
LECTURE 1V.  

HYMNODY. 

IN turning now t o  consider the hymnody of the Church, 
let us, as in the previous lecture, make a rapid survey 
of the history of this department of Christian praise, 
marking the various streams which have combined 
to form this great river of song. 

It is natural that the first believers, in the ex- 
uberance of their joy, should have burst into song. 
They were intoxicated with spiritual enthusiasm. 
They were like men raised from the dead. A new 
spirit had come into their life, and the exultation 
which filled their hearts found expression in psalms 
and hymns and spiritual songs (Eph. v. 18 f.). And 
from these early days of Christianity, when the first 
believers in an ecstasy of joy stammered forth their 
song of thanksgiving, down to the present time, the 
strain of praise evoked by the sense of the divine 
mercy in Christ Jesus has been ever gaining in 
volume, till the Church has been enriched with a 
hymnody which she justly considers as among her 
most precious treasures. 

Of the earliest Christian hymns we have, unfortu- 
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nately, but few specimens. Foremost among them 
are the Canticles preserved in the opening chapters 
of St. Luke, which have secured a firm hold on the 
heart of Christendom. Other examples are to  be 
found in the odes of the Apocalypse, and, according 
to the opinion of many scholars, in certain passages 
of the Epistles which sound like fragments of hymns, 
e.g., Ephesians v. 14; I Timothy iii. 16; z Timothy 
ii. rr. The earliest external evidence upon which 
we can base is the well-known letter of Pliny, Gov- 
ernor of Bithynia, to the Emperor Trajan, in which 
he speaks of the Christians coming together before 
daylight and singing hymns alternately (iizvicem) t o  
Christ as God. The altcmatcly seems to point to 
antiphonal singing. But we would fain know some- 
thing of the content of their song. Was it one of 
the Messianic Psalms, or a Christian hymn like, say, 
the song of Moses and the song of the lamb in the 
Apocalypse ? 

In the early days of Christianity, the meetings 
for public worship were of a most informal character, 
and, as St. Paul tells us in his description of the 
worship at Corinth, each made such contribution as 
he pleased to  the edification of the assembly, whether 
a doctrine, an interpretation, or a psalm. Such a 
psalm might be either an original composition or 
the reproduction of some familiar song of praise. 
But in course of time the freedom and spontaneity 
of the meetings of these early days gave place to 
an ordered system of worship. Certain Scriptures 
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were recognised as canonical, and these alone were 
admitted to use in public worship. It is probable 
that similar restrictions would be introduced with 
regard to the hymnody, and that certain songs 
would acquire a kind of canonical character. At 
any rate we find, in addition to the Canticles from 
St. Luke already mentioned, certain other hymns 
taken from or based on Scripture, which have a 
recognised place in the worship of the early Church. 
Among these may be mentioned the “ Glorin in Ex- 
celsis,” the “ Gloriu Pntri,” the ‘( Trisugion ” and the 
‘‘ Te decet Zuz,ius.” Of hymns of a less Scriptural cast 
that have come down to us from these early times, 
special mention may be made of Clement of Alex- 
andria’s & p o v  T ~ X W V ,  “ Bridle of colts untamed,” 
the oldest Christian hymn in existence, of which some- 
what free renderings are to be found in ‘‘ Shepherd 
of tender youth,” by Dr. Dexter and “Lead, holy 
Shepherd, lead us,” by Dr. Macgill ; and to r#~& ihupbv, 
of which the authorship is uncertain, reproduced in 
Keble’s “ Hail, gladdening Light ” and in Long- 
fellow’s ‘‘ 0 gladsome Light ” in “ The Golden 
Legend,” a hymn which throughout the centuries 
has retained its place as an evening hymn in the service 
of the Greek Church. 

Fortunately the policy of confining the praise of 
the Church to the material supplied by Scripture 
was not maintained. But, as often happened to 
the Church in her history, it was to her enemies 
that she was originally indebted for the step which 

\ 
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was to prove of such advantage to herself. The 
Gnostics had realised the wisdom of seeking to 
spread their doctrines by embodying them in song. 
The Arians followed in their train, veiling, as 
Ephraim the Syrian said, the plague of destruction 
in the garment of niusical beauty. The device was 
so successful that orthodoxy felt constrained to 
fight heresy with its own weapons ; and it was this 
Ephraim who first adopted the plan of enshrining 
orthodox doctrines in homilies couched in poetical 
f o m  and in hynins which might find a place in the 
hearts and minds of the people. He was followed 
by a train of imitators, and a large body of Syrian 
hymnody was the result. The Council of Laodicea 
(4th cent.), alive to the danger of the introduction 
of false doctrine into the worship of the Church, 
forbade the admission of anything into the Liturgy 
which was not taken from Holy Scripture, and 
restricted participation in the praise to the appointed 
singers “who mount the ambo and sing from the 
book.” But it is doubtful if this prohibition was 
carried into effect. Certainly the popularity of 
hymn-singing outside of the Church was not affected, 
and we are told that at the time of Chrysostom the 
rival parties used to  march in procession at night 
through Constantinople, singing hymns in which the 
doctrines to  which they adhered were set forth. In 
consequence of the riots which followed, an imperial 
edict put an end to all public Arian singing. But 
the nocturnal hymn-singing, which had its origin on 
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this occasion, became an established practice in the 
Church. The hymns of the Eastern Church which 
have come down to us belong to a later period, 
dating from the seventh to  the ninth centuries, 
which were the most productive periods in Greek 
hymnody. There is an enormous number of them 
in the office-books of the Greek Church. Dr. John 
Mason Neale has addressed himself to the, task of 
making us in the West acquainted to some extent 
with the hymns of the Eastern Church; and all 
who are interested in hymnology will acknowledge 
the valuable service he has rendered in this respect. 
Withal our acquaintance with them is but slight, 
and only a comparatively small number have won 
their way t o  popularity. Among the most familiar 
we may mention Anatolius’s “The  day is past 
and over,” John of Damascus’s ‘ I  The day of 
resurrection,” and one of the most popular hymns 
in our collections, ‘ I  Art thou weary ? ” which was 
originally published by Dr. Neale as a version of 
a hymn by Stephen, nephew of John of Damascus, 
but which has such slender connexion with the 
Greek text that it is rather to  be ranked as an 
original hymn than a translation. 

We turn now from the Eastern to the Western 
Church, and note the rise and progress of Latin 
hymnody. Two names stand out with special 
prominence at its beginning, those of Hilary of 
Poictiers and Arnbrose of Milan. Hilary was one 
of the champions in the Arian controversy, the 
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Hammer of the Arians" he was called. He was 
banished from his diocese and spent six years in 
exile in Phrygia. Here he would be made familiar 
with the practice of hymn singing, and on his re- 
turn he introduced it in the West. He composed 
a book of hymns, none of which, however, has come 
down to us. He was ably seconded by Ambrose, 
Bishop of Milan, who, when required to  give up his 
church to the Arians, shut himself up in the building 
with his faithful flock, and beguiled the tedium of 
the siege by teaching. the people to sing hymns. 

Then it was first instituted," writes Augustine,l 
that after the manner of the Eastern Churches, 

Hymns and Psalms should be sung, lest the people 
should wax faint through the tediousness of sorrow : 
and from that day to this the custom is retained, 
divers, yea, almost all Thy congregations, throughout 
other parts of the world, following therein.'' Am- 
brose had a great influence upon the hymnody of 
the Church, both as regards words and music ; and 
his name has been given to a certain type of hymn 
which attained great vogue. It consists of eight 
stanzas of four lines each, written in iambic dimeters. 
There is difference of opinion a s  to the genuineness 
of some of the hymns that are ascribed to him, but 
there is a small number concerning which there is 
no doubt.2 

1 Conj., ix. 7. 
2 There are four that are attested by Augustine : " Etertae 

rel"tiw conditor," Dew creator omnium," ' I  Jam sztvgit hora 
icrtia, ' I' Veni redemptou gentiima." 



136 MUSIC IN CHURCH WORSHIP 

Among early Latin hymns one stands out pre- 
eminent, for it has become the great song of thanks- 
giving of the Church-the ( (  Te Deum.” Its authorship 
is unknown. Some think it is based upon a Greek 
original. Others maintain that it is a purely Latin 
composition.l Whatever its authorship, we are 
justified in giving it a place among the earliest 
Latin hymns. By general consent it has beconie 
the recognised song of praise on any occasion of 
public or solemn thanksgiving. 

As I have said, the movement for the introduction 
of hymns inaugurated by Hilay and Ambrose found 
much favour. Other writers followed in their train. 
Some of the notable names are Prudentius, a Spanish 
layman of the fourth century, who did not write 
hymns exactly, but rather poems from which hymns 
have been extracted; Sedulius, the author of an 
alphabetical poem on the life of Christ ; and in the 
sixth century Pope Gregory the Great, whose name 
is associated with the system of tonality which was 
to  dominate the plainsong of the Church, and 
Venantius Fortunatus, the author of two of the great 
hymns of the Passion : ((  Vexilla Regis +rodewiat,” 
and Pmge lingua gloiiosi ;6rcdiunz czrtantiutis.” 

During this, the first period of Latin hymnody, 

’ 

‘‘ To give you my opinion briefly, the Te Deum, equally 
with the Angelic Hymn (to which it is very similar in form 
and expression), was born in the Eastern Church, whence it 
has been translated into the Latin tongue ” (H. A. Daniel, 
Thesaurus Hymnologic.us, ii. 289). 
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the hymn-writers clung to the classic metres, of 
which they employed a considerable variety. But 
in course of time a new prosodial tendency began 
to assert itself. Instead of making metre depend 
entirely on the quantity of the vowels, the poets 
began to pay more attention to accent, and to  make 
its recurrence at certain intervals the ruling principle 
in metre. And another innovation also began to 
find favour, the introduction of an assonance or 
rime at the end of the line. From the sixth century 
onwards these tendencies begin to  assert themselves. 

Hymns were generally used at first in the offices 
for the canonical hours, a cycle of hymns being 
drawn up for the different offices of the week, 
with special provision for the various ecclesiastical 
seasons, the commemoration of saints, etc. As 
we have seen the Council of Laodicea had prohibited 
the use of unscriptural hymns, But that attitude 
was the exception. Other Councils took a different 
view. The Council that deposed Paul of Samosata 
made it one of the grounds of its action that Paul 
had prohibited the use of uninspired hymns addressed 
to Christ. The Council of Toledo (633) censured the 
view that hymns not taken from Scripture were 
not to be permitted, and ordered the use of such 
hymns in Spanish churches under penalty of ex- 
communication. But while the use of hymns was 
thus approved, they were not originally admitted 
to  the service of the Mass, though there were OC- 

casional exceptions to this rule. The manner in 
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which they came to secure a place is interesting, as 
it explains the origin of a certain type of hymn, 
viz., the Sequence. It had become the custom to 
interpolate melodies of a more or less elaborate 
character at  certain points of the service. These 
melodies, which were mostly from Byzantine sources, 
had no words assigned to them, but were sung to 
any vowel or convenient syllable, such, e.g., as the 
final a in Alleluia. In this way the Alleluia in the 
Mass was made the occasion of the introduction of 
a series of pieces of melody, each of which was sung 
through twice before going on to the next. This 
“song without words” gave occasion to various 
mystical explanations. To one it seemed as if the 
joy of the singer were too great to  be put into words ; 
to another it was a foretaste of that heavenly state 
in which we should no longer need to use words, for 
mind will hold intercourse with mind by thought 
alone. As the strings of melodies introduced were 
of considerable length and elaboration, it was no 
easy matter to remember them ; and it occurred to 
a certain Notker, a monk of St. Gall, that  it would 
be a good plan to have words written, syllable for 
note, as an aid to memory. He set himself therefore 
to make up certain rhythmical compositions which 
might be sung to the interpolated melodies; and 
these received the name Seq~ence because they 
followed after the Alleluia, or Prose because they were 
originally unmetrical in structure. The sequence 
thus established itself as a welcome addition to 
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hymnody, and in course of time all the existing 
melodies, which had been sung without words, were 
supplied with a suitable text. Thereafter new 
melodies were composed, associated with new words. 
But when this point was reached, it was natural 
that the text should again take precedence, and that 
instead of the words being written to the melody, 
the melody should be composed to  suit the words. 
In these circumstances the necessity for the Sequence 
being unmetrical no longer existed, and it came to 
assume metrical form, always however retaining the 
characteristic feature that it was made up of pairs 
of strophes for which the music was repeated. One 
of the earliest of the Sequences in metrical form is 
the Golden Sequence : “ Veni, sancte S$iritus ” 
(If Come Thou Holy Paraclete ”). Others that have 
still their place in modern hymn-books are the 
Alleluiatic Sequence : ‘ I  Cantenzzts cuncti m,elodum 
nunc Alleluia” (“The strain upraise of joy and 
praise ”), often ascribed to Notlter, but probably by 
another inmate of St. Gall; “ Latabundus ” (“ Come 
rejoicing ”) ; ‘‘ Victimae Pasclzali ” (“ Christians, 
to the Paschal Victim ”) ; and (‘ Salus aeteuna, in- 
de$ciens ” (“ Saviour eternal, health and life of the 
world ”). But perhaps the most famous of all are 
the ‘‘ Dies Irm ” by Thomas of Celano, and the 

Stabat mater dolorosa,” ascribed to Jacopone. The 
most distinguished Sequence writer was Adarn of 
St. Victor, esteemed by Archbishop Trench and 
Dr. Neale as the greatest of the mediaval poets. 

’ 
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There are some other outstanding names in the 
Middle Ages worthy of mention for their contribu- 
tions to Latin hymnody ; Thomas Aquinas who wrote 
four sacramental hymns for the newly instituted 
festival of Corpus Christi, one of which, “ Pnnge 
Zingua gloriosi cor$oris mysterium,” was modelled on 
the ‘‘ Pange Zingua ” of Fortunatus to which I have 
already referred; Bernard of Cluny, who wrote a 
long satiric poem ‘( De covLtem$tzc mwzdi,” from 
which Dr. Neale has translated a cento of 218 lines, 
from portions of which (‘ Jerusalem the golden” 
and the companion hymns have been made up. 

i, Another Bernard deserves mention, Bernard of 
Clairvaux, if he be indeed the author of the poem 
from which the hymns : ‘( Jesu  dulcis memoria ” 
(“ Jesus, the very thought of Thee ”), ‘( Jesu dztlcedo 
cordimn ” ( ‘ I  Jesus, Thou joy of loving hearts ”), 
and “Jeszt R m  admirabilis ” (“ 0 Jesu, King most 
wonderful ”) are taken. His authorship is disputed. 
To whomever the poem is to  be ascribed, it breathes 
a warmth of feeling and a passionate devotion to 
Christ which touch a tender chord in the human 
heart, and, in spite of all that Ritschl may say to 
the contrary, represent a very vital element in 
Christian piety. 

We have seen that while Latin hymnody started 
by adhering to classical models, it caine in course of 
t h e  to abandon them and to adopt other types of 
poetical form. This tendency was accentuated by 
the introduction of Sequences; but after the Re- 

‘ 

~ 
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naissance an attempt was made t o  revise the Breviary 
and .make the hymns contained in it conform to 
classical standards. A considerable number of 
hymns were rejected, many were re-written, and 
Pope Urban VIII, under whom the work was brought 
to a termination, was able to assert, in authorising 
the book, that with very few exceptions all the 
hymns had been made conformable to  the laws of 
prosody and Latinity, those which could not be 
corrected by any milder method being entirely re- 
written. This is the Hymnary now in general use 
in the Roman Catholic Church. 

The music of these Latin hymns was plainsong 
melody sung in unison, similar in respect of tonality 
to  that employed generally throughout the liturgy, 
but with less of its rhythmical freedom. This 
latter difference is the result of the new form the 
text assumed which the music was to accompany. 
Originally plainsong had been designed for prose, 
and one of its outstanding characteristics was that 
it had no fixed recurring accent, but accommodated 
itself to the varying accent of the prose text. But 
now that the text became metrical, the music 
naturally acquired a certain measure of regularity. 
Not, of course, that it ever approximated to the 
fixed rhythm of the modern hymn tune. With the 
desire to introduce plainsong into our modern wor- 
ship, musical editors have sometimes endeavoured 
to  reproduce it in the form of measured music, 
writing the melodies in notes of different lengths so 
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as to make it arrange itself in bars like any modern 
piece of music. But such procedure is indefensible. 
It is an attempt to reconcile two things fundamentally 
incompatible. The very raison d’dtre of plainsong, 
the feature which gives it its name, is that absence 
of regular rhythm which is the characteristic of the 
musica mensurata, the measured music to which it 
is opposed. This had been the outstanding character- 
istic of plainsong from the beginning. In course of 
time the Church became more and more wedded t o  
it as the opposite pole, so to speak, to the music of 
the dance with its regular rhythm, upon which it 
looked with disfavour. The substitution of the 
metrical hymn for the prose text was in itself a 
partial abandonment of that freedom of rhythm to 
which it clung so fondly. But it is a far cry froin 
the limited restriction of rhythmical liberty, necessi- 
tated by adaptation to metrical forms, to the rigid 
fixity of measured music ; and any attempt to  re- 
produce plainsong in this form is simply to travesty it. 

Some of the melodies that have come down to  us 
are very beautiful, and one wonders if they could not 
be introduced into our worship. The difficulties in 
the way are considerable. First there is the question 
of text. “ Plainsong,” as M. Widor says,1 “ is of a 
complex species ; it has two faces, like Janus. To 
be understood, it must be listened to at once from a 
literary and a musical standpoint. Take the most 
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beautiful type of the Plain-chant, for instance : 
the Te Deurn. Simply vocalise it, sing it without 
words ; rhythm, beauty, grandeur, all disappear. 
Translate it, and sing the same music with either 
French or German text, it becomes absurd. If the 
Roman Church had not prescribed Latin as the 
language of its liturgy, we should have no Plain- 
chant to-day.” There is much truth in these words. 
While we may not accept them in the strictness of 
the letter and rule out an English text altogether, 
we must admit that there is an enormous loss by the 
abandonment of the Latin, and that a plainsong 
rendering of an English version is at best a kind of 
makeshift. And there are other difficulties as well 
in the way of securing the use of plainsong melodies 
in our congregations. Apart from the difference of 
tonality, which should not, I think, prove a foriuidable 
obstacle, there is the freedom of rhythm which is 
likely to cause considerabk trouble. It will be no 
easy thing to get our congregations, whom it is 
difficult enough to induce to  join in the singing at 
all, t o  lay aside that sense of strict rhythm, which 
has with many become ingrained as a constituent 
element of music, and to give themselves up to the 
swing of the words. At present the matter is only 
more or less in the experimental stage. But it will 
be a decided gain to our Church praise if the plain- 
song niusic of the ancient hymns can secure an 
established place in our congregational praise. There 
is something to  stir the imagination in the thought 



I44 MUSIC IN CHURCH WORSHIP 

that when we are using a version of one of the 
old Latin hymns, we are singing it to the melody 
with which it has been associated down through 
the centuries. Originally, of course, the plainsong 
melody was sung in unison, without instrumental 
accompaniment. The unison performance must on 
no account be abandoned, but it is too much, perhaps, 
to expect the organ to keep silent. But if it is 
to accompany, then care should be taken that the 
harmonies are founded upon the old Church modes. 
Nothing could be more incongruous or o€fensive to  
pure taste than to have a plainsong melody accom- 
panied with modern harnionies. It is like dressing 
up a Roman hero in a frock coat and top hat. 

Leaving Latin hymnody, let us now turn to Ger- 
many and note its contribution to the treasury of 
Christian song. It is on the grandest scale in respect 
both of quantity and quality. Julian estimates the 
number of hymns in the German language as not less 
than a hundred thousand, and some of ,  these are 
among the most highly prized treasures in the 
literature of devotion. It was at the Reformation 
that the great outburst of German song took place, 
but before that date the religious Muse had not been 
altogether silent. There had been a spiritual side 
to  the lyrics of the Minnesinger which made them 
border at times on the language of devotion. While 
in other countries the elaboration of the music of the 
service consequent on the Gregorian reform had de- 
prived the congregation of participation, in Gemany 
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people had been in the habit of interspersing verses of 
the vernacular among certain parts of the liturgy. 
The religious festivals with their holiday celebrations 
had called forth numerous carols and poems in 
‘praise of the virgin, written sometimes in the ver- 
nacular, sometimes in a mixture of the vernacular 
and Latin, a species of composition which was in 
vogue in Germany from the tenth to the sixteenth 
century. A good specimen of this class of carol is : 
“ I n  dnyilci jubilo.” Here is the first verse of the 
version of it given in the If Gude and Godlie Ballates,” 
which preserves the same alternation of the ver- 
nacular with Latin as in the German :- 

In dulci jubilo, 
Now let us sing with mirth and j o  I 
Our hartis consolation 
Lies in przsepio ; 
And scliynis as the Some 
Matris in gremio. 
Alpha es et 0, 
Alpha es et 0 I 

In spite of the crudity of the poetry, we feel in these 
old popular carols the striving of a genuine spirit 
of devotion to find articulate utterance ; and we can 
well understand what a hold they would lay on the 
heart of the people. It was a sound instinct that 
made Luther take over such outpourings of the 
popular Muse into the Reformed Church. 

Among other precursors of the Reformation 
I0 
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hymnody, it is right that we should note the contri- 
bution of the Bohemian or Hussite Brethren. This 
Church seems to have made extensive use of hymns 
whether original or translations, and had a collection 
of eighty-nine issued in 1501. Some of these hymns 
were translated into German by Michael Weisse, 
who had been sent by the ‘‘ United Brethren ”- 
‘so the Bohemian Church called itself-on a mission 
to Luther. Luther was much impressed by the 
work and highly commended it ; and many of these 
hymns were afterwards introduced into the Lutheran 
hymn-books. 

But it was the Reformation that opened the 
flood-gates from which poured forth the great 
stream of German song. The hymnody of the 
Catholic Church had been mainly objective. It lost 
itself in devout contemplation of the divine works of 
Creation and Providence, of the great events of 
sacred history and the great truths of Christian 
doctrine. It sang of them as they were in them- 
selves, rather than as they produced an effect upon 
the heart and life of man. But in the Reformation 
all the emphasis is laid upon the experience of the 
believer. Its central doctrine is justification by 
faith ; and faith is a subjective, personal thing, the 
actual appropriation and realisation within one’s 
own experience of the truths and blessings of re- 
ligion. Such doctrine is essentially democratic in 
tendency. The difference between clergy and laity 
disappears. Both are alike sinners in need of the 

. 

, 
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divine mercy ; both are alike, in virtue of the faith 
which unites them to  Christ, consecrated priests 
unto God. There is no longer need of any inter- 
mediary between man and God, of priest to  make 
intercession, of official singers to offer praise. The 
matter of importance is the participation of the 
spirit, that the prayer rise froni a heart that yearns 
for communion with God, that the praise be the 
outpouring of a heart all afire with thanksgiving 
for the divine mercy. 

The heart aye's the part aye 
That mala us right or wrong. 

Men realised that it was their own personal experience 
that was the all-important thing in religion. It was 
this that found expression in their song. They 
sang of what they had themselves experienced, of 
what they looked upon with their own eyes and 
handled with their own hands of the word of life. 
This lent a note of sincerity to their song that there 
was no mistaking, and made It popular in the truest 
sense of the word. As they sang every man in his 
own tongue, so their fellow-believers seemed to  hear 
every man in his own tosgue. It was deep calling 
to  deep, and the listeners soon caught up and thrilled 
with their own feeling the song in which their own 
experience of the grace and mercy of God seemed to 
find expression. 

Luther was keenly alive to the value of music in 
the movement he inaugurated. He desired, as he 
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said in the preface to  his hymn-book of 1545, that 
this “ beautiful ornament might in a right manner 
serve the great Creator and His Christian people.” 
He had given the people the Bible in their own 
tongue. By the aid of music he sought to make 
the Word of God speak home directly to the heart 
in a language even more potent. But equally 
important from the evangelical point of view was the 
response of nian to the appeal of the divine grace. 
For this too he made provision, supplying words 
and music for the new song that experience of that 
grace had put into man’s mouth, A lover of poetry 
and himself a trained musician, he was quick t o  
realise and take full advantage of the power of 
Christian song to advance the cause so dear to  his 
heart. He gathered round him a group of musical 
friends to assist him in the compilation of a hymn- 
book. “ I wish,” he wrote in 1524, “ after the ex- 
ample of the Prophets and Ancient Fathers of the 
Church, to make German psalms for the people, 
that is to say, sacred hymns, so that the Word of 
God may dwell among the people by .means of 
song also.” His hymns, thirty-seven in number, 
were of various types ; some translations from 
Latin originals ; some paraphrases of Psalms or 
passages of Scripture ; some for the great festivals 
of the Church ; some didactic in character, designed 
t o  instruct the people in the mysteries of the faith. 
There is a rugged strength and manly simplicity 
about thew that make direct appeal to the heart. 
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They are like the ‘man himself in their strength and 
sanity and directness of purpose. One there is 
above all others that seems the very embodiment 
of the spirit of the intrepid reformer, the well- 
known “ E i n  feste Bztrg.” It is doubtful whether 
it was written, as has been alleged, in view of his 
famous visit to Worms. But whether or not, it 
breathes the spirit in which the hero on that occasion 
advanced, like another David, to the unequal con- 
flict; and throughout the ages this grand hymn, 
the Marseillaise of the Reformation, as Heine called 
it, will never lose its spell as the great battle song of 
the saints as they rally against the hosts of evil that 
beset them. Luther was not mistaken in his estimate 
of the assistance that the new hymnody would render 
to the Reformation. His hymns were caught up by 
the people and sung everywhere, in their homes, 
their places of work, their social gatherings. By 
their use in public worship the whole service ac- 
quired a congregational character such as it had 
never had since the days of the early Church. 

In preparing the music for the new hymnody, 
Luthar acted on the same principle as with regard 
to the test-lie tool: whatever suited him and made 
such changes as he felt to be necessary. When the 
hymn was a translation the tune 0% the original was 
retained, the words being adapted to  the original 
melody. When the hymn was new, a tune was 
either sought out or composed for it. In his search 
for a suitable tune he did not confine himself to 
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sacred melodies, but drew boldly upon secular 
material if it would serve his purpose. As I have 
already said, some of the most impressive Gemmn 
chorale melodies were originally written to  secular 
words. Sometimes a new tune was composed for 
the occasion, as in the case of “ Ein feste Bzdrg.” 
Here again Luther was more concerned about 
serviceableness than about suspicion of plagiarism. 
It has been demonstrated that the melody of “ E h  
feste Bwg” is a patchwork of snippets from the 
Roman Gradual. That may very well be, but it 
was none the less a work of genius to weave these 
snippets into a coherent whole. We may say of 
Luther, as Landor said of Shakespeare, that “he  
was more original than his originals. He breathed 
upon dead bodies, and brought them into life.” 

Time would not suffice to give anything like a 
detailed account of the further course of German 
hymnody. Only one or two of the salient points 
may be mentioned. The terrible experience which 
the nation underwent during the Thirty Years’ War 
served only to make the lamp of faith burn more 
brightly. The hymns that date froin that period 
are among the sweetest and purest in the whole 
Christian treasure of song :- 

Most wretched men 
Are cradled into poetry by wrong : 
They learn in suffering what they teach in song. 

So it was with the religious poets of Germany during 
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those unhappy times. Amid the wreck of their 
earthly hopes, they clung more closely to their 
heavenly comfoiter. ‘‘ Valet will ich dir geben, d u  
arge falsche We l t  ” (“ I bid thee farewell, thou false 
and evil world ”) sings Herberger during the ravages 
of the plague-and that is the attitiide towards the 
world of many of the hymns of this unhappy time. 
‘‘ Verzage nicht dzt Hau$ein klein ” (“ Fear not, 0 
little flock, the foe ”), sung by Gustavus Adolphus 
and his a m y  before the battle of Lutzen, and 
thought by some to  be composed by the Swedish 
King himself ; “ W-er nuy den lieben Gott las t  walten ” 
(“ If thou but suffer God to guide thee ”), a hymn 
which breathes a fine trust in divine Providence, 
by Neumarlc: Reinkait’s great hymn of thanks- 
giving : “ Nun danket alle Gott ” (“ Now thank we 
all our God ”), which may be called the German 
(‘ T e  Deuwz,” and is still used on occasions of national 
thanksgiving-these are some of the great hymns 
that date from this period, Another name worthy 
of mention is that of Paul Gerhardt, perhaps the 
greatest of all the German hymn-writers. His 
hymns lack something of the force and virility of 
Luther’s. Chaste and refined in diction, they strike 
a more subjective, a more tender note. But their 
appeal is none the less direct and forcible, and some 
of them, such, e.g., as ‘‘ 0 Hat@ voll B lu t  amd 
W u n d e n  ” r‘ 0 sacred Head now wounded ”), 
“ Nun w h e n  alle WLZder ” c‘ The duteous day now 
closeth ”), “ Scfiehl ci’eine Wege ” (“ Commit thou 
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all thy ways ”) will remain, as Vilmar says,l “ for 
all coming time the most precious pearls in the 
chaplet of German poetry, and the noblest treasures 
of the evangelical Church.” The subjective ten- 
dency which we have noted in German hymnody 
became more and more pronounced among the 
Pietists and Moravians. The Pietistic movement 
was a reaction against the formalism and satisfied 
orthodoxy of the Lutheran Churc.h, not unlike the 
Methodism of England. The Pietists did not sever 
their connexion with the Lutheran Church ; but the 
Moravians under the Graf von Zinzendorf formed a 
separate community, which was, indeed, a resusci- 
tation of the Bohemian Brethren of pre-Reformation 
times. The hymns of both these movements 
breathe U warm spirit of devotion, and are evidently 
the outpourings of a deep religious experience. 
Among the names of hymn-writers of the type re- 
ferred to may be mentioned Terstegen. He belonged 
originally to the Reformed Church ; but he withdrew 
from it and became the leader of ‘a branch of mystics, 
the ‘‘ StiZlen im Lnnde ” as they called themselves. 
His hymns reflect the spirit of the believer who feels 
that his life is hid with Christ in God, Though not 
many of them have found a place in our hymn- 
books, Terstegen exercised a considerable influence 
upon the English hymn-writers of the latter part 
of the eighteenth century. 

Geschichte der deutschen Literatur, Q. 299. 
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Of the niusic of the German hynins it will be 
unnecessary to  spzak at any length. We are all 
familiar with the type of tune known as the German 
chorale. Several examples are included in our 
hymn-books, such as Ein feste Burg,” ‘I Nun dawket,” 
the Passion Chorale. Some of the melodies are 
taken from old Church tunes, others were drawn 
from secular sources, others were original. They 
are admirably fitted for congregational singing, and 
have secured a place in the affections of the German 
people. But the manner in which they are rendered 
in Germany differs from our style of congregational 
singing, and it is questionable whether the treasure 
that is here presented to us can be to any great 
extent successfully drawn upon for the enrichment 
of our hymn-books. In Germany the congregation 
sit during the singing of the chorale, and the rate 
of singing is slow in the extreme. While it is too 
much to expect our congregations to  slow down their 
tempo to the German rate, one must protest against 
any attenipt to  take a German chorale tune at the 
same pace as that of an English hymn. That is 
simply to travesty it. There is a tune to  a hymn to 
which I have already referred : “ Valet will ich dir 
gebelz,” which as a student I used to  hear sung very 
often in John Sebastian Bach’s church in Leipzig- 
I think it was sung alniost every Sunday evening 
-not to the words of the original hymn but to  a 
little dismission hymn : “ Lass mich dein sein.” It 
is included in our collections under the name 
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St. Theodulph, and set to the hymn for Palm Sunday. 
I must confess that to hear it rattled through at  
march time, as it is usually rendered when sung to 
this setting, with the first half of the melody given 
da cq50 to  fit the refrain, seems to me little short 
of profanation. Better leave these chorale tunes 
aside .altogether than caricature them by taking 
them at a pace against which the whole spirit of 
the music is at variance. But if we can get our 
congregations to sing them, if not quite with the 
German deliberation, at a slow stately pace suited 
to the solemn dignity of the music, then they offer 
a fruitful field upon which to draw for the enrich- 
ment of our congregational praise, and provide a 
welcome contrast to the mawkish sentimentality of 
many of our hymn tunes. 

I turn now to sketch in rapid outline the history 
of hymnody in England. Here the rise of a native 
congregational hymnody did not, as in Germany, 
coincide with the Reformation, but was deferred for 
over a century. This was due partly to the troubled 
history of the times with its ltaleidoscopic changes 
in the political and ecclesiastical situation, partly to 
the place of honour assigned to the metrical version 
of the Psalms. The Puritan regime was unfavourable 
to the rise of hymnody, and after the Restoration the 
stringency of the Conventicle Act discouraged singing 
in Nonconformist circles. At the time of the Refor- 
mation very few of the Latin hymns of the Church 
found their way into the service books. Luther had 

, 
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incorporated several in his hymn-books for the people, 
but the “ VeNi Creator ” was the only one that gained 
a place in the Book of Comnion Prayer, though others 
of the Latin hymns were admitted into the primers 
and books of devotion. So far as the legal position 
was concerned, there does not seem to  have been 
any difficulty about the introduction of hymns into 
the service, for an Injunction of Queen Elizabeth 
ran to the effect that ‘‘ for the comforting of such 
that delight in music, it may be permitted that in 
the beginning or in the end of Common Prayer, 
either at morning or evening, there may be sung an 
hymn, or such like song to the praise of Almighty 
God, in the best sort of melody and music that may 
be conveniently devised, having respect that the 
sentence of hymn may be understanded and per- 
ceived.” And at first we note a tendency to follow 
the Lutheran example and introduce hymns into 
divine service. Coverdale’s Goostly Psalmes and 
S$iritzcalle Songes contains fifteen hymns, mostly 
derived from German sources. The 1562 edition of 
Sternhold and EIopkins contains not only some 
metrical versions of the Canticles, but some original 
hymns. Rut the disregard of the Genevan ban 
against anything unscriptural was only partial and 
temporary, and for the next century the blighting 
influence of the Calvinistic canon of Church praise 
arrested the progress of congregational hymnody in 
England. This period of incubation had one satis- 
factory result. It determined the.direction in which 
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English hymnody was to  develop. The Calvinistic 
restriction admitted nothing but what was Scrip- 
tural. Consequently the practice arose of para- 
phrasing various passages of Scripture, such, e.g., as 
the Song of Solomon, and extracts from the prophets, 
while Christopher Tye composed music for twelve 
chapters of the Acts of the Apostles. Grotesque as 
some of those specimens of Scripture paraphrases 
are-there was even a metrical version of the 
genealogies-they yet mark a tendency which was 
to  prove fruitful in benefit to English hymnody, 
viz., adherence to Scripture as the underlying prin- 
ciple of sound hymn-writing. At its best our 
English hymnody is ever in close and warm sympathy 
with the thought and language of Scripture. Like 
another Antaeus it is strong only when its feet rest 
upon the solid ground of Scripture. Dr. Watts says 
in his preface that “he  might have brought some 
text and applied it to the margin of every verse.” 
It is this close touch with Scriptural doctrine, far 
more than its poetical merit, that lends its power to 
many a favourite hymn, 

While it was not till the beginning of the eight- 
eenth century that the real outburst of English 
hymnody took place, there are soiiie earlier essays 
worthy of mention. The earliest hymn-book pub- 
hhed was George Wither’s Hywnes and SOW 
Of the Church (1623). The Icing granted him a 
Patent according t o  which they were declared to be 

worthy and profitable to be inserted, in a convenient 
11 
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manner and due place, into every English Psalm-book 
to metre.” The collection contains hymns for every 
week: day, for certain Church seasons and festivals, 
and for various other occasions and circumstances. 
It is of special musical interest as Orlando Gibbons 
contributed music in various metres, sixteen tunes 
in all. Some of these, such as Songs 34 and 67 
(known as Angels or Angels’ Song and St. Matthias) 
have a place in our Church tune books. Others 
which have fallen into neglect have been revived in 
some recent hymnals, and form a welconie addition 
to our repertory. Among other hynin-writers 
of the seventeenth century I may mention Cosh, 
Bishop of Durham, whose shorter version of the 
c r  Veizi Creator” was introduced into the consecration 
and ordination services of the Church of England ; 
Jereiny Taylor ; Richard Baster, from whose Poeti- 
cal Fragments there are still one or two hymns in 
use ; Bishop Ken, whose morning and evening hymns 
enjoy universal popularity ; and, at the beginning of 
the eighteenth century, Josepli Addison, to whoni 
we owe “The spacious firmament on high,” and 
“ When all Thy mercies, 0 my Lord.” 

But it was not till Dr. Watts that English hymnody 
really awoke to a sense of its power and put it forth 
to the full. It was he who raised the hymn to  the 
place of honour which it was henceforth to  hold in 
the worship of the Church in England. He was a 
minister of the Independent Church, and his whole 
life was one struggle against ill-health and adversity. 
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But his hymns breathe a spirit of cheerfulness and 
gratitude remarkable in one so sorely tried. They 
are the outpourings of a heart “ lost in wonder, love, 
and praise ” at the mercy of God in Christ Jesus. 
He composed a large number of hymns ; and while 
they are unequal in quality, and sometimes sink 
to the sheerest commonplace, still the best of them 
are among the choicest treasures of the language, 
and will live for ever in the praise of the Church. 
Many of them which we think of as hymns were 
published originally in his Psalms of David, and 
were meant to be versions of Old Testament Psalms 
from the New Testament point of view, as he said 

expressed as I may suppose David would have 
done, had he lived in the days of Christianity. ” Thus 
his “ Jesus shall reign ” is a version of the 72nd 
Psalm, and “ Our God, our help in ages past ” of the 
90th. It is to Watts that we owe l i  There is a 
land of pure delight,” ‘‘ I’m not ashamed to own 
my Lord,” and what, perhaps, is the greatest of all 
his hymns, “When I survey the wondrous Cross.” 
They secure him a high place among English hynm- 
writers. As Lord Selborne 1 says : ‘‘ As long as 
pure nervous English, unaffected fervour, strong 
simplicity and liquid yet manly sweetness are ad- 
mitted to be characteristics of a good hymn, works 
such as these must command admiration.” His 
importance in .the history of English hyninody is 

l i  

EncycZol5adia Briiannica, Art. I‘  Hymns.” 
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to be measured not merely by his own output, though 
that was remarkable, but by the influence he exer- 
cised upon his contemporaries and succssors. He 
seems to have opened the flood-gates and let out a 
volume of praise that was chafing to  vent itself. 

The next landmark in the history of English 
hymnody is the Methodist movement. John Wesley, 
like Ephraim the Syrian, realised the value of the 
hymn as an instrument for the dissemination of 
doctrine, and he designed the hymns which he put 
into the hands of his followers to  be “ a  body 
of experimental and practical divinity.” In the 
first volume of hymns published by the two brothers 
John and Charles Wesley, John’s contribution con- 
sisted chiefly of translations from the German, and 
the number of original hymns to  his credit is small. 
His brother Charles was the great hymn-writer of 
the Wesley family. He is credited with over 6000 
hymns. While it is only to be expected that in 
such an enormous output the proportion of dross 
to pure metal should be very great, still there are 
among his hymns some gems of the purest water. 
“ 0 for a thousand tongues, to sing,” “ Rejoice, the 
Lord is King,” ‘‘ Hark, how all the welkin rings ” 
(“ Hark, the herald angels sing”), and I ‘  Jesus, Lover 
of my soul,”-these are some the mere mention 
of which will suffice to show the debt which the 
Church owes to  Charles Wesley. Among other hymn- 
writers inspired by the Methodist movement, mention 
should be made of Byrom (“ Christians, awake, 

- 
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salute the happy morn ”), Toplady (“ Rock of Ages ”) 
and the Welsh William Williams (“ Guide me, 0 Thou 
great Jehovah ”1. The Olney hymns by William 
Cowper and John Newton reach a high level of 
excellence. The note of jubilation is somewhat 
lacking, but they breathe a spirit of strong faith 
and warm love to Christ. Newton laid down the 
principle that ‘‘ the imagery and colouring of poetry, 
if admitted at all, should be indulged very sparingly 
and with great judgment.” If we are to judge by 
the resultant appeal to the masses, it seenis to  work 
well, for some of the most popular of our hymns 
are taken from this collection, e.g., ‘‘ Hark, my soul, 
it is the Lord,” “ God moves in a mysterious way,” 

Sometimes a light surprises,” There is a fountain 
filled with Blood,” by Cowper, and “ Glorious things 
of Thee are spoken,” and “ Approach, my soul, the 
mercy seat,” by Newton. 

During the nineteenth century various influences 
contributed to the advance of English hymnody. 
The doubt which existed in many quarters as to 
the admissibility of hymns into the worship of the 
Church of England was removed. The publication 
of Bishop Heber’s Hymns written and ada$ted to  
the Weekly Church Service of the Yeav  in 1827, 
with a permitted dedication to the Archbishop of 
Canterbury, though not, as had been hoped, with his 
express authority, contributed in some measure to 
this result. The tendencies within the Church of 
England which culminated in the Oxford movenient 
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were not without their influence upon hymnody. 
Interest in ancient hymns was revived, and a great 
number of new versions of these appeared, which 
soon found their way into public worship. German 
hymnody likewise was laid under contribution, and 
a considerable number of new translations from this 
source began to appear. Keble’s Christiafi Year 
enriched the Church with some excellent hymns: 
and was a fruitful source of inspiration to English 
hymnody in general. Various collections of hymns 
for use in public worship made their appearance, 
and an endeavour to secure uniformity led to the 
publication in 1861 of Hymns Ancient and Modern 
which was most heartily received, and has held the 
field ever since as the book niost generally used 
throughout the Church of England. 

In Scotland the Calvinistic ban against anything 
unscriptural led to the metrical Psalter monopolising 
for a long time the whole of the praise. At the time 
of the introduction of the new Psalter there was a 
proposal to include a set of Scriptural songs by 
Zachary Boyd. The matter indeed got ihe length 
of the Assembly of 1648 appointing a small committee 
to  examine the work of Boyd and report. But for 
some reason the proposal fell through, and the new 
Psalter when it appeared had no extraneous matter. 
But in the middle of the eighteenth century the 
proposal to have some other passages of Scripture 
versified for use in worship was again mooted, and 
after many delays the work was at length carried 

11 
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through, and a collection of sixty-seven para- 
phrases and five hymns was produced in 1781. 
This the Assembly sent down to  the Presbyteries 
of the Church, “ and in the meanthie they allow 
this collection of sacred poems to be used in public 
worship, where the Minister finds it for edification.” 
That was the end of the matter, for no report was 
received from the committee to which the Assembly 
remitted the matter. Thus the only authority for 
the use of the Paraphrases in public worship is this 
temporary and qualified approval of the Assembly 
of 1781. The collection of Paraphrases thus ad- 
mitted has established itself in popular favour. 
While the most of the contributors belonged to the 
Church of Scotland, there were two well-known 
Englishmen whose works were included, Watts and 
Doddridge, the former being responsible for no less 
than twenty-one and the latter for four, two of 
Doddridge’s, however, being ‘among the best known 
and best loved of the Paraphrases, viz., “ 0 God of 
Betliel,” and “ Father of Peace.” Of tbe five hymns 
admitted with the Paraphrases, three were by Joseph 
Addison and one by Dr. Watts. 

In Scotland as in England it was to Nonconformist 
activity that the Church was indebted at first for 
the movement in favour of hynins. The Relief 
Church was the pioneer, its Synod approving in 
1794 of the use of a “ Selection of Hymns and Sacred 
Songs.” This Relief Church joined with the United 
Secession Church to form the United Presbyterian 
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Church: and in 1857 the Synod of this Church 
authorised the publication of a hymn-book containing 
460 hymns. In the Church of Scotland the matter 
was agitated, and in 1861 a selection of hynins was 
permitted to be published by the Committee on 
Psalmody, ‘‘ it being understood,” so ran the De- 
liverance, “ that the sanction of the General Assembly 
is not hereby given to  the selection that may 
be made.” In 1870 a new collection called The 
Scottish Hymnal was published with the sanction 
of the Assembly ; and in 1898 a joint hymn-book for 
the Church of Scotland, the United Free Church of 
Scotland, and the Presbyterian Church in Ireland 
was published under the title, The Chwch Hym- 
nary. This book is at present in process of revision, 
and in the work of revision the Presbyterian Church 
of England and the Presbyterian Church of Wales 
have participated with a view to the adoption of 
the revised Hymnary by these Churches. 
. It remains now to speak of the music to which 
the hymns are sung, and to trace the development 
of the English hymn-tune. As we have seen, the 
rise of hymnody in England and Scotland was 
seriously delayed by the dominance of metrical 
Psalms. But this delay was not without its com- 
pensation also on the musical side, for the metrical 
Psalms, which stood in the way of the introduction 
of hymns, called forth a kind of tune of high excel- 
lence. Not only did the Psalm-tunes of the period 
set an admirable example of the type of music fitted 
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for congregational praise, they lilcewise were found in 
many cases quite suitable for adaptation to hymns 
when these began to make their appearance. The 
earliest type of English hymn-tune was either a .  
Psalm-tune or very like a Psalm-tune in character, 
with much dignity of movement, solemn and stately. 
Its harmony is diatonic, which lends to  it strength and 
massiveness. It avoids passing notes, and males 
each syllable of the words correspond to  a note of 
the music. It may come, perhaps, to pall by its 
severity, and in course of time the craving for some 
variation led to the development of a different style. 
But there can be no question as to its appropriateness 
for use in divine worship, alike by its devotional 
spirit and its singability by a united congregation. 

In the musicians of the post-Res toration period, 
such, e.g., as Jeremiah Clarke and Dr. Croft, Bishop, 
and later Dr. Samuel Howard, the high standard 
of the earlier Psalm-tunes is maintained. It is to 
Dr. Croft, for instance, that we owe St. Anne. But 
in some tunes one notes a slight relaxation of the 
gravity which marks the original Psalm-tune, not 
enough to  detract in any way from their suitability 
for use in Church worship, yet just sufficient to mark 
the difference of atmosphere between a hymn and a 
metrical Psalm. For this reason the tunes of these 
composers strike me as being admirable examples 
of what a hymn-tune ought to be. They are 
melodious and singable, and have that warmth of 
feeling about them that gives them a ring of hearti- 

, 
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ness when sung. The purist may take exception 
to them on this very account. Dr. Crotch, I believe, 
condemned Croft’s Hanover, which by the way was 
originally a Psalm-tune. But why should Church 
music be cold and formal, without any warmth and 
colour in it ? It is a false conception of religion 
that discountenances any genuine expression of 
feeling.1 The feelings will not be suppressed. Why 
should they? This warmer tone in the music of 
the school I am referring to was an attempt to do 
justice to a religious tendency which would not be 
denied, and which, failing adequate provision being 
made for it, will seek expression, as we know too 
well to our cost, in other and less defensible forms. 

And indeed that is what followed. When the 
full outburst of hymnody took place in England 
under the influence of Watts and Wesley, its ex- 
uberance broke through the restraints of the existing 
fornis of Church music. The new wine required 
new bottles, and some of the bottles that were at 
first called into requisition were rather sorry make- 
shifts. The exuberance of feeling to which I have 
referred found satisfaction in tunes whose florid 
character formed a striking contrast to the nias- 
sive dignity of the older tunes; in bright and 
catchy melodies no matter from what source they 

1”Mrs. Rachael was too good to feel any emotion at 
parting, but I was not so good, and wept bitterly” (C. 
Dickens, Bleak House, chap. E.). 
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were taken-one popular tune which still figures in 
our hymn-books was danced as a hornpipe at one 
of the theatres, though whether the hornpipe was 
taken from the tune or the tune from the hornpipe 
is a moot point; in tunes with a rollicking refrain 
or with repeated lines which sometimes led to shock- 
ing outrages on decorum, such, e.g., as- 

And even in this calm abode 
May Thy pure spirit be, rit be 
And guide us in the narrow road 
That terminates, minates in Thee. 

These and similar abuses reduced English hymn 
music of the latter part of the eighteenth century to 
a pitiful condition. But in course of time the work 
of reform came about. A new generation arose who 
sought to purge the temple of whak defiled it. The 
quickened liturgical sense induced by the Oxford 
movement could not fail to take offence at the 
vulgarity of the music presented as an offering to 
God. There are many names worthy of remembrance 
in connexion with the work of reform--Salnuel 
Wesley, Samuel Sebastian Wesleg, Dr. Gauntlett, 
Dr. Monk, Dr. Dykes, and several others whose 
hymn-tunes are familiar to all of us. It is only right 
that we should recognise how much we are indebtcd 
to them. In  order to do justice to their work, we 
must realise the low level to which the hymn-tune 
had sunk in the preceding period. If we could 
immerse ourselves in ihe depressing hymn music of 

\ 
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that time, we should better appreciate the work 
that was done by these nien in rescuing the congre- 
gational musk of the Church from the miserable 
condition to which it had been reduced. But while 
we gladly recognise the indebtedness of the Church 
to these men for what they accomplished, that 
should not blind us to their defects, or make us 
accept the type of tune which they specially favoured 
as the standard to which our present-day hymn- 
books should conform. There are many respects in 
whic,h the hymn-tunes of the Victorian age are 
defective, They are often too sweet and senti- 
mental, too much of the ‘‘ Sweet and low ” type of 
part-songJ too much dependent upon chromatic 
harmonies and lacking in strong, characterful 
melody. With all deference to the work of refor- 
mation accomplished in the field of English hymn- 
tune music by the Victorian composers, one feels 
that their influence has been rather in excess of 
the inherent merit of their work, and that there has 
been too much tendency in the Church music of the 
last fifty years or so t o  set them up as models. 
‘ I  The Church of Christ,” says Mr. Martin Shaw,l 
“ has been established for 2000 years, and during 
that time has, without pause, inspired and brought 
into being an immense amount of music of a very 
high order, including thousands of the world’s finest 

1 Article on “ Hymn Festivals,” Daily Telegrapk, 
27th September, 1924. 
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tunes. It is not too much to say that of the music 
of those 2000 years the Church of England to-day 
refuses to  sing any but that of the period from 1860 
to 1890. Even if this were a great period of pro- 
duction it would be wrong to draw from it to-day 
to the exclusion of other periods. But it was not a 
great period. On the contrary, musicians are agreed 
that it was an exceedingly poor period. Certainly 
it would be safe to say that nearly all the hymn- 
tunes composed in that period were feeble recollec- 
tions of the wealter monients of Mendelssohn, Spohr, 
and Gounod.” There is much truth in these words. 
They hold good not only of the Church of England, 
but of other Churches in England and Scotland as 
well. All our hymn-books are far too full of tunes 
of the Victorian type. Yet why should we restrict 
ourselves to i t ?  Why should we decline to take 
advantage of the vast treasure of music eminently 
suited for congregational use that has been accumu- 
lated throughout the ages? I plead strongly for 
a more catholic spirit in the selection of tunes for 
our hymnals. Think how rich and varied are the 
stores at our disposal! There is first of all the 
Plainsong of the early Church, which we should 
certainly draw upon for the ancient hymns which 
still find a place in our hymn-books. Even though 
its introduction be a matter of some difficulty, it is 
only right that the opportunity should be given to 
such congregations as desire to employ it to  sing 
the ancient hymns to  the tunes with which they 
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have been associated from the beginning. An al- 
ternative setting can always be provided for those 
who find it difficult to accommodate themselves 
to the freedom of its rhythm. Then there are 
the ecclesiastical melodies of various Continental 
Cfiurches, many of which have a swing and move- 
ment about them that must, one would think, rouse 
even the most stolid congregation and carry them 
along. Take, for instance, Dezcs tuorum nzilitum.” 
Does it not seem to catch one up and make one join 
in, whether one will or n o ?  Then there are the 
old proper tunes from the Genevan and English 
and Scottish Psalters. Some are dull and lacking 
in character. But others are very fine, and should 
be rescued from the oblivion into which they have 
been allowed to  fall. Then there are the common 
tunes from the old Psalters. Some of these are in 
constant use amongst us for our metrical Psalms. 
But after all the number of these is comparatively 
small. I have pleaded for the use of a larger number 
in our singing of the metrical Psalms ; but so long 
as the cut-leaf system obtains in our Psalm-books 
I am not sanguine that we shall succeed in bringing 
into current use many of the tunes that are now in 
danger of falling into desuetude. Why should they 
not be incorporated in our new hymn-books ? They 
are vastly superior to many of the tunes in our 
present books. Then there are the Lutheran 
chorale tunes, with a dignity and solemnity that 
leave no doubt as to their suitability for divine 
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worship. Then there are the English tunes by the 
composers of the seventeenth and eighteenth cen- 
turies, strong, rich, and satisfying, popular in the best 
sense of the word. Then there is the great body of 
Welsh tunes, the tunes of a people who can show us 
what coinmunity singing really is. It seems only 
wise to  draw far more largely than we have done 

, upon this rich store of melody which has proved 
in practice so full of inspiration and power. Then 
there are the carols and traditional melodies and 
folk-songs of the various countries, some with 
secular associations so strong that they are not 
available for Church use, but others the words of 
which have been forgotten, and which may therefore 
be fitly claimed for sacred purposes. These are some 
of the sources available for the enrichment of our 
hymn-books. The revision of the Chztrch Hymazary, 
on which the Presbyterian Churches in Scotland and 
Ireland and England and Wales are at present en- 
gaged, offers a grand opportunity for making the 
book, in respect of music, more catholic and repre- 
sentative than it was before, and for raising the 
standard of congregational inusic to  a higher level. 

, It is to be hoped that it will be fully taken advantage 
of, and that the wealth of tunes presented to our 
congregations may stimulate their interest in the 
music of the sanctuary, and enrich the volume of 
praise which the Church raises to its Head. 


