
LECTURE I. 

THE VALUE OF MUSIC AS AN AID TO WORSHIP. 

THAT religion and music have some peculiar affinity 
one to the other is proved by the long and close 
association that has subsisted between them, and 
by the mutual benefit that has resulted therefrom. 
The intimate association of the two dates back to 
the earliest times. When the first glimmerings of 
his artistic powers dawned upon man, his first 
instinct seems to have been to consecrate them to 
the service of the gods. " It is," says Plutarch,l 
" a sacred and leading duty of mankind to hymn 
the gods who have endowed thzm only with an 
articulate voice." Among the ancient Assyrians, 
Egyptians, and Greeks, music in association with 
song and dance was an indispensable accessory to  
worship. The Scripture accounts of the arrange- 
ments for the temple music witness to the place 
assigned to  it among the Jews, while in the Christian 
Church music in some form or other, whether in 
the unpretentious song of the congregation or the 
elaborate performance of the Cathedral choir, has 

1 De maisicct. 
I 
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always played an important part in worship. There 
can be no question as to the mutual benefit arising 
from this long association. On the side of music, the 
debt which the art owes to religion for its inspiration 
and development leaps to the eyes. The history of 
music during the earlier and most important period 
of its evolution is inseparably bound up with re- 
ligion. As Dr. Walford Davies says : “ The art 
of music as we know it spent a serene and prosper- 
ous childhood in the care of the Church. I t  was 
virtuously and christianly brought up ; and a guess 
may be hazarded that one-fourth if not one-third 
of all the best music at our disposal to-day is in 
some real sense Church music.” For long the 
Church was the only school of music. It was in its 
service that some of the most characteristic forms of 
the art were evolved. And if the bond uniting the 
two is less close than of old, if music has emanci- 
pated herself from that subservience to religion 
which might have hampered her further develop- 
ment, she can never forget the debt she owes to the 
Church which was the nursery of her infancy ; and 
even in the freer scope of her maturer developments, 
she displays features which, to the eye of the expert, 
reveal the earlier association in which she was 
nurtured. Nor is the debt which religion owes to 
music to be lightly appraised. We have but t o  think 
of the great body of hymnody which has been the 

* Music and Christian T.VorshiP, p. 3, 
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offspring of the alliance-the Book of Psalms which 
will remain to the end of time the joy and solace of 
the pious soul, the hymns and songs of praise in 
which from age to age believers have lifted their 
hearts to God-of the warmth of feeling inspired 
into the worship of the sanctuary by the union of 
hearts and voices in the common song of praise, 
of the deep devotion stirred lip by strains which 
seem to waft our souls to  the very gate of heaven, 
to realise that the art which has made such con- 
tribution to the life of the Church has already in 
great measure repaid the debt which she owes to 
religion. 

In view of the close relation that has subsisted 
between religion and music and the service music 
renders in the worship of the Church, the question 
naturally rises to our lips: Why should music be 
singled out from the arts for such a prominent 
place in Church worship ? What are the distinctive 
features that make it such a valuable ally to  re- 
ligion ? It is to this question that I direct attention 
first of aJ1, for a consideration of those characteristics 
of music which make it specially serviceable as an 
adjunct to Church worship may help to clarify our 
ideas as to what is the true function of music in 
this connexion, and as to what is the kind of music 
best fitted to fulfil that function. 

What is there, then, we ask, in the character of the 
art of music that makes it receive such general em- 
ployment in religious worship? One reason that 
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at once suggests itself is the directness of the appeal 
that music makes to  the feelings. Upon this fact 
there will be general agreement. There is a group 
of critics, indeed, who have protested against what 
they regard as the over-emphasis that has been laid 
upon this emotional appeal of music. But their 
protest is to  be regarded not as a denial of the fact 
in question, but as a deprecation of its being put to 
an illegitimate use, and as a demand for some higher 
court of aesthetic judgment than the varying emotions 
roused in the breasts of the audience. '' If mz~sic is 
to be treated as an art," writes Hanslick,l one of 
the leading exponents of the line of criticism to 
which I am referring, (' it is not our feelings, but our 
imagination which must supply the aesthetic tests. 
It is as well to make this premise hypothetical, 
seeing that the soothing effect of music on the 
human passions is always affirmed with such em- 
phasis, that we are often in doubt whether music 
is a police regulation, an educational rule, or a 
medical prescription." But while he thus protests 
against making the feelings the arbiters on questions 
of taste, he is quite as ready as those he opposes 
to admit the influence of music on the feelings. 
" Far be it from me," he writes,% " to underrate the 
deep emotions which music awakens from their 
slumbers, or the feelings of joy or sadness which 
our minds dreamily experience. It is one of the 

1 The Beautifid in M ~ s i c ,  p. 22. Ibid., p. 26. 
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most precious and inestimable secrets of nature, 
that an art should have the power of evoking feelings 
entirely free from worldly associations, and kindled, 
as it were, by the spark divine.. It is only the un- 
scientific proceeding of deducing asthetic $rinci@es 
from such facts against which we protest.” 

The fact that music exercises a great influence 
upon the feelings is one with which we are all 
familiar. ‘ I  Of all the liberal arts,” said Napoleon,l 
‘ I  music has the greatest influence over the passions, 
and is that to which the legislator ought to give 
the greatest encouragement. A well-composed song 
strikes and softens the mind, and produces a greater 
effect than a moral work, which convinces our 
reason, but does not warm our feelings nor effect 
the slightest alteration of our habits.” ‘ I  What 
passion,” asks the poet, “ cannot Music raise and 
quell ? ” 2 Among the well-known instances in 

1 Quoted Walford Davies, Mzisic and Christiun Worship, 
p. 10. 

ZBurton, Anat. of Melancholy (Part 2, Sect. 2, Mem. 6, 
Subs. 3), quotes many testimonies to  the power of 
music as a remedy for melancholy : “ Ficinus. Bened. 
Victor. Faventius are almost immoderate in the commen- 
dation of i t ;  a most forcible medicine Jaccliinus calls it: 
Jason Pratensis, a most admirable thing, and worthy of 
consideration, that can so mollify the mind, and stay those 
tempestuous affections of it.’ MzGsica est mentis medicina 
nzmstce, a roaring-meg against melancholy, to rear and re- 
vive the languishing soul ; ‘ affecting not only the ears, 
but tlie very arteries, tlie vital and animaI spirits, it erects 
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history of this susceptibility to the power of music 
we recall the cases of Saul having the evil spirit 
exorcised by the playing of David ; of Elisha, when 
required to prophesy, calling for a minstrel that the 
hand of the Lord might come upon him ; of Alexander 
the Great, now roused to fury, now melted to tears 
by the song of Timotheus ; and of King Eric of Den- 
mark, who was careful to have every weapon put 
out of reach before he submitted himself to the test 
of the power of music, but was at last under the 
strains of the musician roused to such frenzy that 
he rushed from the room, seized a sword, and killed 
four of the bystanders. If some of these instances 

the mind, and makes it nimble ' (Lemnius, Instit., cap. 44). 
This it will effect in the most dull, severe, and sorrowful 
souls, ' expel grief with mirth, and if there be any clouds, 
dust, or dregs of cares yet lurking in our thoughts, most 
powerfully it wipes them all away' (Salisbur, Polit., lib. I, 
cap. 6 ) ,  and that which is more, it will perform all this in 
an instant : ' Cheer up the countenance, expel austerity, 
bring in hilarity (Girald, Cnmb., cap. 12, Topog. Hiber), 
inform our manners, mitigate anger ' ; Athensus (Dipnoso- 
$hid, lib. 14, cap. 10) calleth it an infinite treasure t o  such 
as are endowed with it : Dulcisonum reficit trislia corda 
melos, Eobanus Hessus. Many other properties Cassiodorus 
(epist. 4) reckons up of this our divine music, not only t o  
expel the greatest griefs, but 'it doth extenuate fears 
and furies, appeaseth cruelty, abateth heaviness, and to  
such as are watchful it causeth quiet rest ; it talres away 
spleen and hatred,' be it instrumental, vocal, with strings, 
wind, QUB a s$iritu sine manuum dexteritate qubernetur, etc. , 
it cures all irksomeness and heaviness of the soul." 
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from bygone history seem of doubtful authenticity, 
we can appeal to  more modern instances, certified 
by personal testimony of the persons concerned. 
Here is Berlioz’s description of the manner in 
which he was affected by music : “ On hearing 
certain works my vital strength seenis first of all 
doubled ; I feel a delicious pleasure with which the 
reason has no connection; the habit of analysis 
then unbidden as it were to engender admiration. 
Emotion, increasing in direct proportion to the 
energy of grandeur of the composer’s ideas then 
soon produces a strange agitation in the circulation 
of the blood ; my arteries throb. violently ; tears 
which, in a general way, indicate the end of the 
paroxysni, mark in this case only a firogressive stage 
which is liable to be much exceeded. In  the latter 
case, spasmodic contractions of the muscles super- 
vene ; the limbs tremble ; there is a total numbness 
of the feet and knnds; a partial paralysis of the 
nerves of sight and hearing ; in short I no longer see 
or hear perfectly, am seized with giddiness and am 
half swooIiing.” Or listen to the following from 
sucli a clear-minded observer as the aged Goethe in 
a letter to Zelter : 2 ‘‘ What a stupendous power 
music now has over me! Milder’s voice, Szyman- 
owska’s richness of tone-nay the very performance 
of the Jagercorps band open niy heart as a clenched 

1 Mid Realms of Song (2 trueers chants). 
=a Briefwechsel zwisrhen Goethe una Zelter, iii. 332. 
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fist opens to greet a friend. I am firmly convinced 
that during the first bar I should have t o  leave 
your singing academy. ” Some people, of course, 
are more susceptible to this influence than others, 
just as some are more emotional. As Emerson 
says : “ We boil at different degrees.” I recall the 
scene in David Copperfield when Traddles tells 
David of how the sister of his fiancde behaved when 
he announced his engagement to her: “ ‘ She 
clenched both her hands,’ said Traddles, looking 
at me in dismay, ‘ turned lead colour : became 
perfectly stiff: and took nothing for two days but 
toast and water, administered with a teaspoon.’ 
‘ What a very unpleasant girl, Traddles,’ I remarked. 
‘ Oh, I beg your pardon, Copperfield ! ’ said Traddles, 
‘she is a very charming girl, but she has a great 
deal of feeling. ’ ” There are few of us so emotional 
as the’lady in question, or so susceptible to  the in- 
fluence of music as Berlioz, whose account of the 
feelings roused within him by the performance of 
certain works borders on the extravagant. But in 
a minor degree most of us are conscious of the direct 
action of music upon the emotions, and of the power 
of its strains to penetrate to the very depths of 
our being and awaken feelings “ that do often lie 
too deep for tears.” As Gurney 1 says : ‘I Music at 
every stage seems capable of stirring up the strongest 
excitement that a being who musically typifies that 

Power of Sound, p. 315. 
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stage can experience. This enjoyment to the 
utmost of the best that can be got is exemplified 
equally in the case of singing birds, and of the 
gibbon, moved with rapture at his own performance 
of the chromatic scale, and of the savage repeating 
over for hours his few monotonous strains and 
maddened by the rhythmic beat of the drum, and 
of the ancient Greek spellbound by performances for 
the like of which we should probably tell a street 
performer to pass on, and of a circle of Arabs sobbing 
and laughing by turn in ecstasies of passion at the 
sound of their native melodies, and of the English 
child to whom some simple tune of Mozart’s reveals 
the unguessed springs of musical feeling, or of the 
adult in his loftiest communings with the most in- 
spired utterance of Beethoven.” 

Why music should exercise this influence upon the 
feelings is a question to which a variety of answers 
has been given. It would take me beyond the scope 
of these lectures to discuss these answers with any 
fulness. But it may be of interest to  note some of 
them in passing, especially such as may cast any light 
upon the use of music in Church worship. 

There is first of all the purely physical effect pro- 
duced by certain of the elements of which music 
is composed. Take the case of sound, quu sound. 
Just as doors and windows sometimes shake under 
the vibrations of some organ note, so in a minor 
degree the waves of sound produce a certain physical 
effect upon the body. Helen Keller, whose case is 
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well known in psychology, though perfectly deaf 
was still able to have certain perceptions of music 
through the vibrations being taken up by certain 
sensitive organs throughout the body. Indeed, if 
we are to  believe the psychologists we must not 
think of the sound vibrations as affecting only the 
organs of hearing. “ There is an actual intermeshing 
of the nerves of hearing with those which control the 
movement of the larger viscera,” I quote the words 
of one who sums up the views of certain eminent 
psychologists,l ‘ I  and sound impressions may for this 
reason provoke massive and unlocalisable conditions 
(in technical language , ltinasthetic sensations) such 
as invariably accompany what we call emotion.” 
So Scaliger2 gives as the explanation of the effects 
of music: “because the spirits about the heart 
take in that trembling and dancing air into the 
body, are moved together, and stirred up with it.” 
It seems like the literal fulfilment of what we sing 
of in our metrical Psalni :- 

0 thou my soul, bless God the Lord ; 
And all that in me is 
Re stirred up his holy name 
To magnify and bless, 

If sound, qaa sound, has indeed this power, we can 
understand how religion should have enlisted the 
service of music to kindle the emotions of the 
worshippers. 

Vernon Lee, Quarterly Review, 1900, p, 211. 
Exercit., 302. 
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Another feature of importance as contributing to 
the physical effects of music is the element of move- 
ment, under the double aspect of rhythm and $ace. 
The influence of mere rhythm upon the feelings is 
witnessed to by the extensive use to which it is 
put in the cruder stages of the art. It is probable 
that rhythm was the first element to emerge in the 
process of niusical development, the earliest attempts 
at  music taking the form of rhythmical beating of 
some percussion instrument without melody at all. 
'' In the beginning was Rhythm," said von Biilow. 
We read of the warriors of savage tribes sitting for 
hours listening to the rhythmical beat of a tom-tom, 
and having their feelings stirred thereby to  a state 
of frenzy. It was doubtless this compelling power of 
the rhythmical element in musk that led to the dance 
becoming an integral feature of religious worship. 
It is the outward expression of the dominating power 
of music, and it reacts by strengthening the power 
of which it is itself the effect. But indeed we do not 
require to  go back to primitive times t o  realise the in- 
fluence of rhythm upon the feelings. We are all con- 
scious of it ourselves. We cannot hear a military band 
playing a march without falling into step, or listen 
to a waltz without our body swaying to the rhythm. 

That tall Man, a giant in bulk and in height, 
Not an inch of his body is free from delight ; 
Can he keep himself still, if he would ? oh, not he ! 
The music stirs in him like wind through a tree.' 

1 Wordsworth, " Power of Music." 
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Nor does the influence stop with the external 
members of the body. The rhythn? of the music 
seems to penetrate deeper, and to compel the inner 
movements of our conscious life to adapt themselves 
to  its measure. 

Such sweet compulsion doth in music lie. 

This power of music in virtue of its rhythm to 
take possession of us and to impose its modes and 
forms upon the flow of consciousness is one of its 
most marked characteristics. Its power in this 
respect is heightened by the further factor of $ace 
which it has at its disposal. Having secured control 
of us by its rhythmical power, it can hurry us along 
or delay us, work us up almost to the pitch of frenzy 
or lull the storm of feeling within our breast to a 
peaceful calm, by the variations of pace to which it 
subjects us. Here again there are great differences 
in the susceptibility of different individuals to  the 
influence of musical movement on the feelings. 
Some are stolid and phlegmatic, and respond but 
slowly to its appeal. Others are so highly strung 
that they are swept along by the swing of the music 
as if borne upon the crest of a wave. But most of 
us are conscious, to a greater or less degree, of the 
influence of rhythm and pace in music, feel ourselves 
being worked up by its agiiato or soothed by its 
tranquillo ; and we can well believe that in primitive 
times, when the feelings lay more on the surface 
than they do now, music may have exercised the 
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power ‘ I  to swell the soul to rage or kindle soft 
desire ” to a degree we can hardly conceive. 

Another line of explanation of the power of music 
over the feelings is suggested by the theories advanced 
by Spencer and Darwin as to the origin of music. 
Spencer’s theory is that music takes for its raw 
material the various modifications of the human 
voice which are the physiological results of excited 
feeling, that it intensifies, combines and complicates 
these, and thereby produces an idealised language 
of emotion. Only on such lines, he contends, can 
the expressiveness of music be explained. It is the 
exaggerated language of emotion in which the com- 
poser gives expression to his own feelings, and seeks 
to awaken feelings of a kindred nature in others. 
Darwin’s theory agrees with Spencer’s in regarding 
music as a development of speech ; but it concen- 
trates upon a particular kind of speech, the amatory. 
The feelings aroused in us by music seem by their 
vagueness yet depth like mental reversions to the 
emotions and thoughts of a long past age. ‘ I  These 
facts,” he says, “become to a certain extent in- 
telligible if we may assume that musical tones and 
rhythm. were used by the half-human progenitors 
of man during the season of courtship, when animals 
of all kinds are excited by the strongest passions. 
In this case, from the deeply laid principle of in- 
herited association, niusical tones would be lilrely 
to excite in us, in a vague and indefinite manner, the 
strong emotion of a long past age.” 
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I do not go into any discussion of these rival 
theories. They deal with the question of origin, 
and however ingenious and interesting they may be, 
one cannot but feel that all such discussion carries 
us back to a period where, from the nature of the 
case, we can never get beyond conjecture. Even if 
we conld, it is not evident that our conclusions 
would be of much value in helping us to realise the 
power which niusic wields in its later development. 
In all questions of evolution we require to hold fast 
by the Aristotelian maxim that it is the End that 
is the nltimate principle of explanation. As Pro- 
fessor Pringle Pattison puts it : 1 “ All explanation 
of the higher by the lower is philosophically a 
hysteron-proteron.” In  the light of that principle 
it certainly seems “ out of place,” as Professor 
Butcher mildly characterises it, “ to  maintain that 
the reason why people now enjoy Beethoven is, 
that their earliest ancestors of arboreal habits found 
musical notes to be a telling adjunct to love-making.” 
We may not, then, find that the theories of Spencer 
and Darwin do much to explain the power exercised 
by the art of music in its higher developments; 
but they serve at any rate to emphasise the indis- 
putability and importance of the fact which these 
scientists sought to explain, the fact which specially 
concerns us in our present investigation, the re- 

, 

1 Man’s Place in the Cosmos, p. 11. 
2 Aristotle, Theory .of Poetry and Fiize Art, p. 139, 
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markable power which music exercises on the 
emotions. 

To turn now to a different way of viewing the sub- 
ject, we may find some explanation of the directness 
of appeal which music makes to the feelings in one 
feature which distinguishes it from painting and 
sculpture, and to  a certain extent from poetry. 
The painter and the sculptor re-present that which 
Nature has already presented in the world of ob- 
jective reality. Not, of course, that they are mere 
slavish imitators, duplicating that which Nature has 
already produced. “ A mere copier of Nature,” 
says Sir Joshua Reynolds, “can never produce 
anything great.” If the painter sought merely to 
copy Nature, we might well echo the objection 
which Browning voices in “ Fra Lippo Lippi ” :- 

His (God’s) works 
Are here already ; nature is complete : 
Suppose you reproduce her-(which you can’t) 
There’s no advantage ! you must beat her, then. 

Nor does the answer seem adequate :- 

For, don’t you mark ? we’re made so that we love, 
First when we see them painted, things we have passed 
Perhaps a hundred times nor cared to  see ; 
And so they are better, painted-better to  ’US, 
Which is the same thing. 

It seems to assume that art is but a duplication 
of already existing objects, and to leave out of 
account the magic whereby the painter compels us 

Art was given for that. 
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to look with a new interest at things we have passed 
a hundred times, his power to- 

add the gleam, 
The light that never was, on sea or land, 
The consecration, and the Poet’s dream, 

whereby he becomes not an imitator but a creator, 
and reveals to  us something of the marvellous charm 
with which his artistic soul invests the scene. A 
recent poet 1 seems to me to vindicate the function 
of art more truly when he says- 

I desire from art 
And from creation not repeated things 
Of every day, not the mean content 
Or discontent of average helpless souls, 
Not passionate abstraction of loveliness, 
But unmatched moments and exceptional deeds, 
And all that cannot happen every day, 
And rare experience of earth‘s chosen men 
In which I cannot, by my intermitting 
And narrow powers, share unless they are held 
Sublimated and embodied in beauty,3 

1 Gordon Bottomley, Poem of Thirty Years. 
With this we might compare the disquisition on Art 

by that delightful character, Uncle Hugh, in Edward 13. 
Sothern’s My Remembrances, p. 21 : ‘‘ Art is the work 
accomplished by the fellow who has become so inspired by 
the things he sees with half an eye that, in spite of every- 
thing he is told by the fellows who have no eyes, he excites 
the emotions of the people who can’t see very much with 
two eyes to such an extent that these fellows with tivo eyes 
see everything he has seen with his half eye. The thing 
seen and interpreted is Nature and tlie interpretation is 
Art.” 
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But while we thus give full recognition to the 

spiritual power which raises the plastic arts above 
mere imitation of Nature, the fact remains that they 
have a certain objective reality before them which 
it is their aim to reproduce in however idealised a 
form. Some, as for instance Emerson, would go the 
length of maintaining that the whole purpose of 
these arts is to open our eyes to the beauty of the 
world around us, and that once they have accom- 
plished this, their raison d ’ h e  is gone. “ The office 
of painting and sculpture,” he says,l “ seems to be 
merely initial.” “ Away with your nonsense of oil 
and easels, of marble and chisels : except to  open 
our eyes to the masteries of eternal art, they are 
hypocritical rubbish.” That is a view which many 
of us, perhaps, would hesitate to subscribe. But a t  
any rate it serves to bring before us with arresting 
emphasis the fact that the arts in question are in 
the first instance imitative, that they find their 
subjects in the world of external reality and seek to 
reproduce in their own way what Nature has first 
produced, that Nature which according to Sir Thomas 
Browne is “ the Art of God.” But with music it is 
different. It does not find its material in the world 
around. Broadly speaking, we may say that there 
is no music there for music to imitate. There are, 
of course, the singing of the birds, the ripple of the 
brook, the whistling of the wind, and Lucretius 

1 Essay on Art. 
2 
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would have us believe that this was the school in 
which man acquired the rudiments of the art, 
learning song from the birds and instrumental 
music from the whistling of the zephyrs in the hollow 
reeds.1 But even if we admit that this was the 
beginning, it evidently carries us but a short way. 
Nobody would seriously contend that there is any 
world of objective tonal reality for music to repro- 
duce, as there is in form and colour for sculpture and 
painting. We should be prepared to assert that 
music is the least imitative of the arts ; for what is 
there for it to imitate? And it is with rather a 
shock of surprise that we find Aristotle, and indeed 
the Greeks generally, maintaining that music is 
instead of the least, the most imitative of the arts. 
But the surprise is only momentary, for on examina- 
tion we find that the reality which music seeks to 
imitate is not without but within. Music aims, so 
the Greeks thought, at reproducing states of feeling 
and dispositions of the mind, at not merely repro- 
ducing but to  a certain,extent controlling and mould- 
ing them by its influence. Hence the Greek view of 
the educative power of music, upon which I do not 
dwell now. The point which I wish specially to 
bring out at present is that music, as compared with 
sculpture and painting, is much more subjective in 
character. They carry us, in the first instance at 
any rate, out to the world around. They turn our 

1 De rerun.t natura, v. 1379 sqg. 
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eyes and our minds to something that has objective 
existence apart from ourselves; and much of the 
mental exercise which they stimulate is concerned 
with the comparison of the artistic reproduction 
with the original upon which it is based. But in 
music there is no such external reality with which 
to test the accordance of the music. ' Even the 
boldest of our programme musicians can succeed 
only to a feeble degree in calling up any definite 
scene or action before the minds of their audience, 
and this sometimes by devices which are not purely 
musical in character. It is not the province of 
music to  reproduce the world of objective reality. 
It cannot place a scene before our eyes. At best it 
can give, as Schopenhauer says, " only the quint- 
essence of life and events, never these them- 
selves." " Music," he says elsewhere,2 " does not 
speak of things: it spealcs of pure weal and woe 
(the only realities for will), and therefore makes such 
direct appeal to the heart, while it has nothing to 
say to the head." That puts the matter in a nut- 
shell. It is because music has no objective reality 
to reproduce, but finds its content in the realm of 
feeling, that its appeal to the heart is so direct and 
its sway over the emotion so potent. 

I have suggested the appeal which music makes to 
the feelings as one of the reasons why the art should 
receive such a prominent place in Church worship ; 

1 Will, i. 339. Phil. Aphor., p. 196. 
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and in connexion therewith have permitted myself 
a brief digression to consider one or two of the reasons 
why music should possess to so high a degree this 
power of appeal. I proceed now to suggest some 
other reasons why music seems peculiarly fitted for 
employment in Church worship. The next with 
which I shall deal is somewhat analogous to  that 
which we have just been considering ; but inasmuch 
as it presents the subject from a different point of 
view, it seems worthy of separate treatment-I 
refer to the serviceability of music as a channel for 
the expression of feeling. Music not only impresses 
the feelings, but likewise expresses them, not only 
acts upon them from without but serves as an outlet 
to  them from within. This is only to be expected 
from what we have already seen as to  the character 
of the art. If music finds its subject-matter not in 
the world of reality without but in the realm of 
feeling within, then evidently it must in some way 
be peculiarly qualified to serve as a channel for the 
expression of feeling. " Tone," says Wagner,l " is 
the immediate utterance of feeling and has its 
physical seat within the heart, whence start and 
whither flow the waves of life-blood. Through the 
sense of hearing, tone urges forth from the feeling 
of one heart t o  the feeling of its fellow : the grief 
and joy of the emotional-man impart themselves 
directly to his counterpart through the manifold 
expression of vocal tone; and where the outer 

The Art-Work of the Futwe, p. 91. 
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corporeal man finds his limits of expressing to the 
eye the qualities of those inner feelings of the heart 
he fain would utter and convey, there steps in t o  
his aid the sought-for envoy, and takes his message 
through the voice to hearing, through hearing to  
the feelings of the heart.” It is because the music 
is the expression of the composer’s own feelings that 
it makes such direct appeal to  the feelings of the 
hearer. ‘ I  From the heart it has come,” wrote 
Beethoven on the Kyrie of his Mass in D, “ may it 
reach the heart again ! ” In regard to the power of 
music thus to express the feelings, I would again 
quote Hanslick, one of the most vigorous opponents 
of the tendency to attach what he regards as undue 
importance to the element of feeling in connexion 
with music. While denying that the composer 
embodies his own feelings in the music he has com- 
posed, he confesses that in the case of the extempore 
player “ the  expression which he elicits from the 
keys may assume almost the vividness of speech. 
Whoever,” he continues, ‘‘ has enjoyed this absolute 
freedom of speech, in total oblivion of all surround- 
ings, this spontaneous revelation of his inner self, 
will know without further explanation how love, 
jealousy, joy, and sorrow rush out of their secret 
recesses, undisguised and yet secure, celebrating 
their own triumphs, singing their own lays, and 
fighting their own battles, until their lord and master 
calls them back, quieted, and yet disquieting.” 

1 The Beautijul in MZGS~C, p. 106 f. 
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If such ability to express the feelings in music be 
granted to the extempore player, one wonders why 
it should be denied to the composer. However, for 
our purpose it is sufficient that there be this admission 
of the power of music to serve as a vehicle for feeling. 
It is because of it that music proves such a valuable 
adjimct to  Church worship ; for the worshipper is 
there not merely as an inert listener but as an active 
participant, not merely to have his emotions played 
upon by the niusic but to employ it to give utterance 
to the feeling that is welling up within him. And 
just because music has this power of serving as an 
outlet for feeling, he is able to appropriate and thrill 
with his own heart-felt emotion the sentiments in 
which the devotion of the worshippers is poured forth. 

And here I would draw attention to a characteristic 
feature of the art which throws some light upon its 
value in this respect. We have seen that music is more 
subjective than sculpture and painting in respect that 
it does not find its material in the world of objective 
reality. There is another respect in which this subjec- 
tivity manifests itself, in respect, namely, that its crea- 
tions have not the permanence of those of the plastic 
arts. The sculptor produces his statue, the painter 
his picture, and these creations, once they have been 
produced, remain there as solid, actual realities :- 

Still on the Fainter’s fresco, from the hand 
Of God takes Eve the life-spark whereunto 
She trembles up from nothingness.1 

Browning, ‘‘ Parleyings with Certain People-Charles 
Avison. ” 
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But the product of the musician’s art is not such 
an actually existing thing. The sensuous material 
in which he works is sound, and it is the very nature 
of sound to pass away in the moment of its being. 
The musician may exclaim with Abt Vogler :- 
Would that the structure brave, the manifold music I build, 
Bidding my organ obey, calling its keys to  their work, 

Would it might tarry . . ., this beautiful building of mine, 
This which my keys in a crowd pressed and importuned t o  

But it is a vain wish. It was Schlegel, I think, who 
called architecture “ frozen music,” but there is no 
frozen music in reality, $ace Baron Munchausen. It 
is a hopeless task to attempt to  “ give momentary 
feeling permaneilce.” The composer can, indeed, 
commit his thoughts to paper. But a musical score 
is not music, but only the possibility of music. 
Music comes only with the actual performance of the 
notes which the composer has set down. And this 
necessity of performance, of re$roductiort., which is 
one of the most characteristic features of the art, is 
of special value because of the opportunity it gives 
for the pouring forth of the feelings on the part of 
the performer. Just as the composer has made the 
music which he has produced the channel for the 
expression of his own feeling, so the performer in 
his reproduction thrills the music with the feelings 
of his own heart. 

Note what bearing this has upon the employment 

raise ! 
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of music in Church worship. It gives the worshipper 
the opportunity for that active participation in the 
liturgy which converts it from a dead o$.us o$eratum 
into a living act of worship. Throughout the whole 
of the service, indeed, there must be such active 
co-operation on the part of the worshipper. He 
must be echoing in his own heart the prayer which 
is offered by the minister. It is he, not the preacher, 
that must make practical application of the sermon. 
But in the praise of the sanctuary the participation 
of the worshipper is even more pronounced. He not 
only echoes it in his heart, he takes it ap with his 
own voice, and joins directly in singing the praise 
of God. It is here that the double power of music, 
to awaken and to express feeling, comes into play, 
-to awaken feeling, for the strains in which the 
congregation sound the praise of God will arouse 
corresponding emotion in the breast of the individual 
worshipper,-to express feeling, for as he lifts up his 
voice and joins in the common song, he will find that 
it is an admirable medium for the utterance of his 
own feeling, and that he can make this music, which 
lives only as we reproduce it, vibrate with something 
of the emotion that thrills his own being. 

While we recognise the relation between music 
and the feelings, whether as stirring them up or 
giving them expression, we must not conclude that 
this relation to feeling is so clear and definite that 
we can translate the one into the other with positive 
certainty. Mendelssohn, indeed, had a theory that 
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“ notes have as definite a meaning as words-perhaps 
even more definite ” ; but I should say that there 
are few of us who would subscribe to  that. Rather 
we feel that there is a certain indefiniteness about 
music which is one of its chiefest chams. There 
are, of course, certain broad lines of demarcation 
within which certain groups of feeling range them- 
selves. Such opposite poles as joy and sorrow, 
triumph and despair, rage and peace, will find 
expression in strains of such diverse character that 
there will be little likelihood of confusion. And yet 
even here one speaks with diffidence when one 
remembers the way in which the same music has 
been employed to  suggest emotion of the most 
opposite character. There is a wide difference 
between the sentiment of “ Scots wha hae ” and 
“ The Land 0’ the Leal,” yet the music is the same 
for both. Or again the Chorale which Bach uses so 
frequently in the St. Matthew Passion was origin- 
ally, we are told, a love song; and the composer, 
as if not content with showing what a world of pathos 
he could inspire into it by the various settings of it 
in the Passion, uses it at the close of the Christmas 
Oratorio ‘as a song of triumph. Boy4 a contem- 
porary of Gluck, remarked that the music to  which 
the composer had set the text-- 

J’ai perdu mon Eurydice, 
Rien n’6gale mon malheur, 

1 Letters, July, 1831, 
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would have served equally well for the words- 
- J’ai trouv6 mon Eurydice, 

Rien n’6gale mon bonheur. 

These instances warn us against too great con- 
fidence in identifying any piece of music with a 
certain class of feeling. But without going the length 
of maintaining that the very opposite poles of feeling 
are musically indistinguishable, we may recognise 
that there is room for great difference of opinion as 
to  the sentiment expressed by any piece of music, 
and that different persons may be affected differently 
by the same strains, or may imbue them with very 
different emotions when they reproduce them. “ Dif- 
ferent ages,” says Schumann,l ‘‘ select different bases 
for their texts and pictures : where the youth 
of eighteen hears a world-famous occurrence in a 
musical work, a man only perceives some rustic 
event, while the musician probably never thought 
of either, but simply gave the best music that 
he happened to feel within him just then.” The 
phenomenon is not peculiar to music. I t  holds in 
other relations as well. “The story,” says Hel- 
vetius,2 “ is well known of a parson and a gay lady. 
They had heard that the moon was peopled- 
believed it-and telescope in hand were attempting 
to discover the inhabitants. ‘ If I am not mistaken,’ 
says the lady, who looked first, ‘ I  perceive two 

Quoted Gurney, Powey of Sowad, p. 357. 
DE I’Es$rit, Discours I., chap. ii. 
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shadows; they bend toward each other, and, I 
, have no doubt, are two happy lovers.’ ‘Lovers, 

madam,’ says the divine, who looked next ; oh, fie ! 
the two shadows you saw are the two steeples of a 
cathedral.’ This story is the history of man. In 
general, we perceive only jn things what we are 
desirous of finding: on the earth, as in the moon, 
various perpossessions make us always recognise 
either lovers or cathedrals.” It is the same in 
literature. “what  can we see or acquire,” asks 
Emerson,l “ but what we are ? You have observed 
a skilful man reading Virgil. Well, that author 
is a thousand works to a thousand persons. 
Take the book into your two hands, and read 
your eyes out, you will never find what I find.” 
If this holds with books where we express our 
meaning in words, much more does it hold with 
music whose language of tone lacks the precision 
of speech. Hauptmann2 has a suggestive illus- 
tration. He compares music to algebra, speech to 
arithmetic. Music expresses as a universal what 

1 Essays : S$iritunl Laws. 
Music may be compared to algebra, speech to arith- 

metic, What music contains in a general expression, 
language can only express as particular. An algebraical 
formula shows the factors in their mutual dependence and 
operation : the factors and the product in one. Arithmetic 
sliows either the factors alone or the product alone. Algebra 
gives the universal meaning for infinitely many particular 
values that may be taken. One Music is like it in this. 
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words can express only as a particular. Algebra, 
for instance, may give the formula a 4- b = c. But 
to express that arithmetically you must assign a 
particular value to the various splbols, as, e.g. 
z + 3 = j. What does this piece of music mean ? 
To answer that question you must come down from 
algebra to  arithmetic. But your answer does not 
exhaust the meaning of the music. It means one 
thing to one, another thing to another. Each of us 
supplies an arithmetical value to the algebraical 
symbol ; and though the valiies be entirely dif- 

has often seen the experiment made of expressing the con- 
tents of a piece of instrumental music in words, in a poem. 
The result can never be satisfactory. If the algebraical 
expression makes a + b = c, and one chooses to  replace 
this by 2 + 3 = 5 with arithmetical values, this application 
of the formula is certainly quite a correct one. But there is 
an infinite number of other values to be put for a and b, 
which yield c as another sum, and where the combination 
of factors fulfils the purport of the formula just as correctly. 
So too the same music might be expounded verbally in the 
most different ways, and of none of them could it be said 
that it was exhaustive or that it contained the proper 
and the whole meaning of the music ; for that is contained 
with the utmost definiteness only in the music itself. Music 
has not an indefinite sense ; it tells the same tale to everyone ; 
it speaks to  men, and says only what men feel. But ambi- 
guity comes to light when each in his own way seeks to  
comprehend in a particular thought the impression of feeling 
that he receives, trying to’fix the fluid element of music 
and to  utter the unutterable ” (Hawnony and Metre, Eng. 
trans., p. 31gj. 



MUSIC AS AN AID TO WORSHIP zg 

ferent, though I say z + 3 == 5 ,  and another makes 
it 3 + 6 = 9, we are still giving a true interpreta- 
tion to  the algebra of niusic. This indefiniteness of 
music-Hauptmann objects to the term, and styles 
it rather Mehrdethgkeit, manifoldness of meaning- 
and faculty of lending itself to a variety of in- 
terpretation seems to me to enhance its value as 
an instrument of public worship. One of the dangers 
that beset us in our worship is a tendency to allow it 
to become formal and stereotyped, to use certain 
rites or forms without identifying ourselves with 
them in spirit and permeating them with our own 
personal feeling. The important thing with regard 
to any act of worship is not what it means in itself, 
but what it ineans to the worshipper who engages in 
it, what is the eiiiotion with which he imbues it. 
The God who is Spirit can be worshipped truly 
only in spirit ; and it is one of the qualifications of 
music for employment in Church worship that, in 
virtue of the characteristic to which I 'am now re- 
ferring, it provides such opportunity for the individual 
worshippers to thrill with their own personal feelings 
the song which they raise in common with their 
fellow-worshippers, and in the deepest sense of the 
word to appropriate, i.e. to make their very own by 
pouring their soul into it, the common sacrifice of 
praise which is laid upon the altar. 

It may be that this indefiniteness which is char- 
acteristic of music is due to the fact that what it 
seeks to express is something ultimately indefinable 
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in terms of thought, something so deep and un- 
fathomable that the plummet of the understanding 
is inadequate to sound it. “Who is there,” asks 
Carlyle,l “ that in logical words can express the 
effect that music has on us ? A kind of inarticulate, 
unfathomable speech, which leads us to the edge of 
the Infinite, and lets us for moments gaze into that ! ” 
It was something of this kind that Goethe had in 
his mind when he spoke of the dczmonic element in 
music, which he regarded as the characteristic of the 
art that made it peculiarly suited for use in worship. 
“ The daemonic,” he explained,2 “ is that which 
cannot be accounted for by understanding and reason. 
. . . It is present in music in the highest degree, for 

music stands too high for any understanding, and 
an efficacy goes forth from it which masters every- 
thing, and of which no one is able to give an account. 
Religious worship can therefore not do without it. 
It is one of the foremost means to work upon men 
with marvellous power.” This daemonic element to 
which Goethe refers is somewhat analogous to the 
non-rational for which a place has been claimed in 
religion by Otto in his interesting book “ The 
Holy ” ; and indeed Otto quotes with approbation 
those passages of Goethe in which some of the 
characteristic features of what Otto calls the 

Heroes and Hero-Worship : ‘ I  The Hero as Poet.” 
Eckermann, Conversations with Goethe, 1831, 2nd March, 

8th March. 
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“ numinous ” are emphasised. But he does not 
agree with Goethe in regarding music as an adequate 
medium for inspiring a sense of the “numinous.” 
‘‘ Even the most consummate Mass-music,” he says,2 
(‘ can only give utterance to the holiest, most 
‘ numinous ’ moment in the Mass-the moment of 
transubstantiation-by sinking into stillness : no 
momentary pause, but an absolute cessation of 
sound long enough for 11s ‘ to  hear the Silence’ 
itself; and no devotional moment in the whole 
Mass approximates in impressiveness to  this ‘ keep- 
ing silence before the Lord.’ ” With the recollection 
of the impressiveness of the two minutes’ silence on 
Armistice Day in a crowded church, we may admit 
that such sudden silence interposed in the course 
of any ceremony must have a deeply solemnising 
effect. But this does not disparage the claim of 
music in its highest flights to produce upon the hearer 
a profound impression, a sense as of religious awe, 
a wafting of the spirit to a purer region; and it is in 
virtue of this power that it seems peculiarly fitted 
for use in religious wor~hip.~ “ It strikes in me a 

A word coined by Otto to denote I‘ the holy,” minus 
the ethical content with which the term holy has become 
charged. 

The Holy, p. 72. 
I‘ This morning the music of a brass band which had 

stopped under my windows moved me almost to  tears. It 
exercised an indefinable, nostalgic power over me ; it set me 
dreaming of another world, of infinite passion and supreme 
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deep fit of devotion,” says Sir Thomas Browne,l 
“ and a profound contemplation of the First Com- 
poser. There is something in it of Divinity, more 
than the ear hears.” It can inspire a sense of awe 
and mystery to a degree that none of the other arts 
can rival, save perhaps architecture. It can lull 
the troubled mind to such peace that we might well 
think that the mnnsician had caught the secret from 
Him at whose command the angry waters sank to 
calm. It can touch the most tender chords in the 
human heart and awaken yearnings which seem 
to rise from the profoundest depths of our being. 
“ These vague feelings of unexperienced felicity 
which music arouses,” says Herbert SpencerJ2 
“ those indefinite impressions of an unknown ideal 
life which it calls up, may be considered as a 
prophecy, the fulfilment of which music itself aids.’’ 
But they may be considered as more than that. 
“ Music,” said the American poet, Sidney Lanier, 
“is love in search of a word.” And as we recall 
what St. Augustine said about our troubled souls 
finding rest only in the God who had made them for 
Himself, we can well believe that in some minds 
and in some connexions, at any rate, those vague 

happiness. Such impressions are the echoes of Paradise in 
the soul ; memories of ideal spheres, whose sad sweetness 
ravishes and intoxicates ’ the heart ” (Amiel, Jounzal, 17th 
March, 1870). 

Rdigio Medici, $ 9. BEssays, 11. 426. 
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yearnings which music excites may be considered 
as a prophecy, the fulfilment of which is to be found 
not in music itself but in that eternal Love which is 
seeking to win an entrance into our hearts. 
Sorrow is hard to bear, and doubt is slow t o  clear, 
Each sufferer says his say, his scheme of the weal and woe : 
But God has a few of us whom He whispers in the ear ; 
The rest may reason and welcome: ‘tis we musicians 

know.1 

Music seems to be charged with such directly 
religious significance to some persons, at any rate, 
whose testimony the psychologists have collected 
for us. “ Music is the handmaid of religion,” writes 
one observer,a ‘‘ because its tone and rhythm awaken 
something deep within us. . . . Musical appreciation 
and the God experience are frequently so related 
as to be practically inseparable. . . . Affective re- 
actions to music are frequently indistinguishable 
from a God experience, and many have described 
the same sort of ecstatic feelings induced by music 
as are characteristic of ecstatic mystical states.” 
(‘ Music seems to bring to one young woman a similar 
feeling to that of the religious mystic. ‘ I sometimes 
feel as though I suddenly understood the whole 
universe ! ’ ” 3 If such be, to any considerable ex- 
tent, the effect produced by music .upon the listener, 
then one can well understand its introduction into 
divine worship. 0 

1 Browning, If Abt Vogler.” 
2 Mudge, God-ex$erience, p. 23 f. 

3 
3 Ibid., p. 56, 
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Another reason for the use of music in religious 
worship is its close association with two of the sister 
arts which are or have been likewise employed for 
this purpose, the arts of dancing and poetry. Music 
and dancing as we meet them among primitive 
peoples are but different manifestations of the same 
tendency, the impulse to give outward expression 
to some strong feeling. In the one case the feeling 
finds expression in sound, in the other in bodily 
movements. “ The corporeal-man,” says Wagner,l 
speaking of the dance, “ proclaims his sensations 
of weal and woe directly in and by those members 
of his body which feel the hurt or pleasure; his 
whole body’s sense of weal or woe he expresses by 
means of correlated and complementary movements 
of all, or of the most expressionable of these members. ” 
With the Greeks dancing was raised to  the level of a 
fine art. Aristotle claimed that it imitates emotions 
and actions by rhythmical movement, while Lucian 
in his treatise on the subject maintained that it was 
not inferior to tragedy in emotional capacity. It was 
used by the Greeks in religious festivals to symbolise 
mysteries known only to  the initiated, or to give 
pantomimic representation of some of the mythical 
incidents which were celebrated in the act of worship. 
We meet with numerous references t o  the religious 
use of the dance in the Old Testament, not indeed 

The Art-work of the F.uture, p. 100, 
2 Poetics, i. 5.  
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with such deep symbolical significance as among 
the Greeks, but more as the nake expression of feel- 
ing. We recall the dance of the Israelites round 
the golden calf, in imitation, perhaps, of similar 
celebrations in Egypt; of the daughters of Shiloh 
at  the yearly festival; of David when the ark was 
brought to Jerusalem; of the priests of Baal round 
the altar on Camel. In the Psalms there are 
occasional references to the sacred dance round the 
altar or sanctuary, which, though not enjoined in 
the law, evidently formed a part of the celebration 
(Ps. xxvi. 6 ; xlii. 4). A relic of this use of the dance 
in religious worship is preserved in the religious 
procession which is still in some places a feature of 
certain religious celebrations. That music would be 
associated with the dance is a matter of course. It 
may have been very crude and elementary in charac- 
ter, but some kind of rhythmical accompaniment 
would be necessary to secure uniformity of move- 
ment on the part of the dancers. 

It is interesting to note the influence that 
dancing has had upon the sister art with which it 
was associated so closely in primitive worship. The 
regularity of accent which it demands has entered 
into the very texture of music and has created those 
rhythmical periods which provide the thematic 
material for all development of form. But not only 
this, it has lilrewise contributed to the evolution 
of those larger forms into which this material is 
worked up. At one period in the history of music 
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the various forms of instrumental music in use were 
nearly all different kinds of dance measures. The 
suite, which was the prevailing instrumental form, 
was but a string of such dance measures. And while 
it has given place to the sonata, it should not be 
forgotten that the nobler form is really a develop- 
ment of the suite, so that in its highest achieve- 
ments music still shows traces of the less imposing 
art with which it was associated at the beginning. 
One notes occasional evidences of a desire upon the 
part of the Church authorities to disavow the sister 
whose associations were regarded as not altogether 
creditable. Though music and dance had been so 
closely allied in primitive worship, they had parted 
company by the time of the early Christian Church, 
and dancing had been given over to the theatre. 
The former association of music with dancing was 
looked upon as by no means to its credit. Efforts 
were made to purge the music of the Church of all 
that was redolent of the: early alliance, and in the 
plainsong which was evolved within the Church, 
a successful attempt was made to break away from 
the tyranny of rhythmic regularity characteristic of 
the dance. For a time the Church thus succeeded in 
closing her portals against the influence of the dance. 
But she has been forced to capitulate at last, and 
to admit the " measured music " against which she 
had so long stood out. The free rhythm of the 
Gregorian gave place in England to the more rigid 
form of the Anglican chant ; the unbarred plainsong 
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melodies were supplanted by the chorale and psalm 
and hymn tunes, the roots of which go down into 
the folk-music where the influence of the dance 
is strong; while in its higher flights the music of the 
Church was forced to adopt a regularity of structure 
that it had been able to dispense with in the purely 
liturgical use of music in the service. 

The other art whose affinity with niusic helps to  
account for the place music holds in divine worship 
is the art of poetry. The two are closely associated 
in their origin :- 

Blest pair of Sirens, pledges of Heaven’s joy, 
Sphere-born harmonious sisters, Voice and Verse. 

They are both the outcome of the tendency to give 
vocal expression to feeling ; but starting from the 
same point, they have pursued different courses. 
Music has taken the sound in which feeling found 
expression purely as sound, and has developed the 
possibilities of expression that revealed themselves 
in the realm of tone. Poetry has taken the sound 
which expresses feeling not purely as sound but as 
the symbol of thought. It does give a certain 
value, indeed, to  sound as such, for he would be a 
poor poet who had no ear for the musical clang 
of the words he employs. But the words are never 
there for the sound alone. They have a meaning, 
and whatever value they may have in virtue of their 
sound alone is subsidiary to that which they have 
as symbols whereby they bring the thought of thc 
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poet before lis. And so the two arts which were 
one in their origin have gone their respective ways : 
the one taking sound as the direct expression of 
feeling, and developing to the full the resources of 
this material regarded in its purely sensuous aspect ; 
the other taking sound mainly in its symbolical 
character as expressive of thought and feeling, and 
using it as an instrument whereby- 

as imagination bodies forth 
The forms of things unknown, the poet's pen 
Turns them to shape, and gives to airy nothing 
A local habitation and a name. 

It is in song that we have the meeting again of these 
two arts which have such affinity. The union is a 
most happy one, for each can supply what the other 
lacks. By concentrating upon pure tone as the ex- 
pression of feeling, music has forfeited the definiteness 
and precision that attach to language as the symbol 
of thought. On the other hand, what language has 
gained in definiteness by reducing sound to  the mere 
symbol of thought, it has lost in emotional power 
as compared with niusic. In song the two are 
wedded together and contribute each its quota to 
the general effect. The words of the poem give 
definiteness to the feeling expressed by the music. 
The strains may suggest sadness or yearning or joy, 
but beyond that they cannot go. There may be a 
hundred different causes for these emotions, but 
unless like some of our programme musicians we 
invest the music with something of the power of 
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Lord Rurleigh’s shake of the head,l we cannot deter- 
mine more precisely the occasion and significance 
of the emotion expressed bj7 the music. And while 
the poem serves to give definiteness to the emotion 
expressed by the music, the music in turn contri- 
butes life and warmth and depth of feeling to the 
thought expressed in the words. It gives vocal 
expression to the music that is latent in. the verse, 
that seems to be yearning for some worthier channel 
than language.2 Of all artistic combinations that of 

Slzeer : ‘’ Now what did he mean by that ? 
P f f  : “ You don’t take it ? ” 
Sneer : ‘‘ No, I don’t, upon my soul.” 
Paf : “ Why, by that shake of the head, he gave you 

to understand that even though they had justice in their 
cause, and wisdom in their measures-yet, if there was not 
a greater spirit shown on the part of the people, the country 
would at last fall a sacrifice,to the hostile ambition of the 
Spanish monarchy ” (Sheridan, The Critic, iii. I). 

a I ‘  Melodie ist das sinnliche Leben der Poesie. Wird 
nicht der geistliche Inhalt eines Gedichts zum sinnlichen 
Gefuhl durch die Melodie 7-empfindet man nicht in dem 
Lied der Mignon ihre ganze sinnliche Stimmung durch die 
Melodie ? und erregt diese Empfindung nicht wieder zu 
neuen Erzeugungen ? Da will der Geist zu schrankenloser 
Allgemeinlieit sich ausdehnen, WO d e s  in AUem sich bildet 
zum Bett der Gefiilde, die aus dem einfachen musikalischen 
Gedanlren entspringen, und die sonst ungeahnt verhden 
wiirden; das ist Harmonie, das spricht sicli in meinen 
Symphonieen aus, der Schmelz vielseitiger Formen wogt 
dahin in einem Bett bis zum Ziel. Da fuhlt man WON, 
dass ein Ewiges, Unendliches, nie ganz zu Umfassendes in 
allem geistigen licge, und obschon ich bei meinen Werlren 
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poetry and niusic is one of the happiest. Matthew 
Arnoldl has given noble expession to the power 
which music wields to invest the words of the poet 
with a depth of passion and a power of appeal far 
beyond the resources of language :- 

M.iserere, Domino ! 
The words are utter'd, and they flee. 
Deep is their penitential moan, 
Mighty their pathos, but 'tis gone. 
They have declared the spirit's sore 
Sore load, and words can do no more. 
Beethoven takes them then-those two 
Poor, bounded words-and makes them new ; 
Infinite makes them, makes them young ; 
Transplants them to another tongue, 
Where they can now, withoqt c'onstraint, 
Pour all the soul of their complaint, 
And roll adown a channel Iaxge 
The wealth divine they have in charge. 
Page after page of music turn, 
And still they live and still they burn, 
Eternal, passion-fraught, and free- 
Miserere, Domine I 

immer die Empfindung des Gelingens habe, so fuhle ich 
einen ewigen Hunger was mir eben erschopft schien, mit 
dem letzten Paukenschlag, mit dem ich meinen Genuss, 
meine musiltalische Ueberzeugung den Zuhorern einlteilte, 
wie ein Kind von neuem anzufangen" (Thayer, Ludwig 
van Beethoven's Lebon, iii. 148). 

So Schiller wrote : (' When I sit down to  express an idea, 
I am more often possessed by the musical essence of it 
than by a clear conception of its contents, as to which I 
frequently can hardly make up my mind." 

Epilogue to Lessing's Laocoon. 
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Another characteristic of music worthy of con- 

sideration as accounting for its use in worship is 
its associative power. A strain of music readily 
calls up memories of the conditions in which it has 
been heard before. Perhaps more allowance should 
be made for this tendency in mwic than is usually 
done. It inay be that much of its appeal to the feel- 
ings is not so direct as we imagine, but is strongly 
reinforced by this power of association. It is along 
these lines, probably, that we must seek the ex- 
planation of much that we read about the music of 
ancient Greece. When we hear what the Greek 
philosophers say of the ethical tendency of music 
and of its educational value in the formation of 
character, we feel somewhat at a loss. They seem 
to invest it with a far greater power than we are 
conscious of its wielding amongst ourselves. In 
the Re$ubZic, for instance, Socrates is represented 
as proposing to  admit only the Dorian and the 
Phrygian modes in the model state, I ‘  the strain of 
courage and the strain of temperance ”; and in 
the Laws Plato declares that music, the gift of the 
gods, was never intended, ‘( as the many foolishly 
and blasphemously suppose,” merely to  give us 
pleasure. It is a potent instrument in education; 
and where there is licence in the music there will be 
anarchy in the state.1 These Greek views of the 

1 Cp. Cicero, De Icgibus, ii. : “ Assentior enim Platoni, 
nihil tam faciIe in animos teneros atque molles influere, 
quam varios canendi sonos. Quorum dici vix potest quanta 
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ethical influence of music become more intelligible to 
us when we remember that with the Greeks music 
had not the independent position as an art that it 
has now. It was merely an accompaniment to the 
song or the dance, and was used in connexion with 
these on certain definite occasions. It was largely 
in virtue of these associations that it exercised the 
influence that it did. “ When there are no words,” 
says Plato,l “ it is very difficult to recognise the 
meaning of harmony or rhythm, or to  see that any 
worthy object is imitated by them.” The strains 
of the particular mode called up the conditions with 
which that mode was always associated-the senti- 
ments which found expression in the poem recited 
to its accompaniment, the dance in which the 
emotions suitable to the occasion bodied themselves 
forth. If we keep in mind this subservience of 
Greek music to the arts with which it was associated 

sit vis in utramque partem. Namque et  incitat languentes, 
et  languefacit excitatos, et tum remittit animos, tum 
contrahit : civitatumque hoc multarum in Graecia inter- 
fuit, antiquum vocum scrvare modum : quarum mores 
lapsi ad mollitiem, pariter sunt immutati cum cantibus : 
aut hac dulcedine corruptelaque depravati, ut  quidam 
putant : aut, cum severitas eorum ob alia vitia cecidisset, 
turn fuit in auribus animisque mutatis etiam huic mutationi 
locus. Quamobrem ille quidem sapientissimus Grzciz vir, 
longeque doctissimus, valde hanc labem veretur. Negat 
enim mutari posse musicas leges sine mutatione legum 
publicarum.” 

Laws, ii. 669 E. 
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and its employment in connexion with them at 
certain definite celebrations, religious, patriotic, or 
social, the ethical characteristics with which it is 
endowed by ancient writers becomes more intelligible 
to us. In the same way it is possible that many of 
the qualities with which we invest certain types of 
music may be due to association rather than to  any- 
thing in the essential character of the music itself. 
They call up certain feelings in us’ because we have 
always been accustomed to hear strains of that kind 
associated with these feelings. I should think it 
likely that much of the character which we associate 
with the term “ sacred music ” is to be explained on 
these lines. ‘What do we mean by sacred music ? 
If there are no words to give the flavour of sanctity, 
what is it in the music that induces the feeling of 
devotion ? That is not an easy question to  answer. 
But I believe that a good part of the explanation is 
to be found in the associations that are excited by 
the music in question. What we think of as peculiarly 
sacred music is the kind of music that has, as Spitta 
says, “ grown up within the bosom of the Church.” 
Through this association with Church worship it 

“ Nothing has indeed been a greater hindrance to 
English music than this phrase, which, as used by fa too 
many persons from Handel’s day to our own, has no sort 
of warrant from religion or art or common sense, or anything 
beyond a fetish-like superstition ” (Walker, History of 
Music in Engla?ad, p. 236). 

2 John Sebastian Bach, Bk. I I I . ,  chap. iv. 
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inevitably awakens within us those feelings of de- 
votion and reverence appropriate thereto. As I have 
already said there is a certain indefiniteness in music 
in virtue of which different people are differently 
affected by the same strains. But if it were not for 
the power of association with which it is invested, I 
am sure that this indefiniteness would be vastly in- 
creased, and that music would be far more uncertain 
of the response it would awaken than it is. We 
have often heard from our fellow-countrymen beyond 
the seas of the emotions stirred within them by the 
old familiar Psalm-tunes, how they are carried back 
in imagination to the little church in which they 
worshipped as children, and melted to tears by the 
tender memories called up. That is but an extreme 
instance of the associative power which music exer- 
cises over all of us. Much of its value as an accessory 
to worship lies in the associations that attach to it, 
and the many hallowed memories that are awakened 
by the type of music which seems to breathe the 
very spirit of the Church which gave it birth. 

There is one other characteristic of music worthy of 
note as tending to account for its use in religious wor- 
ship, viz. its social nature. Church worship is essen- 
tially social in character. When men plead that they 
can worship God as well in the home as in the Church, 
they overlook this social element in public worship. 
There is an individual and a social side in religion, 
and if our religion is not to become one-sided and 
unhealthy, we must make due provision for each. If 
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we are to worship the God who is Spirit and must be 
worshipped in spirit and in truth, our worship must 
be something individual, something which we thrill 
with our own personal feeling, an offering which is 
laid upon our own private altar. But if we are to 
worship the Being who is God and Father of us all, 
we must likewise realise our fellowship with our 
brethren who are ~ privileged likewise to address 
Him as Father. We are not a collection of self- 
centred units. We are all members one of another, 
and only as we realise that great truth can we worthily 
worship the great Head of the Church through whom 
we are knit one to another in a fellowship of love. 
Both sides, the individual and the social, are essential 
to religion. In what I have said before I have tried 
to show how music can prove of assistance in con- 
nexion with the realisation of the individual element 
in religion. In so far as we take the words of the 
song of praise on our lips and chant them with our 
own voice, we identify ourselves with them and in- 
form them with our personal feeling. We praise 
God " each in his own tongue," and the words of 
our song seem to throb with life as they issue from 
our lips. But music does justice to the social 
element in religion as well. It is a common song of 
praise that we raise. If the singing be in harmony, 
then the sense of our relationship one to another is 
vividly brought home to us. Just as the various 
parts of the harmony fulfil their function only when 
the others are added, so we are reminded that in 

- 
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the great choir of human life we are all dependent 
one upon the other. But I do not press this aspect 
of the matter as the ordinary worshipper confines 
himself to singing the “ people’s part.” But even 
then the social element in worship is brought home 
to him by the music. He sings not as a soloist but 
as one of a number. When the sense of solidarity, 
of unity of heart and feeling with his fellow-wor- 
shippers, of collaboration with them in a united 
effort, is present, then the music has fulfilled its pur- 
pose. It should be the great aim of congregational 
singing to realise this. That music has it in its 
power to  contribute to this result, there can be no 
doubt. It can envelop the individual worshippers, 
as it were, in an atmosphere of music, removing the 
feeling of isolation and strengthening the sense of 
unity and fellowship. We recall how our Lord laid 
emphasis upon the social side of religion by making 
a supper the central rite of His Church. The com- 
mon song fulfils the same purpose as the common 
meal ; and music will have indeed amply justified her 
introduction into the worship of the sanctuary, if 
she can claim to have strengthened that sense of 
fellowship which is essentially the spirit of true 
religion, the spirit of the Church of Christ, 


