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and more importantly, how to make it sing









  


    Figures


    

    

    

      1.1 Methodological Decisions


      2.1 Syncopation with Rest


      2.2 Syncopation with Tie


      3.1 The Metrical Matrix


      3.2 Final Cadence in Sonata Form


      4.1 Authentic Cadence in the Key of C


      4.2 Plagal Cadence in the Key of C


      4.3 Deceptive Cadence in the Key of C


      4.4 Half Cadence in the Key of C


      4.5 Anticipation in the Key of F


      4.6 Suspension in the Key of F


      4.7 Eugene Lowry’s Revised Homiletical Plot


    


    


  











  


  [image: ]


   

    

      PREACHERS AND MUSICIANS have not always been the best of friends. The one is adept with words but easily threatened by the near-magical powers of that slightly awkward and touchy music director. The other is adept at calling forth the deepest things of the human heart yet is often frustrated at how hard it is to talk about music with the pastor.


      Noel Snyder knows the problem well. But even more, he is aware that the supposed divide between pulpit and keyboard, sermon and sound is anything but neat and clear-cut. Preaching has its own musicality—it is, after all words sounded out, a kind of speech that often veers toward song. A large swathe of scholarship on the origins of music and language suggests they have a common root—in a primordial, bodily embedded, emotive “musilanguage” that predates both music as we know it and the kind of referential language we use every day. And the main purpose of this musilanguage, it seems, was to ensure social cohesion, to bring and keep people together. Music and language, it seems, were never meant to be set against each other.


      Snyder is an experienced musician and active preacher, adept at living comfortably in both worlds. For Snyder, music offers not only a multifaceted metaphor for numerous dimensions of preaching; it is also a conduit of the Holy Spirit’s work in preaching. With this in mind, and in writing that is theologically astute and refreshingly practical, he offers us a rich and absorbing exploration of the interplay between musicology and homiletics, to a degree no one has attempted before. As a practicing musician-preacher myself, I can vouch for the fact that you will never see these activities in the same way again. More importantly, you will never hear them in the same way, and for that you will be profoundly grateful.
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      I WAS ONE YEAR INTO my first pastoral call, and there was a minor controversy developing among the church’s leadership regarding our approach to worship music. Planning worship and providing musical leadership were among my primary responsibilities as associate pastor. Yet I was working within a format that had been developed decades earlier at this church, long before I had assumed this role. Like many churches in the midst of the “worship wars” of the 1980s and 1990s, this congregation had resolved the conflict between “contemporary” and “traditional” worship music by offering separate services featuring each of these styles. Every Sunday morning, there was a first service that was “traditional,” and a second service that was “contemporary.”


      When I was beginning my time as worship pastor, many of the staff, elders, and musicians in the church had told me that the distinction between these two services was by no means absolute, since we would regularly sing a contemporary praise song or two in the traditional service and a traditional hymn or two in the contemporary service. Yet the general stylistic distinction between these two services remained, and the senior pastor and I did our best to honor the approach to worship that the church leadership had settled on years before.


      Then the senior pastor took a call at another church, and in the absence of our much-beloved leader various conflicts began to emerge. One of these conflicts (predictably) had to do with the music. There were some among the church elders and influencers who thought that we should sharpen our approach to contemporary worship by refraining from singing any traditional hymns in the second service. In the opinion of this group, our second service had become too dreary; only newer, more upbeat music should be included going forward. This seemed too simplistic to me, and I thought moreover that we should wait to develop a more comprehensive approach with our next senior pastor. I remember having a meeting with some of our elders about this issue, at which one of the elders mused aloud about the familiarity of this conflict. “Why is it,” he said, “that churches always seem to fight about the music?”


      To me, the cause of the conflict was relatively straightforward. Our senior pastor had left a month or two earlier, and we were all experiencing varying levels of grief from his departure. For some, that grief was finding expression in the various controversies that were arising around the church about different issues, including the issue of worship music. In my opinion, it was a pretty simple case of scapegoating: grief working itself out as irritation at various shortcomings that were perceived among the remaining pastors, staff, and programs.


      There was one detail about this particular conflict, however, that puzzled me. In the perception of the group complaining about the worship music, there had been a distinct shift toward a more traditional style of music in the second service following the senior pastor’s departure. But to the best of my knowledge, I had not changed anything in my approach to selecting and leading worship music. How was it, then, that some had perceived a shift where others, including myself, had perceived none? I certainly was not conscious of making any changes in my approach to the music, since I thought it was vital to maintain as much stability as possible in the interim term between senior pastors.


      That’s when another hypothesis began to emerge. Might it be, I wondered, that there had in fact been a major change to our worship music after all, except that it was not the music of our congregational song that had changed? Might it be that the music that had changed was the music of the former pastor’s homiletical voice and liturgical presence, which was now replaced by the very different music of our interim pastor’s preaching and presence? Might it be that this was the musical change these individuals were sensing, without identifying it as such?


      Whatever the answer might have been in that particular instance, I am convinced that, in the practice of preaching more generally, musicality is indeed a powerful yet underappreciated aspect of the overall aesthetic, rhetorical, and theological import of sermons. Moreover, as a musician myself, I have long been cognizant of the specifically musical instincts that I bring to the craft of preaching, without being able to account for how exactly these instincts might take shape. This book is one attempt to provide such an account. More specifically, what is undertaken here is a sustained analysis of the musicality of preaching by bringing the art of music into deep theoretical and practical conversation with the art of preaching.


      The overall goal of this study is thus similar to the goal of James K. A. Smith’s Imagining the Kingdom: How Worship Works, in which the field of liturgical studies is brought into conversation with the field of philosophical anthropology in order to gain a more thorough understanding of the specific means by which worship practices might serve as “conduits of the Spirit’s transformative power,” practices by which “the Spirit marshals our embodiment in order to rehabituate us to the kingdom of God.”1 In a similar way, this book brings the fields of musicology and homiletics into conversation, and, through a thorough examination of three shared characteristics between music and preaching (synchrony, repetition, and teleology), identifies deep theoretical and practical resonances, with the metaphor of music ultimately emerging as a powerful means by which to better understand the theological and formative potential of the practice of preaching.


      Or, to give another example, in Glimpses of the New Creation: Worship and the Formative Power of the Arts, W. David O. Taylor examines the formative potential of the arts in worship through the idea of the “singular powers” of each art form. How, Taylor asks, “might the ‘logic’ of visual art, in contrast to, say, the ‘logic’ of music, open up an opportunity to form a people at worship?”2 He elaborates:


      

        A painting, for instance, does not unfold over time like a song does. A linen banner does not expire in the way that a musical note does. A cast-iron sculpture does not bend to the subjectivity of a particular audience as in the case of an anthem, which is sung one way by a professional choir and in a rather different manner by untrained folk.3


      


      These differences, among many others, are what Taylor means in referring to an art’s “singular powers,” and his book examines a full range of art forms through this lens. The ultimate goal is to gain a better understanding of how “our community’s practices of art in worship [might] form us in the triune life.”4


      These concepts of singular powers, formative potential, conduits of the Spirit’s transformative power, and rehabituation to the kingdom of God will be helpful to keep in mind throughout the present study of music and preaching, which seeks to illumine a subset of this broader line of inquiry. The core question of this book is, What are some of the key characteristics (or singular powers) of music that might inform and overlap with the practice of preaching, and how might preachers who draw on these musical instincts contribute in specific ways to the formation of worshipers? Or, to use more technical language, What might a homiletical theory that draws on musicology look like? This book is one attempt at developing such a musical homiletic.


      The overall shape of this project is relatively straightforward. In the first chapter, the current state of the conversation between music and preaching is assessed through a survey and analysis of eight major contributors. Following that, a methodological exemplar and a theological guide for the remainder of the project will be identified and briefly discussed. In the second through fourth chapters, one shared characteristic between music and preaching will be analyzed per chapter, followed by discussion of some of the literal and metaphorical resonances that are found, as well as the resultant implications of those resonances for the theory and practice of preaching. Finally, the theological significance and formative potential of each shared characteristic will be assessed through the identification of a particular virtue that may be associated with each individual characteristic. In the fifth chapter, the musical homiletic that has been developed in the first four chapters will be summarized and assessed, and then demonstrated in practice through an analysis of an original sermon. In this way, I hope by the end of this project to convincingly demonstrate the potential of a musical homiletic to provide a better understanding of some of the ways in which “the Spirit marshals our embodiment in order to rehabituate us to the kingdom of God” in the practice of preaching.


      Even so, there may be some who are not convinced of the ability of the musical metaphor to bring valuable insight to homiletical theory. To some people, this project may appear to be little more than a novelty. Even those who might be open, in theory, to interdisciplinary explorations of this sort—comparing preaching and theater, for instance—may believe that the arts of preaching and music are too disparate to be capable of true and deep theoretical exchange. Beyond urging these skeptics to reserve judgment until they have considered this project in its entirety, my simple response to the question of the musical metaphor’s value is to point to the priority of sound in the Christian faith. If “faith comes from what is heard” (Rom 10:17) and if “we walk by faith, not by sight” (2 Cor 5:7), then it is appropriate for preachers and homileticians to pay close attention to the only art form that relies entirely on sound and hearing.


      Although it is possible for this point to be taken too far,5 there is a connection in Scripture between hearing and faith, whereas there is also a connection between sight and certainty (or, at least, the idolatrous desire for certainty).6 This is not to minimize the irreducibly embodied and contextual nature of preaching or to dismiss the important distinction between speech and music. It is simply to suggest that there are important insights to be gained from an examination of sound—and more specifically, musical sounds—if for no other reason than that preaching and music occupy such a prominent place in the worship life of Christian churches throughout history and around the globe. There is much to learn about the created world, the nature of listening and hearing, and the call to sound forth the gospel through a conversation between the art of music and the art of preaching. All who have ears to hear, let them listen.
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    RECENTLY ON SOCIAL MEDIA, a friend of mine admitted his initial insecurity as a younger preacher in a predominantly African American church because he did not practice the traditional Black church preaching techniques of “whooping” or “tuning up.” He said that he eventually came to accept that preaching with authenticity and clarity would serve him better than trying to mimic those traditional homiletical norms, which he did not feel he could embody authentically. Of course, since musicality is perhaps the most distinctive quality of the techniques my friend referenced, his preaching may seem less “musical” without them. Yet I wonder if there may still be a healthy measure of musicality in my friend’s preaching despite his eschewal of some of the more overtly musical phenomena that characterize the predominant homiletical style of his ecclesial tradition. Perhaps my friend has more musical instincts than he knows, if only he were given more tools to identify them.


    This chapter will explore a variety of musical-homiletical methods, situating the phenomenon of “whooping” among a much wider range of options for integrating musicality into preaching. Preachers should find inspiration in knowing that there is more than one model for integrating musical instincts into the practice of preaching.


    

      PREACHING AND THE ARTS


      The practice of Christian preaching has a long history of dialoguing with other artistic disciplines. The most popular and longstanding conversation partner is most certainly the art of rhetoric, chiefly as developed in the ancient Greco-Roman oratorical tradition.1 Ever since Augustine rigorously defended the use of rhetoric in his classic homiletics textbook, On Christian Doctrine, preachers have been urged to carefully consider not only what to say but also how to say it. This necessarily involves artistic considerations and aesthetic judgments.2 If one is to admit the necessity of “arming oneself,” as Augustine so vividly pictures it, to defend truth against falsehood through aesthetic training,3 then a flourishing of dialogue between homiletics and other artistic disciplines seems almost inevitable.


      However, as Lucy Lind Hogan notes, the practice of preaching has not always had an easy relationship with art and aesthetics, for at least three reasons. The first reason, according to Hogan, is the enduring opinion that the truth of the gospel should be so compelling in and of itself that it should not need artful presentation. Secondly, there is often a distrust of imagination and creativity, which are seen as dangerous tools in the hands of a fallen humanity. The third reason, Hogan writes, is the fear of paying too much attention to the desires of the listener, which could lead to an erosion of respect for God’s revelation.4 Influential voices of modern times have voiced similar concerns about artistic considerations factoring too prominently in the practice of preaching. For instance, in an 1866 lecture on what it takes to be a great preacher, the theologian Horace Bushnell stated, “In preaching . . . the artistic air kills everything.”5 A more contemporary homiletician, David Buttrick, is similarly reticent to label preaching an art, preferring the term “craft” instead.6


      Despite these lingering concerns, however, many North American preachers and homileticians have warmed considerably in recent years with respect to homiletical appropriations of the arts. Some credit for this greater openness is likely due to H. Grady Davis’s influential preaching manual, Design for Preaching, which compares novice preachers to novices of any other art form and counsels them to cultivate “all the sense and skill [they] can” in developing into skillful practitioners of the art of preaching.7 The sermon itself, Davis argued, should be regarded as a “living organism” that springs naturally from the material at hand, “showing nothing but its own unfolding parts.”8 Championing this “organic” understanding of sermon form, Davis freely compared preaching to other arts, especially those arts that unfold as a movement in time: music, drama, and storytelling.9


      Inspired by such comparisons, and with a renewed commitment to an artistic understanding of preaching, an interdisciplinary conversation has emerged among homileticians who are eager to apply the study of other arts to homiletical theory.10 For instance, in Performing the Word: Preaching as Theatre, Jana Childers draws on dramatic theory and selected dramatic performance practices in order to develop a more “lively” homiletic.11 Alyce McKenzie and Sondra Willobe have similarly ventured into the world of creative writing in search of insights that can help nurture the artful use of language in preaching.12 Charles Bartow and Clayton Schmit have explored the power of poetic devices for deepening the artistic potential of homiletics,13 and Thomas Long and Mike Graves have proposed homiletical strategies drawn from the study of the literary and generic forms of the Bible.14 These many conversations between homiletics and other artistic disciplines have borne much homiletical fruit in recent decades.15


    


    

    

      PREACHING AND MUSIC


      If, as this book argues, musicality is a powerful yet underappreciated aspect of the overall aesthetic, rhetorical, and theological import of sermons, one might also expect to find a burgeoning dialogue between music and preaching, which is indeed the case.16 Several studies comparing music and preaching have emerged in recent years, and each represents a unique methodological approach to this interdisciplinary conversation. While each methodology has certain advantages, there are also unique challenges and drawbacks to be noted. The remainder of this chapter will assess the current state of the conversation by examining eight major contributions to the musical-homiletical conversation, grouping them into four major methodologies—or four models. This will provide a starting point for the musical homiletic developed in subsequent chapters of this book. An examination of existing studies will help to identify some of the most prominent themes and insights that emerge when comparing the art of music to the art of preaching. The musical homiletic advanced in this book will draw on many of the themes and insights of these extant works, but will ultimately pursue a unique course.


      Music in preaching: Thomas Troeger and Luke Powery. Methodologically speaking, perhaps the most straightforward method for framing the conversation between music and preaching is that of Thomas Troeger, developed most fully in Wonder Reborn: Creating Sermons on Hymns, Music, and Poetry.17 This method involves the inclusion of performed music—with or without texts—in the sermon itself, and therefore might be referred to as the music in preaching method.18 The driving issue behind Troeger’s method is the “spiritual barrenness of a church that is without art,” having needlessly repudiated the spiritual and religious roots of beauty.19 Therefore, Troeger proposes a method by which preachers can reawaken wonder in the lives of their congregants, helping people to “intuit and experience anew the divine realities to which the Bible gives witness” through the inclusion of hymns and music in the actual preaching event.20


      The music in preaching method advocated by Troeger goes beyond the oft-used homiletical technique of quoting hymns or other musical works for the purpose of illustration. Rather, Troeger presents “a particular way of using these arts as a resource for the very substance of what a preacher says.”21 Hymns and musical compositions can thus “serve as the ‘text’ for a sermon in the same way that preachers regularly use a passage or theme from the Bible.”22 Not only might this method serve as a vital means of reawakening wonder in a spiritually starved church; it might also help the Western church to become reacquainted with “its own treasure house of great artworks that are inspired by the gospel and alive with the Spirit.”23 These works are too often ignored, Troeger believes, although they represent a vital source of spiritual insight. Incorporation of hymns and musical compositions into preaching can help reacquaint the church with its own spiritual resources, and more importantly, can ultimately teach both the preacher and the congregation how to be more attuned to the movement of the Spirit in the soundscape of their lives.24


      One of the many examples Troeger provides of this approach is an original sermon based on two “texts,” a biblical text (Jer 8:22-9:1) and an African American spiritual (“There Is a Balm in Gilead”). The sermon begins by lamenting the contemporary state of our world, with its religious violence and spiritual hunger. From there, Troeger examines features of the text from Jeremiah, with its haunting question, “Is there no balm in Gilead?” Troeger then uses the spiritual “There Is a Balm in Gilead” itself as a sort of musical midrash, an interpretive key for answering the question raised by the Jeremiah text.25 Noting the oppressive conditions in which the spiritual arose, Troeger presents this as an example of “the ability of enslaved Africans to transform sorrow into joy.”26 This then leads into a concluding section in which a single voice or instrument begins to sound the melody of “There Is a Balm in Gilead,” while Troeger speaks over the music, demonstrating the possibility of moving from the question (“Is there a balm in Gilead?”) to the affirmation (“There is a balm in Gilead.”) in our contemporary context. At the conclusion of the sermon, the whole congregation joins together in singing the spiritual.27 Music and preaching are thus paired in the most concrete possible way, with the inclusion of performed music in the sermon itself. Troeger’s text includes many other examples of this music in preaching method, with the musical selections deriving mostly from the corpus of Western classical, “sacred” music.28


      A similar method to Troeger’s is found in Luke Powery’s Dem Dry Bones: Preaching, Death, and Hope.29 However, whereas Troeger incorporates a moderate range of musical genres, from J. S. Bach to African American spirituals, Powery focuses exclusively on the spirituals as a resource for homiletics. Powery’s primary thesis is that the African American spirituals, understood as “musical sermons,” can provide an antidote to the “candy theology” of so much contemporary preaching in which the reality of death is either ignored or denied.30 The incorporation of the spirituals into one’s preaching life, Powery maintains, is one way to keep preachers grounded and instruct them on the spiritual dynamics of hope. Not surprisingly—and therefore true to the name spiritual—Powery’s homiletical method incorporates much pneumatology, paying special attention to the resurrection imagery found in Ezekiel 37, in which the Spirit breathes new life into the dry bones of exiled Israel.31


      Our daily existence, Powery writes, is full of “little deaths,” which preachers deny at their own peril.32 As a model for telling the “gospel truth” in such a spiritual climate, Powery undertakes a textual analysis of the spirituals, while also remaining “sensitive to their musical soundscape.”33 Like Troeger, Powery sees great potential for “enhancing the theory and practice of preaching” by integrating the music of the spirituals into preaching, even viewing them as “musical sermons” in their own right and thus valuing them as “a significant theological and cultural resource for contemporary preaching.”34


      Though Powery focuses mainly on the texts of the spirituals, rather than their musical qualities, and analyzes them primarily in order to demonstrate strategies for engendering hope in the midst of intense suffering and death, he also notes a fascinating connection between the spirituals themselves and the Black preaching tradition. Indeed, as Powery explains, it is highly probable that many of the spirituals arose in the context of the intoned slave sermon.35 He writes,


      

        The creation of the spirituals through the extemporaneous musical sermonic delivery of preachers in conjunction with the congregational responses was apparently a common feature. Through the call and response of preacher and congregation, a song arose that I would argue is itself sermonic; musicologist Eileen Southern names this class of spirituals “the homiletical spirituals.” Other accounts suggest that the spiritual originated when a song leader was so moved by a preacher’s sermon that he or she interrupted the sermon by answering him with a song. Nonetheless, the spiritual was rooted in the preaching moment.36


      


      Powery notes strong scholarly suspicions that the slave preachers themselves were the main creators of the spirituals. With such a significant degree of overlap, Powery argues, the spirituals can be a powerful homiletical resource for deepening the gospel-shaped spirituality of preacher and listeners alike.


      The musicality of preaching: William Turner and Martha Simmons. Though Powery’s main engagement with spirituals is through their texts, his research on the connection of spirituals to the Black preaching tradition, along with his counsel regarding the use of spirituals in developing a truly spiritual homiletic, takes him a step beyond Troeger’s music in preaching method to a closely related method in the music and preaching conversation, the musicality of preaching method. In this method, preaching itself is seen as music—or at least, as having musical qualities—and is analyzed as such. Indeed, Powery straddles this line himself, not only in his own analysis, but also in his own homiletical practice, in which he has been known to break into song at various points, interweaving music and the spoken word throughout his sermons. Powery’s own homiletical theory, however, remains more focused on spirituals as a musical resource to be used in preaching than it does on the musicality of preaching itself.


      Another homiletician, William C. Turner, has developed the other emphasis, focusing more on the musical qualities of sermons themselves. In a chapter titled “The Musicality of Black Preaching,”37 Turner notes the historical biases that have prevented researchers from understanding the performative aspects of Black preaching. Quite unfairly, Turner writes, Black preachers have often been viewed as being devoid of intellect and training.38 However, drawing on Evans Crawford’s concept of “biformation” (i.e., formation on two levels simultaneously), Turner demonstrates the manner in which the rhythm and intonation of Black preaching can work in conjunction with the intellectual content of the sermon, rather than against it, in order to feed both the mind and the spirit of the congregation.39 Using a whole repertoire of musical-homiletical tools, Black preachers communicate with sonic authority and seek to achieve spiritual unity among the congregation. Crawford calls this phenomenon “the hum”: when the people and the preacher resonate together in the Spirit, and “the ether” pulsates with “mystic harmonies.”40


      Noting Henry Mitchell’s strong resistance to the “toning down” of Black preachers through seminary education shaped by Enlightenment values, Turner seeks to reinforce the value of musicality in Black preaching, inasmuch as “the musicality of the African American sermon expresses what is beyond the literal word. It takes rational content and fires the imagination and stirs the heart.”41 To strip the sermon of this musical quality would be to restrict its spiritual power and lessen its meaning, for “communication occurs not only through the meaning denoted by the words, but in the surplus that seeps up and through the spaces between the words.”42 The musical signals delivered by the preacher “are below the threshold of formal syntax and grammar. Yet they are clear as crystal within the cultural matrix in which preaching is a musical moment.”43


      While Turner’s chapter indeed describes several features of typical Black preaching that are best understood “musically,” nonetheless it serves perhaps more broadly as a defense of musicality in the production of meaning in Black preaching. With this as the central focus, less attention is given to analysis of the musical mechanisms themselves that might be operative in Black preaching or the ways in which those mechanisms might relate to the spoken word.44 Yet with the emphasis placed on musicality as a significant element in preaching, Turner’s work might still be seen as complementary to that of Powery, as well as to the earlier work of Henry Mitchell and Evans Crawford.


      It is noteworthy, however, that despite the high degree of overlap between music and preaching observed by Powery and Turner, the work of these two homileticians subsequently focuses less on specific properties that are unique to musical sounds themselves, and more on the contextual, spiritual, and theological implications of musicality in preaching. In contrast to this emphasis, the work of Martha Simmons—another practitioner of the musicality of preaching method—places much greater emphasis on musical sounds themselves. In a chapter titled, “Whooping: The Musicality of African American Preaching Past and Present,”45 Simmons examines the quality of tonality that has historically given African American preaching such a distinctive sound. More commonly known as “whooping,” this tonal quality of much African American preaching has other names as well, including “squalling, pulling it, intoning, humming, and zooming.”46 Whatever term is used, this tonal/musical quality in preaching “remains dearly loved and sought after in a large proportion of African American churches.”47


      Acknowledging the notorious difficulty of defining the phenomenon of whooping, Simmons nonetheless argues that it should be understood primarily as melody—pitches that are “logically connected and have prescribed, punctuated rhythms that require certain modulations of the voice, and [are] often delineated by quasi-metrical phrasings.”48 Moreover, as Simmons explains, whooping should be distinguished from two other common phenomena in African American ecclesial settings, the practice of tuning (which is often used by laity during well-known, commonly used prayers) and the use of cadence (sometimes accompanied by rhyme).49 Simmons offers a helpful perspective on the ongoing use of musicality in African American preaching by tracing the deep historical roots of the practice of whooping up to its present-day manifestations, from the tonally rich speech of West African slaves to the various uses of rhythmic tonality among contemporary African American preachers.


      Simmons’s analysis is notable for its more intentional use of musical terms to name various sonic qualities of African American preaching past and present. Drawing on Jon Michael Spencer’s analysis of the connection between African folk song and Black preaching, she even identifies the tones used in whooping as aligning with the pentatonic scale.50 Simmons furthermore delineates the many varieties of whooping, from those with a “smooth” style to those whose whoop sounds more like a growl, a hack, or a guttural gasp. The categories of tempo, volume, cadence, and call-and-response all receive attention in her analysis of various periods and exemplars of whooping.


      Like Turner, Simmons defends the musicality of African American preaching against the charge of theological shallowness or unsophistication, although she does acknowledge some of the more common criticisms of whooping.51 In the end, Simmons insists, the musicality of African American preaching is a powerful homiletical art form that deserves respect: “Famous whoopers . . . should be saluted and studied for their theological depth, homiletical imagination, mastery of metaphors, and ability to make the Word come alive.”52


      The musicality of preaching method employed by Turner and Simmons uses musical terms to describe distinctive qualities of human speech—especially, in this case, as these musical qualities occur in Black preaching traditions.53 The result of this approach is that the art of music as music does not receive significant attention, with the focus remaining primarily on the musicality of speech patterns. Thus far in this survey, then, Troeger is the only homiletician who has called attention to sonic qualities specific to the art of music itself.54 Yet because Troeger’s primary aim is to utilize music in preaching as a means of evoking wonder among one’s hearers, the actual conversational exchange between the two fields, music and preaching, remains limited. Music is used primarily in an illustrative way in Troeger’s work, and thus is not allowed to generate a more significant theoretical engagement with the art of preaching.


      Preaching as music: Kirk Byron Jones, Eugene Lowry, and Mike Graves. In order to engender a more substantive interaction, therefore, a more robust method is needed—one that enables attention to the unique properties of music itself, as well as to the theological trajectory of contemporary homiletical theory. Such a method will likely need to involve deeper, more sustained, modes of interaction, such as metaphor. Several contemporary homileticians have pursued this line of inquiry, developing a sustained metaphorical relationship between music and preaching. Among these homileticians are Kirk Byron Jones, Eugene Lowry, and Mike Graves. This might be called the preaching as music method.


      Jones develops the preaching as music method in his book, The Jazz of Preaching.55 Like Troeger, Jones affords significant attention to the art of music itself—specifically jazz. Going beyond the literal inclusion of music in sermons, however, Jones develops a broad metaphorical relationship between jazz and preaching. He begins with an examination of the nature of sound and the sound of jazz. “Jazz is sound-making on purpose,” Jones writes. “Its reason for being is to make, celebrate, and discover new sounds.”56 In the same way that jazz musicians play notes, Jones maintains, preachers play words: “Good preachers play words well. They know that how a word sounds is as important as what it means, that the sounding of words can work wonders with their meaning.”57 Preaching and jazz have much in common, according to Jones, including the value of communal storytelling, the evasion of easy definition,58 and the primacy of listening over playing/speaking.59


      These metaphorical resonances are only the beginning, however, as Jones develops the metaphor of preaching as jazz further by exploring creativity and improvisation among jazz artists and preachers. Creativity, writes Jones, involves curiosity, openness, risks, and grace.60 Improvisation involves play, variety, daring, and mastery.61 In the concluding chapters, Jones examines the features of dialogue, pain, and joy in both jazz and preaching. Overall, The Jazz of Preaching serves as an admonishment for preachers to tap into the deep well of energy, creativity, and emotion that is found in the art of jazz. Such an effort, Jones believes, will be richly rewarding to those who pursue it.62


      While The Jazz of Preaching indeed develops the conversation between music and preaching in a deeper, more sustained manner than other authors do, relating the two metaphorically while also affording due attention to jazz music itself (and perhaps even more attention to jazz musicians themselves), the book nonetheless stops short of demonstrating or analyzing any specific musical techniques or practices that constitute the art of jazz. Jones may have succeeded in persuading preachers to explore the sounds and practices of jazz music in greater depth, and perhaps even to adopt an understanding of themselves borrowed from the world of jazz, but he has not done so through an exploration of jazz music as musical sound. Rather, Jones relies mostly on the testimony and reflections of jazz musicians and critics in order to develop a metaphorical relationship between preaching and jazz that is based more on extramusical phenomena associated with music-making in a jazz idiom.


      The preaching as jazz metaphor receives a much fuller treatment, however, in the work of another homiletician, Eugene L. Lowry. In The Homiletical Beat: Why All Sermons are Narrative, Lowry gathers several musical metaphors to illustrate and support his narrative homiletic.63 Of course, Lowry’s main concern throughout the initial chapters of the text is not necessarily the development of the preaching as music metaphor per se, but rather the advancement of a temporal understanding of preaching, over against a spatial understanding.64 As Lowry argues, the meaning of the word narrative, when applied to preaching, is encapsulated in H. Grady Davis’s memorable line, “The proper design of a sermon is a movement in time.”65 Thus Lowry’s major concern is advancing a homiletical method that is more about temporal plot than spatial construction.66 In defense of his broader claim that all sermons are narrative, and as an example of the development of tension and resolution in temporal sequence, Lowry uses several examples drawn from melodic and harmonic sequence in jazz music.67


      One such example occurs in a section detailing the “episodal” sermon form of David Buttrick and Thomas Troeger. Lowry refers to episodal preaching as vertically plotted mobility, which he contrasts with his own, horizontally plotted, narrative form.68 Drawing an analogy from jazz music, Lowry details the difference between two types of improvisation. In traditional jazz improvisation, the musician “focus[es] on the tune’s melody line throughout the performance, that is, work[s] more traditionally, more horizontally.” However, “other, more progressive style musicians improvise with a greater focus on the harmonic structure.”69 He likens the traditional improvisational style to his own horizontally plotted mobility, while Buttrick’s episodal preaching he compares to vertically plotted mobility: “His narrativity moves forward by means of episodal (or vertical) blocks. Buttrick and I may come out quite similarly by the time the sermon is concluded. Yet our routes are somewhat differently shaped.”70


      This is the first of many such examples through which Lowry explores a metaphorical relationship between music and preaching, detailing various options for conceiving homiletical strategies in musical terms. Other examples include a symphonic strategy for transitioning between homiletical “movements”71 and a large-scale analogy linking Aristotle’s Poetics to the blues.72 In the latter example, Lowry interweaves various jazz selections, both sacred and secular, throughout his presentation of Aristotle’s four plot stages, noting various similarities between musical and homiletical strategies along the way. This chapter in The Homiletical Beat, titled “Encountering the Aristotle Blues,” is actually the print transcript of a live “jazz lecture” in which Lowry intersperses the spoken word with the live performance of jazz music.


      Lowry’s “jazz lecture” is particularly notable in that it is perhaps the most ambitious attempt of any contemporary homiletician to metaphorically link music theory with homiletical theory. Moreover, there is surely more meaning in the live performance than can be expressed on the written page. In this regard, then, Lowry’s Homiletical Beat furthers the musical-homiletical conversation in important ways, affording nonspecialists the opportunity to learn from musical insights, and connecting musical sounds directly to homiletical strategies. Lowry’s preaching as music method pays due attention to both the art of preaching and the art of music in themselves. It remains somewhat unclear, however, what Lowry’s main counsel is for preachers who would like to integrate musical insights into their homiletical theory, apart from learning to listen more closely in music for moves they can make in preaching.73


      A third homiletician who has pursued the musical-homiletical conversation through the preaching as music method is Mike Graves. In The Sermon as Symphony: Preaching the Literary Forms of the New Testament, Graves undertakes a similarly large-scale musical metaphor for preaching, albeit with considerably less precision than Lowry.74 Seeking to build on Thomas Long’s book, Preaching and the Literary Forms of the Bible, Graves urges preachers to consider form-sensitive preaching—preaching which is “sensitive not only to the literary form but also to the genre and devices of a given text.”75 Although Graves does not attempt to sustain the musical metaphor throughout, nonetheless he opens the book with several meditations on music and preaching, counseling preachers to prepare form-sensitive sermons in a manner “akin to composing music.”76


      Graves claims no special musical knowledge or training, and he uses the musical metaphor quite loosely (and abundantly) in the opening chapters.77 Although the book is ultimately less about music than about literary form, his use of the musical metaphor nonetheless points in several potentially fruitful directions. For instance, Graves explores the oral/aural nature of form-sensitive sermons by appealing to the relationship between musical scores and performed music.78 Similarly, Graves’s identification of mood and movement as the two primary components of form-sensitive preaching is aided by the musical metaphor, with preachers being urged to listen to the “music” of the biblical text (i.e., the mood and the movement) and to train their ears to hear more skillfully.79 Finally, Graves also reflects on the pressing need to teach congregations how to listen to the music of the biblical texts, and perhaps the music of our own preaching as well, rather than simply relying on the performance of the material itself to convey its full meaning.80


      As noted above, however, Graves’s work is ultimately more about literary form than it is about music, and thus the preaching as music method remains underdeveloped here. Although pointing in several potentially fruitful directions, the conversation between music and preaching undertaken by Graves does not afford the art of music significant analytical attention, nor does it attempt to, since the musical metaphor is used rather loosely in the advancement of Graves’s form-sensitive homiletical approach.


      What musicians know: Clayton Schmit. One final method for comparing music and preaching is probably best categorized as a subset of the preaching as music method, yet is significant enough to warrant a separate treatment. This more narrowly defined method for metaphorically relating preaching to music, which might be termed what musicians know, is employed by Clayton Schmit in his chapter, “What Comes Next? Performing Music and Proclaiming the Word.”81 In this method, musical techniques and skills are metaphorically related to aspects of homiletical theory and performance. As Schmit argues, there is a wealth of skill and insight that musicians have acquired that might be useful to preachers: “I believe that there is something to be learned [by preachers] . . . through a close look at the nature of music and the habits of musical performance,” writes Schmit.82 In this particular chapter, the musical knowledge that Schmit believes will be of use to preachers is the skill of knowing what comes next.83


      Schmit describes the art of preaching as being centrally and primarily the performance of the Word—an external activity—surrounded by two internal sets of activities: preparation and archiving.84 When compared to the art of music—another externalized activity—it becomes even more apparent that preaching, like music, comes fully into being only when it is performed for, and heard by, others.85 Schmit continues the musical metaphor by analyzing the performance habits “that release music’s qualities of inevitability and anticipation.”86 “All music,” writes Schmit, “is built on conventions that create a sense of inevitability which in turn advances a sense of anticipation in the performance.”87 Skillful composers and performers become adept at creating and maintaining this sense of inevitability and anticipation among their listeners.


      Schmit elaborates even further on the conditions necessary for creating musical performance habits, as well as on the specific habits themselves, leading ultimately into a reflection on the theological implications of the musical-homiletical metaphor: “The task of the practicing preacher is to exercise regularly the habits of announcing inevitable grace.”88 This, Schmit maintains, is the larger theological significance of developing a sense of inevitability and anticipation in preaching. In conclusion, Schmit notes several further musical performance practices that he believes preachers might find helpful in their own homiletical practice, among which are habits of relaxed awareness and memory in the moment of delivery.89


      Schmit’s what musicians know method90 is surely the most noteworthy and successful of any of the musical-homiletical efforts surveyed here, for at least two reasons. First, Schmit is the only homiletician to draw extensively on the work of musicologists and philosophers of music in his analysis, thus affording the art of music its own distinctive voice in the conversation. It stands to reason, after all, that a fruitful conversation between music and preaching would require a serious engagement with both musicology and homiletical theory, and indeed Schmit accomplishes this. Second, Schmit’s thorough integration of theological and practical insights ensures that his project does not result in a reductionist, “helpful hints” approach to what musicians know. Schmit is obviously interested in more than sharing musicians’ performance tips with preachers. Through an analysis of musicians’ habits and the means of forming those habits, alongside an exploration of the dynamics that create inevitability and anticipation in music, Schmit envisions a comprehensive revitalization of both the preacher’s own theological vision and the necessary theological habits that nascent preachers are advised to acquire.91 This will be an important point to remember as the theological vision of Jeremy Begbie is examined for its potential fruitfulness in the musical-homiletical conversation.


    


    

    

      THE STATE OF THE CONVERSATION


      Having surveyed eight major contributions to the preaching and music conversation, with four distinct methodological models among them, some evaluative comments are now in order. It seems that there are two crucial points of divergence in determining an appropriate methodology for creating a dialogue between music and preaching. The first crucial methodological decision is the degree to which the comparison of music and preaching will be literal or metaphorical. Of the authors surveyed above, Troeger, Powery, Turner, and Simmons opt for a more literal rendering of the interaction between the two arts, whereas Jones, Lowry, Graves, and Schmit prefer a more metaphorical comparison.


      The second major methodological decision is the degree to which the art of music as music will have a distinctive voice in the analysis, or whether it will be appealed to mainly on extramusical terms, for its incidental or emergent qualities. Of the contributors surveyed above, Troeger, Lowry, Schmit, and Simmons are the most thorough in their use of music theory and terminology, noting various operative mechanisms within musical sounds themselves, whereas Powery, Turner, Jones, and Graves are much less attentive to the analysis of music itself, keeping theology, sociology, homiletical theory, or even the texts to which works of music are set as their primary points of reference.92 These two methodological points of divergence can be visually represented as two intersecting axes, allowing the methodological positions of each contributor to be plotted on a graph, as shown in figure 1.1.93
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          Figure 1.1. Methodological decisions


        


      


      Of course, there are benefits and drawbacks in each of these methodological decisions. One of the greatest benefits of developing a more literal comparison between music and preaching is that the resultant conversation is more likely to remain rooted in the actual listening life of preachers and congregations. For instance, Troeger’s music in preaching method is of direct practical import, and his pastoral aims are clear: to address the spiritual barrenness of a modern ecclesial context devoid of art, helping to renew a sense of wonder in the listening habits of preachers and congregations through the creative inclusion of music in sermons. Moreover, given the historical connection of African American spirituals and the Black preaching tradition, along with the undeniable musicality of Black preaching, it seems natural that Powery, Turner, and Simmons would focus their analysis more on the literal interplay between the two arts in practice.94 A more literal comparison between music and preaching helps to ensure the practical import of the study.


      The drawback of this methodological decision, however, is that it limits the potential resonances that might be discovered through a more sustained theoretical and metaphorical interaction between the two arts. In addition, engaging music and preaching on a more literal level may tend toward an unhelpful instrumental reason, in which music is seen primarily as a helpful tool for generating interest for interest’s sake in preaching. To be sure, Troeger, Powery, Turner, and Simmons all take pains to avoid this tendency. Powery’s strong pneumatological focus, in particular, seems to distance his work significantly from various types of instrumental reason that might hinder the fruitfulness of such a project.95 Nonetheless, in the popular reception of such a methodology, the tendency toward instrumental reason is often difficult to avoid, and the reductionism that coincides with such a reception can have detrimental effects.


      The great benefit, then, of maintaining a metaphorical interaction between music and preaching is that this method preserves a much greater theoretical space in which the resonances between the two arts might be more fully explored and the knowledge and understanding of each practice deepened.96 The danger, of course, is of stretching the metaphor too far, resulting in incoherence. Music and preaching both make use of the same materials—sound and time—but they use irreducibly different mechanisms in the creation of their respective arts. A metaphorical method thus requires far greater precision, or else it risks complete failure. The other concern of the metaphorical methodology is that it risks practical irrelevance. Certain resonances between music and preaching that might initially seem to generate groundbreaking insight for homiletical theory over time might prove to be of questionable practical import in the training and regular ministry life of preachers.97 It would be far better in that case to remain grounded in a methodology that allows music and preaching to interact more in practice, rather than solely in theory.


      The other crucial methodological decision is whether music will mostly be analyzed as music through engagement with musicology or music theory, or if it will instead be engaged primarily in extramusical terms, noting its incidental or emergent qualities. The benefits of engaging music in its own artistic integrity are similar to the benefits of the metaphorical approach: the potential for a richer theoretical yield and the avoidance of reductionism. A further benefit is the balance of the two disciplines; after all, a true conversation needs equal interaction between the two parties. The risks are also similar: precisely because music retains its own artistic integrity in its means of shaping sound, some musicological concepts may not be easily relatable or translatable to preaching, the latter art obviously nonexistent without the use of language. In some cases, there may be more traction to be gained through reflection not on music theory itself, but rather on some of the emotions and experiences that are generated through the art of music, as Powery, Jones, and Graves all note.


    


    

    


      A METHODOLOGICAL EXEMPLAR: JANA CHILDERS


      What is needed, therefore—and what this project attempts to sustain—is a kind of methodological middle ground, an approach to the musical-homiletical conversation that remains as close as possible to the center of both axes on the methodological plane (or, perhaps more accurately, a methodology that moves freely among—and draws equally from—all four quadrants). What is needed, in other words, is an approach that captures insights for preachers drawn from both a literal and a metaphorical interaction with music, while also giving the art of music as music a significant voice in the conversation, paying careful attention to the intrinsic qualities of musical sounds while also considering the incidental or emergent properties generated by performing and listening to music.


      This is indeed the methodological approach found in another preaching and the arts project, Jana Childers’s book Performing the Word: Preaching as Theatre.98 Unlike many of the extant musical-homiletical projects, Childers’s treatment of the relationship between theater and preaching is full-length. Moreover, it is devoted solely to drawing homiletical insights from the world of theater. The great value of Childers’s method is found especially in the middle path she creates between the literal and the metaphorical, a crucial methodological point of departure in the musical-homiletical conversations explored in this chapter. Although clearly preferring the metaphorical, Childers approaches the relationship between the two arts through their commonalities, or shared characteristics, which goes beyond emotional (or other extrinsic) effects. Childers clearly identifies common dimensions in what each art creates within its own artistic integrity, noting both intrinsic elements of “how theater works” and emergent properties of “what theater does” contextually.


      The three shared characteristics Childers identifies between the art of theater and the art of preaching are the role of action, the role of distance, and the role of performance.99 An analysis of each of these commonalities enables her to find “overlapping terrain” that is neither wholly metaphorical nor wholly literal. The latter chapters of the book make use of the more specific methodology of what actors know, highlighting performance basics,100 methods for the performance and interpretation of written texts,101 and habits and skills of actors that are relevant to preaching.102 The final chapter broadens the theatrical metaphor, comparing the art of theater to the worship service as a whole.103


      Childers’s methodological focus and consistency make her a worthy exemplar in the musical-homiletical conversation, in that she finds a balanced position on the metaphorical/literal spectrum and she also allows the art of theater to retain its own proper artistic integrity, attending to both its intrinsic and emergent qualities. However, one way that Childers seems to unnecessarily limit herself in this project is her seeming reticence to draw out the broader theological implications of this interdisciplinary study. If Childers aims to provide, as she writes, “a model of preaching that is by nature a creative event and whose purpose is to open us to God’s movement,” might she not want to propose anything further about what specific Christian virtues or dispositions might be cultivated if theater is to serve as a generative model for helping preachers work “not only with words on a page but with performed words”?104 Might there not be further implications that could be explored regarding our understanding of the movement of God, the life of the church, and the nature of pastoral ministry, if preachers are to follow Childers’s guidance toward a more lively homiletic based on a theatrical metaphor? Or, to borrow David Taylor’s language, might there not be a more robust account to be given of the formative potential of preaching as theater, in conversation with a theological analysis of the “singular powers” of theater within God’s creative and redemptive purposes?105


    


    

    

      A MUSICAL-THEOLOGICAL GUIDE: JEREMY BEGBIE


      For this reason, then, it is necessary to involve a more robust theological guide as well in this musical-homiletical conversation, in order that the temptation toward instrumental reason might be rigorously avoided. Jeremy Begbie is well suited to serve as such a guide. As Schmit notes in his own study, Begbie is undoubtedly the foremost theologian in the interdisciplinary conversation between music and theology.106 Moreover, Begbie’s methodological clarity and consistency deserve careful attention. Throughout his work, Begbie evinces a disciplined and sustained intention to discover new areas in which the church’s theological understanding might be renewed through the medium of music.


      Music, in Begbie’s work, is an avenue through which not just practical insights but new theological vistas can be discovered. As he states in the introduction to one of his major works,


      

        The reader is invited to engage with music in such a way that central doctrinal loci are explored, interpreted, reconceived and articulated. It will be found that unfamiliar themes are opened up, familiar topics exposed and negotiated in fresh and telling ways, obscure matters—resistant to some modes of understanding—are clarified, and distortions of theological truth avoided and even corrected.107


      


      Schmit’s own commitment to “seeing music not merely as an analog for preaching,” but further, “to inquire about music’s essential qualities and discern from them theological principles that can inform the theology and task of preaching” is no doubt a result of his choice to follow Begbie’s method.108 Reductive instrumental reasoning, though a lurking danger in much musical-theological discussion, is nowhere to be found in Begbie’s writing.109 This theological clarity is what makes Begbie an indispensable guide in this project, as without his insight some of the most pressing theological issues in this interdisciplinary terrain might be left unacknowledged or unexplored.


      A brief examination of Begbie’s approach to theology and the arts—or, more specifically, his approach to theology through music—will help to demonstrate the importance of his voice for the musical-homiletical conversation. Methodologically, Begbie’s theology through music project might best be understood as a theology of the created world, or more specifically, a theological analysis of some of the aspects of the created world that are illumined and even transformed through musical processes.110 The care and transformation of creation is thus a prominent feature of Begbie’s musical theology. The name of one of his early works, Voicing Creation’s Praise, demonstrates this emphasis.111


      Eschewing the nature/culture dichotomy, Begbie posits a “theological imaginary” through which creation and culture can be understood, not as opposed to or distinct from one another, but rather together. This “imaginary” includes distinct visions of both artists and the created world:


      

        The artist, as physical and embodied, [is] set in the midst of a God-given world vibrant with a dynamic order of its own, not simply “there” to be left wholly as it is, or escaped, or violently abused but there as a gift from a God of uncontainable generosity, a gift for us to interact with vigorously, form, and (in the face of distortion) transform, and in this way fashion something that, in at least some manner, can be heard as anticipating by the Spirit the shalom previewed and promised in Jesus Christ.112


      


      Begbie’s theological analyses of the music of   J. S. Bach are but one instance of such a theological vision in action.113 The potential resonances that might be found by extending this understanding of the artist’s vocation into a more comprehensive vocational vision of the preacher as artist are immense.114


      Indeed, Begbie’s careful and unique approach to theology and the arts is on full display in his many scholarly publications. To give another example, in his groundbreaking book Theology, Music and Time, Begbie pursues a thorough inquiry into some of the dynamics of created temporality—and our relationship with it—that are illumined by the practices of making and hearing music. For the purposes of this musical-homiletical conversation, it is important to note that such “illumination” or “rearticulation” of certain doctrinal loci is distinguished from mere “illustration” of such topics.115 Rather, through the creative enactment of temporal processes, practical and theoretical knowledge itself is deepened and expanded. Begbie is especially keen throughout his writing to distinguish himself from instrumental reason, which is ultimately what “illustration” amounts to.116


      Begbie’s overarching hope for his theological project, he writes, is not only that specific doctrines would be revitalized, but even that the very way theology is done would be refreshed. “One of the most obvious challenges music will present is to ask theology if it is prepared to integrate a ‘performative’ mode into its work.”117 Similarly, the musical homiletic developed in this book seeks to integrate both a performative and a systematic-theological mode into homiletical theory, as these two modes are kept apart far too often in the homiletical literature and in the training and development of preachers. Just as preaching itself should never be reduced to merely the practical “application” of truths that have been previously established by systematic theology or biblical studies, so also should the performative mode of preaching not be reduced to the mere “delivery” of a message that has previously been established by written words on a page.


      Begbie’s scholarship consistently aims to demonstrate “what can be done when we are prepared to ‘listen’ in a concentrated way” to the insights that emerge when the art of music—or even the performative mode more generally—is allowed a significant voice in theology.118 Despite the undeniable benefits of incorporating this performative mode into theological discourse, however, a persistent concern remains with regard to the relationship between linguistic and non-linguistic arts, which has immediate implications for the methodology of the musical-homiletical conversation. A common objection raised by Begbie’s critics is that his approach to theology and the arts results in music serving as little more than a convenient conceptual illustration of a preestablished, linguistically formulated doctrine. Indeed, Begbie himself admits that theology “is inescapably committed to a certain form of primacy with regard to language, not through its own choosing but by virtue of the nature of God’s own self-presentation.”119 Nonetheless, Begbie remains firmly convinced that music can play a role in the formation—not merely the illustration—of doctrine.120


      The criticism is not easily dismissed, though, that Begbie’s manner of conducting the musical-theological conversation amounts to nothing more than “the bringing together of two types of verbal language—musical [i.e., language about music] and theological—along with their associated thought patterns; not two different media.”121 Indeed, William Dyrness charges that in Begbie’s Theology, Music and Time, despite the conceptual benefits it affords, “music is still only a metaphor; it is a giver of insight.”122 Begbie responds to Dyrness’s charge by recalling that at the fundamental level music is a practice —or rather a twin set of practices, music-making and music-hearing—and it is to these practices that musicological analysis attends.123 Of course, Begbie allows, music can “reveal the grace of the Creator directly” and function iconically “without directly associated texts.”124 However, in order to make such claims “with any integrity” there needs to be some recourse to normative language and conceptuality. Otherwise, any claim to direct musical mediation of the divine “is vulnerable to being dismissed as vacuous.”125


      Yet despite this deft rejoinder, there is something ultimately unsatisfying about characterizing Begbie’s project as “theology through music,” as most of his work still consists of writing about music, not making music. Perhaps a more accurate description of his project would be “theology through musicology.”126 Begbie has indeed participated in scores of musical performances that might be classified as “theology through music.” No doubt the meaning of the music in these performances has been enhanced by the use of some accompanying language. However, when the musician then steps back and reflects verbally on theological insights generated through music, he is no longer doing “theology through music,” but rather “theology through musicology.” This is not to devalue Begbie’s work in any way, but rather to seek the most accurate description of Begbie’s immeasurable contribution to contemporary theology.127


      The difficulty involved in characterizing Begbie’s theological method, along with Begbie’s own attempts to answer his critics and defend his approach to theology and the arts, provides a helpful parallel through which to reflect on the methodological decisions involved in the conversation between music and preaching. If, as I am claiming, Begbie’s work is best categorized as “theology through musicology,” rather than “theology through music,” then this distinction might also be useful in evaluating various approaches to the interdisciplinary dialogue between music and preaching outlined in this chapter. More specifically, Thomas Troeger’s work is perhaps closest to the “preaching through (and with) music” approach, whereas Clayton Schmit’s work, like Begbie’s, is perhaps better understood as “homiletical theory through musicology.” The latter approach is also perhaps the best categorization of the methodological basis underlying the musical homiletic developed in the following chapters.


    


    

    

      FRAMING THE CONVERSATION: THREE SHARED CHARACTERISTICS


      As this chapter has demonstrated, methodology is of crucial importance in an interdisciplinary study such as this, as the method used for framing the conversation between the art of music and the art of preaching will determine in large part the insights subsequently generated by the conversation. Since all four methodologies used in the extant contributions examined in this chapter offer unique and indispensable insights to preachers who are seeking to develop their musical instincts, the musical homiletic developed over the next several chapters will attempt to chart a middle course among these various methodological options.128


      What this will mean for the present study is that the primary exchange between music and preaching will occur through a sustained examination of three characteristics—synchrony, repetition, and teleology—that are shared between these two disciplines.129 Special care will be taken to incorporate both metaphorical and literal perspectives, while also affording the art of music a significant voice in the conversation through a detailed analysis of both the intrinsic and the emergent/extramusical properties of musical sounds. Throughout this project, the temptation toward instrumental reason will be resisted by concluding each of these chapters with an analysis of the theologically and spiritually formative potential of each characteristic. Insights from Begbie’s theology through the arts project will provide crucial guidance in these concluding sections.


    


    

    

      EXAMPLE: MUSIC IN PREACHING


      The following excerpt provides an example of one of these four musical-homiletical methods, the “music in preaching” method.130 Since none of the sermon excerpts included in subsequent chapters make use of this particular method, it is worth highlighting here. Notice the way Troeger draws specific attention to the musical qualities that Bach uses to “preach” the texts that Troeger himself also interprets linguistically. The music of Bach’s cantata, as Troeger conceives it, provides in one sense another “text” on which his sermon is based, and in another sense another “sermon” that stands alongside his own interpretation of the Scripture readings from Isaiah 52:1-2, Revelation 19:6-8, and Matthew 22:1-14. This sermon was preached in the context of a full worship service “using congregational song, prayers, Scripture readings, and sacramental action,” along with a performance of a full musical work, J. S. Bach’s Cantata 180, “Schmücke dich, o liebe Seele (Deck Thyself, O Beloved Soul).”131


      Troeger begins by illustrating the connection between clothing and issues of identity, behavior, and self-perception. He then continues:


      

        For most of human history the making of clothes was a labor-intensive activity. People did not shop in stores amid racks filled with ready-to-wear clothes. The biblical writers knew how demanding and time-consuming it was to make a garment. Therefore, when they wanted to convey the arduous work of living a life of integrity, they often turned to the metaphor of dressing. Isaiah says: “Awake, awake, put on your strength, O Zion! Put on your beautiful garments, O Jerusalem, the holy city.” The author of Revelation envisions the church as the bride of Christ to whom “‘it has been granted to be clothed with fine linen, bright and pure’—for the fine linen is the righteous deeds of the saints.” And the parable from today’s gospel stresses the seriousness of being rightly attired. The king who has invited people to a wedding banquet for his son asks: “Friend, how did you get in here without a wedding robe?”


        Bach builds the opening chorale132 of today’s cantata around the biblical metaphor of dressing ourselves in righteousness. As the choir sings “Adorn yourself, O dear soul,” the accompanying instruments weave the finery with which the soul is to be attired.


        To feel the wonder of the aria133 that follows, imagine yourself all decked out for your first formal date, and finally the doorbell rings. Of course, in the time of the Bible and in the time of Bach there were no electric doorbells. Instead there was a knock at the door. Back gives the knock to the flute, and a very insistent knock it is, repeated again and again as if we do not answer instantly. There is even a section in the aria where we get the impression of our being unable to respond: there are eighth-note rests in the musical phrases that accompany the words “Only partly broken words of gladness,” suggesting how we are speechless with joy at the arrival of our beloved. This speechlessness finally gives way to a great sustained note and flourish on the word “utter,” suggesting we have finally found our voice. There is insight here into the state of the human soul getting ready to welcome God. We attire ourselves in all that is most beautiful and gracious, but when God arrives we are at first speechless. Then when we finally find our tongue, our utterance is boundless.134


      


      Troeger then goes on to provide musical-theological commentary on the remaining movements of the cantata (a total of seven) before offering this concluding word, which would then lead into a full performance of the cantata.


      

        The entire spiritual process that the cantata has led us through is not just about the individual soul but about the soul of the community, about the soul of the congregation as a whole. Through the cantata God calls us to become a holy community, attired with the integrity and faithfulness that can transform a broken world. Listening to this cantata is like standing before the mirror in which we check how we appear in some new clothes. The cantata reflects back to us the deepest anxieties and the greatest joys of the soul as we dress for royalty, as we prepare to welcome the holy one who stands at the door, the eternally hospitable host: Jesus, the bread of life.135
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