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C. Iethod of Procecdurs
In the first chepter 2 survey of creative rhythms in
gecvlar education will be made to discover in detail all the factors
tained from the art mediuvm, Then in

torical =urvey of ths use of the medium in

made, followed by a comparison of the

be given, also concrete examples of its use at the verious aze levels

in the Christian educstion progrem

The material in the first chapter of this thesis will be

vive

Q.)

primarily besed on maln source books in the field of cre
rhythms., Yost of the text books used for reference ere primary
sovrces since the suthors have written about thelr own experiences

r those of the children with whom they have worked. These authors

be seen included in the content or bibliography of nearly all hooks
desling with creative rhythms or creative arts.

In the section of the first chepter desling with bodily
movenent, ! Hligabeth Tatermen end John Martin will be the main
references cited. Other authors, since they desl with the subject

T“h rohims,
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At the present time
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tive rhythms in Christisn
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ecucation

caresr dates from her ssnicr year abt Oberlin College where she
opportunity to use the dence as religious expression. Then she
continued her training in dance at the University of Chicago and st

the “igman School loczted in Cermany. Now she 1s training leaders
of religious ecducation. Iirs, Fisk'has lectured and
parte the country. She was on the faculty of the
2
-
sia Workshop held at Green Ilake, Wisconsin in 1951 ,.."
In her husband's church she ic active in directing rhythmic choir
groups. Thus it cen he seen she is well gualified to be considered
an authority in this field.

Ay Goodhue Ioomis, "The

Lrts in Religious Educeation,™ in Philip

Henry Totz OTTGUuCthn in Religious Education, p. 7L7
2 3 &

The Rhythimic Choir, The First Congregationsl Church, Tacome,
Wachington. (f olcor)

Cf. Mergaret Pelmer TFislk, "Religious Expression Through Rhythm,!
International Journal of Religious E‘chtlon, Feb, 1982, p.B.
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CHAFTER I
CREATIVE RHYTHMS IN SECULAR EDUCATION



CHAPTER 1T

CREATIVE RHYTHHMS IN SECULAR EDUCATICH

A, Introduction

In order that the reader may understand vhat creative
rhythms are and how this medium of expression is used in the field of
education, the use of creative rhythms in secular education will be
investigated, This study will serve as an orientation to the use and
values of crestive rhythms in general.

The method employed in this chapter will be that of
analyzing and comparing the writings of leading -aathorities in the
field to discover the various elements of creative rhythms ancd the
values obtained through the uvse of them as indicated in the introduc-
tion. The area of bodily movement will be dealt with most extensively
because it 1s the zrea of greatest concern in this project and other
areas will be included only in those instances in which their inclusion
would enhance the understanding of bodily movement.

It is expected thzt the contents of this chapter, together
with that of the second chepter, will form a basis for suggesting

further use of creative rhythms in the Christian education progran.
B, Factors Involved in Creative Rhythms

1, Clarificstion of Terms
Many authorities agree that the phase of creative rhythms

comprising bodily movement is variously termed. Terms which are used

“le
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interchangesbly by authorities in the field in referring to bodily
movenent are: 'Ysymbolic movement," 'basic dance, "interpretive or
1
modern dance," "rhythmic movement,! and "bodily expression."  These
terms when used in this thesis are synonomous in meaning.,
Although this phase of rhythm does stand alone, yet bodily
movement, which is new in the curriculum of secular schools tocay, is

seldom & separate creative subject, but is usually interwoven with the

other creative rhythms, such as painting, music, clsy work, anc other
2

art forms,

2. The Medium of Lxpression

In this phase of creative rhythm, the medium of expression
is the body. This differentiates it from the other phases of rhythm
in that the medium of expression of the latter is an external one,
such as paint, clay, or sound, whereas in the former the human body
itself is the medium; an internal expression. In other words, the
feeling for rhythm as expressed in those externzl media is conveyed
in a mgterial separate and apart from the individval person. In the
art of dance the feeling of rhythm is given immediate tangible form
through the medium of the movement of the body.

In order to produce symbolic movements the person uses the

1. Cf. Agnes De Lima: The Iittle Red School House, p. 17L.
Cf. C, lHadeleine Dixon: The Power of Dance, pp. xi, 7.
Cf. Hargaret Palmer Fisk: The Art of the Rhythmic Choir, pp.3-l.
Cf. John ¥Martin: The Dance, p. 9, 2l.
Cf. Elizabeth Weterman: The Rhythm Book, p. 8.
2. Cf. De ILime, op. cit., pp. 8, 17L, 188.
Cf. Victor D'Amico: Creative Teaching in Art, Seventh Edition,
p. 5.



integrated whole of mind, body, and emotions and thus the form of
rhythmic movement produced comes from the total being. This integra-
tion formerly was not recognized in the history of dance. Since it is

1
so often combined with the other artslit has been namec¢ Dance Arts.

The instructor's real concern is to aid the individual in
resolving meaningless associztions which he has with dance, =o that
he may henceforth rely upon impressions from his owvn enviromment and
from the condition in which he finds himself, In this manner one may
learn that bodily movement requires the clearest and most straight-
forward use of the body. The emotions and ideas must be unrestricted,
and used simply and without compromise. Hence the body which is a
good instrument of expression must have something élear to say and
then the emphasis comes on the movement, that is, the saying of it in

2
a8 convincing manner.,

The easiest and perhaps the most complete experience in
rhyblim thet may be given is that of bodily movement. The reason is
that to master bodily movement one does nct need to learn the mastery
of a new instrument, for the instrument usec is the body. The experi-
ence is active rather than passive beceuse the body entersvcompletely
into it. This affords opportunity for the great amount of the motor

3

memory upon which & sense of rhythm is built.

1. Cf. De Iima, op. cit., pp. 8, 129, 17..
Cf. Dixon, op. cit., pp.7-3.

2. Cf. De Lima, op cit., p. 185.
Cf. bixon, op. cit., p. 8.

3. Cf., Watermen, op. cit., p.



3. Basic Forms of Rhythmic lovement

Bhythm is everywhere, Awareness of rhythm generzslly comes
so unnoticeably, however, that it is difficult to discern any con-
scious process of ceveloping a sense of rhythm, For instance, a
baby'!s waving and batting of hends and feet, as well as the noises
of the wvolce, are a rhythmic play and anyone seeing such has seen
rhythm in the meking. If one traces the movements of this baby after
a year's time, one notes the baby has coordinated these seemingly
uncoordinated movements into locomotion and the volce nolses have
developecd into speech. lAt this time it is far easier to see and
hear the child's rhythmic unity expressec in the body. Luring the
first few years of life the processes of loéomotion and speech begin,
an awareness of rhythm begins to develop, and a sense of rhythm
begins to function. Occasionally an adult can remember some early

1 .

awsreness of rhythmic expression.

Everyone experiencesg movement such as swinging the foot
when in pein or walking on the cracks in the sicewelks. Sound ex-
periences mey also be transformed into movement as in walking to
band music, breathing to the ticking of the clock, or going to sleep
to the besting of rain drops on the roof. iHovement experiences may
also be translated into sound, as when one swings to hear the sqeak-
ing of the porch swing, or runs through tall grass to hear it rustle.
Visual experiences also mey be put into movement. The push-pull

I

1. Cf. Bernard S. Meson: .Drums, Tomboms, and Rattles, p. 16.
Cf. Wetermen, op. cit., p. 1.



movement seen as one scrubs clothes, or the swing and sway of the
1l
broom seen in sweeping may be imitated.

Hovement is the medium in which one lives one'!s 1life both
in internal physiological mechanisms and in outward behavior. For
it is by movement thal one dresses, eats s meal, catches a bus, and
goes sbout the daily tasks of living. iost of these movements are
so habitual that one is hardly aware of them. There is something
to be cdone and the logiczl steps are teken to do it. The body is
equipped with a nervous éystem which functions solely for conveying
‘reports of the senses sboul surrounding objects and conditions to
the proper set of muscles so that suitable action can be taken for
these circumstances. These processes do not always operate in so
orderly z manner, TFor example, wWhen one hears a strange or sudden
noilse one may react with a combination of éompletely irrelevant
movements, such as jumping up or grebbing one's head, or flapping

v

one's arms in the air. A similar process of irrational~movement
may result when sudden good news is received and one "jumps for joy".
One may hug himself or skip around the room, or hop up and down
even though these movements have actuzlly no bearing whatsoever
upon the nevws. Yhat 1s the cause of this type of movement? The
keyed up emotionsgl state causes the nervous system to charge the

muscles with impulses to move and with no time for deciding upon a

particular movement they must burst forth, These motor impulses

1. Cf. Waterman, op. cit., pp. 1-2,



brealk through withoul having any planned direction just like the
flood water brezling through a dam. There is a consistency in these
movements, however, in that even though they are irrational they fit
the emotional states that prompt them. One does not walk the floor
holdéing his head when very harpy nor does one hop srounc when very
worried. The movements have in them the essential nature of the
emotional state even though they are hot rationally directed and

1
mean nothing specific.

The netural grouping of rhythm is in two categories, activi-
ty and inactivity, or release of energy and recovery of it for fur-
ther release, Practiced rhythmic movements are by far the most
understood znd comprehended of the rhythmic forms. For example,
when a merch tune is played, there will soon follow the stamping of
feet, with faces illumined vith awareness of it, because walking is
certainly one of the most practiced rhythmic movements., Poetry and
music both have the same beat as there is in walking. With this as
a common pulse, it 1ls easily seen how the walk or even beat forms a
backgrounc for other itypes of movement experiences which have a
different time or intensity. The understanding, or grasp of this
core of rhythmic experience, the.walking beat or even beat, largely
determines the understanding of rhythmic experience z person may be
able to develop. 7The more readily familiar elements can be related

in a rhythmic grouping, the more readily more and more of these

1. Cf. D'imico, op. cit., pp. 3-5.
Cf. ¥artin, op. cit., pp. 7-%.



1
elements can be added or included within the spen of attention.

The other basic forms thatl comprise rhythmic experiences, besides
the welk or the even beal, are the run, jump, hop, and leap. The
uneven beat includes the gallop, slide, and skip., These 211 form
the locomotor movements of rhythmic movement and they mey be used
alone or in combinations for variation. The body movements include
bending, stretching, swinging, suaying, turning, twisting, rising,
felling, shaking, and beating., These movements may be used individ-
2

uelly or in combination,

Li, Variations of Rhythmic kovement

When the individual has an understanding of the zforemen-
tioned rhythmic patterns, then hiz comprehension of rhythm becomes
clarified. Follcowing this one must be mede aware of the rhythmic
variations that are in the most familiar everyday movements. The
next step is to comprehend movements that are not familiar, thus
giving one an azwareness of grester rhythmic variation. Then one
needs to apply rhythmic movement to the materials of the various
media of expression; that is, these basic rhythmic movements may be
used in the external media of expression such as clay, wood, paper
ang. paint.3 When the individual applies his understanding of rhyth-
mic movement to other media of expression he increases his own sense
of timing and intensity in rhythm. This is made possible through

e e e e s s

1. Cf. Waterman, op. cit., p. 6.
2, GCf, Hertin, op. cit., p. 9.

Cf. Waterman, op. cit., p. 106
3. Cf. Ibid., pp..6-7.



integration of the arts because things that have potentiality for
becoming powerful in expression will not become monotonous but will

1
have a richness of raythmic variation.

Since consclousness or awareness of the moving body is the
primary scurce of informalion concerning rhythm, then the rhythmic
movements become the foundation upon which one mey build and deepen
his understanding, appreciation, anc¢ experience in rhythm., They
become useful in the proportion to which one is aware of them, able
to distinguish them, and also know them by their individual nameé.
then each basic movement is comnectec ¥ith the name for the movement
from the start then thiz is a great step toward the motor learning of
it. 411 of the various rhythmic elements may be experimentea with in
order for the greatest scope of varistion in the timing anc intensity
of movement to be comprehended, The best way for children to learn

2
this is by experiencing it for themselves.

As the separate units become understooc and somewhal mastered,
they shoulc then be combined constructively to make patterns. One of

the general aims of physical education should be kept in mind at all

Il

times. Thalt eim is to make it a hebit to produce the kind of move-
3

ment which is well coordinatecd well-extended, and free anc nstural.

[

Three factors enter into variations in movement. The first

factor iz the timing variation, which includes tempo and duration.

o

[

Cf. Martin, op. cit., p. 21.
Cf. Watermsn, op. cit., p. 7.
Cf. Waterman, op. cit., p. 9
Cf. Ibid.

L) N
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The second factor is the intensity variation, which includes the
states of intensity from relaxation to tension, and the employment
of those states in expression. The third factor in variations of
movement is spacial variation, or pattern making. When one combines
various locomotor movements, bodily movements, timing veriations,
intensity variations, and spacisl variations, then numerous possi-
bilities may result in the making of patterns or creation of rhyth-
mic movements. These numerous possibilities for variation are a
factor in the popular use of the body as a means of art expression
1
in secular education.
5. Rhythm Resised to Art Form

iny emotional state such as joy, worry or fear tends to be
expressed in movements which may not be particularly useful, but
nevertheless do reflect the specific character and quality of the

2
emotional state,

When rhythmic movements become raised to an ert form they
become the art of dance. The use of the word "dance,' however, is
often zvoided because of the connotation it might have., The use of

+

the term rhythm is more effective because iV does not have the same

taboos and does actually describe what is taking place far more
L]

1. Cf. De Iima, op. cit., pp. 17k, 186-188.
Cf. Dixon, op. cit., pp. 3-L, 13.
Cf, Martin, op. cit., pp.6, 21.
Cf, Yetermsn, op. cit., pp. 9-1l.

2, Cf. Martin, op. cit., pp. $-10.
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1
accurately.  Either word will be used here, however.

This rhythm or dance divides into two natural major catego-
ries, The first category is the dance which is done for the emotion-
al release of the individual dancer without sny regard to the possi-
ble interest of the spectator. Then the second category, which is
largely an outgrowth of the first, is the rhythm which is done for
the enjoyment of the spectator. It may be done as an exhibition of
skill, as 'a means of telling a story, as the presenting of pleasur-
able cdesignsz, or as the communication of an emotionsl experience,
Both of these categories have an importent place in the whole pic-
2
ture of rhythm.
6., Accompaniment to Rhythmic Hovement
a, The Voice
Since the voice is the natural accompaniment to the move-
ments of the body it is held to be the best source for transmitiing
the immer rhythm of expression. The rezson for this is that both
speech and movement are motivated from the same source and at the
same time, thus ylelding a more common unity of worker and medium.
"3cientific studies of speech show decided tendencies toward uncon-
3
scious individuel, racial, and emotionzl rhythms." uWhen speech

accormpanies any other part of the body there exists a basic rhythmic

1. of. Hartin, op. cit., p. 105.

cf. Waterman, op. .cit., p. 9.
2. Cf, Hartin, op. cit., p. 2.
3. Watermen, op. cit., p. 50.
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correlation that mekes each movement become zlmost an audible dance.,

The voice affords wide range for accompaniment to body move-
ment because of the variety of sounds that it can meke, Some verie-
tions are the high-pitched falsetto, a throaty gutteral, a twangy
nasal, a clear heady oral tone, or a resonant deep pectoral quality.
Although the =ame vwords are uttered, for example one's name, yel the

1
various sounds will produce varying bodily movements.,

This is true because there is 2 close relationship between
music and movement., It is but a common tendency for dynamic move-
ment to produce sound, anc for emotionsl intensity to produce vocal-
ization, 4n illustration of this is found, for example, in a person
welting for a letter containing special news, ‘“hen he receives it
he natvrally releases some squeal or sound of Jjoy and at the same
time he may jump or meke some other bodily movement to relezse this

: 2

inner intensity of emotion.
Because of this, music probably evolved from the increasing aware-
ness of the percussive and melodic possivilities within man and
within the animzals zgbout him, Existing in time and motion as
music does, it is always an adventure into the unforeseen of
sound end silence. It can never be encompassed like a spagtial
whole but lives only in successive moments of ewareness,

This is true also of movement. Therefore it is perhaps one of the

reasons why music and movement go together to form a deeper and nore

lasting rhythmic expression and experience,

1. Cf. ibid., p. 5L
2. Cf. Martin, op. cit., pp. 8-9.

Cf. Yaterman, op. cit., p. 55.
3. ‘aterman, op cit., p. 55.
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b. Other Instruments
The voice is the best accompaniment becsuse of the unity of
relationship between the voice and the booy movement; however, a far
greater variety of instruments certainly may and can be used. The
types of instruments are varied, such as the percussion instruments,
wind instruments, stringed instruments, and metal instruments. Fer-
cussion instruments are the type that are closest to movement. The

1
rattles are the first in this group.

C. Values of Creative Rhythms

1. Vealves for the Group
a., Vicarious Experiences
According to Dixon and Mertin the group may vicariously ex-
perience the emotionzl experiences of the individual(s) perforwming,
As the individual expresses every emotional stabe in movement the
inherent contagion of bodily movement sutomatically makes the onlooker
feel sympatheﬁidally in his own musculature the exertions he sees in
the other. Thus one may, through the group, vicariously experience
‘ ' 2
things that one would never know otherwise.
b. Group Consclousness
Authorities in the field, Dixon, De Lima, and liason,
point out the velue of group consciovsness. An individual

who does not necessarily feel a part of the group, may zhrough

lo Cfo Ibid.’ ppn 5‘5‘56.
2. Cf, Dixon, op. cit., p. 3.
Cf. Hartin, op. cit., p. 105.
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creative rhythms experience more of 2 sense of belongi:.g to tnatb

group. He loses his self consciousness and tekes on a group con-

sciousness, At this time rezl creative povwer usually becomes evident
1

as he becomes adjusted to the group. 1Mason states that dance ful-

filled a community function of unsurpassed importance in that "It

seeme¢ to unite the people to develop a feeling of group strength
2

and solidarity."
c. Sharing of BExperiences
A conclusion held by nearly all of the authors in this field

is thalt bodily movement is a means of sharing one's deepest inner
]

3
-

experiences with one's contemporaries. HMartin explsins that the

individval is able to convey to others through body movement “some-
i

thing of his own intwitive reaction which is too deep for words.,”
In some cases children who may never excel in language expression
may, through bodily movement express thelr complete personalities;

when this expression is appreciated by the group the consecuent
I

. s
growth of the children indirectly strengthens the group.

1. Cf. De Iima, op. cit., p. 131.
Cf. Dixon, op., cit., p. L.
Cf. lMeson, op. cit., pp.l6-17.
2. HMason, op. cit., p. 17.
3. Cf. De Iima, op. cit., p. 137.
Ccf. Dixon, op., cit,, p. 11l.
Cf. Hartin, op. cit., p. 10.
Cf. Mason, op. cit., p. 17.
Cf. Waterman, op. cit., p. O.
Martin, op. cit., p. 10.
Cf. De Lima, op. cit., p. 167.
Cf. Dixon, op. cit., p. 11.
Cf. Martin, op. cit., p. 10.
Cf. Mason, op. cit., p. 17.
Cf. Waterman, op. cit., p. 6.

e



d. Sharing of Emotlonzl Cepacities

The shering of emotional capacities is a definite benefit
to the group. Through such sharing, whether as verformers or spec-
tators, all of the members of the group gain increased ability for
emotionsl expression. Thus the group's emotionsl capacity for ex-

1
pression is enlarged and enriched.
e, Lessening of Differences

Two other group values of creative rhythms which are men-
tioned by ladeleine Dixon are: (1) individual differences are les-
sened or bridged through bodily movement; (2) bodily movement is a
neans of lessening biases towerds "minority groups!" in America.
The dance arts provide opportunity for analysis and understanding
of differences which the children experience themselves in doing

2

bodily movement.
2. Values for the Teazcher f

Nearly 211 of the leading suthorities in the field stress
the opportunity which the teacher has to know ths individuvel through

3

this medium of self expression., ithen the tescher observes her

pupils in creative bodily expression she can see the capacities

the child possesses for responcing to heppiness, sorrow, and sharing.

]
Q
]

Dixon, op. cit., p. 5.

Cf. rertin, op. cit., p. 2.

Cf. Dixon, op. cit., pp. L-5.
Dtamico, op. cit., p. 1.

Cf. De Lima, op. cit., pp. 129, 187.
Cf. Dixon, op. cit., p. xi.

Cf. Hertin, op. cit., p. 105.

Cf. Shaw, op cit., pp. xi, 27.

oo
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Personalitly disturbances are also evidenced through this expression.
This is due not necessarily to the teacher's abilily to draw out
expressiveness, but rather to the pressure of inner feelings which
will not be repressed when aroused by the subject being studied by
the pupil., The teacher is also made-aware of the fact that the
pupils need to and can resolve some of their own disturbances

1
through bodily movement.

The teacher can learn from her pupils, The bteaching of
bodily movement iz not only a "giving out' but also a '"taking in"
experience. The things vhich the teacher learns from her pupils

2
nzy be adanted to later use in veaching.
3. Velues for the Individuval

a. Crystellization of Learning

The interpretive dance is an effecltive means of crystalli-
zing learning., It actually supports or carries out the theory that
one lezrns by doing rather than by purely intellectual processes.
Things which the children have experiencec or expressed in the other
art media may be expressed in body movement in a manner which fixes
the learning. From this viewpoint creative rhythms are not only a
form of expression but also a method of learning,

It is often said there is no actual learning until some

3

form of expression has been attained. Bven concepts intellectually
. 'Y . » . -

Cf. Dixon, op. cit., p. xi.
¢f. Ibid. p. 1l.
Cf. De Linma, op. cit., pp. 185-186.

Cf. Dixon, op. cit., p. O.

.
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apprehended by the child become much more meaningful when he has had
an opportunity for overt expression. The more totally information
can be experienced through bodily movement, the more completely it

1
becomes knowledge.

In learning one progresses from the known to the unknown;

acte, or concepts which are not relevant to the

=y

therefore, ideas,
child's experience, have little or no meanming for him., Bodily
movement is an arez in which the new materisl under skillful direc-

tion by the teacher may become crystallized in the child's intellec-
2
tual uvnderstanding,

)

b. Understanding of Sel
One of the outstanding individual values of creative rhythms
is that of self-revelation. Through bodily movement one mey be
3

made aware of ones ovn personality disturbances.,  Another value of
creative rhythms is not only the revelation to the child of his
personality disturbances but also the assistance it gives him in
solving these disturbances. Sometimes minor personalilty problems
not evident to the child are negated through the mecium of bhodily

expression without his knowledge of the fact. Crestive rhythms not

only aid - one in developing good mentel health, but may also be a

1. Cf. Dixon, op. cit., p. 8.

2. OCf. 5haw, op. cit., p. 118,

3. Cf. De Lime, op. cit., pp. 129, 183.
Cf. Bixon, op. cit., p. xi.
Cf. Hertin, op. cit., p. 105.
Cf. Shaw, op. cit., p. xi.
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means of maintaining his present mental health.t Furthermore, the
innate cepacities of a child as well as his disturbances, are thus
often brought to his own consciousness in creative rhythms.2 Through
bodily movement the emotional capacities of the child may become
evident. The dance is a means or channel by which the child learns
ﬁo develop his owm capacity for intrinsic emotional experiencing and
for external comprehension., After the child has become aware of his
capacities he may then develop them more fully in expressing them

to others, The teacher generally is not concerned with the child's
ability to perform for others at first; his interest is the child's

freedom of expression of feelings, ideas, and impressions through

creative rhy‘ohms.3

¢, IEnrichment of Self
The leading authorities in the field of creative rhythms zll
stress the fazct that self-enrichment of the individual is experienced
through bodily movement. Imeginations are developed as children

. L] . L] . »

1, Cf. D'Amico, op. cit., p. 3.
Ccf. De Tima, op. cit., p. 193.
¢f. Shaw, op. cit., pp. xi, 105,
2. Cf. Dtamico, op. cit., pp. 129, 187.
¢f., Dixon, op. cit., p. xi.
CL. Shaw, op. Cit., pe X
3. Cf. D'imico, op. cit., p. 15.
Cf. Dixon, op. cit., po. 5,7.
Cf. Shaw, op. cit., p. xii.
Cf. Waterman, op. cit., p. 9.
i Cf. D'Amico, op. cit., p. 1.
Cf. De Iima, op. cit., p. 187.
Cf. Dixon, op. cit., p. 5.
Cf, iartin, op. cit., p. 2L,
Cf. Mason, op. cit., p. 17.
Cf. Shaw, op. cit., p. xii,
Cf. Weterman, op. cit., p. 9.
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seek to express feelings in various ways, or as they strive to convert
1

their inner ideas and concepts into sesthetic expression.
Bodily movement develops the mind, the body, and the emotions.

This total development enriches the child's life and enables him to
2
live his acouired knowledge more fully.

The capacity to experience emotional content by participa-
tion or observation in creative rhythms is also acquired through
creative rhythms, The individual's own growth in ability to express

himself creatively is a result of constant exercising of this medium
3

of expression.,

inother value to the indivicual that comes through bodily
movement is that of self-confidence. As the child becomes more
adjusted to the group his self-confidence incresses anc the group
develops more confidence in him as well, Bodily movement is effec-
tive in developing self-confidence because so meny children see
what the others are doing and in their desire to do the same things

become a part of the group. As participation increases self-confi-
L

dence increases.,

The element of joy or pleasure that the children experience

1. Cf. D'Amico, op. cit., p. 1l
2. Cf. De Lima, op. cit., pp. 187-188.
Cf. Dixon, op. cit., pp. 3,8.
Ccf. Shaw, op. cit., p. 1l.
Cf. Watermen, op. cit., pp. 6, 8, SO0.
3. Cf. De Lima, op. cit., p. 121
Cf. Dixon, op. cit., p. 3.
Cf. Shaw, op. cit., p. xii,
Cf. Hartin, op. cit., pp. 2L, 105,
. Cf. De Lima, op. cit., pp. 131, 187.
¢f. Shaw, op. cit., p. 131.
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while doing bodily movement is & value that contribuies to their
1
personal enrichment. One of the laws of learning, the law of effect,

is instrumentsl here. The pleasantness of the experience increases

the desire to learn and mekes the learning easier and more enjoyable,
2

thus contributing greatly to the child's enrichment.
d. Expressing of Self
The value of self expression is constantly emphasized by the
leading authorities; bodily movement is a way in which children
naturally express their experiences, Such movement is a channel for
more complete expression of self because it involves the whole of

the person; there is a freedom of exprescsion in the body that the
3

child mey not be able to experience as readily in the other media.

Bodily movement is a medium of expressing one's inner

thoughts to others as the mind is revezled through the muscles.
As the child participates in creative rhythms directly, or indirectly,
he develops a means of communication,

L . - L] . L ]

1. Cf. De ILima, op. cit., pp. 131, 187.
Cf. Shaw, op. cit., p. 131.

2., Cf. D'4mico, op. cit., p. 1.
Cf. Hertin, op. cit., p. 2h.
Cf. liason, op. cit., pp. 16, 16l.
Cf. Shaw, op. cit., pp. xi-xdi.

3. Cf. D'smico, op. cit., p. 2.
Cf. De Iima, op. cit., pp. 129, 187.
Cf. Dixon, op. cit., pp. xd, 7.
¢f. ¥Wartin, op. cit., pp. 9-10, 106,
¢f. Hason, op. cit., p. 18.
Cf. Shaw, op. cit., pp. x-xi.
Cf. ¥Waterman, op. cit., p. 1.

ll. Cf. Dizon, op. cit., p. 5.
cf. ¥artin, op. cit., pp. 10, 105,
Cf. Shaw, op. cit., p. 28.
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TFurvhermore, the individuel has the opportunity to chare
with the group his appreciation of emotional capacity which is
probebly quite varied from the rest. The value here is that it is

1
an outlet for his emotional capacity.

Through interrelation of the arts the child is slso aided
in expressing himself. %then bodily movement is relsted to the other

2
art mecdia, the child's self-expression is clarified.

D, Sumary

e

In this chapter on creative rhythms in secular educetion
the general phases of creative rhythms and the values derived through
crestive rhythms have been investigated and the findings from lead-
ing authorities recorded.

First the facltors invelved in creative rhythms were noted.
Within this category was found the clarification of terms such as
interpretive dance, symbolic movement, and bodily expression. HNext
the body was shovm to be the medium of expression for rhythmic
movement. Another factor disclosed was the basic forms of movement.
These Fforme were seen to be iocomotor movenents of even and uneven
beat, such as the walk, the run, the hop, anc other bodily movements,
such as the twist, ihe bend, the stretch, Variations of rhythmic

movement were found to consist of combinations of basic forms of

1. ¢f. pixon, op. cit., p. &

. Cf. Hartin, op. cit., p. 2L.

2. Cf. De Lima, op. cit., pp. 185-186, 188.
Cf, Dixon, op. cit., p. 11.
Cf. Mertin, op. cit., p. 2kL.
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rhythmic movements, timing veriations, intensity variations, zpatial
variations and pattern variations. Authorities stressec that
rhythmic movement when ralsed to an art form becomes dance. The
last factor found emphasized was that of accompaniment to rhythmic
movement, namely, the voice and musicel instrumepts.

The opinions of the leading authorities, it was discovered,
were in general agreement concerning the many velues in creative
rhythms. The values emphasized for the group comprised vicarious
experiences, group consclousness, sharing of experiences, sharing of

-
L

emotional capacities, anc lessening of differences. Values for the
teacher stressed by most writers centered especizlly in the elements
concerned in understanding of the pupils. Lastly, authors were seen
to agree that the values for the individual include crystalizaiion

of learning, understanding of self, enrichment of self, and ex-

pressing of self,
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CHAPTER II

CREATIVE REYTHIMS IN CHRISTIAN BDUCATION

A, Introduction

With the use of creative rhythms in secular education as a
background, this chapter on creative rhythms will seek to discover
the use of creative rhythms in the Christian education program.

The procedure for this chapter will be first to fincd out the
use of creative rhythms in the pést in the church; then to find out
shat factors are involved in the use of creative rhythms in Christian
education and to compare them with those found in secular education;
ancé finally to discover the values that may result through the use
of creative rhythms in Christian education znd again to compare them
with those found in secular education,

As indicsted in the general introcduction the only availsable
sources for reference in Christian education are material written by
Fisk. Therefore, the contents of this chapter will be obtained from
her works,

B. A Brief History of the Use of Creative
Rhythms in Christian Education

A brief survey of the use of creative rhythms and specifically,
bodily movement in the Christian education program is difficult to
undertake since the history dates back as far as 0ld Testament times.
The word dance is referred to seventeen times in the (ld Testament

anc always favorably, dance being considered a definite part of

22
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worship. In Exodus 25 Miriam and the women danced and in II Samuel 6
David led a dancing procession. As the Jewish people make pilgrimages
1
to David's towmb in Jeruvsalem, even today they have dancing,
0f the place of dence in the early Christian church, Iisk says:

During the first five centuries of the Christian era, we see that
dance was recognized by the church as a natural way of expressing
Joy, a way of salvation and a way of adoration, as illustrated by
the references to the dances of the holy ones, the martyrs, and
the angels, The early Christians expressed in symbolic movement
the deep joy that they felt in the coming of Christ, in the close
spiritual bond between heaven anc earth.

During the early middle ages the people appreciated the sacred
dance as a means of expressing their religion because the general
culture was not stimulating. Therefore, the religious arts were kept
and fostered by the church at that time. As the sacred dance con-
tinued in the eighth and ninth centuries efforts were made to arrest

3
the degenerate forms that were being manifested.

The later medieval period was a period of dramatic and
emotional expression., Since the church had outlawed the degenerate
secular forms of the cance, the church then decided to create its own
dramatic portrayals. The introduction of choral songs, picturesque
processionals and ceremonial dances became a means of influencing
people to participate in the church.

During the Renalssance religious dance continued to prosper,

although factors such as intellectualism had crippling effects upon

cf. risk, op. cit., pp. 22-23,
Ibid., p. 105.

Cf. Tobid., pp. 106-107.

Cf. Ibid., pp. 108-109.

w0 N



~2);-

1
the art. These factors later resulted in the complete prohibition

of the use of the sacred dance in either Romen Catholic or Protestant
churches., The Protestant churches were concerned with the Reformation
which had put an end to the fmctioning of the arts of peinting,
sculpture, and drama in churches. Thus the door wes also closed to

2
any use of religious dancing.

Gradually, however, the use of the sacred dance is being
revived in the church. MNissionaries often experience difficulty in
trying to give a mental, philosophicsl religion, which lacks physical
expression, to people of those countries which have dance as a basic
part of their cultural pattern. The nationals on becoming Christian

3
often express in movement their praise to God. Even in the United
States the modern dancers, or professional artists, pick religious
themes for dancing becszuse of the depth in the content. TFisk states:
The art of the dance which was born in religion, but which went
through a period of spiritual mediocrity, has achieved a new
personal impact, a wide horizon and a philosophical depth. This
art has a2 messzge for the people of this day because it spesks

dirgctly from the spirit of the cancer to the spirit of the observ-
er,

This art is now being experimentec with in the religious area
as colleges, camps, schools, youth organizations and summer confer-
ences have it as an integrsl part of their program., In America

creative movement was first introduced by William Norman Guthrie in

Gf. ibid., p. 122.

Cf. ibid., pp. 133, 135.
cf. ibid., pp. 1h3-1L5.
Cf. ibid., pp. 1Lh6-167.
Thid., p. 167.
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1
1918 at St. lark's-in-the-Bowery, an Episcopal church in New York City.

The art has been increasingly used here since then but is
still only in the first stage of growth. The most prominent use of
cregtive rhythmic movement is that of the rhythmic cholr which has

2
been developing only in the past twenty years.

C. Tactors Involved in Creative Bhythms in Christian
Education as Compared with Zecular Education
1. Clarification of Terms
Christian education has adopted the terms' used by
secular education bub also has some terms of its own. The term
"rhythmic" is often combined with other words to express the same
thought in varying ways., One finds "rhythmic movement," 'rhythmic
expression, ! '"rhythmnic design,' 'Yrhythmic patterns' and "rhythmic
interpretation® all used throughout the book to refer to the bodily
movement aspect of creative rhythms. Howevér, Usymbolic movement, "
"religious expression,” "interpretive movement," “interpretive varia-
ions," "religious dance," "sacred dance,! and 'symbolic interpretive
movement® are also used synonomously with reference to this art.

"Rhythmic choir" is used often bul generzlly refers Lo a group taking
2
~

part in a worship service of one kind or another,

1. cf. ibid., pp. 168-178.

2. Cf. ibid., pp. 173-187.

3. Cf. Margaret Palmer Fisk, "Religious Expression Through Rhythm,"
International Journal of Religious Education, Feb. 1952, pp. 8,9.
Cf. Margaret Pelmer Fisk, "Spiritwval Therapy Through Symbolic
Hovement," International Journal of Religious Xducation, Feb. 1953
Pp. 13,1l.
Cf. Mergaret Palmer Fisk, "Fellowship, Fun, anc¢ Freedom in Creative
lovement," Children's Religion, June 1952, p. 16.
Cf. HMargaret Palmer Fisk, "Nature's Easter Song," Children's
Religion, April 1952, pp. 16,17.
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Religious dance is based on the technique of modern dance and
1

thus centered in the use of the whole body for expression. In ex-
plaining the use of the term dance Fisk says:

Christians are accustomed to using for spiritual purposes a word
which to many people may have a distorted connotation. Take the
discipline, creative power, and sacrifice in the term '"love,"
Christians know that "love® is surrounded with radiant and con-
structive meanings., But to many people "love! seems sentimentally
weak, selfishly possessive, and especially sex-centered. 7Yet we
hold to the term "love," as in First Corinthians 13, because
neither "charity," "concern,” nor "good will" adequately convey
its fuller meaning. If the reader finds himself thinking of
superficial or exhibitional movements when the word MdancaV is
used, he is urged to consider that this word has a long history
of disciplined and consecrated use, and to accept a broad defini
tion of dancing: rhythmic movement with a pattern of expression.

Fisk further states that at present, because of the publids limited
idea of "dance,' the reference should usually be avoided for it could
possibly destroy the chance for developing this art, which is the
3

oldest art in the world. This sacred dance or expressive dance is
that which is a revival of interest in the classical Greek dancing and
wiich by free creative movement has gradually developed into a new,
disciplined choreographic art. It is not like the classical ballet
technique with all its prescribed, stylized, periphery - conscious
movenents but it is a free creative art that has vision and convice~

L

tion to combine with the total body movements.
2. The Mediun of Expression
In Christian education Just as in secular education the body

. F )] . L] . .

e Art of the Fhythmic Choir, p. 37.

=

1. Cf. Margaret Palmer Fisk:
2., Ibid., p. 7.
3. Cf. ibid., pp. 18,30.

L. ©f. ibid., p. 28.
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is used as bthe mecdium of expression for this art. However, in
Christian education the human body is disciplined and spirituslly
well trained. It is advocated that the bodily movement be noble,
reverently solemn and full of holy grace. Therefore, although the
body is the aécepted mediun of the art, the body is secondary to the
spiritual purpose of rhythmic movement. The primary factor is the
l .

selfless giving of 211 the body to God.
3. Basic Formes of Rhythmic Movement

In secular and Christian eduvcation the basic forms of

: 2
riyythmic movement are fundamentally the sane. In Christian educa-
tion, however, one always guards against nonessential or, exhibitional
types of movements and because of this there is a slight change in
some of the basic forms, For example, the walk is done smoothly,
with chest and head up, hands and face relaxed, anc the weight for-
ward, The walk is extensively used in processionals but is also
utilized in numerous religious dances, The nature of this walk
procuces an atmosphere of assurance, dignity, anc peace. Closely
related to the walk is the smooth run which is often employed in
3

rhythmic expression.

In a worshipful rhythmic interpretation the leap, as used

in secular education, is rarely utilized. Christian education has

modified the leap to a "1ift." The movements of exaltation are

1. Cf. Margaret Palmer Fisk: The Art of the Rhythmic Choir, po.
8"11 ;) 35-36 .

2o An'be., ppo b,"?o
3. Cf. Margaret Palmer Fisk: The Art of vhe Rhythmic Choir, p. 38.
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vital in a religious dance as nearly all dances have a high moment.,

Thus the 1ift is described as follows by Fisk:
The uplifting movement of the body starts from the center of the
body, proceeding into a projected release of the chest, as the
back arches, causing the upward tilt of the head. Then as the
extension of the arms through to the finger tips is being reached,
the dancer rises to the ball of the feet or onto toes. To accen-
tuate such a "1ift" there may be preceding movements such as a
wide swing from an opposite position or a turning of the body
that sterts low and spirals upward into a™ift,”

The kneel, as it is termed, is another basic form that is not
commonly used in secular education. The kneel mey be controlled by
keeping the back straight and upright as one goes down slowly. The
bowing of the head follows the bending of the knee. When rising
from the kneeling position the first muscular impulse should start
at the center of the lower back; then the shoulders gradually straight-
en, followed by the neck's being raised until the head is upright
again., With focal attention fixed high one mzy then rise from the
knees vertically while the arms project indicating the final outlet
of the upward impulse. The kneel has several ranges, There is the
high kneel of meditetion in which bthe head is slightly bent, the
lower body kmeel expressing humility, conbtrition, and sorrow, and the

2
prostrate position of restless agony of repentance.

The movenents of the hends are important in the rhythms used
in Christian education. These movements should have simplicity be-

cause such simplicity brings unity of movements to the group and

also becazuse it leads the group to express a disciplined selflessness

10 Ibid., ppa ).ll"’).l.2c
2. Cf. ibid., pp. 38-l0.
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that points beyond the person to God. The‘fingers should be to-
gether extended to direct attention to owtward movement. The
curled fingers would draw attention to the individual. Extension
of the middle finger lengthens the hands while they move through

1
space and thus sustains the cutward flow of expression.

The eyes also play a prominent part in projecting feeling
beyond the individual to God. The eyes should not wander or shift
meaninglessly; attention should be centered on a cross or some
focal point that is above the group. If there is not a specific
focal point the eyes should be seen gazing beyond and a little
above the finger tips of the hand that is at the time the dominant

2
expressive factor.
li. Variations in Rhythmic Movement

The variations in rhythmic movement in Christian education
are based on exactly the same factors as those in secular education,
nanely, basic forms of rhythmic mgvement, timing variation, intensity
variation, and spacial variation.

5. BRhrythm Raised to Art Form

The interpretations involved in forming patterns and de-
signs come through the elements comprising rhythmic variations and
when they are well coordinated they become the art of dance. This
factor in Christian education is the same as that in secular

e v+ e e 4

lo Cf. ibid.’ po )J-O
2. Cf. ibid., p. k1.
3. Ant@, ppo ?"‘90
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education except that the dance produced is generally of one type:
1

worship of God.

6. Accompaniment to Rhythmic Movement
a. The Voice

As in secular education the voice is a good source of
accompaniment to the moving body in rhythmic interpretation in
Christian education, However, in Christian education, when the
rhythmic choir execute their movements, the voice accompaniment is
rarely the individual's own voice, as in secular education, but is
generally the volce of another gho may be reading or the many voices
of a singing or spezking choir,

When creative rhythms are used in classes or groups
principally as an aid to learning the voice may be used just as it
is in secular educaticn.3

b. Other Instruments

Christian education just as secular education uses all
types of musical instruments in accompanying symbolic movement.

The religious dance is generally accompanied by music, The music
usually is that which has already been written; however special new
tunes may be created for a2 certzin rhythmic design. The piano and
organ are the instruments used most often in Christian education and
to either or both of these a choral singing group is sometimes added.

String and woodwind instruments are effectively gsed as well. Records

. ® . ° o L

1. Of. Margaret Palmer Fisk: The Art of the Rhythmic Choir, p. 19.

2, Cf. ibid., pp. L5,53.
3. Ante, p. 10=11
L. 4Ante, p. 12,
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sometimes are used as accompaniment to movement. Then too, as in
secular education, the-percussive instruments, particularly the drum

1
or gong, are very effective.

Er ]

D. Values of Creative hRhythms in Christian Education
as Compared with Secular Education

The velues inherent in the use of creative rhythms in Chris-
tian education which are similar to those in secular education are
generally not stated and discussed but merely implied because Fisk
is more concerned with presenting the spiritual aspects of the use
of rhythmic movement in the Christian education program. In the

realm of group values, however, the similarity iz more evident.

1. Group Values
a. Social Growth

Through group creative activity there is the opportunity for
social growth and development, Vhen children or young people or
even adults enter into the freedom of movement provided by this
art medium they lose self-consciousness and enter into a deeper
fellowship with fellow participants., Friendliness among children
is experienced through the outgoing gestures that they execute.
By taking part in a group there is a development of an awareness
of a growing Christian fellowship. Thus the participants are able
to experience that deep fellowship thalt comes through membership

in a group that is sincerely seeking the highest. ‘Thus they know

1. Cf. MHergaret Palmer Fisk: The Art of the Rhybthmic Choir, pp.
b—2-br3’ 53 .
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1
the rezlity of the bond that unites them,

b. Therapeutic Aid
For youth particularly, with their many emotional problems,
group symbolic movement has proved to be a means of providing
therapeutic power. Through this medium of expression there is a
deeper union with (od and by His grace personality problems are
2
either solved or transcended.
¢. Sharing of Creations
In the group which can and may often be divided into
smaller groups all enjoy and are greatly absorbed in the sharing
of their creations. Smaller groups may work on an interpretation
of a particular idea, and at the same time another small group
may be developing movements for their thought and then they may
all come together and share the creations of their particular group
3
with all the other members of the large group.
d. Group Cooperation
Fisk stresses the value of group cooperation that grows

oul of participation in a rhythmic choir. Each member of the

group has a specific place to work in and actions must be worked out

1. Cf, ksrgaret Palmer Fisk, "Spirituval Therapy Through Symbolic
Movement," International Journal of Religious Education, :'eb.
1953, p. 12.

Cf. Hargaret Palmer Fisk, "Religious Expression Through zhythm,"
International Journal of Religious Education, ieb. 1952, p. O.
Cf. Hargaret Palmer risk, "Fellowship, Fun, and Freedom in
Creative Hovement," Children's Religion, June 1952, pp. 16-17,
Cf. Haergaret Palmer Fisk: The Art of the Rhythmic Choir, pp.
12-13,17.

2, Cf., Hargaret Palmer Fisk, "Spiritual Therapy Through Symbolic
Hovement, " International Journal of Religious Education,Feb,1953,p.12.

3. Cf. Fargaret Palmer Fisk: The Art of the Rhythmic Choir, p. 51l.



-33-

to form a design for the rhythmic interpretation of the whole,
1
This requires group cooperation. The same thing is true with
children and young people when the art is used for class or group
work which will not be used for a public worship service.
e. Vicarious Spiritual Experiences

Creative rhythms are helpful not only for those partici-
pating but also for those watching, who vicariously experience
spiritual realities.

The observers all respond to the use of this rnyohm¢c
expression more than tec any other of the religious arts. From the
youngest to the oldest and from those keenly sensitive spiritually to
those seemingly insensitive, creative expression evokes a response,
The observers unconsciously identify themselves with those partici-

2

pating in the symbolic movement., Of this ¥Fisk says:
The experience of religious insight that the congregation ¢eels
in the interpretations of a rhythmic choir has a spiritual reali-
ty like a new clear light that diffuses itself through the souls
of eacg of the worshipers and draws them together into a mystic
union,

2. Individual Values

a. Personal Enrichment

There are several ways in which the individual is personally

enriched through participation in creative rhytlms, By experienc-

ing the highest in the arts one is aided in enlarging one's standeards

1l. Of. ibid., p. 17.
2., Cf. ibid., pp. 17-18.
3, Ibid., p. 19.
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of evaluation; hence the low and vulgar forms of the arts will be

1
unattractive, Through participating in this art medium the

individuel receives training in the creative technique of body-

soul growth and hezlth; the body and spirit are mutually helpful.

As one tekes part in rhythmic interpretation one is encouraged to
3

have a creative attitude towsrd life.,  Further; thers is an

awareness of Cod's continuous presence within one which gives an
: b
inner peace. A feeling of self assurance is often experienced

when creating symbolic movements because there is a lessening of
self-consciousness.

The individual experiences joy in creative expression.
Fisk puts a2 great deal of stress on this point as she refers to
the joy derived through rhythmic movement in nearly all of her

6

articles. One child received great joy in the dance experience
and saidy¥I love to dance because it makes my wind and hody strong and

L * L * L] o

1. Cf. ibid., pp. 16-17.

2., Cf, ibid., p. 10.

3. Cf. Margaret Palmer Fisk, "Religious Expression Through Rhythm,"
International Journal of Religious Education, Feb. 1552, p. 8.

li. Cf. Margaret Palmer Fisk, "Let Your Faith Help You Relax,"
Advance, Feb, 16, 1953, p. 15,
Cf. Margeret Palmer Fisk: The Art of the Fhythmic Choir, p., 11,

5. Cf. Margaret Palmer Fisk, "Religious Expression Through Rhythm,"
Internationzl Journal of Religious Education, Feb, 1952, p. 9.
Cf. HMargaret Palmer Fisk, "Nature's Easter Song," Children's
Religion, April, 1952, p. 16.
Cf, Vargaret Palmer Fisk, "Let Your Faith Help You Relax,! Ad-
vance, Téb. 16, 1953, p. 1l.

6. Cf. Margaret Palmer Fisk, "Religious Expression Through Rhythm,"
International Journal of Religious Education, Feb. 1952, pp. 8-9.
Cf. HMargaret Palmer Fisk, "Nature's Easter Song,” Children's
Religion, April 1952, p. 17.
Cf. Hargaret Palmer Fisk, "Fellowship, Fun, and Freedom in
Creative liovement," Children's Religion, June 1952, p. 16.
Cf, Mergaret Palmer Fisk, '"Let Your Faith Help You Relax)! Advance,
Feb, 16, 1953, p. 15.
Cf. mergaret Palmer Fisk: The Art of the zhythmic Choir, p. 11.
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1

I am zgble to express my soul."

here is enrichment for the individusl in physicsal
2

growth through training in posture and hody coordinstion.

Through the planning and understanding that one experiences
& = = (o3

3

in rhythmic expression there is mental growth and dev eloDMcnt

Moreover, the individual experiences a unity of heart,

mind, bedy, and soul through creative expression. There is the

feeling of giving 211 and thus meeting life with a new spirit,

The individuael is enriched by this complete expression of the

L

whole person,

b. Adjustment to Personal Problems

One of the outstanding ve 1ues in both secular end Christian

education is found in the way creative rhythms aid one in adjusting

4~
Ve

-
o}

ult

personal problems and difficulties. Psychological growth

5]

as one practices the exercises that release tensions

Margaret Palmer Fisk: The Art of the Rhythmic Choir, p. 56.

Cf. Margarelt Palmer FlS“. "Spiritual Therapy Through Symbolic Move-
ment," International Journal of Religious LEducation, Feb. 1953,
p. 12. :

Cf. Margaret Palmer Fisk, "Let Your Faith Help You Relax," Advance,
Feb. 16, 1952, p. 15.

Cf. Margaret Palmer Fisk: The Art of the BRhythmic Choir, pp. 10,11,16.
Cf. Margaret Palmer Fisk, "Spirituel Therspy Through Symbolic Move-
ment, " Internationsl Journal of Religious Education, Feb. 1953, p. 12,
Cf. Ha rgaret Palmer Fisk, "Let Your Faith Help You Relax," Advance,
Peb. 16, 193, p. 15.

Fad

ct. Hargare Palmer Tisk: The Art of the Rhythmic Choir, p. 11.

Cf. HMargeret Palmer Fisk, "Spirituval Therapy Through Symbolic Move-
ment, " Internabional Jov“na7 of Religious Education, Feb, 1953, p. 13.
Cf. Margeret Palmer Fisk, "Let Your Faith Help You Relax," Advance,

Feb. 16, 1953, p. 15,
Cf. Margaret Pelmer Fisk: The Art of the Fhythmic Choir, pp. 10,11,
13312-3 07, //3/6
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tensicn bubt also a sense of accomplishment and a fostering of

Everyone has needs and creative rhythms in additien

deepening the spiritual experience, offer therapeutic help. One

girl who vandered into the woods aznd was found dancing answered

the inguiring counselor:

«eout T was praying. Only who'd ever be,ieve it? PBut I wa
I Jjust knew God would be listening end I thought, 'If I dance
real well, mavbe He'll see me and listen.' Because I just have
to control my temper and dancing alweys helps me to do that.

I

feel good when I'm dancing. I cdon't feel meen at 211 then.”

Thus creative expression through bodily movement zids

It

one in facing reality. Creative rhythms also &id one in relsxing

nd

~

and so are a cure to the disease of insbility to relax.

=

Ll

e e e e e e
cf Mek, "Spirituel Therapy Through Symbolic

¥o ilonel Journal of Religious Education, Feb.

19

cr ner Ficgk, ious Expression Through Rhythm, !
In urnsl of < Education, Teb. 1952, pp.8,3h.
. sk, Your

Adxanc 3, pp. .

cf. isk: t of th

11,1L,55.

Cf. Herg awet Pelmer Fisk, "Spiritual 7 g

Movement, ' Internatiocnal Journal of Rellglous zduca ion Feb.
1953, p. 12.

Cf. ¥ergaret Palmer Figk, "Let Your TFaith Help You Relax," Ad-
vence, Feb., 16, 1953, pp. 1l,15.

Cf. Margaret Palmer Fisglk: The Art of the Fhythmic Choir, p. 13.
Cf, Margeret Palmer Fisk, "Spirituel Therapy Through Symbolic

1 t Pa
Movement," International Journal of Religious Education, Feb.
Cf. Hargaret Palmer Fisk, "Let Your Faith Help You Relax," Ad-
vence, Feb. 16, 1953, p. 1l,15,
Ct. I?r: ret Pa1m0¢ Fisk, "Let Your
vence, Feb. 16, 1953, p. 15,
Cf. Yargaret Pelmer Fisk: The Art of the Rhythmic Choir, pp.

Faith Helr
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To illustrate this krs. Fisk states:

In the realm of physical healing, ted Shawn testifies that his
"Dance that Heals? has been a medium for better health and
release of tension for the observers. ‘

This art medium brings constructive techniques and visions
for meeting life's problems, as the experience of union with God
either aids the individual in solving the problem or if the problem

is unsolvable enables the person to transcend it because grace
2
gives the victory.

c. Spiritual Growth
(1) Learning of Bible Content and Hymns
In creative expression opportunity is provided for inter-
pretation of RBible stories such as thosé of David, the baby koses,

Job, and the experiences of the people of Israel and such inter-

3

pretation gives life to the Bible content.

The hymns of the church also take on a new meaning for

L

the individual when they are inbterpreted for religious expression.
Fisk lays much stress on the use of creative rhythmic

movenent as a teaching aid. Through this mecdium of expression

1. Hargaret Palmer Fisk: The Art of the Rhythmic Choir, p. 19.

2. Cf. Margaret Palmer Fisk, "Spiritual Therapy Through Symbolic
Yiovement," International Journal of Religious Education, Feb.
1953, pp. 13,1b.

Cf. HMargaret Palmer Fisk, "Nature's Easter Song/' Children's

Religion, April, 1952, p. 16.

Cf. ¥argaret Palmer Fisk "let Your Faith Help You Relax," Ad-
vance, Feb., 16, 1953, pp. 1l,15.

Uf. wargaret Palmer iisk: The Art of the shythmie Choir pp.

13,1L,19.

3. Cf. Margaret Palmer Fisk, "Religious zxpression Through thythm,*

International Journal of Religious Education, Feb. 1952, p. 8.

L. cf. ibid., p. 9.
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the children learn Bible stories more readily. Interpretive
movement is a means of teaching many areas of the Christian life,

as found in hymns, in the Psalms, in history, in the parables, and
1
in preyer,

(2) Development of Selflessness

When one participates in rhythmic expression one's mind
Is
2
is teken off self and one's attention is focused on God, In a

Jetter to the writer Fisk says of differing vslues in Christian
and secular educastion:

I would sgy that it has more depth and more height and more
selflessness than an art used in secular education., Its depth
because people express deep concerns with an awareness of a
strength beyond themselves. Its height comes from the aspira-
tion end vision that go beyond secular vision. In secular

art too often the artist is exhibitional -~ but in a spiritually
disciplined art - the artist forgets himself and is selfless

as a channel,

With awareness of God comes humility or awareness of it

L

in the individual.

1. Cf. Margaret Palmer Fisk, "Spiritusl Therzpy Through Symbolic
Movement, " International Journal of Religious Education Feb,
1953, p. 1h. ,

Cf. Margaret Palmer Fisk, "Religilous Expression Through Rhythm,"
International Journal of Religious Fcucation, Feb. 1952, p. 8.

Cf. Margaret Palmer Tisk, "Nature's Easter Song," Children's
Religion, April 1952, pp. 16-17.

Cf. ¥Margaret Palmer Fisk, "Fellowship, Fun, and Freedom in
Creative Movement," Children's Religion, June 1952, pp. 16-17.

Cf., lYargaret Palmer Fisk: The Art of the Rhythmic Choir, pp. 1ff.

2. Cf. Hargaret Palmer Fisk, "let Your Faith Help You Relax," Ad-
vance, Feb. 16, 1953, p. 15.
Cf. ¥argaret Pelmer Fisk: The Art of the Rhythmic Choir, pp.
=17, 35.

3. Hargaret Palmer Fisk: Personsl Letter, Harch 15, 1953,

i, Margaret Palmer Fisk: The Art of the Fhythmic Choir, pp. 1,lL.



(3) Tellowship with God

Creative rhythms afford the participant of direct reli-
1
glous experience. Fisk says: "The intellectusal emphasis has been

necessary but too often it has deprived the ordinary man of direct
2
religious experience."  The art mediuws aids one in finding =

union with God, then growth in the union with God develops into

3

a trust znd confidence in Him.

The individual is made aware of the body-soul unity of
b
response towards Jod. Further, crestive rhythms provide a means

of worship and enjoyment of it. Through rhythmic expression the

individual may glorify God in body and soul as is suzgested in
6

Corinthians 6:19,

By symbolic movement one may learn tc pray with one's

1. c¢cf. uargaret Palmer Tisk, "Spiritusl Therapy Through Symbolic
Hovement, " International Journal of Religious Education, Feb,
1//Jj 1—'- 12-

Cf. Mergaret Palwer Fisk, "Let Your Faith Help You Relax, Advance,

Feb. 16, 1953, p. 1.

Cf. Margaret Palmer Fisk: The Art of the Rhythmic Choir, p

25,28,

Vargaret Pelmer Fisk: The Art of the Bhythmic Choir, p. 25.

3. Cf., Mergaret Palmer Fisk, "Spirituel Therapy Through Symbolic
Movement," International Journel of Religious Education, Feb.
1953, p. 1l

Cf. Margaret Palmer Fisk: The Art of the Rhythmic Choir, pp. 1,

&

p. 1k,

nNo
>

2, §,8710o
Li. Cf. Margaret Palmer Fisk: The irt of the Rhythmic Choir, p. 25.
S. f. Margaret Palmer Tisk, "Religious Expression Through Rhythm,'
Internestional Journal of Religious Education, Feb. 1,52, DP. 8,9.
6. Cf. Mergaret Palmer Tisk, "Spiritusl Therapy Through Symbolic
Movement, " International Journal of Religious Education, Feb.
1953, p. 1l
Cf. Mergeret Palmer Tisk, "Religious Lxpression Through Rhythm,?

ge 21
tionsl JO‘” al of Religious Education, Feb, 1952, . 8,9.
caret Palmer Tisk: The Art of the Rhythmic Choir, p. 8.
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1

Glen Clark, one of the leaders of Camps Farthest Out, has said:
e for praying with their
souls, we are nobt going
jﬂﬁ»mw Wwomsg

Through creative rhythms the individual has & means by

which tc practice the presence of God just as Zrother Lawrence did
2

-

in his work in the kitchen.
(li) Deepened Spirituel Insight
Creztive rhythms provide z means of emotional expression

L

which deepens one'ls Christisn experisnce. One of the areas in

tian experience iz deepened by identity with thn one the individuel

o
L
-

is portraying in the crestive expression. Thus, the individual

by participeting in rhythmic movemer

1re1 _;s‘ "Let Your Faith Heln You Relax, id-
, 1982, pp. lh,lé.

almer Fisk, "Spiritusl Therapy Through ,Umbcllo
1 Journal of Religious Education, Feb.

H
L3

Cf. Margaret Ps
vance, Peb 16
Cf. harrcreb P
Movement," Internstion
193, p. 13«

Cf. Vargsret Pzlmer Fisk: The Art of the Phythwic Choir, pp. 1,8,12.
Margaret Pelmer Fisk: The Art of the Rhythmic Choir, p. li, Clark quoted.
Cf. ibid,, pp. 11,16.

»

o
-

L. Cf. Marg &T@u Polﬂcw Fisk, "Spiritval Therapy Through Symbolic
“ovmmv-t ' International Journzsl of Religious Education, Feb,
19:), P. 12.

Cf. Margaret Pelmer Fisk, "Let Your Faith Help You Telax,?
Advence, Feb. 16, 1953, pp. 1l,15.
Cf., Fargaret Palm r Fisk: The Art of the Rhythmice Choir, p. 13.

E. Cf. Pelmer Tisk, "Spiritual Therapy Through Symbolic
it rhernationsl Journel of Religicus Eduvcaiion, TFeb

Pelwer Fisk, "Religious Expression Through Thythm,M
s

Educstion, Teb. 1952, p. 8.
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heard it in word but has experienced it in life, Hence his

Christian convictions become grounded through participation in
2
symbolic movement, Therefcre through the art medium a spiritual

growth can and msy result because of the spiritual expression the
individuzl has been able 1o experience. The individual receives

spiritual strength, enrichment, and serenity through creative

3
rhythms.

(5) Stimulus to Christian Iiving
Pisk points out that through creative expression and

interpretation there is & stimulus to Christian living, This art
L

medium is good basic training for Christian citizenship, When

one participates in creative rhythms and in a rhythmic choir, es-

pecially, there is an avenue for one to be of service in the church.

Thus a strong basis for church loyalty results from this art medium
6

because it provides an active participation in the church fellowship,

., Sumary
In this study of the use of creative rhythms in Christian
education the first step was to view its use in the church throughout

. . . . . L4

1. Cf. Hargaret Palmer TFisk: The irt of the Rhythwmic Cholr, p. 12.

2. OCf. Margaret Palmer Fisk, "Spiritual Therapy Through Symbolic lMove-
ment, "Internat'l Journal of Religious Education, Feb. 1953, p.l3.
Cf. Margaret Palmer Fisk: The Art of the Rhythmic Choir, pp.3,16.

3. Cf, Mergaret Palmer Fisk, "Spiritual Therapy Through Symbolic love-

ment," Internat!l Journal of Religious Education, Ieb. 1953, P.12.

Cf. Margaret Palmer Fisk, "Let Your Faith Help You Relax,' idvance,

Feb, 16, 1953, p. 1l.

Cf. Hargaret Pelmer Fisk: The Art of the Rhythmic Choir, pp.3,L,25.

Cf. Margaret,Palmer Fisk: The Art of the Rhythmic Choir, p. 17.

Cf. ibid., p. 12,

Cf., ibid,.

L *

OV
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history. This revealed that religious dance has existed since the
founding of the church. However, due to the rise of intellectusl-
ism and pagan influences sacred dance was prohibited in the church
for a2 long time and is Jjust now beginning to take its place again
in the church along with the other arts.

In comparing the fadtors involved in creative rhythms in
secular education with those in Christian education several differ-
ences and meny similarities were found to exist. The terms in
Christlan education are more varied, such as, religious and sacred
dance, symbolic movement and many combinations of terms using
“rhythmic” in some form or another.

As in secular éducation, the body is the medium of ex-
pression but in Christian eduvcation the body is secondary to the
spirit which motivates the movement of the body. Hence, the
medium of expression was found to be called the body-soul technique

of expression. The basic forms of rhythmic movement are primarily

the same in both secular and Christian education. However the 1ift
replaces the lesp and maeny movements are done toiexalt God, there-
fore, the movements of the hands, the eyes, the kneel, and the walk
all have 2 particular form that is different from that used in
secular education.

Varistions in rhythmic movement in Christian education
were found to be evolved from the same principles usec in secular

education., ILikewise, rhythm when raised to an art form in secular

and Christian education alike is then called dance.
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In Christian education, it was noted, the voice is used
for accompaniment to rhythmic movement the same 2s in secular educa-
tion, except that generally the voice is used in reading scripture
or singing hymns. Instruments are used for accompaniment to rhythmic
movement in Christian education as in secular education; the piano,
organ and vercussion instruments azre most frequently used.

Turther study revezled that the values of creative
rhythns found in secular education also exdst in Christian education;
Fisk, however, emphasizes the spiritual aspects of the use of the
art medium. The values found to exist for the group are social
growth, therapeutic aid, sharing of creationsz, group cooperation
anG vicarious spiritual experiences, while individual values dis-
closed personal enrichment, adjustment to personal problems and
spiritual growth. There were several emphases noted under spiritual
growth: through the use of creative rhythms the individual's
spiritual growth increases in the learning of Bible content and
hymns, in the development of selflessness, in fellowship with God,
in deepening of spiritual insight and in the stimvlus to Christian

Y

living,
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CHAPTER IIT
PRACTICAL, SUGGESTIONS FOR USE OF CREATIVE RHYTHMS IN [HE

CHRISTIAW EDUCATION PROGRAM

A. Introduction

Chapter one of the thesis presents the findings on
creative rhythms in secular education. Then chapter two is a
comparison of the use of creative rhythms in Christian and secular
education. Now in this chapter concrete suggestions will be given
for the use of creative rhythms in Christian education. These
suggestions may help one who is interested in using the art medium
in Christian education to gain an understanding of how to start
using creative rhythms,

" First the qualifications of the leader will be discussed,

This will enable those interested to have standards for discernment
in securing a well-qualified leader. Following this a presentation
on selection of materials for creative rhythmic interpretation will
be underteken, and lastly examples of creative rhythms at the
various age levels will be disclosed.

As has been previously stated in the introduction to the
thesis the works by Fisk will be the source for this chapter because

she is the only recognized authority in the field.
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B. Securing leadership
1. Qualifications
a. OSpirituality

The leader who is in charge of rhythmic movement in the
Christian education program, particularly when the interpretation
will be used for a worship service, has a great responsibility to
those with whom he works. This is so'because the leader teaches
more through his own inner feeling than through any exact planned
movenments of worship., Characteristics of serenity, assurance, Joy,
outgoing concern, awareness, and devotion are all observed by the
members of the group who have a sensitivity to the instructor's
true inner spirit which is unconsclously revealed by the movement
of the relaxed hands, the relaxed mouth, and the confiding tone of

1
volice.

4 leader can not be chosen primarily because of technicel
talent and ability beczuse he may lack insight to discern the art
medium as an instrument of religious experience. Therefore the
spiritval qualification is extremely important; that is, the leader
needs to be sensitive to the need for dignity and beauty in a church.
The leader should zlso understand the objectives of Christisn educa-
tion and thus endeavor to supply a spiriiual ministry through the

participating group which should sense the leader's religlous concern

1. ©Zf. Hargaret Palmer Fisk, "Religious Expression Through =zhythm,"
International Journal of Religious Education, Feb. 1952, pp. 9,3L.



-16-

1
in both the practice time and performance time.

It is essential for the leader to have a dedicated soul
in order that Christian creations may be produced for one can not
produce whal one does not feel. Uhen Christ is in the soul of the
leader by love and the individual lives uith Christ then his work

: 2
has all the potentialities to radiave true Christian beauty and truth.
Since it is difficullt to be both an artist and a Christian a resl
Christian discipline confronts the leader in order to reconcile
these two absolutes. The discipline, however, is obtainable when
the lesder does not try to sever his artistic life from his Christian

3
life bult rather unites them in the one purpose to glorify Cod.
b. Creativeness

Since the sacred dance cannot be reproduced satisfactorily
from a form already composed it should be choreographed by the group.
However, to accomplish a choreographed dance, creativity on the part
of the leader is especislly essential., The leader should enjoy
creating and experimenting with various movements andLPatterns S0

!
that the group too will be challenged to do likewise. The leader

should especlally enjoy the creative work that goes into spiritual

interpretation.

1. Cf. Margaret Palmer Fisk: The Art of the Rhythmic Choir, p. 31.

2. Cf. lMargaret Palmer Fisk, "Religious Expression Through Rhythm,"
International Journal of Religious Education, Feb. 1952, p. 3L.
Cf, liargaret Palmer Fisk: The Art of the rhythmic Choir, p. 32.
3. Cf, Margaret Palmer Fisk: The Art of the Rhythmic Choir, pp.31,32.
L. Cf. ibid., pp. 32,33.
5. Cf. ibid., p. 3k
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c, ZEnthusiasm

The leader must have enthusiasm for creative rhythms so
that the group from him may also develop a deep interest and
enthusiasm for it. He needs to be enthusiastic gbout all the de-
tails of a creatvive interpretation so that the finished result may

1
be the very best.
d, Training in Technical MHatters

In selecting & leader to do creative rhythms in the

vacetion church school, for example, a person home from college or
: 2
a mother who may have had some dance trazining would be advisable,
This is suggested because technical training is an essentisl re-
guirement for the creative rhythms teacher sco that the leadership
will be of good quality. Because so meny universities and colleges
and even some large high schools oifer courses in modern dance, the
technigue upon which rhythmic interpretation is built, it will not
be too difficult to locate a person who has had some training in
modern dance, There may even be a recent college graduate vho is
attending the church and would be willing to help cubt in this
capacity of service, either for some special event, such as at
3

Christmas time, or perhasps for an extended period of time.

There is a great need for technically trained church

workers in the art medium of rhythmic movement. It has even been

1. Cf. ibid., p. 32.

2. Cf. Mergarebt Palmer Fisk, "Fellowship, Fun, and Freecdom in
Creative liovement," Children's Religion, June 1952, p. 17.

3. Cf. Hargaret Palmer Fisk: The Art of the Khythmic Choir, p. 33.
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said that Schools of Religious Education and Theological Seminaries
need vo introduce courses in sacred dancing in their religious
drama or music departments so that church leaders msy be equipped
with 21l the necessary techniques anc may thus be able to produce
1

rhythmic creations,
2., Possibility of Co-operative leadership

Because of the need for more trained leazders in the field
of religious dancing, and until this need can be supplied, Hrs. Fisk

2
suggests: "it might be wiser to have a co-operative leader.™ A

-l
leader in the church must admit thet the art will be experimentel,
and that someone will be needed to help. PFerhaps a college person
or mother who has had a little training in dancing may not be the

nstructor but her ideas, slong with those of the participants

l.J-

ideal
and of the leader in charge will all be united into a worthwhile
3 .

piece of work., A step beyond this would be to have someone closely

connected with the Christian education program who has an imner

Christian experience work with a person skilled in the technique of
modern dance. By a co-operative leadership of this type they could
together present religious numbers that would not be possible other-

wise., This type of leadership, of course, would be suggested only

for directing a rhythmic choir which participates primarily in
f) Py

1. Cf. ibid., pp. 33,3hL.
2. €f, ibid., p. 33,
3. OCf. ibid.
Cf. Margaret Palmer Fisk, "Fellowship, Fun, and Freedom in
Creative MHovement," Children's Religion, June 1952, p. 17.
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1
worship services,

C. Selection of Materiasls for Use in Creative
Rhythmic Interpretation

1. Hymns and Songs

Since lirs, Fisk has worked principally with a rhythmic
choir the greatest amount of suggestions feor interpretation come
in the area of hymns and songs because they are most often used for
interpretation by the choir.

a. Hymn and Song Suggestions for IFrimeries

The hymns snd songs for primary age children are of a
simple nature znd of course should be those from their owm back-
ground in the church school. One useful song at Easter time is
"Wature'!s Zzster Zong" which may elso be used in the sumer 0o by

inserting that word in the refrain. ther suggested selections are

(1]

"A11 Heppy Birds of Spring," "Sleep, Little Seed," "Tis Heappy Easter
Day," "The Seeds and Flowers are Sleeping Sound 'Till Easter Time,"

"Gracious Spirdit, Dwell with le,” "For the Beauty of the Earth," and
2
"This is my Father's World."

b. Hymn and Song Suggestions for Juniors
Juniors can do interpretive movements to many of the
selections svggested for primaries and then sglso for a great number

o

of songs Tor just their owm age group. "There's z Wideness in God's

1. Cf. ¥argeret Palmer Fi
2. Cf, Hargaret Palmer Fisgk
Religion, April 1952, pp

k

sk: The Art of the Rhythmic Choir, p. 33.
sk, "Nature's Faster Cong," Children's

. 16,17,

: The Art of the Fhythmic Choir, pp. 50,51,

“

P

Cf, Hargaret Palmer Fis
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lercy’ readily suggests stretching bevond their own finite confines
into an awareness of the Infinite, and of stretching upward beyond
earthly existence. Another one along that line is "In Christ There
is Ho East or West." PFurther suggested hymms or songs for use with
Juniors are: "Joshua Fit the Babtle of Jericho," "4 Day in the
Temple," using Cesar Franck's music for Psalm 150, "Joy to the World,"
MJorship the ILord in the Beauty of Holiness,! "Gracious Spirit, dwell
1
with me," and "All Creatures of our God and King.!
¢. Hymn and Song Suggestions for Youth
The youth in their interpretstion may use such numbers as

Worship the Lord in the Beauty of Holiness," "Jesus Welked This

Lonesome Valley," "The Lord's Prayer" by Helotte, 'Dear Lord and
TFather of Hankind," "I Want Jesuvs to Welk with le," "Teke liy Life and
Tet It Be," "Nobody Knows the Trouble I've Seen," and "Jesu, Joy of

¥en's Desiring® Bach chorale., 'Jesus Walkec This Ionesome Valley"

and "Jesu, Joy of Man's Desiring" are particularly helpful in learn-
2

ing the worshipful walk and run respectively.

1. Of. Hargaret Palmer Fisk: The Art of the Rhythmic Choir, pp.
51,52.
Cf. Margsret Palmer Fisk, "Religious Expression Through Rhythm,!
International Journal of Religious Education, Feb. 1952, pp. 8,9.
Cf. Hargaret Palmer Pisk, "PFellowship, Fun, and Freedom in
Creative liovement," Children's Religion, June 1952, pp. 16,17.

2. Cf. Vergaret Palmer Fisk: The Art of the Bhythmic Choir, pp.
8,11,11,16,38.
Cf. Hargerelt Pelmer Fisk, "Spiritual ~he
Iovement, ¥ International Journal of Religi
1953, pp. 12-1l.
Ci. Hergaret Palmer Fisk, "Let Your Faith Help You Relax,' Ad-
vence, Feb. 16, 1953, p. 1lh.

rapy Through Symbolic
gious Hducation, TFeb.,



51~

-

d., Hymn and Song Suggestions for the fhythmic Choir

The rhythmic choir uses varying numbers. Such selections
as "Holy Art Thou" by Handel; "C Holy Wight" by Adolphe Adamj; “Sanctus®
by Gounod; "idorship the Lord" by ionsell; anc "Psalm 150" by Cesar

1

Franck are adaptable for processionals, Numpers that are slow and
readily interpreted by the choir are as follows: Mdhen I Survey the
wondrous Cross," Gregorian - Mason; iy Faith Looks Up to Thee" by
Lowell Hason; "ive Maria' by Schubert; "The ILord's Frayer!" by HMelotte;
How Every Tongue Adore Thee! by Bachs es Joy of lMan's Desir-
"How Let Every Tongue Adore Thee' by Bachj; "Jesu, Joy of lMan's Desir

4

ing" by Bach; "Agnus Dei! by Bizet; and "I Wonder as I “Wander,"
2
Appalachian carol.

Numbers that have more musical variation and thus present
more variation in rhythmic movement for the choir are as follows:
"Cherubim Song" by Boriniensky; "Angels e Have Heard on High," carol;
"fussian Faster Alleluia by A, R. Gaul; "Gloria in Excelsis Deo and
"Aleluia® by Hozart; and "de Will be ilerry - Zlleluia" by Praetorius -

3
Marryott.

Music for dance - dramas from which the choir may interpret
parts are: "Seven Last Words' by Theodore Duboisi ¥Ruth' by Cesar
franck; "The Planets" by Gustav Holst; "In the Beginming" by Adaron
Copland; "Jeremish Symphony! by Leonard Bernstein; and "Job" by

i
Robertsa Bitgood,

Cf. Mergaret Pslmer Fisk: The Art of the Rhythmic Choir, p. 3.
Cf. ibid., pp. L3,hL.
Cf. ibid., p. Lh.

Cf. ibid,

W o -
.

KAy
.
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The choir may during thelr practice sessions interpret

LY

many of the hymns that were suggested for youth, juniors, and

primaries. Christmes carols are alsc readily interpreted by the
1
choir and also by all age groups.
2., DPsalms
The Psalms are a good source for interpretation by all
age ~rouvd. Psalm 22 has a Polish-Jewish selection Eli, Eli based

on it that is useful for children. Iirs.Fisk also suggests Psalms

C.'

2
v to use for interpretation.

-

_;.)

27, 100, 11,9, and 150 as being eas

3. Parables
The parables of the Bible take on new life when they are
experienced through creative rhythmic movement. The parable of the

Good Samaritan is easily interpreted even by primeries. The Lost

Sheep, The Prodigal Son, and The ¥ise and Foolish Virgins all lend

3

themselves to interpretation.

L. People of the Bible.

There are people in the Bible that may readily be used

1. Cf, ibia.

2. Cf, Margaret Palmer Fisk, "Spl?lLLal Ther
FHovement," International Journal of Relig
1953, p. 13.

Cf. ¥argaret Palmer Fisk, "Religious Expression Through hythm,"
International Journal of Religious Bducation, feb. 1952, p. 8.
Cf. largaret Palmer Fisk: The Art of the Rhythmic Choir, p. LS.

3. Cf, Hargaret Pzimer Fisk, "Relizious Ixpression Through rhythm,”

Internationel Journsl of Feligious Education, Feb. 1952, p. 8.

v Through Symbolic
ous

rap 1
io Education, Feb,

Cf. Fargaret Falmer Misk: The Art of the Fhythmic Choir, pp. §3,5h.



for interpretation in creative rhythms., Scenes from the stories
£, o - 3

h, Deniel, and Ruvh, are natural material for use and when
interpreted these people teke on new life for the performer.  The

prophets also may be used in creabive movement. Likewise
the book of Job has bsen adapted for use and the writing sbout Boaz

1
and Davidls 1ife all have been used in rhythmic design.,

The Beatitudes are another source for use in rhythmic

2
expression, Then the love chapter, I Corinthians 13, may also be
3
used for interpretation, The creation narrative in Genesis provides

L
material that may be used in symbolic movement.  Another interpreta-

tion may be worked about "The Three Marys' based on John 19:25,
6. Ilements of Nature

For pre-school age children narticularly the elements of
nature are principally used Ffor their rhythmic expressions. These

N

bout in the group to relate their

Q,
jh)

are generally first talke

creation to God. Then the children create their dances using them.

Such things as raindrops, snowilakes, clouds, and sunbesms are used
g ps, > )

to portray weather. Then seeds, flowers, worms, cocoons or motvhs,

1. Cf. Hergaret Palmer Fisk: The Art of the Rhythmic Choir, pp. 5Sh,
76,102,103,10l.

2. Cf. Hargaret Palmer Fisk, "Religious Expression Through Rhythm,"
International Journal of Religious Hducation, Feb. 1952, p. 8.

3. Cf. Hargaret Palmer Fisk: The Art of the Fhythmic Choir, p. L5,
. Cf. ibid., p. 53.
S. Cf. ibid., pp. 66,67.
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butterflies, caterpillars, and birds of different types like the
bluebird, robin, and cardinal are interpreted and used along with

those things pertaining to weather to form a pattern or design by

g

ko]

the children.

D. Suggestions for Costumes

Children especially need something To 2id them in their

)

interpretations because it helps them to get over being self-conscious.
Pre-school age children like to hold something in their hends. Crepe
paper of varying colors mey be used to help portray rain, snow, or

wind, Or the crepe paper may represent sireams of water from the
2 .

rain or snow. Bird wings may be made of cloth of the appropriate
‘ 3

color for the birds heing portrayed. Colorful scarfs may be pinned
on the children's collars in back to 2id them in comprehending the
change from cocoon to butterfly. The children hang on to the ends

of the scarfs while portraying cocoons and let the scarfs trail be-
L

hind them when they are portreying butterflies., Iong sticks may

be used to symbolize trumpets when interpreting "Joshua Fit the
e

-~

Bavtle of Jericho.M

For the rhythmic choir of any age level Fisk recormends

1. OCf. Hergaret Palmer Fisk, "Nature's Easter Song," Children's
Religion, April 1952, pp. 16,17.
Cf. Yargeret Palmer ¥isk, "Religious Zxpression Through rhythm,"
Internationsl Journal of Religious Education, Feb. 1952, p. 9.

2. Cf. lMergaret Pzlmer TFisk, "Nature's Haster cong," Children's
Religion, April 1952, p. 16.

3. Cf. ivid., p. 17.

L. Cf. ibid.

5. Cf. Fargsret Palmer Fisk, "Fellowship, Fun, and Freedom in
Creative Movement,"” Children's Religion, June 1952, p. 17.
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the use of gowns or some uniform type of costume which gives the
1
participants a feeling of self assurance. The design of the cos-
tume should be thet which will add to the simplicity, grace, and
dignity of the members of the cholr. The skirt of the costume:
should be guite long and have enough fullness to add grace to the
dancer's movements., The costumes may be made out of such materials
as sateen, unbleached muslin, and poplin. For most worship numbers
white is a practical color to use, and overdrapes of varying colors
may be added to change the color effect and the design of the costume
2
as a whole. Costumes of blue anc gold are also effective for wor-
3
ship numbers. IMrs. Fisk describes the typical costume used by one of
her choirs as having "a fitted wailst, flared skirt, snd long sleeves

i

thet are either wide a2t the wrist or gathered.™

E. Examples of (Creative Rhythms at Various Age Levels
1. Pre-school
Since a child's grasp of 2 thing comes through what he
experiences in some form or another, it is possible to use this to
teach them to know God Who seemingly eppears to be beyond their

comprehension. As the children study God's creation they experience

5

a joy which they associate with God., The children in the spring
start thinking about seedsz in the ground so they curl up on the floor

- . . . . .

1. Cf. Hargaret Palmer Fisk, "Religious Expression Through Rhythmy'
International Journsl of Religious Education, Feb., 1952, p. 9.

2., Cf., Margaret Palmer Fisk: The Art of the Rhythmic Choir, p. Lb6.

3. Cf. ibid., p. L7.

. Ibid., p. L6,

5. ©f. Margaret Palmer Fisk, "Nature's Easter Song,'" Children's
Religion, April 1952, p. 16.



to be seeds, Then on a rziny day they take turns being seeds and
raindrops, the raindrops of course help the seeds to grow, thus the
children that are seeds stretch out a little on the floor. The
children that are raindrops may have crepe paper streamers to
trail along to give the effect of rivulets or streams. Then some
of the children may take yellow crepe paper and be sunbeams which
also cause the seeds to grow, so the children that are interpreting
the seeds begin to grow up into a plant sbove the ground. All the
time the children are doing their interpretations they are singing
or wmusic appro?riate for the mood is being played, thus aiding the
children in creating movements that are harmonious. Birds may be
added to the pattern; wWorms may come crawling out among the flowers;
and some children may be'cabzpillars that break forth from their

1
cocoons to become bubterflies.

After the children have interpreted these various elements
of God's creation then they may be seated and have prayer to thank
Him for all He hes made for ‘them. Fisk writes regarding an experi-
ence of this sort: "Those brief moments when the chilé senses a
wonder or fellowship beyond himself are the beginnings of worship

2
experience, ™
2. Primary

Some of the vounger primaries may enjoy doing creative

1. cCf. ibid. pp. 16,17.
2. Margaret Palmer Fisk, "Religious Expression Through Rhythm,"
International Journzl of Religious Education, Feb. 1952, p. 9.
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rhythms about elements of nature. Psalm 100 is appropriate to use
1
with this age group. The hymn "Gracious Spirit, dwell with me' has
a stanza that is approprtiate for symbolic expression. On the words
TSilent Spirit, dwell with me I myself would silent be,® the primsry
children may kneel or sit in their chalrs with hands together and
heads bowed. Then on the line "Quiet as the growing blade! they
cormence to reach up with their hands together in prayer position,
as they think how quietly 21l plants grow. "Which through earth
its vay has made,® leads them to continue raising ﬁheir hands to eye
level, and if in a sitting kneel to rise to z high kneel. Then
"Silently as morning light" motivates the primsries to rise to a
standing position with their arms lifted high up above their heads.
Lastly '"Putting mists and chills to flight" the children slowly let
2
their arms down as they think of the wonder of dawn and sunlight.
Thus by this experience, without any theologicsl discussion, the
children have been refreshed by the time of quietness, of centering

their thoughts on mystery, of reaching up in wonder, and of return-

g
3
ing to their present day exmeriences,
3. Junior

In 21l the interpretations given, Mrs, Fisk stresses that
they are only suggestions for a starting point and no matter what

age, preschool or high school, the individual shoulcd be encouraged

1. Cf' ibid', p. 8.
5. Cf. ibid., p. 9.
3. Cf. ibid.
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1
continuelly to do his own interpretations. Juniors especislly

enjoy interpreting Psalm 150 to Cesar Franck's music for the Psalm.

The 23rd Psalm has also been interpreted by Jjuniors, and this age
2
group has done an interpretetion of the Beatitudes. "Joshua Fit

the Battle of Jericho% is & favorite of the children for doing
creative movenent, The group is divided in half, One half of the
group form the battlemented wall of Jericho by stretching their arms
out vertically at shoulder level and touch forearms oI The ones on
either side. The other half of the group are the itrumpeters who
blow tﬁeir trumpets as theycircle around the wall. For the first
and second refrain Ycame tumbling down" is changed to "come tumbling

down? and this allows a greater amount of interpretation by the children

o

as the wall cracks, chakes, and begins falling apart. The trumpeters
have more time for cilrcling too, and then they stand victorious as
3

the wall has collapsed at the close of the song.
One suggestion Fisk makes for a group interpretation of
"This Is liy Father's World is that the group move slowly in a circle

as follows:

"and round me rings The music of the spheres' - those in the circle
break into turning planets.

"This is my Father's worldé® - circle design repeated

T rest me in the thought" - group kneels

"0f rocks" - reach out widely as if encireling a rock

"and trees" - look up, reach up, and rise

"of skies - reach high, heads back

o~ s o

1. Cf. ibid.

2. Cf. ibid., p. 8.

3. Cf. ibid.
Cf. lMergaret Palmer Fisk, "Fellowship, Fun, and Freedom in
Creative Movement," Children's Religion, June 1952, p. 17.
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"and seas' - lower arms, hands turned down

"His hend the wonders wrought" - look up, hands turned up, then

lowered again on ”Wrought.”l

In interpreting the'Good Samaritan'it should be kept in
wincé that time must be allowed for creating rhythmic patterns so that
it will not be merely pantomine., There should be a special rhythm
for the beating of the man and the man should have time for reactions
of writhing anc tossing in a rhythmic pattern. Then each of the
three men who approach the wounded men shoulc heve distinctive walks.
The wounded man should writhe in the inbervals between the approach
of each men who comes along. As the good Samaritan brings the
wounded man to the inn the mood is set for 2 climax which automatically
impels the children to identify themselves with the character and
2
actions of the Samaritan.
i, Youth
¥rs., Fisk's suggestions for interpretation for youth deal

nostly with presentations by a rhythmic choir. In interpreting the
Polish-Jewish "E1i,E1i" which is based on Psalm 22 the group may
start as a deep well of discouragment, This is done by being close
together in a group, &1l reaching vp, then lowering thelr arms into a
pit of their own making. One person interprets the showing of the

Torah and the salute to the Torah. Another interprets Christ on the

1. Cf. Margaret Palmer Fisk, "Fellowship, Fun, and Freedom in
Creative Movement," Children's Religion, June 1952, p. 17.

2. Cf. IMargeret Palmer Fisk: The Art of the rhythmic Choir, pp.
53’ Sh-b
Cf. Margaret Palmer Fisk, "Religious Expression Through Rhythm,"
International Journzsl of Religious Education, Feb. 1952, p. 8.
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cross as he stands with arms extended while the rest of the group
crouch low as he cries out "ihy hast thou forszken me?" Then the
group continues to portray their growing faith which they know comes
from God 2lone. They may sing a closing hymn like "Yea, the Lord
is One" while they stand in a circle with arms raised and faces
1
turned upward., Youth enjoy interpreting "Jorship the Lord in the
Beauty of Holiness,! "Jesus Walked This Lonesome Valley," and "The
Lord's Prayer" because these hymns have such z depth of feeling.
Young people can enter into hymns such as these and thereby express
2
their deepest feelings end desires., The hymn "Dear Lord and Father
3
of lMankind" has a stanza that is appropriate for rhythmic movement.
First, one is 1told to think of a concern they have anc¢ to place it
imaginatively on their palms which are turned upward before them.
Then to the words "Drop thy still dews of guietness' the head is
slowly bent down and the arms are lowéred as one commences to kneel
and then on "'Till a1l our strivings cease. the individual lets go
every tense muscle of neck, back, and arms anc sinks to a low kneel
with hands resting on the floor. Following this the line, "Take from
our souls the strain and stress," suggests a movement of straighten-

ing uvp and the next line, "And let our ordered lives confess,'" brings

on a movenment of greater height so that one rises from a kneeling position

1. Cf. largaret Falmer Fisk, "Spiritual Therapy Through Symbolic
Movement, " International Journal of Religious Education, Feb,1953,
pp. 13,1kL.

Ccf. ibid., pp. 12,13,

Cf. Margaret Pelmer iisk, "Let Your Faith Help You Relax," Ad-
vance, Feb. 16, 1953, pp. 1k,15.

Lo N
.
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to a standing position with arms railsed upward. Lestly on "The
beauty of thy peace.! One Jjust lets the srms dowm slowly until they
rest at one's sides while one continues to have one's vision focused

high,
F, Sumary

This chepter purposed to present practical suggestions
for a program of creative rhythms in Christian education. In order
to use creative rhythms effectively in the Christian ecucation pro-
gram it was found that gualified leadership is essential, One of the
leading quelifications for effective leadership is found to be
spirituality. This is important so that the leader may project to
the group that attitude of worship and adoration of God that is so
necessary in the art. The leader must have a perscnel relationship
to Christ., Other suggested qualificztions were creativeness and
enthusiasm, These are necessary on the part of the leader so that
he may elicit from the group these same characteristics which are
so essentizgl if a truly original rhythmic design is to be produced.
Lastly it was noted that the leader needs to be qualified in techni-
cal training. That is, the leader should know modern dance technigue
because creative rhytlms are based on it, However, there are few
people in the church who are technically trained in this field.
Religious educatlon scheols zre only beginning to offer religious
dance in their curriculum. Thus, an alternate plan has been sug-

gesbed by lrs. Fisk. The plan is to use a technically
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trained person along with a church leader. This combination is
called co-operative leadership.

The greatest aﬁouni of material that was suggested for
rhythiic interpretation was found to be hymns or songs. Specific
suggestions were given for primaries, juniors, youth, and the
rhythmic choir, The Psalims were noted to be another source of
useful material for creative interpretation, also the parables.

41

the Bible take on real life for

—

t was disclosed that people of
children as they interpret such characters as David, Joseph, Daniel,
and Job, as well as others. Furthermore it was disclosed that the
Beatitudes, the Creation narrative, the love chapter, I Corinthiens
13, and the "Three larys" based on John 19:25 are other Bible materi-
als that are adaptable for rhythmic expression., Lastly it was

found that for pre-school zge children the elements of nature are
most eppropriate for them Yo use in creating patterns.

Several examples were found for varying age levels. in
account was given of pre-school age children interpreting in detail
the weather elements cormbined with growing flowers, flying birds,
crawling worms, énd shedding cocoons., For the primaries an illustra-

tion of the hymn "Gracious Spirit, dwell with me" was given in full,
Tor the juniors an exemple of how To interpret "Joshua Fit the
Bettle of Jericho was given. Another illustration for Junior
level was the portrayal of "This Is Iiy Father's World." The parable

of the'Good Samaritan" was another illustration found to be applicable

for juniors. Then for youth an interpretation of Psalm 22 was given .
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Lastly, the hymn "Dear Lord and Father of Hankind" was found to

Lo

have movenment suggestions that would be useful for youth.
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SUMMARY AND CONCLUSION



CHAPTER IV
SUMMARY AND COKCLUSICH

.

A, Summary

In this study a surVéy was made of the factors and values
in creative rhythms in secular education. These were compared with
those in Christien education. This was done to discover how the
mediwn of expression could more fully be used in the Christian educa~
tion program. Since the main concern for the thesis was in the area
of bodily movement the mein leading secular autvhorities consulted
for that area were Watermen, Martin, Dixon and Delima, while Fisk
was the only authority to consult in Christian education.

A survey of the primary sources of creative rhythms in

A
secular education was made as a background for the study in Chris-
tian education. In secular education the art was found to be rel-
atively new and was generally combined with the other arts in the
curriculum for the teaching of it. Secular education has defined

the terms for the art, which is most generslly referred to as rhythmic

[}

movement, Next in the study basic forms of movement were noted and
following this, combinations of rhythmic movemsnt were disclosed.

It was found that the voice and instruments of all kinds are used

for accompaniment to the movements. In secular education the values
found for the group were: vicarious experiences, group consclousness,
sharing of experiences, & aring of emotional capacities, and

lessening of differences. The principal value for the teacher

=6l



was noted to be

puplils. TLastly

learning, wndersten
ing of self were revealed.
With this esteblished, a survey of the book and magezine

O

articles on the uss of crestive rhythms in

L - m L3 1~ ] 3 o~ ,:. ca
undertaken., The findings in Christien educa

those in seculsr educetion. In the survey it was disclosed that

religious dance has existed since the Church began and even before

that in €01ld Testement times., Christizu educetion hes more terms

he movements of the hands, the eyes, the

jos]
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3
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kneel, the 1ift, and the welk are 21l added or chenged from secular

edvucation so that a2 feeling of exeltation may be produced. The
study found thet the rhythmic veriations in Christisn education

are formed on the =ame besis as those in secular education, That

is, rhythmic variations are produced by veriation in time, veriation

L. . s . y T . .
in intensity, end verisgtion in space pettern, “the azccompaniment in

enerally used Tor reading scripture or singing in Christian
education, whereas in secular education it may be used to produce
any audible sound. The wvelues for creative rhythms in Christien

education zre the gzme as those in secular edvecation bhesides s11

O
s
<t
)
(O]
[$»]
3
g
&}
ct
=
D
<
O]
j—
-
]
6]
[eb]
=
[©]

the many spiritual types of velues.

social growth, therapeutic sid, sharing of creations, group
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of Historical Theology, Pacific School of religzion, Berkeley, California
Says:
A new understanding of freedom of wors?
Fisk an ic Choir. More impor
worship ‘e“1exce of this freedo
een no rience comparabls to that gei

. s
1n TnLs

",..1ls especially importent today when people are reached more by

they see than by what they hear.!
In conclusion one finds that crestive rhythms are worthy
of further experimentation in the Christian education program. Through

the medium

8 broader use of the art in the Christian educet

1. The Bhythmic Cholr, The First Congregational Church, Tacoma
Yashington, (folder).
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