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The title of this thesis, Creative Energies and Contemporary
Modes: the Changing Hymnody of the United Church of Canada, has
its origin in the "Preface™ to The Hymn Book of the Anglican

Church of Canada and the United Church of Canada (1971).

Despite the difficulties involved, the church
must be hospitable to all creative energies
if it is to live as Christ's boedy in these
times, and seek to adapt contemporary modes
of poetic and musical expression for use in
public worship.
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ABSTRACT

While traditional hymns are still in use in the
United Church of Canada, many of them reflect the musical styles
and theological concepts of past generations. Hymns in a more
popular, contemporary musical idiom, expressing current beliefs
and societal values are nov gaining favour. Based on the
assumption that music, and in particular the singing of hymns by
a church community, can aid in the definition of a collective
identity, and at the same time can provide a vehicle for the
expression of individual needs, aspirations, and emotions, this
thesis examines the various hymnals that have been used by the
United Church of Canada as an articulation of theological,
social, and individual concerns of particular times, places and
communities. Through an ethnogréphy of a particular church
congregation, this study examines how their choice of hymns and
performance practices are fundamental to the production and
expression of the distinct church culture of this community in

the 1990s.
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INTRODUCTION

"How shall we sing the Lord's song?" is a guestion that
Christians and Jews have asked themselves at every stage of their
joint and respective histories. Ways of singing the praises of
God have changed mightily over the past four-thousand years, and
at this moment the foundaticns of hymnody are being shaken once
again, és they are confronted by the language and musical styles
of the closing years of this millennium. This thesis is about the
dilemna faced by one congregation in the United Church of Canada,
as its members attempt to identify a hymnody which expresses
their current theological and social concepts in words and music
which most ¢of them £ind to be acceptable.

In this thesis, I examine the new hymnody of the United
Church of Canada as a part of, and as a reflection of, changing
societal and religious values within that institution. More
specifically, this study examines how hymns are selected by the
congregation in the church where I am employed:---a congregation
whose membership profile has undergone a profound change over the
past eleven years. Hymn singing has always been important in this
community. Since a new hymn book is being prepared Dy the United
Church of Canada for publication in 19%6, the function and nature
of hymns have been a subject of debate among members of First

United during the time that this thesis was being written.

‘Sirst United Church, Ottawa, Canada.



¥hile traditional hymns= are still in common use, the words
of many of them are found to be inappropriate in the light of
modern beliefs and societal wvalues. Some people feel that nmusic
in moxe popular styles such as contemporary "folk"® would make
the hymns more accessible to those church members who f£ind that
the rigid tunes from the past are no longer culturally relevant.
Many people would welcome the use of instruments other than the
organ, to accompany hymns in the contemporary stvie.

I became interested in the new types of hymnody when, after
being employed for more than thirty years as organist and choir

director in churches which favoured a conservative approach to

=For the purposes of this study, a traditional hymn will be
defined as one which has been a significant part of the
repertoire over a long period of time. Examples from English
hymnody include Thomas Ken's "Awake, my Soul" (1695), sung to
the tune "Morning Hymn" by Francois Hippolyte Barthelemon
(1741-1808); Isaac Watt's "When I Survey the Wondrous Cross"
{1707), sung to the tune "Rockingham" by Edward Miller (1731-
1807); and 2ugustus Toplady's "Rock of ages" (1775), sung to
the tune "Redhead™ #76, by Richard Redhead (1820-1%01). German
hymns adapted for use in the traditional repertoire of
English-speaking churches would include, for example, Martin
Luthex's "A Safe Stronghold™ of 1529, sung to Luther's own
tune, "Ein Feste Burg". Such traditional hymns are usually set
in four-part harmony, and are accompanied on the organ.

*The words of many hymns are set to traditional £olk tunes,
and are now part of the repertoire. Examples include "I feel
the winds of God today" by Jessie Adcms (1863-1954), sung to
the tune "Kingsfold®". This adaptation of the English folk
song, "Bushes and Briars" is harmonized by Ralph Vaughan
Williams (1872-1958). Such hymns are usually set in four-part
harmony, and are normally accompanied on the organ.

In contrast, other hymns which have been composed in the
popular "folk" style are a contemporary addition, most of them
having been written in the last twventy years. They are usually
set as melody and accompaniment, the accompaniment being _
arranged for "keyboards"™ and/or "guitar". Prominent composers

of this type of hymn include Ron Klusmeier and Jim and Jean
Strathdee. :
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music, I went to work in a United Church which made full use of
hymns which had their roots in the popular music of today. While
I applauded the theology and the language of these hymns, I was
uncomfortable with the music. This led me to examine what has
guided my own preferences, and, more importantly, how this

congregation has come to make these mucical choices.

Theoretical framework

This thesis is concerned with the selection of hymns from
both the traditional and contemporary repertoires, as made by the
congregation of First United Church. The goal is to examine how
the theological and social issues wvhich members find to be of
the greatest importance are articulated through the choice of
hymns. By so doing, my hope is to sketch a profile of the current
congregation, its beliefs, its aspirations, and its ongoing
struggle to be relevant in the changing society of which it is a

part.

Hymnody is a rich and important area of the liturgy. The
singing of hymns, which has historically been part of Judeo-
Christian worship, is a social and communal act, drawing together
disparate groups of people. In this act beliefs are articulated
and questions of common concern are addressed. Devotion, praise,
Joy, and sorrow are given communal expression. While the words of
the hymns are of the greatest importance, it is the reinforcement
of their message through the medium of music that makes theizx
contribution unique . Through this mutual mode of articulation,

the message of the poetry becomes familiar and memorable because



of its combination with remembered melodies wvhich, in turn, give
character and deeper meanings to the wvords (Ellinwood 1570,
Temperley 1579, Hobbs 1987, Waterman 1990). At +he same time, the
music is given further definition by the form, meaning, and aural

gualities of the poetry.

Musicology fulfills a unique and specific rolé in expanding
our undexstanding of different cultures and societies (Geertz
1368, Chernoff 1979, Seeger 1987, Waterman 1980, Clifford 1992,
Shepherd 1991). This study aims to pursue this role by examining
the Christian chuxch as a distinct culture within our soclety.
Sociologist Line Greniexr (15%0:45) suggests that music can be not
only an expression of a social reality, but that it can
contribute to the very production and creation of that reality.
In this light, I examine the role that hymn singing plays in the
prxoduction and expression of the distinct church culture of a

particular congregation.

The music of hymns both in the traditional style and in the
popular style, will undoubtedly find an important place in the
new hymnal. Sociologist Simon Frith (1987:144) says that
popular music has a particular power, specific to the medium, in
that it can both possess and be possessed by the listener or the
participant, and lead to a new kind of self-recognition. This is,
in fact, true for all musics, since different genres and styles
reach people in different ways, because of their personal
experiences. Based on the assumption that music, and in

particular the Singing of hymns by a community, can aid in the
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definition of a collective identity, and at the same time can
provide a vehicle for the expression of individual needs,

aspirations and emotions, I have examined the new and the old
hymnody as an expression of theological, social and individuai
concerns of particular times, places and communities, and how
they inform communal ané personal idehtities within the United

Church.

Context

The United Church of Canada, founded in 1925, is the largest
protestant denomination in Canada, and is ninety-nine percent
English-speaking. Hymns are used to open and close the Sunday
services, and are normally sung at weekday gatherings. The shape
of the church year is underlined by the selection of hymns, a
special repertoire being reserved for important seasons such as
Advent, Christmas, Lent and Easter. ﬁuring the liturgy hymns
serve to focus the attention of the congregation on aspects of
church worship such as communion, prayer, affirmation of faith,
preparation for the sermon, or the offering.

The first hymn book of the United Church was published in
1930, and the second, in 1971, was a joint publication of the
United Church of Canada and the Anglican Church of Canada. Both
churches are now in the process of compiling new and separate
hymn books, since the present book has never been entirely
satisfactory to either denomination. 2An small experimental book,
Songs for a Gospel People, was published by the United Church in
1987, "out of a growving sense of need for renewal of

congregational singing and a vision of nev directions vhich that
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reneval might take" (Hobbs 1987:1). This book has been
favourably received by both the Znglican and United churches. Ia
this interim collection, the words of the hymns (using inclusive
languége) address issues of current theological and social
concern. They axe set to music in varying stvles, inclweding many
in a moze popular idiom, based loosely on £folk song, and which,
at times, exhibits some "pop" charactexistics.™

New times bring with them new concerns, and they demand hymns
vhich will express these concerns in an idiom accessible to the
people who will sing them. New preferences in musical styles
demand changes in performance practice. Church cultuzxe in 1996
must be relevant to a membership which draws upon people of
varying social, cultural and economic backgrounds. This thesis
examines the issues faced by the church, as they are expressed in
hymns chosen by a congregation which is embroiled in the

religious and political turmeil of its times.

Methodology

In order to introduce the setting in which hymns in Fiist
United Church are selected at this time, my first chapter
sketches a history of the United Church of Canada, describes the
foundation of First United Church in Ottawa, and analyses the
choice of hymns sung at the inaugural services which took place

in that church at the time of union in 1925. In chaptexr two I

“pPop characteristics in this instance include ballad-like
melodies, syncopated rhythms, blues chords, freguent use of
secondary-seventh and added sixth chozds, and arrangements for
accompaniment on keyboards or guitar.



examine the background and contents of the three hymn books that
have been used in the congregation under study; beginning with
the first official hymn book of the United Church of Canada,
vhich was published in 1930. Chapter three focuses on the
congregation of First United, and the ways they select their
hymns. This chapter is based on intexrviews with twenty-four
members of First United Church in Ottawa. The interviewvs, which
took place during the last months of 1995, ask guestions about
the language, musical style, and functions of hymns. The goal is
to see how their selection of hymns articulates thei:r various

stances on social and theoclogical issues.

First United is a dovntown, imnner-city church, vhich places
emphasis on its role as a member of the community. The ministex
is a voman of intellectual rigox, well-known and respected for
her support of human rights. Under her ministry the congregation
has increased dramatically in size. While the membership is, in
many ways, a cxoss-section of urban society, most of these people
belong culturally and economically to a wide spectrum of the
middle-class. Besides the remaining members of an original
congregation (most of whom are now very elderly), there is a
lafge group of young and middle-aged professional people (many of
vhom arxe in the social-service fields), and a number of people
who Joined In a body from another, larger, United church, when
they found it impossible to agree with that church's policy of
exclusion of homosexuals from ordination. Other members of First

United inclvde lesbians and homosexuals, university students,
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recovering addicts, abused women, street people, and a number of
people ﬁith.A;DS. Most of these groups are represented in the
choirx. h

Informants were selected to obtain a balance of sexes,
age categories, economic circumstances, and involvement in chuxch
activities. They were asked guestions about the function of
hymns, their favorite hymns, the language and music of hymns,
preferences in performance practice, and their aspirations about
a newv hymn book. Each tape recorded interview took about an hour.
The interviews, with one exception,® took place duxing the summer
and fall (May to November) of 1995. It was the assessment of the

information obtained during these sessions that enabled me to

sketch a profile of the congregation.

Scholarly Relevance

This study o0f the new hymnody in the United Chuxch ¢f Canada
is the first such study undertaken which recognizes hymn singing
as crucial in the formation and identification of a collective
identity of a Canadian church community in the 1990s. The
selection, for this case study, of a church which contains a
significant cross-section of the community, is particularly

relevant, since the concerns of many interest groups are voliced

“One interviewv took place in July, 1994, with a student
minister who was interning at First United for the summer.
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in this analysis.®

while music has come to be seen as helping to shape -cultural
values and social organizations and, as such, has been analyzed in
many studies ((Geertz 1568, Chernoff 1973, Seeger 1987, Waterman
1990, Shepherd 1991, Clifford 1992), and while many of these
studies have identified the dual agency of music both in the
formation of a communal identity and as an expression of this
identity (Grenier 1990; Frith 1987), this is the first project
to study the role of hymns in the formation and expression of a

communal identity in a2 church culture.

Although much has been written about English hymnody,
(Stevenson 1966; Ellinwood 1973; Watkins Shaw 1974; Temperly
1979, 198l1), studies dealing specifically with hymnody in Canada
are less numexocus. Volume V of the series published by the

Canadian Musical Heritage Society (Beckwith 1986) draws on hymn

®A doctoral thesis by Paul Cummergen (University of Cttawa,

1996: forthcoming) entitled "Speaking of experience: A study
of preaching and other verbal performance in a United Church
of Canada congregation™, also uses First United Church,
Ottawa, as the basis of a case study. Cummergen analyzes the
preaching style ¢f the minister, Sharon Moon, using the
concepts of social space, f£ield and symbolic capital as
developed by Pierre Bourdieu.

xiii



books published in Canada between 1801-1939.” Bruce Harding's
thesis (1994): "One Man's Vision: the 1930 Hymn Book of the
United Church of Canada", provides invaluable background about
early hymnody in the United Church, and the concepts which guided
the choices foxr the first hymnal. This thesis will deal with

today's hymnody, as it is being articulated and reformulated at

First United cChurch.

This is a time of profound change in the United Church, as
activist groups tackle what have been hidden issues, such as
molestation of children and sexual orientation. Women have now
asserted their presence and vocalized their own concerns.
Churches such as First United constitute a haven from many people
wvho £ind little relevance in the ministry of the conservative
wing of the church. The singing of hymns gives a unigque communal
voice to these concerns, whether they be theological or social.
The issue is really what this voice will say, and how it will say
it. The guestion raised in the twenties, the thirties, the
sixties, and the eighties, is once again being asked: "Howv shall

ve sing the Lord's song?"™.

7Included in this publication are hymns from the original books
of two of the three churches which Jjoined to form the United
Church of Canada in 1925: The Presbyterian Book of Praise
(1518) and The Methodist Hymn and Tune Book (1917). The
Presbyterian and Methodist books had both been published in
Canada. The third partner in this union, the Congregationalist
Church, used a hymn book which had been published in England,
wvhich was therefore not elegible to be part of this volume.
Beckwith also includes selections from the £irst hymn book of
the new church: The Hymnary of the United Church of Canada
(1930).

xiv



CHAPTER 1l: NEGOTIATION

The choice of hymns to be sung in a church has always been
an emotional issue. Hymn singing styles and traditions differ
from denomination teo denomination, and even among particular
congregations of the same denomination. While the protestant
churches all recognize the importance of hymn singing as part of
worship, the evangelical fervour of one church can be regarded as
unseemly emotional excess by another. Each church guards a
favoured repertoire of hymns, among which we f£ind, for example,
Christmas carols, patriotic hymns, funeral hymns and baptismal
hymns. Hymn singing can, at times, be an evocative, intensely
emotional experience, since hymns are intimately associated with
particular occasions or events. The choice of hymns is never
an issue to be taken lightly, because in singing hymns the
members of the congregation arxe physically taking part in a
communal, spiritual act--an act which must be compatible with the

background of experiences that they bring with thenm.

While many historical accounts have been written about the
formation, in 1925, of the United Church of Canada (through the
union of members of the Canadian Methodist, Presbyterian and
Congregationalist churches), little attention has been paid to
the important role that hymnody played, and still plays, in the
politics of that institution. In order to understand the current
controversies over hymns in the United Church of Canada, we need

to understand the issuves faced by the chuxch in 1925 in the



selection of hymns, and the implications of the decisions made at
that time in light of a dilemna that has, to this day, never been

satisfactorily resolved.

In the early days of the union, areas of tension quickly
becare obvious as local congregations joined together to form new
communities. Clergy and laity were confronted with the task of
modifying entrenched denominational patterns of worship, and
powver politics was rarxrely absent when the selection of hymns was
on the table for discussion. Agreement among the churches had
been reached on articles of faith and doctrine, but there was a
last, fierce, emotional attachment to denominational hymns and
psalms. Arxeas of tensi&n included words, musical style, pace,
pitch,* types of musical accompaniment, placement of hymns in the
church service, and the number of hymns to be sung. The issue of
representation of each denomination was at the heart of all these
debates, and accommodation was necessary to allow the new
congregations to function in a manner acceptable to most of their
members.

The three founding churches each came to the negotiating
table with their own hymn book and their own singing style. Given
that for five years there was to be no hymn book published for
general use in the national church, the newvly-formed congre-

gations of the United Church were faced with the difficult task

r1wpitch" is a term commonly used in English-speaking Protestant
churches to refer to the note on which a hymn tune begins. The
name is derived f£rom the pitch-pipe, which was used to sound
the starting note in the psalms in a church vhen no other
instrument was available.



of £finding hymns appropriate to the philosophy of the moment and
tc the spaces in which they were to be performed. At the same
time, the traditional hymnody of each denomination had to be
treated with proper respect.

There was common ground among the founding churches in that
they all accepted hymn singing as a given part of worship. Each
church had a strong singing tradition, and pride of place was
unguestionably granted to the singing of hymns as a fundamental
part of the liturgy. Indeed, a service without singing would have
been unnatural anéd incomplete for any of the members. Further-
more, there was a substantial repertoire of hymns common to the
three denominations--hymns derived from their mutual British
protestant heritage. In addition, however, each denomination
brought its own xepertoire of hymns which were highly favouied by
its community members. These hymns, which had particular
associations and styles, were judged to be fundamental to the
expression of the community's faith. Politics inevitably played a
role in the negotiations that took place, week by week, in the
selection of hymns that would be acceptable to people of such
varying loyalties and interests. No easy ruling could be made by
the clergy in this or any other matter since, by the constitution
of the new church, the congregation held significant powexr of

decision.

In dealing with controversies both 0ld and new, concerning
the hymnody in the United Church of Canada, it is necessary to
undexstand something of the particular circumstances from which

this institution emerged. The first part of this chapter,



therefore, describes some of the forces--spiritual, socio-
political, and economic--that prompted a union in 1925 among
three masior Canadian Protestant churches: the Presbyterian Church
of Canada, the Methodist Church of Canada, and the
Congregationalist Church of Canada. The second section of the
chapter discusses this important heritage of hvmns at the time of
church union, with emphasis being placed on the particular
contributions made by each church from their own traditions and
by their own hvmn writers. In the final section of this chapter,
_ an examination is made of the inaugural services of the first
United Church to be founded in Ottawa, in order to investigate
the politics and.the criteria governing the selection of hymns
for that occasion. While the hymns chosen emphasize unity and
common faith, it is possible to observe omissions, additions and
compromises which show the real nature of the political powver

exercised by factions of the church community at that time.

THE UNITED CHURCH OF CANADA

Church Union

When the United Church of Canada finally became a reality
in June, 1925, the ceremonies marking this historic event wvere
celebrated in that most Canadian of institutions, a hockey arena.
The fruit of more than forty years of discussion and negotiation,
this occasion marked the union of the Congregational Churches of
Canada, the Methodist Church of Canada, approximately two-thirds

of the Presbyterian Church of Canada, and the Council of Local



Union Churches. The ceremony, attended by 7,646 women and men
(Crysdale 1993: 145), was the culmination of a series of unions
which had their roots in practical and economic considerations
dictated by the realities of Canadian geography.

With the westwvaxrd expansion of the frontier, planning for
a larger, more comprehensive Canadian church with greater
resources had bequn in the closing decades of the last century.
In the English-speaking vestern provinces the need for some kind
of consolidation became obvious, if mission and outreach efforts
of the Protestant churches were to continue. This need became
critical vhen, in the years immediately preceding the first World
War, there was a great influx of immigrants, many of whom had no
cultural links with Britain. 2 heightened awareness of the
social mission of the church and, in particular, a common
allegiance to the evangelical doctrines of the Reformation, led
to a recognition of affinities among three churches:
Presbyterian, Methodist and Congregationalist. Historian John
Webster Grant {(1967: 26) writes:

They met on the platforms of temperance rallies, at
meetings of the Evangelical 2Alliance, at Sunday School
conventions, in campaigns for supporting the evangeli-
zation of French-Canadians. Their chief badges of mutual
recognition were receptiveness to newv forms of Church
life, old-fashioned evangelical zeal, and a moral ear-
nestness closely akin to the English nonconformist
conscience. They were beginning to think of themselves
as churchmen rather than sectarians.

The immediate issue was not so much one of doctrine, as the

effective deployment of resources, both human and material. As

the need for a pragmatic approach to the physical task of manning



and supporting the vast western and noxrthern territories became
increasingly apparent, a joint committee was appointed in

1904 to consider the guestion of union among the three churches.
A document entitled the Basis of Union,® which was developed in
five meetings of the committee between 1904 and 1908, was
submitted in 1908. This document differed little in approach from
the <final Basis for Union that was implemented in June of 1925.
The Methodists and the Congregationalists readily agreed to
principles outlined in the document of 1908, and vere prepared to
become part of the larger church. The whole of the Presbyterian
church was not in agreement, however, and signing was delayed
until a full accord could be reached. This was not to happen and,
at the time of union in 1925, approximately one third of
Presbyterian churches chose to remain apart. One of the most
important issues was the preservation of the particular identity
of the church: would the Presbyterian church, on union, be a
continuation of the historic church, or merely become part of a

nevw sect?>

= Chambers (1993: 1) describes the Basis of Union as "the

attempt of a yet-to-be-born new church to define itself,

describe its understanding and interpretation of the Christian

faith, and to outline some of the basic principles ox its

organization."

2 Grant (1967:128) notes:
...¥vhen union came under attack, its defenders took
great pains to reassure doubters that nothing of
substance in the traditions of the uniting churches
would be lost. Among Presbyterians, indeed, no issue
generated greater heat in the church union controversy
than the claim 0f each party to represent the contin-
uing identity of the existing Presbyterian Chuzrch in
Canada....the question involved more than a debating
point, for few Presbyterians would have been willing
to embark on a venture that required them to disown
their history.



Both documents foxr the Basis of Union (1908 and 1925)
stated, in fact, that the identities of the founding churches
vere to be respected and preserved, enabling them to enjoy mutual
enrichment, as heirs of the past and as trustees for the future.
With the reassurance given by this approach to possible points of
doctrinal disagreement, practical arrangements for the pooling of
resources could be made with confidence. As Grant says:

Churchmen of the first decade of this century, in-
terested more in the application than in the definition

of the gospel, thought of the church more readily as an

instrument for the realization of the Kingdom than as

in any sense itself a realization of it. The primary

question for them was not, "What is the Church?" but,
"what is the Church for?" (ibid.: 34).

The Founding Churches

What were the ties among the three founding churches--
Methodist, Presbyterian, and Congregationalist--that they should
be able to consider union? While internal arrangements of church
government differed, they were all Protestant, and they all saw
evangelism as a major part of witness. Each of these churches had
been founded in Britain by commoners, and as such the social
impetus was upwards rather than one imposed from above by the
gentry. Furthermore, they were 21l liberal, moralistic, and
concerned with the social gospel. Finally, each had important
followings both in Canada and the United States, and was able to
supply clergy born or trained in Canada or, at least, on this

continent.



Methodisn

The Methodist component was the largest. This church wvas
formed in the eighteenth century through the preaching missions
of John Wesley, an Anglican clergyman, who taught justification
by faith and the attainment of Christian perfection (Hinnells
1984: 212). His church relied heavily on lay evangelists and
itinerant preachers who acted as leaders for a circuit of a
numbex of groups, or "societies." Several varieties of Methodism
developed in North america, and, in 1884, the Canadian branch of
the Methodist Episcopal Church and a number of smaller Methodist
churches were incorporated as the Methodist Church of Canada.
They retained an organizational structuvre similar to that of the
Church of England, relying on a central government, including an
informal episcopate. Historian Goldwen French vrites:

Nevertheless, the Methodists as a group held to

an evangelical and fundamentalist faith. Inspired by

Wesley's example and by the philistinism of their en-

vironment, they showed little interest in biblical

scholarship; they preferred the literal interpretation

of the Scriptures. For them sin and judgment vere real-

ities that could be overcome only by a vivid and def-

inite conversion experience. Hence they continued to

prefer in principle a type of liturgy and preaching

that would disturb the conscience of the participants

and bring them to the point of decision (1963: 78).

Methodism has always stressed the importance of hymn

singing, and John Wesley published the first Methodist Tune Book

v



in 1742.~ From early days, singing in the church and at the
meeting was accompanied and supported by an orchestra or an
organ. The demand for varieties in rhythm led to the development
of the "fuguing tune" wvhich wvas popular in North America in the
eighteenth and early nineteenth centuries.= A vigorous approach
to the mission of the church was reflected in the outpouring of
gospel hymns which vere, and still are, an integral part of

Methodist meetings on this continent and in Britain.

Presbyterianism

While the Methodist Church developed from the established
Church of England, Presbyterianism, on the other hand, is the
English-speaking verslon of the Reformed churches. Worship is
simple, orderly, and dignified. Based on the doctrines and

teachings of the sixteenth century theologian John Calvin,

“ John Wesley (1703-91) and his brother Charles (1707-88)
vexe both distinguished hymn-poets. Other members of the
family wvere equally famous as composers of church music. Most
notable among these was Samuel Sebastian Wesley (1810-76),
grandson of Charles.

= "Fuguing™ hymn tunes typically included a section which made
use of imitation among the four vocal parts. In this genre one
or two voices would fall silent for a moment, and then re-
enter in imitation of a previous voice, resulting in a simple
kind of stretto. Scholes (1970: 631) in his article "Methodism
and Music®" observes: "The last line of the words was often
repeated in such a way as to be taken up by the men and women
in succession and then both together. Some tunes have a
section for two vocal parts only, with an instrumental bass;
others have a chorus after each verse or a Hallelujah refrain
extending to twenty, thirty, or even forty measures."

Scholes suggests that the popularity of Handel's choruses
might have been reflected in this type of tune. An elaborate
example of Handel's "fuguing®™ strategy can be heard in the
"Hallelujah Chorus™ which closes the second section of
Messiah.



emphasis is laid on the hearing and the preaching of the word of
God, and the restoration of the church to its original purity.
Essential to this is a unique form of ecclesiastical pelity,
which was latexr to be used as a model by the United Church.®

Presbyterianism was brought to Canada by immigrants from the
British Isles and the American colonies. Most of these families
vere Scottish in origin; a serious, industrious, godfearing
people, with a wholesome respect for education. Pioneers were
often accompanied by a minister, who usually functioned also as
schoolmaster. These settlers brought with them their metrical
psalter: psalm paraphrases vhich vere sung to tunes originating
in both Scotland and Geneva.” These were the only hymns permitted
in the Presbyterian church until]l the closing years of the last

century. Sung without instrumental accompaniment, they were led

€ Presbyterian church government is based on a series of
courts: at the congregational level the Kirk Session consists
of the minister and elders; the Presbytery incorporates repre-
sentatives of Session from several neighbouring churches; the
Synod is made up of delegates (lay and clergy) from Sessions
in a large area, and, at the highest level, the General
Assenbly (which is the supreme legislative and administrative
court), consists of representative elders and ministers from
the Synods.

> Scottish refugees took their incomplete psalter with them to
Geneva, where it was published in 1561 for use in the Anglo-
Scottish church. The iirst edition incorporating Genevan tunes
vas published in Edinburgh in 1564.
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by a precentor who h=4 a pitch pipe and who often "lined out"e
each phrase. The introduction of the organ and "human hymns"=?
into the Canadian church was a matter of bitter debate in many

individual congregations as recently as the turn of this century.

Congregationalisnm

The Congregatlionalists, as English dissenters were, like
the Presbyterians, part of the Reformed Chuzch. The two churches
are doctrinally close, both generally accepting the Westminster
confession as the standard of faith.®® The essential difference
between the two denominations is to be found in the concept of
church government. While the Presbyterians vested the power in a
series of church courts, the Congregationalists gave all pover,
under the authority of Christ, to the local congregation.
"Counclls™ consisting of laymen and Clergy were called together
to give advice, if asked, on matters pertaining to the clergy:
their ordination, induction or discipline.

The church meeting itself was a gathering of women and men

b In "lining out"™ the precentor traditionally recited each
single line or phrase of the psalm, which the people then
Sang. In North America, the precentor commonly sang each line
to the congregation. This fulfilled two functions: it reminded
the congregation of the tune, and it supplied the words.
Without this leadership, the illiterate would not have been
able to join in the singing, even if the church vere able to
supply a book of words for each member.

g "Human hymns" (Scholes 1970: 825) were those written by men;
the Psalms, being hymns taken from the Bible, were considered
to be divine, since they were the word of God.

1o Church historian Earl B. EAdy (1963: 26-7) notes that five
Congregationalists helped to "frame" the Westminster
(Prxesbyterian) Confession, which is generally accepted by both
the English and American streams of Congregationalism.

11



wvho, by public profession of faith, were admitted into covenant
membership by the congregation. Local congregatlons were
encouraged to formulate their own "creed,"™ or confession of
faith. Like the Presbyterians, their ideal was a return to the
purity and simplicity of the early church, and to this end their
meeting places were plain and their éiergy wore no vestments.

The Congregationalists were a formidable presence in the
United States, and by the eighteenth century they had become
the state church in Massachussets and Connecticut. 1In Canada
Eeatures of both the British and american Congregational churches
vere united to form a uniquely Canadian institution. Chief among
these was the American concept of an association of ministers and
lay representatives, which eventuvally grew into state councils,
and finally into a national council.

The Congregationalists have alvays placed particular
emphasis on music in worship, and organs have been in use in
thelr churches since the late eighteenth century (Scholes
1970: 246). Their earliest hymns were from the Scottish Psalter,
and music of a simple character has always been preferred. Chief
among the Congregationalist hymn writers was lIsaac Watts (1674-
1748) whose hymns remain, to this day, among the most popular in
the Protestant churches (Cross and Livingstone 1974: 1462).

While the Congregationalists met with great success in Upper
and Lowver Canada, they had less impact in the west than either
the Presbyterians or the Methodists. Eddy (1963: 36) suggests
that the independent spirit of the Congregationalists expressed

itself in another way, by joining with other churches in small

12



towns in "union" or "community" churches. These Protestant
community churches, the result of informal unions among two ox
more denominations at a local level, became increasingly common
in the prairies, offering, as they did, a practical solution to
the problems encountered in a frontier society by small
congregations. Church historian Stephen Chambers writes that
individual churches were finding their needs to be beyond their
separate abilities. He describes the founding of one of the
"community" churches this way:
Presbyterian, Methodist, and Baptist missionaries

vere all wvorking early in the century in the railroad

towvn of Melvillie, Saskatchewan. When the Methodists pro-

posed building a church in 1908, they were persuaded to

consider a union church. The Melville Union church was

oxganized in accordance with the Basis of Union docum-

ent, which the joint union committee had just prepared

for the national uvnion discussions. In February, 1810,

in their new church, former membexrs of six denominations

sat around the Lord's table for communion. (1993: 146)

By June, 1925, more than a thousand such unions (the

majority of them in the west) had become a reality, ready to

become part of a national, united church.**

HYMN BOOKS AT CHURCH UNION

While each church came into union with its own repertoire of
hymns, there was also a substantial common heritage of hymns by
the great English and Scottish composers and poets. At the time

** Chambers (1993) and Grant (1967) set this number at one
thousand. BEddy (1963: 36) says that in 1925, "no less than
three thousand such congregations joined in the union."
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of Union in 1925, the Presbyterians and Methodists had both

recently published Canadian hymn books; the Congregationalists,
on the other hand, still used an English book.

The Methodists had published The Methodist Hymn and Tune
Book in Toronto in 1917, and this had been reprinted in 1918 by
the United Churxch Publishing House with the new title The United
Church of Canada Hymn and Tune Book. While this had no officialﬂ
status (as a publication of a non-existent church), it vas a
testament to the faith of all parties that an agreement for aunion
vas likely to be reached.:=

The Book of Praise (Presbyterian hymnary), edited by
Alexander MacMillan, had been published in 1918.3%*2 This

collection included, besides the Psalter, hymns from the great

*= The editors of the Methodist Hymn and Tune Book list seventy-
four entries under the name of Charles Wesley, a founder of
Methodism. Importance is also given to the poetry of Isaac
Watts, the Congregationalist (twenty-nine entries). The music
in this book is generally the work of Church of England
composers such as Joseph Barnby (thirty-three entries), John
Bacchus Dykes (nineteen entries), and Sir John Stainer
(fourteen entries). 0ddly enough, the book contalins only three
hymns by composer Samuel Sebastian Wesley, one of the most
famous sons of the Methodist church. There are a number of
metrical psalms from various sources, such as the Scottish
Psalter, Tate and Brady, and Ravenscroft.

*® Book of Praise: Authorised by the General Assembly of the

Presbyterian Church in Canada, With Music. Toronto: Oxford
University Press, 1918.
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composers and traditions of tﬁe universal Christian church.*= In
many wvays it resembled the new hymn book of the United Church
which was to be published in Canada in 1930, with MacMillan as
editor.

Since these two books, the Methodist and the Presbyterian
hymnals, were published in Canada for use in Canadian churches,
one would expect, even at this early date in Canadian musical
history, to find a number of Canadian composers represented.
Bruce Haxding (1994) has identified over thirty Canadian tunes in
the Methodist Hymnal, but only twelve in the Book of Praise.*S

The Congregational Hymnary of 1916 was a revision of the
1887 Hymn Book, for the use of the Congregational Union of
England and Wales. The names of the English poets Isaac Watts and

Charles Wesley are, of course, prominent, as are many of the

% The editors of this book list one hundred and fifty-four
selections from the Scottish Psalter (including ten
paraphrases by Isaac Watts, and eighteen from the Genevan
Psalter}. Authors of other hymns in the book include
Methodists Charles Wesley {twenty-six entries), composer S.S.
Wesley (twenty-three}, and Congregationalist poet, Iszac Watts
(sixteen). Hymn vriters from the Church of England were well
represented by composers from the 18th century such as William
Croft (eleven); from the 19th century by Joseph Barnby
{(thirteen), Henry Smart (thirteen), Sir John Stainer (twelve)
and John Bacchus Dykes (thirty-nine). Among earlier English
composexrs were Thomas Tallis (seven), Orlando Gibbons ({four)
and Henry Purcell (four). Martin Luther (three) was one of the
few German hymn writers represented.

*S Among those in the Methodist Hymnal, Harding found thirty-
six tunes by Canadian composers. These included twventy-three
tunes by Herbert Saunders, (co-editor of music for the Metho-
dist committee), five compositions by W.H. Hewlitt, four by
Alfred Whitehead and four by James Edwin Jones.

The present writer has identified f£ifteen Canadian hymns in
the Book of Praise: eight tunes by W. H. Havergal, four by
J.E. Jones, and one each by Ernest Macmillan, 2Alfred
Whitehead and Healey Willan, respectively.

15



composers represented in the other two aforementioned books.:®

Performance Practice

While each of the three denominations had, by 1925, accepted
the fact that the organ and the four-part choir were integral
parts of the church service, concepts of performance practice
differed radically in other respects. One point of disagreement
was the pace at which the hymns should be sung. The Metheodists,
accustomed to a certain amount of evangelical fervour, favoured
hymns with a strong beat, sung at a lively tempo. The
Presbyterians, brought up on the Scottish Psalter, preferred a
stately, dignified tempo, as did the Congregationalists.

Although the singing of the Scottish Psalter had been the
only music permitted in the Presbyterian church until the end of
the last century, this strong singing tradition was fundamental
to worship within that denomination. Based on the Psalms of
bavid, these hymns, like the church service itself, were simple,

orderly and dignified. They were sung at a solemn pace, usually

*“From the index of the Congregational Hymnary wve can observe
that composers and poets included in this publication are
almost without exception English. Chief among the composers
listed are Josiah Booth (forty-six entries), John Bacchus
Dykes (forty-eight), E.J. Hopkins (thirty-one), Sir John
Stainer (twventy-one), Sir Arthur Sullivan (forty) and Samuel
Sebastian Wesley (seven). Poets include Horatius Bonar
(sixteen entries), W.W. Hov (seventeen), Charles Wesley
(thirty-four) and Isaac Watts (tventy-five).
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in the "long note" style*” (appendix 1.1). Many of these same
psalms were to be found in both the Methodist and

Congregationalist hymn books in curzent use at the time of Union.

Once "human hymns", the organ, and the four-part choir were
accepted as a normal part of worship, the Presbyterian repertoire
expanded, as can be seen by the variety of hymns represented in
The Book of Praise, published in 1918. These included hymns of
English hymn writers who were important in both the Methodist
and Congregationalist traditions. For example, the hymn tune
Nicaea by John Bacchus Dykes, sung to the words of Reginald
Heber*® appeared in all three books. This hymn (Appendix 1.2},
which had pride of place as the first selection in The Hymnary of
the United Church (1930) has been traditionally sung as the

opening hymn at the Sunday morning services of the United Church,

*> 1In the "long note™ or "gathering note" style, the first
note of each line of the hymn is elongated to approximately
twvice the normal length of the pulse note. This was probably
originally a device used by the precentor in the lining out
process, enabling the congregation to "couple on"™ to the
initial pitch of the line. While, by the time of church union,
the role of the precentor had been taken over by the church
choir, the long note style persisted, and is a matter of
cholice, discussion and disagreement till this day in both the
United and Presbyterian churches. Taking note of the
traditional style, The Hymnary, of the United Church (1930)
offered the two versions of some well-known tunes, as
illustrated in Appendix 1.1.

® Hymn tunes in the books under discussion are all classified
according to syllabic metre (the total number of syllables in
each line of poetry). Nicaea, with the metre 11 12 12 10 (as
printed beside the name of the tune in Appendix 1.2, can be
sung to any set of hymn wvords which have the same number of
syllables per line. Each hymn book comes with a metrical
index, an alphabetical index of tunes, an index of composers,
arrangers, and sources of tunes and and index to authors,
translators and sources.

17



and is still so used by many congregations.

Like the Presbyterians, most Congregationalists leaned
towards the dignified, traditional, conservative hymn, sung in
four-part harmony. While they made full use of the Scottish
Psalter, hymns by 19th century English composers such as Joseph
Barnby, Henry-Smart, Sir John Stainer and John Bacchus Dykes were
equally popular. The Methodists, on the other hand, while relying
heavily on their common repertoire with the Presbyterian and
Congregationalist churches, contributed their own special type of
evangelical hymn which was favoured by xevival groups and at camp
meetings. These were generally livelier in pace, and were
frequently in the form of verse with refrain (appendix 1.3).
Harmony was often more adventurous, relying on frequent brief
modulations to emphasize the emotional nature of the words (see

for example line 4 in Appendix 1.3).

THE INAUGURATION OF FIRST UNITED CHURCH, OTTAWA

First United Church, Ottawa, inaugurated on February 15,
1925, is so named because it was the first of the United churches
to be established in that city--that is, four months before the
national church of this nev denomination came into being. Like
many of the informal community churches in the west, pragmatism
wvas the primary reason for this union between Flrst Congregational
Church and Westminster Presbyterian Church. The members of
westminster Church in Ottawa were in need of a new building, but

impending church union offered another solution to their problems.
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With unanimous favourable votes on the part of both
congregations, final arrangements for a union between the tve
vere quickly made.®*® Edna Shearman, in her article "A Brief
History of the First Congregational Church" describes the events
of that winter's day as follows:
Thus it was that on February 15, 1925, Mr. whidden
of the Westminster Church with his congregation
marched down the few blocks to their new home while
the Congregational members stood in the two side
sections and [sic] the new members might be received
into the centre portion of the church. It wvas a
deeply moving, unforgettable service and so the two
became one body to be known as First United Church
of Ottawva.
(Shearman 1987: 14)
Both First Congregational and Westminster Presbyterian
churches were part of historical Bytown.=° When the First
Congregational church was founded in 1846, they were the fifth
éifferent denomination to erect a church building in what was
still essentially a lumber town. First Congregational's church
membership expanded quickly, and the present building (housing
wvhat we now call First United Church) was the fourth home of the
original Congregational church. Built in 1911, the sanctuary
seats five-hundred people. Music has alwvays been an important

part of worship, with emphasis being placed on strong leadership

*® Chief among these arrangements was to be a joint pastorship
for two years.

= In 1855 Bytown was renamed Ottawa, and in 1858 was made

the capital of Upper and Lower Canada. The city became the
capital of the Dominion of Canada at Confederation in 1867.
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by a choir of mixed voices.=* The present organ, a tvo manual
Casavant, was purchased in 1901, and has since undergone several
renovations and additions.==

Westminster Presbyterian Church was originally part of the
larger congregation of Erskine Presbyterian Church, which had
been founded in 1878. In April of 1911, due to an internal
dispute, four-hundred members and adherents withdrew from
Erskine, and formed a new congregation, which they called
"Westminster Presbyterian.®™ It was this nev church which was to
become = founding member of First United church fourteen years
later .= First United Church has remained as it began, a union of
tvo congregations; one Presbyterian, the other Congregationalist.
No Methodist congreéation has ever become part of this church

community.=+

=2The oOttawa Choral Union vas formed under the leadership
of Alastair Crandall, while he was music director at First
United. Founding members included several members of his
church choir. The Ottawa Choral union continues to perform
regularly in that city.

22The present organ, by Casavant Fréres Limitée, is the fourth
instrument this church has had, the first one dating from
1866. Casavant is a prestigious Quebec f£irm of organ bullders,
founded in 1840.

=3 At the time of general union, members of Erskine voted to
remain as part of the Presbyterian church. A significant
number left the parent church at this time, and became members
of First United Church.

=<While at the national level the United Church was formed by
the union of the three founding denominations, this could vary
the local level where, depending on local circumstances, union
could take place between only two churches. This union of only
twvo of the three founding denominations was common in the
United Church. aAny combination was and is possible. As always,
pragmatism 1ls the watchwvord.
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Hymns at Inauguration

In considering hymns in use at that time, it is instructive
to look at the services of inauguration of First United Church
(Illustration 1.1). Beginning with this occasion, and until the
publication ¢f The Hymnary o¢f the United Church of Canada in
1930, the Book of Praise of the Presbyterian book was used
exclusively.== The inauguration services show a carefnrl
compromise made in the selection of hymns, most of which were to

be found in the books of both the founding congregations.=<

The opening hymn in the Morning Service, the "Doxology™, is
common to both churches, Congregationalist and Presbyterian, and
wvas doubtless so well-known that there was no need to print it
out in the order of service. It is traditionally sung to the tune
"0ld 100th" from the Genevan Psalter of 1551, and this was

undoubtedly the tune used on this occasion. The words are by

2Spersonal communication, Grace Hyder (Ottawa: March, 1995). She
wvas a member of First Congregational Church at union.

=2«The Methodist hymnal was not a factor on this occasion,

since only tvo churches were involved in this particular
union: Westminster Presbyterian and First Congregationalist.
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Thomas Ken.=” The next hymn, one of particular importance to the
Presbyterian members of the congregation, was an exception to the
effort made to use hymns from the common repertoire of the two
founding churches. A metrical versicn of Psalm XXIV from the
Scottish Psalter of 1650 was chosen--a hymn wﬁich was not found
in the Congregational book. While this solemn hymn of the
Covenantexrs had particular historical significance for the
Presbyterians, the words were also appropriate to this occasion.
It begins:

Ye gates, 1ift up your heads on high;

Ye doors that last for aye.

Be lifted up, that so the King

Of Glory enter may.

The tune, found only in the Presbyterian Hymnary, was the
famous "St. George's Edinburgh," by andrew Mitchell Thomson
(1778-1831).

The other hymns sung at this first inaugural service were

found in the books of both congregations. They all stressed

unity and the common faith, using words and music from the 19th

=7Thls hymn was traditionally sung at the dedication of the
offering. Its use as the opening hymn on this occasion was
particularly appropriate, since the whole service was about
praise and dedication.

Praise God from Whom all blessings £flow;
Praise Him, all creatures here below;
Praise Him, above, ye heavenly host;
Praise Father, Son and Holy Ghost. amen.

Thomas Ken (1637-1711), author of the wvords was Anglican
Bishop of Bath and Wells. The tune, 014 100th, is reproduced
in Appendix 1.1. No one knowvs exactly wvhether the long note or
the short note version was used on this occasion, but older
members of the present congregation of First United think it
likely that it was the long note version.

25



'~ century. These included:

=-"Our blessed bond of union"™ (#2986, Presbyterian Hymnary)
Tune: Lancashire (Smart)
Words: R. Murray (1832-1909)

-"Glory be to God the Father"™
Tane: Regent Square (Smart)
Words: Horatio Bonar (1808-1889)
(as printed in the oxder of service)
-"Faith of our Fathers" (#540, Presbyterian Hymnary)
Tane: St. Catherine (H.F. Eemy, adapted by
J.G. Walton, (1821-1905)
Words: F.W. Farber (1814-1863)

—-Anthem: "O Worship the Lord" (Hollins)=®

The service at 3 P.M. sav the inauguration of the Jjoint
Chuxrch School (with corresponding joint Superintendents).
Performances by a children's chorus and by Master Ronald Botten
vere part of the programme. The hymns were all chosen from the
laxge section of "Hymns for the Young™ in the Presbyterian book.

="Break Thou the Bread of Life"™ (%#291)

Tune: Bread of Life (William Fine Sherwin:
1826-1888)="
Words: M.A. Lathbury (1841-1918).

=® while only the surname of the composer is given, this anthem
could be the work of the Alfred Hollins mentioned by Scholes
(1S70: 483). Hollins wvas, at the time when these services took
place, the organist of West St. George's Church, Edinburgh.

=% Sherwin could have been Canadian, but more likely vas
American. The music was written for The Chautaugua Vesper
Hour, copyright J.H. Vincent. The Chautauquas, which origina-
ted in the United States, were travelling variety shows,
stressing morally uplifting messages. They vere also popular
in Canada at this time, particularly in the West.
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-"sSaviour, like a shepherd lead us" (#745)2°

Tune: Pleasant Pastures (composer unknown)

Words: Dorothy Ann Thrupp Hymns for the Young (1836)
-"Follow Me, the Master Said™ (#766)

Author and composer unknown

The evening service of that same day included the oxdination
and installation of elders.®® The hymns, from the common repertoire
(with one exception), were all f£rom the 17th or 18th centuries:

—-"Unto the hills around do I 1ift up my longing eyes™ (#109)
Tune: Sandon (C.H. Purday: 1799-1885)
Words: John, Duke of Argyll (1845-1919).

~"Glorious things of Thee arxe spoken™ (#297)
Tune: Haydn's Hymn (Haydn}
Words: J. Newton (1726-1807)

-"Blest be the tie that binds" (#571)
Tune: adapted from Hans Georg Nageli (1768-1836)
Words: J. Fawcett (1740-1817)

Of the hymns chosen from the common repertoire, preference
vas given to products of the Victorian era, one of the periods of
great flowering of hymn writing. The absence of any selection
from the works of Isaac Watts (1614-1748), the eminent
Congregationalist hymn writer should be noted. Since there were
thirty selections by Watts to be found in the Presbyterian

Hymnary, and since ten of these wexre paraphrases which were

*°Unllke the first hymn, the other two hymns at this service,
vexre not in the Congregational Hymn Book.

32In the Presbyterian manner, this service began with a
psalm: "Unto the hills around do I 1lift up my longing eyes".
This was the famous and well-loved metrical version of Psalm
CXXI, by John, Duke of Argyll. This hymn was found in the
Presbyterian book only; the other selections were to be found
in both hymnaries.
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included in the Scottish Psaltex, this looks like a deliberate
omission. Notable also was the absence of any hymn by the
Wesleys: John, Charles or Samuel Sebastian. Although the
Methodist church was not a participant in the formation of First
United Church, the inclusion of a hymn by one of these important
Methodist hymn writers would have been a graceful compliment to
the third founding member of the national United Church of
Canada.

CONCLUSION

From the examination of the inaugural services at First
United Church in 1925, two major political issues become
apparent: the chqice of a hymn book and the selection of hymns.

One would have conjectured that the union between the two
chuxches in question, Congregationalist and Presbyterian, would
have been relatively smooth, since they vere close in theological
belief, in style of worship, and in church government.
Furthermore, the two congregations had agreed to a joint
pastorship for the period of one year following the union, during
which time particular emphasis was to be paid to unity and common
faith. An examination of some of the events of the inaugqural
services shows, hovever, that manouwevering for positions of powver
vas present from the onset.

It would have seemed likely that the members of the
(formexr) Congregational church would initially be in the
ascendant position since they were already installed in the
building to be shared. One can observe, however, that from the

very beginning the (former) Presbyterian churxch played a powverful
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role.

The first issue before the Jjoint membership was the
selection of the hymn book to be used.®= The Preshyterian Book of
Praise was chosen, and continued to be in use until a new book
for the national church was published in 1930. While the -
Presbyterian hymnal was a recent Canadian publication,®= the
compelling factox in the choice of a hymnary could have been the
determination of the Presbyterians to have access to the entire
Scottish metrical Psalter.2* The avallability of the complete
psalter vas an issue of both historical and emotional importance
for the Presbyterians. Singing these hymns of the Covenanters
was, to them, a communal act of reaffirmation of the faith of the
fathers of the church. They recalled not only the times of exile
and persecution, but they looked forward to a newv covenant in a
unified, protestant, Canadian church. Furthermore, the
preservation of the entire psalter was also a matter of the
preservation of the particular identity of Presbyterianism~--a
verbal testament to the faith and culture of the historical

church. It was this problem of preserving the identity of the

*2The hymnals of the two churches were similar in size. The
Presbyterian book contalned 745 selectlions; the Congregational
Hymnary was slightly larger, with 771 hyans.

22 The Presbyterian book was a recent publication (1918) of the
Canadian church. It contained the entire Scottish metrical
Psalter, as it was then commonly used. The Congregationalists,
however, continued to use an English publication: a 1916
revision of the 1887 Hymnary.

g While the metrical psalms were fully acceptable to Congre-

gatlionalists, their Hymnary contained only a portion of the
psalter.
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original Presbyterian church which had delayed the formation of
the United Church for seventeen years.

A second issue before the new congregation was the choice
of hymns for the first joint services. Political maneuvering was
not absent from these negotiations, and once again the
Presbyterian members of the committee succeeded in securing a
position of prominence for hymns of their choice and tradition.@=
While respect for the hymnody of the Congregationalist church vas
preserved in the selections drawn from the common repertolire,
there is, as noted earlier, the curious absence of any hymn by
well-known Congregationalist writers such as Isaac Watts.

Perhaps it was just an oversight; perhaps the Congregationalists
vere making an extra effort to be welcoming (or accommodating} to
the new group vhich had been received into their midst; or (less
charitably) perhaps, one could suggest that it was a deliberate
omission.

Although the themes of the day were unity and common faith,
and vhile these wvere generally reflected in the majority of the
hymns chosen, the undercurrents of power politics were never far
from the surface. An examination of the hymns chosen for the
inaugural services at First United Church serves to 1llustrate
the types of problems, accommodations and compromises that faced
congregations as they worked together to put into practice the

ideals that had inspired the concept of a United Church of Canada.

230f the hymns selected for these occasions, four were to
be found only in th Presbyterian Book of Praise. Included
among these were the opening hymns of the twvo major services.
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CHAPTER 2: PARTICIPATION

In response to a question about the importance of hymns,
Sharon Moon, the present minister at First United Church, made

the following comments:?

Important? They are absolutely essential. The
theology that we sing is the theology that's planted
deep in the soul, and in the unconscious. The words
that we sing, the images that we use, the ways that wve
think about God in the hymns, are the images that go
deep into the soul, and they're far more important than
anything I ever say, because they hit a different place
in a person's beling. Faith and spirituality are very
much part of the inner corxe. I can be preaching the
most liberal, open-minded theology, and if the hymns
that wve sing are planting an image of a patriarchal,
triumphal God, or that we'ze all sinners, there's a
split between the head and the soul. The head will
take in very intelligent, open-minded ideas, but the
heart and soul will take in the other. So hymns are
the language of the soul. They speak to the soul far
more importantly than any words do... And they cannot
be divorced from the music. Sound resonates in differ-
ent parts of the body, just like the rhythm.

Hymn books are products of a particular time in history,
and preferences as to substance and style can vary with each
historical period, with each generation, or according to social
custom. The cherished childhood hymn book of an older person may
evoke images of social behaviour or cultural values which are
intolerable to someone who is younger. Although hymn singing
involves individual physical participation in a communal act, the

verbal and musical memories of this act are retained in the

unconscious--what Moon describes as the inner core--long after

* In conversation with the author at First United Church,
Cttawva, November §, 1935.
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that event has taken place. These memories are often linked to
previous personal experiences, so that a hymn vhich brings back
images of happy family occasions to one person may, to another,
rekindle memories of an abusive childhood. Because personal
experience is unique, there are few shared wmemories among the
members of a church congregation. If hymns speak both to the
conscious and the unconscious, they must be chosen with infinite
care if they are to project a message that is acceptable to the
current theological beliefs and ethical standards of that
congregation.

Sociologist Line Grenier suggests that sociology could make
a significant contribution to musical studies by putting forwvazd
a definition of music as a fully-fledged and specific social
phenomenon. "As a form of knowledge", she says, "music can be
concelved as both an expiession and a mode of expression that not
only reproduces a social reality but also and most importantly,
contributes to its very production and creation" (Greniex
1990: 45). Grenler's proposition is valid not only for the
individual producer or recelver of music, but it aptly describes
the soclial pheomenon which takes place when a group of people
make music together, as, for example, in singing hymns.

¥hen hymns are sung in a church service, tvo processes take
place. Through participation in a physical act {singing) a social
reality is created within the community, as individual partici-
pant members become part of a larger group. Consequent to this,
theological, moral and soclal issues are addressed by the commun-

ity thus created, through their interaction with the words and

32



the music. It should therefore be possible by examining'the types
of hymns in favour at a particular period or turning point in the
history of the United Church, to observe changing societal and
religious values within that institution as they can be observed
within the boundaries of a given time frame.

The cholice of a particular hyan is guided by the nature and
content of the hymn itself in terms of both the music and the
words. Choosing a hymn means making a statement about an issue.
The performance of this hymn, by involving physical
participation in a group activity, literally gives voice to the
issues addressed in the hymn. The hymn itself must be of a
musical quality acceptable to the people singing it. Bymn singing
is not simply an opportunity for an untrained singer to take part
in big and important-sounding music making. If the words and the
music of a hymn work well together, if the pitch is reasonable
and the music well-known or easy to learn, then singing together
can be a powerful expression of something important to the
community. A significant bonding can take place among the
participant 1ndividvals, which may result in the emergence of é
new group persona.

This chapter will examine past and present hymn books of the
United Church of Canada, noting how the hymns have been informed
by theological and social issues of the day, and how the language
and musical styles have changed during the first sixty years of
the church. The contents o these hymn books should glve sonme
indication of religious, societal, and musical values of the

United Church at three different periods in its history.
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HYMN BOOKS OF THE UNITED CHURCE OF CANADA

At present the United Church of Canada has a history dating
back only seventy vears. During that time three hymn books have
been in use: two of them were official publications of the
church; the third one was privately produced. The twvo official
hymn books (1930 and 1971) wvere essentially compromises, since
they were compiled to meet the needs of uniting churches of
distinct traditions at a particular moment in history.= The
unofficial (and non-denominational) publication, Songs for a
Gospel People (1987),= contains many hymns in a contemporary
"folk" idiom, and was compiled to meet the demand for literature
suitable for a renewval of congregational singing, in language

acceptable to modern Christian thought.<

The three books are reflections of their times. The Hymnary
of the United Church of Canada™ was a highly successful (or at
least long-lived) attempt to offer hymns of substance to all
interested parties: the membership of national United Chuxch; the
historical denominational ties of individual founding congrega-

tions; the big city church with a professional cholr; the smaller

=The Hymnary of the United Church of Canada. Toronto: United
Church Publishing House, 1930; and The Hymn Book of the
Anglican Church of Canada and the United Church of Canada.
Toronto: The Southam Publishing Company, 1971.

= Hobbs, R. Gerald et al. Songs for a Gospel People.
Winfield, BC: Wood Lake Books, 1987.

< Although this book has no official status, it is used
extensively in both the Anglican and United churches.

= Hereafter referred to as "The Hymnary" or as the "Blue Book".
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neighbourhood church; and the rural mission. It was a book
conpiled when Canada was still stunned by the carnage of the
First World War, and was to do duty during the depression and the
Second World War.

This venerable publication vas ;eplaced by The Hymn Book of
the Anglican and the United Churches of Canada<, a book published
in 1971 when union between the United Church and the Anglican
Church seemed likely.” This book was also a compromise, catering
to two dissimilar groups, only one of which, the Anglicans, had a
strong tradition of sung liturgy. The Red Book was a product of
the 1960s and it unmistakably reflects the ideas of the time by
voicing current concerns with social issues and changing
theoclogical concepts, couched in words that were politically
correct for the era. The musical style of many of the hymns wvas
also a reflection of the times: the innovative use of polyrhythms
and syncopation, augmented chords, remote modulations and
unresolved chord progressions all challenged the traditional hymn
style of the common practice period.

The unusual popularity of Songs for a Gospel People,®
published in 1987, could be attributed to two causes: its use of
inclusive language, and the emphasis on "folk" idiom in the music

of many of the selections. In the sixteen years since the

© Hereafter referred to as "The Hymn Book™ or as the "Red Book".
7 This union did not take place, but the two churches have
continued to use this joint publication until the present

time. They are now each in the process of compiling a new,
denominational book.

®Hereafter referred to as SGP or the "Green Book".
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publication of the Red Book, issues only hinted at in 1971 had
become paramount within the church. While theological concepts
had remained unchanged, the image of God was in a process of
evolution. The traditional roles of women and children in a
patriarchal society were no longer acceptable. Using inclusive
language, Songs for a Gospel People deals with many of these
issues in its scant 134 selections. The accompaniment for most of
these hymns is set for piano or guitar in an attempt to offer

"songs" in a more familiar musical language.

The Hymnary of the United Church of Canada (the "Blue Book™: 1930)
S.P. Rose, in an article written in 1930 on the work of

The Committee on Church Worship and Ritual (the committee

charged with compiling The Hymnary}, comnents on the importance of

hymns : =

The psalms and hymns which the people sing are
probably more influential in shaping doctrinal opinions
and moulding character than what is heard from the
pulpit...If their sentiment is lofty and their
doctrine sound, their value is unspeakable; on the
other hand, unworthy hymns have a bad effect upon
the taste and Christian experience.

It is part of the mission of a good hymn-book to
elevate popular taste; but this reguires time and must
be tactfully done....Nothing should be included which
does not elevate and purify the heart of the worshipper.

(Rose 1930: 310)

Rose, like Sharon Moon sixty-five years later, argues that
the theology which we sing is more influential than any words

vhich might come from the pulpit. Moon, in 19585, sees hymns as

® S.P. Rose was a member of The Hymnary committee, and the
former chairman of the Methodist Hymn and Tune Book committee.
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theology already planted deep in the soul and in the unconscious;
a theology which, by the images that it evokes, can be more
powerful than the preached word. Rose, on the other hand, sees
the mission of hymns to be one of moulding character through (as
he says) "the elevation of popular taste." This philosophy of
the powexr and the mission of hymnody can be observed both in the
process of compiling The Hymnary and in the f£inal publication of

1930.

Two ideals were clearly before the members of the committee
charged with the compilation of the The Hymnary: the book must be
worthy of the church (and as such, be a credit to it in the
world), and it must be so comprehensive as to be able to minister
to an infinite variety of desires, needs and situations.

The aims of the committee are stated in the preface to
The Hymnary: |

The larger aim has been...to offer a collection of
spiritual songs widely representative of the Hymnody of
the Church Universal. We have no surer link with our
tathers of generations past, and with our fellow-
Christians of today, than is provided by the psalrs
and hymns and spiritual songs which are our common
heritage. Canticles of the ancient Chuxch, translations
and transfusions of early and medieval Greek and Latin
hymns, songs of the time of the Reformation and period
following, and a rich appropriaticn from the treasures
of modern hymnody, at once bring those who use them into
communion of worship with the Church of the past, and
with all who today call upon the Name of the Lord Jesus,
their Lord and ours....A second purpose... has been to
provide a hymnody true to the genius, history and tradi-
tions of the Communions which now compese The United
Church of Canada. Here will be found the stateliness angd
tenderness of the Scottish Psalter, the glowing passion
and evangelical fervour of the Wesleys, and the lyrical
qualities by which Congregational Hymnody has ever been
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distinguished.

(1930: no pagination)

The result was a book shaped primarily by the Reverend
Alexander MacMillan, D.D., Secretary of the Committee on Church
Worship and Ritual.?® MacMillan had worked as secretary on the
twvo previous Presbyterian hymn books (1897 and 1518) and had co-
edited twvo other Canadian hymnaries. Harding observes:

...The Hymnary is a book that mirroxrs MacMillan him-

self, an immigrant Presbyterian with strong Anglo-

Catholic sentiments and a distaste for hymnody of the

lower classes.

...MacMillan had none of the spixit of compromise

of the great reformers of the church such as Martin

Luther. In MacMillan's opinion, popular music had

no place in worship, and it is completely inappro-

priate for addressing the "Most High".

. {1994: 64-66)

¥hile the hymn books of the three uniting churches receivead
the primary attention of the committee, the contents of several
historical and contemporary English and American collections were
also examined, as well as hundreds of manuscripts offered by
interested people. The resulting book of 1930 presented a wide
selection of hymns conforming, on the whole, to the representative
variety described in the introduction. Disappointingly enough,
there vere only five original Ccnadian hymns to be found among

them.

*© The committee itself was an elite group, formed from
members of the three founding denominations. Of the tventy-
seven people on the committee, twenty-four held doctoral
degrees, twenty-one of these being Doctor of Divinity. From
the list of members in the preface to the hymn book, the
committee appears to have been entirely male.
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The influence of the Oxford movement (showing MacMillan's
vigilant hand) can be seen in the inclusion of translations of
Latin hymns and canticles of pre-reformation England. Selections
from the prose psalter set to Anglican chant, and musical settings
for canticles and other parts of the Divine Service, were among
the liturgical resources. The majority of the hymns were set in
four-part harmony, and were sung this way by church choirs and
members of the congregation who were able to de sc¢. Several well-
known hymn tunes had an additional Faux Bourdon version. The
influence of the English Folk Song movement, prevelant at that
time, can be seen in hymns such as Vaughan Williams' King's
Weston, sung to "At the name of Jesus"™ (appendix 2:1). 2 section
of forty-one items entitled "For Little Children™, offered
further suggestions for suitable children's hymns at the end of
the section.

Protests from many quarters, notably former Methodists,
resulted in the inclusion of a section in The Hymnal entitled
"The Gospel Call." Given MacMillan's distaste for this popular
type of hymn (described below), its omission from the draft
hymnal of 1928 was not surprising.2* Thirty-three Gospel hymns
vere, hovever, included in the final version of The Hymnal.

This popular genre wvas internded to appeal to the wvorking
classes. The music wvas generally easy to learn, with repeated

phrases, uncomplicated devotional language and lively tempos.

** The Hymn Brok Committee's reply to those protesting the
orission of Gospel hymns from the draft hymnal of 1928, was
that this particular section wvas still under preparation vhen
the draft book was sent out. .
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These hymns, which had been popular at Methodist revival meetings
in the previous century, vere often written in the form of verse
and refrain. In this century they continued to be an essential
element in evangelical gatherings. A typical example is Welcome
Voice by Lewis Hartsough (Appendix 2:2) with its refrain:

I am comring Lord!

Coming now to Thee!

Wash me, cleanse me, in the blood

That flowed on Calvary.

In spite of this broad base of different types of hymns from
different periods in the church's historxy, the majority of the
selections chosen for The Hymnary were products of nineteenth
century England. Not only had this era seen a magnificant
flowering of hymn writing, but the hymns produced spoke to
Victorian theology and societal values. It was undoubtedly to
this type of hymn that Rose referred when he spoke of "lofty
sentiment"” and "sound doctrine™ as the elements in a hymn vhich

would elevate and purify the heart of tha worshipper.:=

It is not surprising that The Hymnary bears a close
resemblance to the Book of Praise of the Presbyterian Church in
Canada {1518) since the Presbyterians dominated the United Church
Hymnal committee. This resulted in the exclusion of eminent

Methodists who had vorked on The Methodist Hymn and Tune Book of
1917.

*= A preference for Victorian hymns was also notable in the

inaungural services at First United Church in Ottawa, in
February of 1925, as previously noted.
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Probably the most controversial matter before the editorial
committee for the new book was question of the Presbyterian
metrical Psalter. Arguments continued during four years over the
number of psalms to be retained and their placement in the book.
Should they remain as a group? If they were to be a group, should
they be placed at the beginning of the book or at the end of the
book? 0Or, would it be more suitable to place them singly, among
hymns with similar messages? Final disposition of the
Presbyterian metrical psalter included sixty-one selections,
placed at the end of the hymn section ¢f the book, before the
prose psalms set to Anglican chant.

Further evidence of the strong Presbyterian influence in
The Hymnary can be seen in the choice of "Holy, Holy, Holy"™ (sung
to Nicaea) as the opening hymn in the book (Appendix 1:2). This
hymn alsc occupied f£irst place in the Presbyterian Book of
Praise.*® On the other hand, Methodist collections {(from as far
back as 1780) had traditionally begun with Wesley's famous hymn
"0 for a thousand tongues to sing™. Harding (1994: 62) says:
"Given the controversy over the Psalms and the lack of Methodist
hymnody, the committee could have granted a concession to former
Methodists by continuing this tradition.™ The Presbyterlians,

hovever, appeared to have the upper hand.

i=® "Holy, Holy, Holy" was soon adopted by the United Church as
an introit, and has been so used until very recently, by wvhich
time the imagery of the words had become offensive to many
congregations. Among these is First United Church in oOttawa,
the community used as a case study in the following chapter.

41



To gain further understanding of the political situation in
the United Church during the period when The Hymnary was beling
assembled, it is instructive to look at issues of importance
vhich were before individual congregations of the church at that
time. Many of these issues can be identified from articles in the
New Outlook--the church publication which was the predecessor of
The United Church Obsexver. In the “letters to the editor"
lively discussions vere in progress over the guestior of the
ordination of women to full ministry in the church. While no one
seemed to f£ind any objectlion to this possibility, many correspon-
dents felt that it was early in the history of the church to make
such a change in policy.:=

Other issues of concern wexe the ethical aspects of the
temperance movement and the coxrect policy of the church in this
matter. Considerable discussion also centred around the questions
of divorce and remarriage. Continuing attention was given to work
in the mission field, including the personal danger experienced
by some of the missionaries sent out by the United Church. The
threat of the commumist regime in Russia towvards religion was
a further topic of debate.

The foremost issue, however, was war. The country was still
sick from the horrors of the First World War. In 1930 the

wvatchword (to be echoed by Neville Chamberlain eight years later)

** Lydia Gruchy, ordained at St. Andrew's Church in Moose Jav on
November 4, 1936, was the first woman accepted into the full
ministry of the United Church. Ordination of women had been
finally approved earlier in that year by the General Council,
with a decisive vote of seventy-nine to twenty-six. (White,
1%90: 7-8)
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was "Peace in our Time." The Hymnary was to do duty throughout
the Second World War, and the hymns in the section entitled
"National and International Life" were sung and argued over
countless times during those long six years.*= It is instructive

to look at some of the hymns in this section.

The opening hymn in the section of hymns designated as
appropriate for "National and International Life"™ is "God save
the King", which is called National Anthem (#508). The following
hymn (# 509) offers an additional verse to the previous selection:
six lines by Robert Murray (1832-1909) which refer specifically

to Canada:
OQur loved Dominion bless

With peace and happiness
From shore to shore;

And let our Empire be
United, loyal, free,
True to herself and Thee
For evermore.

O Canada (#511), is also considered to be a hymn. It is set
to the well-known tune by Calixa Lavallée, with harmony edited by

W.S. Dingman. The English words, by Albert Durrant Watson (1859~

*S "Onwvard Christlan Soldiers", with words by Sabine Baring-
Gould (1834-1924), sung to the famous tune St. Gertrude by
Arthur Seymour Sullivan (1842-1900), is an example of a hymn
ovex which there was much controversy at that time; a
controversy which continues until this day in many communities.
The debate centres around wvhether soldiers can alsc be
Christian, and whether they are led to war with the blessing
and protection of the church. The words of the chorus speak
for themselves:

Onward! Christian soldiers,
Marching as to war.

With the cross of Jesus
Going on before.
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1926) are not familiar to Canadians today::®

Loxd of the lands, beneath Thy bending skies,
Oon field and flood, where'er our banner flies,
Thy people 1lift their hearts to Thee,

Their grateful voices raise:

May our Dominion ever be a temple to thy praise.
Thy will alone let all enthrone;

Lord of the lands, make Canada thine own:

Lorxd of the lands, make Canada thine own.

The hopes of 1930 are voiced in hymn #514, in the words of
John Addington Symonds (1840-1893). These are sung to Simeon by
Samuel Stanley (1767-1822), a rousing tune in duple time
(appendix 2.3). The idealism of the time is poignantly expressed
in verse 3:

Nation with nation, land with land,
Unarmed shall live as comrades free;
In every heart and brain shall throb
The pulse of one fraternity.

With the outbreak of World War II, a different set of hymns
gained favour, many of which vere in the section of The Hymnary
entitled "Courage, Conflict, and Victory." Heber's hymn "The Son
of God goes forth to war,"™ sung to St. Anne (Appendix 2.4) showvs
a different approach to militarism, in a hymn more in keeping
with the sentiments of "Onward Christian soldiers" than with

hymns of tolerance such as the one by Symonds mentioned above.

*€ 0 Canada , with the familiar English words written by Robert
Stanley Weir in 1908, was approved by parliament as the
national anthem of Canada in 1967, and officially adopted in
1980. Before that time, God save the King [Queen] and O Canada
were sung as natlional anthems by custom only. During World War
II they had equal prominence in English speaking Canada.
(Personal recollection of the author). French vords for
neither anthem were offered in The Hymnary of 1930.
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Heber's hymn begins:

The Son of God goes forth to war,
A kingly crown to gain;

His blood-red banner streams afar:
¥ho feollows in his train?

The words of Psalm XC (Appendix 2.5) were also sung
to St. Anne. This hymn, well-known to soldiers in the Boer War
and in World War I, had been passed on to their sons and
daughters (and grandchildren), who were now involved in yet
another terxrible conflict. It begins with the solemn words:

0 God, our help- in ages past

Our hope for vears to come,

Our shelter from the stormy blast,
And our eternal home.

Children were not immune to the patriot. > le*vour of the
day. Kipling's hymn, "Land of our birth"™ (Ap .ndix 2.6} vas the
school song in at least one well-knowr Unii 4 Church school.:”
Verses 3 and 4 with their emphasis on subv itsive behaviour,
obedience and sacrifice would be now viewed with suspicion in
most United churches. Indeed, words like these are an anathema in
2 socliety such as the present one, where respect for the person
of the child is seen as the right of that child, and where child

abuse--vhether physiéal, sexual or psychological--is being

revealed both within the family and within the church itself.

i Personal recollection of the author, at that time a student
at Riverbend School'for Girls in Winnipeg.
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Teach us to bear the yoke in youth,
With steadfastness and careful truth;
That, in our time, Thy grace may give
The truth whereby the nations live.

Teach us to rule ourselves alway,
Controlled and cleanly night and day;
That we may bring, if need arise,
No maimed or worthless sacrifice.

Typical of the hymns found in the section entitled "For Little
Children™ is "Jesus Loves Me" (aAppendix 2.7a). This hymn speaks
to the Victorian sentiments which were still prevelant in many
churches in Canada in 1930. The words address "little ones",
playing upon their weakness, theixr sinful nature and the
necessity of redemption. The music, set as verse and refrain, is
simple and repetitive.

Jesus loves me, this I know,
For the Bible tells me so;
Little ones to him belong,
They are weak but He ls strong.

Yes, Jesus love me!
The Bible tells me so.

Jesus loves me, He wvho died
Heaven's gate to open wide;
He will vash awvay my sin,
Let his little child come in.
Rose (1930:310) argues that the mission of a good hymn book
is to mould character, elevate popular taste....and to purify the

heart of the worshipper. While concepts of upright character and

purity of heart can change over the years, a hymn like this
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could, as Sharon Moon suggests,®® evoke images planted deep in
the soul which could negate contemporary liberal teachings. This
particulax hymn (and others of the same genre) were the subject
of much discussion when the new hymn book was being planned in

the 1960s.

The Hymn Book of the Anglican Church of Canada and the United
Church of Canada (the "Red Book":1971)

The new Jjoint hymn book for the Anglican and United
churches....will contain 500 of what the editors
guarantee are among the finest hymns in the English
language, culled from some 18,000 written as long ago
as the fourth century or as recently as last year.

About 275 are from the present United Chuxch BEymnary--
but another 400 will be missing.

In the new book, Victorian piety, crinoline, sentiment,
sweetness, the glories of war, flying angels, death
beds, vales of tears and leaning on the breast of Jesus
are out, out, out. Realism, social purpose, community
and sound theology are in.

"The New Hymnary":®
United Church Observer, March 15, 19790.

What preciplitated the change in the 60's? Well, for
one thing, there was the development of the anti-war
movenent, anti-Vietnam. It was a vhole popular movement:
the Age of Aquarius. People really believed in the 60's,
(and I wvas one of them), that a vhole nev day was dawvning.
It wvas such a hopeful era.
Sharon Moon=°

The Red Book (because that is what it has alvays been called

*® In conversatior with the author, November 9, 1885, at First
United Church, Ottawa.

**Interim report by the committee in charge of compiling the new
Hymn Book, United Church Observer, Vol.32(2): 12-15, 1970. '

= In conversation with the author at First United Church,
Ottawva, November 9, 19SS5.
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in both the Anglican and United churches) was faced with the task
of trying to be all things to all people: it was for the members
of twvo chuzches of strikingly different traditions; fox
consexvative congregations wedded to the historical hymns of
their particular denomination; for ambitious contemporary
composers and writers with a new concept of what a hymn should
be; for young people clamouring for the inclusion of rock groups
as pért of worship; for congregations of increasingly diverse
cultural backgrounds, and for the social activists. Since the new
book was to be limited to 500 hymns, this task was indeed a
daunting one.

As part of the negotiations towards union between the
Anglican and the United churches of Canada,=* a joint committee
vas formed in 1965 to prepare a common hymn book for the two
participating churches.== The committe included fiftsen members
from each denomination, the chairman being anglican Bishop F.H.
Wilkinson, the vice-chairman the Reverend R.H.N. Davidson of the

United Church. The Reverend Stanley Osborne, a distinguished

=1 As previously noted, this union never took place. The Red
Book is, however, still in use both communions (1995). A new
United Church Hymnary is to be published in the spring of
1986, and a new Anglican Hymn Book is expected to be completed
in 1997.

== Of the fifteen United Church committee members, five were
lay persons, and three of these were women. Five of the
sixteen Anglican members were also lay delegates. Of these two
vere women. Each denomination had a further committee of
consultants: twelve from the United Church, and sixteen from
the Anglican church with three additional ex officio anglican
members. In addition there was a printing and publishing
conmittee consisting of three members from each denomination.
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United Church musician, was appointed full-time secretary. The
book was authorized by both churches in February 1971, and wvas
available in the £all of that vyear.

The aims of the new book, as stated in the preface, are
similar in many ways to those of the compilers of The Hymnary,
forty years before: it must be comprehensive, true to the
charactexr of both churxches, able to meet the needs of people of
different relgious traditions, and useful in churches ooth large
and small, rural and urban, old and new. Other factors were also
important:

In addition to the foregoing, there are certain

standards which must apply to any hymnal if it is to

sexve the chuxch well. It must be Christian, an

expression of faith in God as revealed in Christ, rather

than an effusion of general religious sentiment....It

must be a vital vehicle of worship, not an anthology of

Christian classics, but a well-balanced selection of
hymns.
-..Despite the difficulties involved, the church must
be hospitable to all creative energies if it is to
live as Christ's body in these times, and seek to adapt
contemporary modes of poetic and musical expression fox
use in public worship.
(Preface to The Hymn Book, 1971: no pagination).

*

The tone of the nev book was set with its first hymn: "all
Creatures of our God and King" (Appendix 2.8). Several
innovations can be observed in its presentation. Sung to a German
chorale tune Lasst Uns Exfreuen (1623), the harmonies are by the
Canadian composer Derek Holman. The venerable words of St.
Francis of Assisi (1184-1226) are offered both English and

French,== and the refrain ends with a set of rousing Allelunias,

~ == There had been no hymns in French in The Hymnal of 1930.
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an expression of praise common to both languages. Contemporary
sensibilities are addressed in words affirming the b-otherhood of
man, and in expressing a reverence for the earth. Echoing, (and
perhaps saluting) "Holy, holy, holy,"=+* (the opening hymn in The
Hymnary), "All Creatures" ends with a doxology: "Pralse the
Father, praise the Son, and praise the Spirit, three in one.” In
the contemporary style, the guarter note replaces the traditional
half note as the basic rhythmic unit. As is the case throughout
the book, this hymn is offered in a lower key than in former
publications of either church, to accommodate congregational

singing rather than cholr voices.

The twvo churches shared a basic repertoire of three-hundred
and £ifty hymns, and of these two-hundred and f£ifteen were to £ind
their wvay into the Red Book. Sixty additional hymns came from the
repextoire of the United Church, among them the sixteen selec-
tions which survived cuts from the Presbyterian Psalter. These
venerable psalm paraphrcses had novw become ordinary hymns, and
vere dispersed throughouat the book in sections appropriate to
their messages. Power politics had changed considerably in forty
years: not only had "Holy, Holy, Holy"™ been dizplaced, but the

Psalter had almost disappeared.

==7hls hymn is now found in a section of hymns of praise
suitable for the opening of the morning service (#50). Both
words and harmonization are identical with those in The
Hymnal, although the key is a tone lower. A delightful descant
by Godfrey Hewitt, orxganist and choirmaster at the Anglican
Cathedral in Ottawa at the time of publicatlion, has been
added.
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The ninety additional hymns from the Anglican repertoire
were nev to the United Church. Since a sung liturgy is part of the
Anglican tradition, a liturgical appendix of twenty-seven items
vas added. This included versicles and responses, canticles, the
Litany and three complete communion services, two of them by
Canad®an composers.== Further additions included ancient 0Office
Hymns of the Catholic Church.

The remaining hymns in the Red Book were new to both
dencominations. Most ¢f them were modern compositions, with words
addressing issues of the day in contemporary theological
language. In contrast to The Hymnary, twenty-eight individual
Canadian composers were represented with a total of 168 original
compositions or arrangements.=€ The committee secretary, Stanley
Osborne, himself contributed four original hymns, forty-tvo
arrangements or harmonizations, and two descants. Among his
arrangements were several Negro spirituals, a new departure in
the hymnody of both churches.

F.R.C. Clarke, composer of twenty-three original hymns or
arrangements, is probably the most controversial composer among
the Canadians repr:zented. While his arrangements of well-known
hymn tunes are usually set in traditional four-part harmony, many

people have felt that his original compositions are too avant-

=SHealey Willan and Godfrey Rideout. The thizd service, by John
Merbecke (?-c.1585) had an organ accompaniment, also by Healey
¥illan.

=& The numbexr of Canadian composers may actually be greater,

since it has not been possible to identify some names listed
in the index.
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garde for most congregations. Although professional musicians
often admire the musical qual:ity of his work, the abrupt
modulations, harsh discords and strings of open fifths that
characterize many of his compositions do not alvays build
confidence in a congregation unskilled in singing atonal nusic.
The reaction can, in fact, often be hostile rather than

wvorshipful.

Among Canadian poets, mention must be made of the five
contributions by the Reverend Walter Farquharson, a future
Moderator of the United Church.=" His hymns, written originally
for his own congregation, speak to the farming community, and of
man's responsibility to the soil.

Hear us, our Father, as we pray

for those who till the soil;

grant us a sense of growing worth,

give purpose to our toil.

Our work, our knowledge, and our plans,
we offer for your use;

teach us to live in such a wvay

this land knows no abuse.

' (#380, Red Book)

Another poet of note is the Dutch writer, F.H. Kaan (twventy-
five hymns). While Farguharson and Kaan both wrote in pre-
inclusive language, as was the style of the day, their theology
is still in agreement with modern thinking. They have since

both moved into using inclusive language, and remain foremost in

=7 During the time that the Red Book was being compiled,
Farquharson was a minister and teacher in Saskatchevan, and
the saskatchevan consultant on the Hymn Book Committee.
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their field in the United Church.

There is no doubt that the Red Book is a "difficult™ book,
and as such has continued to be the subject of criticism to this
day. As will be shown below, much of the new music is not readily
accessible, and the texts often speak of subjects that
traditionally have not been mentioned in the church. But there is
an aesthetic, an ambition, in some of the music and in some of
the modernist poetry, that is unlikely to be tried again in a
hymn book intended for general congregational use. This book
reflects the daring of the 60s and the implicit faith and hope

that things could change.

An example of this extreme modernism can be seen in
Clarke's "God of Concrete" (Appendix 2.9), vhere the clashing
harmonies and jagged tune underline the images of the words—-
inanimate, cold, unforgiving, angular objects such as steel,
concrete and pylons.=® These words speak of pover and speed, but
it 1is the power of machines, the speed of freevays, rockets and
cables. When the poet reaches the "world of truth" in verse
three, and the "world of love" in verse four, the harsh atonal
music ls, in my opinion, at odds with the softer images
suggested by the words. While it might be argued that the music
reminds us of the underlying "concrete" world, it could also be

seen as inappropriate for the closing verses of this hymn.

@®This hymn has alvays been held up as a model of the
aesthetic of the Red Book, but the anthor, who has been a
church organist for many years, has never yet met anyone who
has actually suong it.



David Hall=" observes:

Hymns like "God of Concrete" were too politically
correct even for their own time [1960s1. Concrete
and God don't go together. God is a spirit, concrete
is a hard, inanimate object. As a scientist, I'm
turned off right awvay, at the first line.

*"Lord of the Dance" (Appendix 2.10) with words and music by
Sidney Carter was the subject of much criticism by correspondents
in the United Church Observer in 1970, in the periocd immediately
preceding the publication of the Red Book.?® Conservative chuxch
members found the concept of dance in connection with the
crucifixion to be particularly shocking. Objections centred
particularly on verse 4, which reads:

I danced on a Friday when the sky turned black--
its hard to dance with the devil on your back;
they buried my body, and they thought I'd gone--
but I am the dance, and I stil) go on.

Another controversial hymn was "the one on sex™ (Appendix
2.11). Set to a well-known English/Irish folk tune called
Kingsfold, the words are by Derwyn Dixon Jones (1925-). The

first verse reads:

=% In conversation with the author, September 12, 1995, at First
United Church, Ottawa. A member of the church cholx, David
Hall is a trained singer who teaches high-school science.

2 while most letters wvere critical, some correspondents offered
an alternative meaning for the word "dance". One suggestion
was that it vas a physical manifestation of a spiritual
experience. The Reverend Allan McIntosh, of New Glasgow, N.S,
for example, wrote in August 1970 (U.C. Observer Vol.33(2):
2-3, 1970): "sidney Carter has written many electrifying
hymns. Lord of the Dance is a powerful expression of the
Resurrection, and a bold attempt to express theological truth
in simple, vivid imagery."
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Now thank wve God for bodies strong,
vitality and zest,

for strength to meet the day's demands,
the urge to give our best,

for all the body's appetites

which can fulfilment £ind,

and for the sacrament of sex

that recreates our kind.

In this case outrage was twofold: the very mention of the
vord "sex" in a chuxch setting, where Victorian hymns (which
ignored the physical body) had until that time been the norm, was
shocking, unseemly, and perceived to be particularly unsuitable
foxr young ears. Further outrage was voiced at the suggestion that
sex might be a sacrament. In the United Church of Canada, only

twvo sacraments, baptism and communion, were and are recognized.

Objections to the book focused not only on what had been
included, but on what had been excluded, and vhat had been
revised. There was general approval of the "old hymns" that were
left alone, but neither denomination was happy about the favorite
hymns that had inevitably been left out. While there had been a
vigorous pruning of Victoriana, some old, beloved hymns remained,
such as "Rock of Ages™, "My faith looks up to Thee", and "aAll
Gloxy, Laud and Honour." Nev harmonies such as those presented
for the latter tvo hymns were considered to be an added
difficulty by many choirs, since it meant unlearning an old,
familiar setting in order to learn a new one. The omission
of more contemporary hymns such as "How Great Thou Art" vas a

matter of dismay to some people, and merited an explanation in an
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editoxial in the United Church Observer (Clarke 1570:8) .32

The attitude towards war had changed after World War II, and
most of the former patriotic and militaristic hymns no longer met
with approval. "0, Canada" hovever, remained in the hymn book,
this time printed in both official languages, with the wverds
which are nov familiar. The two versions of "God Save the Queen"==
vere now combined into one hymn, the first verse of which was
printed in French and English. Kipling's vigorously imperialistic
hyan, "Land of ouwr Birth", (Appendix 2.6) was divested of its
first and last verses,®2 so that it nov began "Father in Heaven
who lovest all.™ The Victorian morality, most evident in the
uncut version, was still there for all who wished to enjoy it. It
was paired, however, with a new and unfamiliar tune.==

"These things shall be, a loftier race" (Appendix 2.3) had

not been retained. "Onward Christian Soldiers™ had at first been

F1"How Great Thou Art," published in 1953, was extremely
popular in 1970. The words are by Stuart K.Hine (b. 1859) who
also vrote the music, which wvas an adaptation of a Swedish
melody. The owners of the copyright refused permission to
include this hymn in the Red Book, and, as Clarke points out,
they were suing people who mimeographed it (op. cit.).

2“Formerly printed as two hymns in the Blue book: #508 comprised
verses one and tvo (author unknown: 18th century); #509
offered one additional verse referring specifically to Canada,
written by Robert Murray (1832-1909.) No author is given for
the French translation.

2 One other minor change was made. In verse 5 "Man':z strength
to succour man's distress" became "Man's strength to comfort
man's distress."

®* Pentecost was replaced by Lledrod, a Welsh hymn melody.
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withdrawn, and then reinstated after vigorous protests.==
Patriotic hymns had, however, generally given way to hymns about
peace and love, such as XKaan's "For the Healing of the Nations”
{(Appendix 2.12a) normally sung to Westminster Abbey.

Children's hymns no longer had their own section, but were
dispersed throughout the Red Book, signifying that children are
part of the whole congregation. In hymns such as "Jesus Loves Me™
(Appendix 2.7a & b), the words had been liberally edited, and the
harmony simplified. 2an article in The Observer in March, 1970
{("The New Hymnary" 32(2):13) compares the woxrds of the two
versions, showing how theology had changed in forty years
(Illustration 2.1, page 58). Gone are the references to sin,
death and dying. Verse three of the original version {(quoted
below) has disappeared entirely:

Jesus loves me, loves me still,
Though I'm very weak and ill;
Comes to watch me from on high
Comes to watch me where I lie.

The emphasis in 1571 is on understandable images including

loving families and Jesus as friend.

*9Edwin Sayle, in conversation with the aunthor on September 7,
1995, commented on "Onward Christian Soldiexs"™ from the point
of view of a professional singer. "That hymn," he said, "has
such a wonderful bass part. It's almost as good as the
Hallelujah Chorus." (He referred here to G.F. Handel's
Messiah.) Edwin Sayle has been bass sololst and member of the

~ -cholr of First United Church since 1950.
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&/é/ THEOLOGY OF “JESUS LOVES ME"
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Illustration 2.1

It is not surprising that taste in hymns had changed between
1930 and 1%70. The second World War and the Vietnamese wvar had
sickened people of international conflict, aﬁd hymns of peace,
understanding, and resbect for the earth spoke to the current
ethic. The Red Book, as the authors said, almed at "realisnm,
purpose, community and sound theology,"(United Church Observer
32(2): 12,1970). Smaller, less prosperous churches, or more
conservative congregations retained The Hymnary for a time
(indeed, it is still in use in some churches), but most United

Churches bought the Red Book soon after its publication.

During the 1960s and the 1370s Canada was still culturally
Christian and, although the church was in the process of losing

its povexr, it was still a key force in Canadian society. In that
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pexiod of peace and relative prosperity after the depression and
World War II, the family often attended@ <~hurch together. The
parents, brought up on the old blue book, retained an inner-core
expexience of Victorian theology and morality, although they were
often singing and hearing something quite different. The children
were exposed to the exuberant modern theological concepts of the
Red Book, sophisticated poetry, avant-garde music and guitar and
rock groups in church, but they also heard some of the theology
of their parents and grandparents when "the good old hymns"™ were

sung from time to time.

Songs for a Gospel People

Songs for a Gospel People was conceived two years
ago out of a growing...need for renewal of congregat-
ional singing and a vision of newv directions which that
reneval might take....The worship renewal we are
experlencing in many of our congregations does not
always extend to music. We do not all perceive the
ansver to this need in the same way. But there is a
growing sense among us that we need new resources if
our singing is to fill its proper place in
worship.

Gerald Hobbs (1887)=%

SGP? I love it. I think it was a much needed resource
to complement the Red book. But ve desperately need a
nev hymn book, because we need more than those two can
give us. The Green Book has a good selection, but it's
not enough. It's only an interim solution.
Sharxon Moon®*®

The Green Book? I'll be glad to get rid of it. It's
an attempt to be modern and pleasing, but it ends up

*3  Hereafter referrxed to as "SGP", or the "Green Book".
*¢ 1In conversation with the author, November 9, 1995.
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catering to the lowest common dencominator.
David Hall>"

Songs for a Gospel People, published in 1987, is subtitled
by its editors as "a supplement to the Hymn Book of the anglican
Church of Canada and the United Church of Canada." Although it is
not an official hymn book of either church, it is widely used by
both denominations.®® Published in response to a growing demand
for hymns in keeping with current theological and social concepts
which are supported by music in a contemporary style, its success
has been phenomenal. A recent article in the United Church

Observer recalls:

Songs for a Gospel People was an explosion. Not only
did the project prove that inclusive language provides
no barrier to good, singable hymns, but also that people
want them--and in large numbers. The initial breakeven
point of 10,000 copies--over five times the print run of
any previous Wood Lake publication--was eventually
dvarfed by orders for 165,000.

(Howard 1993: 22-23).
What had precipitated this explosion? It was obvious that
there had been profound changes within the United Church since
the publication of the Red Book sixteen years previously. The
sense of power, which had been part of the euphoria of the 1960s,

had been replaced by feelings of disillusionment and cynicism,

*> In conversation with the author, September 12, 1995. bavid
Hall is tenor soloist in the choir at First United Church. He
actively works with young people, both as a high school
teacher and as a musician.

?® The editorial committee, some of whom were clergy,
(although they were not so identified) included seven vomen
and eight men. The publishing company, Wood Lake Books of
Winfield, B.C., was at that time a small private enterprise.

60



accoiding to sharon Moon.=®® The popularization of Jungian analytic
psychology, and of theories of process theology by people such

as Tillich and Teilhard de Chardin,*® vere all part of a2 changing
image of God, Moon says. God vas no longer seen as a
paternalistic, judgemental figure "up there" but rather as a
nurturing, supportive presence within us and around us. At the
same time the women's movement had had a profound effect on how

we understand and organize power: Bible study had revealed a
feminine face of God.

A new awareness of ecology had changed our sense of connec-
tion with the earth from one of stewardship to one of living in
harmony with creation. Scientific advances, including lhe exploxr-
ation of space, had forever altered our vision of the universe.
Finally, there was a whole new awareness of the third woxld,
an avareness which had precipitated a change from the traditional

imperialistic role of the church's missionary societies to one of

@* In conversation with the author, November 8, 1985.

4o Jung placed the souxrce of religion below the level of
the conclous self. Bullock (1988: 450) says that Jung's theory
of the unconscious sees human behaviour as being determined
not only by the conflicts already przsent in individual and in
racial history, but also by a person's aims and aspirations.
In his practice of analytic psychology Jung lays emphasis on
dreams as an indicator of a person's striving towards
individuation, as a search for creative development, wholeness
and completion.

Bullock (ibid.: €683-4) defines process theology as "A

modern form of Christian theism, which takes account of
modern science, especially the knowledge of evolution, and
which teaches that God's way of working in tle world is a slow
process, patiently overcoming the elements of chance and evil
present in the universe, and including in itself all the good
that is brought about. Tne emphasis is on God's involvement
rather than his self-sufficiency, his love rather than his
onnipotence."
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partnership.

In 1987, the year that Songs For a Gospel People was
launched, church attendance was down. With the changing roles of
men and women, the shape of family life was also changing. People
no longer came to chuxch for cultural reasons; they came out of a
sense of need if they came at all. One particular issue was
tearing some congregations apart: while the church had affirmed
the human xights of homosexuals as far back as 1977, ten years
later the divisive issue of the ordination of gays and lesbians

was before individual church communities.

Many of these issues were alluded to in the forward to

Songs of a Gospel People:

Today's hymnody bears the mark of today's church. It
is ecumenical, drawing from all members of the family
of God throughout the world. It is pluralist, recogniz-
ing that in the church ve are a mixed community, and
that our words and musical styles need to reflect that
diversity. It is biblical and rooted in the Church's
story, because being faithful in the great issues of
justice and peace in our world means dravwing nourish-
ment £rom ouzr past. It is inclusive, imaging and
nurturing the wholeness of the body of Christ.

(Hobbs, op. cit.)

SGP is a small book (134 selections) to have made such an
impact. The music and the wvords are probably equally responsible
for its immediate popularity. Many of the hymns are written in a
contemporary musical idiom (described below), a style which is

more familiar to younger people than that of the traditional_

hymns of the church. Numerous selections in SGP are in the
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contemporary "folk" genre,** and are called "songs"™, not hymns,
by young (and not so young) members of the congregation of First
United. Sometimes the words are set to traditional folk-song
turnes, but more often the music is composed in that style,
usually as verse and refrain. With their basic harmonic
progressions, minimal accompaniments and repeated musical
phrases, they call to mind the gospel songs after which the book
is named. Accompaniments are often pianistic in style, and most
selections are also provided with guitar chords. These hymns are
generally well-suited to the electronic organ with its many sonic
options and expressive possibilities. They lose much of their
character, however, when played on a pipe organ, due to its
distinctive guality of sound, and to the mechanical limitations,

both expressive and physical, inherent in a wind instrument.

In another genre favoured by the compilers of SGP, use is
made of American tunes from historical collections such as the
Repository of Sacred Music (1813). Set to four-part harmony, they
recall the style of early Protestant hymn singing on this

“*Many of the hymns in SGP are set to traditional £o5lk tunes.
Traditlonal folk tunes are of unknown authorship, passed on
from generation to generation. often sung wvithout accompan-
iment, and with local variants. Examples of this type of music
can be found, for example, in #63 SGP: "Let us talents and
tongues employ" which is set to a Jamaican folk song, adapted
by Doreen Potter, with words by Fred Kaan; or #89: "As longs
the haxt"™ which is set to an English folk melody arranged by
Darrell Nixon, with words by Danna Harkin.

In contrast, other hymns which have been composed in the
popular "folk style" are a contemporary addition to hymnody,
most of them having bsen written in the last fifteen years.
They are usually set as melody and accompaniment, the
accompaniment being arranged for "keyboards"™ or "guitar." They
often make use of blues chords and syncopated rhythms.
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continent. Many of them can be sung antiphonally. SGP also
includes a small selection of service music, some of wvhich is
drawn from the repertoire of the Protestant ecumenical community
of Taizé in France. This music, making full use of chant,
ostinato and rounds, favours short melodic phrases with singable
musical units that can be readily memorized by members of the
congregation.

The main attraction of Songs for a Gospel People, howvever,
is probably its language. Using contemporary English and
inclusive language, the words showv respect and compassion for all
of humankind. Reflecting current beliefs, a whole range of
images of God are presented. No longer is "he" seen as‘a
judgemental patriarchal ruler, but as a spirit, or a presence,
working in different ways in our lives and in the world around
us. Changes have been made to the words of some old favorite
hymns, making them acceptable to contemporary Christian thought.

D'thea Webster,*= an intern minister and former conductor of
the childrea's choir at First United, comments:

In contrast to the Red Book, the hymns in the Green

Book are aimed at a different sense of community. It's

a different, younger community, more familiar with

popular music. The muslic is more introverted, and the

hymns are not so much hymns of praise as hymns of

personal experience.

Because many of the hymns in the Red Book are rooted

in pietism, they don't talk about individual human beings

at all. They talk about God ™up there", a disembodied God.

They have become the expression of the experiences of many
people--of the larger group.

“= 1In conversation with the author, sSeptember 11, 1995.
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While the United Church of Canada is ninety-nine percent
English speaking, the Green Book is first of all a Canadian
publication, and as such offers twenty texts in French and one in
Cree. Thirteen of the hymns are original Canadian compositions,
nine of them being by Ron Klusmeier,*= and five by Darryl Nixon,
music editor of SGP. The American composer Jim Strathdee is
responsible for eight original compositions, all written in the
contemporary (composed) "folk" style. Thexre are five texts by
Walter Farquharson, and eight by Fred Kaan, both of vhom were
fixst included in the Red Book.

Besides music in the contemporary folk style, some
selections in the traditional musical style of the church are
included. Affirming ties with the historical church, the first
hymn in SGP is the famous one by Wesley: "0, for a thousand
tongues to sing."<+ The words closely follow Wesely's original

text, with some minor adjustments (Appendix 2.13 a&b). The

-» Ron Klusmeier and his wife Kris were commissioned by the
United Church in 1972 to "encourage the use of modern music in
churches™ (anon.,1972). They visited churches across Canada to
perform, hold workshops and consult with groups about new ways
to use music in church services. Originally rock musicians,
they have both worked in the United Church since 1970. Ron
Klusmeier says: "Music and the arts have been patronized by
the church since the 12th century, but any significant music
of this century has been developed outside the church.
Somevhere along the line, the church forced music out by its
hostility to new forms of expression. It's our idealistic hope
to get some of it back into the church" (ibid.).

Klusmeier has, since 1970, worked closely vith poet Walter
Farquharson. Five songs vhich emerged from this collaboration
are included in the Green Book.

“*<as previously noted, this had been the opening hymn in
Methodist hymn books since the eighteenth century, but wvas
replaced by others in the two official publications of the
United Church, 1930 and 1971. :
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music suggested for these words in SGP recalls the Protestant
singing tradition on this continent, having been adapted by
American Lowell Mason in 1839. SGP also notes that this hym=n "may
be sung to "Richmond"™ (HB 147)." "Richmond" is the traditional

tune for these words; HB refers to the Red Book.

It ;g of interest to note changes made by writers such as
Fred Kaén since 1971, as, for example, in the second of his two
versions of "For the healing of the nations"™ (Appendix 2.12 asb).
The minor substitutions in verses one, three and four make the
Hymn acceptable to most feminists. The most obvious change is in
verse three, vhere "dogmas keeping man from man" has been
replaced by "dogmas that obscure your plan". Some supporters of
inclusive language substitute another word for "father™ in verse
twvo, for example by changing "Lead us Father in to freedom™ to
"Lead us onward into freedom".

Walter Farquharson has also made the change to inclusive
language. While his hymn "For the beauty of the prairies", as
found in the Red Book, mentions "man" in verses one and three,
in a later text such as "¥alls that divide” (Appendix 2.14) no
trace of exclusive terms for God oxr humankind are to be found.

"Walls that divide®, a typical example of Farquharson's
collaboration with Ron Klusmeier, is in the contemporarxy "folk"
style. Set up as verse and refrain, it is sung in unison with
accompaniment by piano or guitar. A rhythmic ostinato pattern is
announced in the first phrase, and continues with little

variation until the end of the piece, and short melodic units,
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genexally stepwise in motion, are repeated or slightly varied
throughout. The verse consists of four phrases of four bars each
(A B AC), at the end of which a modulation is made to the
subdominant (from D major to G major), using a typical guitar

progression: D major:I-Il The refrain also consists of
G:VI-VII-I.

four phrases of four bars each (D C*D C?*), ending with a
modulation moving back to the tonic (G major to D major):

G major:I The harmonic progressions throughout are basic
D:IV-V-I.

and the accompaniment is minimal, making no unusuwal technical
demands on the pianist or guitarist. This hymn is "easy singing,"
and is popular with many congregations, not only because the
music can be learned with little effort, but also because the

message of the words is appealing.

Patriotic and militaristic hymns are absent from the Green
Book, and consequently no amended national anthems are included.
Like many of the hymns in the Red Book, the message of peace and
love is preferred. These hymns are couched in inclusive language,
such as the latexr version of "For the healing of the nations"
(Appendix 2.12b). ARnother favorite "peace" hyamn is "Let there be
peace on earth"™ (Appendix 2.15). This selection, written in the
contemporary folk genre, is often used for young teenagers. It is
melodious, not taxing to learn, the vocal range is accessible,

and with its strong rhythmic pulse, is popular in group singing.

Young children are not forgotten in the Green Book. While

there are examples of children's hymns in a contemporary style, the
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inclusion of "Tell me the stories of Jesus™ (Appendix 2.16) is
somewhat unexpected. This Victorian hymn was found in the section
of the o0ld Blue Book entitled "for little children", and was sung
by the grandparents of today's children. It skipped the next
genération, since it vas not included in the Red Book. However,
the filrst three verses of this old favorite reappear in SGP with
the original tune and words. The language is somewhat old-
fashioned: "and I shall fancy his blessing" is not part of the
vocabulary of a Canadian child in 1995. Hovever, although the
melody has been reharmonized, and the pitch is a semitone lover,
this is essentially the same hymn that wvas sung in Canada early
in this century.

Like its two predecessors, Songs for a Gospel People has
its critics. Traditional church choirs miss the four-part harmony
they love to sing. Organists have had to become pianists or
guitarists for many of the hymns. Many musicians feel that the
music is "inferior" to the words. The jazzy rhythms and harmonies
bothex some people; others miss the "good old tunes." Some people
find hymns in this new style to be too long (or too shoxt}, too
hard to learn (or too simplistic). However, the words that they
sing are usually highly commended for their theological and
social content, and for the sensitive use made of inclusive

language.

CONCLUSION
The three hymn books discussed in this chapter have all been
used by congregations of the United Church of Canada at different

periods during the last sixty-five‘yeazs. The contents speak of the
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situation of the church itself, and by looking at the type of
hymns £favoured by their respective editorial committees and by
individual congregations, it is possible to observe political
maneouvering as vell as changes in theological and social concepts.
The hymn selected to open each book acts as an indicator of
what is to £follow. In considering which hymn wvas chosen to occupy
this important position, it should be remembered that two of the
three books under discussion were essentially compromises. In
The Hymnary of 1930, the Presbyterians appear to be in a
position of relative power. Not only does the hvmn traditionally
sung at the opening of their Sunday merning service occupy the
place of honour in the new book--the whole book bears a strong
resemblance to the Presbyterian Book of Praise of 1918. By 15871,
in an attempt to have something to please everyone, the first
sélection in the Red Book was a true compromise. The words of the
chosen hymn were written in the thirteenth century, but in this
publication they are set to a seventeenth—century German
hymn tune, possibly suggesting ties with the universal historical
Christian church. At the same time, this hymn acknowledges its
Canadian setting: it is harmonized by a Canadian musician, and
the words are in both official languages. The Green Book of 15987
tries something completely different. The first hymn is the one
which historically opened the old Methodist hymn books: "0 for a
thousand tongues to sing."™ With minor editorial changes, the
words are those written in 1739 by Charles Wesley, poet and
father of Methodism. In keeping with the aims of SGP, Wesley's

vords are set to a tune vhich comes from the american gospel
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tradition. Written by Carl Glaeser in 1828, the music was adapted
by Lowell Mason in 183%.== In choosing this hymn, a bow is made
both to the English Methodists and to the gospel tradition in
North Aamerica, although no specific reference is made to Canada.

Changes in language indicate changing theological concepts,
often linked to political events or movements, and to scientific
advances. While the words of "The Son of God goes forth to war"
were appropriate in 1930 and 1539-45, subsequent peace movements
have changed the way we talk about war, and this is reflected in
‘the hymn books of 1971 and 1987. The feminist movement has been
largely responsible for the change to inclusive language, and
while this is glimpsed in 1971, it is not fully implemented until
1987. Respect for the person of the child is indicated in the
care with which hymns are selected in each book, and in the
editorial changes made in 1971 ard 1987 sc¢ that 0ld hymns might
be acceptable to new generations.

While the tone of each book suggests a vision of the church
in its particular historical period, the selection by individual
congregations of which hymns they will sing is the £final,
deciding factor in assessing the characteristics of a particular

church community.

“= As previously noted, immediately after the title, ™0, for a
thousand tongues to sing®, there is an editorial note
referring to the tune to vhich these words are customarily
sung: "may be sung to Rlc&mond (KB [Red Bookl] 147)". -
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CHAPTER 3: REORIENTATION

People move in and out of church culture. In the Unitegd
Church of Canada the congregation's main experience with this
particular culture is through their attendance at the Sunday
morning service, vhich lasts (ideally) no more than an hour.
Participation in other informal group meetings during the week is
entirely voluqtary. If church members are exposed to church
culture for such a limited time, what, if anything, will remain
with them during the rest of the week, as they go about their
daily lives?

In the United Church of Canada, the congregation's principal
active participation in the Sunday church service is through the
singing of hymns. HEymns open and close worship, and provide
continuity among other elements of the liturgy.* In a survey of
selected members of First United Church in Ottawa, the majority
of the informants emphasized the importance of hymns both as an
integral part of Sunday worship and as a continuing influence

during the week.=

*Other elements of the liturgy would include the sermon,
prayers, and reading of the scriptures. Continuity can also be
provided through other music performed by the choir, soloists
or instrumentalists, or by liturgical dance or drama. The role
of the congregation in these cases is, however, that of
listener or observer.

=A case study of hymn preferences in this church is to be found
later in this chapter. 0Of the twenty-four informants who were
part of this project, six rated hymns as the most important
part of the church service, thirteen rated them as equal to
other elements, (including the sermon, prayers and
scriptures), twvo rated the sermon as the most important, and
three felt that hymns were of lesser importance than the other
parts of the service.
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,« Everyone in any congregation is self-styled expert on
hymns. Feedback to the clergy and music director often takes tﬁe
form of complaints: why don't we sing more modern/traditional/
gospel hymns?; the hymns are too fast/too slow/too loud; the
pitch is too high; I only like happy hymns; we sing that hymn too
often; we have too many new hymns; I don't like the language; ve
need to sing hymns we know so that we can concentrate on the
message of the words--the list is endless, and it seems that
:egardeless of the care that is taken in the selection of hymns,

it is impossible to please everyone.

The church is, in fact, a site of cultural encounter, and
this can be clearly observed in the hymns favoured by a
congregation. As will be shown in this study, hymn preferences
are not necessarily dictated by age, sex, euucation or personal
economic circumstances. Indeed, the confrontation between
supporters of traditional hymnody and those of contemporary
hymnody is not just a symbol of a cultural encounter--it is
central to the whole concept of worship. Since lay participation
in the planning and conducting of church services is encouraged
in First United Church, the selection of hymns 1Is a key indicator
of the nature of that congregation. Not only must personal
preferences be taken into account, but with the globalization of
the culture industry, nev kinds of hymns must be acknowledged by
a congregation which is awvare of other cultures, and vhich sees

its mission as extending beyond national borders.
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Straw observes:

The sense of purpose articulated within a music
community normally depends on the affective link between
tvo terms: contemporary musical practices, on the one
hand, [and] the music heritage which is seen to render this
contemporary activity appropriate to a given context, on
the other. Within a2 musical scene, that same sense of
purpose is articulated within those forms of communication
through which the building of musical alliances and the
drawing of musical boundaries take place. The manner in
vhich musical practlces within a scene tie themselves to
processes of historical change occurring within a larger
international culture will also be a significant basis
of the way in vwhich such forms are positioned within
that scene at the local level. (1991: 373}

Frith's comments on the tension between musical tradition
and contemporary creativity are also zelevant to the problems
faced in the selection of hymns at the level of a local
congregation:

The bourgeois music world constantly faces a tension
betveen its firm sense of musical tradition (which has

to be preserved, documented, refined and elaborated)

and an equally firm belief in the value of creativity
and the importance of the new and the original.(1990: 97)

*

Music, and this includes hymns sung in a church, is a human
activity involving social relationships, identities and
collective practices (Cohen 1993: 127). It is something created,
used, and interpreted by individuals, who may, by this
participation in a group act, assume a group identity. In vriting
about the soclal functions of music, Frith (1987) mentions the
1nteqse emotional experlences which are part of an involvement in
popular music. When applied to the performance of hymns within a
church service, his theories offer new insights into this

contrasting situation. The expression of intense emotion is
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acceptable when hymns are being sung in a church setting. When
people sing hymns together, not only are they participating in a
creative act (singing}, but they are drawn into an emotional
alliance with the other people taking part in that same activity.
This, says Frith, can aid in the creation of identity~--a sort of
self-definition, which includes a particular place in society. at
the same time, Frith says, music (and by implication, hymn-
singing) can organize our sense of time "to make us feel we are
living within a moment, with no memory or anxlety about what has
come before [and]l what will come aftex™ (1987: 139). Finally,
Frith argues, [popular] "music is something possessed....In
possessing music we make it part of our own identity and build it

into our sense of ourselves"™ (1987: 143).

If hymn singing is an intense (but acceptable) expression of
emotion, a participatory act which aids in the creation of an
individual and collective identity, and if, in possessing a hymn,
that music becomes part of the inner self, then a cultural
encounter involving the choice of hymns can become a highly-

charged emotional and/or political confrontation.

Music has an additional unique guality--its direct physical
effect on the body. When asked whether it would not be preferable
to read the vords of a hymn aloud rather than struggle with
unsingable muslc, Sharon Moon replied that music, because of its

unigque qualities, is an inseparable element in any hymn, because
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it resonates in various parts of the body.=
McClary also speaks about embodiment and music.

By far the most difficult aspect of music to explain
is its uncanny ability to make us experience our bodies
in accordance wvith its gestures and rhythms. Yet this
aspect is also wvhat makes music so compelling.(1991: 23}

McClary cites Raymond Williams= on the same subject:

We are only beginning to investigate this on any
scientific basis, but it seems clear from what we already
know that rhythm is a way of transmitting a description
of experience, in such a way that the experience is
re—-created in the person receiving it, not merely as an
"abstraction" or an emotion but as a physical effect on
the organism--on the blood, on the breathing, on the
physical patterns of the brain...it is more than a meta-
phor; it is a physical experience as real as any other.

{1991: 38)

This physical resonance with the music of hymns can be the
source of yet another cultural confrontation. Many people in First
United Church feel comfortable with hymns which invite physical
participation, vhether it be by gestures (fox example by raising
the arms or clasping hands), by playing percussion instruments,
clapping, or swaying in time to the music. Other people (not
always the older members) experience difficulty in using their
body as an expressive medium, at least in the setting of a church
service. Using (or not using) the body as an element of

participation could be an indication that other cultural or

®In conversation with the author, Ottawa, November 9, 1995.
“Raymond Williams, The Long Revolution (London: Cox & Wyman,
1961), 66-69.
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psychological factors (or inhibitions®) are also present,

although they may not be readily apparent (Shepherd (1990: 6).

Finally, hymn singing at a Sunday meorning church service can
never be divorced from the space in which it takes place. This
space, set aside for the specific act of worship, is owned and
cared for by the participants. The architecture and furnichings
announce its special purpose. People are welcomed at the door,
and are given an "order of service" (programme) before they take
their accustomed seats. Although these regular seats are not
assigned, members of a congregation usually lay claim to a
particular place when they first attend the church. This ritual
(and no doubt symbolic) act of occupying a specific space within
a larger one continues to be important in this orderly world.
That particular space, occupied on that particular occasion,
acts as a mediator between the ritual, ceremony and music on the
one hand, and the individual member of the congregation on the
other. As Berland observes:

We are not simply listeners to sound or watchers of
images, but occupants of spaces for listening, who by
being there help to produce definite meaning?lggg:eggﬁcts.

In this sacred space the orderly ritual of the Sunday

SFor example, the element of Victorian rejection of the human
body in the context of worship, (as opposed to a glorification
of Christ's body on the cross) can be noted in many hymns f£rom
that exa. While most of these hymns are no longer in use in
First United Church, bodily participation in hymns could be a
step which some people are reluctant to take, perhaps because
of deep-seated, unconscious inhibitions which are not alwvays
easy to recognize.
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service has many layers. Beneath the surface lie strata not only
of social relationships and group identity, but of the personal
experiences and concerns whi~h sach participant brings to this
brief encounter with church culture. Within the space of one hour
people expect to be taught, to be nurtured, and to be sent avay
with a sense of empowerment. The final act, in which the whole
congregation participates, is the singing of a commissioning
hymn.® As McClary (1989: 77-78) observes:

-..music can provide sustenance to those who somehow

continue living in the face of institutional contempt

and neglect...the joyful engagement of one's body in dance

can be the oppositional movement in lives almost over-

wvhelmed by poverty and racism...the survival of a people
and its wvalues can occur through the medium of music...

Like all hymns, the commissioning hymn can speak egually to
the conscious and the unconscious mind {Moon).” It must thexefore
project a meaningful message, through both sound and word, if it
is to provide sustenance to the church members as they move from

this brief encounter with church culture back into the social

realities of the outside world.

In the next section we will see how a congregation is

articulated through participation in the church service and

*A commissioning hymn is often sung as the last element in the
church service. In this hymn, clergy and members of the
congregation send each other out into the world with a closing
thought to guide them during the coming week. This may be a
sung benediction, or a closing charge such as "What does the
Lord Require?, discussed below.

“sharon Moon, in conversation with the author: First united
Church, Ottawa. November 9, 1995.
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specifically through the singing of hymns. The focus will be on
the various debates centred around contemporary and traditional
hymnody. The goal will be to see how the varied and, at times,
contrasting choice of hymns has been based on various criteria,
involving (depending on the cases) the followving issues: the
mediation of space, the physical effect of music on the body, the
public expression of emotion, and tke emergence of a group
identity through the communal act of singing hymns together.
Through the ethnograpy of the prefe:red hymnody of a particular
congregation in the United Church of Canada, I will examine how
the changing theological and social values o%f this community are
effected through the selection of the wvords and musical styles of

certain hymns.

A CASE STUDY: FIRST UNITED CHURCH, OTTAWA

The remainder of this chapter consists of a iase study of
prefexences in hymnody as expressed by members of the
congregation and clergy in Flrst United Church, oOttawa. This
study vas conducted through personal interviews with twenty-four
members of the community. The purpose of the project was to
identify theological and social issues vhich are of the greatest
importance to this group as they are articulated in the words and
the styles of the hymns which they now favour. Through this
examination, a profile of the congregatior became apparent.

First United Church in Ottawa was selected for this case
study for several reasons. The first reason is that I work in

this church as the director of music and, as such, I.am vell-
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acquainted with the clergy, choir, church officials, and many
members of the congregation. Since a nev United Church Hymn Book
is presently undex preparation, the time for such a study (which
I began in 1994) seemed appropriate.

A second, equally important reason for selecting First
United Church is the open-minded attitude of the minister, sharon
Moon, and the resulting interesting mix of people to be found in
the congregation. Finally, this church has alwvays had a strong
musical tradition, which supports a varied repertoire of music,
both o0ld and new. Given this background, I felt confident that

any interxviewvs would be both thoughtful and rewarding.

When Moon came to First United Church eleven yeaxs ago, her
mandate was to change the church or close it. Chvrch members were
aging, and attendance was poor. There was one child in the Sunday
School. She says that she found a welcoming congregation which
was open to change, and villing to take a chance. The membership
has since gnadrupled during her ministry. I asked her what kinds

of people are now members of the congregation.™

I think we're a congregation that is very inclusive, and
by that I mean we welcome anyone who comes. We try to create
th2 kind of atmosphere where people are accepted, ard that
means that gays and lesbians feel comfortable coming here.
(that wasn't overnight. People wvere a long time coming to
that.) And we have peope wvho can come to this community who
have 2IDS, and knov that they're not going to be looked down
upon. Also we have increasingly been getting people who are
off the streets--some of them have been prostitutes. A lot
of the people have been through addiction programmes, and

*In cbnversation with the author: First United Church, Ottawa.
November $, 1995.
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are struggling with addiction. So, that's one part of the
spectrun.

We also have a lot of women who have been affected by the
feminist movement, and are concerned about the ways in which
Christianity has been part of the whole patriarchal system...
women who want a spiritual life, but f£ind that the other
traditional denominations aren’'t places where they feel they
can belong, because the language is malie.... I'm a feminist
myself, and part of the whole essence of worship here is that
an inclusive imagery of God is used, ard an inclusive theology
is used.

One of the other areas wve serve is through people who work
in the justice area. We have several social workers, several
counsellors of abused women...people who are in inter-
national development work...and someone who works with the
status of women.

First United is no suburban church. Located in the innex-
city, an increasing number of members of the congregation are
unemployed, due to the present economic recession. On the other
hand, the membership also includes many middle-class social

activists who were attracted to the church because of its

aggressive outreach programme into the surrounding community.

I have worked as an organist and choir director for forty
Yeaxs, the last six of which have been spent at First United.
Twenty-three years were spent abroad where, within the framework
of the Church of England, I worked mainly with people in the
diplomatic community.® I am a classically-trained organist in the
English Cathedral tradition, and, with two brief exceptions, have

worked in Anglican churches*® all my professional life.

®An exception was Cuba, wvhere I was organist in the Spanish
speaking Episcopal Cathedral for three years.

*°The Chuxch of England, the Anglican Church of Canada, the
Episcopal Church of the United States and the Iglesia
Episcopal de Cuba are all members of the Anglican communion.
. I have worked in all these branches of the church.
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First United has been ay only venture into the United
Chuxch. Although I initially agreed to act only as interim
organist, I found that I had %o make several immediate and
significant personal adjustments. I was used to working in a
church where the main power rested in the clergy rather than in
the congregation, I had never heard of inclusive language, and I
was largely unaware of the feminist movement and the homosexuai'
community. While I wvas familiar with the Red Book, the music in
the Green Book was an unpleasant shock, and I missed the sung
Anglican liturgy. Nevertheless, I am still there, and I continue
to enjoy the stimulation offered by working in a church so open
to new ideas--one in which I can play Bach and Messiaen, and
vhere I can conduct Palestrina, atonal choral compositions, and

gospel songs with equal aprroval.

In order to preparxe myself for this case study, I attended
three conferences. The first, held in Montreal on April 30, 1994,
was one of a series of workshops under the direction of John
Anbrose and Fred Graham, consultants for the new Hymn and Worship
ﬁook of the United Church (which was then in preparation). At the
workshop new orders of sexvice vere suggested, and new hymns were
sung- aAmong these were selections from Africa, Japan and New
Zealand. One of the most interesting handouts was a sheet of
language guidelines (Appendix 3.1). Language of the type

suggested by this committee has been in use at First United for
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several years** and, as will be showvn, is considered to be of
theological and social importance by members of that community.

I later attended the Eighth Biénnial Ontarioc Women's
Conference of the United Church of Canada, which was held from
June 106-12, 1894, in Waterloo, Ontario. There was a large
delegation of woman-activists from First United, including the
minister, and I was part of this group, as a participant-observer.
The theme of the conference was "When women relate: an
exploration of our friendships and relationships with othex
vomen." Each session opened and closed with the singing of
feminist Christian songs, and I was particularly interested in
the selection of music in the "Music Book" issued to delegates.
Thirty-three of the thirty-nine hymns vere written by women,
sixteen of those being by the wvell-known American social
activist Carolyn McDade. While many of the songs are not
appropriate for use in the normal sunday morning church
service,*= I have introduced several others from this collection
over the last eighteen months. Particular favorites are a round
by Elaine Kirkland and Phil Poxter: "The Gathering Chant"
(Appendix 3.2), and my own three-part arrangement of "Sending you

light" (vhich has been used as a commissioning hymn for extended

**Sharon Moon was one of the people who helped write the
guidelines on inclusive language fc¢r the United Church in
1982 (before she was ordained).

*=The words of some of the selections are more suitable for a
purely feminist occasion. Other songs too long or the melody
is too intricate for the congregation to learn (even with a
congregational practice before the beginning of the church
service). Expense precludes furnishing a copy of the music for
each person.
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periods).

A further conference on "Worship music and Popular Culture"
was held at Knox College in Toronte on October 28-29, 1994. Led
by the American Presbyterian theologian and mesician, Thomas
Troeger, emphasis was on practical ways to introduce popular
culture into the musical programme of the mainline churches.:2
This confexence was indeed useful to someone whose musical

training vas limited, as mine was, to art music.

Methodology

Selection of informants

My original aim was to interview twenty-four people
representing different groups at First United. My criteria
for the selection of informants included a wide range of
cultural, economic, educational and social backgrounds.
People with influential wvoices within the church wvere also a
target, since they could .21p me to identify and understand
aspects of church culture about which I had little knovledge or
experience. Finally, I was looking for egual numbers of adult men
and women, from different age categories within the congregation.

Children vere not part of this project.

In the process of identifying the various groups, I wvas

**The United, Presbyterian, Anglican, and Lutheran churches are
considered Mainline Protestant churches in Canada. The
Conservative Protestant churches (evangelical groups) include
the Baptist, Pentecostal, Salvation Army, Mennonite, Alliance,
Nazarene and Reformed churches. (Bibby 1995:18)
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surprised to realize that the range of economic backgrounds among
the informants was not as wide as had at first appeared. I found
that the congregation encompasses primarily, 3if not exclusively,
people from a broad spectrum within the middle class. Neither
were the differences in education as great as I had imagined: alil
informants were high-school graduates, and the majority had at
least one university degqree. The variety within the cocngregation
was rather in cultural, social and, to a lesser extent in
political terms.

Among the informants I was able to recruit the present
minister, two student ministers (one of whom was wvorking at First
United as a summer intern), and a retired United Church clexrgyman
vho is a member of the congregation. Other informants were from
the congregation, the choir, and lay officials of church
organizations, such as the chairman of the board of stewards, the
chaix of the worship committee, and the retired church treasurer.
While I wvas able to obtain an equal distribution of sexes {twelve
each of men and vomen) and a balance of age groups, I had more
difficulty making contact with some economic groups.:+

My role in this project was that of participant-observer. I
knev all the informants well, and for this reason the interviews
were relaxed, informal, and vere, I believe, a pleasant
experience for both participants. Without exception, informants

velcomed the opportunity to have a thoughtful discussion about

**1 had, for example, to discard the idea of interviewing street
people, since hymns appeared to be of no interest to the ones
to whom I spoke. T
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the whole tangled guestion of hymnody.

All the interviews took place in Ottawa during the summer
and fall of 1995.*= I prepared a list of questions to be used as
guidelines (Appendix 3.3}, and managed to cover the same material
with most informants--but backgrounds differ, and so did the
things people wanted to talk about. Interviews were tape

recorded, and usually took about an hour.

Table 1 (page 86) offers some information about the
informants. The distribution by age closely follows the pattern
of the congregation, and indeed that of most Ynited Church
congrejations at present (Bibby 1995). aAs in most other chuzches,
there are fev people in their twenties. The majority of the
informants were in the age group ranging from thirty-five to
fifty-five. Twenty-one of the informants vere brought up in the
United church or in the Presbyterian church,*< although ten of
these had left the church for extended periods, either for
another denomination or because they attended no church at all.
This again follows the present trend in the United Church, wvhere
many people lieave the church in young adulthood, and return vhen

they have children, or are approaching middle age (Bibby 1995).

It was surprising to note how many of the informants

(nineteen) were either currently singing in a choir, or had done

*SThe only exception was an interview with the student minister
from the previous summer, which took place in July of 1994.

*€0f the remaining three, two vere originally Anglican and one
from the Salvation Army.
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Gendex Ristribution bv age
Female 12 20-25 years 3
Male 12 30-45 7
46-60 8
over 60 6
rgv itv
Ordained clergy 2
Laity:
Student minister 2
Candidate for ministry 1
Lay preacher 1
Other congregational members 18
Total laity 22
24 t Musical traini
Conmpleted high school 2 Piano:
High school and technical college 2 "lessons as a kig"
Teacher's college 3 "still play"™
University degree not completed 1 Guitar:
Students (current:undergraduate) 1 "still play"
Students (current:graduate) 3
Bachelor's degree or equivalent 17 Other instruments:
Postgraduate degree 13 "used to play"
No answer 1 "still play"
Employment Voice lessons:
in the past
Outside the home 13 currently studying
Retired 6
Students 4 no musical training:
Homemaker 1
Cheix experjence
Current member, First United choir 1cC
Retired member, First United choir 1
Former choir member (other churches) 14
Current member, other choir 8

PERSONAL DATA:

INFORMANTS

Table 1
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so at one time. Tbis was purely accidental since, as informants,
they had not been chosen on this basis. This is probably an
indicator of the strong interest in music among the whole
congregation, and no doubt was at the root of the informed
opinion which surfaced during the survey. It was also interesting
to note the involvement of these people in other activities of
the church. Twenty people were members or chairpersons of other

groups or committees in the church.

Guidelines for the interviews

The guidelines for interviews fall into three groups.
Questions_ ]1-8 are concerned with the informant her/him self. Most
of the relevant material has already been tabulated in Table 1,
page 86.
Questions 3-20 deal with the hymnody which is presently available.
The questions are about the function of hymns, favorite hymns,
the use of inclusive language, styles of singing, and the use of
instruments other than the organ as accompaniment. For my own
information I added queries about the acceptability of a
sung liturgy, since examples will be included in the new book.
Questions 21-26 ask about the new hymn book. Is one needed? What
should it include?

While it is not possible within the scope of this paper to
comment on all the points that emerged during these interviews,
the main issues will be discussed. These revolve around the act
of singing together, the functions of hymns, the type of music
and the language of hymns, and the appropriateness of present and

future repertoires to the current ethic of the congregation.
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"Tell me about hymns"

Thelr importance and functions

Most people began by saying hovw important hymns are as part
of worship. The two physical acticns involved (standing up and
singing) were usually identified. all the informants said they
like to Sing and, of these, nineteen said that they enjoy singing
together as a communal act. Most people said that they place
great importance on hymns because singing gives the congregation
an opportunity to participate actively in the service. 2as
pPreviously noted, six informants rated hymn singing as the most
important part of the church service; thirteen rated them as
equal with other parts of the liturgy (prayers, scriptures,
sermon); two felt that the sermon was the most important, and

three others felt that hymns were of little relative importance.

John,*” a choir member, spoke about the functions of hymns.
He emphasized the participatory element in hymn singing, pointing
out that it enables the congregation to engage in a dialogue with
other elements of the service. He also acknowledged the emotional
impact that a good hymn can produce.
If the words and the wusic of a hymn go well together,
it's a very poverful and moving thing. Even in a new

hymn it's possible to have an intense emotional experience
if the relationship is right....Singing is more expressive

*7Informants who are referred to be first name only, have been
given fictitious names. Four major informants--Sharon Moon,
D'thea Webster, David Hall and Edwin Sayle, are referred to by
their proper, full name. These four were introduced in the
previous chapter.
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than reading parts of the liturgy (for example, the
prayers}....There is a participatory element to hymn
singing. It permits a kind of dialogue with other elements
of the service and it gives you a chance to reflect and to
emphasize certain points. Hymns provide balance....they
provide music--they involve other parts of the mind and the
spirit than those that would be engaged by the words alcone.

Favorite types of hymns among the informants vere describegd
as "joyful,"™ "peaceful," "evoking a sense of wonder, "
"passionate," and "empowering." Fourteen said that the music in a
hymn makes the first and most important impact, three felt that

the words came first, and seven said that the words and music are

equally important.

Edwin Sayle says that for him the greatest impact comes from
the music of hymns. A trained singer, he finds particular
pleasure in singing hymns in harmony. "Hymn singing,"™ he
says, "is a great refreshener."

For Michele, a talented musician, the primary impact comes

from the words, rather than the music:

When I go to church on Sunday morning, I need to leave
there empowered to do my work. The vording in the hymns can
either uplift me, or make no impact. I prefer the ones which
uplift...which arxe supportive. It's not necessarily the
closing hymn that stays in my mind. A hymn in the middle of
the service can be equally important, egually touching.

Other informants found thav +the words and the music are
necessary to each other. Deanna says:

The music in the church--the hymns--are very important. I
go out singing the words, and I think about them. and hymns
--songs—-~that I learn in the chuxch ar~ often ones that I
find myself singing and humming when I'm either in a really
good space, or in a bad space. It's words with a me)ody.
It's an aural memory; my sense of a connectedness betwveen my
faith and vhat I'm involved in. It's often the basis of my
theology, and how I live my theology. I theologize from the
music.
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Tim's attitude was less than enthusiastic. "I guess hymns are
important,” he said. "I'd miss it if we didn't have any. But we

shouldn't sing too many of them."

Many people said they enjoyed hymn singing because it wvas a
group effort. Seven informants said they felt that they became
part of a larger group persona; nine others said that they felt
they were singing as individuals, but that they became an
integral part of the larger group as well. Other informants, who
said that they were just "singing along” by themselves did not
seem to experience this group effect.

Perhaps these various ways of experiencing music are the
precise reasons for its power. Aas Frith (1987: 143) says, music
is something possessed, and in possessing that music we make it
part of our own identity. Therefore, if we apply this observation
to hymn singing, we can say that each individual takes something
new into his/her person. While for some people the process can
stop at this point, it could be argued that the intexaction with
others who are experiencing that same process at that same time,
has the potential (for some) to create a larger, communal

identity.

Favorite hymns

Informants were asked to name some of their favorite hymns,
and to explain the criteria by which they make their selections.
Some informants expressed their preferences in terms of style.
Some people preferred hymns in the contemporary folk-ballad

style; others held fast to hymns of the more conservative,
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traditional type.

Those who preferred hymns in the folk-ballad style said that
this style is more familiar, since it is derived from folk or
popular music. The tunes are "easy to pick up" and easy to
remember, and are often set up in the familiar style of verse and
refrain. There was general agreement that such hymns are more
accessible to younger people, or to people with little or no
experience of traditional church music. Some commented favourably
on the informality (and familiarity) of the piano or guitar as
the accompanying instrument. Since the hymns in this genre which
are sung at First United are almost invariably chosen either from
the Green Book or from the vorks of feminist writers, the words

vere always commended for their inclusive language and imagery.

Many informants named "Spirit of Gentleness," #108 in the
Green Book (Appendix 3.4) as a favorite hymn. Written in 1978 by
James Manley, this hymn is in the contemporary folk-ballad style. Set
as verse and refrain, it has a flowing accompaniment that can be
played on the piano or guitar, but which loses its character on
the pipe organ. The words speak to the theology and ethic of many
members of the congregation. The melody, wvhich is simple to
learn, has a gentle zhythm in triple time, which complements the

meaning of the words.

Other informants preferrsd the traditional style of hynn.
Some of the older people have a strong attachment to hymns from
the Red or Blue book, which they sang in their younger days.

They like to sing familiar hymns, and they feel at ease with this
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wvell-loved repertoire. Such hymns are usually set in four-part
harmony, and are accompanied on the oxrgan. Many people know the
harmony of these hymns, and enjoy the opportunity to sing in
parts. Some informants mentioned the pleasure of being able to
sing such traditional hymns together as a family group--a group
enconmpassing different generations.

Several informants mentioned "Joyful, joyful, we adore Thee"
(#19 in the Red Book) as a favorite hymn in the traditiomal
style. This hymn is an arrangement by Edward Hodges (1796-1867)
of the "0Ode to Joy," found in the last movement of Ludwig van
Beethoven's Ninth Symphony. Set in four-part harmony, this strong
tune, in 4/4 time, is well-known and easy to remember. It invites
full support on the organ. The words, by Henxy van Dyke (1852-
1933), are £fully acceptable to current theological thinking, and

are expressed in inclusive language.

Partiality to hymns in a particuiar style was not, however,
purely generational. Some of the younger people liked older
(sometimes Victorian) hymns, while some of the oldest people in
the congregation felt that if a popular style of hymn is needed
to attract young people, then the congregation has no choice but

to favour this repertoire.

Since for some people singing hymns is also a social act,
some hymns are favoured because of the social relations they
make possible. Tom, a lifelong church member, and the oldest
person I interviewed, spcke about the pleasure of being able to

sing (in harmony) each Sunday, beside his daughter and grand-
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daughter. He sings "bass or barxitone", vhile his daughter sings
alto. Tom gave me a list of his favorite hymns: one hundred from
the Red Book, and twenty-six from the Green Book. I was
interested to observe that, with fifteen exceptions, the hymns
which he picked from the Red Book were all to be found in the
Blue Book, the book of his childhood and young manhood. Hovever
Tom, like many members of the older generation at First Uniteaq,
is a realist when it comes to churxch membership. Referring to the
Green Book and other hymns in a popular or folk genre, he said:
"If this is vhat we have to sing to get the young people in, I'm
quite happy with it." He continued:
Well, I have a lot of favorites from the Red Book, like
"Guide me, O thou great Jehovah."*® It's a great tune! And I
love the Christmas hymns. But I like the ones in the Green
book too....I went to a conference with Jim Strathdee.®® He
was excellent. I do like his music. Why? For the life of it.
It's joyful. I like Jjoyful hymns. I don't like anything
slow. I like the folk-song type, like "Spirit of
Gentleness"™. 01d and young can relate to it....The writers
in the Green book are mostly new, but I do like to have some
hymns from the Red book, too. I know them better. They have
a different feeling.

Other informants chose favorite hymns not because of style

or for the social interactions they create, but because hymns, for

1®This Welsh hymn (#269 Red book),is set to the tune "Cwnm
Rhondda," by John Hughes (1873-1932). The words are by William
Williams (1717-17%1), translated by Peter Williams (1722-1796).

1®Jim Strathdee and his wife, Jean, are well-known American
hymn wrxiters who are the authors of eight selections in the
Green book. They generally write in the folk-ballad style. The
most popular hymn among all the congregation, "What does the
Lord Require of You?"(Appendix 3.5) is also by the Strathdees.
This hymn, discussed below, is often used as a commissioning
hymn.
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them, evoke memories. Twelve informants said that the hymns that

have stayed with them in their adult life are often those which

bring with them memories of childhood, or of family gatherings.

While these associatlons are important, they acknowledged that

such hymns often present problems, since the the language and

images are, in many cases, no longer acceptable.=° Deanna said

that while the music calls her because of the memories, she finds

some hymns impossible to sing with their present words. She would

velcome newv words set to these o0ld tunes:

I struggle a lot with the o0ld hymns. I grew up with themn,
singing them around the piano. And yet when I think about
what I'm singing--the theology of it--I'm horrified. I £ind
the tension at times very distressing....I'd still sing
"Holy, holy, holy".=* It takes me back in memory, though I
wouldn't want to admit to it. The memory of singing those
old hymns is still strong, and the music calls me because of
these memories. But, I often look for opportunities to
change the words.

Othexr informants miss hearing these o0ld hymns, since they

Create a connection with times past. As Evelyn said:

Hymns stir up a lot of memories for me. I was raised
in the United Church. Particular hymns jog my memory:
they Jjog memories about society and the big, extended
family. It helps me feel connected. But I hear very few of
the hymns that I grew up with. I was awvay from the church

=°In First United Church the following notice is printed in the

=1

church bulletin each Sunday:

In our worship we always try to use inclusive language.
Sometimes, expecially in hymns, this is not possible.
Please make vhatever changes you feel are necessary.

"Holy, Holy, Holy, Lord God Almighty" (#1 Blue book; #5080 Red

book}, is rxeproduced in Appendix 1.2. Some feminists would
object to the words of this hymn because God is pictured as
King and judgemental fathex.
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for twenty years, and it's not the same church. I don't even

know the Red book--I grew up with the Blue book, and I still

have my o0ld copy.

Some hymns appear to meet with almost vnanimous approval. In
such cases, style does not seem to be an issue. Among all the
hymns mentioned by informants, the most popular is "What does the
Lord require of you?"==(appendix 3.5), which is sung very often
as a commissioning hymn. Twenty-one of the informants wvere
strongly in favour of this hymn £illing this function, one
objected to it, and two were neutral in their judgement.

"What does the Lord require?" is a congregational anthem
which builds musically as each of three voices (bass,
alto/tenor, soprano) enters, each voice singing a different
melodic line. All voices then combine their themes, singing the
last verse together three or four times. The choir sings a
descant for some of these repetitions. This hymn uses the
simplest of musical materials (a descending scale passage which
becomes an ostinato bass) to build a powerful communal voice as
the parts combine. The music is important-sounding, in the style
of a traditional church hymn. There is no problem with the
language since the words, which are biblical, speak of justice
and kindness, and make no references to an exclusively male God.

What is the appeal of this hymn? To many informants, the
primary impact seemed to come from the music. Most people spoke

about the powerful way the piece builds as each voice enters.

*=Music by Jim Strathdee, with text from Micah 6:8. The words
are usually printed in the bulletir, since this piece is not
found in any of the hymn books presently available.
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They also commented about the way the words and music vork

together in projecting a message which, to many informants, sums

up the mission of this particular church.

Alan: "What does the Loxd Require?" fits all the things

that are very important to me. First of all, it's very
singable. It's nice the vay the parts fit together. The
congregation can, and does, sing it. It's clearly reaching
them. It's also a very profound passage from the 014
Testament...absolutely sound theology which speaks through
the ages of time. It spoke very clearly to Micah, but it
speaks equally clearly to us. I go out with this in ry head.
I think it has become a sort of ritual in the congregation,
and because of that it has developed a new meaning. It's
part of "us" in that community.

Fergus: It's eloquent in its simplicity, and pointed in its

Mark

message. We're doing it creatively as a community. We make
fun out of this music, which has a very precise focus and
content. It invites us to loosen our rigidities.

(who in other circumstances is a committed feministt): I
love it! It's powerful to go out with it as a benediction.
We build as a community while ve're singing. I like the
thundering, male, opening part. The basses and tenors. Then
the women answering. Together it builds very nicely.

D'thea Webster: It's a wonderful piece. I love the counterpoint,

the blending of the voices, and the circular nature of it.
It Jjust builds and builds, and so does the message along
with the music. 2 real communal identity.

This hymn seemed to be appealing for several reasons--some

musical, some theological, and some sociological. Most informants

began with comments on the music, saying it was "singable"

because there is a comfoxtable, (and simple) part for every

voice range; that the parts f£it together nicely; and that the

power of the piece builds as each voice enters.=2 Theologically

the words are said to be appealing since they project a profound

22an added attraction could be the resemblance of the bass part
to the popular canon by Pachelbel.

96



Biblical message, expressing the mission of thz church. Some
informants had a sociological interpretation--they spoke about
the communal identity which takes shape wvhen the congregation
sings this piece. As Alan said, "this piece has become a sort of
ritual vith the congregation, and because of that it has
developed a nev meaning: it has become part of us."

In singing this hymn, most of the members of the
congregation who were interviewed felt thét each person is
individually involved in the selection and singing of a part,
while at the same time he/she is contributing to the whole by
singing that part. This could be said to be a classic
illustzration of Frith's theories concerning possession: that
music can be possessed by a person, and at the same time that
music can possess that person. Furthermore, (following Fxith's
argument), at this moment, while the church sexrvice comes to an
end, time itself is arrested, as the congregation is polsed
between church culture and the culture of the outside world. This
moment, full of emotion, could be said to encompass and define

the group persona of this community.

Performance practice

Questions were asked about performance practice regarding
hymns, musical instruments and the use of liturgical dance.

all the informants were in agreement about one thing: they
like to sing hymns in harmony, or to hear hymns sung in harmony by
others. Everyone was also in favour of descants (usually sung to

selected verses by the choir sopranos).
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This emphasis on harmony and descants could have something
to do with the expectations that people have of "church" music.
Most hymns in the Red book are written in four-part harmony, as
are numerous hymns in the Green Book. While the Green Book has many
selections in the folk-ballad style, as previously discussed, it
also draws on the repertoire of hymns from the early days of the
protestant church on this continent. Hymns in this tradition
(such as those found in the Green Book), are often written in
four-part harmony. Four part harmony is, however, egually
familiar to people whose main experience is with popular music,
since many groups of folk singers use this style of singing.

The positive response from informants about singing hymns in
harmony could thus be attributed to the fact that this practice is
familiar to everyone. It could also mean that traditional ways of
singing hymns axe deep-rooted, since nineteen of the informants
in this surxvey are presently members, or have previously been
members of a church choir. The majority are therefore familiar
vith hymns sung in harmony, and probably enjoy the opportunity of
being able to sing this way.

Other questions about performance practice concerned the
use of musical instruments in the church service. Twenty-two of
the Informants were in favour of the organ as the principal
instrument to accompany hymns, while two prefered the piano.
Fifteen informants liked to hear some of the hymns accompanied on
the piano (specifically modern or folk hymns from the Green
book), and twelve liked to hear gquitars or guitars with piano

from time to time. Most people looked with favour on the
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occasional use of other instruments, either as part of the hymn
accompaniment, or as a purely instrumental addition to the music
of the service.

I would suspect that these preferences are infoxmed by both
the wide range of generations among the informants, and the
different cultural and social values which result from this. All
but one of the informants=+ was brought up in one of the mainline
churches: United, Presbyterian, Lutheran or Anglican. These
churches have all traditionally used the organ as the main
instrument in accompanying hymns. While many informants had left
the church for some years, when they returned, it was to a United
Church with a strong musical tradition, and a church which
possessed a pipe organ. It was therefore natural, in my opinion,
that most of these people would be used to the organ as the
principal instrument to accompany hymns, since this was what was
embedded in their memories of what church music should be. This
is, however, a preference which could be overlaid by other
experiences and cultural values. The younger generations are
familiar with the more informal music played on the piano and/or
guitar, and many prefer a less rigid church service vhich nmakes
use of these instruments. This could be read as a partial
rejection of the values of older generations, who enjoyed a
formal, predictable church serxvice, where hymns (if church
finances permitted) were routinely accompanied by the organ.

On the other hand, some of the older members of the

congregation, oxr some younger members who have ties to

=40One informant was formerly a member of the Salvation Army.
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traditional hymnody, have expressed their preference for the
pianc as the accompanying instrument for many hymns from the
Green Book. This zpplied particularly those hymns which are in
the folk genre, or which use jazz harmonies. This preference
could be tied to the nature of the pipe organ, which lacks the
quick response of the piano and guitar. It is possible that, in
the view of these people, such hymns played on the organ may not

do credit to the instrument nor to the composition itself.

From my interviews, it appeared that the congregation in
general wvelcomes the occasional use of other instruments
during the church service such as the horn, trumpet, saxophone,
flute, recorder, harp, cello, and viola. Sometimes small
ensembles such as a brass quartet or a wind gquinrtet play before
or after the service. This variety is much appreciated, not only
because it adds diversity to the church service, but because it
is another way in which members can participate.==

For somevhat similar reasons, the occasional performance of
Caribbean and African hymns seems also to be deeply appreciated.
Often on these occasions, some members of the choir play
percussion instruments, while the congregation and other choir
members clap iIn time to the music, swvay, or wave their arms.

Occasionally liturgical dancers alsc take part.

=3I would suspect that while this might appear, on the surface,
to be a rejection of the value systems of the older
generations, it might alsc have something to do with the
realistic attitude on the part of many of the senior members
of the congregation, who know that church culture must eithex
be open to change or gdie.
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Using a traditiocnal Zulu hymn=* as an example, informants
vere asked how they felt about the use of such music in the
church service. This particular hymn was chosen because of what
appears to be its overwhelming popularity among members of the
congregation. I was curious to knov the reasons for this unusual
success. Twenty-two informants were very much in favour of this
style of music, and enjoyed both the liturgical dancers and their
own (optional} physical participation. Age did not seem to be a
factor in what appeared to be almost universal enjoyment of this
type of music, and the dancing that accompanied it. "Joy",
"light", and "movement" were the attributes most often mentioned.
Tim (a member of the 20-29 age group): The Zulu hymn was a great

success: it was danceable. Hymns like that add light ard

animation to the serxvice. I don't always find dance
appropriate--I feel as if I'm being pulled by strings. But
the Zulu hymn vas fine. I didn't feel manipulated.

Nieter (a retired clergyman): I loved the Zulu hymn...I don't
know why....To start with, it's a happy hymn. And I love
liturgical dance. I didn't dance, but the two [liturgicall
dancers were fine. Dancing isn't unseemly, as long as it

isn't done for shov.

Deanna: I loved it. There was passion in the congregation.
It got the people singing. I don't knov vhether it was the

=€"We are singing, for the Lord is our light"™, a Zulu
traditional song, arranged by Hal H. Hopson for choir and
congregation. The words are based on Psalm 27:1-4.

This hymn has been used several times at First United. The
choir sings the verse, and is joined by the congregation for
the refrain. The choir plays percussion instruments
(tambourines, hand drums, maracas, guiros, cekeres etc.),
while the piano supplies additional accompaniment. Usually
liturgical dancers take part, dancing up the aisles to the
chancel. Often they are followed by members of the
congregation who also wish to join in the dancing. Other
members of the congregation clap their hands or move their
arms in time to the music.
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rhythm, or the bounce, or the choir singing, but the sound

of music filled the church. It wasn't just something at the

front. People were looking at each other, and having fun. It
vas a Jjoyful experience.

D*'thea Webster: The Zulu hymn? It was wonderful. It's
interesting, because it's a song of praise, but it's the
movement that creates such an amazing identity. It lifts you
up. The way the music is joined with the words is very
energizing. And the percussion is great. I love liturgical
dance if it's well-done. When it doesn't feel like a
performance it can b2 very powverful and praverful.

Otlier informants had some reservations, perhaps because of
deep-seated inhibitions about the propriety of dance itself in a
Christian church service. While it is possible to praise God in
many ways, some people find it difficult to worship through
bodily movement, preferring instead a more traditional,
intellectual type of worship.

Luke: I'm not xeally loose enough to enjoy the dancing, but I
like the music. It doesn't shock me, but it doesn't move me
or engage me as much as other intellectual approaches do. I
appreciated the energy in it, and the joy that was
expressed, but I do have trouble with dance liturgy of any
sort. It tends to make me shrink within myself. Dancers are
a problem: tambourines aren't.

This senrmingly ready acceptance of dance by most informants
was, on the surface, somevhat surprising, since dance has nov
traditionally been part of United Church liturgy or worship. It
really comprised two elements--the liturgical dancers who led the
processional, and the spontaneocus dance indulged in by members of
the congregation. The dancers who led the processional had
performed in worship services on other occasions, and this had

met with approval, since it was viewed as an extension of

lituxrgy. The spontaneous dance on the part of members of the
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congregation was something that first happened with this specific
hymn, has continued to happen vhen this hymn has been sung on
other occasions, and has not occurzed when other African hymns
have been sung.

There could be several possible reason§ for this newv type of
participation in the worship service. Othexr African hymns have
been sung (in their original language) by the choir alone, and on
these occasions the xole of the congregation has been “hat of
listener. Any physical participation on their part has been
limited to optional clapping in time to the music. The Zulu Hymn,
on the other hand, is in English, and the congregation is
expected to participate in the singing.

Another process may also have been at work. "Music", as
McClary observes (1991: 23), "has an uncanny ability to make us
experience our bodlies in accordance with its gestures and
rhythms." The first time the Zulu Hymn was sung, the minister
herself began dancing, as she stood facing the congregation from
behind the communion table. While this was a spontaneous reaction
on her part, it could also have been interpreted as by some as
permission to participate in a new type of behaviour. The fact
that the congregation immediately responded could be seen as an
indicator of the openness to new ideas and new forms of liturgy

within that community.

The language of hymns

As was expected, the language of the hymns was one of the

103



main issues addressed in this survey.=7 During the last f£ifteen
years, a close examination has been made of hymns from the
traditional repertoire. The result has been that the number of
hymns found to be acceptable to current religious thought

and social practice has diminished appreciably. The increasingly
influential role of women in the church has been a main factor in
this attention to language. Among the informants I found many
committed feminists--male, female and lesbian. They believed
inclusive language to be essential not only in reference to
humankind, but in the projection of an inclusijve imagery of God,
and as a reflection of inclusive theoloegy.

Eighteen informants said that inclusive language vas very
important to the church community, three said that it vas of
marginal importance, and three felt that it was not necessary.

Some people, like D'thea Webster, had no doubt. "Inclusive
language", she said, "is incredibly important. I automatically
change the words, or else I just don't sing."

Others, while having no doubt about the need for inclusive
language, cautioned that the crusade could be carried too far.
Michele: Inclusive language is impertant, but therxe can come a

point where we can become inundated with political

correctness. Howevexr, if inclusive language is easily done,

and as long as it doesn't change the overall meaning, I am a

firm believer in it. The world is changing. The only reason

that this kind of injustice has gone on for so long is that
it's taken so long to change the basis of society, which has

=7As previously mentioned, the folloving notice appears at the
head of the bulletin each Sunday:

In our worship we always try to use inclusive language.

Sometimes, expecially in hymns, this is not possible.
Please make whatever changes you feel are necessary.
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been patriarchal. In the church we have an obligation to get
rid of language that firmly places the focus on men, and
completely eliminates women.

Anne: Yes, it's very important. But I don't have to go the

the absolute extreme in a piece. I don't mind "Father™. I
don't have to change every single thing. It was new to me
vhen I came here. I'd never even heard of it in any other
congregation where I'd worshipped. I'd never even thought
about it. Now I wouldn't be comfortable in a congregation
that didn't try to use it. But it shouldn't be too
cumbersome.

Jenny: I think inclusive language is a good thing, to some
extent, Jjust like feminism. But sometimes it's carried to
such a degree that it doesn't help the cause. It more or
less makes me feel just like men felt about women...the
concept that women had their place in the home, but they
didn't have too many brains. I think that if you're too
fussy about changing "he" every time you see it, you're just
as bad as men were about women. It can be carried too far.
There's a happy medium.

Alan pointed out that we must considexr when a hymn was
written, before making a final judgement about the language. He

wvas equally awvare, however, of the special needs of many vomen at

First United:

Inclusive language is very important. But you can't
make a hard and fast rule. It's hard to draw a specific
line. You have to look at the historical context in which
the hymn was written. If a hymn was written in 1995 and
didn't use inclusive language, I'd have a hard time with it.
It wvould be inconsistent with my theology. But Bach wasn't
in the least concerned about inclusive language,and he
didn't write in English either. We have to accept the old
hymns as the works of art that they are, and I don't think
we have to feel obliged to change them. If, on the other
hand, it's a very simple change: "king" for some other
simple word, then that's fine--but if it means gutting the
poetry of the hymn, then, no.

Right now we've got a very sensitive congregation when it
comes to inclusive language, and I thlink it would be unwise
to fail to respect that. On a Sunday, vomen make up a big
paxt of the congregation. I can identify with a great many
of them who would be extremely sensitive about male God
images, and for whom it would be offensive. A patxlarchal
God. A God of wrath. We may not be able to get away wvith
language that might be absolutely appropriate in other
congregations.

105



Other women felt that the victory was not always worth the

struggle.

Evelyn (a choir member): It's not too important to me. I had
no trouble with my own fathex. "Man" can be a general,
inclusive noun. We have such a stzruggle in the choir
sometimes, and everyone's equally discontent in the end.
The struggle is much more gruesome than just singing the
damn thing!

Emily had the last word. "well, I xreally don't get too

fussed abeout it!", she said.

Since my main encounters with inclusive language occur
during choir practice, the private opinions of many choir
members were & surprise to me. Many people in the choir, both
women and men, are committed feminists, and there is no one who
is not avare of the need for inclusive language. However, on two

occasions I have had to discard an anthem written several

centuries ago, because by the time the language had been adjusted

to everyone's satisfaction, the point of the words had been
lost.=® 1t therefore came as a considerable surprise to hear the
moderate oplinions privately expressed by some choir members who
had taken an active part in the rewriting of the proposed
anthens.

This tidal vave of political correctness seemed to engulf

=®0One anthem that had to be discarded was David Willcocks'

arrangement (1963)of the Christmas hymn "0f the Father's Heart
Begotten". The words, Corde Natus ex Parentis, are by the poet

Prudentius (b.348), translated by R.F. Davis.

Sharon Moon has observed to the writer on several occasions,

that the theology of the most ancient hymns of the church is
generally more acceptable to present-day thinking than vas
that of the seventeenth and eighteenth centuries.
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most choir members on the occasions in guestion. This could be
attributed to social or peer pressure by some of the more vocal
persons. On the other hand, it could have been a matter of pride.
Since First United is known for its position on issues concerning
women, church members might feel that it is incumbent upon them,
when they are acting as members of that community, to behave in

an impeccably liberal and politically correct manner.

Children's hymns
Children's hymnody has always been a vexing guestion fox
the United Church. In the Blue Book there was a separate section
of hymns for children; the Red Book and the Green Book both
contain hymns which are suitable for children, but they are
scattered throughout the book among general hymns for adults.=*
The same guestion is asked by each generation: "Should children
have their own hymns, or shouvld they sing what the adults sing?"
At First United the children of the congregation rarely sing

in Sunday School.®° There are several reasons for this. Firs: of

=® For example, "Away in a manger", the gquintessential children's
hymn, is in a section entitled "For little Children" in the
Blue Book, but is included with general Christmas hymns in the
Red Book. This hymn was composed by William James Kirkpatrick
(1838-1921). The author of the words is unknown.

I°ogsunday school is the church school for children of the
congregation. The children normally attend the first part of
the full Sunday service with their parents. At that time, as
paxrt of the whole congregation, they sing the introit, the
opening hymn and the "children's hymn", before they go to
their classes. One Sunday a month they begin with their
classes in the church schocel, and then join the adults £oxr the
last part of the full church service. In this case they may
sing one hymn {not designated as a "children's™ hymn) and a
closing hymn or a commissioning hymn.

107



all, there is no competent person free, at present, to lead the
singing. Secondly, even if there were, there is no general
assembly when all the children are together, when this singing
could occur. Thirdly, a lesson must be covered each Sunday, and
this takes up most of the available time. The children's main
experience in singing hymns takes place, therefore, during the
short time they spend with the adult congregation on Sunday
mornings.

With an enrolment of approximately sixty children in the
Sunday School, the range in age extends from babies to teenagers,
and therefore the question of finding even one suitable hymn for
them each Sunday is not easy. At least half the children cannot
read well enough to follow the words in a hymn book or on a song
sheet. On the other hand, some of the young teenagers act as full
adult church members~-distributing communion, reading scriptures,
leading prayers, and welcoming nevcomers. This range of age,
education, and culture among the children is as striking as it is
in the adult congregation. Needs and expectations among these

children are therefore quite different.

As previously noted, no children were questioned as part of
this study. Seventeen informants (all adults) felt that a
separate repertoire of children's hymns was desirable, four said
that children should sing the same hymns as the adult
congregation, and three were unsure of the best vay to handle a

difficult matter.

Some informants looked back foncly to the hymns they

;
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themselves had learned as children, and lamented the fact that
today's children were lacking that heritage. On closer
examination, however, it appeared that to some the connection
made with memories of a happy childhood was more appealing than

the substance of the hymns themselves.

Ruth: I miss the hymns I sang as a child. My parents and my
grandmother sang me to sleep with hymns. and I remember the
songs at church camp. We used to stand around the flagpole
and sing, and around campfires at night. And I used to go to
church to sing, not to listen to the sermon. The minister
had such a beautiful voice!

Some informants felt that there was a definite place for a
separate, expanded repertoire of children's hymns. They stressed
that these should be written in inclusive language, and should be

in accordance with current theological beliefs.

Deanna: Children should have their own hymns. They need songs
that they can remember, songs to form part of their
subconscious. But we need to tap into a larger pot of
children's hymns. The theology of some of the traditional
hymns is horrifying....music forms a core of so much of what
young people do nov. We have to show them that it is a core
of theix faith as well. We have to use modern music and
modern sound.

Luke: We should be making more use of children's hymns. I £ind 1t
kind of sad that when the children's time [during the church
service}l is over with, that a hymn that has at least a basic
appeal to the children hasn't been used.

Other people felt that children would benefit fronm exposure
to more adult hymns.

John: There is a place for singing hymns that are essentially
children's hymns, but we don't need a separate repertolire.
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A really good children's hymn like "Jesus loves me, "3 for
example, works equally well for adults. Children should
learn more adult hymns, like "Joyful, joyful, we adore
Thee,"2= for instance. A bad children's hymn would be one
that didn't make sense to them.

Michele: There shouldn't be a separate repertoire of hymns for
children. They should just be part of the hymn book. Good
children's hymns are good for adults, too, and children
should be considered as a major part of the congregation.

We have a fine repertoirxe already, like "Jesus loves me".32

If the children are singing a hymn, it should be one

they know.

It is interesting to note that two informants who felt that
children should be singing adult hymns, both cited "Jesus loves
me" as a hymn suitable for all ages. This hymn (which immediately
came to mind in both cases), was originally written for children,
and is one which they, themselves, had undoubtedly learned in

own childhood.==

While there was no consensus on the issue of children's
hymns as can be seen from the quotations above, many informants
had strong views on this subject, to the point whexre they felt
that a separate repertoire of hymns for children was desirable.
In contrast, other informants argued that children's
participation in the adult church service (including singing

hymns from the adult repertoire) is, in fact, a recognition of

*2Reproduced in Appendix 2.7a & b.

3=See page 92.

**3ee footnote 31.

?+3s noted above in Chapter 2, this hymn was originally written
for children, and is included in the section entitled "For
little children" in the Blue Book. The Red Book had no
separate section of hymns for children; therefore this hymn
(with edited words), was included in the hymns for general
use.
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their rightful place as important, participant members of the

church.

Liturgical music

Since the nev hymn book will, according to its managing
editox,™®= include a generous selection of liturgical music,
guestions were asked about preferences in this field.

A new interest in liturgical music has become apparent in
First United over the last five years, and most of my informants
generally favoured the introduction of more liturgical music into
the church service. This increasing interest in new types of
liturgy can be seen in the acceptance of liturgical dance, drama
and, most of all, in the willingness to participate in a sung
liturgy.

Part of this impetus came from material published in the
Green Book.®“ While much of the music in that book was not newly-
composed, much of it was quite new to the congregation. Other
elements of sung liturgy had been familiar in the past (such as a

sung Lord's Prayer) but had fallen out of use because of

*=John Ambrose: remarks made at the "Voices United" Hymn Book
Conference, Montreal: May, 1994.

F€The Green Book includes a generous amount of liturgical music,
including pieces from the Russian Orthodox liturgy, and
excerpts from the repertoire of the Protestant ecumenical
community of Taiz€. Other pieces for a sung communion service
are by modern American composers such as James Kriewvald.
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objections on the part of some meﬁbezs of the community.>"

This new interest in liturgical music could indicate that
the nature of the congregation itself is changing. There has been
a groving demand for more music of a reflective nature during the
past three or four years. Liturgical music could be seen as an
aid to this more internalized type of worship. Could it be that
this type of music is perceived of as speaking more to personal
need rather than to the congregation's recognized mission of
outrxeach to the surrounding community?

From my lnterviews, I learned that liturgical nmusic seems
to be more appealing to those interested in a contemporary
approach t¢ worship, rather than to the more conservative members
of the congregation who prefer a plainer type of worship, in the
tradition of old-style protestantism. Could this new interest in

sung liturgy be therefore a matter of new aesthetics?

Comments on the Blue, Red and Green hymn books

In discussing the need for a new hymn book, informants were
asked to comment on the three books that have, to this time, been
available to the congregation at First Unifed. Since each of
these books (the Blue, Red and the Green) has been a reflection
of its own generation, many comments centered around their
relevance to present-day theological beliefs and culture. While

most of the informants were familiar with the Red and Green hymn

*7These objections were based on the fact that the congregation
did not, at that time, participate in singing the Lord's
prayerx. It wvas, many people said, merely a "“performance"™ by
the choir.
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books, many people were too young to remember the Blue Book.

The Blue Book

O0f the fifteen people who commented on the Blue Book, four
felt a certain nostalgia for times past, two said that the
theology and language of most of the hymns made them unacceptable
to the present generation, and one was undecided. The remaining
eight had had no experience with this book.

As already noted, it was not easy to obtain informed
opinions on the Blue Book, since most church members were too
young to remember much about it. Some people spoke with great
affection about the Christmas music found in this book.=® Most
comments® about the Blue Book were, however, concerned with the
language of the hymns--a language which reflected the theology of
Victorian times. The quote below is included because it

eloquently summarizes the main views on this topic.

BEvelyn said that she found much of the theology of hymns in
the Blue book to be offensive. The Victorian images of the
Christian as a suffering, wretched sinner are, she said, bleak

reminders of the rigid, narrow morality of times past.

Very few of the hymns that I was brought up with (in the
Blue Book) are still in use, because the church has changed.
We no longer have a nminister pounding the pulpit, talking
about sin. The woxrds of the hymns in the Blue Book are
morbid, depressing expressions of Victorian concepts of
morality: the idea that what is good for the church is good
for society, and is probably good for the individual....And

=*®Most of these Christmas hymns are also to be found in the Red
Book.
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that individual is a poor, unwvorthy sinner, whose lot is
suffering, and who must be washed in the blood of Jesus
Christ to be saved. These hymns are bleak little things, the
product of a meagre type of mind.

The Red Book
Eight informants appreciated the wide varisty of hymns in the
Red Book. Eight others were morxe cautious, either because of the
challenging musical nature of some of the hymns, or because they
found some of the language to be offensive. One person said that
the Red Book had never been a success, and should have been

replaced years ago.

Most informants commented favourably on the inclusion, in
this book, of hymns from different periods in the church's
history. Many people felt that the new hymns in the Red Book,
vhich spoke to the theology and aesthetic of the sixties, were no
longer relevant. Most comments, however, were concerned with the

non-inclusive language of the majority of the hymns.

Alan liked the variety of music in the Red Book, and felt
that its potential had not always been realized. He noted a lack
of music suitable for children.

The Red hymn book is a good book by and large. It's
unfortunate that it came out five years too soon for
inclusive language. But there's a good balance of music in
it, although perhaps not enocugh music for children. Some of
the hymns (like "From the slave pens of the delta"2®) won't
pass the test of time. But we should learn some of the more

*®"From the slave pens of the delta™ (#170 Red Book) is sung to
"Omni Die", an ancient German Proper melody. The words are by
T. Herbert 0O'Driscoll (b.1928).

114



challenging hymns in that book.... I was seventeen vhen the
Red Book came out, so I don't miss all the old chestnuts from
the Blue Book, but the older people in the congregation miss
more of the old favorites.

John admired the music in the Red@ Book, but felt that the
theology in some of the modernist hymns is not compatible with
present-day thinking.

I'm one of the very few people who will miss the Red Book.
I grewv up with it, and I'm going to miss some of the
traditional hymns that were in it, but I'm also going to
miss some of the hymns that were then contemporary. It was
an ambitious, difficult book...an interesting experiment.
I admit that therxe's a problem with the words, and that
inclusive language is vital. Some of the modernist lyrics
got out of control, like "God of Concrete".=®... But
modernism isn't the main problem with the Red Book. The
problem is the theology found in what would otherwise be
fairly promising hymns. That theology focuses primarxily on
personal salvation, and that's a theme which isn't very
useful in contemporary society. There's not much connection
with the earth or even with society in general...there's
nothing about community building.

Edwin Sayle voiced the feelings of many people of the older
generation. He sees the Red Book as a guardian of the rich

literature of church hymnody--hymns he sang as a boy choirister
in his native Jamaica. He is afraid that most of these Eine,

traditional hymns, which he finds to be so strong musically, will

fall out of use.

It seems as if the Red Book just came out. I don't think we
got to know it well enough. There are a lot of good hymns in
that book, but we're not singing them, of course. The Red
Book is closer to the things I like. I know we have to
change, but some of those hymns are so beautiful, and so
well put together, that you wonder why you can't continue to
sing them. You just get to know a hymn, and expect it, ané
then it's gone.

“°Reproduced in Appendix 2.9. -
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It was most interesting to observe the possessive attitude
of many people towards the hymns of the traditional repertoire
which are to be found in this book. While most informants are
reluctant to sing them in their present form because some of the
words are unacceptable, they want these hymns to remain in the
repertoire, either with edited words, or with new words written

to the traditional tunes.

The Green Book

Among the informants who commented on the Green Book, seven
people liked both the theology and the musical style, six gave
qualified approval, and one disliked the book, finding much of
the musical material to be inappropriate.

Most comments on this book focused on musical style and
language. Many people felt comfortable with the folk-song type of
of hymn found in the Green Book, while others said that this type
of music lacks the richness of traditional hymnody. The use of

inclusive language was generally commended.

Mark (a choir member) said that the hymns in the Green Book,
because of their easily-accessible musical style and theirx
contemporary language, help to build a sense of community in the
church. He likes the simplicity of the folk-style hymns, and he
also likes the tunes and words of some of the older, gospel-type
hymns, which are to be found in this book:

Most of my favorite hymns come from the Green Book, like

"Spirit of Gentleness."™ The congregation gets into it, so I

have a sense of community spirit. It upsets me that the
choir thinks that a lot of these hymns are second-rate. Some
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of the lyrics may sound like they're for kids, but I like
them. I like the tunes, and I like the concepts of the
wvords. The folk-song style is easily accessible.... I like
the older ones in the Green Book, too. My all-time favorite
hymn is "What is the place?".** I like the nusic and the
words. They reflect my own thinking: the church is only a
building, but the community is the real centre.

Alan, on the other hand, finds much of the music in the

Green book to be simplistic, and more suitable for children.

The Green Book? To be candid, I can do without most of
it. A lot of it is pretty s -~llowv musically--like "Spirit of
- Gentleness." Don't let me e r hear it again! It was never
good, and it's got a lot worse in the course of time. The
only thing I will say in defence of that book is that my
kids like it, and that does matter. We do need music that is
simple and easy to pick up, that kids like.

John feels that while the Green Book was a necessary
supplement to the Red Book, it should not replace it.

I think the Green Book is a useful worship supplement. If I
have a concern about hymn selection at First (because the
Red Book has never struck roots here) it's been that the
Green Book has had a chance to monopolize the hymnody, and I
think that the Green Book by itself is a shallow hymnody. My
prxoblems with it often arise on musical grounds.

Bvelyn finds some of the hymn texts in the Green Book to be
too complex. She has other objections on musical grounds. She

commented:

i have to be able to relate to a hymn. Some of them,
(particularly in the Green Book), are very dreary...the ones
by Farguharson and Klusmeier, for example. They try to cranm
very complex words and ideas into a text, and the result is
that there's nothing flowing about it. Those texts are too
complex for hymns--I1'd rather read them in a book of

*2*"What is the place?" (#7C Green Book) is sung toc Valerius'
"Nederlandtsche gedenckklanck," of 1626, harmonized by aAdrian
Engels (b.1906}). The words, originally in Dutch by Huub
Oosterhuis (b.1933) are translated by David Smith (b.1933).



ideas....” st of them you can't sing in harmony, and the

music is boring....Some hymns like "Spirit of Gentleness"

have been over-exploited, and they're like a threadbare
carpet.

Most informants were generally in favour of the Green Book.
Nevertheless, it was generally viewved as a temporary supplement
to the Red Book, and not adequate to replace it. Emphasis was
placed on the need for a variety of hymns. The music for many of
the hymns in the Green Book, howvever, provoked mixed@ responses:
some informants were comfortable with it, others felt that it was
not always of the same high standard as the words. Could this be
seen as an indication that music, consciously and unconsciously
continues to exert its own particular power? Is the music of
these hymns a help to some people, since it reinforces and
enhances the message of the words--but a hindrance to others, in
that they can be distracted £rom the carefully crafted verbal

text by what they might consider to be inferior, ox indeed,

distasteful music?

Sharon Moon's comments on this issue summarize the serious
problems faced at present in finding hymns suitable for use in a
church such as First United. She talked about the three hymn
beoks, and about the difficulties faced each week in the
selection of hymns, since the language of each hymn must be
weighed against its theology and music. She feels that a new
hymn book is badly needeéd.

I was raised with the Blue Book, but I'm glad we don't
use it any more. While it was a £ine book in its day, it was

a compromise. It wvas a part of the theology of its time, as
the Red Book was, and as the new hymn book will be, too. 3
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hymn book isn't God's gift forever....hymns change, Jjust

like the creed changes....If I choose something from the Red

Book, what I'm wveighing off is the theology of the hymn,

versus the language, versus the music. Sometimes there's a

bit of exclusivity in the language, but the theology is so

good that I use it. I have to weigh the good against the
bad. I long for a book where we don't have to do this
constant compromising. I love the Green Book, and I think it
vas a much-needed resource to complement the Red Book, but
wve desperately need a2 newv book, because we need more than
that. It has a good selection, but it's only an interim
solution.

Is a new hymn book warranted?

Most informants felt that a new hymn book is warranted at
this time, because changes in theology and societal values since
1371 have been profound. The demand for hymns in inclusive
language was cited as a major indicatox of these changes. A new
book, it was said, should include hymns f£rxom different historical
periods as well as music in the contemporary style.

First United is a congregation with limited financial
resources, an aging building, and a declared mission of outreach
into the surrounding community. It is alsoc a congregaticn with a
strong musical tradition. Nevertheless, the purchase of a new
hymn book is not a step to be taken lightly. Nineteen informants
wvere strongly in favour of buying the new hymn book as soon as it
is available, because none of the books in use at the present
time is fully satisfactory. Two people were undecided about this
puxchase, feeling that a judicious use of the Red and Green books
wvould be sufficient for the time being. They cited the risks of
making a significant financial investment in a book which is, as
yet, untried. Three informants vere against buying the new book,

since the First United already has two hymn books in use. On the
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other hand, several people said that the use of three books in
the.church service (Red, Green, and Voices of First United==) is
confusing and distracting.

None of the informants who were in favour of purchasing the
nev Hymn book seemed to be concerned about how it would be
financed. The expectation was that this would be accomplished
through persconal donations, or, if necessary, through special
fund raising events. All informants emphasized that the purchase
of @ new hymn book should not jeopardize other programmes in the

church.

When asked what a new hymn book should retain, and wvhat new
material should be added, the informants were unanimous in saying
that "variety" should be the watchword. A1l felt that the
plainsong hymns of the ancient church such as "0 come, O come,
Emmanuel,"*® and "Come, Holy Ghost"++ should be retained in their
present form, with no editing. as previously mentioned, Sharon
Moon says that the theology of some of the most ancient hymns of
the church is more acceptable to present-day thinking than wvas

that of the eighteenth or nineteenth centuries.

*="Voices of First United", discussed below, is a supplementary
booklet of hymns in use at the present time in that church.

“3"0 come, O come, Emmanuel™ (#3950 Red book) is sung to "Veni
Emmanuel®, a plainsong melody, arranged by Healey Willan
{1880-1068). The words are from the Latin, 12th century,
translated by John Mason Neale (1818-1866).

**"Come, Holy Ghost"™ (#245 Red book) is sung to "Veni Creator", a
Plainsong melody, Mechlin, arranged by Healey Willan (1880-
1368). The words are from the Latin, Sth century, translated
by John Cosin (1594-1692).
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There was general agreement among informants that other

favorite hymns from the traditional hymnody could benefit from

some

editing of the words or, alternatively, some of the best

tunes could be retained, set to new words which reflect current

thinking. 21l informants £felt that therxe is a place for hymns in

the "folk"™ style of the Green Book, and that this type of hymn

should be an important part in any new hymn book.

hymn

David Hall spoke for most informants who felt that a new
book is necessary at this tinme.

The time has come for a new hymn book, because the
theology has changed to suit the times, or maybe it's a
change in the wvay we present it, or a change in
emphasis....We should keep the plainsong hymns. We need a
good variety of hymns to suit all people on all occasions.
Gospel, Victorian hymns, Lutheran hymns, Spirituals--all the
hymns from our history are important. Because of their
language and music they have lasted a long time, and will
last many more years....In a new book, I think the key in
terms of music is definitely to keep cuxrent in how you
present it. The hymn book has to reflect all different types
of music so that everybody can find something that can speak
to thenm.

Michele offered a cautionary note:

A nev hymn book is important because we need to unify our
music. A hymnal should be a basic expression of our
ideals....I can't wait until the new Hymn Book comes out. We
can't be effective in this society if we remain static--we
have to move with the times. But we mustn't take too much
stock in a hymnal; it's a tool, and we have to remember that
that's what it is. It's a reflection of our faith, and we
have to keep that in focus.

Alan felt that a new hymn book should take into account the

theological and cultural demands of the present. At the same

time, he said that hymns are important in presexrving ties with

the historical church.
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We should retain the historical hymns of the church. The
function of the new hymn book should be to provide music
that is worshipful to the people of the United Church in
this day and age. We need historical hymns, because that's
part of the church today. And we need hymns that speak to
the kids of today--~there needs to be a blend of the new and
the o©0ld....The fundamental theology hasn't changed, but our
intexrpretation of it has chaiged, and how it's understcod
has changed....A new hymn book is certainly warranted
because of inclusive language. That was the biggest
deficiency in the Red Book.

Tim exhibited his uwsual caution.

I like hymns that I'm used to. I like the flexibility of
being able to move between the Red and Green books. I like
the mix. I hope the new book isn't going to be too
politically correct for its own good...taking a good hymn
and changing it, so that we wish we had the Red Book again,
to sing it the way it was. But I suppose time always heals.
It's just that I don't know what to expect.

It vas intexresting to note that only one informant felt that
the main role of a new hymn book was to present new hymns. The
Interest in, and respect for, the historical hymns of the church
was striking. While most people felt that one of the main reasons
for producing a new hymn book at this time was the need for

inclusive language, this did not extend, in general, to the more

ancient hyms of the church, for the reasons stated above.

"Voices of First Unitead"
First United Church has recently produced a supplementary

hymn booklet, "Voices of First United".== Not only does it

“3"Voices of First United™ has been in use since October, 1995.
Compiled by Sharon Moon and Patricia Williamson, it was
produced by Addie Crawford. Such booklets are made possible by
the purchase of a "Church Copyright License®™, like the one
offered by Wood Lake Books, which was used by First United.
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include favorite hymns like the "Zulu Hymn",“*®* but it contains
geveral works by feminist writers which have not otherwise been
available. Members of the congregation find this collection to be
@ valuable supplement to the Red and Green bocks, while they

avait the publication of the new Hymn Book.

Several of the hymns in "Voices of First United" make use of
well-known tunes from the traditional church repertoire. In these
cases the words are either entirely new, or the traditional words
have been edited to agree with present beliefs and social
practices. Needless tolsay, inclusive language is used
throughout. among hymns mentioned in this thesis which are
included in the booklet are the "Gathering Chant," "Sending you
light,"™ and the "Zulu Hymn."

Twenty of the thirty-two selections in "Voices of First
United" are by women. Among these are two compositions by
Patricia Mayberry, a member of the congregation; six by the
American fewinist and human rights activist, Carolyn Mcbade; and
five by the New Zealand hymn writer, Shirley Erena Murray. Some
members of this group of woman composers and poets have gained
increased recognition in Canada since the publication of the

Green Book in 1987.%7 It will be interesting to see how many of

*€The words to such hymns wexe formerly printed out in the
bulletin each time they were used. This involved considerable
secretarial time and extra expense.

“7Although the Green Book is meticulous in its use of inclusive

language, only twenty-one of the 132 hymns in this publication
vere actually written by women.
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these hymn vriters, as well as members of an even younger

generation of women, are represented in the new hymn book.=°

Conclusion

As could be expected, there was never complete agreement
arong the informants on any of the issues presented in this
study. Neither were the opinions expressed necessarily influenced
by age, education or economic circumstances.

Among those interviewed were people who had been members of
the congregation of First United Church for fifty years, and
others who had joined the church during the ministry of sharon
Moon™® because they had been attracted by this church's
inveolvement in social issues and by its policy of outreach into
the surrounding neighbouhood. Other informants searching for
peace and spiritual guidance, in a nurturing and caring community,
had come more recently to Firxst United. Each of these groups
brought with them a distinct set of expectations and cultural
baggage.

One informant, who had recently been Clerk of the

“®According to the United Church Observer (Anon 1996), the
new hymn book, called "Voices United™ will be available in
mid-aApril, 1996. It will be a large book, containing seven-
hundred hymns, fifteen percent of which are written by
Canadians. There will be a generous selection of liturgical
music, including canticles, metrical and free-verse psalms,
and service music, including settings of Holy Communion, the
Loxd's Prayer, doxeclogies, and other responses.

“®*sharon Moon has been minister at First United@ Church since
1985.
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Session,®° commented on some of the changes he has seen during
the time he has been part of this community:

Luke: I was initially attracted hy the sense of community in
this church. At that time (eight years ago} there was a very
small group of people intensely interested in running a
church in the downtown, with a focus on social and local
issues. There is no longer a sense of a core group: now
there are many core groups.

....This is not a neighbourhood church, and it's no longer

as solidly rooted in the concerns of the neighbourhood as it

used to be. From my perspective, I've felt that there are a

lot of people who ccme into the church who are concerned

with spirituality and liturgy £from a much more personal
perspective. They are there to renew themselves, but there
isn't much interest in the other aspect of it--interest in
the wider social concerns....

Luke identified a fundamental change which is taking place
in the nature of the congregation of First United. Members cof the
oxiginal core group of social activists are still there, and in
fact, because of the success of their involvement in the affairs
local community, they may be partly responsible for several of the
new interest groups which are now part of the congregation. Many
people from the surrounding community have become members of
First United because there they are accepted without prejudice
or discrimination. In addition, people wvho feel that they are
unwelcome in other city churches because of sexual orientation,
illness or addiction have been attracted to First United,

because there they can both renew themselves spiritually, and can

become active members of a church compunity.

How is it possible to extract some sense of communal

=°oThe Clerk of the Session is the senior lay-person in a United
Church congregation.
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identity by looking at the hymns this changing and disparate
congregation chooses to sing? While there was some agreement
among informants on the larger issues (the importance of hymns in
the chuxch service, the involvement of the congregation through
the singing of hymns, the need to have a variety of hymns
available, and the need for a change in language to reflect
current beliefs and social us;ge), the divexse nature of the
congregation became more apparent when personal preferences in
hymns were expressed. While "what does the Lord Requixe?" was the
most popular hymn among informants, a split in preferred style
became apparent between what might be refered to as the "sSpirit
of Gentleness" and the "Joyful, joyful, we adore Thee" factions.
"Spirit of gentleness" is an introspective hymn of personal
experience; "Joyful, joyful, we adore Thee, "™ on the other hand,
is a hymn of praise which speaks of the wonders of nature and the
need for love among humankind. This division of preference could
be attributed to the expectations that individual members of the
congregation have of the church service: whether the focus should
be on personal needs, or on the role of the church and its
members in the larger community.

The general interest in liturgical music could be a further _
indicator of the changing nature of the congregation. While it
may speak particularly to people who are, as Luke says, concerned
wvith spirituality and liturqy from a personal perspective, it has
been seen as acceptable to those people vho see the chuxch
p:imarilj‘as a4 community, given that this music requires

congregational participation.
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First United has always taken pride in the belief that it is
a congregation open to new ideas. While this has certainly been
the case in larger gquestions, such as the courageous stands taken
by the community on human rights issues, it is interesting to
observe that in private, many individual members appeared to be
more conservative than one would have expected. This became most
apparent in the relatively moderate personal views expressed on
the issue of inclusive language. While within a group such as
the church choir, fierce adherence to the principles of inclusion
could be noted, many people privately said that, sometimes,
political correctness could be carried too £far.

The cautious approach of many of the informants to
contemporary musical idioms and practices as found in the Green
Book was also surprising, since full (and at times exclusive} use
has been made of hymns in this book since it became avallable.
Their somewhat reluctant acceptance of these new hymns was
generally for musical reasons, since most people seemed to have
no quarrel with their language.

Musical expectations on the part of many informants
presupposed that hymns would be sung to well-known tunes, that
they would be sung in harmony, and that they would be selected
from a certain type of repertoire. RAesthetic values had to be
adjusted when a different kind of music was offered, and many
iﬁformants did not find this new style always to be conductive to
vorship. At the same time, since new, and in some cases, younger
people were being attracted to the church, the pragmatism which

has always been the wvatchword of the United Church seemed to have
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taken charge. As Sharon Moon™* pointed out, "people come in from
the street who don't knov a psalm from a revelation, but they
recognize guitars and pianos." RAesthetic values were being

adjusted to accommodate a changing community.

It 1s interesting to note that while some people had
trouble accepting newly-composed hymns in the contemporary "folk"
style, there was no reluctance to participate in the singing of a
traditional folk hymn. Indeed, many people not only sang, but
participated through bodily movement as well. Furthermore they
were willing to accept a different soundscape, which included
percussion instruments and clapping. Was this because
participation in something genuinely foreign was acceptable? or
was it because the Zulu hymn offered no real threat to their own
culture? Could it be seen as a symbolic opening of the doors of
the community--an indication that its members feel strong enough
in their own church culture to recognize, angd perhaps to hold out

their hands, to another, quite different cultural group?

Finding a central pathway acceptable to most people, but
Yet in no way compromising the positions and needs of the
congregation, is the task that has éonfronted First United Church
since its foundation. An examination of the hymns prefexred by
the present community can be seen as an indicator of the changes

that have taken place in that church since the Inaugural Services

SiPersonal conversation with the author: January 1996.
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of Union, which took place so long ago. Seventy years have not
changed the fact that the different cultural needs within a

church community must be met, if that community is to serve the
purposes for which it was created--to provide a spiritual home

for all who enter its doors.
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CONCLUSION
How shall we sing the Lord's song?
Psalm 137:1

The Lord's song has been sung in many ways in the United
Church ¢f Canada. This thgsis has examined the various factors
which have had a significant inflvence on the ways by which
membexrs of First United Church select their hymns. The study of
an individual church congregation offered a privileged site from
wvhich to observe how, in times of change, its members articulate
and negotiate their concerns. While the examination of the
preferred hymnody at First United Church helped to sketch a
profile of the current congregation, it also served to identify
some of the issues being faced at the present time by the church
at the national level. Consequently, through a consideration of
the hymnody favoured by one congregation at different times in
its history, it has been possible to observe changes in theology
and social practices, as well as some of the changes in the
policies of the national church itself, which took place during

those years.

In the seventy-one years since the foundation of the United
Church of Canada, the country has faced a depression, World War
ITI, the prosperity of the post-war era, and the economic crises
0of the $0s. Biblical scholarshig and scientific discoveries.have
changed the wvay ve see creation and the way we see the earth
around us. At the same time, the increasingly powverful voice of
women within society has profoundly affected both the religious

and social practices within the church itself.
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These changes are articulated in the changing hymnody of the
church. Most striking among these is the recognition in the texts
of an evolving image of God--from a Jjudgemental patriarchal
figure, to an inclusive, supportive and nurturing presence.
Recognition of the primary role of women in society has resulted
in a process of change from androcentric language to inclusive
language. Hymns of national and international life have also
undergone significant revision. Sickened by the carnage of this
century, most church members have rejected killing as a way of
solving international problems and, as a result, hymns of wvar
have been replaced by hymns of peace and love.

In the light of these f£indings, it is clear that the United
church cannot be thought 0f as a static institution with
unshakable dogmas. Indeed, the United Church has proven to be an
evolving, dynamic entity, which reflects, and sometimes
anticipates, the social practices of its time. In reviewing its
history we observed that moments of crisis and internal conflict
were resolved through negotiation. As noted throughout this
study, this process of negotiation was never easy, and did not
necessarily always lead to consensus. In practice, for example,
issues which may be resolved at the national level {such as the
ordination of homosexuals) may not always result in immedlate
action at the local level, since each congregation has some
degree of autonomy. The negotiation process, as has been shown,
has nevertheless always been one of active engagement, and one
that is basic to the construction and revision of the xeligious

and social value systems of the church.
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As has been shown in this study, churches, like society, are
a contested terrain, and, like society, they are not immune from
political manoeuvering. By examining the history of the United
Church ve sav that while some denominations were able to achieve
union, others were not. Some church communities were able to
resolve internal conflicts, others broke apart. Groups unhappy
with policies of their parent congregation moved to become
members of another, more congenial community. Congregations

formed and re-formed, expanded, or sometimes disappeared.

In this thesis I have argued that hymns are currency in the
political manoeuvering which takes place on this contested
texrain. Each hymn book is the product of its particulaz
generation, and as such speaks to the issues of its time. This is
novhere more obvious than in the changing concepts of the mission
of hymnody itself, and in the changing musical language in which
it is expressed. The editors of the Blue book, members of a
patriarchal society, sawv their mission as one of direction: "the
moulding of charactex, the elevation of popular taste, and the
purification of the heart of the worshipper" (Rose 1930: 310).
The editors of the Red book, self-proclaimed members of the
global village, aimed at "a comprehensive selection of hymns from
the best of inherited hymnody [and] at the same time...a book of
contenporary hymns expressive of the church's mission in, and to,
the vorld of our times"™ ("Preface™: no pagination). The Green
book sought a simple renewval of congregational singing, offering
hymns both in a popular musical idiom and in a revival of the

style of early protestant singing on this continent. The words,

132



in contemporary inclusive language, aimed at projecting the image
of a nurturing, compassionate God, and the wholeness of
creation.?

In 19586 the concerns of our time have also been articulated,
contested, and negotiated in the selection of hymns for a new
hymnary. Through the interviews conducted as part of this thesis,
it became evident that the main issue at the root of the present
debate has been church culture itself. While most informants said
that the church should preserve its heritage of traditional
hymns, they also recognized the need to make church culture more
accessible to a new generation familiar with a more contemporary

type of music and language.

There was complete consensus among informants on only two
points. It was generally agreed that hymns are vital to the
church sexvice, since singing offers the principal opportunity
for the congregation to participate actively in worship. It was
also agreed that hymns in a variety of styles must be available
to all, since needs differ from congregation to congregation.
This varied repertoire, it was said, should include hymns in both

the traditional style of church music, and those in the

*It was necessary to impose some linmits on the material covered
in this thesis, and it was therefore decided to examine only
the three hymn books (Blue, Red and Green) that had been in
common use at First United. Other books have been used in
other churches: collectlons such as Songs of the Gospel (1948)
which is populax in Saskatchewan, or compositions such as
those by the Common Cup Company of Winnipeg. Discussion of the
collection of hymns for children, A1l God's Children Sing
(Beckstead 1992) which has been used at times by a children's
choir at First United was also outside the scope of this
thesis.
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contemporary "folk" style. While many informants still have a
strong attachment to the historical hymns of‘the church, most of
them stressed the need for a change in language to suit modern
theology and social practices.

Consensus appeared, at first, to emerge on other issues,
such as the need for inclusive language. However even this
question remains open to interpretation and negotiation, since
some informants are purists vho insist that any type of
exclusive language is unacceptable, while others feel that the
language of historical hymns should be retained in its original
form. Many informants felt that political correctness could be
carried too far.

What vas perhaps the most striking result of this study wvas
the emergence of the concept of a congregational group identity
as a social reality. Through the singing of hymns, the majority
of the informants said that they considered themselves to be not
only participant members of the group but, at the same time, to
be part of a new, separate, larger entity through the agency of
that individual participation. The recognition and proclamation
of tk's group persona was articulated most clearly in the
discussions on the singing of the commissioning hymn, at the
close of the worship service. As Grenier peinted out, music is a
fully-fledged and specific social phenomenon. In this study, this
was nowhere more apparent than in the discussion about singing hymns
together, and the experience that this singing together provides.
As Grenler says, a "soclal reality is not only reproduced®, but

the act of making music together "contributes to its very
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production and creation™ (1990: 45).

This thesis has shown how the study of musical practice can
explain aspects of social reality which no other praxis can
decipher (Shephexrd, 1988: 112-13). It may be that music,
precisely because of its distinctive characteristics of rhythm,
motion and emotion, all embodied ir a dynamic practice, speaks to
different levels of the conscious and the unconscious. As Sharon

Moon said:

The words that we sing, the images that we use, the ways
that we think about God in the hymns, are the images that go
deep into the soul, and they're far more important than
anything I ever say, because they hit a different place in a
person's being...and they cannot be divorced from the music,
[because] sound and rhythm resonate in different parts of
the body.=
At a personal level, this study has been a reflective

exercise on my own practice as a musician. While music in the
popular style of many contemporary hymns is still not appealing
to me as a church organist, I have gained a new respect for music
in this genre, because I can observe this social phenomenon
occurring as music is being made all around me. I have also
become increasingly aware of the fact that different levels of
the conscious and the unconscious are brought into play through
performance of this music. Music which invites full
participation remains an integral part of worship, and the church
musician must, I believe, be prepared to make personal

compromises to achieve this end. Together, perhaps we will learn

how to ™sing the Lord's song."

Zpersonal conversation with the author, November 4, 1955.
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APPENDICES

Please note: :
The names of the tunes are italicized; the incipit
of the text is placed in double quotes. When the
tunes and the incipit are both referred to by the
opening words of the text, the words are italicized.
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'1:1 01d@ Hundredth. Long-note version. Genevan Psalter, 1551.
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1.2 Nicaea:

"Holy, holy, holy."

HOLY hnly holy ImiGodAlm:gh%
mo.-nmgonrsong rise to Thee;
Hadly, baly, holy mercifol and
Godin .'Pe:son:.hlméd mity!
"Ho}y,holy holy! all the saints adore
Casting do

cowny the glassy
Cherubim and mphglgﬁng down before 'I'heee. e

thchwert,andut,mdmahﬂtbe.
3 ngliaho}y hob" tbough the darimess hide Thee,

man orr may Dot see,
On.!v'l'honmhob" thuennon'fhybes?den PN

Ferfect in powes, in love, and purity.
4 E?\li boly, mlord God Almighty! %

Fraise N
mu.-thmh%laquy;ndan?., A Ty Name in A-men
YDhOI‘ meu.! b 3.1 m]ghty
mﬂmm
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1.3 The Heart's Refuge: "Safe in the arms of Jesus." Music by
William Howard Doane (1832-1915). Words by Frances Jane
Crosby (1823-1915).

THE HEART'S REFUGE. 7487 6 o.and reflrain.
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2.1 King's Weston: "At the name o0f Jesus." Words and music
by Ralph Vaughan Williams (1872-1958).

XING'S WESTOX. 6565n
5 Unisen.  With viower,
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2.2 Welcome Voice: "I hear Thy welcome voice." Word
: : . s and mu
by Lewis Hartsough (1828-1872). sie

WELCOME VOICZ. S.ML and refrain.

Moderate.
'—9:‘-7 T

L A
R o N el | W 1) ) T

1
12 1 - I3
o ) S | r L1t
£ T -

“ P

T

Thee ! Wash me, cleanse me, in the blood That fowed on Cal=va - .

i - I T

t 1 |

Imnywﬁmmvoiu 3 ’Tis Jesus calls me on
E dThucansﬁe,Ia:d.mElho?.d TTopdecl:ntfutha&ndlom 4
'or cleansing in Thy precions ‘o perfect hope, and peace, and trust,
That fiowed on Calvary. orurtha;:dhu.mabove.
I am coming, Lord! 4 'Tis Jesus who confirms
Coming now to Thee! The blessdd work within,
Wash me, cleanse me, tn the Wood By adding grace to welcomed
Thet flowed on Calvary. reizned the power of sin.
ough coming weak and vile, 5 And He the witness gives
Thou my strength assure; To loval hearts and free,
Thou dost my vieness fully cleapse That every promise is fulfilled,
TiE spotless all aad pure, Tf faith but brings the plea.
6 Al hail, atoning blood!
All hail, redeeming grace!
Al hail. the gift of Christ our Lord,
Our Strength acd Righteousness!
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2.3 Simeon: "These things shall be: a loftier race." Music by
Samuel Stanley (1767-1822). Woxds by John Addington Symonds
(1840-1893).

g- ' 9-7 T ‘-.- : 1
Ll Lot -
o o e
T Ld 1 L]
e — e e Sy e S — e A— o o
— o e e e
~ -Fu 1 & i FT 1 I
1 J--J- :J__ é é é__cJ_ C
o o= = — - T L=
Yo T - T T -
f f "}
o ] 1 E . .
o 1 1 1 £l L] L d!
P A — > 1 - 41
= % e B
/—‘1 : d SN A-men.
2 = - ::"_“‘"L -~
e et h—— =
Er e e : —— .

Or Qunrxy rr, No. 20 -
HESE things sha®® ®e 2 loftie  .ge
T Than e'er ths world iod™ &1 2, Shall rise,
With fiame of freedom in thew + w-
And ight of knowledge in thure es
2 Thay shall be gentle, brave, and strong,
g;)oiblgod,bnt_d:gm

3 Nation with nation, land with land,
Inarmed shall live as comrades £

4 Mg‘slhfa.nlov:matnh.emthhnﬂupme
ervent as ung-eved threng .
Whoehantthdrhu.v‘glymﬂmsbefore
God's face with undiscordant song.
5 New arts shall bloom of loftier mould,
And mightier mpsic thrill the sides,
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2.4 St. Anne: "The Son of God goes forth to war." Music ascribed
to William Croft (1678-1727). Woxds by Reginald Heber
(1783-1826).

£
i
s

TBEASonoEGodgoesforthtom. 3 The martyr first, whose eagle eye

v Crown to gain; Could pierce beyond the grave,
His bl banner streams afar: Who saw his Master in the aky,
Wto follows in His train? Anc called on Him to save.
2 Who best can drink s of 4 Like Him, with pardon on his tongue, -
o cin,  m A o d e
over or
Wi pant ears b gross below, g
He follows in Eis train, ‘Who § o bis train?
. 5A ‘band, the chosen few 7Anob1earm, znd boys,
whomthcspm came, mmm’;:n-dchemud
Twelve valiat sumnts, their hope they A.:Emdthe “stmm-’s thrnuerqome.
Andmochu.thec:ussa.ndﬂmc yed:
S'I'heydimhed steep sacent
6 nfg.nthetmnt’sh'lndnhedateel, e of
’s gory Throngh and pain: ' =
Theybowedtha:necbthedathto OGod,tougﬁlsyh;ce
Whofoﬂowsmr.burmr Tol =

.
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2.5 St. Anne: "0 God, our help in ages past." Music ascribed to
William Croft (1678-1727). Words by Isaac Watts (1674-1748).

SLANNE. CAL
Sowand dicwiged , , .

— a'-'"”—S‘—“.,..‘ e e e
i Fer T
et S

Ss=ES s e —————
K - S L3 L] " L] [] T

&Hr“-::..‘--a—aiza;..(}ai — —— >

FrTR i Fr TP PIrrr o
-men.
S N % 200 I IO Y P IO I I B -
ot n_g_'—si—‘ o o S o : ﬂ_'x-_liJ :: r)‘!
] 1] l.\
From PSALM XC
GOD, our help in past, 4 A thousand in Thy sight

0 Our ho fo:?y_ﬂ:ss?owme. Areli.keanage?m'nggo:e,gh
Our shelter irom the stormy blast, Short as the watch that ends the night

. And our eternal home: Before the rising sun.

2 Under the shadow of throne 5 Time, like an everrolling stream,
'I'hynintshg.vedwzil:yaem; - _ Bearsall its soos away;
Scficient is Thine arm alone, They fy forgotten, 252 dreatn
And our defence is sure. Dies at the opening day.

3 Belore th. hills in order stood, 6 0 God, cur belp in past,
Orunhreqdvalthéerim BeOurhopeforpym;:e:;wme, nst,
From everlasting Thou ‘Thoy our guard while troubles
To endless yesrs the same. And our eternal home.,
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2.6 P?ntc_ecost: "Land of our birth, we pledge to thee." Music by
William Boyd (1847-1828). Words by Rudyard Kipling (1865-1936).

ﬂi * 1 . — ; - 1T n
S ==

>FrT FET 2], Af = amen
2!,“1 wl el vt e

i
g
W
2
\
alin

LANquwBiﬂI:.wep?dgetot&ec That we, with Thee, moy walk un-
Oner love and toil in the years o be; cowed
Then we are grown ond toke our ploce, By fear or favowr of the cowd.
As men and women with o roce.
6 Teach us the strength that cannot
2 Father in besven, who lovest alf, seak,
O help Thy children when they call; By decd or thourht, to burt the
That they may build from age to age, wesk;

An undefldd heritage. That, uader Thes, we may possess
Man's strength to soceour man's
3 Teach us to bear the yoke in youth, distress.
With steadfastness and carefu] truth;

That, in our time, Thy grace may give 7 Teach us delight in simple things,
The trath whereby the nations live. And mirth that has no bitter springs;

Forgiventss free of evil doze,
4 Teach us to rul= ourselves alway, And love to sll men 'neath the sun!
Contzclled and cleanly night and day;
That we may bring, if need arise, 8 Land of owr Birth, our faith, our pride,
Yo maimed or worthless sacrifee Fer whose dear sake our fathers died;
. O Motheriond, we pledge lo thee, -
5 Teach us to look, in all our ends, Head, keart, cnd hand through the
On Thee for Judge, sod not our years lobe !
friends;
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2.72 Jesus Loves Me: "Jesus loves me, this I know." Music by
William Batchelder Bradbury (1816-1868). Words by Anna
Bartlett Warner (1820-1815).

< I —s [ 3

> Y T
ﬁ " L r il - . 1 i - - b L § S—
- : L") i r O || S L B TR § W

Te, Je-mlovaane! Tea Jean

o ml-’-’m-"."—‘lm."’ﬂl‘ -—-ﬂ"
m‘_‘.‘l_ " W T - -.“I— T
A, . ot = - hr)

J’EIFShmmnthnIhow. 3 Jesas loves me, loves me still,
or

the Bible tells me 30; Thougk I'm very weak and ili;
Little ones to Him belong, From shining throne op high
They are weak byt He is strong. Comatowatchmewheelln.
Fes, Jenus loves me!
& Jesus loves me, He will stay
o T o besdy o e o
2 Jesus loves me, Ee who died e wae
Hamspx:'wopmmde' He will take me home on high.
. Hewmwuhl.n my sin, Yes, Jesus loves me!
Let His litsdd come in- The Bible lells me s0.
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2.7b Jesus Loves Me: "Jesus loves me, this I know." Melody by
William Batchelder Bradbury (1816-1868). Harmonization by
Stanley L. Osborne (b.1907). Words by Anna Bartlett Warner
(1820-1915), revised by David Rutherford McGuire (b.1929).

JESTS LOVIS ME 777730 rezais
Az Uzien - )
t — - ——r
— — —— W
v | F ¥ 7 U s r
1
: Je~ns loves me, thit I know and the Si-ble iy me 300
b T ———
— T — e T —————
> 1
====sSseE=ss s
- *
i : — e — -
—q——-%‘— ,_,_P r . ——t T
L) I g ul - - - L d — e
I i r 4 =
Lt-vrones o him be-lo i his love we 3hall e srrong.
e 1 4
. r  — — ™ ey
p—r— o — — —
L - h o _'I v i :
A - Refmin '
: T : s f : -
s i - T g J( “l‘
1) L4 =] - -
Fld T roT
Yes. Je-mus  loves me, ye3, Je-sus loves me
AR -
1 3 T - _E
SEES ==
A3 " L L i LI
— % —p——t - + + - = |
s e e\ A —— =t ——
r} L~ f r L o v iz
yes, Je-uz  loves me, the Bi=- ble tells me 30.
—s = . & X T T ——T
e T : ——— —
— — ——1

3 Jouslovesme this[know,
xheloved solongago.
uking children oo kis knse,
sTying, ‘Lezthem coms to e’

3 Jemlovamestll today,
walkine with me oo my way,
wanring 25 2 foend to give
Light xnd love toall who five.
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2.9 Concrete: "God of concrete, God of steel.” Music by Frederick

R. Clarke (b.1931). Words by Richard Granville Jones {b.1926).

CONCRITL 777777
N U=iz°’-=—-‘ 3 ] ) R
3 - pm— »
] ] ] ! { ™ T i
1 God of con - crete, God of steel,
e nd b e J
¥ prat  mm— — —;
] y pr— b ! ! !
é:" < i X o - l]
r i : ' : 7 v 7.
God of Fis - ton and of  wheel,
d o Hd, e d
b h—d j_ _‘—
g [p— N t
h- —— . = = X
R T M R " T
God of pv - lo=n, God of steam,
— x }
£ . —— s
' v
.
R o ;
o | - - - [Te
God of gir - der and of beam
) ! 1 | | y i
; ———— _— e 3
T o 1
I P i
A - 1
- e —r i
e T ? — o —
— T b > §= °F '] i
— l
God of a ? trl:nzn, l of mine:
. f ‘:l —
] ) i = 3 - =X ":_ }
4] Lo t i 3 S— v
= =
ST o i =T 7
all the world of  power s thrinc. ’E&Iﬁ:{m
3 r— — = —]
: e — == H
= Lord of cable, Lotd ofrail, 4 God whese glory fills the carth,
Lord of froway and of mail, gAve the uRivene i birth,
Lord of rocket, Loed of ighe, loosed the Christ with Easser’s mighs,
Lord of scaring satellite, saves the wodd from evil's blighe,
Loed oflighming s Sxshing line: chsimy o all by grace divine:
all the wodd of speed is thine all the world ofJove is thine,
3 Lordofsciocr, Lardofart
Locd of map and graph and cham,
Lord of physics anc rescanch, :
Word of hible, Faith of church,
Lord of sequence and detign:
all the wordd of uch s thine,

149



o]
]
M
o]
3 e
—
[ AT}
£
o
-
[o I |
v .Q
A3 -
b |
M
oo
=
.mr
i)
o
8 >
Q
L =
L
43I ud

in

} } — d J
-a[doad o Aq upes)as iy pus L x —1 = T
wojot ¢ Aq Hims oq Lewrsenmas oy, I _0 — T _: =
Ry PIvs  'aueq M Jo pioq oy wy ]

§ *A 30J 21¢ £230 [ELLIT DI,

o+ 20 ATUE ol 224208 H21{1 32UF()
*H| PES "UTCT AN JO PIOTH] e g

= 31w tp oAy J. ok JynoL ugaat| |1l
13)[+ 19A9U *12A31 | 4631 3J1| Sy 1 |
13y do deop g pue usop anma fay 1,

| Aeurnof DAY ._u__- el

“ti o ()i g pueasup ppuie ing upea)ay
- auod p,1 wydnon £ty pue &poq S paping Latp ] 1 . . L .
127 w104 1o [1AIP LM IUTP O PICI{ 3] =t £ =} 7 =] t =
« ey pauan Sy 3y nags Lepsg e wo paurp ! | I _» K Lmhlnmﬂm
Yo A prey I way - o] - 113 "

*« 3 Avur nof 13A3131 s wanp e

*21 03 45013 ¥ 4O 21N W1 3J3] L)) puoe

g one Yoy Sans pue paddpae Ly pue paddpga A
tatiengs € e 3 peeapdoad forpam

L3UUT| A1 PI1ND | PUCITAES 1|1 O PIdsLep |

#+3q ke nok 1aa0NM U 3NEQ

"0 11238 INEP M[) IS JUus oAy Otties L3y

tinjof pue s3ui [ 105 AN M| IOF PINTP |

1o moj[o) 1 upjaos £a1)1 pus 2auep 1ot pnos {uj1ng
sasppacad anpi puce oqus s paousp

d

[

-t

iy

Pt

-

-

Aettr nok

-
b3
-

e

i3
hb

12 2 A3 - M un or(f

4
4

M,

Hied

Ul

- qued Hp uo pawep g

>
_

PUF UIA -ea wol) Umop Suey | pus

150

vas pegun."” Words and music by S

2.10 Loyd of the Dance: "I danced
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2.1l Kingsfold: "Now thank we God for bodies strong."™ Traditional
meﬂ.ody-of England and Ireland. Harmonization by Ralph Vaughan
Williams (1872-1958). Words by Drewyn Dixon Jones (b.1925).

TINGSFOLD B686D

— . = =
——x :::EF
! rri IR N WS R R R 7
1 Now thank we God for  bo-dies strong, vi - u‘- li’-ty and zest,
I Y e
S — =
7 - 1 1 ¥
) Y —

r T
for strength to meet the days demands the urpe to give our  besm,
| B | N R T _f': . rh- ';1 .
To— = —_—r—— e =
T - T -— 1 T
N — ! ] — ' L —
S 1 T T 7T v P =1 F
for all cur bo-dy's 2p - pe-tites whichan fubfil-ment find,
= 14 o Wyl
| 4z =4 ) = E2dJi ey
H—— n T— ——
e Y. — e e

2 Wedhamkhimwothathehsgiven 3 And mosofall we thank him for

the gift of buman minds, the hichex gift ofall:

and for the theill of piccing ouz that body, mind and all our powers
the parern that ensfnds - respond to Spirizall.

o secin scicnce andin are, Though kin to bexss and bom offizmh,
in Jare of every kind, iz mozzal bodics dremsed,

that we, in sarchine otz Bfe's waws yez God has Enked our soals to bis:
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2.12a "For the healing of the nations." Words by Frederick Herman
Kaan (b.1929). The Hymn Book of the Anglican Church of
Canada and the United Church of Canada, 1971.

For the healing of the nations,
Lord, we pray vith one accord;
for a just and equal sharing

of the things that earth affords.
To a life of love in action

help us rise and pledge our word.

Lead us, Father, into freedom,

from despair your world release;

that redeemed from war and hatred,
men may come and go in peace.

Show us how through care and goodness
fear will die and hope increase.

All that kills abundant living,

let it from the earth be banned:
pride of status, race or schoeoling,
dogmas keeping man from man.

In our common quest for justice
may we hallow life's brief span.

You, creator-God, have written
your great name on all mankind:
for ocur growing in your likeness
bring the life of Christ to mingd,
that, by our response and service,
earth its destiny may find.

{r
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2.12b "For the healing of the nations" Words by Frederick Herman
Kaan (b.192%). Songs for a Gospel People, 1987.

For the healing of the nations
God we pray with one accord:

For a just and equal sharing

0f the things that earth affords.
To a life of love and action
Help us rise and pledge our word.

Lead us, Fathexr, into freedom

From despair your world release:
That, redeemed from war and hatred,
All may come and go in peace.

Show us how thro' care and goodness
Fear will die and hope increase.

All that kills abundant living,

Let it from the earth be banned;
Pride of status, race or schooling,
Dogmas that obscure your plan.

In our common guest for justice
May we hallow life's brief span.

You, Creator God have written
Your great name on humankind;

For ouxr growing in your likeness,
Bring the life of Christ to mind:
That, by our response and service,
Earth its destiny may f£ind.

ir
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2.13a "0 for a thousand tongues to sing." Words by Charles
Wesley, 1733. The Hymn Book of the 2Anglican Church of Canada
and the United Church of Canada, 1971.

0 for a thousand tongues to sing
my dear Redeemer's praise,

the glories of my God and King,
the triumphs of his grace.

Jesus! the name that charms our fears,
that bids our sorrows cease,

'tis music in the sinner's ears,

'tis life, and health, and peace.

He speaks, and listening to his voice,
na2w life the dead receive,

the mournful broken hearts rejoice,
the humble poor believe.

Hear him, ye deaf, his praise, ye dumb,
your loosened tongues employ;

ye blind, behold your Saviour come;

and leap, ye lame, for joy!

My gracious master and my God,

assist me to proclaim,

to spread through all the earth abroad
the honours of thy name.
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2.13b 0 for a thousand tongues to sing. Music by Carl Glaeser,
1828, adapted by Lowell Mason (1792-1872). Alternative tune:
Richmond, adapted from Thomas Haweis (1734-1820) and
Samuel Webbe (c.1770-1843). Words by Charles Wesley 1739,
revised. Songs for a Gospel People, 1987.

0 for a thousand tongues to sing

* 3y be sung o Richmond (HB 147)
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1974. Words

ier,

by Ron Klusme

Music

by Walter Farquharson, 1974.

Walls that divide.

2.14
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Words and music by Sy Miller

2.15 Let there be peace on earth.
and Jill Jackson, 1955.
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2.16 Tell me the stories of Jesus. Music by Frederic A. Challinor
(c.1904). Words by William H.Parker, 1885S.

Tell me the stories of Jesus
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3.1 Language guidelines: Hymn and Worship Resource Project, 1594.

LANGUAGE GUIDELINES
Hymn And Worship Resource Project

1. With reference 1o persons, language will be gender-inclusive, avoiding
use of any expression that defines people in tetms of one gender.

2. Langnage for people will show sensitiviry to non-gender issues, where
prejudices and patronizing or derogata y attitudes maybe commmumnicated,
however mnintenticnatly. Careful artention will be given o problems
created by the evolution of language and shifts in the meaning of terms.

3. In God-language, the objective will be to use non-gendered images in the
naming of God, 2nd to balance the use of male-gender images with
female-gender mages.

4. The use of gender-defined pronouns for God will be avoided. Exceptions
would be considered in those instances where a mewphor or sirmile is being
employed which would make the use of such gendered pronouns

anproma:c.

S. The use of language that characterizes God's relationship with us as
coercive, oppressive. or demearing of the dignity and worth of human
beings and of creation, will be avoided.

6. The use of gendered pronouns for inanimate objects, social collectvities
like cities and nations, and instittions like the church, will be aveided.

Militadstic and triumphalist langrage about the church is to be avoided.

8. References to the people of Istael, whether in biblical times or modern
times, will avoid any suggestion of God's rejection of Israel or Jewish guilt
for the death of Jesus of Nazareth.

9. In teliing the biblical story with names of Middle Eastern nations (Israel,
Syria, Egypt and others), sensitivity to the inferences which might be
construed in reference to the contemporary poliucal realities will be
exercised.

-~}
.

10.  1In all editng, retendon of Titerary, historical and theological integrity isa
prmary copcem.

Summary-IusmccommmncntoftthymnandWorshlpRcsomComnumctha::he
collection as a whole respect the preceding guidelines. On occasion, an exception fora
particular tex: - formsonsofpocucmncgmyormdsmdpubhcanachmmtmmcoldu
form - may seem warranted. If so, the case for the inclusion of the unedited text will need
to be made convincingly to the whole committee, which may grant such exceptions.
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3.2 The Gathering Chant.
Elaine Kirkland, 1992.

Words and music by Phil Porter and
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3.3 Guidelines for interviews with members and clerqgy of First
United Church, 19%5.

1. Name of informant.

Age of informant by category: 20-~30; 31-45; 46-60; over 60.

2. Education and/or profession.

3. How long have you been coming to this church?

4. Have you come to this church £rom a church of another
denomination? From another United church vith different
stands on some issues which you find to be of importance?

5. Do you hold any position in this church, or have you held any
such position in any other churches to which you have belonged?
Are you presently a member of any committee?

6. Are you a member of the choir?

7. Do you have any musical training? Play an instrument?

8. Do you belong to any musical groups outside the church?

HYMNS:
S. Are hymns important to you? Why?

10. How important are they in relation to the other parts of the
Sunday service?

11. Do you enjoy singing hymns?

12. What kind of hymns do you enjoy singing? Name some of your
favorite hymns.

13. What are your expectations from singing a hymn? Are
the vords or the music more important to you?

14. What do you think about the issue of inclusive language?

15. Do you like singing hymns in harmony; with descants? Rounds?
(eg. What does the Lord Require of You?; Go nov in Peace )

16. Do you like singing hymns with piano or guitar accompaniment,
or do you prefer the organ?

17. How do you feel about the use of percussion instruments and
liturgical dance when we sing hymns such as the "Zulu Hymn"?

18. Should there be a separate repertoire of children's hymns?

16l



19. How do you feel about using music from Taizé? Using othex
instruments such as horn, flute, saxophone etc?

20. What do you think of the present Red Book? the o0ld Blue Book?
the Green Book?

21. What do you think z new hymn book should rxetain? add?

22. Do you feel that traditional hymns of the church should be
retained? Why?

23. How would you feel about a sung communion service, such as
the ones in the Red Book? A sung communion service such as
the modern one (by Canadian Nancy Telfexr) sung by women of
the choir?

24. The Red Hymn Book has had a life of about 20 years. Do you
think that new hymn book is warranted? why?

25. What ordexr of priority do you feel that a new hymn book
should have in relation to other financial needs and
commitments of this church (eg. outreach, missions,
painting the building, organ repair, full-time caretaker.)

)
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Words and music by James XK. Manley, 1978.

Spirit of Gentleness.

3.4
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Music by Jim Strathdee. Words,

:8}).

3.5 Wwhat does the Lord Reguire?
Biblical (Micah 6
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