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INTRODUCTION 



IFTRODUCTICI'J 

.1.1. Stc.tement of Problem 

Creative rhythms nre being utilized increasingly in the 

currici.1~1JJil of secular education. Ths values th.s. t a.re derived from 

ths use o.f this medht.n of expression for the 5_ndiv-:Ldual snC:. the 

grotl~p c~re gen.erc._l12r recogniz2d b)r edltcators, brtt in ~~h·?: fielcl of 

Christic:tn edt,_cz_tj_on thes~3 vallles c:.re only· begj_nnin,s to be reco;z11ized. 

rhythm.s 

Chri_ ~;ti en th11.s sGe}c to di..sco-;.rer 
• ,co 
l..L c:nd ho-, crec:.ti ve 

B. Deli:rd .. tatj_on of the Pro'blern 

Creative rhyt~JillS 2.re colrcposed of sever2l art media. 

Cl1ristian echlcc,tion b.a.s c~c1opted a11 exten.sj_\rs 11.se of rnost of these 

The only 

are2. ths.t has not besn r:::cogn:Lzed :end 1J.se6 fully is that of rhythmic 

Therefore in this thesis the con<?iderat:Lon of th:Ls area 

of c::c>eati ve rhyth:i1::-; ~~ill be dec:Jj:, -;~i th T:1ost e:A-tensi vely and the other 

rb.ythraic r:1overaent. 
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C. l-'iethod of Procedttre 

In the first ch2.pter 2. survey of cree.tive rh~rtbrns in 

secv.lc:.r educ2.tion <'ill 'be r.1ade to discover in detail all the factors 

:Lnvol ved in cmd the vnlues ot,tained from the art medht::l, Then in 

·the soco11d ch.::~nter a historic&l Sllr"~TeJr o:~' the Llse of the rncdirun in 

fe.ctors ancJ v2.lues o-r crea.ti ve rhythns in Christ:Lc:.n and secular 

chc-.Dter su.gge s~~io~n.s 1<~il]_ 

be given, also co;1crete exar;;nles o:~ its use at the ve.riou::: ace levels 

in the Christian education progrc;m "\Till be illustrated. 

D. Sources of Study 

The material in thG first chepter of this thesis Hill be 

prirnarj_l~r bc.sed on t1ain sov.rce book:s i11 ·~jhe field of creative 

rh:rtrJns. l1ost o= the text 1)ool~s i1sed. for reference 2-rle prirnary 

sources since the c-cuthors have 1·:rri tten about their o-:m experiences 

or those of the children vTi th uhom they have Korked. These authors 

are considered to be t:1e lec;.ding c:.uthorities c:r:cd their n2 .... 11es -:ill 

be seen ~-nc1llded. in "tl1G conten.t or bibliogl~a})hy of 11cc:rl~r all booJcs 

cle2lin;; '~ith creative rhyth.ms or creative arts. 

In the section of the first che.pter dealing 1Ti th bodily 

references cited. Other cnithors, si11ce tl1e:r d_ec.l 1:i tl~ the su.bj cct 

of creative rhyt1D11s in more gener;o.l terms, merely include bodily 

movement in thei:c book:o ~:hile the t·h'O author::. mentioned stresE 

nainly the bodily movenent aspect of creative rhy'clli11s. 
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.At t11? present tirr!.e th·::· onl~~ av-ailable boo1-: co11cernlng 

of tl-ce ?bythmic Choir. In her book, hmvev-er, J:,1rs. Fisk quotes rr,any 

of a."~J:thori tie: in tl1e field of ed.lJCC·tion ·h;-bich ·Hill be 

used for reference. In addition to the book she has contributed 

magazlne articles on the same m bject. lOomis mentions i·~rs. Fisk as 

giving 1;ortht-rhile contrihutions in thc:; field of dance in the church. 
1 

She is the only Christian leader &'le Ttlentions in thj.s ;:;.rt are2. fl:rs. 

F:i.~:k has been tra.ined for her choreogrc-phic ;-:ork in seculsr education. 

Ee:r career dates from her senior year at Oberlin College ~•here she 

hc:,d opportuni t7 to 11se tl::le c~2nce c:,s rel:igious e~.;:_presslon. Then Ghe 

continued her tr2j.ning in dc;.nce at ·:.he Fni verd ty of Chica.go and c:t 
2 

the 'Tigman School locc::ted in Germany. }';ToF she is training leaders 

in this c:.spect of religious edi.Jcation. 

taught in many part::o of the country. She Fas on the faculty of 

r.::.eligious Drar,-,a 'Jorkshop held at Green lake, 1Jisconsin in 1951 

the 
3 

II 

In her husba.nd 1 s church she is active in directing rhythr:lic choir 

grOUJJS o Thus it can be seen she is Hell qualified to be conddered 

an authori t.y in thi~i field. 

1. 

2. 

hllY Goodhue Loomis, "The Arts in Religious Educc,tion, ll in Philip 
Henry Lotz, Orientc:.tion in Religious Education, p. llt7. 
The Pbythmic Choir, The First Con[regationc:l Church, Tacoma, 
1-Tashington. (folcer) 
Cf. =::argaret PsJ..mer Fis1:, "Religious E::-..--pression Through F.hyth..'11, 11 

Internationc:.l Journc:,l of Religious Educc:-'c.ion, Fee. 1952, p.B. 
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CHAPI'ER I 

CREATIVE RHYTHMS IN SECULAR EDUCATION" 



CI-IAPrEH. I 

CREATPT.8 P.RYTH11S IN SECULAR EDUCJl'l'ION 

A. Introduction 

In order that the reader may understand "'hat creative 

rhythms are and hoH this medium of expression is used in the field of 

education, the use of creative rhythms in secular education 1-Jill be 

investigated. This study \·Jill serve as an orientation to the use and 

values of creative rhythms in general. 

The method employed in this chapter 1dll be that of 

analyzing ano comparing the writings of le2.ding authorities in the 

field to discover the various elements of creative rhythms and the 

values obtained through the use of them as indicated in the introduc­

tion. The area of bodily movement \·:rill be dealt 1;Jith most extensively 

because it is the e..rea of greatest concern in this project anC:i other 

areas idll be included oP~Y in those instances in ·Hhich their inclusion 

-vrould enhance the understanding of bodily movement. 

It is e}.."Pected that the contents of this chapter, together 

1d th that of the second chapter, vdll form a basis for .~mggesting 

further use of creative rhythms in the Christian education progrrun. 

B. Factors Involved in Creative Rhythms 

1. Clarification of Terms 

Hany authorities agree that the phase of creative rhythms 

comprising bodily movement is variously termed. Terms l·ihich are used 
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interchangeably by authorities in the field in referring to bodily 

movement are: 11 symbolic movement, 11 "basic dance, 11 11interpretive or 
1 

modern dance, 11 11 rhythmic movement, 11 and "bodily expression." These 

terms >·rhen used in this thesis are synonomous in meaning. 

Although this phase of rhythm does stand alone, yet bodily 

movement, "llhich is ne1,r in the curriculum of secule.r schools toci.ay, is 

seldom a separate creative subject, but is usually inten...;roven ·with the 

other creative rhythms, such as painting, music, cla.y '"ork, and other 
2 

art forms. 

2. The Hedium of Expression 

In this phase of creative rhythm, the medi~~ 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 meclium; an internal expression. In other words, the 

feeling for rhythm as expressed in those external media is conveyed 

in a material separate and apart from the individual person. In the 

art of dance the feeling of rhythrn 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 Little Red School House, p. 174. 
Cf. C. Hadeleine Dixon: The POI·ier of Dance, pp. xi, 7. 
Cf. 1·1argaret Palmer Fisk: The Art of the Rhythmic Choir, pp. 3-h. 
Cf. John Hartin: The Dance, p. 9, 24. 
Cf. Elizabeth l;!aterm~m: 'l'he Rhythm Book, p. 8. 

2. Cf. De Lima, op. cit., pp. 8, 174, 188. 
Cf. Victor D'~~co: Creative Teaching in Art, Seventh Edition, 

p. 5. 
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integrated 't·7hole of mind, boqy, and emotions and thus the form of 

rhythmic movement produced comes from the total being. 'rhis integra-

tion formerly Nas not recognized in the history of dance. Since it is 
1 

so often combined ui th the other arts it has been narned Dance .Arts. 

TI1e instructor's real concern is to aid the individual in 

resolving meaningless associations Yhich he has 11i th dance, so that 

he may henceforth rely upon impressions from his oYn enviromaent and 

from the condition in 1-Ihich he finds himself. In thiE: 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 \·:ithout compromise. Hence the body 1>rhich is a 

good instrument of expression must have something clear to say and 

then the emphasis comes on the movement, that is, the saying of it in 
2 

a convincing manner. 

TI1e easiest and perhaps the most complete experience in 

rhythm that may be given is that of bodily movement. The reason is 

that to master bodily movement one does not need to learn the mastery 

of a ne1·r instrument, for the instrument usee!. is the body. The experi-

ence is active rather than passive because the body enters completely 

into it. This affords opportunity for the great aJnou.nt of the motor 
3 

memory upon Hhich a sense of rhythm is built. 

1. Cf. De Lima, op. cit., pp. 8, 129, 17L 
Cf. Dixon, op. cit., pp.7-8. 

2. Cf. De Lima, op cit., p. 18.5. 
Cf. Dixon, op. ..... 

Cl. v., p. 8 • 
3. Cf. ':'Jaterman, op. . ... 

Cl. v., p. 8 
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3. Basic Forms of Rhythmic hovement 

Rhythm is everyvJhere. Awareness of rhyt'b..m generally comes 

so unnoticeably, hat-rever, that it is difficult to discern any con-

scious process of developing a sense of rhythm. For insta.nce, a 

baby 1 s vmving and batting of hands and feet, as well as the noises 

of the voice, are a rhythmic play anci anyone seeing such has seen 

rhyth .. rn in the making. If one traces the movements of this baby after 

a year 1 s time, one notes the baby has coordinated these seemingly 

uncoordinated movements into locomotion anci the voice noises have 

developed into speech. At this time it is far easier to see and 

hear the child 1 s rhythmic unity e.A.-presseC:. in the body. lJuring the 

first fevr years of life the processes of locomotion and speech begin, 

an amreness of rhythm begins to develop, and a sense of rhyth..rn 

begins to function. Occasionally an adult can remember some early 
1 

awareness of rhythmic expression. 

1'veryone experiences movement such as slfringing the foot 

1-Ihen in pain or 1·1alking on the cracks in the sicie'tiB.lks. f3ound ex-

periences may also be transformed into movement as in 1·ralking to 

band music, breathing to the ticking of the clock, or going to sleep 

to the beating of rain drops on the roof. Hovement experiences may 

also be translated into sound, as l·ihen one m·:ings to hear the sqeak-

ing of the porch s':..ring, or runs through tall grass to hear it rustle. 

Visual experiences also may be put into movement. 'rl1e push-pull 

• 

l. Cf. Berna}:'d s.. na·son :. . Drums, Tom toms, and h.at tles, p. 16. 
Cf. \-iaterman, op. cit., p. l. 
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movement seen as one scrubs clothes, or the swinG and sv>ay of the 
1 

broom seen in sl·reeping may be imitated. 

Hovement is the medium in ·which one lives one's life both 

in internal physiological mechanisms and in outward behavior. For 

it is by movement that one dresses, ee.ts a. meal, catchef.; a bus, and 

goes about the daily tasks of living. Host of these movements are 

so habitual that one is hardly aware of them. There is something 

to be done and the logical stepa are taken to do it. The body is 

equipped with a nervous system "Ihich functions solely for conveying 

reports of the senses about surrounding objects and conditions to 

the proper set of muscles so that sui table ac·c.ion can be taken for 

these circtm1stances. These processes do not always operate in so 

orderly a manner. For example, Hhen one hears a strange or sudden 

noise one may react 1·rith a combination of completely irrelevant 

movements, such as jumping up or grabbing one's head, or flapping 

one's arms in the air. A similar process of irrational movement 

may result 1-1hen sudden good ne-v;s is received and one 11 jumps for joy". 

One may hug himself or skip arouno the room, or hop up an<'i do"t-m 

even thou3:h these movements have actually no bearing 1,;rhatsoever 

upon the neHs. ',-.}hat is the cause of thiE:; t;;;1)e of' movement? The 

keyed up emot.iona..l.. state causes the nervous sy::;tem to charge the 

muscles 1-'ith impulses to move and with no time for deciding upon a 

particular movement they must burst forth. T'nese motor impulses 

1. Cf. 1iaterme.n, op. cit., pp. 1-2. 
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break through vli thout having any planned direction just like the 

flood ·Hater breaking through a dam. There is a consistency in these 

movements, hmrever, in that even though they are irrational they fit 

the emotional states that prompt them. One does not Falk the floor 

holding his head uhen very happy nor does one hop arou11d Fhen very 

vJOrried. The movements have in them the essential nc..ture of the 

emotional state even though they are not rationally directed and 
1 

mean nothing specific. 

The natural 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 end comprehen<ied of the rhythrnic forms. E'er example, 

when a march tune is played, there 1·:ill soon fello-e: the stamping of 

feet, -vlith faces illumined. ·Fith m·:arene.ss o.f it, because walking is 

certainly one of the most prc..cticed rhythmic movements. Poetry and 

music both have the same beat as there is in 1falking. Hith this as 

a common pulse, it is easily seen ho1.,r the i·Talk or even beat forms a 

background for other types o.f movement experiences Hhich have a 

different time or intensity. The understanding, or grasp of this 

core of rhythmic experience, the waD(ing beat or even beat, largely 

determines the understanding of rhythmic experie_nce a person may be 

able to develop. The more readily familiar elements can be related 

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

• 

l. Cf. D'Amico, op. cit., pp. 3-5. 
Cf. Hartin, op. cit., pp. 7-9. 
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1 
elements can. be added or included ui thin the sp;:m of attention. 

T'ne other basic forms that comprise rhythmic experiences_, besides 

the "tvalk or the even beat, are the run, jump, hop, and leap. The 

uneven beat includes the gallop, slide, and skip. These all form 

the locomotor movements of rhythmic movement and they may be used 

alone or in combinations for variation. The body movements include 

bending, stretching, st>ringing, Si:Iaying, turning, t>oJisting, rising, 

falling, shaking, and beating. 'I'hese movements may be used individ-
2 

.ually or in combination. 

h. Variations of Hhytbmic Hovement 

l~hen the inoi vidual has an understanding of the aforemen-

tionea rhytluilic patterns, then hi3 comprehension of rhythrn. becomes 

clarified. Follo1-:ing this one must be made a1-mre 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 c:n-rareness of greater 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, Hood, paper 
3 

and paint. 1;lhen the indiv-idual applies his understanding of rhyth-

mic movement to other media of eX'_pression he increases his o-vm sense 

of timing and intensity in rhythm. This is made possible through 

• 

1. Cf. 1;Jaterman, op. cit., p. 6. 
2. Cf. He.rtin, op. cit., p. 9. 

Cf. ~"Iaterman, op. cit., p. 106 
3. Cf. Ipid_., pp·., 6-7. 
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integration of the arts because things that have potentiality for 

becoming poHerful in expression irlill not become monotonous but vdll 
1 

have a richness of rh;ythmic variation. 

Since consciou:mess or aHareness o.f the moving body is the 

primary source of inforrnation concerning rhythm, then the rhythmic 

movements become the foundation upon vrhich one ma.y build and deepen 

his understanding, appreciation, a.no experience in rhythm. They 

become useful in the proportion to T-Ihich one is a~-Jare of them, able 

to distinguish them, and also lmoH them by their incii vidual names. 

\'ihen each basic movement is connecte<i Fith ·L,he name for the movement 

from the start then this is a great step toward the motor learning of 

it. ..Ul of the various rhythmic elements may be experimenteci vith in 

order for the greatest scope of variation in the timing ano intensity 

of movement to be comprehended. The best Fay for children to learn 
2 

this is by experiencing it for themselves. 

As the separate units become understood and sorr..e-vJhat mastered, 

they shoul6 then be combine<i constructively to make patterns. One of 

the general a.i1ns of physical education should be kept in mind at all 

times. That aim is to make it a habit to produce the kind of move-
3 

ment \·Jhich is Hell coordinated I·Jell-extended, and free and natural. 

Three factors enter into variations in movement. The first 

factor is the tirning variation, 1,:-hich includes tempo and duration. 

1. Cf. Hartin, op. cit., p. 21. 
Cf. Haterman, op. cit., p. 7. 

" Cf. 1tfa.terman, op. cit., p. 9 c.. 

'" :cf. Ibid. ..... 



The second factor is the intensity variation, 1-:hich includes the 

states of intem_;ity from relaxation to tension, ano the employment 

of those states in expression. 'l'he third factor in variations of 

movement is spacial variation, or pattern me>Jdng. \'ihen one combines 

various locomotor movements, bodily movements, tinung variations, 

intensity variations, anc spacial variations, then nuraerous possi-

bili ties ril8.y result in the making of patterns or creation of rhyth-

mic movements. These nurnerous possibilities for variation are a 

factor in the popular use of the body as a means of art expression 
1 

in secular education. 

5. PJwthm R&.ised to Art Form 

Jiny emotional state such as joy, worry or fear tends to be 

expressed in movements 1rrhich may not be particularly useful, but 

nevertheless do reflec;:, the ;::;pecific character and qua~ity of the 
2 

emotional state. 

1;Jhen rhythmic movements become raised to an art form they 

become the art of dance. The use of the 1-rord 11dance, 11 how·ever, is 

often avoided beccmse of the connotation it might have. 'l'he use of 

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

taboos c;nd does actually describe what is tEking place far more 

1. Cf. De Lima, op. cit., pp. 174, 186-188. 
Cf. Dixon, op. cit., pp. 3-lr, 13. 
Cf. Hartin, op. cit., pp.6, 21. 
Cf. ~'iaterman, op. cit., pp. 9-14. 

2. Cf. Hartin, op. cit., pp. 9-10. 



-10-

1 
accure.tely. Either 'tvor<i will be used here, however. 

This rhythm or dance divides into tv.'o natural major catego~ 

ries. The first categor-.r is the dance Hhich is done for the emotion-

al release of the individual dancer Hithout any regard to the possi-

ble interest of the spectator. ·rhen the second category, l<hich is 

largely an outgrm-Jth of the first, is the rhyth.11 vJhich is done for 

the enjoyment of the spectator. It may be done as an exhibition of 

sldll, as ·a means of telling a story, as the presenting of pleasur-

able designs, or as the connnur.ication of an emotional e:x.--perience. 

Both of these categories have an important place in the \·Jhole pic-
2 

ture of rhythm. 

6. Accomp2Jliment to Rhythmic Novement 

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 transmitting 

the inner rhythm of eA.~ression. The reason for this is that both 

speech and movement are motivated from the same source and at the 

same time, thus yielciing a more common unity of ·Horker a.'llCi. medium. 

"Scientific studies of speech shoK decided tendencies toHard 1.mcon-
3 

scious individual, racial, anci. emotional rhythms. 11 h'hen speech 

accompanies any other part o:f the body there exists a basic rhythmic 

1. Cf. 1-:iartin, op. cit., p. lOS. 
Cf. i;Jaterman, op. ,cit., p. 9. 

2. Cf. Nartin, op. cit., p. 21.~. 
3. \'laterman, op. cit., p. SO. 
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correlation that makes each movement become almost an audible dance. 

'fhe voice c-,.ffords 'Hide range for accompaniment to body move-

ment because of the variety of souncls that it can make. Some varia-

tions a.re the high-pitched .falsetto, a throaty gut.terai, a tHangy 

nasal, a clea.r heady oral tone, or a resonant deep pectoral quality. 

lw.though the same \·rords are uttered, for exaxnple one's name, yet the 
I 

various sounc5.::: Hill produce var;y--ing bodily movements. 

Tlus is true because there is a close relationship between 

music and movement. It is but a common tendency for dynamic move-

ment to produce sound, and for emotional intensity to produce vocal-

ization. An illustration of this is found, for example, in a person 

1·Jai ting for a letter containing special nevJS. \'hen he receives it 

he naturally releases some squeal or sound of joy and at. the same 

time he m2.y jlllnp or make some other bodily movement to relec:.se tlus 
2 

inner intensity of emotion. 

Because of this, music probably evolved from the increasing aHare­
ness of the percussive and melodic possibilities i'Iithin man and 
1·l'i thin the animals a.bout him. Existing in time and motion as 
music does, it is ah1ays &'1. adventure into the unforeseen of 
sound and silence. It ct=m never be encompassed like a spatial 
-:-.rhole but lives only in successive moments of avmreness. 3 

This ir,; true also of movement. 'J.'herei'ore it is perhaps one of the 

reasons 1-1hy music and movement go together to form a deeper and more 

lasting rhytbmic expression and experience. 

l. Cf. ~bid., p. Sl 
2. Cf. Hartin, op. cit., pp. 8-9. 

Cf. 'laterme.n, op. cit., p. 55. 
3. ~.Jaterman, op cit., p. 55. 
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b. Other Instruments 

The voice is the best accompaniment because of the unity of 

relationship bet1-reen the voice and the bociy movement; hm.,rever, a far 

greater variety of instruments certainly may and can be used. The 

types of instruments are varied, such as the percussion instrwnents, 

wino_ instrmnents, stringed instrmnents, and metal instruments. Per-

cussion instruments are the type that are closest to movement. The 
l 

rattles are the first in this group. 

C. Values of Creative Rhythms 

l. Values for the Group 

a. Vicarious Experiences 

According to Dixon and Martin the group may vicariously ex-

perience the emotional eAlPeriences of the individual(s) performing. 

As the individual expresses every emotional state in movement the 

iP..herent contagion of bodily movement automatically makes the onlooker 

feel sympathetically in his 01-:n musculature the exertions he sees in 

the other. Thus one may, through the group, vicariously experience 
2 

things that one vJOuld never know other-rd.se. 

b. Group Consciousness 

Authorities in the field, Dixon, De Lima, and b:ason, 

point out the value of group consciousness. An individual 

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

1. Cf. Ibid., pp. 55-56. 
2. Cf. Dixon, op. cit., p. 3. 

Cf. Hartin, op. cit., p. 105. 
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creative rhythms experience more of a sense of belongiug to ·Gaat, 

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

sciousness. At this time real creative po-vJer usually becomes evident 
1 

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

filled a community function of unsurpassed importance in that 11It 

seemed to un.i te the people to develop a feeling of group strength 
2 

and solidarity. " 

c. Sharing of Experiences 

A conclusion held by nearly all of the authors in this field 

is that bodily movement is a means of sharing one's deepest inner 
.3 

ex-periences liii th one 1 s contemporaries. Hartin explc;.ins that the 

individual is able to convey to others through body movement 11 some-
L 

thing of :b..is o1m intuitive reaction >·:hich is too deep for >-Jords. 11 

In some cases children 1,rho may never excel in language expression 

may, through bodily movement express their complete personalities; 

when this eA~ression is appreciated by the group the consequent 

grov~h of the children indirectly strengthens the group • 

1. Cf. De Lima, op. cit., p. 131. 
Cf. Dixon, op. cit., p. L~. 
Cf. Nason, op. cit., pp.l6-17. 

2. Has on, op. cit. , p. 17. 
3. Cf. De Lima, op. cit., p. 187. 

Cf. Dixon, op. cit., p. 11. 
Cf. Hartin, op. cit., p. 10. 
Cf. Nason, op. cit., p. 17. 
Cf. Haterman, op. cit., p. 6. 

4. Martin, op. cit., p. 10. 
5. Cf. De Lima, op. cit., p. 187. 

Cf. Dixon, op. cit., p. 11. 
Cf. Martin, op. cit., p. 10. 
Cf. l':lason, op. cit., p. 17. 
Cf. ~vatermen, op. cit., p. 6. 

• 

5 
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d. Sharin2: of En1otional Capacities 

The shc.ring of emotional capacities is a definite benefit 

to the group. Through such sharing, i·Thether as performers or spec-

tators, all of the members oi' the group gain increased ability for 

emotiona.l expres sian. Thus the group 1 s emotionc.l capacity for ex-
1 

pression is enlarged and enriched. 

e. Lessening of Differences 

'l1·i0 other group values of creative rhythioi.S vJhich are men-

tioned by Eadeleine Dixon are: (1) ir..ci.ividual differences are les-

sened or bridged through bodily movement; (2) bodily movement is a 

me,ans of lessening biases towa.rds "minority groups 11 in Junerica. 

The d.e.nce arts provide opportunity for analysis and understanding 

of differences -,_,:hich the children experience themselves in doing 
2 

bodily movement. 

2. Values for tho Teacher 

Nearly all of the leading c.uthorities in the field stress 

the opportunity Hhich the teacher has to lmoH the incii vidual through 
3 

this med:i..uJJl of self expression. ~·Jhen the teacher observes her 

pupils in creative bodily expression she can see the capacities 

the child possesses for responding to happiness, sorrovJ, and sharing. 

l. Cf. Dixon, op. cit., P· 5. 
Cf. l'~artin, op. cit., p. 2h. 

') Cf. Dixon, op. cit., pp. h-5. ~-
~ Cf. D1 imrl.co, op. cit., p • l. ...10 

Cf. De Lima, op. cit., pp. 129, 187. 
Cf. Dixon, op. cit., p. Y~. 
Cf. l-~a.rtin, op. cit., p. 10). 
Cf. ShaH, op. cit., pp. xi, 27. 



Personality disturbances are also evidenced through this expression. 

Thi.s is due not necessarily to the teacher 1 s ability to dra\-r out 

expressiveness, but rather to the pressure of inner feelings rrhich 

Hill not be repressed vrhen aroused by the subject being studied by 

the pupil. The teacher is also made ·aw·are of the fact that the 

pupil.s need to and. can resolve some of their m-m disturbances 
1 

through bodily movement. 

The teacher can learn from her pupils. The teaching of 

bodily movement is not only a "giving outrt but also a 11 taking in 11 

e:J...-perience. The things Fhich the teacher learns from her pupils 
2 

may be ad<:mted to later use in teaching. 

3. Values for the Individual 

a. Crystallization of Learning 

The interpretive dance is an effective means of c:rJstalli-

zing learning. It actually supports or carries out the theory that 

one learns by doing rather than by purely intellectual processes. 

T'nings 1·:hich the children have experiencec5. or e:A-pressed in the other 

art media may be e:A-pressed in body movement in a manner \·chich fixes 

the learning. From this vie1~'Point 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. Even concepts intellectually 

• • 

l. Cf. JJ:i....,""'(on, op. cit., p. xi. 
2. Cf. Ibid. P· 11. ., _,. Cf. De Lima, op. cit., pp. 185-186. 

n.c> Dixon, op. cit., p. 0 
v.J. • u. 
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apprehended by the child become much more meaningful 1::hen he has had 

an opportunity for overt expression. 'fhe more totally information 

can be e::q)erienced through bociily movement, the more completely it 
1 

becomes lmovJledge. 

In learning one progresses from the knmm to the unknown; 

therefore, • :"! "" • laeaf:;, I ac-es, or concepts <rhich are not relevant to the 

child's experience, have little or no meaning for him. Bodily 

movement is an area in uhich the neH material under skillful direc-

tion by the teacher may become crystallized. in the child's intellec-
2 

tual understanding. 

b. Understanding of Self 

One of the outstanding individual values of creative rhythms 

is that of self-revelation. Through bodily movement one may be 
3 

made ai·rare of one's ov:n personality disturbances. i\nother value of 

creative rhythms is not only the revelation to the child of his 

personality disturbances but also the assistance it gives hir.1 in 

solving these disturbances. Sometimes minor personality problems 

not evident to the child are negated through the 1nedium of bodily 

expression vlithout his knov:ledge of the fact. Cree.tive rhythms not 

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

1. Cf. Dixon, op. cit., p. 8. 
2. Cf. ShaH, op. cit. , p. 1Li.8. 
3. Cf. De Lima, op. cit., pp. 129, 183. 

Cf. Dixon, op. cit., p. xi. 
Cf. Hartin, op. cit., p. 105. 
Cf. Shaw·, op. cit., p. xi. 
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means of maintaining his present mental health.l Furthermore, the 

innate capacities of a child as 11ell as his disturbances, are thus 
2 

often brought to his mm consciousness in creative rhythms. Through 

bodily movement the emotional capacities of the child may become 

evident. The dru1ce is a me8.J.1S or channel by 1-rhich the child learns 

to develop his o~r.n capacity for intrinsic emotional experiencing and 

for external comprehension. After the child has become a1-rare 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 

3 creative rhythms. 

c. Enrichment of Self 

The leading authorities in the field of creative rhythms all 

stress the fa.ct that self-enrichment of the individual is experienced 

through bodily movement.4 Imaginations are developed as children 

• • 

1. Cf. D1.Arnico, op. cit., p. 3. 
Cf. De JJima, op. cit., p. 193. 
Cf. Shav:r, op. cit., pp. xi 

' 
105. 

2. Cf. D1lun:i.co, op. "+-
C~v.' pp. 129, 187. 

Cf. Dixon, op. cit., p. xi. 
Cf. 3haH, op. cit., p. x. 

3. Cf. D' Junico, O}J• cit., p. 15. 
Cf. Dixon, op. cit., pp. 5,7. 
Cf. ShaH, op. cit., p. xii. 
Cf. \·Jaterman, op. cit., p. 9. 

!~. Cf. D1.tUTI:Lco, op. cit., P• 1. 
Cf. De Lima, op. cit., p. 187. 
Cf. Dixon, op. cit., p. 5. 
Cf. 1Iartin, op. cit., p. 24. 
Cf. Hason, op. cit., p. 17. 
Cf. Shm·r, op. cit., p. xii. 
Cf. '.i'aterman, 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 aesthetic expression. 

Bodily movement develops the mind, the body, and the emotions. 

This total development enriches the child's life anC enables him to 
2 

live his acquired lmoHledge more fully. 

The capacity to experience emotional content by participa-

tion or observation in creative rhythms is also acquired through 

creative rh;ythms. The individual' c; otm gro-vrth in ability to express 

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

of expression. 

Another value to the inci.ivioual that comes through bodily 

movement is that of self-confidence. .As the child becomes more 

adjusted. to the group his self-confidence increases anc the group 

develops more confidence in hin1 as well. Bodily movement is effec-

tive in developing self-confidence because so many children see 

1-Jhat the others are doing and in their desire to do the saille things 

become a nart of the group. .As participation increases self-confi-
~ h 

dence increases. 

The element of joy or pleasure that the children.e~1erience 

1. Cf. D11unico, op. • L 
Cl."v., P· 14. 

2. Cf. De Lima, op. cit., pp. 187-188. 
Cf. Dixon, op. cit., pp. 3,8. 
Cf. Shav..T, op. cit., p. 14. 
Cf. l•Jaterm.an, op. cit., pp. 6, 8, 50. 

3. Cf. De Lima, op. cit., P· 131 
Cf. L'ixon, op. ._,_ 

Clv., p. 3. 
Cf. ShaH, op. cit., p. xii. 
Cf. l-lartin, op. cit., PP· 2L~, 105. 

l!. Cf. De Lima, ·.L pp. 131, 187. op. Clv., 

Cf. ShaH, op. 
._,_ 

CJ. Vo' p. 131. 
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while doing bodily movement is a value that contributes to their 
1 

personal enrichment. One of the la1·rs of learning, the la1-1 of effect, 

is instrcm~ntal here. The pleasantness of the experience increases 

the desire to learn and makes 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 

leaci.ing authorities; bodily movement is a way in 1-:hich children 

naturally express their e:z:::periences. Such movement is a channel for 

more complete expression of self because it involves the 1-.rhole of 

the person; there is a freedom of e:x-pression in the body that the 
3 

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

Bodily movement is a medium of expressing one's inner 
4 

thoughts to others as the nund is revealed through the muscles. 

As the child participates in creative rhythms directly, or indirectly, 

he develops a means of communication. 

• 

1. Cf. De Lima, op. cit., pp. 131, 187. 
Cf. ShaH, op. cit., p. 131. 

2. Cf. D'Amico, op. •.t. 
C~v., p. 1. 

Cf. 1-Iartin, op. cit., P• 24. 
Cf. Eason, op. cit., PP• 16, 164. 
Cf. ShaH, op. cit., pp. xi-xii. 

3. Cf. D1lll1UCO' op. cit., p. 2. 
Cf. De Lima, op. cit., pp. 129, 187. 
Cf. Dixon, op. cit., PP· xi, 7. 
Cf. 1-'J:artin, op. cit., PP· 9-10, 106. 
Cf. Eason, op. cit., p • 18. 
Cf. ShaH, op. 

. _,_ 
C~v., pp. X-Y.i. 

Cf. t"iaterman, op. cit., P· 1. 
h. Cf. DiY...on, op. cit., p. 5. 

Cf. }vl:ctrtin, op. cit., PP· 10, 105. 
Cf. ShaH, op. cit., P· 28. 
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Furthermore, the individual has the opportunity to share 

1·li th the group his appreciation of emotional capacity l·:hich is 

probably quite varied from the rest. The value here is that it is 
1 

an outlet for his emotional ca.paci ty. 

Through interrelation of the arts ths child is a.lso aided 

in eJ.-pressing himself. then bodily movement is rela.ted to the other 
2 

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

D. Summary 

In this chapter on creative rhythms in secular educa.tion 

the general phases of creative rhythms and the values derived through 

creative rhythms have been investigated and the findings from lead-

ing authorities recorded. 

First the factors involved in creative rhythms Here noted. 

\,Ji thin this category vras found the clarification of terms such as 

interpretive dance, symbolic movement, and bodily expression. Next 

the body was shmm to be the mediuin of expression for rhythi11ic 

movement. Another factor discloseO. Has the basic forms of movement. 

These forms i·Tere seen to be locomotor movements of even and uneven 

beat, such as the walk, the run, the hop, and other bodily movements, 

such as the hrist, the bend, the stretch. Variations of rhythmic 

movement Here found to consi<.;t of combinations of basic forms of 

1. Cf. Dixon, op. Cl~., p. 5 
Cf. Li.artin, op. cit., p. 24. 

2. Cf. De Lima, op. cit., pp. 185-186, 188. 
Cf.Dixon, op. cit., p. 11. 
Cf. l·iartin, op. cit., p. 24. 
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rhythmic movements, timing variations, intensity variations, spatial 

variations and pattern variations. Authorities stressed that 

rhytbmic movement 1.;-hen raised to an art form becomes dance. Tne 

last factor found emphasized was that of accompaniment to rhythmic 

movement, namely, the voice and musical instruments. 

The opinions of the leading authorities, it was discovered, 

1·1ere in general agreement concerning the many values in creative 

rhythm.s. The values emphasized for the group comprised vicarious 

e2~eriences, group consciousness, sharing of eAveriences, sharing of 

emotional capacities, a..11c lessening of differences. Values for the 

teacher stressed by most Hriters centered especially in the elements 

concerned in understanding of the pupils. Lastly, authors were seen 

to agree that the ve>~ues for the indi vicinal include crystalization 

of learning, understanding of self, enricr.Jll.ent o:f self, . and ex­

pressing of self. 
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CHAPTER II 

CREATIVE R.t':.'YTBJ:ilS IN CHRIS'I'l.AN EDUCATION 

A. Introduction 

With the use of creative rhythn1s in secular education as a 

background, this chapter on creative rhythnls v..-rill seek to discover 

the use of creative rhythms in the Christian education program. 

The procedure for this chapter -vnll be first to find out the 

use of creative rhythms in the past in the church; then to find out 

what factors are involved in the use of creative rhytbns in Christian 

education and to compare them with those found in secular education; 

and finally to discover the values that may result through the use 

of creative rhythms in Christian education end again to compare them 

w~th those found in secular education. 

As indicated in the general introduction the only available 

sources for reference in Christian education are material 1>1ri tten by 

Tisk. Therefore, the contents of this chapter will be obtained from 

her 1·rorks. 

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 Old Testament times. 

T'ne word dance is referred to seventeen times in the Old Testament 

and alHays favorably, dance being considered a definite part of 

-22-
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Horship. In Exodus 25 Eiriarn and the ~PTOmen danced and in II Samuel 6 

David led a dancing procession. As the Jel,"ish people make pilgrimages 
1 

to David's tomb in Jerusalem, even today they have dancing. 

Of the place of dence in the early Christian church, Fisk says: 

During the first five centuries of the Christian era, He see that 
dance Has recognized by the church as a natura~ way of expressing 
joy, a 111ay 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 comin2 of Christ, in the close 
spiritual bond betw·een heaven ano earth. 

During the early middle ages the people appreciated the sacred 

dance as a means of expressing their religion because the general 

culture 1·Jas not stimulating. Therefore, the reljgious arts 1-rere kept 

and fostered by the church at that time. As the sacred dance con-

tinued in the eighth and ninth centuries efforts 1:-:rere made to arrest 
3 

the degenerate fonns that were being manifested. 

The later medieval period Has a period of dramatic and 

emotional expression. Since the church had outlawed the degenerate 

secular forms of the O.ance, the church then decided to create its mm 

drmnatic portrayals. The introduction of choral songs, picturesque 

processionals and ceremonial dances became a means of influencing 
4 

people to participate in the church. 

During the Renaissance religious dance continued to prosper, 

although factors such as intellectualism had crippling effects upon 

1. Cf. Fisk, op. cit., pp. 22-23. 
2. Ibid., p. 105. 
3. Cf. raid., pp. 106-107. 
4~ Cf. Ibid., pp. 108-109. 

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

of the use of the sacred dance in either li.oman Catholic or Protestant 

churches. The Protestant churches were concerned -vlith the Heformation 

uhich had put an eno. to the functioning of the arts of painting, 

sculpture, and drama in churches. Thus the door ;,;cas also closed to 
2 

m1y use of religious dancing. 

Gradually, however, the use of the sacred dance is being 

revived in the church. Hissionaries often experience difficulty in 

trying to give a mental, philosophical religion, which lacks physical 

expression, to people of those countries l·:rhich have dance as a basic 

part of their cultuxal pattern. The nationals on becoming Christian 
3 

often express in movement their praise to God. 1ven in the United 

States the modern dancers, or professional artists, pick religious 
4 

themes for dancing bec<mse of the depth in the content. Fisk states: 

The art of the dance 1·ihich 1-ras born in religion, but which went 
through a period of spiritual mediocrity, has achieved. a nevr 
personal impact, a vdde horizon ano a philosophical depth. This 
art has a message for the people of this day because it speaks 
dirgctly from the spirit of the ciancer to the spirit of the observ­
er. 

This art is now being experimented vJith in the religious area 

as. colleges, camps, schools, youth organizations and smnmer confer-

ences have it as an integral part of their program. In .America 

creative movement vJas first introduced by ':iilliam Norman Guthrie in 

1. Cf. ibid.' p. 122. 
2. Cf. ibid.' pp. 133, 13.5. 
3. Cf. ibid.' pp. 1LJ-14.5. 
\ Cf. ibid.' 1h6-167. Leo PP· .s. Ibid.' p. 167 • 
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1 
1918 at St. Nark 1s-in-the-Bmvery, an Episcopal church in NevJ York City. 

The art has been increasingly used here since then but is 

still only in the first stage of groHth. The most prominent use of 

creative rh;ythm.ic movement is that oi' the rhythmic choir vJhich has 
2 

been developing only in the past tHenty years. 

C. Factors Involved in Creative Fhyth~s in Christian 
Education as Compared vJi th i)ecular Education 

1. Clarification of Terms 

Christian education has adopted the tenn.s used by 

secular education but 2~so has some terms of its mm. The term 

11 rhythmic 11 is often combined Kith other Hords to express the same 

thought in varying Hays. One finds "rhythmic movement, 11 11 rh;y-thmic 

expression,n 11 rhythmic design, 11 "rhythmic patterns" and "rhythmic 

interpretation11 all used throughout the book to refer to the bodily 

movement aspect of creative rhythms. HoHever, "symbolic movement, 11 

1Teligious expression, 11 11 interpretive movement, 11 11interpretive varia-

ions, 11 "religious dance, 11 rrsacred dance, 11 and ns;ymbolic interpretive 

movementn are also used synonomously Hith reference to this art. 

11Rhythmic choir" is used often but generall3'"" refers to c:. group taking 
3 

part in a >·mrship service of one kind or another. 

1. Cf. ibid., pp. 168-178. 
2. Cf. ibid., pp. 178-187. 
3. Cf. 1-larga.ret Palmer Fisk, 11Religious Expression Through ill1Ythm, 11 

International Journal of Religious Education, Feb. 1952, pp. 8,9. 
Cf. 1-largaret Pe.l.rner Fisk, 11Spir:i. tual Therapy Through S';}nnbol:i.c 
Hovement, 11 International Journal of Religious Education, Feb. 1953 
pp. 13,14. 
Cf. I'i:c:.rgaret Palmer Fisk, 11 Felloivship, Ii'un, and Freedom in Creative 
Hovement, 11 Children's Religion, June 1952, p. 16. 
Cf. Earga.ret Pal:mer Fisk, "Nature 1 s Easter Song, ll Children 1 s 
Religion, April 1952, pp. 16,17. 



-26-

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 Hord 
Hhich to many people may have a distorted connotation. Take the 
discipline, creative pm'll'er, and sacrifice in the term 11love. 11 

Christians knoH that 11love 11 is surrounded with radiant and con­
structive meanings. But to many people 11 love 11 seems sentimentally 
w-eak, selfishly possessive, and especially sex-centered. Yet 1-re 
hold to the term 11love, 11 as in J:lJ..rst Corinthians 13, because 
neither 11 charity, 11 11 concern, 11 nor 11 good Hill11 adequately convey 
its fuller mec:..ning. If the reader fincis himself thip_ldng of 
superficial or exhibi tional movements 1-:hen the uord udance 11 is 
used, he is urged to consider that this Hord has a long history 
of disciplined and consecrated use, and to accept a broad defini~ 
tion of dancing: rhythrnic movement with ~ nattern of exoression. 

Fisk further states that at present, because of the publics limited 

idea of 11dance, 11 the reference should usually be avoided for it could 

possibly destroy the chance for developinf, this art, vihich is the 
3 

oldest art in the vrorld. This sacred dance or expressive dance is 

that 1-rhich is a revival of interest in the classical Greek dancing and 

1-rh .. i..ch by free creative movement has gradually developed into a new, 

disciplined choreographic art. It is not like the classical ballet 

technique 1-Jith a~l its prescribed, stylized, periphery - conscious 

movements but it is a free creative art that has vision and convic-
4 

tion to combineuith the total body movements. 

2. The Heoiu:m of Expression 

In Christian education just as in secular education t.he body 

1. Of. Hargt,r.et pa~.er Fisk: The i\.rt of the R."l;ythmic Choir, p. 37. 
2. Ibid., p. 7. 
3. Cf. ibid., pp. 18,30. 
L~. Cf. ibid., p. 28. 
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is used as the mediu111 of expression for this art. However, in 

C'nristian education the human body is disciplined and spiritually 

well trained. It is advocated that the bodily movement be noble, 

reverently solemn and full of holy grace. Therefore, although the 

body is the accepted medium of the art, the body is secondary to the 

spiritual purpose of rhythmic movement. The primary factor is the 
1 

selfless giving of all the body to God. 

3. Basic Forms of R..lJ.ythmic Hovement 

In secular and Christian education the basic forms of 
2 

rhy-t,hmic movement are fundamentally the same. In Christian ec.iuca-

tion, hm·Tever, one ahrays guards against nonessential Ol\ ex..lJ.ibi tional 

types of movements cmc.i because of this there is a slight cha...'1ge in 

some of the basic forms. For example, the 1·Talk is done smoothly, 

"t·Jith chest and head up, hands and face relaxed, anc the v.reight for-

ward. The 1-1alk is extensively used in processionals but is also 

utilized in numerous religious dances. The nature of this 1-ra~k 

produces an atmosphere of assurance, dignity, an<i peace. Closely 

related to the i·;ralk is the smooth run Khich is often employed in 
3 

rhyth.rnic exprescion. 

In a 1-.rorsmpfu.l rhythmic interpretation the leap, as used 

in sec1uar education, is rarely utilized. Christian education has 

modified the leap to a 11lift. 11 The movements of exaltation are 

1. Cf. Nargaret Palmer Fisk: The .A..rt of the Rhythmic Choir, pp. 
8-11, 3.5-36. 

2. Ante., pp. h-7. 
3. Cf. Hargaret Palmer Fisk: The _t...rt of the Rhythmic C:r1oir, p. 38. 
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vital in a religious dance as nearly all dances have a high moment. 

Thus the lift 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 uplfard tilt of the head. 'I'hen 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 11lift 11 there may be preceding movements such as a 
·v;ride ~ling from an opposite position or a turning of the body 
that starts lo1.; and spirals up>·Iard into a 1!J..ift. n l 

The kneel, as it is termed, is another basic form that :i.s not 

c01mnonly used in secular education. The kneel may be controlled by 

lml:!ping the back straight and upright as one goes dmm sloHly. The 

boning of the heac. follm>Is the bending of the lr.nee. 1-Jhen rising 

from the h.11eeling position the first muscular impulse should start 

at the center of the lower back; then the shoulders gradually straight-

en, followed by the neck 1 s being raised until the hea.d is upright 

again. 1i'Jith focal attention fixed high one may then rise from the 

knees vertically vrhile the arms project indicating the final outlet 

of the upw·ard impulse. The lmeel has several ranges. There is the 

high kneel of meditation in which the head is slightly bent, the 

lo-vrer body lmeel expressing h1Lmili ty, contrition, and sorrow, and the 
2 

prostrate position of restless agony of repentance. 

The movements of the hc.nds are important in the rhythms used 

in Christian educc.tion. These movements should have simplicity be-

cause such simplicity brings unity of movements to the group and 

also because it leads the group to express a disciplined selflessness 

1. Ibid., pp. 41-42. 
2. Cf. ibid., pp. 38-40. 
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that points beyond the person to Gcd. The fingers should be to-

gether extended to direct attention to out1-rard movement. The 

curled fingers vrould draw attention to the individual. Extension 

of the middle finger lengthens the ha.11.ds while they move through 
1 

space and thus sustains the outward flm·r of expression. 

The eyes also play a prominent part in projecting feeling 

beyond the indiv-idual to God. The eyes should not i·mnder 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. 

4. Variations in Rhythmic Hovement 

The variations in rhythmic movement in Christian education 

are based on exactly the sruae factors as those in secular education, 

namely, basic forms of rhythmic movement, timing variation, intensity 
3 

variation, and spacial variation. 

5. Hh;rthm Raised to .A.l"'t Form 

The interpretations involved in forming patterns and de-

signs come through the elements comprising rhythmic variations and 

Hhen they are 1·rell coordi.."lated they become the art of dance. This 

factor in Christian educaticm is the same as that in secular 

1. Cf. ibid., p. hO 
2. Cf. ibid., l'. l;.l. 
3. Ante, pp. 7-9. 
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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 mm voice, as in secular education, but is 

generally the voice of anot,her Yrho may be reading or the many voices 
2 

of a singing or speaking choir. 

When creative rhythms are used in classes or groups 

principally as an aid to learning the voice may be used just as it 
3 

is in secular education. 

b. other Instruments 

Christian education just as secular education uses all 
4 

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 •·.Titten; however special new 

tunes may be created for a certain 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 wood~~nd instruments are effectively used as well. Records 

• • • • • • 

1. Cf. Margaret Palmer Fisk: The Art of the Rhythmic Choir, p. 19. 
2. Cf. ibid., pp. 45,53. 
3. Ante, p. 10~11 
4. 1\nte, p. 12. 
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sometimes are used as accompani1nent to movement. Then too, as in 

secular education, the-percussive instruments, particularly the drum1 
1 

or gong, are very effective. 

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

The values 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 sinularity is more evident. 

1. Group Values 

a. Social Growth 

Through group creative activity there is the opportunity for 

social grm·;th and development. hhen 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 

felloHship •·lith fellOi·J 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 groiring Christian f'ello1-1ship. 'l'hus the participants are able 

to experience that deep fello"t-Jship that comes through membership 

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

• • • 

1. Cf. Eargaret Palmer fisk: The Art of the Rhythmic Choir, pp. 
42-L~3,53. 



-32-

1 
the reality of the bond that unites them. 

b. Therapeutic idd 

For youth particularly, vdth their many emotional problems, 

group symbolic movement has proved to be a means of providing 

therapeutic po"~<rer. 'I'hrough this medium of eJ...1Jression there is a 

deeper union 1-Jith God and by P,is grace personality problems are 
2 

either solved or trc:nscended. 

c. Sharing of Creations 

In the group uhich can and may often be divided into 

smaller groups all enjoy and are grea~cly absorbed in the sharing 

of their creations. Smaller groups may -vrork on an interpretation 

of a particular idea, and at the so.rn.e time another small group 

may be developing movements i'or their thought and then they may 

all come together ano share the creations of their particular group 
3 

v..ri th all the other members of the large group. 

d. Group Cooperation 

Fisk stresses the value of group cooperation that groHs 

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

group has a specific place to Hork in and actions must be •·mrked out 

• 

1. Cf. hargaret Palmer ;B'isk, nspiri tual Therapy 1'11l~ough Symbolic 
Novement, ll International Journal of Heligious Education, ..:•'eb. 
1953, p. 12. 
Cf. Largaret Palmer Fisk, 11 Religious Expression Through ?.hythm, n 

International Journal of Religious Education, Feb. 1952, p. 8. 
Cf. 1·iargaret Palmer Fisk, 11Fellmvship, Fun, and J:i,reedm,l in 
Creative Hovement, 11 Children's Religion, June 1952, pp. 16-17. 
Cf. Eargaret Palmer Fisk: The Art of the 11hytbmic Choir, pp. 
12-13,17. 

2. Cf. Eargaret Palmer Fisk, "Spiritual Therapy Through Symbolic 
Hovement, 11 International Journal of Religious Education,Feb.l953,p.l2. 

3. Cf. Eargaret Palmer Fisk: The Art of the Rhythmic Choir, p. 51. 
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to form a design for the rhytrunic interpretation of the whole. 
1 

This requires group cooperation. 'rhe same thing is true -vri th 

children and young people 1-1hen the art is used for class or group 

1-mrk 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, 1rrho vicariously experience 

spiritual realities. 

The observers all respond to the use of this rhyt:b.mic 

expres .sion more than to 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 1~th those partici-
2 

pating in the symbolic movement. Of this Fisk says: 

The experience of religious insight that the congregation feels 
in the interpretations of a rhythmic choir has a spiritual reaii­
ty like a nevl clear light that diffuses itself through the souls 
of. eac~ of the Horshipers and dra'lifs them together into a mystic 
uruon. 

2. Individual Values 

a. Personal Enrichment 

There are several rrays in -e.rhich the individual is personally 

enriched through participation in creative rhythms. By ex:perienc-

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

• • 

1. Cf. ibid., p. 17. 
2. Cf. ibid., pp. 17-18. 
3. Ibid., p. 19. 



-34-

of evaluation; hence the lovr and vulgar forms of the arts '\oiill be 
1 

unattractive. Through participating in this art medium the 

indi viducl receives training _in the creative technique of bodJr-
2 

soul gr01·Tth and health; the body a..'1d spirit are mutually helpful. 

As one tc>.kes part in rhythmic interpretation one is encouraged to 
3 

have a creative attitude toviard life. Further, thero is an 

avrareness of God 1 s continuous presence 1-ri thin one rrhich gives an 
4 

inner peace. A feeling of self assurance is often experienced 

1·7hen creating symbolic movements because there is a lessening of 
5 

self-consciousness. 

The individual experiences joy in creative expression. 

Fisk puts a 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 said, HI love to dance because it makes my mind and body strong and 

1. 
:::::. 
3. 

5. 

6. 

Cf. ibid., pp. 16-17. 
Cf. ibid., p. 10. 

• • • 

Cf. I:·iargaret Palmer Fisk, n:s.eligious Expression Through R..tzythm, 11 

International .. Tournal of Religious Education, Feb. 1?52, p. 8. 
Cf. lS:argaret Palmer Fisk, HLet Your Faith Help You Relax, 11 

Advance, l•'eb. 16, 1953, p. 15. 
Cf. Hargaret Palmer F'isk: The Art of the Rhytrillri.c Choir, p. ll. 
Cf. Nargaret Palmer :Fisk, "Religious Expression Through Rhythm, 11 

International Journal of Religious Education, Feb. 1952, p. 9. 
Cf. Hargaret Palmer Fisk, 11Nature 1 s Easter Song, 11 Children's 
Relig;ion, April, 195? 2 p. 16. . .. _ 
Cf. l'largaret Paliner Fisk, 11Let Your FaJ.th Help You Relax, 11 Ad-
vance, Feb. 16, 1953, p. 14. 
Cf. Jllargaret Palmer Fisk, 11 Religious Expression Through Rhythm, 11 

International Journal of Religious Education, Feb. 1952, pp. 8-9. 
Cf. Eargaret Palmer Fisk, lfl'Jature 1 s Easter Song, 11 Children's 
R~ligion, April 1952, p. 17. 
Cf. :i.'largaret Palmer fisk, 11 Fellowship, Fun, and Freedom in 
Creative Eovement,n Children's Religion, June 1952, p. 16. 
Cf. l"iargaret Palmer Fisk, 11Let Your Faith Help You Relax;1 Advance, 
Feb. 16, 1953, p. 15. 
Cf. I,Iargaret Palmer 1!"'isk: The Art of the ::fuytrunic Choir, p. 11. 
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1 
I am able to e:x.press my soul. n 

There is enricl>Jnent for the indi 1.r:i..dual in physical 
2 

grorrth through training in posture and bod;yr coordination. 

Through the planning and understanding that one e:i';:periences 
3 

in rhytl:'unic eJ..-pres sion there is mental grm,Jth c-WJ.d development. 

J:.Ioreover, the indiVidual experiences a w..i ty of heart, 

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

feeling of giving all and ~hus meeting life 1-Ji th a ne1·J spirit. 

The individual is enriched by this complete eJ..T•ression of the 
lr 

Hhole person. 

b. Adjustment to Personal Problems 

One of the ol1tst<:mding v2.lues in both secular and Christian 

education is found in the 112.y creative rhytl<..1ns aid one in adjusting 

to personal problems and difficulties. Psychological gro1-rth 

results as one practices the exercises th2.t release tensions 

1. 1-largaret PaLuer Fisk: The Art of the Pll.ytllillic Choir, p. 56. 
2. Cf. Hargaret Palmer Fisk, 11 Spiritual Therap;;" Through Symbolic Nove­

ment,n International Journal of Religious Education, Feb. 1953, 
p. 12. . 
Cf. 1-'Iargaret Palmer Fisk, 11Let You.r Faith Help You Relax, 11 Advance, 
Feb. 16, 1953, p. 15. 
Cf. l\Jargaret PaL!ler Fisk: The Art of the R.~ythmic Choir, pp. 10,11,16. 

3. Cf. I1argaret Palmer Fisk, 11 Spiritual Therapy Through Symbolic fi[ove­
ment,11 International Journal of Religious Education, Feb. 1953, p. 12. 
Cf. Eargaret Palmer Fisk, 11 Let Your Faith Help You Relc.x, 11 Advance, 
Feb. 16, 1953, p. 15. 
Cf. Hargaret Palmer Fisk: The Art of the PJ1ythmic Choir, p. ll. 

1_,. Cf. 1·1argaret Palmer Fisk, 11 Spiri tual Therapy Through Symbolic r:Iove­
ment, 11 International Jm).rnal of Religious Education, Feb. 1953, p. 13. 
Cf. J:~.s.rgaret P<:•.1mer Fisk, 11Let Your Faith Help You Relax, 11 Advance, 
Feb. 16, 1953, p. 15. 
Cf. :t:Iargaret P<:J.mer Fisk: The Art of tlle PJ1ythmic Choir, pp. 10,11, 
13,Hi,27,55,56. 
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and e:-:::uress faith and joy. }Jot only is there the release of 

tension but also a sense of accomplislLur:mt 2nd a fostering of 

ernotiona1 stability· becC:_llse of the emotior1c:J_ release th.at tcJces 
1 

place as 0112 participates. 

Everyone has needs c:nd creative rh;;rthms in adc:i·~ion to 
2 

deepeninG the spiri tua.l e::perience _, offer therapeutic help. One 

girl 1·iho c:candered into the TJOods a.nd Fas found dancinc; ansuered 

the inquiring counselor: 

••• 11but I Fas praying. Only l'iho 1 d ever believe it? But I v:as! 
I just knm·: God ·Fould be listening c;nd I thought, 'If I dance 
real uell, maybe He'll see me and listen. 1 Because I just have 
to control my terrtper and dancing alHc:;rs helps Jr,e to do that. 
I feel EOod \·Then I'm dancing. I don't feel T1lec:n at all then. 11 3 

Thus creat:Lve e:x."})ression through bodily inovement aids 
4 

one in facing reality. Creative rhythms c;;J.so aid one in relaxing 
c 
./ 

and so are 2. cure to the dise2:.se of inability to relax. 

1. Cf. }Ic:.rgaret ?c]_!uer 1?i .s}~, n Spj_ri trtcJ_ Therapy- Throt.lGl1 Sy·mbolic 
I~ovement, 11 Intern.s.tion<d. Journal of R.eligio1J5 Edu.cation, Feb. 
1953, p. 12. 

2. 

Cf. 1Tar:;aret Pc:.lr;:er l::j_;s1-c, nRel:Lgio,Jc S~::pression Throttgl1 ?~1.:y-tbrn._, rt 

International Journc.J. of ReliGiou, Education~ Ii'eb. 1952, pp.8~3L. 
Cf. 1'Iargaret Pal;·:ler Fisk, n1et Your Faith ~Ielp Yot.:. Rel.? .. .x, n 
Adv2mce, Feb. 16, 1953, pp. 1L,l5. 
Cf. 1·1argaret P2,lxner Fisk: The Art of the Ifuythmic Choir, pp. 8, 
11,14,55. 
Cf. I-Iargaret Pe.liller Fisk, 
Hovement, 11 International 
1953, p. 12. 
Cf. r·1c:.rgaret Palmer Fisk, 
vance, Feb. 16, 1953, pp. 

11 Spiri tual Therapy Thro'.J.gh Syn:bolic 
Journal of Religious Educc:.tion, Feb. 

11Let Your Faith ~IelD You Relax, 11 Ad­
lh,15. 

3. Cf. l'·Tc:.rgaret Pc:lmer Fisk: The Art of the Rhythm.j_c Choir, p. 13. 
h. Cf. 1v.lo.rgaret Pc-.l.mer I<'isk, 11Spiri tuc>.l Ther2 .. py 'l'hrough E;;ymbolic 

l'Iovement, 11 Internation2.l Journ2,l of Religiouc' Education, Feb. 
lOC:? n 12 -/_.-_.}, 1...;• e 

Cf. Iiargaret Palmer Fisk, n1et Your Faith Help You Relax, 11 Ad­
vance, Feb. 16, 195'3, p. 1Lf,15. 

5. Cf. Eargaret Palmer Fisk, HLet Your Faith HelD You Relax,H Ad­
v;;mce, Feb. 16, 1953, p. 15'. 
Cf. I-~argaret Palmel~ l<''isk: The Art of the Pllythmic Choi-r, pp. 10,11. 
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To illustrate this i:·.trs. fisk states: 

In the real..'ll of physical healing, ted Shavm testifies that his 
11 Dance that i1eals 11 has been a medium for better health and 
release of tension for the observers.l 

This art medium brings constructive techniques and visions 

for meeting life 1 s problems, as the experience of union w"i th 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 Grm,rth 

(1) Learning of Bible Content and }~ns 

In creative expression opportunity is provided for inter-

pretation of Bible stories such as those of Davld, the baby hoses, 

Job, and the experiences of the people of Israel and such inter-
3 

preta.tion gives life to the Bible content. 

'l'he hymns of the church also take on a ne1v meaning for 

the individual Hhen they are interpreted. for religious expression. 

Fisk lays much stress on the use of creative rhythmic 

movement as a teaching aid. 'l'hrough this mediwn of expression 

• 

l. Hargaret Palmer li'isk: The F..rt of the Rhythmic Choir, p. 19. 
2. Cf. Eargaret Pc.lmer l<~sk, 11Spiritual Therapy Through Syrnbolic 

Hovement, 11 International Journal of Religious Education, Feb. 
1953, pp. 13,1Lt. 
Cf. Hargaret Palmer l'~sk, 11 Nature 1 s Easter Songj1 Children 1 s 
Religion, April, 1952, p. 16. 
Cf. Jviargaret Palmer Fisk 11Let Your Faith Help You Relax, 11 Ad­
vance, Feb. 16, 1953, pp. 14,15. 
Cf. hargaret Palmer .Fisk: The Art of the Hhytrunic Choir pp. 
13,14,19. 

4 

3. Cf. Hargaret Palmer Fisk, "Religious ~xpression through i.:'Jlyth11t, :: 
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 h~Till~in the Psalms, in history, in the parables, and 
1 

in prayer. 

(2) Development of Selflessness 

\·.Then one participates in rhythmic expression one 1 s mind 
2 

is tru{en off self and one's attention is focused on God. In a 

letter to the I<~Ti ter Fisk says of differing values in Christian 

and secular education: 

I 1-JOuld sa.y that it has more depth e.nd more height and more 
selflessness than an art used in secular education. Its depth 
because people express deep concerns ,.,Jith an a·Hareness of a 
strength beyond themselves. Its height comes from the aspira­
tion and vision thc:.t go beyond secular vision. In secular 
art too often the artist is e~hibitional - but in a spiritually 
disciplined art - the artist forgets himself and is selfless 
as a channel. 3 

1di th m·Jareness of God comes humility or m·rareness of it 
4 

in the individual. 

• 

l. Cf. Ffargaret Palmer Fisk, 11Spiri tua.l Therapy l'hrough Symbolic 
I1ovement, 11 International Journal of Religious Education Feb. 
1953, p. 14. 
Cf. F.largaret Palmer Fisk, 11R.eligious Expression Through PJlytbm, 11 

International Journal of Religious Education, Feb. 1952, p. 8. 
Cf. Hargaret Palmer Fisk, 11Nature 1s Easter Song, 11 Children's 
Religion, April 1952, pp. 16-17. 
Cf. l"iargaret Palmer Fisk, 11 Fellm·rship, Fun, and Freedom in 
Cree.tive :i:Iovement,n Children's Religion, June 1952, pp. 16-17. 
Cf. Hargaret Palmer li'i sk: The Art of the Rhythmic Choir, pp. lff. 

2. Cf. Hargaret P2.lmer Fisk, 11 Let Your Faith Help You Relax, rt Ad­
vance, Feb. 16, 1953, p. 15. 
Cf. l',~argaret Palmer Fisk: The Art of the Rhythmic Choir, pp. 
h-17, 35. 

3. J:Iargaret Palmer Fisk: 
4. Eargaret Paliner Fisk: 

Personal Letter, Harch 15, 1953. 
The Art of the Rhythmic Choir, pp. 1,4. 
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(3) Fello-vmhip \·ri-th God 

Crea-tive rhythms afford the participant of direct reli-
1 

gious e}~erience. Fisk says: "The intellectual emphasis has been 

necessary hut -too often it has deprived t~1e ordinary man of direct 
2 

religious experience. 11 T'ne art medium aids one in finding a 

union 1vi th God, then grm·;th in the union ;.Ji th God develops into 
3 

a trust and confidence in Him. 

The ind:Lviclua1 is m2.de a<·:are of the body-soul Unity of 
L. 

response tm·Tards God. Further, creative rhyth.JnE:~ provide a means 
5 

of HorshiD and enjoyment of it. Through rhytlli~ic expression the 

individual ma7 glorify God in body and soul as is suggested in 
6 

I Corinthians 6:19,20. 

By S:J71nbolic movement one may learn to pray 1ri th one's 

1. Cf. I:Iargaret Palmer Fisk, 11 Spiri tua.J. 'rherapy Through :3yi<lbolic 
I!lovement, 11 Internationa.l Journ::;,l of Heligious Education, Feb. 
195'3, p. 12. 
Cf. I'Ia.rgaret Paln.er Fisk, 11Let Your Faith Help You .Relax~ .Advance, 
Feb. 16, 1953, p. ll1. 
Cf. Nargaret Palmer Fisk: The l~rt of the Rhythrnic Choir, pp. lh, 
25,28. 

2. 1-largaret Palmer Fisk: The .Art of the Rhytlli"'Tlic Choir, p. 25. 
3. Cf. Jviargaret PaLTter Fisk, nspiri tuc.l Therapy Through .SJ-'J:1lbolic 

Hovement, 11 International Jm1n1al of Religious Education, Feb. 
1953, p. lL.. 

6. 

Cf. Fargaret PC'.lmer Fisk: The Art of the ?.hytlli11ic Choir, pp. 1, 
2,h,8.,..10. 
Cf. J\fargaret Palmer Fisk: The Art of the Rhythmic Choir, p. 25. 
Cf. l'~argaret Palmer Fisk, 11 Religious Expression Through Rhythm, r: 

Internc:.tiona.l Journal of Religious Ed.ucation, Feb. 1952, pp. 8,9. 
Cf. Hargaret Palmer F:i_sk, "Spiri tua.l Therapy Through Symbolic 
11ovement, 11 International Journal of Heligious Education, Feb. 
1953, p. ll~. 
Cf. Iviarg2_ret Palmer Fisk, "l1eligious Expression Through Hhythm, 11 

International Journ2.1 of Religiou:=: Edu.ca.t:Lon, Feb. 1952, pp. 8,9. 
Cf. l-~argaret PaL;:er Fisk: The Art of the R"IJ.ytl:nnic Choir, p. 8. 



1 
uhole self .;;md then one 1 s 1·Thole self has a ne~-r released energy. 

Glen Clark, one of the leaders of Car:1ps l<'a.rthest Out, has said: 

until ;m provide people 1-li th a technique for praying -v:i th thf':ir 
bodies as uell as '::i th their minds .;;md souls, ue a.re not p:oing 
t.o r'.,..."'··-· +t-., .,.o.,...ld "l. n~i ""r: "DC C"~"O'-'Cl-; nr- -i n~·n 01 '·~ ch'Jrch::>c 2 "" U...:.. CJ,.',; Vi.!.'-' 0~ - "' 0 i 6-.L!..Q ('"...-,1 ~'· -1- ·,: .~L ~' -~l- lJ',~ ,_; _ _L !. l -- • .l..._...:J 0 

Through creative rhyth111s the indi ·viduc:.l has a me2.ns by 

:·rhich to practice the presence of God ju~::t 2-s :Srother LaHrence did 
3 

in his ~::ork in the kitchen. 

(11) Deepened Spiritual Insight 

cre2:U.ve rhythms pro-vide 2. means of emotional expression 
L 

1,rhich deepens one 1 s Christic:n experience. One of the arec:.s in 

;rhich t~1is is done is in the identifica:tion of the individual i·ri th 

the one 1'Tho is being pol~trayed s1;_cl1 as David., I~Ioses, or Job. Chris-

e~:perience deepened 1 .... , ... 
'-"'" identity ~-~i th the one the indi v:i.duel 

;: 
.... 

l:: portra~rins in ~-.11e crec:.tive CJ{pression. Tht1s, the indi ;,ridu.al 

by· lJC:.rticipc"ting in rh~rtl:rnic ITi01len:cnt is aidecl in realizing his 

Christic._n e:xperience in G. ne~r d.irne11sion. Then there is o. lessening 

of intellectual attc: .. cks on his fc-,i·:·,h bec<".nse he hs.s not only 

1. Cf. lla.rgaret P.sJ .. n.er l"isk, 11 Let :::our Faith Help You Relax, 11 Ad­
v::nce, Feb. 16, 1953, pp. lh,l5. 
Cf. ]'flc:.rge.ret Palmer Fisk, 11Spiritus.l Therc.py Th:::'ou:::;h ~~ymbolic 

1-Iovement, 11 Internation2.l Journal of B.elitrious E~ucation, Feb. 
195'3, p. 13. 
Cf. I1argaret Palmer Fisk: The Art of th2 Pbytl::Jn.ic Choir, pp. !_,,8,12. 

2. I•fargaret pc;_lmer Fisk: The Art of the Bhyth.'llic Choir, p. h, Clark quoted. 
3. Cf. ibid., pp. 11,16. 
L1. Cf. Hargaret Palmer Fisk, 11 Spiri tual Therapy Through Symbolic 

Hovement, 11 Interne.tional ~Tourn2.1 of Religious Education, Feb. 
1953, p. 12. 

r:: ........ 

C:f. r-;·argaret P2JJ"IL8r Ficl(, 11 Let You:." F2,i th Help YmJ. '1elax, II 
Advc::nce, Feb. 16, 1953, pp. llr,l5'. 
Cf. }\c::rgaret Palmer Fisl~: The Art of the ?Jlythmic Choir, p. 13. 
Cf. 1=argaret PaJ..rner Fisk, 11 Spiri tual Therapy 'furough :::ymbolic 
T~o-ve~r~cl1t, n In.teJ:-'l1atj_o11CJ~ Jou.rl1C:.l of Religious EcfD.cc .. tion, l~'eb i} 

195'3' p. 11.!. 
Cf. l·:c..rgaret~ Pc'"lrcl.ej_"' Fisl:, "R~eligio112. E:cpresrio11 'J:hrol1[l1 :·:Jl:;;-trz~1_, u 

Interno:tion2.l Journal of ReligiOlJS Educc:tion, Feb, 19)2, p, 8. 



-4l-

1 
heard it in viord but has experienced it in life. Hence his 

Christian convictions become grounded through participation in 
2 

symbolic movement. Therefore through the art medimn a spiritual 

grovnh can and may result because of the spiritual expression the 

inclividual has been able to experience. The individual receives 

spiritual strength, enrichment, and serenity through creative 
3 

rhythms. 

(5) Stimulus to Christian Living 

Fisk points out that through creative expression and 

interpretation there is e. stimulus to Christian living. This art 
L. 

medium is good be.sic training for Christian citizenship. ~Jhen 

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 

5 

because it provides an active participation in the church fellm-rship. 

E. Summary 

In this study of the use of crea:t.i ve rhythms in Christian 

education the first step was to vi.evJ its use in the church throughout 

• 

1. Cf. Hargaret Palmer Fisk: The Art of the Rhythmic Choir, p. 12. 

6 

2. Cf. Hargaret Palmer :F'isk, 
ment, 11Internat'l Journal 
Cf. Hargaret Palmer Fisk: 

"Spiritual Therapy Through Symbolic Nove­
of Religious Education, Feb. 1953, p.l3. 

3. 

L .• 
5. 
6. 

Cf. Hargaret Palmer Fisk, 
ment," Internat'l Journal 
Cf. Hargaret Palmer fisk, 
Feb. 16, 1953, p. lh. 
Cf. Nargaret Palmer Fisk: 
Cf. Marg9.re:t,. Pd,1Jler Fisk: 
Cf. ibid., p. 12. 
Cf. ibid •. 

'fhe 1-..rt of the Rhythmic Choir, pp.3,16. 
"Spiritual Therapy Through Symbolic hove­
of Religious Education, Feb. 1953, p.l2. 
"Let Your Faith Help You Relax," Advance, 

The Art of the lihythniic Choir, pp.3,h,25. 
The Art of the R.~ythmic Choir, p. 17. 
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history. ~1is revealed that religious dance hac existed since the 

founding of the church. However, due to the rise of intellectual­

ism and pagan influences sacred dance was prohibited in the church 

for a long time and is just now beginning to take its place again 

in the chtrrch along with the other arts. 

In comparing the factors involved. in creative rhythms in 

secular education irl.th those in Christian education several differ­

ences and many similarities ·1-;rere found to e::rd.st. The terms in 

Christian education are more varied, such as, religious and sacred 

dance, symbolic movement and many com.binations of terms using 

11 rhythmic 11 in some form or another. 

As in secular education, the body is the medium of ex~ 

pression but in Christian education the body is secondary to the 

spirit 1v-hich motivates the movement of the body. Hence, the 

medilun of expression -vms found to be called the body-soul technique 

of expression. The basic forms of rhythmic movement are primariiy 

the same in both secular and Christian education. Em-rever the lift 

replaces the leap and man.'/ movements are done to exalt God, there­

fore, the movements of the hands, the eyes, the kneel, and the 1·ralk 

all have a particular form that is clifferent from that used in 

secular educatioH. 

Variations in rhytlunic movement in Christian education 

·vrere found to be evolved from the same principles useo in secular 

education. Likm\rise, rhythm 1vhen raised to an art form in secular 

and Christian education alike is then called dance. 
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In Christian education, it Has noted, the voice is used 

for accompaniment to rhythmic movement the sa.m.e as in secular educa­

tion, except that generally the voice is used in reading scripture 

or singing hynms. Instruments are used for accompaniment to rhythrnic 

movement in Christian education as in secular education; the piano, 

organ and percussion instruments are most frequently used. 

Further study revealed that the values of creative 

rhythms fotmd in secular education also exist in Christian education; 

Fisk, how·ever, emphasizes the spiritual aspects of the use of the 

art medium. The values fotmcl to exist for the group are social 

gro"t,lth, therapeutic aid, sharing of creation:::, group cooperation 

an6 vicarious spiritual experiences, ivhile individual values ills­

closed personal enrichment, adjustment to personal problems and 

spiritual grmrth. There were several emphases noted tmder spiritual 

growth: through the use of creative rhythms the individual's 

spiritual gro·Hth increases in the learning of Dible content and 

hyrr.ns, in the development of selflessness, in felJ.oHship Hith God, 

in deepening of spiritual insight and in the stL~ulus to Christian 

living. 
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CHAPTER III 

PP..ACTIC.U, SUGGESTIONS FOR USE OF CREA'I'IVE RI-IYTI-il'IS IN 'l'HE 

CI1RISTI1U~ EDUCATION PROGFUU1 

A. Introduction 

Chapter one of the thesis presents the findings on 

creative rhythms in secular education. Then chapter t-vJO is a 

comparison of the use of creative rhythms in Christian and secular 

education. Nmr in this chapter concrete suggestions will be given 

for the use of creative rhythms in G'hristian education. These 

suggestions may help one who is interested in using the art medium 

in Christian education to gain an understanding of hou to start 

using creative rhytruns. 

First the qualifications of the leader 1-Jill be discussed. 

This 1-Jill enable those interested to have standards for discerrnnent 

in securing a Hell-qualified leader. Follm-Jing t:bi s a presentation 

on selection of materials for creative rhythmic interpretation will 

be undertaken, 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 lt:isk 1v"ill 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. Spirituality 

The leader 1-vho is in charge of rhytl1.m:ic movement in the 

Christian education program, particularly when the interpretation 

w'ill be used for a worship service, has a great responsibility to 

those 1·Ti th vihom he Horks. This is so because the leader teaches 

more through his mm inner feeling than through any exact planned 

movements of worship. Characteristics of serenity, assurance, joy, 

outgoing concern, auareness, and devotion are all observed by the 

:members of -:~.he group Hho have a sensitivity to the instructor 1 s 

true inner spirit which is unconsciously revealed by the movement 

of the relaxed hands, the relaxed mouth, and the confiding tone of 
1 

voice. 

A leader can not be chosen primarily because of technical 

talent and ability because he may lack insight to discern the art 

medium as 2n instrument of religious experience. Therefore the 

spiritual qualification is eJ<..'"'tremely important; that is, the leader 

needs to be sensitive to the need for dignity and beauty in a church. 

The leader should also understand the objectives of Christia.n educa-

tion and thus endeavor to supply a spiritual ministry through the 

participating group Hhich should sense the leader's religious concern 

• 

1. 'G f. Hargaret Palmer Fisk, ttReligious Expression Through f'r.hytbra, u 

International Journal of Religiom; Education, Feb. 1952, pp. 9,34. 
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1 
in both the practice time and performance time. 

It is essential for the leader to have a dedicated soul 

in order that Christian cree.tions may be produced for one can not 

produce uhat one does not feel. llhen Christ is in the soul of the 

leader by love and the individual lives ,;ith Christ then his 1mrk 

has all the potentialities to radiate true Christian beauty and truth. 

Since it is difficult to be both an artist cmd a Christian a real 

Christia.."l discipline confronts the leader in order to reconcile 

these t·t-ro absolutes. The discipline, hov;rever, is obtainable ~-rhen 

the leader does not try to sever his artistic life from his Christian 
3 

life but rather unites them in the one purpose to glorify God. 

b. Creativeness 

Since the sacred dance cannot be reproduced satisfactorily 

from a form alread~r composed it should be choreographed by the group. 

Emv-ever, to accomplish a choreographed dance, creativity on the part 

of the leader is especially essential. The leader should enjoy 

creating and experimenting Hith various movements and patterns so 
4 

that the group too 1-ri.ll be challenged to do like1D.se. The leader 

should especially enjoy the creative 1·rork that goes into spiritual 
5 

interpretation. 

• • • 

1. Cf. Hargaret Palmer Fisk: The J>..rt of the Hh;ytbmic Choir, p. 31. 
2. Cf. 1-1argaret Palmer Fisk, 11 Heligious E::.>..rpression Through ?.hythm, n 

International Journal of Religious Education, Feb. 1952, p. 34. 
Cf. Fiargaret Palmer Fisk: The Art of the Rhyth..rnic Choir, p. 32. 

2 

3. Cf. Eargaret Palmer Fisk: The J!..rt of the P.hythmic Choir, pp. 31,32. 
4. Cf. ibid., P.P• 32,33. 
5. Cf. ibid., p. 34 
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c. Enthusiasm 

The leader must have enthusiasm for creative rhy-thms so 

that the group from him may also develop a deep interest and 

enthusiasm for it. He needs to be enthusiastic about all the de-

tails of a creative interpretation so that the finished result may 
1 

be the very best. 

d. Training in Teclmical Hatters 

In selecting a leader to do creative rhytDJns in the 

v2.cation church school, for ex2mple, a person home from college or 
2 

a mother who may have had some dance training 1-10uld be advisable. 

This is suggested because technical training is an essential re-

quirement for the creative rhythms teacher so that the leadership 

vdll be of good quality. Because so many universities and colleges 

and even some large high schools offer colrrses in modern dm1ce, the 

technique upon vrhich rhythnic interpretation is built, it will not 

be too difficult to locate a person 1vho hat> had some training in 

modern dance. 'J'here mc.y even be a recent college gra.duate vJho is 

attending the church and Hould be lJilling to help out in this 

capacity of service, either ±'or some special event, such as at 
3 

Christmas time, or perhaps for an extended period of' time. 

Tnere is a great need for technicall;y- trained church 

·Horkers in the art medium of rhythr.d.c movement. It has even been 

• 

1. Cf. ibid., p. 32. 
2. Cf. Eargaret Palmer Fisk, "Felloc,yship, Fun, anci l"reedom in 

Creative Novement, 11 Children's Religion, June 1952, p. 17. 
3. Cf. Hargaret Pal.ruer Fisk: The Art of the Rhyt,lullic Choir, p. 33. 
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said that Schools of Religious Education and Theological Seminaries 

need to introdnce courses in sacred dancing in their religious 

drar11a or music departments so that church leaders may be equipped 

Hi th all the necessary techniques c:nC. may thus be able to produce 
1 

rhytbr~..ic creations. 

2. Possibility of Co-operative leadership 

Because o:· the neeo. for more trained leaders in the field 

of religious dancing, and until this need can be supplied, i>.i:rs. Fisk 
2 

suggests: 11 i t rr..ight be v:riser to have a co-operative leader. 11 A 

leader in the church must a.dmi t that the art 1-Jill be experimental, 

and that someone ;d.ll be needed to help. Perhaps a college person 

or mother ':Tho has had a little training in dancing may not be the 

ideal instructor but her ideas, along 1·Ji th those of the participants 

and of the leader in chc:.rge 1dll all be united into a Horth•·<hile 
3 

piece of :rork. A step beyond this Koulcl be to have someone closely 

connected Hith th·3 Christic:m education program Hho has an im1er 

Christian experience uork i·Ji th a person skilled in the technique of 

modern dance. By a co-operative leadership of this ty-pe they could 

together present religious numbers that 1-;rould not be possible other-

vrl.se. This ty:_oe of leadership, of course, would be suggested only 

for directing a rhytbmic choir 1·:rhich participates primarily in 

• 

l. Cf. ibid., pp. 33,34. 
2. Cf. ibid., P• 33o 
3. Cf. ibid. 

Cf. }~argaret Palmer Fisk, liFellm·mhip, Fun, anci li'reedom in 
Creative Hovement, 11 Children's Religion, June 1952, p. 17. 
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1 
1·/0rship services. 

C. Selection of Hateria.ls for Use in Creative 
Rhythrric Interpretation 

1. Hynms and Songs 

Since Ers. Fisk has ·Harked principally 1·Ji th a rhythmic 

choir the greatest amount of suggestions for interpretation come 

in the area of hymns and songs because they are most often used for 

interpretation by the choir. 

a. Hyrnn and Song Suggestions for Iri:<Lar:'Les 

?he hyrms mid songs for primary age children are of a 

simple nature and of course should be those from their oHn back-

grm.md in the church school. One useful song at Easter time is 

11Nature Is EC',ster ;::;ongH '>Ihich may also be usee in the SUin..t!ler too by 

inserting that uord in the refrain. Other suggested selections are 

11All Happy Birds of Spring, 11 11 Sleep, Little Seed, n wi'is Happy Easter 

Day, 11 11 'l'he Seeds and l''lovJers are Sleeping Sound 'Till Easter Time, 11 

11 Gracious Spirit, Threll 1\ri th Ee, 11 11 For the Beauty of the Earth, 11 and 
2 

!!This is my rather r s ~-Jorld. II 

b. Hymn and Song Suggestions for Jmliors 

Juniors can do interpretive movements to rn.any of the 

selections suggested for primaries and then also for a great number 

of songs for just their mm age group. "There 1 s a ':Tideness in God 1 s 

1. 
2. 

Cf. J:.:argaret Palmer l<:Lsk: 
Cf. r:,B.rgaret PaL'1ler Fisk, 
Religion, April 1952, pp. 
Cf. Largaret Palmer Fisk: 

• 

The Art of the Rhytru1lic Choir, p. 33. 
11Nature 1 s Easter Song, 11 Children 1 s 
16,17. 

The .Art of the PJlytlunic Choir, pp. 50,51. 
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Eercy11 readily suggests stretching beyond thej_r oHn finite confines 

into an ext-rareness of the InfirLi.. te, and of stretching upHard beyond 

earthly existence. Another one along that line is 11 In Christ There 

is Ho East or Vest. 11 Further suggested hy.oms or songs for use 1·Jith 

juniors are: "Joshua Fit the Battle of Jericho, 11 11 A Day in tre 

Temple,tt using Cesar Franck's music for Psalm 150, ttJoy to the \Jorld," 

11Horship the Lord in the Beauty of Holiness, 11 11Gracious Spirit, dT:rell 
1 

Hith me, n and 11.All Creatures of our God and King. 11 

c. Hyrnn and Song Suggestions for Youth 

The youth in their interprets.tion may use such numbers as 

IFJorship the Lorcl. in the Beauty of Holiness, 11 11Jesus "\oTe.lked This 

Lonesome Valley, 11 liThe Lord's Prayer 11 by Ee.lotte, "Dear Lord and 

Father of Hanldnd, II 11 I \-J&J.t Jesus to \·Jalk 1~rith He, II 11 Take Ey Life and 

Let It Be, 11 11 Nobody Yillm,rs the Trouble I 1ve Seen, 11 and 11Jesu, Joy of 

H<:m 1 s Desiringn Bach chorale. 11 Jesus 1_.1alkeC:. This Lonesome Valley" 

and 11Jesu, Joy oi' Jlian 1 s Desiring 11 are particularly helpful in learn-
2 

ing the worshipful -vralk and run respectively • 

• 

1. Cf. Hargaret Palmer Fisk: 'fhe Art of the Rhythiilic Choir, pp. 
51,52. 
Cf. l·.Largaret Palmer Fisk, Hfl.eligious Expression Through Rhythm, 11 

International Journal of Religious Education, Feb. 1952, pp. 8,9. 
Cf. Eargaret Palmer Fisk, "Fellowship, Fun, and Freedom in 
Creative l'1ovement, 11 Children's Religion, June 1952, pp. 16,17. 

2. Cf. 1·ic.rgaret Palmer Fisk: The Art of the Rhythmic Choir, pp. 
8,ll,lh,l6,38. 
Cf. 1-iargaret PaJ.Jner Fisk, nspiritual Ther2.py Through Symbolic 
Lovement,H International Journal of Religious Education, Feb. 
1953, pp. 12-lh. 
Cf. l·1argaret P2.lmer Fisk, 11Let Your Faith Help You Relax, 11 Ad­
vance, Feb. 16, 1953, p. 14. 
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d. Hymn and Song :._:;uggestions fol~ the lThythm.ic Choir 

The rhytili~.ic choir uses varjing nunmers. Such selections 

as 11 Holy Art Thoun b;;r Hendel; 11 0 ~Toly Night 11 by Adolphe Adam; 11 Sanctusu 

by Gounod; 11\"forshj.p the Lord" by Eonsell; anci_ 11 Fs2.lm 1_5'on by Cesar 
1 

Franck are adaptable for processiona.ls. Nmnbers that are sloH and 

ree.dily interpreted by the choir are e.s follovrs: 11 ~·lhen I Survey the 

hTondrous Cro<;s, 11 Gregorian Nason; H}jy Faith Looks Up t,o Thee 11 by 

Lo-.;-;ell Hasan; 11Ave Earian by Schubert; 11 'fhe Lorci's Prayer 11 by Ealotte; 

HNoF Let Ever>J Tongue Adore Thee" by Bach; 11Jesu, Joy of F.c:..n's Desir-

ingn by Bach; 11.Agnus Dei 11 by Bizet; and nr 'Fonder as I ~-Jander, 11 

2 
Appalachian carol. 

Nmn.bers that have more musical variation and thus present 

more variation in rhythmic movement for the choir are as follo1;;s: 

11Cherubim Song11 by Bortniansk-y; "ii.ngels He Have Heard on High, 11 carol; 

11 Russian Easter Alleluiatr by A. E. Gaul; 11 Gloria in Excelsis Deo 11 and 

11 i\.1leluia11 by Ilozart; ancl 11~ve t'Jill be Eerr-.;r - Alleluiall by Praetorius -
3 

Eusic for dcmce - dramas from uhich the choir may interpret 

uarts c:.re: 11 Seven Last ~'!'ordsrr by '.l'heoci.ore Dubois; unu·::,hll by Cesar 

Franck; ~~'l'he Planets" by Gustav Holst; 11 In the Beginning" by Aaron 

Copland; 11Jererniah Symphony" by Leonard Bernstein; and 11 Jobll by 
L~ 

Roberta Bi tgood. 

l. 
2. 

Cf. 
Cf. 
Cf. 
(1-f' 
V.J.. o 

Eargaret Pa.lmer Fisk: 
ibid., pp. l!J,h4. 
ibid.' p. h4. 
ibid. 

'i'he Art of the Rh3rthrll:i..c Choir, p. 43. 
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The choir may during their practice sessions interpret 

many of the hynms tha.t -vrere suggesteci. for youth, juniors, <:md 

primaries. Christmas carols are also readily interpreted by the 
l 

choir and also by all a.ge groups. 

2. Psa1I11s 

'I'he Psall11s are a good source for interpretation by all 

age groups. Ps2.1Iil 22 has a Polish-Je1·rish selection Eli, Eli based 

on it that is usefu~ for childxen. Ers.Fisk also suggests Psalms 

23, 27, 100, 1L~9, and 150 as being ea.sy to use for interpretation. 

3. Parables 

The parables of the Bible take on ne1-1 life l·ihen c.hey are 

2 

e2..-perienced througa creative rhythmic movement. 'I'he parable of the 

Good ~a.'11ari ta.n is easily interpreted even by primaries. 'l'he Lost 

Sheep, The Prodigal Son, and The [;,':Lse ano. Foolish Virgins all lend 
3 

themselves to interpretation. 

4. People of the Dible. 

There are people in the Bible that may readily be used 

• 

1. Cf. ibicl. 
2. Cf. L:c>.rgaret ?almer Fisk, 11Spiri tual Therapy Through S;yr!lbolic 

Eovement, 11 International Journal oi' F?.eligious Education, Feb. 
1953, p. 13. 
Cf. Hargaret Palmer Fisk, 11Religious Expression Through rt...rwthm, 11 

International Journal of Religious Ed1..1.cation, Feb. 1952, p. 8. 
Cf. Ea.rgaret Palmer Fisk: 'Ehe Art of the .R..D.ythmic Choir, p. 45. 

3. Cf. Z..iargaret P2J_mer Fisk, n:aeligious E:x:pression Through rt...D.ythm, n 

Internationc.l Journal of fi.eLi.gious Education, Feb. 1952, p. 8. 
Cf. Eargaret Palmer }!]_sk: The Art of the Pllythmic Choir, pp. 5J,5h. 
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for interpretation in creative rhythms. Scenes from the stories 

oi' Joseph, Daniel, c:u1d Icuth, e.re nat:m~c:.l material for use :.:mc3. ;-rhen 

interpreted these people take on ne11 life for the performer. l'he 

lives of prophets also may be used in creative movement. LikeHise 

the book of Job has been adapted for use and the vJriting about Boaz 
1 

cu1d David's life all have been used in rh7brunic desie~. 

5. Other Dible Haterie.l 

The Beatitudes are another source for use in rhythmic 
2 

expres~~ion. TI1en the love chapter, I Corinthians 13, inay also be 

used for 
3 

interpretation. ~~e creation narrative in Genesis pro\~des 
h 

material th2.t may be used in symbolic movement. 11nother interpreta-
5 

tion may be uorked about 11 The Three l·12.F.fsn based on ,John 19:25. 

6. Elements of i'.Jatu.re 

For pre-school age children partic11J.arly the elements of 

nature a.re principally used for their rhythmic expressions. These 

are generally first talked 2.bout in the group to relate their 

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

Such things as raindrops, snm-Jflakes, clouds, and. sunbeams are used 

to portray weather. Then seeds, flo~·Jers, 1-mrms, cocoons or moths, 

1. Cf. l!Iargaret Palmer :Fisk: 'rhe Art of the RhythF,ic Choir, pp. 5h, 
76' 102' 103' 104. 

2. Cf. Eargaret Palmer Fisk, 11Religious E:x:pression 'l'hrough Rh;ytrilll," 
Interne.tional Journal of Religious Education, l''eb. 1952, p. 8. 

3. Cf. Eargaret Palmer Fisk: The Art of the Fi.hythnd.c Choir, p. 45. 
!.;.. Cf. ibid., p. 53. 
5. Cf. ibid., pp. 66,67. 
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butterflies, caterpillars, and birds of different types like the 

bluebird, ro"bin, and. cardinal are interpreted and used along 1-Ji th 

those thin~:;s pertaining to vmather to form a pattern or design by 
1 

the children. 

D. Suggestions for Costumes 

Children especially need something: ~co aid them in their 

interpretations because it helps them to get over being self-con.scious. 

Pre-school a.ge children like to hold something in their hands. Crepe 

paper of var:;ving colors may be used to help portray re.in, snow, or 

-vJind. Or the crepe paper may represent strearrts of 1-ater from the 
2 

rain or snm-J. Bird ;;dngs may be made of cloth of the appropriate 
3 

color for the birds being portrayed. Colorful scarfs may be pinned 

on the children's collars in back to aid them in comprehending the 

change from cocoon to butterfly. The children hang on to the ends 

of the scarfs 1-rhile portraying cocoons and let the scarfs trail be-
4 

hind them ~~Then they 2.re portraying butterflies. Long sticks may 

be used to symbolize trum.pets vrhen interpreting 11Joshua l'':i:t the 
~ .., 

Battle of Jericho." 

For the rhythmic choir of any age level Fisk recormnends 

• • 

1. Cf. I·Iargaret PaLmer Fisk, 11Nature 1 s Easter Song, 11 Children 1 s 
Religion, April 1952, pp. 16,17. 
Cf. Earge.ret Palmer Fisk, 11 Religious :!Expression 'l'hrough Rhythm, 11 

International Journal of Religious Education, Feb. 1952, p. 9. 
2. Cf. Nargaret Palmer Fisk, 11Nature 1s Easter 0ong, 11 Children's 

Religion, April 1952, p. 16. 
3. Cf. ibid., p. 17. 
4. Cf. ibid. 
5. Cf. Eargaret Palmer Fisk, 11 Fellm-rship, li'un, and Freedom in 

Creative Hovement,n Children's Heligion, June 1952, p. 17. 
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the use of gmm.s or some uniform type of costl.l.hle 1-1hich gives the 
1 

participants a feeling of self assuraDce. The design of the cos-

tume should be that i-Ihich 1-·rill add to the simplicity, grace, and 

dignity of the members of the choir. The skirt of the costume' 

should be quite long and have enough fullness to add grace to the 

dancer's movements. The cost~mes may be made out of such materials 

as sateen, unbleached muslin, and poplin. For most worship nu~bers 

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 ·~<~'hole. Costumes of blue ano. gold are also effective for Hor-
3 

ship numbers. Hrs. Fisk describes the typical costume used by one of 

her choirs as having 11 a fitted waist, flared skirt, and long sleeves 
4 

that are either v..ride at the wrist or gathered. 11 

E. Examples of Creative Rh;ythms at Various Age Levels 

1. Pre-school 

Since a child's grasp of a thing comes through what he 

experiences in some form or another, it is possible to use this to 

teach them to lmo-vJ God ':iho seemingly appears to be beyond their 

comprehension. As the children study God's creation they experience 
5 

a joy vihich they associate 1-Ji th God. The children in the spring 

start thinking about seeds in the ground so they curl up on the floor 

1. 

2. 
3. 
h. 
5. 

Cf. llargaret Palmer Fisk, 11 Religious Expression Through RhytbmJ1 

International Journal of Religious Education, Feb. 1952, p. 9. 
Cf. Margaret Palraer Fisk: The Art of the Rhythmic Choir, p. 46. 
Cf. ibid., p. La. 
Ibid.' p. 46. 
Cf. Hargaret Palmer Fisk, 11Nature 1s Easter Song, 11 Children's 
Religion, April 1952, p. 16. 
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to be seeds. Then on a rainy 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 stremaers to 

trail alon2; to give the effect of rivulets or streams. Then some 

of the chilcken may take yellovr crepe paper and be sunbeams which 

also cause the seeds to grow, so the children that axe interpreting 

the seeds begin to grm,r up into a plant above the ground. All the 

time the children are doing their interpretations they are singing 

or music appropriate for the mood is being played, thus aiding the 

children in creating movements that are harmonious. Birds may be 

added to the pattern; -:-rorms may come cra-vrling out among the flm.,rers; 

2~d some children may be ca~llars that break forth from their 
1 

cocoons to become butterflies. 

After the children have interpreted these various elements 

of God 1 s creation then they may be seated and have prayer to thank 

Him for all He has made for them. Fisk 1vrites regarding an experi-

ence of this sort: 11 Those brief moments -Hhen the child senses a 

·wonder or felloi·IShip beyond himself are the beginnings of worship 
2 

experience.n 

2. Primary 

Some of the younger primaries may enjoy doing creative 

• 

1. Cf. ibid. pp. 16,17. 
2. Hargaret Palmer J:i'isk, "Religious Expression Through Rhytbm,n 

International Journe.l of Religious Education, Feb. 1952, p. 9. 
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rhythms about elements of nature. PsaJJn 100 is appropriate to use 
1 

vli th this age group. The hynm 11Gracious Spirit, dwell with me 11 has 

a stanza that is approp:biate for symbolic expression. On the w·ords 

11 Silent Spirit, dtv-ell 1-Ji th me I myself "t·tould silent be, 11 the primar-.r 

children may kneel or sit in their chairs w"i. th hands together and 

heads bovred.. Then on the line 11Quiet as the growing blade 11 they 

cormnence to reach up ,,iith their hands together in prayer position, 

as they think hoH quietly all plc>..nts grow. 111;Jhich through earth 

its uay has made, 11 leads them to continue raising their hands to eye 

level, a.."'ld if in a sitting kneel to rise to a high lmeel. Then 

11 Silently as morning lightll motivates ·the primaries to rise to a 

standing position 1rl. th their arms lifted high up above their heads. 

Lastly uputting mists and chills to flight 11 the children slm·rly let 
2 

their arms dmm as they think of the vronder of daHn and sunlight. 

Thus by this experience, -vli thout any theological discussion, the 

children have been refreshed by the time of quietness, of centering 

their thoughts on mystery, of reaching up in -vronder, and of return-
3 

ing to their present day experiences. 

3. Junior 

In all the interpretations given, 1-J:rs. Fisk stresses that 

they are only suggestions for a startine; point and no matter 1-1hat 

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

1. Cf. ibid.' p. 8. 
2. Cf. ibid., p. 9. 
J. C-" J.e ibid. 
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1 
continually to do his mm interpretations. Juniors especially 

enjoy interpreting Psalm 150 to Cesar l"rc:.nck 1 s music for the Psalm. 

The 23rd PsaJJn has also been interpreted by juniors, and this age 
2 

group has done an interpretation of the Beatitudes. "Joshua fit 

the Battle of Jericho 11 is a. favorite of the children for doing 

creative movement. The group is divided in half. One half of the 

group form the battlemented Hall of Jericho by stretching their arms 

out vertically at shou~der level and touch forearms oi' the ones on 

either side. The other half of the group are the trumpeters 1·rho 

blm·r their trumpets as the;r circle around the wall. For the first 

and second refrain Hearne tumbling downn is changed to 11 come tumbling 

dmmu and this allm:'!s a greater arnount of interpretation by the children 

as the He.ll cracks, shakes, and begins falling c. part. The trumpeters 

have more time for circling 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 

11 This Is Hy Father's \'Jorld is that the group move slowly in a circle 

as follow-s: 

11 and round me rings 'rhe music of the spheres" - those in the circle 
breeJ( into turning planets. 
nThis is my Father's 1i·Jorld•• - circle design repeated 
11 I rest me in the thought 11 - group kneels 
110f rocks 11 - reach out 1·Jidely as if encircling a rock 
11 c:md trees" - look up, reach up, and rise 
11of skies - reach high, heads back 

1. Cf. ibid. 
2. Cf. ibid., p. 8. 
3. Cf. ibid. 

Cf. Eargaret Palmer fisk, 11 Fello-v:ship, Fun, and Freedom in 
Creative Eovement, 11 Children's Religion, June 1952, p. 17. 
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11 and seas 11 - lovrer arms, hands turned dmm 
11Fis hand the Honders v7rought 11 - look up, hands turned up, then 
lo~iered ag2.in on ui·rrought.ul 

In interpreting the 1~od Samaritarr1it should be kept in 

m.inci that t:L'lle must be allmved for creating rhythrnic patterns so ·chat 

it vrill not be m.erely pantom.ine. There should be a special rhythm 

for the beatin~ of the man 2nd the man should have time for reactions 

of -vn"i thing and_ tossing in a rhythmic pattern. Then each of the 

three men Hho approach the vrounded man should hc..ve distinctive 1-mlks. 

The 1·m1mded man should 1·7I'i the in the intervals betHeen the approach 

of each man ·who comes along. As the good Sa..111ari tan brings the 

Hounded man to the inn the mood is set for a climax 1d1ich automaticc..lly 

impels the children to identify themselves vii th the character and 
2 

actions of the Se.maritan. 

4. Youth 

l,J:rs. Fisk's suggestions .for interpretation for youth deal 

mostly 1-Ji th presentations by a rhythmic choir. In interpreting the 

Polish-Je-riish 11 Eli,Eli 11 -vrluch is based on Psalln 22 the group may 

start, as a deep ·well of discouragment. This is done by being close 

together in a group, a.ll reaching up, then loHering their arms into a 

pit of their mm making. One person interprets the shoriing of the 

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

• • 

1. Cf. I-iargaret Palmer Fisk, 11 Fello-vmhip, Fun, and Freedom in 
Creative Hovement," Children's Religion, June 1952, p. 17. 

2. Cf. E:argaret Palmer Fisk: The Art of the R.hythwic Choir, pp. 
53,54. 
Cf. }:iargaret Palmer Fisk, 11 Religious Expression Through Rhythm, 11 

International Journal of Religious Education, Feb. 1952, p. 8. 
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cross as he stands with arms extended T·:hile the rest of the group 

crouch lovJ as he cries out nuhy hast thou forsaken me? 11 Then the 

group continues to portray their grovJing faith uhich they lm01-J comes 

frorn God alone. They may sing a closing hymn like 11Yea, the Lord 

is One" •·rhile they stand in a circle v;i th arms raised and faces 
l 

turned upHard. Youth enjoy interpreting 11~·Jorship the Lord in the 

Beauty of Holiness, 11 11 Jesus \:Talked This Lonesome Valley, 11 and 11 The 

Lord's Frayer 11 because these hymns have such a depth of feeling. 

Young people can enter into hyrm~1s such as these and thereby express 
2 

their deepest feelings and desires. The hymn °Dear Lord and Father 
3 

of I'1ankind11 has a stanza that is appropriate for rhytlL<n.ic movement. 

First, one is told to think of a concern they have anci to place it 

imaginatively on their palms ·which are turned upvmrd before them. 

Then to the Herds 11 Drop thy still dews of quietness 11 the head is 

slm-rly bent dmm anci the arms are lmiered as one commences to 1meel 

and then on 11 1 Till all our strivings cease. 11 the individual lets go 

ever<J tense muscle of neck, back, and arms and sinks to a lm·J lmeel 

lJi th hands resting on the floor. Follmd.ng this the line, 11 Take from 

our souls the strain P.nd stress, 11 suggests a movement of straighten-

ing up and the next line, 11And let 011r ordered lives confess, 11 brings 

on a movement of greater height so that one rises from a lmeeling position 

l. Cf. Hargaret Palmer Fisk, 11Spiri tual Therapy Through S;ymbolic 
Eovement, 11 International Journal of Religious Education, Feb.l9.53, 
pp. 13,14. 

2. Cf. ibid., pp. 12,13. 
3. Cf. Na.rgaret Pc.lmer Fisk, 11Let You.r Faith Help You Relax, 11 Ad­

vance, Feb. 16, 1953, pp. 14,1.5. 



-61-

to a standing position 1·d.th arms raised up1·rard. Lastly on 11 The 

beauty of thy peace. 11 One just lets the arms dmm slo1-Jly until they 

rest at one 1 s sides i·7hile one continues to have one 1 s vision focused 

high. 

F. Summary 

This chapter purposed to present practical suggestions 

for a program of creative rhythms in Christian education. In order 

to use creative rhythms effectively in the Christian education pro­

gram it ·v.ras found that qualified leadership is essential. One of the 

leading qualifications for effective leadership is found to be 

spirituality. 'l'his is important so that the leader may project to 

the group that attitude o.f vJorshin and cdoration of God that is so 

necessary in the art. The leader must have a personal relationship 

to Christ. Other suggested qualifications were creativeness a..11d 

enthusiasm. These are necessary on the part of the leader so that 

he may elicit from the group these same characteristics which are 

so essential if a truly original rhythmic design is to be produced. 

Lastly it i-ias noted that the leader needs to be qualified in techni­

cal training. That is, the leader should lmm\T modern dance technique 

because creative rhythms are based on it. Hm·rever, there are fev-r 

people in the church ·Hho are technically trained in this field. 

Religious education schools are only beginning to offer religious 

-dance in their curriculum. Thus, an altern2.te plan has been sug­

gested by Hrs. Fisk. 'I'he plan is to use a technically 
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trained person along Hith a church leader. This combination is 

called co-operative leadership. 

The greatest 2-r11ount of material that 1vas suggested for 

rhythmic interpretation l·ras found to be hyrr..ns or songs. Specific 

sucgestions ~orere given for primaries, juniors, youth, and the 

rhyt:b.mic choir. The Psalms 1·Tere noted to be another source of 

useful m.aterial for creative interpretc;.tion, also the parables. 

It ·;;-ras disclosed that people of the Bible take on real life for 

cl<ildren as they interpret such characters as David, Joseph, Daniel, 

and Job, as Hell as others. furthermore it Has disclosed that the 

Beatitudes, the Creation narrative, the love chapter, I Corinthians 

13, and the 11 T'nree Earys 11 based on John 19:2.5 are other Bible materi­

als that are e.daptable for rhytr.mic expression. Lastly it Has 

found that for pre-school age children the elements of nature are 

most 2.ppropriate for them to use in creating patterns. 

Several examples ·were fmmd for varying age levels. An 

acc01.mt 1-:as given of pre-school age children interpreting in detail 

the Heather elements c01nbined 1rri th grmri.ng floHers, flyint; birds, 

craHling -vmrm.s, and shedding cocoons. For the primaries an illustra-

tion of the h;yrm 11Gr2.cious Spirit, dt·rell 1rrith me 11 1""as given in full. 

For the juniors an ex&llple of how to interpret 11 Joshua Fit the 

Battle of Jericho 11 -vras given. Another illustration for jtmior 

level vras the portrayal of 11This Is Ey Father 1 s 1-.orld. 11 The parable 

of the 11Good Sc:unaritan11 was another illustration found to be applicable 

for juniors. Then for youth an interpretation of Psalm 22 -v;as given • 
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Lastly, the hymn aDec..r Lord and Father of Eanldndn ·Has found to 

have movement suggestions that r:rould be useful for youth. 



CHAPTER IV 

SUl![t-iARY AND CONCLUSION 



CF..APTER. IV 

SmTI:W1.Y AND COl>l'CLUSION 

A. Summary 

In tl1is study a survey 1-1as made of the factors and values 

in creative rhythms in secular education. These ivere compared with 

those in Christian education. 'l'his vras done to discover hoH the 

meditun of eJ..rpression could more fully be used in the Christian educa­

tion program. Since the main concern for the thesis ;·~as in the area 

of bodily movement the main leading secular authorities consulted 

for that area 1-rere '>iaterman, Hartin, Dixon and DeLima, Hhile J:IJ.sk 

was the only authority to consult in Christian education. 

A survey of the primar-y sources of creative rhythms in 

secular education vras made as a background for the study in Chris­

tian education. In secular education the art Has found to be rel­

atively new and 1v-as generally combined with the ot,her arts in the 

curriculum for the teaching of it. Secular education has defined 

the terms for the art, Hhich is most generally referred to as rhyth:rnic 

movement. Next in the study basic forms of movement vJere noted and 

folloHing this, combinations of rhythmic movement i·rere disclosed. 

It Has fm.md that the voice and instruments of all kinds are used 

for accompaniment to the Hovements. In secular education the ve.lues 

found for the group \-Jere: vicarious experiences, group consciousness, 

sharing of experiences, maring of emotional capacities, and 

lessening of differences. The principal value for the tec:.cher 

-6h-
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1·Jas noted to be the insight and 1.:mdersta.nding acq1.1ired about the 

pupils. Lastly the ind5vidual values of cryst.odlization of 

learning, 1.mderstc.nO.ing of self, enrichJ.rtent of self, c.nci eA.'"Dress-

ine; of self Here revealed. 

':Tith this established, a survey of the book a.nd magazine 

articles on the llse of crec:_t.j_v·e rhytllJtlS in Christi2n ed.11cation 1,;as 

ThG findings in Chri:otic:n educc:,tion Here com:;:-arecL 1·:ith 

those in secular educs.tion. In the surve7 it "'.-TC:S disclosed that 

religious dance has eY.i~ted since the Church began and even before 

that in Old '!~estament times. Christj_an educa.tion h<:s 111ore terrrrs 

than secular ed,J.ca,tion beca.usc of the religious element. 'L'he 

basic form.s of nove:ment in Christi.::m education are sinilar to those 

in secular edu.cc:.tion. The movements of thc hands, the eyes~ the 

kneel, the lift, a.nd the ualk are a.ll added or chc:nged from secular 

education so that a. feeling of exc:.lta.tion may be produced. The 

study fmmd tha.t the rhythrnic variations in Christi<m educa.tion 

are forrned on the as those in secular eclL1c2.tion. That 

is_, 

in intens:._t~r, c.n.c:~ iJcric:;.tion in space pattern. The 2 ccoffi-oa.nilnent in. 

sec1.1lar anc Cbristic.n edJ.J.cation i::- t::e s2me, e~;:cept that the voice is 

gener2.lly used for re2.ding scripture or singinz in ChriEtj_a .. '1 

educ2tion, 1rhereas in secul<T educc:tion it ms.y be used to produce 

any audible sound. The values for crea.ti ve rhyth;Tis in Christian 

ech.Ication are the sc:Jne as those in secular education besides a11 

For the group the values are 

social grm·r'ch, therapeutic s.id, sharing of cree:ctions, group 
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cooper&tion, 211C:_ \ricariolls F"Ciri tllaJ experiences. The incli ·vid.t1al 

val11es c.rc r:~ersonal enricb.TilE.rrt; c,_dju.str::ent, t') "Slersonal Droblems: 
~ ' al1Cl 

.spirj_ t;J_EJ_ grov'tl: Fl:ic~: con::i:::ts of le.:u~ninc; of I'iblG content and 

hymns, cevelo-oment of selflessness, fc;llo:-rshil) -c:ith ~1oc1., deepened 

spiritual insight, and stimulus to Christi.sn living. 

On tb.e baeis of these t1·.:o surveys, end their comp2.rison, 

of creative rhyt:b .. ills. First the necess.s.ry leadership quCJ.lifications 

vrere fo1md to be spiritualtty, creativeness, enthusiasm., and 

training i11 tec1micc.l matters. Co -operc.ti ve J.es.dershi p Hc.s dis-

C1}_2sed c:.s c_ po~;sible altern&ti.ve plan j __ f no trained leader 1·Tere 

1i1atcr:L2l :fo1') t1E·e :i_J1 crec..ti "',re j_nter-

Fisl~ dependecl most on h~lli111S cu1.d 

so11gs for nGc.rl~r c:ll of tj_o c_.ze e:roups. 

t~e people o~C tl1e :Jible, ancJ. eleDient;: of no.t1J.re 11e1'"le L1so fotu16 to 

be c:.dr,_ptablc for interpreta.tton in creati-ve rl1ytbrrrs ~ :Several 

s11::gestions ~-;ere noted~ for u.se in costl1Irring. 

creative rh~rthn1s at various age le\rels 1-rere dis Cltssed" 

B. Conclusion 

}?rom the st:udy it 1-:ras noted tha.t crea~:.i ve rhytlrms are an 

ef.fecti ve art medicun to be used in the church prograr.1. The values 

for the use in ct,ristic:n educ;:•tion fo.r exceed those in 

ecl\.J.C8~tio11. Ll.SC 

ecl:cc-tion reve2led 

be t1.t.i]j_ zeC by 
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Christ.j_cn ed.llCD tion. !~t Dl ... 8S811t t.1l8 grec;.test (:.cvel.onrn.ent for the 

u.se of r11ytl"'.1n.ic ·il1terpretc_tior!_ j_n t.h.c chtJ.rch has been i11 tl1e area. 

of tl:ls rh;y-tlrnic choir, 1~hile clas:3room 1..1.2e of it ha:::: been almo:::t 

Yotlth great]_~T e11jo~r e:::cpresslng tl1emsclvcs raore co;J.pletel:r thrortgh 

Thel~e.fors t.J1e uc~e of it co·nld be c:.dapted fo:c~ ~;-ollth 

;·,1eetings or 2-. specis.l crea·::;i -ve rhyth.ms group co11ld be org;::nized 

for those interested in le2.rnins; and. developin:::; this art. 

Creatj_-ve rl13rtl~-r;'1S ver~t defin:l_ tely afford. oppoi .. t1J.Di ty J?or 

lcc.r11j_ng by do:_ng, thtJ.o 111c:~r oe used to impart rnc.n:;r o:f tt~e fc.cts 

the te2che:- 2J.l too often l::o.bors to put across b~' -vcrb2l teaching 

Eore Old Testa::lEm"c, and :rm-::- Testc:ment chara.cter portrayals, 

Christi<m ed1J.cation needs to 

ind:vidu2l 2.nd gr01.1p that may 

J~thoush Christian 

educ2.tion has been sloe·< in 2.cknouledging the v2.lues in the past, 

only ;:hen the 2.rt is enco1.ms.ged and tried by the key leaders in 

each church Kill this <:n·J2,.reness to values be completely mrakened. 

~~hese fc cts c~re borne ou.t by stc;.tcrnents b::r au.t!1ori ties in 

}~rs. ~!?is1;: t·Ti t~1 the rhytJ:.unic choir. Ralph Dcmgle.s I-Iy2lop, Professor 
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of TI~Lstoric2.l Theology, Pacific School of Religion, :'3erkeley, California 

says: 

A necr understand:l_ng of freedom of v~orship is iri1pc:.rted by ~·iarg2ret 
Fisl-:: and th.e R11ytl"'E1ic Choir. }IIore irn.portc.nt than an~r 1-:rords about 
-r-rorshin is the eXlJerience of this freedozn Gl-10~ its frllitso I have 
seen no e:A.lJerience comparable to that grined through ~::c.rticipation 
..,_:_n +.11i s v-."V'Io- -r'"'Y'f"l 1 '-"~~ ...... - ::.~).;.. b 0-l.li. 

11 I rejoice in :f:~e.rgaret Fisk 1 s portrayc;l of 1·:orship through body, mind 
2 

an.d. spirj_t. It projects grace, reverence and joy. 11 -v;as s2.id by 

I·Ic:.rgc.ret .Appleg2.rth. Likev~ise I~..oy Burkhc_rt has coiTJnented, it 

11 ••• is especially import2nt todc.y -v:hen people are re<:,ched more by 
~ _, 

~,Thc:_t they see the.-::1 by vhat they he2.r. u 

In co~1ch·.sion one finds tl2at crea.ti ve rhythms s.re 1wrthy 

of frtrt11er e:>.:nertmentatio11 in tha Christic:.n eclucc:.t:Lon progrc:rn. Through 

fJ~··broc~.der D~Se of the 2-rt in the Christian e0.1:tcc.tion prograr:1 tl1e I1ecliu.m 

of e::0ression 1rill prove itself. 

l. The Rhytl".cHic Choir, The J:i'j_rst Consrer;c;.tion&l Churcl-::., Tacom.:t 
"·Jashington, (folder). 

2. Ibid. 
? T'l--"i , _;. _,~.,J_O_., 
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