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Historical and theological foundations of instrumental
and vocal music in contemporary evangelical worship

Abstract. This study aimed to define the historical and theological foundations of instrumental and vocal
music in contemporary evangelical worship, as well as their role in shaping the spiritual experience of believers.
The methodological framework integrated cultural, theological, sociocultural, and musicological approaches,
facilitating an examination of the processes of sacred music preservation and adaptation, alongside the influence
of secular music styles on the structure of evangelical worship. The paper analysed the impact of Old Testament
and synagogue musical traditions on modern evangelical worship, with a particular focus on the incorporation of
instrumental and improvisational elements. Worship was explored as an essential means of creating a spiritual
context that shapes both individual and collective identity within the community. This research demonstrated that
worship in evangelical churches operates not only as a liturgical tradition, but also as a dynamic mechanism for
shaping new spiritual and cultural paradigms that address contemporary societal needs. The findings highlighted
that musical worship in evangelical churches serves as a medium of instrumental communication, forming a
foundation for spiritual experience, while maintaining continuity with ancient worship traditions. The study also
underscored the historical roots of this practice within the Judeo-Christian tradition, emphasising the significance
of music as an integrative mechanism offering new opportunities for religious and social interaction in the modern
world. The practical relevance of the research lies in providing a conceptual framework for modernising evangelical
worship practices through the synthesis of theological heritage and contemporary musical expressions, thereby
fostering deeper spiritual engagement and cultural relevance
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Introduction

The evangelical worship practices of modern churches,
which fully developed in the 21 century, are character-
ised by a diversity of musical forms, with both vocal and
instrumental components playing significant roles. The
historical origins of these elements, their function in reli-
gious practice, and their evolution within the Protestant
context constitute a significant area of study. The evan-
gelical tradition of worship, particularly within neo-char-
ismatic communities, actively incorporates instrumental
music and contemporary genres, which were not typical
of classical Christian liturgy. These include elements of
pop music, rock adaptations, and hip-hop, which have
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become not merely an accompaniment, but a vital part
of the worship experience.

The study of music within the context of religious
worship, particularly in Jewish and early Christian tra-
ditions, has attracted considerable scholarly attention.
Research has focused on the functions of music in ritual
practices and its historical evolution. The role of music in
religious worship, particularly within the Jewish, Chris-
tian, and evangelical traditions, has been extensively ex-
plored by numerous scholars, offering valuable insights
into the relationship between music, ritual, and spiritual
identity. The contributions of these scholars provide a
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multifaceted understanding of how music functions as
both a religious and social practice across different his-
torical and cultural settings. G.A. Parrett (2018) exam-
ined the connection between music and ritual in temple
worship, emphasising its integral role in sacrificial offer-
ings. The research highlighted, how music was not solely
a religious practice but also an essential element of ritual
acts believed to carry spiritual significance. The study
established a foundational framework for understanding
music’s function within ancient temple worship, particu-
larly its interaction with other ritual elements.

A. Alter (2019) expanded upon A.Z. Idelsohn’s re-
search by exploring the spiritual and emotional aspects
of music within the Jewish tradition. The author inves-
tigated music’s role as a medium for both personal and
collective emotional expression in worship. The scien-
tist’s analysis deepened the understanding of sacred
music as a means of fostering a connection with the di-
vine, emphasising its transformative power in religious
experiences. H. Barlow’s (2020) research highlighted,
how music functions not merely as a ritualistic element,
but as a profound expression of individual and commu-
nal identity within religious practices. The researcher’s
study underscored the significance of psalmody in Jew-
ish and early Christian liturgies, where it helped estab-
lish a sense of belonging and spiritual continuity among
worshippers. O.L. Zosim (2019) examined the develop-
ment of psalmody and hymn-singing traditions, particu-
larly in European and Ukrainian contexts. This research
traced the evolution of these traditions, focusing on
changes in musical forms and their liturgical roles. The
author’s study provided important insights into, how re-
gional variations in hymnsinging traditions contributed
to broader patterns in Christian religious music, enhanc-
ing the understanding of liturgical practices in different
cultural settings.

The article by G. Kaplan (2022) explored the rela-
tionship between faith and reason throughout the his-
tory of Christianity. The author examined, how Christian
thought has sought to balance these two dimensions,
from the early Church Fathers to contemporary theol-
ogy. The study focused on the theological development
of this relationship, and how various Christian traditions
have addressed the role of faith and reason in under-
standing God and reality. P.J. Burke & S.J. Soffa (2018)
offered a comprehensive guide to research methodolo-
gy, particularly focusing on inquiry techniques for pro-
ducing high-quality dissertations. Their study empha-
sised the importance of structured research methods,
which are essential for investigating the evolving role of
music in worship. These methodologies facilitate both
qualitative and quantitative analyses, enabling a deeper
understanding of the dynamic practices of contemporary
evangelical worship music.

These studies provide a well-rounded perspective
on the intersection of music, worship, and community

identity, from both historical and contemporary view-
points. The literature not only illuminated the historical
foundations of religious music, but also offerred tools for
investigating its evolving role in modern worship prac-
tices, particularly within the context of evangelical and
ecumenical movements.

The purpose of this study was to examine the his-
torical and theological foundations of instrumental and
vocal music in contemporary evangelical worship and to
analyse their role in shaping the spiritual experiences of
believers.

Materials and Methods

Throughout the study, ethical considerations were strict-
ly adhered to to maintain the integrity of the research
and ensure respect for all participants and communities
involved. Informed consent, confidentiality, and sensitiv-
ity to religious and cultural contexts were consistently
upheld throughout all research activities. A combination
of historical analysis, ethnographic observation, musical
analysis, and comparative methodology was employed
to investigate the evolving significance of instrumental
and vocal music in evangelical worship. These methods
were designed to illuminate the cultural and spiritual di-
mensions of music in contemporary worship practices. A
qualitative approach was adopted to analyse the integra-
tion of instrumental and vocal elements in contemporary
evangelical worship, focusing on their historical origins,
cultural significance, and evolving roles.

Materials, including an extensive range of academic
sources, historical texts, and recent studies, were utilised
to provide a comprehensive understanding of religious
music practices across both ancient and modern con-
texts. Foundational academic literature and historical
manuscripts relating to Jewish temple worship and early
Christian liturgy offered essential context for tracing the
development of musical forms within religious settings.
A comprehensive literature review established the the-
oretical framework for the study, drawing from a variety
of historical and contemporary sources to highlight core
themes and identify areas requiring further exploration.
This review was complemented by a historical analysis,
which traced the progression of instrumental and vocal
music from ancient religious practices to its role in mod-
ern evangelical contexts. Ethnographic observation of
worship services provided a close-up view of how music
fosters engagement and enhances spiritual experiences.
Additionally, musical analysis revealed the structural and
stylistic qualities of contemporary genres used in wor-
ship, emphasising, how these elements contribute to
emotional and spiritual resonance. Comparative analy-
sis enriched the study by highlighting both unique and
shared elements between evangelical worship practices
and those of other religious traditions, demonstrating,
how evangelical music has adapted to modern expres-
sions, while drawing from broader influences. To ensure
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the validity of findings, data from literature reviews, ob-
servations, recordings, and interviews were triangulat-
ed, offering a holistic perspective on the role of music
in worship. It is important to underline that J.W. Cre-
swell’'s (2014) article provided a cornerstone text for
understanding research designs and methodologies. Re-
searcher’s framework was invaluable for studying evan-
gelical worship music, supporting both ethnographic and
statistical approaches to examining worship practices.
This foundational resource ensured that researchers
could approach the study of worship music from diverse
perspectives, enabling a more comprehensive under-
standing of its role in contemporary religious settings.

Results and Discussion

The vocal component, which in traditional Christian
liturgy was based on monophonic psalms and canoni-
cal hymns, has been expanded in evangelical worship
through the adoption of stylistic and genre innovations.
This development enriches the musical repertoire, while
simultaneously introducing new religious and cultural
challenges. At the same time, instrumental music as-
sumes a distinctive significance, particularly within the
rhythmic structures of contemporary genres, which are
capable of enhancing emotional engagement and foster-
ing an atmosphere of spiritual elevation.

The origins of the use of instrumental and vocal el-
ements in evangelical worship hold significant historical
and cultural dimensions. Historically, instrumental music
played a crucial role in the temple worship of ancient Is-
rael, suggesting its profound influence on musical prac-
tices within Christianity as a whole. In the post-Temple
period, the function and significance of music in Jewish
worship underwent a substantial transformation. With
the destruction of the Temple, the traditional, instru-
mentally rich worship practices began to shift, as Jewish
communities adapted their rituals to new religious and
cultural contexts. In synagogues, only vocal chanting
and singing were preserved as expressions of devotion,
embodying a simpler yet spiritually focused form of wor-
ship. The use of musical instruments gradually declined,
not only because of their association with the Temple,
but also due to Sabbath laws, which restricted various
forms of labour and complex activities. Over time, in-
strumental music lost its sacred role in Jewish rituals as
communities embraced a primarily vocal mode of wor-
ship that aligned with the requirements of Sabbath ob-
servance and reflected the new spiritual realities of the
post-Temple era. Consequently, the simultaneous use of
instrumental and vocal accompaniment in evangelical
worship revives certain aspects of Old Testament wor-
ship, supplemented by improvisational elements remi-
niscent of Jewish synagogue practices.

Studying the prerequisites for combining instru-
mental and vocal elements in evangelical worship pro-
vides deeper insight into, how these components be-
came essential expressions of contemporary religious
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experience, as well as the evaluative aspects of their
role within historical dynamics. Moreover, examining
these prerequisites facilitates a discussion regarding the
appropriateness or inappropriateness of this approach
to musical worship in modern evangelical, particularly
Protestant, communities.

In the late 1960s and early 1970s, against a back-
drop of religious revival in North American Protestant-
ism, a new musical phenomenon emerged that would
come to be known as “contemporary Christian music”.
This genre took root on the U.S. West Coast, particularly
in California, influenced by missionary efforts by mem-
bers of the Jesus Movement. These missionaries sought
to convey their theological commitment through acces-
sible musical forms that resonated with a broad audi-
ence of believers. By the end of the 1970s, a branch of
this genre began to develop with a particular focus on
worship practice, commonly referred to as “contempo-
rary worship music” or “praise and worship music”. This
style evolved in response to traditional worship forms
and found its strongest growth within charismatic de-
nominations, where it soon became central to their li-
turgical practice (Parrett, 2018). It is worth emphasising
that G. Goosen’s (2001) research provided an accessible
introduction to ecumenism, offering crucial context for
understanding the interactions between different Chris-
tian denominations. This research is particularly signif-
icant for studying contemporary evangelical worship
practices, as many of their musical elements have been
influenced by ecumenical movements. Furthermore, the
research is key to understanding, how evangelical music
has evolved within the broader Christian tradition.

Modern worship practices in many Protestant
churches have since expanded significantly due to the
incorporation of secular art forms, especially music.
A prominent aspect of this development has been the
integration of diverse musical forms into services. In
the United States, for instance, many large churches
have established their own symphony orchestras, brass
bands, folk instrument ensembles, and contemporary
music bands, greatly enriching their worship music. The
Southern Baptist Convention alone — comprising over
42000 churches and more than 16 million members —
supports more than a hundred full symphony orchestras,
as well as thousands of instrumental and vocal ensem-
bles. Among Southern Baptists, over two million con-
gregants actively participate in music ministries across
all age groups, with approximately 70000 involved in
instrumental ensembles and orchestras. The overall
Baptist population in the U.S. is estimated to be around
31 million (Southern Baptist Convention, 2024).

In Ukraine, a similar dynamic is observable, with the
growth of evangelical communities reflecting broader
religious trends. According to the 2022 Ukrainian Direc-
tory of Religious Organisations (Religious Information
Service of Ukraine, 2024), there are more than 10000
evangelical churches in the country, many of which
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identify as Protestant. These churches typically include
music ministries that range from vocal-instrumental en-
sembles to larger groups incorporating instruments such
as guitar, bass, drums, synthesisers, and vocalists (Fig. 1).

Figure 1. Musical ministry (worship team)
of the Grace Evangelical Church, Kyiv
Source: developed by the author

Approximately 28% of these churches have choirs
and/or orchestras. Notable, examples in Kyiv’s region-
al communities include the Irpin Bible Church, with its
orchestra and numerous ensemble groups, and the “Bla-
hodat” Evangelical Church in Sofiivska Borshchahivka,
which features a choir. This significant expansion in mu-
sic ministry reflects a transformation within Protestant
worship practices, where music — previously limited to
traditional forms — has become an integral component
of the religious experience. The inclusion of large in-
strumental ensembles and new musical styles facilitates
more emotional and expressive worship, addressing the
cultural and aesthetic interests of congregants while also
deepening their connection with the divine.

It is also essential to recognise that these develop-
ments are rooted in the Jewish worship tradition, which
has substantially influenced the evolution of Christian
worship practices. The impact of Jewish musical tradi-
tions on early Christian music is a pivotal aspect of un-
derstanding the growth of worship music in the early
church. This influence is evident in several dimensions,
including the use of psalms, methods of performance,
and instrumental accompaniment, establishing a bridge
between Jewish and Christian liturgical practices that re-
mains relevant in contemporary worship.

Early Christianity largely adopted the synagogue
musical tradition rather than the temple tradition, though
this does not mean that the influence of temple music
was entirely abandoned. Historically, synagogue worship
was associated with prayer and the reading of Scripture,
excluding sacrifices; psalm chanting served as an addi-
tional element in synagogue worship. With the end of
the Second Temple era, synagogue music adapted to new
religious and communal settings, maintaining core fea-
tures from the temple tradition. Monophonic melodies —

single melodic lines — continued as the standard, rein-
forcing unity and simplicity in worship. Improvisation
also remained a key element, allowing worshippers to
engage deeply and expressively with sacred texts. This
approach preserved the essence of temple music while
meeting the evolving needs of synagogue worship dur-
ing this period (Wilson-Dickson, 1997). The primary dis-
tinction lay in the absence of instruments — no evidence
of instrumental music in synagogue worship has been
found, as S. Engler (2008) indicated.

The synagogue, which originated in the late Second
Temple period as an autonomous centre for worship dis-
tinct from the Temple and its sacrificial rites, exhibited
a highly structured organisational framework by the 1%
century CE. This institution served as a focal point for
communal religious life, encompassing not only prayer
and Torah study, but also administrative and education-
al functions. By this time, synagogues were marked by a
codified set of roles and responsibilities, including desig-
nated leaders such as the “archisynagogos” (synagogue
leader) and various officials responsible for the mainte-
nance of religious order and observance within the com-
munity. This organisational maturity reflects the syna-
gogue’s established role as a central institution in Jewish
communal and religious life, capable of sustaining collec-
tive identity and worship practices independently of the
Jerusalem Temple. The synagogue, devoid of sacrificial
offerings and elaborate ritualistic practices, centred its
worship on spiritual and verbal elements. Its services
emphasised prayer, scriptural recitation, and communal
study, reflecting a primarily contemplative and intellec-
tual approach to worship. This focus on spoken word
and spiritual engagement distinguished synagogue prac-
tices from the ritual complexity of the Temple, fostering
a model of religious expression rooted in communal par-
ticipation, reflection, and adherence to sacred texts.

Before the Roman destruction of the Second Temple
in 70 CE, the synagogue functioned as a supplementary
institution within the Jewish religious framework (Onuo-
ra-Oguno & Ikoku, 2014). Following the Temple’s demise,
however, it emerged as the central locus of religious
practice in ancient Israel. In this context, the shift from
sacrificial rites to prayer rituals prompted significant ad-
aptations in musical practices. The liturgical music of the
synagogue, characterised by its monophonic texture and
reliance on improvisation, likely maintained continuity
with the Temple period, evolving to meet new theologi-
cal and ritualistic needs. There is no compelling evidence
to suggest that these musical elements were abandoned,
but rather that they were recontextualised within a
transformed religious landscape. This view is substan-
tiated by the research of A.Z. Idelsohn (1992), who,
through his examination of synagogue chant traditions
in Yemen and certain regions of the ancient Babyloni-
an territories, illustrated that, despite the long-standing
isolation of these Jewish communities from the princi-
pal religious centres in Palestine, their musical practices
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preserved core elements of ancient liturgical traditions.
The author’s research suggested that, as a result of their
prolonged isolation, the liturgical practices of these
communities had effectively become “conserved”, pre-
serving the most distinctive elements of ancient Jewish
synagogue music over time. This analysis identified sev-
eral key characteristics, including consistent monopho-
ny — traced to its vocal origins — a typical melodic frame-
work, and a strong reliance on improvisation. In turn,
P.L. Berger (2017) provided a sociological framework for
understanding religion’s societal role through the con-
cept of the “sacred canopy”. This study was instrumental
in analysing, how music in evangelical worship helps es-
tablish and reinforce the religious “canopy” within faith
communities. According to A.Z. Idelsohn (1992), these
features illustrate the persistence of musical traditions
from the Temple period, which were adapted to the
changing circumstances of synagogue worship.
Simultaneously, a distinguishing aspect of Temple
worship was the prominent use of musical instruments,
a practice that was entirely discontinued in the syna-
gogue. This shift can be attributed to the evolving nature
of Jewish worship, where music became primarily asso-
ciated with the Sabbath and festivals. Given that the act
of tuning instruments was considered forbidden labour
on the Sabbath, instruments requiring such maintenance
were excluded from synagogue rituals. Consequently,
the musical focus of synagogue worship shifted towards
vocal expressions, aligning with the halakhic restrictions
and emphasising the role of the human voice as the pri-
mary medium for sacred music. For centuries, synagogue
music remained exclusively vocal, except for the shofar
(ram’s horn), which was used for ritual purposes and did
not require tuning. This vocal tradition was reinforced by
religious and legal considerations, particularly regarding
the prohibition of instrumental music on the Sabbath.
Furthermore, as noted by G. Goosen (2001), rabbis ac-
tively sought to remove instrumental music not only
from synagogue rituals but also from secular life. This
effort was part of a broader religious movement to pre-
serve the sanctity of the Sabbath and other holy days
by restricting activities deemed as work, further solidify-
ing the central role of vocal music in Jewish worship and
cultural practice. The rabbis’ resistance to instrumental
music stemmed from the conviction that its prohibition
would symbolise mourning for the destruction of the
Second Temple. G. Goosen (2001) noted that some rab-
bis even attempted to ban not just instrumental music,
but also vocal music, viewing it as potentially inappro-
priate in the context of sacred observance. Neverthe-
less, the Talmud (1998) clarified that “only musical in-
struments are forbidden” on the Sabbath and holidays,
suggesting that vocal music was permitted, in contrast
to instrumental music. This distinction highlights the nu-
anced interplay between religious observance and the
maintenance of cultural traditions in the post-Temple
period of Judaism. The shofar was not used in worship
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for musical accompaniment; it served only to call the
faithful and, therefore, cannot be considered a musical
instrument in the traditional sense. The exclusion of mu-
sical instruments from synagogue worship remained a
central and distinctive feature of Jewish liturgical prac-
tice for many centuries, deeply rooted in both religious
law and tradition. This practice persisted until the early
19™ century, when a significant shift occurred with the
introduction of the organ into Reform synagogues (Polit
& Beck, 2016). This development represented a notable
departure from the long-standing vocal-only tradition
that had characterised synagogue music. The decision to
incorporate the organ was part of broader reforms with-
in the Jewish community, reflecting a changing approach
to religious expression and a desire to align Jewish wor-
ship with contemporary cultural and musical trends of
the time. This marked a pivotal moment in the evolution
of synagogue music, as it began to incorporate elements
of Western classical music, fundamentally altering the
structure and sound of Jewish liturgical music.

It should be noted that Jewish music, particularly
psalmody, played a significant role in shaping the musical
practices of the early Church. E. Ferguson observed that
John Chrysostom and other representatives of the An-
tiochene school interpreted the inclusion of musical in-
struments in biblical worship as a divine concession. They
argued that this practice was not a reflection of God’s
will, but a temporary arrangement designed to guide the
Jewish people away from idolatry towards true spiritual
worship (Goosen, 2001). According to this view, instru-
mental music, like sacrifices, was seen as a concession
for “imperfect” spiritual practice, necessary for a stage
of spiritual development. Specifically, John Chrysostom
argued that God permitted the Jews to use instrumental
music and offer sacrifices not because God desired them,
but because they were needed for the gradual transition
from idolatry to pure worship (Kaplan, 2022). In this
context, instrumental music and sacrifices were meant
to be “transitional practices” to help people draw closer
to true spiritual life.

This perspective led early Christians, having adopted
the synagogue’s vocal music, to gradually abandon the
use of instruments in worship. Instrumental music, which
had been significant in the temples, was viewed as a nec-
essary stage for spiritual evolution, but was increasingly
left behind as part of “Old Testament” worship. Instead,
Christian worship focused on internal spiritual devotion
through hymn singing, prayer, and moral purity.

One of the most important elements of the Jewish
musical tradition that influenced Christianity was the
use of psalms. In ancient Israel, psalms were not only the
main element of religious song, but also an important
medium for spiritual connection with God. In early Chris-
tianity, psalms continued to be sung, but in a new context
adapted to Christian liturgical needs. Importantly, as in
the Jewish tradition, Christian psalms were sung in uni-
son, often in the form of antiphonal singing, which helped
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preserve the connection with the tradition of ancient Is-
rael. The study by R. Randhofer (2004) explored possi-
ble musical remnants of the Babylonian past and their
uncovering. The article also analysed the ancient layers
of Babylonian Jewish music, including psalmody, biblical
cantillation, and lamentation traditions, as part of an in-
vestigation into the phenomenon of collective memory.

Another significant element is the practice of psalm
singing by soloists or choral ensembles. This tradition,
which originated in Jewish temple worship, was adapt-
ed into Christian practice, where psalmody continued
to serve as an important means of praising God. In the
Jewish tradition, as noted by researchers, there was also
improvisation in the performance of musical chants,
which contributed to the flexibility and dynamism of the
performance (Talmud, 1998). This aspect was preserved
in Christian liturgical practice, especially in the devel-
opment of choral and solo singing. A.Z. Idelsohn (1992)
highlighted that the improvisational aspect of ancient
Jewish liturgical chants, coupled with rich melismatic
ornamentation, is intrinsically linked to the oral trans-
mission of these musical traditions. The author contend-
ed that improvisation served as a fundamental princi-
ple in shaping psalmic practice, providing both fluidity
and adaptability to the musical form. Furthermore, the
researcher argued that this practice allowed the cantor
to modify traditional prayer texts creatively, integrating
them into an evolving improvisational structure. This not
only facilitated a more flexible approach to the liturgy but
also permitted a deeper, individualised expression of sa-
cred music. In this way, familiar verses from sacred texts
sounded new, infusing the psalm with fresh meaning.

An important aspect of Jewish musical heritage that
influenced early Christianity was the use of musical in-
struments. In Jewish temples, various musical instru-
ments such as cymbals, zithers, psalteries, and trumpets
were used to accompany singing. Early Christianity ini-
tially preserved the tradition of using instruments; how-
ever, over time, the role of instrumental accompaniment
diminished, particularly in Christian communities that
adhered to stricter liturgical norms.

Within the context of Temple worship, psalms
formed a central component of the sacrificial rites, of-
ten performed alongside instrumental accompaniment.
The structured nature of this practice is attested in the
Mishnah Ta’anit (1996), particularly in Tractate Ta’an-
it, which described a weekly rotation system involving
priests, Levites, and members of the broader Jewish
community, who participated in these sacred ceremonies
at the Temple.

The sacrificial rites in the Temple were carried out
through a well-defined division of roles: the priests con-
ducted the sacrifices, the Levites provided musical and
vocal accompaniment and lay representatives, known
as the ma’amad, stood in the Temple courtyard as the
people’s delegates, witnessing the sacred proceedings.
Tractate Ta’anit from the Babylonian Talmud records a

debate between two Jewish sages concerning the pri-
macy of different musical elements in Temple worship.
One teacher, Shmuel, argued that the essence of the
liturgical song lies in the vocal chant itself, asserting
that the musical component accompanying the sacrific-
es could exist independently of instrumental support.
In contrast, Rabbi Shimon ben-Elazar upheld that the
true essence of the sacred song was intrinsically tied to
the musical instruments, which elevate the spiritual and
aesthetic dimensions of worship (Barz & Cooley, 2012).
This perspective suggests that instruments were not
merely supplementary to the vocal elements, but cen-
tral to the act of musical devotion, providing a richer
and more elaborate means of expressing reverence.
The debate between these two views reflects a broad-
er philosophical and theological tension within Temple
worship: whether the divine connection is best achieved
through the purity and immediacy of the human voice
or through the enhanced complexity and grandeur of-
fered by instrumental accompaniment. This dichotomy
underscores differing interpretations of the role of sa-
cred music — whether it represents a direct, personal
communication with the divine, as symbolised by vocal
chant, or an ornate, collective expression of worship
embodied in instrumental harmonies. This tension con-
tinued to influence Jewish liturgical practices long after
the Temple period, shaping attitudes toward music in
postTemple worship contexts.

In theological tradition, King David is revered as
the principal composer of the psalms, often depicted
performing them with the accompaniment of a stringed
instrument, such as a lyre. This portrayal cemented the
practice of pairing instrumental music with psalmody as
a divinely sanctioned element of worship, deeply rooted
in Old Testament authority. David’s connection to mu-
sic is a recurring theme in biblical accounts, where it is
depicted as a powerful tool for emotional and spiritual
transformation. For instance, his skill with the harp is
described as soothing Saul’s troubled spirit, restoring
peace and mental clarity to the king. Furthermore, Da-
vid’s use of music extends beyond comfort, encompass-
ing expressions of grief, as seen in his lament for Saul
and Jonathan, and acts of devotion, exemplified in his
songs of praise following deliverance from his enemies.
These examples highlight the integral role of music in
David’s life and its profound significance in the biblical
tradition of worship.

Subsequent textual and historical evidence unequiv-
ocally confirms that both vocal expressions and instru-
mental resonances (referred to as “clanging”) constitut-
ed integral elements of psalms, solidifying their role as a
central genre of liturgical music in the worship practices
of the Jerusalem Temple. The Book of Psalms provides
clear evidence of a longstanding tradition of combining
vocal performance with instrumental accompaniment in
worship. This is exemplified in passages such as: “Praise
the Lord with the harp; make music to Him on the
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ten-stringed lyre. Sing to Him a new song; play skilfully,
and shout for joy” (Ps. 33:2-3) (Daye, 2013). Such refer-
ences underscore the vital role of both voice and instru-
ments in the ritual and celebratory expressions of faith
within ancient Israelite liturgy.

When preparing to pass the kingdom to Solomon,
King David implemented significant reforms to the musi-
cal organisation of Temple worship, emphasising its cen-
trality in liturgical practice. According to the First Book
of Chronicles (1 Chronicles), David appointed 4000 mu-
sicians from among the 38000 Levites, highlighting the
scale and importance of music within the sacred rituals
of the Jerusalem Temple. This deliberate expansion of
the musical corps reflects David’s recognition of music
as a vital element of worship, integral to the spiritual life
of the community and the ritual grandeur of the Temple
(Jacobson, 2002). By the 10™ century BCE, the involve-
ment of professional musicians and singers in worship
services had already become established, underscoring
the increasing significance of music within the religious
rituals of ancient Israel.

The First Book of Chronicles attests to the continu-
ation of the professional musicians appointed by David,
who carried out their sacred duties in Solomon’s Temple,
thereby reinforcing the growing prominence of music
within the evolving liturgical framework. Additionally,
the Third Book of Kings highlights Solomon’s own con-
tribution to the musical tradition, recording that David
composed 1005 songs, further emphasising the central
role of music during his reign (Stark & Bainbridge, 1986).
E. Durkheim (1995) suggested that it was during Solo-
mon’s rule that large instrumental ensembles began to
take shape, particularly noted during the grand festivi-
ties surrounding the dedication of the Temple, when 120
priests played trumpets in coordinated unison.

Following the Israelites’ return from Babylonian ex-
ile, there was a notable revival of musical expression,
which played a key role in the restoration of the Temple.
Hymns and songs of thanksgiving once again became
vital components of worship practices. This musical re-
surgence reached its pinnacle during the reign of King
Hezekiah, whose efforts not only led to the Temple’s
restoration, but also significantly expanded the role of
music in religious observance. This period of renewal re-
flects a broader cultural and spiritual revival, with music
continuing to serve as a crucial medium for divine praise
and collective identity within ancient Israelite worship.

The evolution of musical traditions in ancient Israel,
from King David’s foundational reforms to the post-ex-
ilic revival under King Hezekiah, underscores the pro-
found significance of music in shaping religious practic-
es and spiritual identity. Music, deeply rooted in biblical
tradition, functioned as both a medium for divine praise
and a unifying force within the faith community. The in-
tegration of vocal and instrumental elements in worship,
established by David and expanded under Solomon,
laid the groundwork for the liturgical grandeur of the
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Jerusalem Temple. This legacy of sacred music not only
enriched the worship experience, but also symbolised
cultural resilience and spiritual renewal, demonstrating
its enduring role in the theological and social fabric of
ancient Israel.

Conclusions

The analysis of historical sources and theological stud-
ies confirms the significance of instrumental accom-
paniment and vocal music in the cultic practices of an-
cient Jewish temple worship. The musical components
of this worship included fundamental elements such as
monophony, melodic formulas, and improvisational ex-
ecution, indicating the ritual-communicative function of
music. These elements not only enhanced the emotional
depth of the cult, but also strengthened the sacred ex-
perience of the worshippers by involving the congre-
gation in a shared emotional and spiritual practice. The
synagogue worship tradition, which emerged as an al-
ternative to temple worship after the destruction of the
Second Temple, inherited the core principles of religious
music-making, including vocal-intonation structures and
principles for the performance of psalms.

Synagogue worship was traditionally characterised
by consistent monophony, rooted in vocal traditions,
with a focus on maintaining canonical rhythm and me-
lodic structures. The line of musical inheritance between
the Jewish tradition and early Christian communities al-
lows contemporary evangelical churches to legitimate-
ly turn to instrumental and vocal music in their praise.
Music as a means of worship in the evangelical move-
ment has become not only a form of expressing religious
experience, but also a culturally adapted mechanism for
fostering communal identity. In line with the historical
tradition, the use of musical instruments and vocal im-
provisations enables worshippers to combine the sacred
with modern cultural forms, preserving a connection
with ancient ritual heritage while integrating contempo-
rary stylistic elements. Thus, the studied materials con-
firm the appropriateness of using both vocal and instru-
mental music in evangelical worship, where they take on
forms of cultural-sacred enculturation. This validates
the use of instrumental-vocal music in praise, which
continues the tradition of liturgical music as a means of
expressing spiritual experience and creating a religious
space. Future research should focus on a more detailed
investigation of contemporary musical worship, with
particular emphasis on instrumental and vocal integra-
tion, as well as an in-depth analysis of the foundational
factors that have shaped its evolution within evangelical
church services.
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IcTOPUMYHI TO TEeOIorivuHi OCHOBU IHCTPYMEHTASIbHOI
TA BOKOJ1bHOI MY3UNKUM B CYYCOCHOMY €BOHIeSIbCbKOMY MOKJTOHIHHI

AHoTauis. lle nocnigkeHHs Mano Ha MeTi BU3HAUYMTH iCTOPHUYHI Ta TEOJNOriuHi OCHOBM iHCTPYMEHTaNbHOI Ta
BOKaJIbHOI MY3MKHM B Cy4aCHOMY €BaHTeJIbCbKOMY MOKJIOHIHHI, @ TAKOX iXHIO poJib y GOpPMYBaHHi IyXOBHOTO JOCBiny
Bipytounx. MerozosoriuHa 6asa noexHyBana KyJIbTypOJIOTivHi, TEOJIOriuHi, COLIOKY/IbTYPHI Ta My3MKO3HABYI MiAXOAH,
1110 ZI03BOJIMJIO AOCTIANTH MPOLiecH 30epeskeHHs Ta ananTaLii cakpanbHOI My3UKH, @ TAKOXK BIUIMB CBITCbKMX My3HUYHKX
CTWJIIB HAa CTPYKTYpYy €BaHreNbCbKOro MOKJIOHiIHHS. Y poOOTi aHami3yBaBCs BIUIMB My3W4HMX Tpamuuiit Craporo
3aroBiTy Ta CUHArory Ha Cy4acHe €BaHreJIbCbKe MOKJIOHIHHS, 3 0COOIMBHUM aKLIEHTOM Ha BKJTIOUEHH] iHCTPYMeHTaIbHIX
Ta IMNpOBi3aLiiiHiX enemMeHTIB. [TOKJIOHIHHS PO3MISAAOcs K BaxKIMBHMII 3aci6 CTBOpPEHHS! IYXOBHOTO KOHTEKCTY,
1o $OopMyeE SK iHOMBiAyanbHY, TaK i KOJIEKTUBHY iI€HTUYHICTb Y CMiNbHOTI. JoCimKeHHs MPOAeMOHCTPYBaro, Lo
TIOKJIOHIHHSI B €BAHreNbCbKUX LIePKBaxX PYHKLIOHYE He NMLLIe SIK JITypriiiHa TpaauLis, ane it K AMHaMiYHUIT MeXaHi3m
¢bopMyBaHHsI HOBHX JYXOBHHX | KYJIbTYPHHUX ApafKrM, L0 BiANOBIAAIOTb Cy4acHUM CyCHiIbHUM oTpe6am. Pesynbraty
MAKPECINIH, L0 My3HUYHE NOKJIOHIHHSI B €BaHTeJIbCbKHX LIEPKBAX BUCTYMAE 3aCOO0M iHCTPYMeHTaIbHOI KOMYHIKaLyji,
CTBOPIOIOUM OCHOBY /IS TyXOBHOTO JOCBizy, 30epiratoyu npu LibOMY CrIafIKOEMHICTb 3 IaBHIMHU TPAJULISIMU [TOKJIOHIHHSI.
JlocnigsKeHHs1 TaKOX HaroJoIyBano Ha iCTOPMYHMX KOPEHsIX Li€l MPaKkTUKM B H0JEe0-XPUCTUSHCBbKIA Tpamuuii,
NiZIKPEC/IIOI0UM 3HAUEHHST MY3MKU SIK iIHTErPAaTMBHOrO MeXaHi3My, L0 MPOMOHYE HOBI MOXKIMBOCTI IS pesliriiHoi Ta
couianbHOI B3aeMogii B cyuacHoMy cBiTi. [IpakTHyHa 3HAUYLLIICTb NOCIII>KEHHS NMOJSrae y HafaHHI KOHLENTyaabHOI
OCHOBH JIJI1 MOJIePHi3aLlil €BaHreJIbCbKUX NMPAKTUK MOKJIOHIHHS LJIIXOM CUMHTE3Y TeOJIOTiUHOI CaILMHM Ta CyYaCHUX
MY3MUHHX BUPaskeHb, L0 CIpHsE MUOLIOMY IyXOBHOMY 3aJy4Y€HHIO Ta KYJIbTYpPHiil aKTyalbHOCTI

Krno4oBi croBa: My3WyHe MOKJIOHIHHS; NyXOBHMM JOCBi; JITYyprifiHa TpagMuis; MysuuHa CIaJKOEMHICTb;
perniriiiHa KOMyHiKawis
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