these songs must live as they were intended within the liturgy.

· Tempo

1. Eighth notes (or shorter values) are not fast notes, just different durations.  They are simply relational to other note values.  Consider note relationships and groupings as indications of the flow of the music, especially in free rhythm chants.  Beaming is used in CW in connection to meter, but is not always an indication of phrasing.

2. Choose a tempo in keeping with character of the response/song.  Generally, don’t be in a hurry, but also move the singing forward.   Examples (page numbers refer to pew editions, not accompaniment editions):

a. The confidence of AMEN

b. The penitence of Lord Have Mercy (CWp. 15; NSSp. 6), and



O Christ, Lamb of God (CWp. 23 and 35; NSSp. 18)

c. The grandeur and majesty of Glory Be to God (CWp. 16) and Glory to God (NSSp. 8), Holy, Holy, Holy (CWp. 22 and 34; NSSp. 17), and O Lord, Our Lord (CWp. 28)

d. The prayer and quiet confidence of Create in Me (CWp. 20; NSSp. 14)

e. The prayerful thanks of the Song of Simeon (CWp. 24 and 61; NSSp.19), and Thank the Lord (p. 36)

f. The joy of Alleluia! and Gospel Acclamations (CWp. 18 and 30; NSSp.12)

3. In free rhythm chants, listen but also lead.  Find and follow the pulse in the text, while keeping the chant rhythmically equal.  Cadence points are crucial.  This is true also for Psalms (more on them later).

· Use plenum registrations in varying degrees, if possible, according to the type of response/song.

· Transitions after liturgical songs: Is organ music always needed (modulations, bridges)?

Psalms


Introductions


Playing the refrain, the reciting tone


Tempo


The importance of cadences 


Options

ORGAN PLAYING TECHNIQUE

· Hand position, finger movements, finger independence



Finger independence is critical to good technique.  Good technique begins with good hand position.  The motion is controlled in the fingers, not the arm or wrist.  A curve (finger sections beginning at the tip that are perpendicular/diagonal/parallel to the key) is essential.

· Legato and non-legato touches


We are accustomed to thinking about legato.  Organ techniques from the mid 19th to the mid 20th centuries emphasized an approach that provided uninterrupted sound.  Research in the last decades of the 20th century has shown that this was not always the case in organ playing.  Many degrees of separation (articulation) between tones are possible and desirable.  Consider the musical setting, acoustical environment, character of the hymn, and other factors to determine whether to break between pitches or not.


The ability to sustain tone can be a strength as well as a weakness. Although capable of unending sound, [the organ] must be made to clearly define the phrases of the congregation’s song, sensitive to the breathing capacities of the hymn singer. (Christian Worship Manual, pp. 312-313)

· Repeating tones


Repeat tones by appropriately shortening the value of the first of the two tones.  A relational value (1/2, 1/3, 1/4) depending on meter, tempo, and duration is desirable.  The repeated pitch (second note) should begin strictly at the notated time.

· Pedal playing

Shoes are essential!!!  They last a long time.  (www.organmastershoes.com)



Knees together



Play on insides of feet



Play with your big toe and with your heel

· Preparing the score (marking up the music)



Remember scales and arpeggios?  The fingerings are useful guides.



Is left hand taking any treble clef notes (or right hand taking bass clef notes)?



Taking time to prepare the score saves time to learn the score.

· Ensemble style



Most hymn and liturgy playing is done with both hands on the same manual.  When pedals are used to play the bass voice notes, they are not also played with the left hand.  Use the “one or the other” principle – either the fingers or the feet, not both (make it easy!).

· Solo/accompaniment style



Melody in top voice part, accompaniment in other voices



Melody in other voices (e.g. tenor)

ORGAN REGISTRATION BASICS

Knowing your way around the numbers


II, III, IV, V
combinations of several high pitched ranks

Mixture, Scharf, Zimbel


1
three octaves above standard pitch


1 1/3
two octaves plus a fifth above standard pitch
Nineteenth, Larigot, Quint, Klein Nasat


1 3/5 + 2 2/3
uses both pitches




Sesquialtera


1 3/5
two octaves plus a third above standard pitch

Seventeenth, Terz


2
two octaves above standard pitch


Fifteenth, Super Octave


2 2/3
one octave plus a fifth above standard pitch

Twelfth, Nazard, Quint


4
one octave above standard pitch



Octave


8
standard pitch (same as piano)


16
one octave below standard pitch


32
two octaves below standard pitch

Four families of organ sound


Principal
full, rich, strong, singing quality



Mixture stops are included in this group (but never used alone)



Principal, Octave, Super Octave, Quint, Twelfth, Fifteenth, Diapason, Open Diapason, Prestant, Choralbass, Mixture, Scharf, Zimbel, Montre, Plein Jeu, Fourniture


Flute
less strength than principals, much variety in this family, some are quite hollow or open sounding while others are much richer in timbre; sometimes this family is divided into open, closed, or partially closed flutes



Gedeckt (Gedackt), Stopped Flute, Quintade (may be quite “stringy”), Pommer, Bourdon, Subbass, --flute, --floete, --pfiefe, Melodia, Concert Flute, Nachthorn, Piccolo, Harmonic Flute, Gemshorn (a hybrid, may be made to be more of a flute or more of a string/principal)


String
thinner than principals, richer in overtones than flutes, quiet to moderate loudness



Salicional, Celeste (note special use), Unda Maris, Dulciana, Gamba, Viola, Violine, Cello, Aeoline, Schwebung


Reed
buzzies of varying loudness and tone qualities, some have names of brass or reed instruments



Oboe, Trumpet, Bombarde, Trombone, Posaunne, Regal, Fagott, Krummhorn, Cromorne, Clarinet, Schalmei

Special devices

· Couplers – 8’ moves the rank at the same pitch to a different manual or pedal; 4’ moves pitches one octave higher; 16’ moves pitches one octave lower (use this with great care)

· Crescendo pedal adds stops in a predetermined order (generally soft to loud)

· Expression pedal works the shutters in pipe organs or the loudness control in non-pipe organs

· Memory system/Combination action – thumb pistons and toe studs to remember preset registrations

· Tremulant/vibrato – use with solo registration on a given manual, not with ensemble registrations

· MIDI provisions

· Auto bass

· Solo melody

· Alterables

· Transposers, tuners, metronomes…

· Zimbelstern

Combining stops


Plenum
Used for music played in ensemble style (both hands on the same manual) such as hymns, liturgy, most polyphonic pieces in which all voice parts are equal (fugues, fughettas, preludes) and the “big chord pieces”



Start with selecting a stop at the 8’ level.  One stop per pitch level is usually enough.  A plenum must have a minimum of two pitch levels (8 and 4), at least the highest of which should be of the principal family.  The more principals you use, the stronger the sound will be and the better principal chorus you will have.  Flutes may need to be substituted for lower pitches when principals are not available at a particular level.  Avoid a flute at the highest level, because that weakens the overall character of the sound.  Do not skip octave pitches between the highest and lowest levels.  A 16’ rank is often added in the pedal (and the manual on larger organs).  Reed ranks may be added to a plenum or may substitute for lower pitched principal ranks when desired.




Examples – good





8’ flute/gemshorn/string, 4’ principal/octave





8’ principal, 4’ principal/octave





8’ principal, 4’ principal/octave, 2’ principal/octave





8’ principal, 4’ principal/octave, 2 2/3’ quint, 2’ principal/octave





8’ principal, 4’ principal/octave, 2’ principal/octave, III/IV Mixture





8’ principal, 4’ principal/octave, 2 2/3’ quint, 2’ principal/octave, III/IV Mixture



Examples – not good (unless you have no other choice)




8’ principal, 4’ flute




8’ principal or flute, 4’ principal/octave, 2’ flute




8’ principal, 2’ flute (definitely not good)


Background/Accompaniment



used as a quieter ensemble registration or as an accompaniment to a solo



8’ flutes/strings are the starting point



add additional ranks for color or stronger sounds




additional ranks at the same pitch level change color more than they add loudness



add a 4’ flute to the 8’ for louder sound


Manual Solo



8’ reed



8’ principal 




(sometimes a 4’ principal might be played an octave lower than the notes are written)



8’ flute alone or possibly a 4’ flute alone (on rare occasions a 2’ flute alone)



flute combinations (skip-pitch): 8’ flute plus one or more flute stop/s higher than 4’ pitch:




8 + 2




8 + 2 2/3




8 + 2 2/3 + 1 3/5 (remember what the Sesquialtera includes)




8 + 2 2/3 + 2 + 1 3/5 (remember what the Sesquialtera includes)




8 + 1 1/3




8 + 4 + 2 2/3 + 2 + 1 3/5 (cornet) – a special one




8 + 4 + 1 1/3 – another classic/special


Pedal solo




when the solo melody is the tenor, alto, or soprano voice part




4’ reed or 4’ principal (Choralbass/Octave) – remember that the sound is one octave higher than the notated pitch



when the solo melody is the bass voice part




moderate loudness – 8’ reed or 8’ principal




loud – a strong plenum including a 16’ or 8’ reed (or both)


Duo/trio
two or three balanced registrations of differing colors



One or more may be a solo registration (especially if a hymn melody is included)


PRACTICE SUGGESTIONS

· Playing an instrument is a psychomotor activity.  Train like others who aim to excel in a psychomotor activity.  Distributed practice works better than the cramming technique.  (Translation: a portion at a time is better than a bunch at once.)

· Play the piece all the way through as best as you can to get a feel for it.  (You know you will do this anyway.)

· Write in the pedaling.

· Write in fingering (especially crossovers, substitutions, thumb under).

· One approach is to talk/think through all of the physical steps until they become automatic.

· Several steps:

· Practice each hand alone and then both hands together.

· Practice the pedal part alone.

· Practice right hand or left hand part (only one) with the feet.  Then practice the other hand with the feet.

· Put it all together – slowly.

· Play very slowly, using whatever tempo is necessary to be able to play without the need to stop and fix things up.  This takes much self-discipline to do, but saves time overall.

· Try using different keyboards.

· Try hands on separate keyboards.

· Use different registrations (even weird ones!).  Your memory will rely on physical movements rather than sound.

· Try different ways to focus/concentrate on what you are doing.

· Set a goal for each time you play something.

· If the rhythm pattern is very steady, try a dotted rhythm (or the other way around).

· Record yourself. And then force yourself to listen to it! (MIDI data filers are great for this.)

· Try it “cold”. (no warmup)

· Start at different places, not always at the beginning.

· Keep a practice journal.

· Enjoy the results of each step along the way!

· Buy an organ CD or new music after a major accomplishment!

Selected List of Organ Music Publishers/Retaliers

Northwestern Publishing House (NPH)

1250 North 113th Street

Milwaukee, WI  53226-3284

800-662-6022

www.wels.net/nph
Concordia Publishing House

3558 South Jefferson Avenue

St. Louis, MO  63118-3968

800-325-3040

www.cph.org
MorningStar Music Publishers

1727 Larkin Williams Rd.

Fenton, MO  63026

800-647-2117

www.morningstarmusic.com
GIA Publications, Inc.

7404 S. Mason Avenue

Chicago, IL 60638-9927

800-442-1358

www.giamusic.com
Augsburg-Fortress Publishers

P.O. Box 1209

Minneapolis, MN 55440-1209

800-328-4648

www.augsburgfortress.org
Patti Music Company

4253 W. Beltline Hwy.

Madison, WI  53711-3814

800-777-2884 (800-PPP-ATTI)

www.pattimusic.com
J. W. Pepper

4777 Shady Oak Road, Suite 300

Hopkins, MN 55343

Mailing address: P.O. Box 5711

Hopkins, MN 55343-5711

952-938-0028

Order: 800-345-6296

www.jwpepper.com
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