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Chapter One: 

Introduction 

 The profession of sacred music, especially where leading worship and designing 

liturgy is concerned, requires extensive experience, skill, knowledge, and training.  

Although there are many educational programs available in the field, there are also vast 

numbers of church musicians who lack even basic training in sacred music-related skills.  

Many churches ask pianists or other musicians to lead worship without any provision for 

further training.  Musicians who work in a church often do so as a second career, which 

renders additional training and its requisite cost a challenge.  Furthermore, while 

churches are spread throughout the world, sacred music programs are not; they often are 

located in major metropolitan centers, at university campuses, and sometimes (in the case 

of camps and conferences) are offered only sporadically.  International church growth is 

exponential, and with it the need for trained church musicians rises, yet local programs do 

not begin to approach the quantity or quality of education needed.  While a wealth of 

training is available today, most adequate educational offerings remain inaccessible to a 

vast number of today’s sacred musicians. 

Efforts have been made to reach this target group of professionals with necessary 

basic sacred music education.  The American Guild of Organists (AGO) sponsors Pipe 

Organ Encounters for both youth and adults, and offers sacred music workshops, master 

classes, and certifications at the local chapter, regional, and national levels.  Various 

organizations offer a variety of instructional materials in various formats on hymn 
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playing, improvisation, and choral accompaniment.  However, these resources only 

provide limited instruction,  as the lack of personal interaction limits the teacher's ability 

to customize the instruction to the student.  These programs, however, are excellent 

predecessors to this project: a fully interactive online course in sacred music. 

 This online course has been designed to be an interactive practicum of sacred 

music skills, including basic organ technique, hymn playing, anthem accompaniment, and 

choral conducting.  Instructors will use student video-submissions (asynchronous 

learning), live video interaction and lessons (synchronous learning), written work, 

examinations, online forums, and practical projects to develop and evaluate these skills. 

 The Sacred Music Online course has the potential to reach the target audience in 

unprecedented ways; pupils can work through the course skills and material at their own 

pace, on their own instruments, and in conjunction with the resources provided by their 

church or employer.  Where today many find sacred music education inaccessible, this 

project seeks to make it universally and readily available to any pupil with an adequate 

Internet connection.  Instead of eager church musicians unable to access a formalized 

degree program or specialized studies with a qualified sacred music instructor, this online 

course will impart the necessary skills and instruction to support each student's growth. 

 For the purposes of this final project, the entirety of the course is designed in 

moderate detail: learning goals, basic methodology, and essential course structure for 

each module will be outlined.  In addition, one subject - hymn playing - has detailed 

plans for lectures, “mock” lessons that illustrate key pedagogical concepts and 

techniques, instructional materials, assignments, and examinations.  Finally, a small 
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portion of the hymn playing subject has been realized online to demonstrate how the 

curriculum will function in actuality.  First, however, the author demonstrates how the 

instructor and distance learner can interact in the learning process by discussing 

applicable e-learning technology, and how to effectively apply it in this course’s virtual 

environment. 

 As a note, this project will utilize materials and ideas initially developed in 

2013-14 in cooperation with the Indiana University Jacobs School of Music Organ 

Department and Indiana University eLearning and Design Department.  During that 

academic year the two committees and the author collaborated to create the basic 

curriculum described above.  Special thanks are due to this collaboration for their fine 

work in developing some of the strategies that helped make this project possible. 
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Chapter Two: 

Technology Plan 

 The following chapter outlines the technological challenges of this project and 

how each potential problem can be addressed. 

Challenges 

 Musical instruments are among the most notoriously difficult objects to record 

and broadcast, particularly in a synchronous online learning platform.  This is due to 

several factors, including technical, pedagogical and practical issues outlined as follows: 

• Latency delays in synchronous video conferencing, defined below.  

• Lack of reliability. 

• The need to capture continuous high-definition audio. 

• The need to capture continuous high-definition video. 

• The lack of true physical teaching presence to provide tactile pedagogical instruction, 

or to more precisely diagnose student challenges. 

• Finding video/audio streaming equipment that is accessible to the student both from 

financial and technological perspectives. 

Latency Problems with Synchronous Video Conferencing 

 Because of the high amount of data and bandwidth required to stream video and 

audio in a conferencing situation, current software does not always handle latency issues 
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successfully.   In a video call, latency may be significantly high (one to two seconds), 1

meaning that the person on the receiving end of the signal is already receiving a 

noticeably delayed transmission.  Furthermore, the latency of the audio commonly does 

not perfectly match the latency of the video, so that it may appear that the audio is 

"ahead" or "behind" the video feed by a few milliseconds or more.  A successful music 

learning environment requires optimal alignment between audio and video so that both of 

these signals are relayed to student and teacher with little to no delay.  These challenges 

make it very hard to teach music using anything but the best equipment, operating 

system, video conferencing host software, and internet bandwidth/speeds. 

Reliability Issues with Synchronous Video Conferencing 

 Along with latency issues, one must consider the lack of genuine reliability in 

synchronous video conferencing.  Even in an ideal situation (which would require a 

computer with proper specifications and processing speed, excellent WiFi signal and 

internet speed, proper bandwidth, a high-definition video-conferencing software host, and 

similar internet and computer specifications for the other caller), it is still relatively 

common to experience momentary lags, video freezes, pixellation issues, and momentary 

total signal dropouts.  This is because the internet and one's means of connection (WiFi 

router, modem, or otherwise) is almost always shared with others, and the available 

bandwidth that the connection offers constantly varies, sometimes greatly.  Furthermore, 

intermittent signal interference from other WiFi networks, radios, cellular devices, 

 In this context, the author defines latency as time elapsed from signal capture (and its transmission over 1

the internet) to signal reproduction.  
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electrical sources, etc. is common, causing momentary lapses in signal or streaming 

quality.  Although sufficient to relay the spoken word, synchronous video conferencing, 

even in an ideal situation, is not a reliable tool for high-quality musical instruction. 

 Because of the nature of this project, ideal live video-conferencing setups cannot 

be counted on.  Students may commonly need to use organs in locations where WiFi 

signal and internet access is inadequate or absent.  Even if the student chose to use their 

own mobile data plan to stream synchronous video conferences, they may not have strong 

signal reception or internet speed from their cellular provider, especially in large 

buildings where the structure impedes cellular radio signals (like many churches and 

concert halls).  While ideal situations exist for high-quality video conferencing, few 

coincide with where organs are commonly located.  Teaching via live video conferencing 

is therefore not a feasible platform for this course due to its general unreliability and 

inconvenience.  Therefore, the author has chosen to pursue an alternative solution to be 

discussed later in this chapter: individual instruction via recorded (asynchronous) video 

submissions. 

Capturing High-Definition Audio 

 It goes without saying that this course will require the listener (instructor or 

student) to hear the captured audio of the organ at a high-definition bit rate and 

resolution.  Distorted, heavily compressed, or low quality recordings would simply not 

give the student enough detail to learn, nor the instructor sufficient information to 

evaluate and comment upon student progress.  Therefore, this course will need to 
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establish a satisfactory method to capture and transmit the necessary audio using proper 

microphone setup and a software solution that records or streams at least two 

unprocessed and high-resolution live stereo audio signals.   This course assumes that the 

pupil and instructor will always be listening in a quiet space with earphones or a speaker 

system of high quality so that the entire spectrum of sound frequencies may be faithfully 

reproduced. 

The Need for High-Resolution Video Capture 

 Furthermore, the video signal must also be captured in high-resolution and at a 

consistent frame rate in order for student evaluation to successfully take place remotely.  

This is particularly true of capturing the organ, since teachers must see details such as 

text on stops, pistons, etc., and hands and feet at the keyboards.  There must be a high 

enough pixel count within the frame to both fit the entire console within the frame and 

capture small details.  Since using a higher resolution allows one to zoom in for a closer 

perspective without the image becoming pixellated, the author recommends using a 

minimum of standard high-definition resolution (1080p) but encourages 4K resolution 

and above if the technology is available.  Furthermore, the captured and transmitted 

frame rate should be at least twenty frames per second, so that the video feed is realistic 

and useable, rather than stuttering and inconsistent. 

 The higher the resolution, however, means more detail is sent over the internet, 

and this presents a challenge.  If the video is sent asynchronously (as a video recording), 

then the file might take a long time to upload and download, not to mention the large 
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amount of storage space required.  If sent synchronously (as live video conferencing, for 

example), however, the file will likely be heavily compressed and will lose detail, making 

accurate pedagogical instruction extremely difficult.  Furthermore, depending on the 

strength of one's internet connection, the video feed could become choppy, interrupted, or 

altogether dropped, since frame rate is often sacrificed in an attempt to maintain a 

continuous video feed.  Therefore, as discussed in detail later in the chapter, this course 

will be designed using asynchronous teaching technology as its primary pedagogical 

method. 

The Lack of Physical Presence 

 Another pervasive difficulty throughout this course will be the lack of physical 

presence during instruction and learning.  Of course, one may be able to set up the best 

possible situation so that the image and audio presented are in high quality, but teaching 

"from a distance" does require special skills from both teacher and student.  The 

instructor will have to rely entirely on two-dimensional audio/video feeds and video 

angles chosen by the student to observe and instruct the student in matters of technique 

and musicianship, catching problems such as poor posture, physical tension, and errors.  

The student, in turn, will need to attentively follow video and aural instructions from 

teachers.  Like most virtual classrooms, success is proportionately linked to the student's 

incentive to learn, while the instructor's role as facilitator must necessarily be limited.  

This course will appeal to and be most successfully utilized by "self-starter" learners, 
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particularly those who come to lectures, lessons, and assignments with questions to ask 

and ideas to put forth. 

 Even with the best students, however, distance learning for the pipe organ is 

extremely challenging; however, the author believes remote teaching is possible for this 

course because the lesson plans cover basic skills.  It is simply not possible at this point 

to have effective and substantive interactive lessons on advanced organ techniques and 

musicianship from afar, given the current availability of technology and the complex 

nature of the instrument. 

The Cost and Convenience of Equipment 

  For this course to succeed, the technology must be a useful tool for building a 

quality experience, not a hinderance in any way nor an end in itself.  The cost of renting 

or purchasing equipment must be kept as low as possible to ensure that the full cost of 

taking this course is within the grasp of an eager student.   Furthermore, the technology 

needs to be kept simple, since there is likely to be a learning curve for many students who 

are not comfortable with handling technology, and I.T. support would most likely need to 

be administered remotely.  In order to guarantee a quality experience for all involved the 

author recommends requiring students purchase a specific technology package to 

guarantee uniformity across the course, thus keeping purchasing simple and customer 

assistance easy. 
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Difficulties in Capturing the Organ with Technology 

 Within the field of music online education, the organ is one of the most difficult 

instruments to properly capture and broadcast.  The potential difficulties listed below 

must be addressed in order for instruction to be successful: 

• high-definition audio must capture enough of the instrument and surrounding spatial 

acoustic to make critical listening possible, especially where the organ pipes are 

located far away from the console; 

• audio also must be able to pick up clear verbal commentary from the student at the 

bench, and in synchronous video situations, be able to amplify the instructor's speech; 

• video quality must be detailed enough to clearly focus on the keyboard and the pupil's 

hands, as well as the the organ's console and its accessories (e.g. pistons, stops, etc.); 

• because the organ console is like three instruments in one, the video angle(s) must 

clearly capture the pedal work, manuals, and the console; 

• in many organ set-ups the organ bench is directly backed up to a wall, making it very 

difficult to obtain a proper camera angle. 

Audio Equipment Must Capture Instrument/Acoustics and Speech 

 Unlike most other instruments, the organ may distance (or completely detach) the 

player from the source of its sound.  In most cases, the organ is audible enough from the 

console for essential instruction, but usually the best sound from the instrument is 

projected into the room directly in front of where the pipes speak.  Furthermore, because 
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of the pedagogical nature of the course, the microphone(s) used must also clearly pick up 

the sound of the person speaking at the console. 

 Depending on the layout of the room and the organ's design, setting up equipment 

to ideally capture audio from the organ, acoustical environment, and the organist's voice 

may be time consuming and expensive, not to mention beyond the skill level of the 

average student.  And yet, such a setup may be required if the organ's chambers are 

located a great distance from the console.  As such, the question of microphone 

placement must be carefully considered when planning this course. 

Proper Camera Angle 

 If one is capturing audio alone, the microphone should be placed to most precisely 

hear the organ (and the player, if there is speaking involved).  If there is video, the camera 

must be placed so that the entire organ console fits within the frame.  Moreover, the 

camera must be placed high enough and angled so that one can clearly see the manuals, 

the pedalboard, and the entire student (including hands and feet).  A good angle (as 

demonstrated in Figures 2.1 and 2.2) is roughly thirty to forty-five degrees to the rear of 

the organ console, depending on the specific instrument.  In contrast, poor angles are 

demonstrated by Figures 2.3 - 2.5.   

 It is usually impossible to completely capture the organ and performer with one 

camera, even at an optimal angle.  Usually one or both stop jams might be blocked, as 

well as small portions of the pedalboard and toe studs.  However, as long as the player 

can be clearly seen, along with the manuals and the pedalboards, then the angle is 
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sufficient for the purposes of this course.  To compensate for blind spots, an instructor 

should be provided with complete still images of the organ console from various angles 

with all details clear: stop jams, pedalboard, couplers, etc. (such as Figures 2.6 - 2.10).  

For specific exercises the instructor may ask the student to record from a different angle.  

For example, when evaluating pedal exercises, a perspective directly behind the bench 

would be desirable to best see the performer's torso and feet.  Finally, because the camera 

angle and video resolution may not provide enough detail to view student's specific 

registration choices, the student should also record and subsequently supply these 

selections to the instructor alongside the video submission for the purpose of precise 

teaching. 
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Figure 2.1: A proper camera angle from the right side of the console.  Notice that the 
entire upper portion of the pedalboard is visible, as well as most of the manuals and the 

music rack.  Photo courtesy of St. John Cantius Catholic Church, Chicago, IL.
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Figure 2.2: A similar angle from the left side of the console.  Photo courtesy of St. John 
Cantius Catholic Church, Chicago, IL.

Figure 2.3: A shallow, poor camera angle from the right side of the console.  The 
manuals are almost totally obscured, as are many of the pedals.  Photo courtesy of St. 

John Cantius Catholic Church, Chicago, IL.
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Figure 2.4: A low viewpoint where the manuals are partially cropped out of the image.  
Photo courtesy of St. John Cantius Catholic Church, Chicago, IL.

Figure 2.5: The angle here is too sharp, resulting in the pedalboard being almost totally 
obscured.  Furthermore, when the organist is in place the manuals will be almost 

completely blocked.
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Figure 2.6: This still image, as provided by the student, would provide the instructor with 
critical information regarding the layout of the organ's stop jam.

Figure 2.7: As in Figure 2.6, this still image would allow the instructor to have detailed 
knowledge of the organ's manual and piston/divisional layout.
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Figure 2.8: A still image close-up of the expression and crescendo shoes for the 
instructor's benefit.

Figure 2.9: A similar still image view of the instrument's toe studs.



Location of Organ Console 

 If, as is common, a wall or other immovable obstacle is in close vicinity to the 

organ console, it may become difficult or impossible to position the camera correctly in 

order to adequately capture the student, pedalboard, and manuals.  If this is the case, the 

technology must be able to (within a reasonable level of flexibility) adapt to a closer 

camera setup while still obtaining the proper view for the instructor. 

Solutions 

 The author regrets that, due to limitations of budget and technology, not all of the 

above issues will be addressed with comprehensive solutions in this document.  An 
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Figure 2.10: For the benefit of the instructor, a still image complete view of the console 
(without the bench) should be provided for context and clarity.  The instructor must 
understand exactly where everything is located when evaluating students over video.



individual, school or institution desiring to adopt this course would need to invest in the 

required equipment and secure adequate technical assistance before the course could 

successfully be taught.   With this in mind, the following are the technological solutions 

suggested by the author for implementing this Sacred Music Online Curriculum. 

Smart Phones and Applications:  iPhone, iOS, and Apps (not iPad) 

 It goes without saying that the most accessible video capture device 

internationally is the iPhone.  It carries a powerful high-definition video camera 

comparable to most on the market.  Test videos have shown this camera to be more than 

sufficient for the purposes of this course.   The phone utilized in tests is an iPhone XS 2

Max, which records video in 4K resolution.  While there may be better cameras on the 

marketplace, their cost to the user is generally at least $300  (only somewhat cheaper than 

entry level iPhones), and these cameras generally do not have internet capabilities built-

in.  Furthermore, iOS devices are far more accessible than others for the following 

reasons: 

• The iPhone is the most popular smartphone solution on the market today. 

• Apple's iOS operating system is widely familiar, and likely more approachable to those 

less comfortable with technology. 

• Because the iPhone is readily connected to a data network, both synchronous and 

asynchronous video sharing become easier since signal capture and transmission 

happen in a single software and hardware unit. 

 Apple’s iPhone models and their camera specifications are explained in detail on their website.  "iPhone," 2

Apple, accessed May 25, 2018, https://www.apple.com/iphone/.
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• Marketed and serviced internationally, the iPhone is the most commonly used smart 

phone in the world. Given that this course's target audience includes international 

students, technology solutions must be easily acquired outside the United States of 

America, and the iPhone is the obvious choice. 

• Several technologies discussed later in this document offer free applications on the 

Apple App Store, which demonstrates that the iPhone offers convenience one might not 

find in less universal solutions. 

It should be noted that it is possible to make this course accessible for other operating 

systems and varieties of smart phones and tablets, such as Android phones.  In particular, 

most high-end smart phones boast similar capabilities and specifications that would allow 

for proper capture of course material.  However, because of the high performance and 

international accessibility of iPhones, this course has been designed with the assumption 

that students will use it for the purpose of video capture and transmission.  3

 Because of production budget limitations, and to prove the iPhone’s capacity to 

handle the course’s needs, the author chose to shoot all sample instructional videos with 

an iPhone XS Max, and to edit those videos with Apple's iMovie software, which is 

easily mastered by technology amateurs.   While the results are sufficient for the purpose 

of this document, professional design and production values are desirable should the 

 Hereafter, when referring to iOS devices, the author is referencing not only the specific iOS devices used 3

to create this course design, but also the potential use of other smart phones and tablets as well should the 
course be adopted.
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expanded course be implemented in order to maintain parity with other online 

educational resources currently available.  4

Aukey 140 Degree Wide-Angle Lens for iPhone 

 While the camera quality of the iPhone is more than sufficient, capturing the 

entirety of the organ console from close proximity remains a difficult task for this device 

alone.  An average organ console has detail to be captured on wide horizontal (stop jam to 

stop jam) and vertical (music rack to pedalboard) planes.  For the iPhone camera to 

capture an image sufficient for teaching, it may need to be placed almost ten feet away 

from the console.   This distance places the microphone too far away from the player to 5

sufficiently capture spoken words, which are critical for the following reasons: 

• A student must be able to communicate with the instructor. 

• An instructor might need to use synchronous video-conferencing to have incidental 

office hour assistance with students and to communicate verbally while on the organ 

bench. 

• Instructors will need to demonstrate correct techniques, or comment on student 

submissions, while at the organ bench. 

Thus, the need arises to adequately capture the console while keeping the iPhone close 

enough so that its microphone setup can easily capture speech. 

 While visual design contributes little to a course's content, it can potentially change the student's 4

perception of its quality.  This is true in video production of recorded lectures or demonstrations, but 
equally applicable to webpage design, such as clear page layout, adequate space around text, line length, 
fonts, image formatting, etc.  The importance of professional and clear visual design is explained in detail 
in Marjorie Vai and Kristen Sosulski, Essentials of Online Course Design: A Standards-Based Guide (New 
York: Routledge, 2011), Chapter 4, http://a.co/g27vvhY

 This number is a general estimate.  The necessary distance between console and camera will vary 5

depending on the console’s shape, dimensions, and style.

20

http://a.co/g27vvhY


 The author's research shows the best, most accessible, and inexpensive solution is 

a supplementary "clip-on" wide-angle lens for the iPhone.  In particular, the Aukey 140-

degree wide-angle lens captures the console adequately from less than five feet away, 

ensuring clarity of speech over video.   It is a wide picture, but the lens does not distort 6

the image, reduce its quality, nor create a "fish-eye" effect.  As video from the online 

realized portion of this course demonstrates, it is easily used for instruction and 

evaluation.  Furthermore, the lens is simple to assemble and attach to the iPhone, as 

demonstrated in the sample video. 

 The Aukey wide-angle lens is described in detail at this website: Ora 140° Wide Angle 10X Macro 2-in-1 6

Lens Set, accessed May 25, 2018, https://www.aukey.com/products/ora-140-wide-angle-10x-macro-
smartphone-lens-set.
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Figure 2.11: The Aukey Wide-Angle lens.

https://www.aukey.com/products/ora-140-wide-angle-10x-macro-smartphone-lens-set
https://www.aukey.com/products/ora-140-wide-angle-10x-macro-smartphone-lens-set
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Figure 2.12: A photo taken one foot away from the base of the organ console, using the 
iPhone camera by itself.

Figure 2.13: A shot that is set up using the same parameters as Figure 2.12, but with the 
Aukey Wide-Angle lens attached to the iPhone.  Notice that the whole console is clearly 

visible from this very close proximity.



 Should there be a wall or other obstacle near the organ, the wide-angle lens will 

allow for camera placement that is much closer to the console, hopefully yielding enough 

maneuvering space to obtain the proper camera angle.  This, of course, is entirely at the 

mercy of the room's layout, and may not completely eliminate the problem.  Indeed, some 

organs are placed so that it would be impossible to simply and adequately capture them 

for the purposes of Sacred Music Online.  However, this wide angle lens does allow for 

many more organs to be eligible for use in this practicum course. 

  
Zoom Mid-Side Microphone for iOS 

 With its many strengths, the iOS setup with wide-angle lens is visually sufficient 

for the project's goals.  However, the built-in microphone of most iOS is designed mainly 

to carry spoken word and eliminate other noise, and lacks the sensitivity and high fidelity 

needed for the purposes of this course.  Fortunately, iOS devices have an ability to 

connect to and communicate with outside microphones.  These microphones are 

especially built to interface with iOS devices through their lightning cable port.  Once 

connected, the device uses the connected external audio feed as its default input.  For this 

project the author utilized  the Zoom Mid-Side Microphone, model iQ5, which is 

designed specifically to interface with an iPhone or iPad via a Lightning Port 

connection.   This microphone features a stereo (Left and Right) audio feed at a variety of 7

pickup angles, and can rotate to orient toward the correct source, making it ideal for 

audio recording as well as video recording and live video conferencing.  But most 

 "Zoom IQ5 Professional Stereo Microphone for IOS," Zoom, March 29, 2017, accessed May 25, 2018, 7

https://www.zoom-na.com/products/field-video-recording/field-recording/zoom-iq5-professional-stereo-
microphone-ios.

23

https://www.zoom-na.com/products/field-video-recording/field-recording/zoom-iq5-professional-stereo-microphone-ios
https://www.zoom-na.com/products/field-video-recording/field-recording/zoom-iq5-professional-stereo-microphone-ios


importantly, the company that produces the Zoom microphones offers quality recording 

products for musicians; these devices capture music of all styles in high resolution, 

making them useful to its owner outside the scope of the course itself.  This microphone 

allows the instructor more accurately to hear minute details within the music, as well as 

more clearly hear the range of dynamics and timbres characteristic of organ sound.  Since 

this course succeeds or fails based on the quality of the captured and transmitted audio, it 

is vital to choose and properly use a high-quality microphone such as the Zoom iQ5. 

 In cases when the organ console is located far away from the organ's sound 

source, its chambers or case, the instructor may require the student to purchase a separate 

audio recorder, such as the Zoom H1 or similar device, to place in proper location to 

adequately record the pipes.   The student would then submit both the video/audio from 8

the console setup and the audio feed from the other recorder as separate files, allowing 

the instructor (who would be properly trained) to merge the audio file with the video file. 

Camera Tripod and Smartphone Mount 

 The final piece of equipment required is an ordinary camera tripod upon which 

the iPhone will be placed.  It must be tall enough to capture both manuals and pedalboard 

simultaneously from a diagonal side angle.  A tripod connection is not normally built in 

on smartphones, so an inexpensive smartphone tripod mount should be purchased.  9

 "Zoom H1 Handy Recorder," Zoom, March 29, 2017, accessed May 25, 2018, https://www.zoom-na.com/8

products/field-video-recording/field-recording/zoom-h1-handy-recorder.

 A sample tripod mount for an iPhone can be seen here: “Amazon.com: DaVoice Cell Phone Tripod 9

Adapter Mount Holder Clamp Compatible with iPhone X XS Max XR Se 8 7 6 6s Plus Samsung Galaxy 
S9 S8 S7 S6 Edge Adjustable Smartphone Bracket Clip Cellphone Attachment (Black): Electronics,” 
Amazon.com, accessed Dec 9, 2019, https://www.amazon.com/dp/B00OS9E6AO/
ref=cm_sw_em_r_mt_dp_U_sHS7DbJAC71YQ.
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Canvas Learning Management System (LMS) 

 Beyond the requisite physical hardware, one must consider the software used to 

host the course and its associated communications.  The first step is having access to an 

online Learning Management System (hereafter referred to as "LMS"), which essentially 

hosts all course materials, student information, grading, assignments, and software tools.  

Given the popularity of online education, there are numerous acceptable options on the 

market, including (but not limited to) OnCourse, Blackboard, and Canvas.  The 

sponsoring organization’s IT department will likely choose the system due to reasons of 

cost and licensing.  That poses no problem to the course, because most of the mainstream 

Learning Management Systems should suffice for this course's aims.  This project will 

utilize Canvas as its LMS because Indiana University has graciously allowed the author 

access to a private course site for design purposes.  10

Zoom Video Conferencing 

 While current technology limits what this course can reliably achieve via direct 

synchronous learning, it should be noted that there are much more professional reliable 

video conferencing software solutions available on the market than the common solutions 

of Microsoft Skype, Google Hangouts, or Apple FaceTime.  These improved options 

offer somewhat, though not entirely, improved bandwidth, quality of resolution, audio/

video sync, and reliability of video stream.  In the author’s testing, these solutions have 

been moderately reliable, even if the download/upload data speeds of an individual’s 

 Canvas at Indiana University, accessed May 25, 2018, https://canvas.iu.edu/.10

25



Internet Service Provider are low, or if the WiFi signal strength is low.  However, given 

even a mid-range to excellent internet connection and a high quality video conferencing 

solution, one is still not guaranteed a sufficient video and audio stream for properly 

teaching live organ lessons. 

 However, synchronous video conferencing technology can be useful as a 

secondary means for incidental face-to-face communication in the course.  Such needs 

include instructor/student discussions, occasional live lectures, office hours, student to 

student interaction, classroom synchronous discussions, impromptu lessons, and musical 

questions.  Furthermore, as discussed below, asynchronous software solutions for video 

editing and commentary are outstanding, therefore providing the primary pedagogical 

tool for teaching lessons throughout the course. 

 Indiana University subscribes to Zoom, a professional high-quality solution for 

video conferencing needs.   This software allows for one-on-one conversations or group 11

activities.  It also allows the course instructors to hold regularly scheduled office hours, 

an important requirement for online instruction success.  Most important, however, is that 

the software host is designed to support higher-bandwidth conferences, meaning a better 

video and audio experience for the participants.  It is easily accessed from both computer 

and mobile devices, making it perfect for this project's usage.  The challenges listed 

above still remain, though, because it completely relies on the speed of the users' internet 

provider, WiFi signal, and device.  Furthermore, the author’s testing of Zoom revealed 

that while the audio quality is improved, any music streamed over the conference is 

 Zoom at Indiana University, accessed May 25, 2018, https://uits.iu.edu/zoom.11
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compressed and distorted, often interpreted as background noise.  The problem is simple; 

this software is designed to focus in on the human voice speaking directly in front of the 

camera, not the high-contrast audio range of the organ.  Given the testing, while Zoom is 

not adequate for synchronous music lessons, it is at least sufficient for the basic 

communication needs of the course. 

VoiceThread Software 

 As discussed earlier in the chapter, this course will rely on teaching via 

asynchronous video submissions and associated software as its primary pedagogical tool, 

as opposed to relying on unpredictable and low-quality synchronous live video 

conferencing.  Given this, the largest need of the course will be to interact using 

asynchronous video submissions as effectively as if they were synchronous lessons.  It is 

too cumbersome, for example, to write that “your left hand is carrying tension at time 

marker 1:58,” or that “you should consider a different harmonization in the second verse 

of the hymn.”  This method would be inefficient and pedagogically ambiguous.  For 

example, how could the teacher specifically tell a student what part of their posture and 

hand position is causing tension, or point out why their posture is problematic?  In the 

case of the hymn harmonization, there may be up to 2-3 different harmonies in a single 

second, depending on the piece.  Of course, one can write a whole paragraph of text to 

specifically explain the problem to the student, but this is not a truly effective way to 

teach.  In an on-location lesson, a teacher could physically guide the student to precisely 

the correct hand position, or indicate with a score exactly the place of the harmony.  
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When the teacher is separated from the student, these challenges arise to the forefront, 

because they are critically important to proper pedagogical effectiveness and the student’s 

success. 

 Thankfully, the world of online education is filled with a variety of solutions for 

effective asynchronous video collaboration.  This prototype course will use one of the 

best solutions available to date: VoiceThread.   For this course’s purpose, VoiceThread’s 12

most valuable asset is an ability to comment at specific points of a student submission via 

video, text, illustration, audio, and other means.  It is an exclusively online tool whose 

core purpose is to provide annotation and collaborative opportunities directly within 

submitted documents, videos, audio, photos, etc.  Essentially, this allows for all the basics 

of a live lesson (student performance, instructor commentary/assistance, student's 

questions, etc.) in an asynchronous environment.  For example, if a student turns in an 

assigned video submission, the instructor can submit video, verbal, or written comments 

while simultaneously replaying all or portions of the original video, allowing him or her 

to demonstrate exactly where the commentary is applicable and how.  The instructor can 

even draw illustrations directly in the student's original video (such as one might see 

when commentators analyze a sports game during a TV broadcast), to highlight specific 

technical problems or other issues related to physical space that usually require an in-

person presence. 

 "Amazing Conversations about Media," VoiceThread, accessed May 25, 2018, https://voicethread.com/.  12

See also "VoiceThread at IU," Indiana University Information Technology Services, accessed May 25, 
2018, https://uits.iu.edu/voicethread.
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 VoiceThread also offers many collaborative opportunities for students in the 

course.  Because of the potential for multi-level commentary, VoiceThread allows 

students to constructively critique their fellow pupils’ work, and learn from others’ 

examples.   There is no limit to how many people can comment on someone’s 13

submission, thereby allowing a peer-review environment that is similar in purpose to a 

masterclass.  And because it is based on asynchronous technology, all of these 

possibilities are based on a video submission that has no problems with latency, video 

resolution, delays, audio quality, etc. 

 Given this technology and the possibilities that VoiceThread provides for 

asynchronous learning, not to mention the aforementioned problems with synchronous 

video conferencing technology, this will be the main method of teaching and evaluation 

for this course.   However, it must be understood that asynchronous annotation 14

technology such as VoiceThread is only a solution for basic sacred music and organ 

skills.  Those who choose to implement this course or its technology should expect to rely 

more heavily on in-person (not over the internet) instruction as the organ and sacred 

music skills being evaluated and taught become more advanced. 

 In reference to sharing and collaboration between peers, attention would have to be paid to both 13

discussion moderation and data security.  In particular, the instructor would need to be sure that peer 
commentary is always constructive, warranted, and eligible.  Those in charge of the IT needs of the course 
would need to ensure security of the VoiceThread collaborations so that no submitted video assignments, 
commentary, or other student data can be shared with users or websites outside of the course permissions.

 Teaching via VoiceThread, of course, will be supplemented with written texts and curriculum plans as 14

appropriate to the course study.  These are discussed in detail in the following course chapters.
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Conclusion 

 As discussed above, this course will succeed or fail on its use of technology.  

Technology is most effective when it is not an end unto itself, but rather is utilized as a 

simple tool in order to achieve a pedagogical goal.  While the author would argue that the 

most difficult part of this course's design was establishing this technology plan, it cannot 

appear so to the student.  The successful realization of this course should utilize 

technology only as means to an end, bringing the pupil's attention to the actual course 

materials, learning objectives, and overall aims.  In pursuit of this goal, the technology 

chosen must remain simple and approachable, and an equipped and responsive I.T. expert 

must be prepared to provide assistance for any problems that may arise.  Setup 

instructions should be readily available and clear for student use.  Additionally, 

instructors will need to be well practiced in using the technology so that teaching, office 

hours, lectures, and written materials are clean, well-edited, and professional at all times.  

By ensuring these things, the instructors will be well equipped to help students achieve 

the course's aims, and students will enjoy a better educational experience. 
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  Chapter Three: 

General Course Overview 

Organization 

This project contains two components. The first, this written component, provides 

a comprehensive curriculum and technology plan for the course.  The written component 

will also outline how this sacred music course might fit within the framework of a larger 

curriculum, further discussing its potential effectiveness in the area of sacred music 

education.  The second component of the project is a small portion of the curriculum that 

is fully realized online.  This online section includes fully-produced assignments and 

instructor evaluation, examinations, lectures, and student-teacher VoiceThread examples. 

Though the full course will not be online, the segment that is available serves as an 

example of this project’s potential. 

Student Collaboration 

This course is designed to be an instructor-paced course - that is, offered in real 

time, in a virtual classroom environment, complete with a structured syllabus and 

beginning and ending dates.  While there are arguments to be made for allowing students 
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to progress through the course at their own pace (self-paced), the pedagogical benefits of 

offering the course for a specific duration of time outweigh the alternative.  1

Primarily, research shows that distance learning is more effective when it closely 

simulates the classroom environment.  This is because students often learn and participate 

more in a virtual classroom where there are intentional elements of collaboration and 

collegiality, both with teachers and student peers.   One of the struggles in online course 2

design is finding an effective balance between individual and collaborative styles of 

learning.  Students might favor one of these approaches over the other, individual or 

collaborative, but the church music vocation requires one to work effectively in either 

environment.  Marjorie Vai and Kristin Sosulski cover this subject extensively in their 

study of online course design.  In their discussion of the role of the active learner, they 

contend that online learning must be equally collaborative as it is individual: 

Engaged learners are active participants in the learning process. They are 
responsible for their own learning and frequently contribute to others’ 
learning. As active participants, learners explore, and are encouraged to 
construct, their own understandings of knowledge. They interact with the 
material, the technology, real-world situations, and others in the course to 
develop their understandings. The specific roles will change depending 
upon whether they are working alone, in pairs, in groups, or as a class.  3

 For a further explanation of online course pacing methods and the virtual classroom, see: Ila Mishra, 1

"Online Learning Methods for Virtual Classroom," The WizIQ Blog, February 28, 2018, accessed August 
14, 2018, https://blog.wiziq.com/online-learning-methods-for-virtual-classroom/. 

 The benefits to collaboration are discussed in detail in the following book: Marjorie Vai and Kristen 2

Sosulski, Essentials of Online Course Design: A Standards-Based Guide (New York: Routledge, 2011), 
chap. 5, Kindle.

 Ibid., chap. 5.3.3
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The advantages of collaborative learning are profound, as shown below: 

Communication and collaboration with others support active and engaged 
learning. Collaborative group work is learner-centered. It requires that all 
members of the group actively participate. They are then responsible for 
their own learning and, in part, the learning of others.  Collaboration 
encourages the sharing of information and perspectives, and requires both 
independent responsibility and cooperation. For example, a learner may be 
required to work as a member of a team, or in pairs. In many cases, 
collaboration reflects the realities of working under real world conditions, 
where individuals may typically work in teams.  4

While skill-based practicum courses inherently require mainly individual study and 

practice, the author submits that peer collaboration and feedback are very important..  

Students can learn from each other's work, experiences, ability to problem-solve, and 

projects.  Due to the distance limitations of the practicum course, group projects are 

difficult to accomplish: these would be better placed in a course based more on 

information than skills, such as Church Music History. Even so, this Practicum Course is 

designed to be collaborative at its core.  Students will keep an online journal consisting of 

their practice log, writing assignments, constructive feedback from the instructor, and the 

students' reflections on their work after the assignment.   This journal will ensure a 5

continuous means of conversation between instructor and student.  Like a masterclass 

setting, some of the assigned video submissions will be added to a course-wide 

VoiceThread, so that peers may view each other's creative work, commenting upon and 

learning from the positive elements of each submission.   Social and discussion forums 6

 Marjorie Vai and Kristen Sosulski, Essentials of Online Course Design: A Standards-Based Guide (New 4

York: Routledge, 2011), chap. 5.4, Kindle.

 For reasons of student privacy, the online journal would only be viewable by the student and the course 5

instructor.

 For similar reasons of privacy, students may choose not to share their performances and creative work 6

with their peers.
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will encourage active classroom discussion around posted articles, videos, documents, 

and other items.  Even the course lectures are designed to resemble seminars and to 

encourage active communication and collaboration among the entire virtual classroom.  

The importance of this element in synchronous lectures is explained below: 

Synchronous tools should not be used as a one-way medium, a format 
where the instructor can deliver information in real-time, but instead be 
viewed as a vehicle that allows for the exchange of information, for 
accommodating three or four-way [or more] conversations that build 
learning, ideas and learners’ motivation.  7

Thus, this prototype is designed as an instructor-based course with synchronous elements, 

such as lectures, discussions, moderated and positive peer response, and other classroom-

modeled activities.   As with all skill-based learning, however, there will necessarily be 8

time for individual work and one-on-one coaching, such as practice, assignments, office 

hours, and limited individual coaching. 

 The second reason for structuring this project as a live course is its ease of 

production.  It is significantly easier to teach on-line when all students begin together and 

progress as a unified group through the course.  If this prototype is taught as one 

complete course, it is potentially easier for the instructor as it does not require individual 

"timetables," but it also requires that all students are capable of meeting the same 

 Debbie Morrison, "The Next-Big-Thing in Online Education…Learning in Real Time," Online Learning 7

Insights: A Place for Learning About Online Education, March 9, 2014, accessed August 14, 2018, https://
onlinelearninginsights.wordpress.com/2014/03/09/the-next-big-thing-in-online-education-learning-in-real-
time/.

 Safe and constructive peer response can sometimes be difficult to establish, especially when most students 8

are beginners and are not yet capable of forming an educated opinion on a subject.  Moments where peers 
are involved therefore must be moderated carefully and exclusively by the instructor.  They should pose 
questions that are leading and specific, and in a way that only allows for positive and constructive 
responses.  Optionally, the student can choose to self-critique and review the negative elements of their 
performance with the class, in an effort to seek constructive suggestions, experiences, and comments from 
the class.
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timetable for mastering the course content.  (See Chapter Four for a detailed time table 

that would accomplish this in the on-line Practicum course.)  Guiding numerous students 

through subject material at different times becomes infinitely more challenging, and 

would require exponentially more complex preparation on the part of the instructor.  The 

obvious choice, at least in this initial phase, is to offer this prototype as a live course, with 

all students proceeding through the learning goals at the same pace. 

Module Structure 

 The Practical Skills in Sacred Music course is divided into three general subjects, 

or modules:  

Module #1:   Basic Organ Playing Techniques 

Module #2:  Hymn-Playing 

Module #3:  Choral Conducting and Accompaniment 

While some skill cross-over will certainly occur between the three modules, each is 

essentially treated as a separate miniature course within the larger "Practicum" umbrella. 

Backwards Design 

This project approaches each module’s creation using the “Backwards Design” 

methodology.   When using this principle, the instructor primarily focuses on the goals 9

that students should attain at the end the course and subsequently on how those goals 

might be taught and assessed.  Each general module is divided into goals that address one 

 Backwards Design is detailed in the following book:  Jay McTighe and Grant P. Wiggins, Understanding 9

by Design. Alexandria, VA: Association for Supervision and Curriculum Development, 2008.  See also:  
Ryan S. Bowen, "Understanding by Design," Vanderbilt University Center for Teaching, accessed August 
27, 2018, https://cft.vanderbilt.edu/guides-sub-pages/understanding-by-design/#benefits for a useful 
overview of Backwards Design.)
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general sub-section of the course (see sample organizational chart below).  Within the 

goals, individual topics and skills will be taught and evaluated.   This strategy will better 

organize teaching and assessment planning and efficiency within the course.   

The following is an example of how “Backwards Design” functions: 

Module #3: Choral Conducting and Accompaniment 

This module will: 

• increase the confidence of each student conductor through increased mastery of 

basic conducting skills and musical concepts, and 

• increase the mastery of each student organist/conductor through increased 

knowledge of registration practice, musical style, score preparation and basic skills in 

console conducting. 

Goal #1: Refine Conducting Technique 

Goal #2: Develop Efficient and Effective Rehearsal Skills 

Goal #3: Choral Accompaniment: Registration, Score Adaptation and Basics of 

Ensemble Playing 

Goal #4: Conducting from the Organ Console while Accompanying (Advanced 

Track Only) 

Because of the broad nature of this course's module subjects, a level of subordinate goals, 

referred to in this project as "topics," has been added to the Backwards Design model in 

order to create more specific learning objectives, and therefore build more focused 

assignments, lectures, etc. 
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Topics within Goal #1 (Conducting Technique): 

Topic #1: The Basic Four-Pattern 

Topic #2: Other Essential Conducting Patterns 

Topic #3: Refining the Gesture: Expression and Articulation 

Topic #4: Refining the Gesture: Dynamics 

Topic #5: Refining the Gesture: Establishing and Manipulating Tempo  

Topic #6: Refining the Gesture:Cues and Phrasing 

Topic #7: Non-Gestural Communication: Posture, Eye Contact, Breath, etc. 

At the end of the course, a final comprehensive exam will be administered for each 

module; this exam will assess most or all of the subordinate goals and topics. 

Final Comprehensive Assessment for Module #3 (Choral Conducting and 

Accompaniment): 

• A video (asynchronous) of the student conducting a live choir, to be 

evaluated by the instructor.  Because the demonstration choirs will vary 

greatly in skill and situation, the anthem, chosen by the student in 

consultation with the instructor, should challenge the student's musicality 

and conducting ability, and be appropriate for both the skill level of the 

choir and use in the student's church. 

• A video of a student accompanying the choir in an anthem.   Students in the 

advanced track should conduct the choir from the console.  All other 
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students will be required to video record themselves accompanying an 

anthem assigned by the instructor, preferably with the choir directed by 

another person.  

In this prototype, the module that is designed in detail (Hymn Playing) will show how 

each topic is to be assessed and taught, per the Backwards Design model, demonstrated 

here: 

Methods for Assessment: Goal #1, Topic #1 (Mastering the Basic Four-Pattern): 

• Final video assessment: conduct choir in hymn tune Festal Song. 

• Student's self-evaluation of final video. 

Methods for Instruction: Goal #1, Topic #1 (Mastering the Basic Four-Pattern): 

Methods for Instruction 

• Video Conference Class Lecture with Demonstrations (synchronous) 

• Accompanying reading from textbook (Rudolph) 

• Student submits an ungraded video assignment on four-beat pattern 

(without choir) for coaching (asynchronous) and classroom discussion. 

• Student participates in discussion over fellow pupil's submissions. 

The course has been designed so that each topic is allotted one week for teaching and 

study.  Within each goal (e.g. Conducting Techniques) the topics are studied in the order 

provided; however, the general modules (e.g. Conducting Technique, Rehearsal Skills, 

Accompanying Choral Accompaniments or Console Conducting) are designed to be 
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taught and studied simultaneously.  For example, students will study a conducting 

technique topic while also studying a rehearsal technique topic.  Furthermore, students 

will study each module simultaneously, so they will accomplish several goals at once in 

diverse subject fields. 

Bloom's Taxonomy 

This project utilizes the Bloom's Taxonomy model to delineate the teaching and 

assessment goals outlined via the Backwards Design model.  Because the course is taught 

remotely, all course materials (including lessons, assignments, and examinations) must be 

ordered logically and efficiently to maximize students' learning potential.  While the 

Backwards Design strategy allows the instructor to set specific learning goals, topics, and 

methods, Bloom's Taxonomy provides an important framework for the development of 

course content that is presented clearly and optimally to the student with the goal of 

encouraging active learning and higher thinking. 
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Bloom's Taxonomy outlines a series of six educational objectives for student 

achievement:  Remember, Understand, Apply, Analyze, Evaluate and Create.  Figure 3.1 

demonstrates this model.   Starting from the bottom of the triangle, the six categories 10

provide a time-tested strategy for how a student can completely master a given subject or 

skill.  This is especially helpful in online environments: just as some elements of 

communication (e.g. tone, non-verbal cues, humor, context) aren't carried well over email 

or telephone, so too distance education lacks many subtle means of communication and 

pedagogy that would be taken for granted in an in-person classroom.  While logically 

conceived teaching strategies and clear communication are always important in every 

classroom, they are especially critical for successful distance learning.  The author 

therefore will use Bloom's concepts in the portion of the course that is fully detailed and 

realized in Chapter Four. 

A summary of this process follows: 

Bloom's Taxonomy Plan: Goal #1, Topic #1 (Mastering the Basic Four-Pattern) 

• Remember 

• During a break in the synchronous video lecture, students will complete a brief 

"recall" exercise with written questions about the basic technique of the four-

pattern.  Professor will review and address these answers when the lecture 

resumes. 

 The Bloom's Taxonomy illustration is courtesy of the Vanderbilt University Center for teaching, and is 10

released for use under its Creative Commons Attribution license.  Patricia Armstrong, "Bloom's 
Taxonomy," Vanderbilt University Center for Teaching, accessed August 27, 2018, https://
cft.vanderbilt.edu/guides-sub-pages/blooms-taxonomy/
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• Students will read Chapter 1 from the Rudolph textbook following lecture, and 

will take summary notes in their online journal. 

• Understand 

• Following their reading, students will review a series of videos of conducting 

patterns.  The students should identify which patterns are proper four-beat 

patterns, and which are not. 

• Apply 

• Students will submit an ungraded video assignment on four-beat pattern (without 

choir) for coaching (asynchronous) and classroom discussion. 

• Analyze 

• Students will observe videos showing different variations of the four-beat pattern, 

including preparations, articulations, and usage of horizontal and vertical space.  

Students will imitate and practice these while watching. 

• Evaluate 

• Students will provide a self-assessment of their video submissions. 

• Create 

• Student will record themselves conducting their choir in the hymn tune FESTAL 

SONG, utilizing their refined four-beat pattern. 

• The students should exhibit  further development and comfort with the basic four-

beat pattern within their final module examination. 
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Online Project Prototype 

 A few excerpted topics from the Hymn Playing Module are fully realized online 

in order to demonstrate the effectiveness of the project and its potential.  See Chapter 

Five for an overview of these topics and how to access them. 

Course Syllabus for Sacred Music Online 

The following is a general syllabus for the course.  This chapter also includes the 

course schedule.  Please note that this syllabus calls for two learning tracks: Fundamental 

and Advanced.  In order to accommodate the wide range of skills found in the course's 

target audience, the original design team at Indiana University decided to create these two 

learning tracks.  The Advanced track includes all of the Fundamental coursework with 

some additional and/or more complex assignments, in order to best meet the needs of 

more experienced learners.  The general course overview and detailed plans acknowledge 

both tracks, though the advanced track is differentiated from the Fundamental track in 

only a few topics.  When the course is fully implemented, the instructor will have 

freedom to decide when a student should take the Advanced track rather than the 

Fundamental track. For the purpose of this study, however, the author has chosen to 

delimit that choice to that of Fundamental track only.  Furthermore, it is recommended 

that anyone teaching this course or a similar one offer it at either the Fundamental or 

Advanced level, rather than both simultaneously, unless staffing allows for multiple 

tracks. 
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Sacred Music Online: 

Course Syllabus 

 This course is designed for students who wish to develop their sacred music skills 

in both organ and choral conducting.  The course may be taken both by beginning and 

more advanced organ and conducting students who are looking to review and polish their 

skills (see Fundamental vs. Advanced learning tracks below). 

Credit Hours (if applicable): 3 

Course Duration:  15 weeks 

Learning Tracks:  2 - Fundamental and Advanced 

Course Objectives: 

• Fundamental Track 

• Basic organ technique, knowledge of organ registration and design 

• Essential keyboard practice technique 

• Basic hymn playing skills  

• Basic choral conducting technique and rehearsal skills 

• Essential skills for preparing an anthem accompaniment 

• Advanced Track  11

• Outside assignments, individual lessons for organ repertoire and technique 

(asynchronous) 

 Students who are admitted into the Advanced Track of study will demonstrate a familiarity with basic 11

organ technique, including a basic understanding of the Baroque articulate style, before beginning the 
course.
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• Continued development of practice technique 

• Advanced hymn leadership skills 

• Advanced choral conducting technique and rehearsal skills 

• Advanced anthem accompaniment and basic console conducting 

 Each course will be supplemented with handouts from the Instructor.  Practical 

assignments will be made by the Instructor after every class session, and will be due prior 

to beginning the following session. 

Grading criteria: 

• Assignments: 40% 

• Interaction via Zoom Video Conferencing and other Direct Conversation: 10% 

• Mid-term and Final Exams: 50% 

Grading Policies: 

 If a student does not complete an assignment by the due date, they will receive no 

credit for that assignment.  If a video conferencing appointment is not kept, a 5% 

reduction in the general grade point average will be incurred.  Missed exams will 

automatically receive a failing grade.  Extenuating circumstances will of course be 

considered, but must be supported by documentary evidence. 

Prerequisites: 

• Demonstrated proficiency in basic keyboard and music literacy skills. 

• Access to an iPhone 6 or later, running the current operating system. 
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• Access to a reliable and fast internet connection, but not necessarily at the location of 

the organ. 

• Access to an organ in good working order (a church organ or an electronic organ that is 

equivalent to a church organ). 

• Access to a literate choir or small ensemble that the student can lead for course 

assignments. 

• Application and sample performance (recorded) – together these will help the instructor 

determine which students form the Fundamentals group and the Advanced group. 

Required Textbooks: 

Fundamental Track: 

Module #1:  Basic Organ Playing Techniques 

Leupold, Wayne, ed.  First Organ Book.  Colfax, NC: Wayne Leupold Editions, 2009. 

Grover, Elaine.  Keyboard Practice Skills for the Student.  Colfax, NC: Wayne Leupold 
Editions, 2002. 

Module #2:  Hymn-Playing 

Cherwien, David M.  Let the People Sing: A Keyboardist’s Creative and Practical Guide 
to Engaging God’s People in Meaningful Song.  St. Louis: Concordia, 1997. 

Heller, David.  Manual on Hymn Playing: A Handbook for Organists.  Chicago: GIA 
Publications, 2001. 

Module #3:  Choral Conducting and Accompaniment 

Bertalot, John.  Immediately Practical Tips for Choral Directors.  Minneapolis: Augsburg 
Fortress, 1994. 
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Dakers, Lionel, ed..  The New Church Anthem Book: One Hundred Anthems.  New York: 
Oxford University Press, 1994. 

Fishell, Janette.  From Accompanist to Conductor In Ninety Minutes: Fundamentals of 
Accompanying and Console Conducting.  Class handout for organ 
accompaniment courses. 

Willetts, Sandra.   Upbeat Downbeat: Basic Conducting Patterns and Techniques.  
Nashville: Abdington Press, 1993. 

Advanced Track (including all books from Fundamental track and the following):  

Module #1:  Organ Playing Techniques 

Ritchie, George H. and George B. Stauffer.  Organ Technique: Modern and Early.  New 
York: Oxford University Press, 2000.  NOTE: this book will take the place of 
First Organ Book. 

Module #2:  Hymn-Playing 

No additional materials required. 

Module #3:  Choral Conducting and Accompaniment 

No additional materials required. 

 In addition, each course module may be supplemented with handouts, if the 

instructor chooses.  These excerpts are not specified as a part of this project's prototype 

design, though various resources for excerpts are suggested in the Detailed Course 

Curriculum chapter. 

Regarding practice expectations and written work: 
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 Like any skills based course, the amount of individual practice time necessary to 

master a concept will vary from student to student, but at least one hour of practice per 

day for course assignments is recommended.  Assignments are designed to be short so 

that several concepts can be covered simultaneously, in order to ensure that all can keep 

pace with the planned activities and have time to prepare for musical obligations outside 

of the course requirements.  In general, preparation for written assignments should 

require no more than one hour of reading or writing per day.  Video submissions need to 

be no more than 5 min, and papers no more than 1-2 pages, unless otherwise noted.  

(Note: This rule does not apply to exam submissions.) 

Use of This Course Within a Larger Curriculum 

 As discussed in an earlier chapter, in 2013-14 the present author was part of a 

team at the Jacobs School of Music, Indiana University, that completed preliminary 

outline of a similar course to the one presented here.  Designed to fit within a larger 

online curriculum of sacred music courses useful to church musicians worldwide, it 

included two other "foundation" courses: 

• Historical Foundations in Sacred Music: the history of Christian worship, liturgy, and 

hymnody. 

• Sacred Music as a Vocation: the philosophy and practice of sacred music, vocational 

call, interpersonal dynamics, administrative skills, leadership, and entrepreneurial 

endeavors. 
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While the author will not elaborate on these two other courses here, those who are 

looking to adapt this project's ideas might find it appealing to add these two other 

courses.  Whereas the practicum course discussed in this project necessitates careful 

technological design, these others proposed above are strictly text-based, making them 

much easier to offer in an online format.  If these (or similar courses) were offered in 

conjunction with Sacred Music Online, a highly comprehensive sacred music education 

would then be available via the internet, and that would be an exciting advancement for 

the profession. 

Cost of Program 

 The tuition expense for the student would necessarily be determined by the 

organization that offers it, and, of course, each organization has varying cost structures.  

This is a three-credit course, however, and there would be a large load of grading, 

feedback, and teaching for the instructor.  Add to that the cost of information technology 

supplies, and one would rightly conclude that this course will be fairly costly for the 

sponsoring organization to implement.  It is also a highly interactive course, and is 

comparable in content and teaching to the in-person equivalent.  Therefore, the author 

would recommend setting the tuition expense at a rate equal to that of the organization’s 

in-person per-credit expense, if not even slightly higher, unless various donors and 

benefactors were able to underwrite some of the expense. 
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Chapter Four: 

Detailed Course Curriculum Plan 

 As outlined in Chapter Three, this Sacred Music Online course is divided into 

three parts or "modules."  As noted above, the author has delimited this study to the 

Fundamental Track only for the purposes of this study. 

Module #1: Basic Organ Playing Techniques 

Module #2: Hymn-Playing 

Module #3: Choral Conducting and Accompaniment 

This chapter outlines general requirements and weekly assignments for each module.  Be 

aware that tasks assigned in each topic may overlap with tasks assigned in other topics, 

goals, or modules.  See the final section of this chapter for a suggested course layout 

during a fifteen week semester, and how the various topics, goals, and modules might 

coordinate well.  For the purposes of this prototype project, the second module, Hymn 

Playing, has been designed with detailed Backwards Design lesson plans and Bloom's 

Taxonomy outlines for each topic; should the entire prototype be adopted, Backwards 

Design and Bloom's Taxonomy plans should be realized for all modules.  The final 

examinations for students will be discussed at the end of each module.   
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Module #1: Basic Organ Playing Techniques 

Required textbooks: 

Grover, Elaine.  Keyboard Practice Skills for the Student.  Organ Skills 4.  Colfax, NC: 
Wayne Leupold Editions, 2002. 

Leupold, Wayne, ed.  First Organ Book.  Colfax, NC: Wayne Leupold Editions, 2009.  
[Fundamental Track Only] 

Ritchie, George H. and George B. Stauffer. Organ Technique: Modern and Early.  1992.  
Reprint, New York: Oxford University Press, 2000.  [Advanced Track only] 

Various musical scores, as required for final exam performance.  To be determined on an 
individual basis between instructor and student. 

Excerpts from other books:  1

Czerny, Charles.  The School of Velocity, op. 299.  Edited by Willard A. Palmer.  New 
York City: Alfred Music, 1969. 

Fishell, Janette.  But What Do I Do With My Feet?: A Pianist's Guide to the Organ.  
Nashville: Abington Press, 1996. 

Gleason, Harold.  Method of Organ Playing.  Edited by Catharine Crozier Gleason.  8th 
Ed.  Upper Saddle River, NJ: Prentice Hall, 1996. 

Hanon, Charles-Louis.  The Virtuoso Pianist.  New York City: G. Schirmer, 1900.  Public 
domain, accessed on IMSLP. 

Soderlund, Sandra.  A Guide to the Pipe Organ for Composers and Others.  Colfax, NC: 
Wayne Leupold Editions, 1994. 

Goal #1: Learn Basics of Organ Construction and Design 

and Historical Schools of Organ Building 

United States Copyright Law’s Fair Use provision permits small excerpts of books and resources to be 1

reproduced for use in the lesson plans of non-profit educational organizations.
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Topic #1: Develop a Basic Understanding of Modern Organ Construction, Key Action, 

and Design (Leupold pp. 3-4 (Fundamental), R/S 372-377 (Advanced), and 

Gleason excerpt pp. 3-11). 

[Topic #2: Attain a basic knowledge of the Main Historical Schools of Organ Building 

(R/S 258-311) - Advanced Only.] 

Topic #3: Learn about the organ that the student regularly uses. 

Goal #2: Develop Understanding of Organ Registration  

and Expression (R/S 56-63, Fishell) 

Topic #1: Understand families of organ tone and explore common stop nomenclature 

typical of modern organs. 

Topic #2: Learn about using manual and pedal pistons, couplers, different kinds of 

combination actions, memory systems, sequencers, MIDI, and other registration 

tools. 

Topic #3: Discover how to make decisions about organ color and develop simple 

registration plans. 

Topic #4: Develop proficiency in use of the expression boxes. 

Goal #3: Refine Posture and Physicality at the Instrument (R/S 3-5) 

Topic #1: Explore relaxation, alignment, and stretching exercises prior to sitting on bench 

(paired with Goal #6, Topic #1). 
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Topic #2: Find an appropriate bench height and a position for the student.  Establish 

proper posture on the bench, including core support, back alignment, shoulder/

arm/hand position, etc.  (paired with Goal #4, Topic #1). 

Goal #4: Develop Basic Pedal Technique (R/S 74-171) 

Topic #1: Develop correct pedalboard posture and positioning with organ shoes (paired 

with Goal #3, Topic #2). 

Topic #2: Learn how to correctly depress and release pedal notes with toes, while also 

positioning (using fan formation or another method) and preparing feet. 

Topic #3: Add heel to toe technique; increase command of the pedal board through 

pivoting. 

Topic #4: Master legato foot substitutions and glissandi. 

Topic #5: Develop proficiency in basic pedal scales. 

Topic #6: Learn how to play pedal intervals and simple lines with one foot (especially for 

choral accompanying). 

Goal #5: Learn Organ Keyboard Techniques  

Topic #1: Establish proper playing motion (especially economy of motion) in pursuit of a 

free and relaxed keyboard technique. 

Topic #2: If student has not already developed good piano facility, complete exercises for 

finger independence and coordination from the Gleason, Hanon, and/or Czerny 

textbooks as assigned by the Instructor. 
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Topic #3: Develop a relaxed legato touch, using techniques such as finger substitution, 

finger glissando, and finger crossings. 

Topic #4: Begin to develop nuanced control of all articulations - detached to legato. 

Topic #5: Master basic trio texture independence between manuals and pedals. 

Goal #6: Develop Efficient Practice Habits (Grover, R/S xi-xiii) 

Topic #1: Discover strategies for healthy practice (paired with Goal #3, Topic #1). 

Topic #2: Plan and enact a regular practice routine. 

Topic #3: Develop tools for successful practice of a piece in all stages of development. 

Final Comprehensive Assessment for Module #1 (Basic Organ Techniques) 

Student and Instructor will work together to select three final pieces suitable for worship 

from the following list (one from each category), or others of appropriate challenge and 

difficulty.  The instructor should work with students on these pieces through 

asynchronous collaboration throughout the later part of the semester.  At the end of the 

semester, the student will record themselves playing it twice (both to be graded): once 

just for the instructor, and then a second time with a live audience (either in church, 

recital, or in a separate recording session with audience members) for evaluation.  

Optionally, the student may use VoiceThread to share their work-in-progress, or final 

performance(s) with their classroom peers, to imitate a studio-class environment. 
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Trio Texture: 

Marcel Dupré, "Lord Jesus Christ, Turn unto Us", R/S 127 

Rheinberger, "Trio No. 4 in D-flat Major", R/S 132 

Rheinberger, "Trio No. 6 in E-flat Major", R/S 148 

Legato Touch: 

Louis Vierne, a selection from 24 Pièces en style libre, Op. 31 

Ned Rorem, "There is a Spirit That Delights to Do No Evil..." from Quaker Reader. 

Johannes Brahms, a selection from Eleven Chorale Preludes. 

Contrapuntal and Articulate (optional for Advanced Track):  2

J. S. Bach, a selection from Orgelbüchlein 

J. S. Bach, a selection from Eight Little Preludes and Fugues 

Dieterich Buxtehude, a simple chorale prelude 

Module #2: Hymn-Playing (designed in detail) 

Required Textbooks 

Cherwien, David.  Let the People Sing: A Keyboardist's Creative and Practical Guide to 
Engaging God's People in Meaningful Song.  St. Louis: Concordia Publishing 
House, 1997. 

Heller, David.  Manual on Hymn Playing: A Handbook for Organists.  Chicago: GIA 
Publications, 1992. 

 As specified earlier in the document, students entering the Advanced Track would need to demonstrate a 2

basic understanding of the Baroque articulate style in order to establish eligibility for studying pieces of 
this genre.
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Hymns and videos provided as handouts will be in public domain or otherwise distributed 

legally. 

Goal #1: Develop Proficiency in Legato Part-Playing  

(particularly Four-Part Texture with Pedal). 

Topic #1: Combining Voice Parts with Accuracy and Legato Touch 

 Methods for Assessment (Assignment) - Backwards Design 

• Paired with Goal #2, Topic #1, students will learn the hymn tune 

SOUTHWELL (Lord Jesus, Think on Me), played legato and exactly as 

written (using provided guidelines for treatment of repeated notes) and 

submit it for video evaluation.  The soprano voice may breathe at the phrase 

but otherwise should be legato. 

 Methods for Instruction - Backwards Design 

• Accompanying reading: David Heller Chapter 1. 

• Paired with Goal #2, Topic #1, a video demonstration lecture of first 

assignment using a similar, but different, hymn tune: CASWALL (Glory Be 

to Jesus).  Demonstration will include how to make effective fingering 

choices in order to ensure legato articulation.  The instructor will show how 

to learn four-part hymn textures by practicing each voice part alone 

(especially pedal), and then grouping various combinations of voices until 

all four voices are ready to be grouped together.  Students will be instructed 

to independently apply these concepts to the same tune, CASWALL. 
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• The students will watch/listen to recordings supplied by the instructor of 

simple legato hymn playing.  The instructor will pose specific questions for 

each video (e.g. what is the organist's fingering in measure four, and how 

does it help to achieve legato?), and students should respond to these 

questions and prompts via their online journal or VoiceThread commentary.  

The videos will demonstrate bad techniques as well, allowing students (with 

instructor guidance) to suggest better ways of approaching specific passages 

in the hymnody.  For practice, students should take these hymn tunes from 

the video and learn them on their own, using the same techniques from their 

previous project (CASWALL). 

• Paired with Goal #2, Topic #1, student will use all they have learned about 

combining hymn voices and fingering for legato and hymn phrasing/

articulation to prepare SOUTHWELL as noted above under Assessment.  

With the instructor's guidance, student will practice to improve 

SOUTHWELL for the assessment video submission. 

 Bloom's Taxonomy Plan 

• Remember 

• Students will copy the markings and fingerings from the video lecture 

(CASWALL) into their own score. 

• Understand 

• Students will explore CASWALL carefully, using fingerings and 

markings supplied in the lecture. 
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• In their online journal, students will detail their practice method, and 

explain how the fingerings worked.  Particularly, they should note any 

challenges so the instructor can offer suggestions. 

• Apply 

• Once the legato fingering for CASWALL is established, the student 

should practice individual voices, various voice combinations, and the 

full texture for comfort, confidence, and speed.  Again, the student 

should keep detailed notes on their practice session. 

• Analyze 

• The instructor will supply some videos or audio samples of hymn 

playing that demonstrate excellent and poor usage of fingering, legato 

technique, etc.  Using these samples, the student should analyze and 

compare basic aspects of fingering, legato, etc.  With the guidance of the 

instructor's prompts, students should explain how legato playing is 

achieved by proper fingers, substitutions, etc.  The instructor may supply 

some excerpts in slow motion so fingering can carefully be observed. 

• Evaluate 

• Students will apply skills learned above to the tune SOUTHWELL, 

marking all fingering choices, and explain (in the online practice 

journal) how these help to achieve legato.  The instructor will guide 

student's work by answering questions and providing feedback. 
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• Create 

• With feedback, the student will prepare SOUTHWELL for the final 

topic assessment, applying their chosen fingerings, and carefully 

working the piece to tempo and confidence. 

Topic #2: Treating Repeated Notes in Hymnody 

 Methods for Assessment (Assignment) - Backwards Design 

• Students will prepare and submit a video of the hymn tune OLIVET (My 

Faith Looks Up to Thee) (organ alone with no singers) with tied common 

tones and legato touch for evaluation. 

 Methods for Instruction - Backwards Design 

• Accompanying reading: David Heller Chapter 1. 

• A video lecture will continue previous work on CASWALL by 

demonstrating how to treat repeated notes using common tone ties where 

appropriate.  Students will follow suit, with the lecture's guidance, on their 

own, and submit a video of this application for instructor commentary. 

 Bloom's Taxonomy Plan 

• Remember 

• Immediately after the video lecture, students should create a practice log 

entry, summarizing the basic rules and options for repeated notes within 

hymns. 
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• Understand 

• After the video lecture, the instructor will present students with an 

informal, non-graded "polling"-style quiz, which will present different 

methods for treating repeated notes in various contexts of hymns.  

Students will identify the one which best treats the repeated notes 

according to David Heller, Chapter 1 and the video lecture. 

• Apply 

• The video lecture will demonstrate only a few spots in CASWALL with 

repeated notes.  The student will take what has been learned so far to 

complete this treatment in the hymn, and submit the video (as described 

above) for instructor feedback. 

• Analyze and Evaluate 

• In a practice log, the student should describe the decision process for 

their completion of CASWALL.  Where there were multiple options 

available, the student should discuss each possibility, and why they 

decided as they did. 

• Create 

• The students will apply their understanding of repeated notes to the 

topic's assessment: OLIVET. 
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Goal #2: Understand and Make Wise Decisions for Rhythmic Aspects of Hymns 

Topic #1: Tempo Choice and Control (including Congregational Leadership) 

 Methods for Assessment (Assignment) - Backwards Design 

• Paired with Goal #1, Topic #1, students will submit a video recording of the 

hymn tune SOUTHWELL (accompanying a live choir or congregation).  

Special attention should be paid to setting an appropriate tempo (given the 

acoustic, size of congregation, hymn's character, etc.) and maintaining a 

strong rhythmic pulse. 

 Methods for Instruction - Backwards Design 

• Accompanying Reading: David Heller Chapter 1. 

• Paired with Goal #1, Topic #1, a video lecture will show CASWALL being 

prepared with rhythmic strictness using the metronome.  It will also show 

how tempi are selected.  Students should apply this to their individual study 

of CASWALL.  The lecture will also teach students how to assertively lead 

a live congregation in their chosen tempo. 

• Paired with Goal #1, Topic #1, the student will prepare SOUTHWELL (no 

singing) and submit a video for instructor commentary.  Student should 

focus on maintaining rhythmic integrity throughout.  With the instructor's 

guidance, student will practice to improve SOUTHWELL for the 

assessment video (re-) submission.  The instructor will comment upon the 

student's choice of tempo, especially the musical and acoustical elements 
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that influence this decision.  The instructor will also help to prepare the 

student to lead SOUTHWELL with a live congregation. 

 Bloom's Taxonomy Plan 

• Remember 

• Students will prepare notes in their online journal from the lecture and 

the reading about Tempo in David Heller, Chapter 1.  The writings 

should focus upon how to choose an appropriate tempo and practice 

rhythmic control. 

• Understand 

• In their journal entry, students should discuss the hymn tune 

CASWALL, how one might choose its tempo, and issues related to their 

individual situation, such as their congregation make-up and size, room 

acoustics, and organ.  The student should write down any questions 

about tempi, and the instructor will discuss these with the student 

directly. 

• Apply 

• Once the instructor has responded to their online written entry, the 

student should apply that tempo to the hymn tune CASWALL. 

• Analyze 

• The instructor will provide several different tempo choices for the tune 

SOUTHWELL emphasizing that tempo should be thought of as a range 

of possibilities, rather than a question of finding one correct tempo.  The 
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student should compare and contrast these choices by practicing them 

and writing their thoughts in an online journal.  When seeking to 

determine a good range of tempi, the student should consider the micro 

and macro beats, and how they affect one's choice of tempo. 

• Evaluate 

• In that same journal log, the student should select a tempo for 

SOUTHWELL and explain their reasoning. 

• Create 

• The student should apply their selected tempo and decisions to 

SOUTHWELL, submitting a video to the instructor; later they will 

submit an improved version following instructor feedback as the final 

topic assessment. 

Topic #2: Phrasing and Breaths 

 Methods for Assessment (Assignment) - Backwards Design 

• Taking into account phrasing and textual requirements, students should 

mark their score and prepare hymn tune HAMBURG (When I Survey the 

Wondrous Cross), and submit a video of it (and a marked score) for 

instructor evaluation.  Instructor should evaluate hymn playing for proper 

breath placement, rhythmic integrity, and good choice of phrasing given the 

meter and text. 
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 Methods for Instruction - Backwards Design 

• Review David Heller Chapter 1, pp. 11-14 

• A video lecture will demonstrate how to make phrasing choices in hymns 

and execute them in performance.  Specifically, the instructor will talk about 

how meter, text, tempi, and vocal requirements might influence breath 

choices, as well as how the organist can demonstrate breath differently 

depending on rhythm, touch, and number of voices released.  During an 

informal quiz assignment, students will be given examples of phrase 

junctures and must determine various ways of executing each breath. 

• Students should apply the work in the video lecture to hymn tune 

STUTTGART (Come, Thou Long Expected Jesus) on their own, and submit 

a marked score and video of its performance (without singing) for instructor 

commentary. 

 Bloom's Taxonomy Plan 

• Remember 

• Prior to the lecture, students should take detailed notes on the David 

Heller reading. 

• During the lecture, the student should take notes, listing the hymn 

meters discussed, various ways to "breathe" with the organ, textual 

indications, etc.  Special care should be used to list hymn examples 

discussed that illustrate each subject. 
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• Understand 

• During the post-lecture quiz, students will be given score examples of 

phrase junctures.  Using staff paper or music notation software, students 

should illustrate the possible ways of breathing at these spots. 

• Apply 

• After the quiz results (and instructor commentary) are returned, students 

will apply their knowledge to STUTTGART.  They must determine the 

meter, where the musical and poetic phrases end, and where to place 

breaths.  In their planning, they should write out (on a marked score, 

staff paper, or notation software) their exact decisions for for how to 

execute these breaths, and turn this in to the instructor along with their 

video submission.   

• Analyze 

• Along with the the video submission of STUTTGART, students should 

write a short journal entry, analyzing their choices, and explaining what 

the other possibilities were for breath and phrasing. 

• Evaluate 

• In this entry, the student should defend their choices, especially in light 

of their particular organ, acoustics, tempo, or congregation.  Having 

listened to their recording, they should also critique their phrasing and 

breaths, in preparation for the final topic assessment. 
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• Create 

• In the final topic assessment, the student will study and make phrasing 

choices in HAMBURG.  Together with a marked score, the student will 

learn and lead this hymn with singers for the final video submission. 

Topic #3: Basic Introductions and Transitions Between Stanzas 

 Methods for Assessment (Assignment) - Backwards Design 

• The student will submit a video recording (with singers) of an introduction 

and two verses of the hymn tune EVENTIDE (Abide With Me), including a 

standard transition between verses.  The student will mark their transition 

choice into the score using the "fermata duration + breath duration" method 

(as taught by the instructor during the video lecture), striving to maintain the 

tactus and a predictable breath.  This assignment should utilize a live choir 

(or small group of singers) so that the student may learn how congregations 

would react to their transitions between introductions and verses. 

 Methods for Instruction - Backwards Design 

• Students should read: David Heller, pp. 14-16; David Cherwien, Chapter 1. 

• A video lecture will address the various aspects of hymn transitions: 

maintenance of tactus, breath placement, tempo, and how to mark the score 

using the “# + #” method. 

• Students will each be assigned a different hymn to learn and submit 

(without singers) for video instruction.  The task will be to play two verses 
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of the hymn, linked rhythmically as discussed.  These videos will be 

submitted into VoiceThread for online collaboration and discussion among 

the class.  Students will be expected to view and comment on all submitted 

videos, not just their own, and deduce what transition (# + #) they used. 

• A second (short) video lecture will discuss the basic hymn introduction, 

including issues of registration, tempo consistency, transition, and length. 

• Following their recent collaborative exercise, students should take the same 

hymn, consider student and instructor feedback, and re-record it with a basic 

hymn introduction.  The student should again submit it as a VoiceThread 

recording, and give feedback to all other submitted videos and label the 

transition type. 

 Bloom's Taxonomy Plan 

• Remember 

• Detailed notes should be taken from the readings and the lectures.  The 

students should take particular note of the examples from the lectures 

and readings, including the recommended transitions and introductions. 

• Understand 

• In a journal entry, students should explain how to label transitions 

between verses, define "tactus," and describe what factors determine the 

rhythmic relationship between the simple introduction and each of the 

stanzas. 
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• Apply 

• Using their assigned hymn, and with instructor guidance, the students 

will make decisions for transitions between verses and for the hymn 

introduction (registration, length, etc.). 

• Analyze 

• With the submission of their assigned hymn, the student should submit a 

journal entry discussing both their choices for transitions and 

introductions and what other solutions are possible. 

• Evaluate 

• The student will defend their final choices for their assigned hymn in the 

journal entry. 

• By analyzing the other entries, the student should provide constructive 

criticism to their peers regarding transitions and introductions. 

• Create 

• The student will plan, record, and submit EVENTIDE (with a live 

choir), including a basic hymn introduction and transitions between 

verses, for the final topic assessment. 

Topic #4: How to Effectively Lead Congregational Singing 

 Methods for Assessment (Assignment) - Backwards Design 

• Using the student's demonstration choir, the student will practice 

maintaining an energized and strongly rhythmic tempo in a video 
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submission of the tune EBENEZER (Thy Strong Word) (verse 1) while the 

choir intentionally sings just behind the beat.  The student should employ 

the various articulative and rhythmic techniques outlined in the instructor's 

lecture/demonstration to lead the singers to the organist’s chosen tempo.  

Above all, the student must not change tempo to match the singers. 

 Methods for Instruction - Backwards Design 

• A short video lecture will explain how to assertively lead the hymn's tempo, 

not just follow what one hears from the singers.  The lecturer will discuss 

why congregations and choirs tend to lag behind the organ's sound 

(acoustics, breath support, energy, ineffective registration, lackluster 

application of touch, etc.)  It will cover methods such as highlighting the 

large beats (with touch and harmony choices), using articulation to make the 

tempo clearer, and the importance of clearly establishing a singable tempo 

from the beginning. 

• The instructor will supply a video of a congregation singing behind the 

hymn.  A second video will show the organist utilizing several techniques to 

clearly lead the hymn's tempo. 

 Bloom's Taxonomy Plan 

• Remember 

• The student should take detailed notes during the video lecture.  

Strategies for hymn leadership should be noted, as well as ways to lead a 

congregation who is singing behind the beat. 
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• Understand 

• In the notes above, the student should supply an explanation for why 

each strategy is helpful to congregational singing. 

• Apply 

• Using videos supplied by the professor, the students (in an online journal 

entry) describe where the congregation is behind, and specifically how 

the organist guides them back to the correct tempo. 

• Analyze 

• In the above journal entry, the student should describe their 

congregation's singing tendencies, and how it feels to lead the tempo 

from the organ.  Previous video submissions should be used in this 

analysis. 

• Evaluate 

• Based on those same video submissions, the student should evaluate 

their work in maintaining a steady, clear tempo, and, if the congregation 

lags behind, how the student might make the tempo easier to follow. 

• Create 

• For the final topic assessment, the student should prepare EBENEZER, 

being ready to use various methods to show the tactus clearly and 

assertively.  The student will decide how to employ these methods, and 

eventually, when to utilize them in the moment. 
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Goal #3: Learn Registration Practices for Hymns 

Topic #1: Common Hymn Registration Practices, including Graded Pistons 

 Methods for Assessment (Assignment) - Backwards Design 

• [N.B. Given the great diversity in organ design, there is a possibility that the 

approach below will not work for every student. In that instance, the 

instructor will modify the assignment as needed to help the student transfer 

concepts to his or her instrument.]  At their own organ, each student should 

set up two plans for a graded crescendo of all general and manual pistons, 

using the suggestions by David Cherwien (pp. 40-41) as one basis, and 

David Heller (pp. 55-59) as another. The student will write down the 

combinations and submit them as a journal entry for instructor review and 

commentary. 

• Once the instructor comments and any suggested changes are applied, the 

student will demonstrate the graded pistons at the organ via a VoiceThread 

video recording.  Beginning on the Swell manual, the student should hold a 

chord with one hand on manuals alone, starting on the softest general 

combination and increasing sequentially one piston at a time.  Once the 

loudest combination has been reached, the student should proceed to the 

next manual and do the same, concluding by demonstrating the graded 

pistons while playing on the Great manual with Pedals.  The instructor will 

evaluate the combinations and modify based on aural perception. 
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• Once the instructor and student are happy with the written plan and the 

sound of the graded registration plan, the student should post a revised 

video to VoiceThread (along with a revised journal entry) for collaboration.  

The student should listen and comment upon all other peer submissions. 

 Methods for Instruction - Backwards Design 

• Students should read David Cherwien, Chapter 3, and David Heller, Chapter 

3. 

• The instructor will supply good audio examples of how a general crescendo 

for hymn use should sound.  The instructor will use various organs and will 

supply stop lists on separate files. 

• In a lecture and example audio files the instructor will show how the organ 

should be properly balanced to the congregation, and how this can affect 

congregational singing. 

 Bloom's Taxonomy Plan 

• Remember 

• Students should take notes of the Cherwien and Heller readings, 

particularly writing down their strategies for setting up a graded piston 

plan. 

• Understand 

• Using the Cherwien, Heller, and (as applicable) their own graded piston 

list, the student should describe in a journal entry how the organ moves 
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through the classes of pipes as it builds.  Particularly, they should 

discuss the differences between possible strategies on their instrument. 

• Apply 

• Using Cherwien and Heller's examples for guidance, the student will 

(for the topic assessment) build a graded piston plan on their own 

instrument. 

• Analyze 

• In a journal entry, the student should describe how their organ's stoplist 

compares to the generic hymn registration suggestions provided by 

Cherwien and Heller.  What changes has the student made in each 

general crescendo? 

• Evaluate 

• Working with the instructor, the student will critique and refine their 

general crescendo choices. 

• The student should comment on their peers’ submissions, making 

observations and constructive critiques for each. 

• Create 

• The student will upload their final general crescendo and stoplist 

recording. 
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Topic #2: Executing Registration Changes within Hymns, and Interpreting the Text of 

Hymns with Registration and Phrasing 

 Methods for Assessment (Assignment) - Backwards Design 

• Using the tune ROCKINGHAM (alternative tune for When I Survey the 

Wondrous Cross), submit a video of an introduction and all verses, complete 

with registration changes that highlight the textual meaning.  At minimum, 

each verse should have a different registration or color.  Students should 

also carefully construct the phrases of each verse to match the text (i.e. 

include "carry throughs" or add breaths as necessary).  Student should 

submit a PDF marked score indicating all changes, rhythmic elements, and 

phrase modifications. 

 Methods for Instruction - Backwards Design 

• Students should read David Cherwien pp. 40-44. 

• A short video lecture will demonstrate how to make registration changes 

between stanzas.  Particularly, students must see how to plan and practice 

pushing pistons in the rhythm of the transitions or phrasings.  The lecture 

will also demonstrate how to make a score with registration that is sensitive 

to the poetic text. 

• The instructor will supply a video of a hymn whose text is illustrated by 

registration. 

• Following the instructions provided on Cherwien pp. 42-44, students should 

prepare and submit a video (with singers) performing the seven verses of 
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LASST UNS ERFREUEN (All Creatures of Our God and King) with 

registration changes.  These videos should be first submitted for instructor 

feedback, revisions made (as necessary), and then a final submission should 

be placed on VoiceThread for final comments and optional peer feedback. 

 Bloom's Taxonomy Plan 

• Remember 

• The student should take notes from the Cherwien reading and from the 

video lecture. 

• Understand 

• Using the video supplied by the instructor, the student should write a 

journal entry about how the registration elevated the textual meaning. 

• Apply 

• Using Cherwien's instructions, the student should submit a video of 

LASST UNS ERFREUEN, adapting their registrations to the student's 

organ. 

• Analyze 

• In a journal entry, the student should reflect on the process of registering 

LASST UNS ERFREUEN, and comment on what modifications/choices 

they made. 
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• Evaluate 

• The student, along with the instructor, will review and critique the 

student's submission on LASST UNS ERFREUEN, prior to submission 

for peer review. 

• The student will observe and comment upon their peers’ submissions of 

LASST UNS ERFREUEN. 

• Create 

• In the topic assessment, the student will make original registration and 

phrasing choices to elevate the poetic intent of ROCKINGHAM.  They 

will then learn the hymn and apply these decisions in their final video 

submission. 

Goal #4: Develop Creative Hymn-Playing Techniques 

Topic #1: Soloing Out Melodies 

 Methods for Assessment (Assignment) - Backwards Design 

• Using the methods described in the Ritchie/Stauffer method book pp. 

348-354, submit a video recording of the organ accompanying singing of 

the hymn tune PUER NOBIS (On Jordan’s Banks the Baptist’s Cry), 

introduction and four verses.  Each of the verses should be treated with one 

of the four accompaniment methods described in the chapter (manuals 

alone, one manual and pedal, solo in soprano, solo in tenor).  A slow, yet 

singable, tempo should be chosen in view of the technical challenges.  
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Students are welcome to mark their scores in the manner of the examples 

found in the above reading, if they desire. 

 Methods for Instruction - Backwards Design 

• Read excerpt from the Ritchie/Stauffer method book, pp. 345-355. 

• The student should listen to recommended recordings that feature a solo 

melody with accompaniment on another manual. 

• Following given instructions and the example of the videos, students should 

practice and submit a video (no singing) of pp. 348 - 351 in the Ritchie/

Stauffer method for instructor feedback (HURSLEY - Sun of My Soul).  

The student should apply the feedback to HURSLEY on their own, and then 

submit another video (no singing) of pp. 352 - 354 for instructor feedback 

(DIX - For the Beauty of the Earth).  If the instructor approves of their 

work, the student may proceed to the assignment of PUER NOBIS (above). 

 Bloom's Taxonomy Plan 

• Remember 

• The student will take notes from the above method book excerpt, 

especially noting the various ways that a melody can be soloed out and 

how to practice to achieve this. 

• Understand 

• Using the videos supplied by the instructor, the student should create a 

journal entry identifying how the melodies are soloed out, and 

describing the methods that the organists use to achieve this. 
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• Apply 

• Using the detailed instructions provided in the Ritchie/Stauffer excerpt, 

students will apply their understanding of melody solo techniques to 

HURSLEY. 

• Analyze 

• Using the instructor's feedback from the video submission of 

HURSLEY, the student will experiment with elements of touch, 

registration, tempi, and other issues as specified. 

• Evaluate 

• The student will apply these suggestions and refinements to DIX, and 

along with the video submission, the student should self-evaluate their 

work in a journal entry.  The instructor will also provide feedback from 

DIX and initiate a process of further refinement. 

• Create 

• For the final topic assessment, the student will submit the recording of 

PUER NOBIS as described above.  This project will be completely 

original, relying on the student's understanding and application of the 

work without the book's explicit guidance and score markings. 
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Topic #2: Alternate Harmonizations, including Use of Unison, Alternating Octaves, Pedal 

Points, Altered Harmonic Rhythm, and Unaccompanied Stanzas 

 Methods for Assessment (Assignment) - Backwards Design 

• In the tune ISTE CONFESSOR (Only Begotten, Word of God Eternal), the 

student should choose 2-3 places to alter the given accompaniment with 

methods like use of unison, alternating octaves, pedal points, and 

unaccompanied stanzas.  At least one alternate harmony must be utilized.  

Students should write out the harmonization and submit it, along with a live 

video recording (with singers), for instructor feedback. 

 Methods for Instruction - Backwards Design 

• Read Cherwien, Chapter 7 (and practice the examples given).   

• Read Cherwien, Chapter 4 (and practice the examples given).  Much of this 

chapter refers to how to vary singing within the verses, but many of the 

techniques can equally be applied to the organ. 

• Read Cherwien, pp. 63 - 71 and 98 - 99 (and practice the examples given). 

• In a video lecture, the instructor will review and apply the basic methods of 

alternate harmonizations (including applied dominants) and stanza 

treatments with the students. 

• The instructor will assign each student a hymn from the following list: 

  TRYGGARE KAN INGEN VARA (Children of the Heavenly Father) 

  LLANGLOFFAN (O God of Earth and Altar) 

  WALTON (Jesus, Thy Blood and Righteousness) 
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  BEACH SPRING (Lord, Whose Love Through Humble Service) 

  CANONBURY (Lord, Speak to Me) 

  FESTAL SONG (Rise Up, O Saints of God) 

  CRUCIFER (Lift High the Cross) 

  JESUS, MEINE ZUVERSICHT (Jesus Lives, and So Shall I) 

  ST. ANNE (O God, Our Help in Ages Past) 

Using their assigned tune, students will design a stanza with one alternate 

harmonization and one other stanza treatment as discussed the lecture.  This 

should be recorded on video (without singers) and submitted for VoiceThread 

classroom collaboration and instructor feedback.  The student should view and 

comment upon all classroom submissions. 

 Bloom's Taxonomy Plan 

• Remember 

• The student will read the assigned chapters from Cherwien and take 

notes. 

• In the online journal, students should list the various possibilities that 

Cherwien discusses for moving away from the supplied hymnal 

harmonization. 

• Understand 

• During the video lecture, the instructor will discuss the main points of 

Cherwien, explaining them in detail and showing how they can be 

applied in various contexts.  The instructor will show how applied 
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dominants work, and demonstrate how to find appropriate uses for them 

in hymns. 

• Apply 

• The class, using their assigned hymn tunes, will design a stanza with an 

applied harmonization and one other method from Cherwien's 

discussion.  The instructor will be available during office hours to 

collaborate with the students, and students are also encouraged to 

collaborate closely with their peers. 

• Analyze 

• The instructor will provide feedback on the video submission, and will 

work with the student to discover alternative harmonizations that had 

not yet been considered. 

• Students will provide suggestions and constructive criticism on their 

peer's VoiceThread submissions, and also suggest alternative ideas for 

the student's harmonization. 

• Evaluate 

• After the instructors and peers have given their feedback on the student's 

harmonization, the student should write a short journal entry reflecting 

on what they learned and on the final submission and process of 

preparation.  This entry should be used to begin planning for the final 

topic assessment. 

80



• Create 

• Using their experience and evaluation, the student will create their own 

harmonization of ISTE CONFESSOR as described above. 

[Topic #3: The Creative Introduction: Some Basic Improvisational Techniques 

(Advanced Only) 

 Methods for Assessment (Assignment) - Backwards Design 

• Using the tune KOMM, GOTT SCHÖPFER, students should design and 

perform a free introduction to the hymn using one or more of the methods 

suggestion by Cherwien.  Students are welcome to write out this 

introduction, if they wish.  Creativity in registration, within the style 

parameters of the tune and introduction's style, is encouraged.  All of the 

fundamental guidelines for introductions (as discussed earlier in the course) 

should be followed (tempo identical to verses, rhythmic breaths, etc.).  This 

introduction should be turned in for instructor feedback as a video 

submission (with singers). 

 Methods for Instruction - Backwards Design 

• Students should read Cherwien Chapter 2. 

• As a quiz, students should listen to some supplied recordings of free 

introductions from the instructor and from YouTube.  The style of free 

introduction should be identified referencing Cherwien's categories of free 
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introduction textures.  As an experiment, the student should attempt to 

imitate the ideas within these recordings on their own instrument. 

• Along with their previously assigned tune from Topic #2, the students will 

each be given one of Cherwien's free introduction techniques.  The student 

should design, practice, and record their introduction (no singers), and load 

it onto VoiceThread via video submission for classroom discussion.  The 

student may write out their introduction if they wish.   All of the 

fundamental rules of introductions should be followed (tempo identical to 

verses, rhythmic breaths, etc.).  Each student will listen to all others' 

submissions and provide constructive feedback. 

 Bloom's Taxonomy Plan 

• Remember 

• Students should read the Cherwien chapter and take detailed notes on 

his suggested methods, along with the particular hymns he uses as 

examples. 

• Understand 

• In the quiz, students will identify the various types of free-introduction 

styles that are used.  In particular, they should detail how the organist 

achieves each method: patterns, codas, melody references, etc. 
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• Apply 

• Students should experiment with Cherwien's examples, along with those 

heard on the recording, to try to imitate all of the styles on their own 

instrument. 

• Using the supplied hymn tune, the student will work (with the assistance 

of the instructor and their peers) to create a hymn introduction using the 

method assigned to them. 

• Analyze 

• The students will analyze what their peers submitted, noting the varying 

techniques used.  In their comments, they should note how the student's 

submission was similar or different from Cherwien's examples. 

• Evaluate 

• Within their comments, students should provide their peers with 

constructive evaluation and suggestions. 

• In a journal entry, students will reflect on their own work, taking  peer 

and instructor feedback into consideration, and begin to plan for the 

final topic assessment. 

• Create 

• In the final topic assessment, students will create their free introduction 

to KOMM, GOTT SCHOPFER.] 
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Goal #5: Varied Genres within Hymn Accompaniment 

Topic #1: Chant (and Chant-Inspired Tunes) 

 Methods for Assessment (Assignment) - Backwards Design 

• Using such online resources as Hymnary.org, and the hymnals they own and 

have access to via libraries and local churches, students should find five 

different accompaniments to the tune CONDITOR ALME SIDERUM 

(Creator of the Stars of Night) and and write a short report (no more than 

two pages) discussing styles of accompaniments, harmonic language, and 

textures, and how they faithfully (or not) support the chant melody.  Were 

there any hymnals that printed the tune without accompaniment at all? 

• Using their analysis, and the instructor feedback from it, the student should 

combine their favorite aspects of the accompaniments found, and add any 

that they see fit, to create their own accompaniment for CONDITOR ALME 

SIDERUM.  This should be recorded and submitted via video (with singers) 

along with their written analysis for instructor feedback. 

 Methods for Instruction - Backwards Design 

• Students should re-read Cherwien pp. 64 - 68. 

• A short video lecture will introduce students to chant harmonizations, 

including those published by Solemnes for the purpose of the standard Liber 

Usualis chants.  The lecture will discuss what to look for in a stylistic chant 

accompaniment, and what to avoid. 
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 Bloom's Taxonomy Plan 

• Remember 

• Students should review their notes from this section of Cherwien's book, 

and revise them with particular focus toward accompanying chant 

melodies. 

• In the lecture, the students should note the resources, methods, and 

suggestions that the instructor discusses. 

• Understand 

• The students will explore various accompaniments for CONDITOR 

ALME SIDERUM, and describe (in a journal entry) the approach each 

accompaniment uses to support the tune. 

• Apply 

• Students should then learn these various versions, and attempt to solo 

out the melody where possible. 

• Analyze 

• The students will note the varying styles found for CONDITOR ALME 

SIDERUM, and compare and contrast them from the others in their 

journal entry. 

• Evaluate 

• The students should determine which versions are more effective in 

leading the chant.  The instructor will give feedback once the journal 

entry is submitted. 
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• Create 

• The student should apply their findings and evaluations when they 

create their own accompaniment for CONDITOR ALME SIDERUM.  

This accompaniment should be the best of, but not identical to, the 

versions supplied. 

Topic #2: Tunes from the Renaissance and Baroque Periods 

 Methods for Assessment (Assignment) - Backwards Design 

• The student will learn the German chorale NUN FREUT EUCH (Rhythmic) 

(Dear Christians, One and All), giving close attention to its dance-like 

character and the methods one uses to convey its Affekt: articulation, 

metrical stress on strong beats, etc.   A plan should be made for carefully 

registering all ten verses according to David Cherwien's advice.  The student 

will teach this to their choir, record and submit with a video submission.   

 Methods for Instruction - Backwards Design 

• Read David Heller, pp. 67-68 

• Read David Cherwien, pp. 68-69 

• A video lecture will summarize the main points of the Renaissance and 

Baroque genres, including articulation/touch, rhythmic character, dance, 

hemiola, registration, etc.  It will also discuss the style of hymnody used in 

these genres, particularly bar form, and how one might approach teaching 

these tunes to their congregations. 
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• The instructor will supply video and/or audio examples of good 

accompaniment for Baroque and Renaissance Hymns.   The instructor will 

provide commentary on each video, noting how the performer’s registration, 

touch, rhythmic character, and musicality supports the hymn. 

• As per Cherwien's instructions on p. 69, the student should practice the 

hymns IN DIR IST FREUDE and FREU DICH SEHR, noting particularly 

the rhythmic and articulative elements.  The student should create a 

registration plan for the hymns, and then submit a video (without singers) 

for instructor and collaborative classroom feedback. 

 Bloom's Taxonomy Plan 

• Remember 

• In their online journal, students should take notes of the Heller and 

Cherwien readings, as well as of the video lecture. 

• Understand 

• Using the supplied examples, students should listen for how the 

organists are accompanying the chorales.  In their journal, they should 

identify the techniques used to accompany these hymns, and explain 

why they support the chorale melodies. 

• Apply 

• Using the Cherwien examples, students should test and experiment with 

the style of articulation, tempo, rhythmic elements, etc. that are found in 

these tunes. 
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• Analyze 

• The instructor will provide feedback following the student's IN DIR IST 

FREUDE and FREU DICH SEHR submissions.  In a journal entry, the 

student should analyze their work, listening to what their recordings 

sound like. 

• Evaluate 

• In this same journal entry, the student should self-evaluate their work 

with these two tunes, and, along with the instructor feedback, note how 

they will approach the final topic assessment. 

• Create 

• Following feedback and self-evaluation, the student will plan an 

accompaniment for NUN FREUT EUCH, giving special attention to the 

registration of verses, their rhythmic character, and their articulation. 

Topic #3: Hymn Playing on the Piano 

 Methods for Assessment (Assignment) - Backwards Design 

• As per David Cherwien's instructions, the student should adapt SEEK YE 

FIRST (Seek Ye First the Kingdom of God) for piano accompaniment, and 

submit a video with singing for instructor feedback. 

 Methods for Instruction - Backwards Design 

• Read David Cherwien, pp. 70 - 94. 
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• A video lecture will demonstrate some basic means by which hymns can be 

simply, clearly, and effectively led from the piano.  It will also discuss 

challenges in singing with the piano. 

 Bloom's Taxonomy Plan 

• Remember 

• The student will read the excerpt from David Cherwien's book, making 

notes, and listing the styles/approaches to adapting hymns to the piano.  

The student should take similar notes during the lecture. 

• Understand 

• The student should adapt their notes into a short journal entry, detailing 

how one might approach a basic hymn on the piano. 

• Apply 

• The student will then apply this plan to SEEK YE FIRST, planning and 

preparing the accompaniment on the piano. 

• Analyze and Evaluate 

• In partnership with the instructor, the student will analyze and evaluate 

their work, and make changes. 

• Create 

• At the end of the process, the student should submit a final version (with 

singing) of SEEK YE FIRST as a video file for feedback and evaluation. 
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Final Comprehensive Assessment for Module #2 (Hymn Playing): 

• From their church's hymnal (or an alternate online resource), the student should 

select, in consultation with the instructor, two hymns of varying styles.  Both should 

be carefully planned, practiced, and submitted as a video recording with singing 

(congregation or choir).  

Requirements: 

• All verses must be treated sensitively with a careful eye to the text and registration. 

• In both hymns one must solo the melody on one verse. 

• Both hymns must feature sparing use of alternative harmonizations and textures. 

• The hymns should be played simply, using a simple introduction and rhythmic 

transitions. 

• [Advanced track only: one of the two hymns should be prepared as for a hymn 

festival. Include an original creative improvised (written out is acceptable) 

introduction as per David Cherwien's advice.  While not addressed in this course, the 

student may feel free to place one extended transition and/or modulation between 

verses if they choose.] 

• During the preparation process, the student and instructor will exchange conversation 

and feedback.  The student may submit videos of the hymn settings prior to the final 

assessment for instructor feedback, but this is not required. 
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Module #3: Choral Conducting and Accompaniment 

Required Textbooks 

Bertalot, John.  Immediately Practical Tips for Choral Directors.  Minneapolis: Augsburg 
Fortress, 1994. 

Dakers, Lionel, ed..  The New Church Anthem Book: One Hundred Anthems.  New York: 
Oxford University Press, 1994. 

Fishell, Janette: From Accompanist to Conductor In Ninety Minutes: Fundamentals of 
Accompanying and Console Conducting.  Class handout for organ 
accompaniment courses. 

Ritchie, George H. and George B. Stauffer. Organ Technique: Modern and Early.  New 
York: Oxford University Press, 2000. [Advanced Track Only, required in Basic 
Organ Playing Techniques module.] 

Willetts, Sandra.   Upbeat Downbeat: Basic Conducting Patterns and Techniques.  
Nashville: Abingdon Press, 1993. 

Excerpts from Other Books 

Fishell, Janette.  But What Do I Do With My Feet?: A Pianist's Guide to the Organ.  
Nashville: Abingdon Press, 1996. 

Rudolf, Max.  The Grammar of Conducting: A Comprehensive Guide to Baton Technique 
and Interpretation.  3rd ed.  Boston: Thompson Schirmer, 1995. 

Goal #1: Conducting Technique 

Topic #1: The Basic Four-Pattern (used as an example of Backwards Design and    

Bloom's Taxonomy in Chapter Three) 

Methods for Assessment (Assignment) - Backwards Design 

• Final video assessment: conduct choir in hymn tune Festal Song. 

• Student's self-evaluation of final video. 
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Methods for Instruction - Backwards Design 

• Video Conference Class Lecture with Demonstrations (synchronous). 

• Accompanying reading from textbook (Rudolph). 

• Student submits an ungraded video assignment on four-beat pattern (without 

choir) for coaching (asynchronous) and classroom discussion. 

• Student participates in discussion over fellow pupil's submissions. 

 Bloom's Taxonomy Plan 

• Remember 

• During a break in the synchronous video lecture, students will complete 

a brief "recall" exercise with written questions about the basic technique 

of the four-pattern.  Professor will review and address these answers 

when the lecture resumes. 

• Students will read Chapter 1 from the Rudolph textbook following 

lecture, and will take summary notes in their online journal. 

• Understand 

• Following their reading, students will review a series of videos of 

conducting patterns.  The students should identify which patterns are 

proper four-beat patterns, and which are not. 

• Apply 

• Student submits an ungraded video assignment on four-beat pattern 

(without choir) for coaching (asynchronous) and classroom discussion. 
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• Analyze 

• Students will observe videos showing different variations of the four-

beat pattern, including preparations, articulations, and usage of 

horizontal and vertical space.  Students will imitate and practice these 

while watching. 

• Evaluate 

• Students will provide a self-assessment of his or her video submission. 

• Create 

• Student will record themselves conducting their choir in the hymn tune 

Festal Song, utilizing their refined four-beat pattern. 

• The student should practice for further comfort with the basic four-beat 

pattern within their final module examination. 

Topic #2: Other Essential Conducting Patterns 

Topic #3: Refining the Gesture: Expression and Articulation 

Topic #4: Refining the Gesture: Dynamics 

Topic #5: Refining the Gesture: Establishing and Manipulating Tempo  

Topic #6: Refining the Gesture: Cues and Phrasing 

Topic #7: Non-Gestural Communication: Posture, Eye Contact, Breath, etc. 

Goal #2: Develop Effective Rehearsal Skills for a Church Choir 

Topic #1: Teaching the Choir to Sight-Sing 
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Topic #2: Preparing for Rehearsal - Score Study, Markings, Gesture Practice, and 

Rehearsal Planning 

Topic #3:  Using (and Abusing) the Piano in Rehearsal 

Topic #4: Basic Vocal Pedagogy 

Topic #5: The Choral Warm-Up 

Topic #6: Setting Up a Successful Rehearsal - The Rehearsal Environment, Singer 

Placement, Expectations of Choir Members, Timeliness, etc. 

Topic #7: Essential Rehearsal Skills, Part 1 - Critical Listening, Insistence on Mastery, 

Problem Solving, Achieving Good Choral Ensemble Sound 

Topic #8: Essential Rehearsal Skills, Part 2 -  Verbal Instructions, Comments, Transitions, 

etc. 

Topic #9: Special Challenges of Working with Children's Choirs 

  
Goal #3: Practical Issues for Choral Accompaniment from the Organ 

Topic #1: Registration and Musical Style:  Making Wise Choices and Incorporating 

Changes with Ease  

Topic #2: Score Preparation: Idiomatic Adaptations, Markings, Practice Techniques 

Topic #3: Accompanying the Choir and Working with a Conductor 

  
[Goal #4: Conducting from the Organ Console while Accompanying 

 (Advanced Track Only) 

Topic #1: Console Conducting Gestures: 

• LH Conduct/RH Play 
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• RH Conduct/LH Play 

• Torso/Head Gesture while Playing with Both Hands 

Topic #2: Score Preparation and Analysis, Registration Choices, and Adapting Score for 

Necessary Gestures 

Topic #3: Refining the Gesture - Clarity, Musical Intention, and Use of the Body 

Topic #3: Other Issues: Independence of Choir, Rehearsal Technique, Limitations, etc.] 

Final Comprehensive Assessment for Module #3 (Choral Conducting and 

Accompaniment) 

• A video (asynchronous) of the student conducting a live choir, to be 

evaluated by the instructor.  Because the demonstration choirs will vary 

greatly in skill and situation, the anthem, chosen by the student in 

consultation with the instructor, should challenge the student's musicality 

and conducting ability, and be appropriate for both the skill level of the 

choir and use in the student's church. 

• A video of a student accompanying the choir in an anthem.   Students in the 

advanced track should conduct the choir from the console.  All other 

students will be required to video record themselves accompanying an 

anthem assigned by the instructor, preferably with the choir directed by 

another person.  

Example Course Schedule 
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 The following schedules illustrate how the full course might be laid out during a 

standard fifteen-week academic semester. 

Key:   M=Module   G=Goal   T=Topic   BOLD=New Topic
M1: Basic Organ 
Techniques

M2: Hymn Playing M3: Choral Conducting 
and Accompaniment

Week 1 G1/T1: Basic Organ 
Construction/Design 
G2/T1: Families of Organ 
Tone and Stop 
Nomenclature 
G3/T1: Relaxation, 
Stretching, and Alignment 
G3/T2: Bench Height and 
Position 
G3/T3: Posture on the 
Bench 
G4/T1: Pedalboard 
Positioning 
G4/T2: Positioning, 
Preparing for, and Playing 
Pedal Notes (Toes) 
G5/T1: Keyboard Playing 
Motion 
G6/T1: Healthy Practice 
Strategies

Begins in Week 5 G1/T1: The Basic Four-
Pattern 
G2/T1: Teaching Sight-
Singing
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Week 2 G1/T1: Basic Organ 
Construction/Design 
G2/T1: Families of Organ 
Tone and Stop Nomenclature 
G3/T1: Relaxation, 
Stretching, and Alignment 
G3/T2: Bench Height and 
Position 
G3/T3: Posture on the Bench 
G4/T2: Positioning, 
Preparing for, and Playing 
Pedal Notes (Toes) 
G5/T1: Keyboard Playing 
Motion 
G5/T2: Finger 
Independence and 
Coordination 
G6/T1: Healthy Practice 
Strategies 
G6/T2: Develop and Plan 
Regular Practice Routine

Begins in Week 5 G1/T1: The Basic Four-
Pattern 
G1/T2: Other Essential 
Conducting Patterns 
G2/T1: Teaching Sight-
Singing 
G2/T2: Rehearsal 
Preparation 
G1/T5: Model Choral 
Breath/Posture

Week 3 G1/T2: Historical Schools 
of Organ Building (Adv. 
Only) 
G2/T2: Combination 
Actions and Registration 
Tools 
G3/T1: Relaxation, 
Stretching, and Alignment 
G3/T2: Bench Height and 
Position 
G3/T3: Posture on the Bench 
G4/T2: Positioning, 
Preparing for, and Playing 
Pedal Notes (Toes) 
G4/T3: Toe/Heel and 
Pivoting for Pedals 
G5/T2: Finger Independence 
and Coordination 
G5/T3: Keyboard Legato 
Touch (Substitution, 
Glissando, Finger Crossings) 
G6/T3: Practicing a Piece 
in Various Stages of 
Devlopment

Begins in Week 5 G1/T2: Other Essential 
Conducting Patterns 
G2/T2: Rehearsal 
Preparation 

M1: Basic Organ 
Techniques

M2: Hymn Playing M3: Choral Conducting 
and Accompaniment
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Week 4 G1/T2: Historical Schools of 
Organ Building (Adv. Only) 
G2/T2: Combination Actions 
and Registration Tools 
G2/T3: Organ Color and 
Developing Registration 
Plans 
G4/T2: Positioning, 
Preparing for, and Playing 
Pedal Notes (Toes) 
G4/T3: Toe/Heel and 
Pivoting for Pedals 
G5/T2: Finger Independence 
and Coordination 
G5/T3: Keyboard Legato 
Touch (Substitution, 
Glissando, Finger Crossings) 
G6/T3: Practicing a Piece in 
Various Stages of 
Devlopment

Begins in Week 5 G1/T2: Other Essential 
Conducting Patterns 
G1/T3: Expression and 
Articulation 
G2/T3: Piano in 
Rehearsal

Week 5 G1/T2: Historical Schools of 
Organ Building (Adv. Only) 
G2/T3: Organ Color and 
Developing Registration 
Plans 
G4/T3: Toe/Heel and 
Pivoting for Pedals 
G4/T4: Foot Substitution 
and Glissando 
G5/T2: Finger Independence 
and Coordination 
G5/T3: Keyboard Legato 
Touch (Substitution, 
Glissando, Finger Crossings) 
G5/T4: Nuanced Control 
of Various Articulations 
G6/T3: Practicing a Piece in 
Various Stages of 
Devlopment

G1/T1: Accurately 
Combining Legato Voice 
Parts 
G2/T1: Tempo Choice 
and Control

G1/T3: Expression and 
Articulation 
G1/T4: Dynamics 
G2/T4: Basic Vocal 
Pedagogy

Week 6 G1/T2: Historical Schools of 
Organ Building (Adv. Only) 
G2/T4: Expression Boxes 
G4/T4: Foot Substitution 
and Glissando 
G4/T5: Basic Pedal Scales 
G5/T4: Nuanced Control of 
Various Articulations 
G5/T5: Trio Texture

G1/T1: Accurately 
Combining Legato Voice 
Parts 
G1/T2: Repeated Notes 
in Hymnody 
G2/T1: Tempo Choice 
and Control 

G1/T3: Expression and 
Articulation 
G1/T4: Dynamics 
G1/T5: Establishing and 
Manipulating Tempo 
G2/T4: Basic Vocal 
Pedagogy 

M1: Basic Organ 
Techniques

M2: Hymn Playing M3: Choral Conducting 
and Accompaniment
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Week 7 G1/T3: Researching 
Student's Own Organ 
G2/T4: Expression Boxes 
G4/T5: Basic Pedal Scales 
G5/T4: Nuanced Control of 
Various Articulations 
G5/T5: Trio Texture

G1/T2: Repeated Notes in 
Hymnody 
G2/T2: Phrasing and 
Breaths 
G3/T1: Hymn 
Registration Setup

G1/T4: Dynamics 
G1/T5: Establishing and 
Manipulating Tempo 
G1/T6: Cues and 
Phrasing 
G2/T5: The Choral 
Warmup

Week 8 G1/T3: Researching 
Student's Own Organ 
G4/T6: One-Foot Pedaling 
G5/T5: Trio Texture

G2/T3: Basic Hymn 
Introduction and 
Transition Between 
Stanzas 
G3/T2: Executing Hymn 
Registrations and 
Textual Interpretation

G1/T5: Establishing and 
Manipulating Tempo 
G1/T6: Cues and 
Phrasing 
G1/T7: Non-Gestural 
Communication 
G2/T5: The Choral 
Warmup

Week 9 G1/T3: Researching 
Student's Own Organ 
G4/T6: One-Foot Pedaling 
G5/T5: Trio Texture

G2/T4: Congregational 
Leadership 
G3/T2: Executing Hymn 
Registrations and Textual 
Interpretation

G1/T6: Cues and 
Phrasing 
G1/T7: Non-Gestural 
Communication 
G3/T1: Accompaniment 
Registration and 
Musical Style 
G2/T6: Setting Up A 
Successful Rehearsal

Week 
10

Prepare for Final G4/T1: Soloing Out 
Hymn Melodies 
G2/T4: Congregational 
Leadership

G1/T7: Non-Gestural 
Communication 
G3/T1: Accompaniment 
Registration and Musical 
Style 
G2/T7: Essential 
Rehearsal Skills, Pt. 1

Week 
11

Prepare for Final G4/T1: Soloing Out 
Hymn Melodies 
G4/T2: Alternate 
Harmonizations and 
Texture

G3/T1: Accompaniment 
Registration and Musical 
Style 
G3/T2: Accompaniment 
Score Preparation 
G2/T7: Essential 
Rehearsal Skills, Pt. 1

M1: Basic Organ 
Techniques

M2: Hymn Playing M3: Choral Conducting 
and Accompaniment
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Week 
12

Prepare for Final G4/T2: Alternate 
Harmonizations and 
Texture 

G3/T1: Accompaniment 
Registration and Musical 
Style 
G3/T2: Accompaniment 
Score Preparation 
G3/T3: Accompanying 
Choir / Following 
Conductor 
G2/T7: Essential 
Rehearsal Skills, Pt. 1 
G2/T8: Essential 
Rehearsal Skills, Pt. 2

Week 
13

Prepare for Final G4/T2: Alternate 
Harmonizations and 
Texture 
G4/T3: Creative 
Introduction 
Improvisational 
Techniques (Adv. Only) 
G5/T1: Chant Hymnody

G3/T2: Accompaniment 
Score Preparation 
G3/T3: Accompanying 
Choir / Following 
Conductor 
G4/T1 (Adv.): Console 
Conducting Gestures 
G2/T8: Essential 
Rehearsal Skills, Pt. 2

Week 
14

Prepare for Final G4/T3: Creative 
Introduction 
Improvisational 
Techniques (Adv. Only) 
G5/T2: Renaissance/
Baroque Hymnody

G3/T2: Accompaniment 
Score Preparation 
G3/T3: Accompanying 
Choir / Following 
Conductor 
G4/T1 (Adv.): Console 
Conducting Gestures 
G4/T2 (Adv.): Console 
Conducting Preparation 
G2/T8: Essential 
Rehearsal Skills, Pt. 2 
G2/T9: Working with 
Children’s Choirs 

Week 
15

Prepare for Final G4/T3: Creative 
Introduction 
Improvisational 
Techniques (Adv. Only) 
G5/T3: Hymn Playing 
on the Piano

G2/T8: Essential 
Rehearsal Skills, Pt. 2 
G2/T9: Working with 
Children’s Choirs 
G3/T3: Accompanying 
Choir / Following 
Conductor 
G4/T2 (Adv.): Console 
Conducting Preparation 
G4/T3 (Adv.): Other 
Issues of Console 
Conducting

M1: Basic Organ 
Techniques

M2: Hymn Playing M3: Choral Conducting 
and Accompaniment
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 The success of this endeavor is not contingent on a strict fifteen week semester.  

There could be great benefit to expanding the course over a longer duration, even an 

entire year, so that students would have more time in each subject to truly explore and 

practice the skills taught.  Arguably, if the course lasted longer, there would be no need to 

designate certain topics for the advanced track only, since students would have more time 

to learn, practice, and mature in skill and ability.  Of course, because of the massive 

amount of course material that this practicum is designed to cover, the author strongly 

recommends that the course not be offered in a shorter span than a fifteen week semester. 

 If paired with the two other foundational courses discussed by the Jacobs School 

for its online program, the series could lead to a certificate program lasting many months.  

Finally, considering the varying skills taught in each of the three modules, organizations 

also could offer each module as an individual course.  This would allow more time for the 

student to explore topics in detail, and without juggling several lessons in different 

modules simultaneously.  Furthermore, the load on the instructor (which could be 

substantial in the three-module course over fifteen weeks, as outlined in this project) 

would be reduced, allowing more dedicated time with each student for feedback, office 

hours, grading, etc.  This decision, of course, would need to be carefully considered by 

any institution that was looking to offer such a course like this. 
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Chapter Five: 

Prototype Segment of Course Realized Online 

 The following portions of the course have been fully designed online and have 

been taught to an in situ student, so to demonstrate this concept's effectiveness: 

Goal #1: Develop Proficiency in Legato Part-Playing  

(particularly Four-Part Texture with Pedal). 

Topic #1: Combining Voice Parts with Accuracy and Legato Touch 

• This topic is taught concurrently with Goal #2, Topic #1 

Goal #2: Understand and Make Wise Decisions for Rhythmic Aspects of Hymns 

Topic #1: Tempo Choice and Control (including Congregational Leadership) 

• This topic is taught concurrently with Goal #1, Topic #1 

Topic #2: Phrasing and Breaths 

Goal #3: Learn Registration Practices for Hymns 

Topic #2: Executing Registration Changes within Hymns, and Interpreting the Text of 

Hymns with Registration and Phrasing 
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 The course is taught via Indiana University's Learning Management System 

(LMS), Canvas, and may be accessed via this link: https://iu.instructure.com/courses/

1626786.  Interested parties must request and be granted access to the Canvas course to 

view these online materials.  You also must have access privileges to Indiana University's 

student or faculty online resources.  If you don't have this regular access, you may set up 

a guest account by following this link: https://ams.iu.edu/guests/CreateGuest.aspx.  If you 

have trouble accessing this part of the course, please contact the Indiana University 

Information Technology Services (UITS) via the following website: https://uits.iu.edu/

tech-help. 

 Special thanks is owed to the project's in situ student, Neil Stauffer, for his 

integral role in this portion of the project.  Mr. Stauffer is an experienced organist with 

intermediate skills, and has taken organ lessons prior to this project.  He is also trained in 

leading hymnody and liturgy from the instrument.  While he is not a beginning student, 

he would represent the general type of student who would enroll in this course’s 

Advanced Track: his goals would be reviewing and polishing all basic skills, and 

studying more advanced techniques (such as Console Conducting).  All evaluations of 

this pupil found on the online segment here should be viewed only as a demonstration of 

the course's teaching materials, and not as consequential on the outcome of the project 

itself.  It should finally be noted that this student volunteered to be a part of this project, 

and was not compensated in any form for his assistance.  The author is extremely grateful 

for all that he did to help this project be a success. 
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 Please note that, according to the fifteen-week schedule discussed earlier in this 

document, this early lesson in hymn-playing would be preceded by a longer period of 

study in basic organ techniques.  In other words, the student would not be expected to 

develop this level of pedal technique during the first week of the course.  This would be 

developed more slowly and methodically over the first half of the fifteen-week semester.  

If, on the other hand, each of the course’s three modules were offered as separate courses, 

then Organ Playing Techniques absolutely would need to be a pre-requisite course to 

Hymn-Playing, unless the student were able to demonstrate pre-existing fluency in this 

basic skills area. 
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Chapter Six: 

Conclusion 

 During the undertaking and design of this project, the author has reached several 

conclusions about the concept, its viability, and its value.  These conclusions have been 

reached either directly while developing the materials, or indirectly via research and 

discussing the project’s aims with colleagues in the organ and sacred music professions. 

 Most importantly, the need for this project has been confirmed.  Colleagues have 

repeatedly mentioned that our profession desperately needs a project like this, which 

particularly aims at reaching voids in sacred music education.  These persons agreed that, 

while in-person education is always the best solution, it is not always possible for reasons 

discussed earlier in this document.  Therefore, the consensus remains that using the best 

of online education technology to impart basic sacred music skills is an excellent 

solution, particularly so that students receive help directly at their organ, with their own 

choir, and in their own situation.  Several institutions have contacted the author with 

interest in beginning an online project such as this. 

 Furthermore, since this project’s initial design, the sacred music world has seen 

similar, but not identical, efforts made to reach the same target audience.  For example, 

the Chicago International Organ Academy (CIOA) has begun teaching organ lessons to 

students both in person and remotely in the past few years.   As its website writes, “New 1

 Phillip Kloeckner, Chicago International Organ Academy, accessed August 22, 2019, http://1

www.cioa.global/ 
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technology and web resources available now make it possible and practical to study organ 

remotely while receiving the same instruction and feedback from an instructor as a local 

student would. With a relatively small investment in some simple equipment, you can 

record and share videos of your playing at a pace that is comfortable for you.”  Like this 

prototype, the CIOA’s remote teaching relies on asynchronous technology to teach 

lessons and provide instructor feedback, and uses synchronous video conferencing only 

for impromptu assistance, such as office hours, student questions, etc.  One difference 

between this prototype and the CIOA, however, is that this course not only teaches organ 

literature (as the CIOA’s goals specify) but also addresses the need many people have for 

instruction specifically related to sacred music performance.  Another difference is that 

the author’s work on this project has confirmed his understanding that while this online 

technology is adequate for basic skills, more advanced instruction should be reserved for 

in-person coaching. 

 As mentioned above, this project was originally conceived as part of a sacred 

music certificate.  The author chose the skills practicum course for this project because it 

was the hardest aspect of that course to realize successfully, given the pedagogical and 

technological challenges of distance learning.  However, now that this prototype is in 

place and its feasibility is established, the author strongly feels that organizations that 

implement projects like this course should design it in conjunction with a larger 

certificate program, to further enhance the breadth of sacred music knowledge and skills 

that are passed on to students. 
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 Here is the essential core of this project: there need not be a deficit of skill and 

knowledge in the world of sacred music today.  We stand at a time where traditional 

western sacred music is disappearing from use in all religious communities and replaced 

with inferior music, or worse, no music at all.  There is no reason for this to be the case.  

Our era is filled with excellent teachers, books, and online resources; the only challenge 

remains making them accessible to the student.  With recent advances in online learning 

technology, this wish may become a reality.  In a world where things of old (no matter 

their value) are routinely discarded for the new, the one thing that will positively close the 

door on traditional sacred music is poor and ill-informed playing and leadership.  This 

author dearly hopes that Sacred Music Online and its larger implications might instead 

open that door by educating many current and future church musicians, and reminding 

our culture, in general, and the institutional Church, more specifically, how highly 

valuable excellent sacred music can be. 
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