
LECTURE V. 

THE CHOIR, 

IN the early days of the Church it had been the 
custom of the people to  take part in the singing. 
“ From the first and apostolical age,” says Bingham,l 
“singing was always a part of divine service, in 
which the whole body of the Church joined together : 
which is a thing so evident, that though Cabassutius 
denies it, and in his spite to the Reformed Churches, 
where it is generally practised, calls it only I I  Pro- 
testaizt whim; yet Cardinal Bona has more than 
once not only confessed, but solidly proved it to 
have been the primitive practice.” But with the 
development of the ritual and liturgy of the Church, 
the musical side of the worship was more and more 
relegated to a trained choir composed of minor 
ecclesiastics, and the participation of the congre- 
gation reduced to occasional responses. However 
regrettable such a policy from many points of view, 
it had at  least this merit, that it gave the composers 
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of Church music a much freer hand. They were no 
longer restricted to what lay within the powers of the 
uneducated multitude, but were free CO indulge their 
musical fancy to the full, and to make use of all the 
known resources of the art, nay, to exercise their 
ingenuity in the evolution of new and more and more 
intricate devices, so that under the fostering care of 
the Church the art of music made some of its most 
striking advances. 

With the Reformation the interests of the congre- 
gation came to be recognised, and their participation 
in the musical side of the service securely established. 
So strong, indeed, was the reaction, that in certain 
of the Reformed Churches the whole emphasis was 
laid upon the congregational song, and anything of 
a more elaborate nature was rejected. Calvin would 
admit nothing but the Psalms of David sung in 
unison. On that view of Church praise the occu- 
pation of the choir was gone. But while this narrow 
conception of Church music had great vogue in 
most of the Reformed Churches, there were certain 
notable exceptions, namely, the Lutheran and the 
English Churches. Luther’s first proposal 1 had been 
to restrict the music of the Church to the congre- 
gational chorale. But he was a musician at heart. 
His favourite composer was Josquin des P&s, one 
of the great masters of the Netherland school. And 
he was keenly alive to the service that music might 

Ordnzmg des Gottesdienstes in ,der Gemeinde, 1523. 
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render, not only in its popular forms such as were 
utilised in the chorale tunes, but likewise in its 
higher developments. To him music was a mani- 
festation of God, and the right course seemed to be 
not to banish it from the Church, but rather to 
consecrate it to  the service of God. “ I am not of 
opinion,” he wroteJ1 ‘ I  that on account of the Gospel 
all the arts should be crushed out of existence, as 
some over-religious people pretend, but I would 
willingly see all the arts, especially music, in the 
service of Him who has given and created them.” 
He took special delight in niusic of4he contrapuntal 
type, and has given a most vivid description of this 
style of music, “ i n  which,” as he “ this is 
most singular and indeed astonishing, that one man 
sings a simple tune or tenor (as musicians call it), 
together with which three, four, or five voices also 
sing, which, as it were, play and skip delightedly 
round this simple tune or tenor, and wonderfully 
grace and adorn the said tune with manifold devices 
and sounds, performing as it were a heavenly dance, 
so that those who at all understand it and are moved 
by it must be greatly amazed, and believe that there 
is nothing more extraordinary in the world than such 
a song adorned with many voices.” It is not sur- 
prising that a man who cherished this high conception 

Preface to Wdtlier’s chorale parts, 1524. 
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of music as a manifestation of God should have 
reserved a place in the Liturgy for music oi a more 
elaborate character, and given the choir an estab- 
lished position in the performance of the service. 

In England also, but for different reasons, the 
choir remained undisturbed, and the elaborate 
music of the pre-Reformation Church was carried over 
into the Church of England. The change in the 
ecclesiastical situation caused by the Reformation 
was not nearly so violent in England as it was 
elsewhere. The tendency was to minimise rather 
than to accentuate the differences between the old 
and the new order. There was a strong party which 
favoured the opposite policy, and desired to nmke 
the breach with Rome complete and definitive. 
These Puritans, as this party was styled, had no 
sympathy with the elaborate music of the Church 
service, and raised a great outcry against organs 
and curious singing and the tossing of the Psalms 
" like Tennice Balles," as they described antiphonal 
singing. What would have been the fate of Church 
music in England at this time had they had their 
way, is shown by what happened afterwards during 
the Puritan regime, when the cathedral services 
were suppressed, the choirs disbanded, and the 
organs destroyed. But fortunately for the interests 
of music the Puritan extremists did not carry the 
day. The Church of England retained as niuch &S 
possible of the doctrine and practice of the pre- 
Reformation Church, and there was but little change 
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in the musical arrangements of the service. English 
texts were substituted for the Latin ones, care was 
taken to ensure generally that the words of the 
music should be intelligible to  the hearers, but 
otherwise things remained pretty much as they were. 
An injunction of Queen Elizabeth in 1559 runs as 
follows: “For  the encouragement, and the con- 
tinuance of the use of singing in the Church of 
England, it is injoined ; that is to say, that in divers 
collegiat, as well as some parish churches, heretofore 
there hath been livings appointed for the mainten- 
ance of men and children for singing in the church, 
by means whereof the laudable exercise of Musick 
hath been had in estimation, and preserved in know- 
ledge ; the Queen’s Majesty neither meaning in any 
wise the decay of any that might conveniently tend 
to  the use and continuance of the said science, 
neither to have the same so abused in any part of 
the church, that thereby the Common Prayer should 
be worse understood by the hearers, willeth and 
conimandeth, that, first, no alterations be made of 
such assignments of living as hcretofore hath been 
appointed to the use of singing or Musiclr in the 
church, but that the same so remain, and that there 
be a modest and distinct song, so used in all parts 
of the common prayers of the church, that the same 
may be plainly understood as if it were without 
singing ; and yet nevertheless, for the c.omforting of 
such as delight in Musick, it may be permitted, that 
in the beginning or in the end of common prayer, 
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either at morning or evening, there may be sung 
an hynin, or such like song, to the praise of Almighty 
God, in the best melody and musick that may be 
conveniently devised, having respect that the sen- 
tence of the hymn may be understood and perceived.” 
From this it appears that the endowed choirs hitherto 
in existence remained undisturbed. The choir of 
the Chapel Royal continued to function throughout 
all the vicissitudes of the Reformation period, al- 
though it is interesting to note that there was such 
difficulty at  times in getting recruits for it that the 
methods of the press-gang had to be put into opera- 
tion. 

The historical continuity of the choir and its 
music in the Lutheran Church and in the Church of 
England exercised a great influence upon the music 
in these two Churches. In course of time each 
developed a certain type of its own ; the Lutheran 
Church the Cantata, and the Church of England 
the Service and the Anthem. While the importance 
assigned to congregational singing and the sweeping 
aside of all music of a more elaborate character e 
caused the disappearance of the choir in the other 
Reformed Churches, that disappearance was only 
temporary. The precentor who led the singing came 
in course of time to have a choir to assist him. 
Wider ideas began to obtain as to the kind of music 
admissible into the Church. Hymns and chants and 
even anthems came to have a place in the service, 
and ‘with their introduction the choir became 8 
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necessity. But while these other Churches have 
restored the choir to  its place, they have not been 
able to unite the thread of historical continuity 
that was broken at the Reformation. They have 
their choirs like the Lutheran Church and the Church 
of England, but they have not the ethos, the his- 
torical tradition, of these Churches ; and there may 
be much that is musically admirable in the services of 
these Churches that they find it difficult, nay impos- 
sible, to appropriate, because they lack the tradition 
and the atmosphere that lend it significance. 

Let us turn now to consider what is the function 
of the choir in the worship of the Church, and how 
it may best discharge that function. There will be 
general agreement among all who recognise congre- 
gational song as the outstanding feature of the 
musical service, that the primary function of the 
choir is to encourage and support the singing of 
the congregation. The ideal congregational singing 
would, of course, be that the congregation as a whole 
should constitute the choir; but that is unattainable. 
It would mean that the whole congregation should 
be able to read music, that the various parts, soprano, 
alto, etc., should be equally balanced, and should 
each sit by itself. There is no likelihood of anything 
of the kind being attained, so there is no use dis- 
cussing it. I mention it now because of a suggestion 
of Mr. Cunven that for the improvement of congre- 
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gational singing a good plan would be to disperse 
the choir among the congregation. I do not believe 
that anything of the kind is feasible, or that, even if 
it were, it would lead to any perceptible improvement 
in the singing of the congregation. If we are to 
have the congregation singing in parts-and I shall 
discuss presently whether that is desirable-1 do 
not see that an alto who is timorously spelling out 
her part will receive much encouragement from a 
robust tenor froin the choir who happens to be 
sitting alongside of her. But apart from the 
feasibility of the plan, the fact remains that a choir 
thus dispersed all over the church would cease 
to be a choir. Its solidarity, which is its very 
essence, would be gone; and instead of a choir, 
it would now become a number of individual 
singers distributed at random throughout the 
congregation. It is no answer to the question how 
the choir may best foster congregational singing 
to  suggest that the choir should cease to function 
as a choir, and resolve itself into its constituent 
members. 

How shall the choir then, as a choir, best con- 
tribute to the improvement of congregational sing- 
ing ? First and foremost by setting clearly before 
itself this as the thing of first importance. Many 
choirmasters and choirs fail, 1 believe, simply 
because they never definitely' determine what is the 
end they have to keep in view. They honestly 
strive to make the singing of the choir as good as * 
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possible, but they do not pause to ask: Good in 
what sense ? Good for what purpose ? A thing is 
good or bad only as it fulfils its function; and the 
singing of the choir, when it is leading the congre- 
gational praise, is good or bad, not when taken by 
itself and judged by aesthetic standards, but when 
considered in relation to ths end it seeks to  advance 
and its success or failure in this respect. Now if 
that be so, it will mean that many choirmasters and 
choirs will require to reconsider their whole policy 
in the rendering of the music in which they have to 
lead the congregation. The standpoint from which 
judgment has to be passed must be altered. They 
have been too much inclined to ask: What is the 
best way of rendering this piece of music in itself ? 
Whereas the question they have to consider is :  
What is the rendering of the music best suited to 
secure the co-operation of the congregation ? Once 
that latter question is asked, then a great many of 
what had before appeared to be excellences must 
be cast aside. From the point of view of the choir 
alone the change niay seem to involve some loss. 
But the mistake is to  consider the rendering of the 
music from the point of view of the choir alone. 
At the practice the congregation should be present 
to the choirmaster in imagination. His whole 
rendering of the music should be determined by 
their interests. And the end to be kept in view 
is not the best performance of the music as a 
part-song by the choir, but the rendering that 
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shall best secure the co-operation of the congrega- 
tion. 

But what is the kind of singing that a choir should 
aim at in this spirit '? It must be of a character that 
seems at every point to offer an invitation to the 
congregation to join in. Its rate will be slower 
than it would be were the choir singing alone. 
There is always a tendency to drag on the part 
of the congregation. NOW the choir have to take 
that into account. Not, of course, that they are 
to make the pace of the laggards the standard to 
which they have to conform. That would result in 
a dragging style of singing which would be intoler- 
able. But at the same time they must not rush 
away from the congregation and leave them t o  
follow or not as they please. They have to try to  
establish a steady, rhythmical swing which shall 
invite the people to fall in with it. Steadiness, 
solidity, sonorousnw, rhythmic regularity--these 
are among the first things on which a choir should 
concentrate that desires to lead the congregation 
well. They have to strive at all points to encourage 
and support them. Anything calculated to inspire 
diffidence is to be deprecated. For this reason it 
is unwise to  aim at any nicety of expression. A 
sudden 9iano is apt to discourage the singer in 
the body of the church. He finds hiniself singing 
lustily when the choir has unexpectedly dropped to  
a $iano, and he resolves not to be caught again. 
Differences of light and shade, which the choir 
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would naturally aim at if singing alone, are best left 
aside when it is leading the congregation, and only 
broad and massive effects attempted. After all 
such a style of singing will be well suited to the 
character of the music, if it be niusic adapted for 
congregational singing, and not a piece of senti- 
mental sweetness such as  figures too largely in many 
of our hymn-books. 

But before procecding further to consider how 
the choir can best lead the congregation, it will be 
necessary to discuss first of all the question of what 
the nature of the congregational singing is to  be, 
whether in unison or in harmony. In the Report 
of the Archbishops’ Committee qf the Church of 
England on Music in Worship (1922),l it is stated 
that “ it is the unanimous judgment of the Coiiimittee 
that, with a view to improving all congregational 
music, the first need of the moment is a fearless 
revival and vigorous use of natural unison singing.” 
This is a view to which the musical authorities of 
the present day are more and more inclining. It 
strikes me as common sense, for it is based on a 
frank recognition of the facts of the case. The bulk 
of the congregation have not the requisite musical 
knowledge to sing in parts-that is the one fact 
which in itself, one would say, should decide the 
matter. Whether we approve of it or not, there 
will always be a large proportion of the congregzt’ ion 

1 P. 13. 
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which must either sing the melody or keep silent. 
Then even if the congregation had the requisite 
musical knowledge, what about the balance of the 
parts and the distribution of these parts all over the 
church? There is no use shutting one’s eyes to  
these difficulties. If we are not going to adopt 
unison singing, then what we do really get is not 
anything like well-balanced part singing by the 
congregation as a whole, but half-hearted unison 
singing by a large proportion of the Congregation, 
silence from a considerable section who might par- 
ticipate were hearty unison singing the established 
practice, and more or less tentative part singing 
from isolated altos, tenors, and basses scattered 
throughout the church. Even when they have the 
courage to strike in boldly, their voices do not blend 
with the others as they would in a well-balanced 
choir, but seem to stand out as individual efforts to 
“ sing a part.” That is the condition of things at 
present. No one will say that it is satisfactory from 
a musical point of view. The movement in favour 
of unison singing has the merit, at any rate, of 
recognising its unsatisfactoriness and trying to  im- 
prove it. Some may challenge the word inzpove, 
and say that unison singing even if secured would 
be a retrograde step. But here again we riiust face 
the situation and aim at what is practicable. It is 
not maintained that unison singing is in itself better 
than part singing, but only that unison singing is 
better than such part singing as is possible of attain- 
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ment in the actual conditions. It has the merit 
that all can take part in it, whether they can read 
music or not. It would result in a much larger and 
heartier body of sound than is at present secured, 
and would offer a perpetual invitation to the wor- 
shipper in the body-of the church to  join in, It 
would lead to the adoption of a kind of music more 
fitted for congregational use than much of the " part 
song " type of hymn-tune which has had such 
vogue, for it is no bad rough and ready test of the 
worth of a hymn-tune whether it lends itself to 
unison singing or not. It would further entail the 
lowering of the pitch of most of our tunes, which 
would be much appreciated by the men in our 
congregations who are unable to sing the bass part 
and find that the melody is too high for them. 
Perhaps some who have been used to singing the 
harmony parts might feel it a deprivation to have 
to forgo their part singing. But I believe that such 
a feeling would soon disappear under the new 
conditions. In the heartiness and sonorousness of 
the unison singing of the melody all around them, 
calling upon them t o  add their voice to  the common 
song, they would, I believe, lose the desire to strike 
in with any other part. 

One objection frequently urged against unison 
singing is that it would prove monotonous. There 
is force in that objection, and steps should be taken 
to relieve the monotony as nmch as possible. Much 
ca,n be done in this way by directing to the phrasing 
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and intelligent interpretation of the unison song 
the attention that has hitherto been expended on 
part singing and dynamic expression. ‘‘ It is still 
true,” says the Archbishops’ Report,l “ that there are 
delicacies of rhythm, phrasing, and interpretation 
which are fairly easily attainable in unison singing, 
but very rarely can be reached in part singing.” 
Here is an opportunity for both choir and congre- 
gation. The effort to introduce some niceties of 
phrasing, to  vary the steady rhythm of the metre 
by making the accent acconlrnodate itself to the sense, 
will tend at once greatly to relieve the monotony of 
the unison song to the singers and to enhance the 
general effect of the performance. It is a kind of 
expression which is easily attainable, and inore 
effective in unison than in part singing. 

There are other ways in which monotony may be 
relieved. While the voices are singing in unison 
the organ may change the harmony from verse to  
verse, and in several other ways lend variety to the 
rendering. Then where a hymn has a refrain, 
variety may be introduced by getting the choir to 
sing some parts of the hymn by themselves, while 
the congregation strikes in with the refrain. Then 
while for some verses the choir sing in unison with 
the.congregation, they may froni time to time fill 
in the harmony. Sometimes the harmony may be 
of the simple kind provided in our hymnals, but at  
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other tinies it may be of a more elaborate character, 
as in the Bach hamionisations of the chorales. 
Then still another method whereby the choir may 
be utilised to secure variety is the employment of 
what are known as Descant and Faux-Bourdon. 
There is some indefiniteness in the use of these 
ternis, but according to Dr. Alan Gray 1 " the dis- 
tinction between the two methods may be taken to 
be that in Descant a certain nurnber of treble voices 
have an independent part, while the other voices 
sing the tune ; in Faux-Bourdon the tune is placed 
in the tenor, while the other voices of the Choir sing 
round it in parts." This is a return to the method 
in which the Psalm-tunes were originally rendered, 
when the melody was given to the tenor, and the 
treble part consequently supplied a descant to it. 
Books may be procured giving descants and faux- 
bourdons for some of the best-known hymn-tunes, 
and one is glad to see that some of the recent 
hymnals have included a few such settings. It would 
take a little time for the congregation to get used 
to them, for it conies rather as a shock to  find the 
sopranos, upon whom they have been relying to  lead 
them in the singing of the air, soaring away into 
a quite different tune. And care must be taken 
that they are not allowed to overshadow the principal 
melody. But if they be kept duly subdued, and the 
principal melody be given out with no uncertain 

' A  Book of Descants, Prefqce. 
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sound while the descant or faux-bourdon hovers 
round it as a kind of barely perceptible aura, the 
effect is very fine ; and such a rendering would add 
greatly to the variety and interest of the congre- 
gational praise. 

In the chanting of the Psalms the services of the 
choir are even more largely called into requisition 
than in the singing of hymns and metrical Psalms. 
For here the congregation stand much more in need 
of guidance and support. Indeed it is questionable 
whether chanting can ever become congregational 
in the same way a s  hymn singing. Even when the 
congregation have pointed Psalters in their hands, 
their participation is at best hesitating and sporadic. 
The difficulty presented by chanting as compared 
with hymn singing leads some authorities to dis- 
countenance the participation of the congregation 
altogether. Dr. Jebb, for instance, contends that 
we must choose definitively between the choral ser- 
vice and the congregational. “ If the choral service 
is adopted,” he says,l “let it be really such. If 
the congregational, then let metrical Psalms and 
hymns alone be sung (which admit more properly 
of the sustained and indiscriminate chorus, though 
even this is a question) but let Chants be laid aside, 
and the Psalnis be simply recited.” But it seems 
a pity to deprive the congregation of all participa- 

The Choral Service of the United Church of England and 
Irelam,d, p. 300. 
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tion in this important department of the praise. 
The reference in Dr. Jebb’s words to recitation by 
the congregation points to a method of performance 
which has not been taken advantage of as it might. 
If the congregation have difficulty in chanting, why 
should not the Psalms be recited as I have suggested 
in a previous lecture ? After all, chanting is only 
a kind of reciting to a musical note. And it would 
be the best exercise a congregation could have for 
acquiring facility in chanting, if they were first 
to become proficient in the simultaneous recitation 
of the Psalms and Canticles. That is a stage that 
the choir itself has to go through in learning to 
chant. When the congregation has acquired pro- 
ficiency in reciting the Psalms, the step to  chanting 
might easily be taken. 

The part played by the choir in the chanting is 
an important one because of the responsibility that 
devolves upon it. They have to appear much more 
in the foreground than in the singing of the hymns. 
If, as I think should be the case, it is desired to secure 
so far as possible the participation of the congre- 
gation, then the same consideration for its interests 
must be displayed as in the other departments of 
congregational praise. Care must be taken that the 
pace is not too quick. Far too often the recitation 
in the chant is but a gabble where it is impossible 
to distinguish one word from another. Clear and 
distinct enunciation, due recognition of the varying 
rhythm of the prose, intelligent interpretation of 
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the text-these are the features to be aimed at. 
The whole effort of the choir should be concentrated 
on making the meaning of the words as clear as 
possible, The music is entirely subsidiary, and it 
is the recognition of this that is one of the great 
excellences of the Gregorian chant. Where the 
Anglican chant is selected, endeavour should be 
made to overcome as much as possible the cast-iron 
rigidity of its musical scheme, and to make its time 
values as elastic and pliable as possible. If Gregorian 
chant be selected, then of course the choir will sing 
in unison. In the Anglican chant likewise there is 
much to be said in favour of unison singing. What- 
ever the reason, there seems little doubt that in 
unison singing we can secure a clearness of phrasing 
and interpretation beyond that usually attained in 
part singing ; and as these are precisely the features 
that are of the highest importance in chanting, it 
seems only reasonable that unison singing should 
be adopted. The interest of the performance of the 
Psalms is greatly enhanced where some antiphonal 
manner of performance is adopted. In  the Church 
of England the two divisions of the choir which 
alternate in the performance of the verses of the 
Psalms are called Decani and Cantoris, from the 
two dignitaries, the Dean and the Precentor whose 
stalls are placed at opposite sides. The usual 
method of antiphonal perfonnance is by the verse, 
not by the half verse, which would be more in ac- 
cordance with the spirit of the text, 

! 
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Hitherto I have spoken of the part played by the 

choir in leading the congregational praise. In  cases 
where its numbers are small and its musical abilities 
slender, that wil l  probably exhaust its functions. 
But where it is competent to make an independent 
contribution to the music of the service, it may 
serve to elevate the feelings and quicken the devotion 
of the worshippers to have some music introduced, 
the performance of which is entrusted to  the choir 
alone. It should be quite clear ,to choir and wor- 
shippers that this part of the musical service is 
something entirely distinct from the rest: t o  the 
choir-that they may realise that their style of 
singing is to be entirely different from what it is 
when they are lsading the praise of the congrega- 
tion ; and to the congregation--that they may 
understand that they are riot expected to take any 
active part in the performance, but are merely to  
listen and submit themselves to the influence of the 
music. 

There are certain recognised foms which music 
of a more elaborate character thus entrusted to the 
choir has assumed, of one or two of which I proceed 
to  speak. Keeping to the limits I have already pre- 
scribed for these lectures, I shall not deal with the 
niusic of the Mass, but shall confine myself to  the 
Protestmt Church. Mendelssohn maintained that 
real Church music, i.e., music forming an integral 
part of the service, was impossible in Protestantism, 
and was half inclined to  write a mass himself which, 
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as he said,l “ whatever it might turn out, would at 
all events be the only mass written with a constant 
remembrance of its sacred purpose.” . But one need 
not accept such a low estimate either of the possi- 
bilities of Church music in Protestantism, or of 
its achievements under Roman Catholicism. It is 
quite true that it has not so important a place in 
the Protestant Church as  it had before. But one 
has only to think of the Church Cantatas and 
Passions of the Lutheran Church and of the services 
and anthems of the Anglican, to realise that where 
the Puritan antipathy to music did not gain the 
upper hand, the Protestant Church could still utilise 
the service of music to a very considerable extent, 
and call into being works which are among the 
highest products of the art. 

As these lectures are only in a minor degree his- 
torical, I do not propose t o  dwell at length upon the 
Church cantata which was one of the most char- 
acteristic products of Lutheranism. Still it may 
prove of interest to touch upon this interesting 
development, and explain how it came about that 
this novel musical form found a place in the Lutheran 
service. Strange as it may appear, Luther did not 
abolish the Mass altogether. Now the text oE the 
Mass falls into two groups of chants which were dis- 
tinguished as the Proprimz and the Ordinarium. The 
former were so called because they had texts which 

,I 
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varied from time to time to suit the occasion, texts 
pro$er to  the season, whereas the texts of the 
Ordinariuwz never varied. To this latter group 
belonged the Kyr ie ,  Gloria, Credo, Saw% and 
Agrtus Dei. These were retained in their entirety 
in the full choral service of the Lutheran Church. 
When the musical resources of the Church were 
limited, suitable hymns were substituted, e.g., 
" Al le in  Gott in der H% sei Ehr " for the Gloria, 
" Wir glauben all a@ einen Gott" for the Credo. 
13ut where there was a capable choir, the original 
texts of the Mass were retained, and the first Pro- 
testant composers turned their hand to  the composi- 
tion of music for the Mass just like their Catholic 
predecessors. But with regard to  the Proper of the 
Mass the situation was different. Certain portions of 
these were discarded, notably the specifically Catholic 
Ofertoriztm, for which Luther substituted the serinon. 
In course of time it became the custom to introduce 
in the Gradual, another of the proper portions of 
the Mass, which came in between the Epistle and 
the Gospel, the verses of a German hymn proper to 
the season, and between the Gospel and the Credo 
on the one hand and between the CTedo and the 
sernion on the other, hymns allotted to the choir, 
based upon the Gospel for the day. Here was a 
fresh opening for the composer which was gladly 
taken advantage of. The rendering being in the 
hands of the choir, this gave scope for elaboration 
of the music. The changing character of the text 
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offered a more attractive field for expression of the 
feelings than the stereotyped texts of the Ordinary 
of the Mass; and in course of time the Protestant 
musicians turned away from the weary iteration of 
the Ordinary to the composition of inusic for these 
sermon niotets. This is the explanation from the 
liturgical side of the introduction of the motet, based 
upon the Gospel for the day, at this point in the 
service; and it is from this motet that the Church 
cantata gradually developed. 

It remains to speak of the influences under which 
the music and the text assumed the forni they did 
in the Bach Church cantatas. As regards the music, 
it is evident that a vast development has taken place. 
The old strict ecclesiastical style has given place to  
a much freer and inore varied type of composition. 
In place of the unaccompanied chorus, we have now 
an alternation of chorus, solo aria, and recitative, 
with orchestral accompaniment. This was due to 
the influence of Italian opera, The pioneer of the 
new type of composition in Gemany was Heinrich 
Schutz, who had been sent by his patron, the Land- 
grat-e Moritz of Hesse-Cassel, to study in Italy, and 
had there not only acquired great proficiency in the 
freer polyphony which his master Giovanni Gabrieli 
favoured, but also imbibed much of the spirit 
which Monteverde had breathed into Italian opera. 
The aim which Monteverde set: before himself iii 
opera was to make the music the vehicle for the 
dramatic expression of feeling. ' He broke through 

I 
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the restraints which the musical precisians had 
enforced, and boldly perpetrated what to his 
contemporaries appeared the grossest hannonical 
monstrosities. By the freer treatment of discords 
which be championed, he was able to lend a passion 
and poignancy to music which it: had never known 
before. These were the influences to which Schiitz 
was subject during hisstay in Italy; and when he 
returned to Germany he brought with him, as equip- 
ment for the work to which he addressed hiniself, 
a freer polyphonic method and a livelier conception 
of the dramatic possibilities of music. These bore 
fruit in the Church niusic of the day, and gradually 
a new type o€ Church music came into being. It 
discarded the severity and aloofness of the old 
ecclesiastical style, the very purity of which was felt 
to be a defect. Protestantism demanded something 
warmer and more personal. It asserted the right 
of feeling to a place in religion. And this demand 
is attempted to be met in the new style of music. 
Music is now made more and inore the vehicle of 
feeling. The orchestral accompaniment, the im- 
passioned recitative, the vocal solo-these all lend 
a new warmth and life to Protestant Church music. 

The question of the text to which the niusic of 
the sermon motet was to be composed was one of 
considerable difficulty. Schutz did not confine him- 
self to texts bearing on the Gospel of the day, but 
drew boldly upon the whole Bible, arranging the 
passages he selected so far as possible in dramatic 

I3 
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form. And his practice seenis to have had a con- 
siderable following. At  a later date, just when 
Bach was approaching manhood, a Lutheran minis- 
ter, Erdnian Neuineister, issued a volume of Kir- 
chennndachten, a series of poems designed to cover 
the whole year. He had composed them, he says, 
so as to incorporate the subjects treated in his 
sermons in a compact and connected forin. They 
were accepted as the type of text most suitable for 
the cantata. Neuineister freely confessed that he 
had modelled his Church cantatas upon the opera, 
for to him a cantata was “ nothing else than a portion 
of an opera, composed of stylo recitatiuo and aria 
together.” The first cycle of cantatas was so popular 
that Neumeister was encouraged to produce four 
other series. In the first he confined himself to 
aria and recitative, without any Bible text, chorale 
verse, or chorus. But in the subsequent series hynins 
and Bible passages are introduced, and a place is 
given to  the chorus. This type of cantata text 
encountered a considerable amount of opposition. 
Its frank recognition that the cantata was virtually 
a kind of sacred opera caused much offence. As 
Neumeister himself admitted, to  many Church 
music and opera were as irreconcilable opposites as 
Christ and Belial, light and darkness. But in spite 
of all opposition the new type of cantata laid hold 
of the popular taste, and for a time held the field as 
the most serviceable kind of cantata text. 

The outstanding name in connexion with Gernian 
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Church cantatas is John Sebastian Bach. He is 
known to  have composed close on 300 of which 198 
have been preserved. To the musical public generally 
they are almost a terra incognitn, to be rtxkoned among 
the $arwga of Bach which all but the specialist can 
afford to neglect. But that is a very false estimate. 
They represent work upon which Bach must have 
been engaged almost continuously for some years of 
his life, work into which he poured forth his very 
soul and in which, in consequence, we seem to come 
into closer touch with him than in almost any other 
of his compositions with the exception, perhaps, 
of his Organ Chorale Preludes. When we consider 
the conditions under which they were written and 
performed? the marvel is to find the high standard 
consistently maintained. He had no thought of 
writing for a wider public; he made no effort to 
secure the dissemination of his cantatas. They 
were composed, as part of his official routine, to  be 
performed on this or that Sunday or Feast Day by 
a small choir and orchestra with but little time for 
rehearsal ; yet he puts into them such sound, honest 
work, he does what his hand finds to do so thoroughly 
with his might, that these, the ordinary output of 
the day’s work are things “not  of an age, but for 
all time.” He was handicapped by the texts to 
which his music was composed. They were stilted 
and artificial, but in spite of their inferiority, he 
can inake them the vehicle for some of his pro- 
foundest tliouglits. The secret of the extraordinarily 
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high level of excellence maintained throughout the 
cantatas is to be found in the sincerely religious nature 
of the man. His religion was of a practical character, 
and taught him to  do whatever he did to the glory 
of God. The S.D.G. (Soli Deo Gloria) and the J.J. 
(1es.u Juva) , which are plentifully sprinkled over 
the scores of his works, are no einpty formula, but 
indicate the spirit in which he addressed himself to 
his work, feeling that by his art he is truly glorifying 
God, A devout believer, he welcomes the seasons 
and festivals of the Church Year as making appeal 
to the deepest instincts of his being. Small wonder 
that there was nothing perfunctory in the music 
with which he greeted them, or that he should have 
converted work which, t o  a less spiritually minded 
man, might have seemed a piece of official drudgery, 
into a labour of love upon which he lavished all the 
resources of his art in order that he might lay the 
most costly sacrifice upon the divine altar. It is 
a case of deep calling to  deep, the response of a 
deeply religious nature to the appeal of the sublime 
mysteries of religion. " His Christmas music," says 
Dr. Whittaker,l " is a paan of ecstasy ; his Holy 
Week music moves in deep and personal anguish ; 
his Easter music is triumphant and exulting ; his 
Whitsun music glows with fire. But in all his 
ekpressions of these thousand-and-one emotions 

Fugitive Nodes on some Canttctas and the Motels of 
J ,  S. Bach, p. 30. 
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there was no narrow-mindedness, no insularity 
begotten of creed. However far we may have 
travelled from the faith of Bach, however few of his 
theological views we can endorse, there is in him 
such a splendid humanity, such an intense sympathy 
with his fellow-men, there is such a personal revela- 
tion o€ self in his writings, and they are clothed in 
such noble forms of the purest type of beauty, that 
they touch our heartstrings with the utmost intimacy, 
they give us continual mental refreshment and 
glimpses into the infinite.’’ 

A good many of Bach’s cantatas are composed to 
the Neunieister type of text. But in his later life 
he seems to have been attracted to  a different type, 
based more closely on the chorale. The words, and 
in the case of his later cantatas the melody also of 
the chorale, are taken as the material to be worked 
up in the cantata. Various methods of treatment 
are adopted. The first chorus is generally based 
upon the chorale tune, the chorus singing it line by 
line with instrumental interludes between the lines, 
or weaving an ingenious counterpoint composed of 
fragments of the melody round the chorale tune, 
which is given out by one of the vocal parts or by 
the instruments. The last chorus is likewise gener- 
ally a verse of the chorale, but this time treated in 
quite a different fashion, being sung through in 
simple four-part harniony, the instruments doubling 
the various parts. The middle section is made up 
of rccitdtive and solos, the text being a paraphrase 
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of some of the intervening verses of the chorale in 
a form more suited for treatment as a solo, the music 
being sometimes based upon the chorale tune, some- 
times a free composition. This chorale type of cantata 
is, as I have said, the kind to which Bach mainly 
devoted himself in his later days. It is but another 
proof of the strong hold that the chorale laid upon 
him. His heart seems to leap up in response to its 
appeal, and his touch is never surer or his pathos 
more tender than when he draws inspiration from 
the sacred melodies so dear to his heart. 

I turn now to speak of the more elaborate music 
assigned to the choir in the Church of England, the 
other Protestant Church which, as we have seen, 
preserved the thread of musical continuity, in re- 
spect both of choir and musical service, at the Refor- 
mation. It is specially of the Church Service and 
anthem that I wish t o  speak, but before we turn to 
them it niay be of interest to preface a few words 
on the Cathedral or Choral Service of the Church of 
England generally. As we have seen, the tendency 
on the part of the authorities in England at the time 
of the Reformation was to minimise rather than to 
emphasise the difference between the Rorrsan Catholic 
and the Protestant Church. As few changes were 
made in the service as possible, and such disputes 
and altercations as arose with regard to the music 
were not between Protestant and Catholic, but 
between ritualist and Puritan on the Protestant 
side. The service which the Church of England tool: 
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over from the Catholic Church was essentially a 
musical service, and for its adequate performance it 
requires on the part of those to  whom it is entrusted 
a considerable amount of musical skill. Strictly 
speaking the choir includes the whole body of the 
clergy, who are supposed to take part in the Ecclesi- 
astical Chant, and the part of the Church which they 
occupy along with the inferior members is called the 
choir. 'The full musical service is known as the 
Cathedral or Choral Service. There are two other 
types of service in use, the Parochial Service, where 
all parts of the Liturgy ars recited in syealting voice, 
and another type, which might be called the Mixed 
Mode, which introduces as much music from the 
Choral Service as is compatible with the resources 
of the choir. The main features of the Choral 
Service are thus set forth by Dr. Jebb:-l 

I' I. The Chanting by the Minister of the sentences, 
exhortations, prayers, and Collects throughout the 
Liturgy, in a nionotone, slightly varied by occasional 
modulations. 

' I  2. The alternate Chant of the Versicles and 
Responses by the Minister and Choir. 

I' 3. The alternate Chant, by the two divisions of 
the Choir, of the daily Psalms, and of such as occur 
in the various offices of the Church. 

" 4. The singing of all the Canticles and Hymns, 
in the Morning and Evening service, either to an 

1 LOG. cit., p. 156. 



200 MUSIC IN CHURCH WORSHIP 

alternated Chant, or to a more intricate style 'of 
Song, resenlbling Anthenis in their construction, 
and which are technically styled Services.' 

" 5.  The singing of the Anthem after the third 
Collect both in Morning and Evening Prayer. 

" 6 .  The alternate Chanting of the Iitany, by 
the Minister and Choir. 

I '  7. The singing of the Responses after the Com- 
mandments in the Coniniunion office. 

(' 8. The singing of the Nicene Creed, the Sanctus, 
and Gloria in Excelsis in the Communion Service 
,4nthem-uvise. 

" 9. The Chanting or singing of those parts in the 
occasional offices, which are rubrically permitted to 
be sung." 

Evidently the outstaiiding feature of this service 
is the Chant (using the word in the widest sense, as 
embracing the priestly monotone), which indeed 
forms the basis of the whole performance. It is 
not reserved only for the Psalnis and Canticles, but 
is used throughout the whole service with the ex- 
ception of the Lessons. M7e have seen that when 
used in the Psalms it was antiphonal in character. 
So it is likewise in the prayers, the alternation being 
between the minister or priest, on the one side, and 
the choir, as representing the people, on the other. 

The Plain Chant of the Roman Catholic Church 
was carried over into the Church of England, and 
adapted to  English words. Cranmer published an 
edition of the Litany in English in 1544, " for evew 
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syllable a note, so that it may be sung distinctly 
and devoutly ; ” and in 1550 appeared John Mer- 
beclte’s musical setting of the Prayer Book. Mer- 
beckc was the organist of St. George’s Chapel, 
Windsor. He was arrested for heresy towards the 
end of Henry VIIL’s reign, and condemned to  the 
stake, but managed t o  obtain a pardon. His 
‘( Boolte of Common praier noted ” was an adapta- 
tion of old Gregorian Chant to the first liturgy of 
Edward VI. on the principle advocated by Cranmer 
of a note for every syllable. Merbeclte’s setting 
justly enjoyed great popularity, and has held its 
place to  the present day. It was in unison through- 
out. In due course the demand arose for a harnion- 
ised musical service, and among the earliest to appear 
was Tallis’s in the Dorian mode. Further develop- 
ments were the gradual evolution of the harmonised 
Anglican chant from the unison Gregorian with its 
free rhythm, and the elaboration of certain parts of 
the niusical service from the simple chant form which 
they had originally assumed into the anthem-like 
setting technically ltnown as Service. The Service 
of the Church of England embraces the following 
numbers, though some are sometimes omitted : The 
(‘ Venite ” (Ps. scv.), (‘ T e  Deum,” (‘ Benedicite ” (The 
Song of the Three Children, taken from the Greek 
continuation of Dan. iii,), ( (  Benedictus ” (Song of 
Zacharias), “Jubilute ’’ (Ps. c.) ,  I‘ Kyrie eleison,” 
(‘ Nicene Creed,” ( I  Sanctw,” (( Gloriu irb excelsis,” 

Magni$cat ’’ (Song of Mary), ‘‘ Cnntnte Do-mi.rzo I ’  
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(Ps. xcviii.), ‘‘ Nunc dimittis ’I  (Song of Simeon), 
and the ‘‘ Daus vtiseraatur I ’  (Ps. lxvii.). In ‘these 
Services and in the anthem, of which I shall speak 
presently, scope was given to the musical powers 
of the composer. They have inspired some of the 
highest flights of musical genius ; they have also, 
I fear, provoked some of the sorriest hackworlr that 
was ever perpetrated. There are many names, 
particularly among the musicians of the Tudor 
period, of whose work we have every reason to be 
proud. Even at the time when Palestrina in Italy 
raised Church iiiusic to its highest pitch, there were 
men in England who were not unworthy to be placed 
alongside of him. “This has been the common 
error, as I humbly conceive,” says Archbishop Ldud, 
“ of the English nation, to entertain and value 
strangers in all professions of learning beyond their 
desert, and to  the contempt or passing by, at the 
least, of men of equal worth of their own nation.” 
When we think of such men as Tye, Whyte, Tallis, 
Byrd, Farrant, Gibbons, and of a later date, Purcell, 
we have no need to be ashamed of the place English 
music has won for itself in the pAst. 

The anthem is another characteristic feature of 
the musical service of the Church. of England. It 
made its appearance in the sixteenth century, and 
according to Dr. Waller,l “is a fusion of three 
different streams-the harmonised antiphon (frorn, 

I ‘  History of Mmic in  England, p. 37. 
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which its name is derived), the harmonised ‘se- 
quence,’ and the elaborate psalm-settings, half-way 
between chants and anthems, which we find in the 
works of Byrd and Gibbons and other post-Refor- 
mation coniposers.” It differs from the Service 
which we have just been considering in that the 
text is not fixed, the rubric merely running : “ In 
Quires and Places where they sing, here followeth 
the Anthem.’’ As a general rule the words are 
taken from Scripture or the Liturgy ; occasionally, 
however, they are in metrical form. As we saw 
that liturgically the German Church Cantata corre- 

. sponded to the Proper of the n/Iass, so we may regard 
the Anglican Service with its fixed text as the 
counterpart of the Ordinary, and the anthem with- 
out any prescribed text as that of the Proper of the 
Mass ; for while the text of the anthem is left free, 
it is only right that due care should be exercised to  
choose soiiiething appropriate to the season of the 
ecclesiastical year, or to some portion of the service 
of the day. Musically anthems are distinguished 
as Full and Verse anthems, the former employing 
the whole body of singers throughout, the latter 
containing portions which are assigned to solo 
voices either in combination or alone, in which case 
they are sonwtiines called Solo Anthenis.1 

1 “ Nothing can dissuade me from the notion, that many 
of the Psalms of David were, a t  least during the life of their 
inspired composer, often sung after the manner of our 
Verse Anthems ; that there was the alternation of solo, 
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The Service and the anthem supply the forms 
within which vocal Church music in England has 
had to  realise itself. They have reflected the chang- 
ing features and tendencies of musical taste. During 
the period immediately succeeding the Reformation 
the polyphonic style was in the ascendant, and this 
was the form in which the first anthems and Services 
were composed. It was a style of music that had 
its origin within the Church, and there can be no 
doubt as to its essentially ecclesiastical character. 
There is a solemn dignity about the music of this 
period which, if it sometinies borders on austerity, 
has always a purity and grave charm about it which 
cannot fail t o  make appeal to those who cherish high 
ideals of the offering which the art of niusic lays 
upon the divine altar. As I have said, it was like- 
wise a time at which England could boast of musicians 
worthy to be placed alongside of even the highest 
of their continental contemporaries. The anthems 
and Services which have been handed down from 
them are works of the first rank; and the Church 
of England was fortunate in possessing from the 
beginning musicians who set a high standard for 
the musical service, and iiiaugurated a tradition 
which was to exercise an elevating influence upon 
succeeding generations. The outstanding names of 

verse, and chorus ; the internal structure of the Psalms 
themselves, and the names of the instruments employed. 
for their accompaniment, suggesting this idea ” (Jebb, 
loc. cit., p. 378). 
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the polyphonic period are those I have already 
named, down to Orlando Gibbons, with whom this 
period may be said to have come to an end. For 
the most part the anthems of this period are of 
the Full variety, though there are a few instances 
of Verse. As there is no independent instrumental 
acconipaniment we are inclined to suppose that they 
would be performed unaccompanied, as they are 
usually rendered nowadays. But it was the custom 
in these times to  support the voices by viols doubling 
the vocal part. “ Apt for viols and voices ” is a 
legend frequently met with on the title-pages of 
music of this period, and according t o  Dr. Waller,l 
“ there seems, indeed, no doubt that the ‘ full ’ 
anthems and services which are now sung unac- 
companied were f ornierly supported all through by 
viols in unison and also by the organ, at  any rate 
so far as the top and bottom parts and the chief 
‘ leads ’ of the others were concerned.” 

The next important era in the development of 
Church music in England is the period of the Res- 
toration. During the Conimonwealth the Cathedral 
services were suppressed, the choirs were disbanded, 
and in some cases the organs were burned. With 
the Restoration came the reaction, but the line of 
continuity had been to  a certain extent broken. 
During the Puritan interregnuni music, driven from 
the Church, had been diverted into secular channels, 

1 LOG. cit., p. 64. 
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and when the door was again opened for its admission, 
it found that it could no longer resunie at the point 
at which it had left off. A change had come over 
the musical taste of the time. The gravity of the 
earlier music no longer appealed. The influence of 
the Court likewise contributed to the development 
of a different style in Church music. Charles II., 
that ‘( brisk and airy Prince,” had acquired a liking 
for the new French music during his residence 
abroad. He sent the most promising of the 
musicians of the Chapel Royal, Pelham Humphrey, 
to study in Paris under Lully, with the object of 
introducing into the music of the Church something 
of the more expressive and declaniatory style of 
the new French school. ‘The result was that a new 
type of Church music came into vogue. The Full 
Anthem gave place to the Verse, with occasional 
solos. The new resources in :he way of declamatorv 
expression opened up by the introduction of the solo 
were exploited to the full. In speaking of Verse 
Anthems Dr. Jebb declares that “ it was from the 
progress of taste, which is a phnt of slow growth, 
not from the encroachments of a secular spirit, 
that the graces unknown to the more ancient music 
of Europe, were adopted into the Church.” When 
we recall how niiich the influence of “ the  inerry 
monarch ” had to do with the adoption of the new 
style, we may question Dr. Jebb’s protests in regard 

L O G .  cit., p. 378. 
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to the encroachnients of a secular spirit. In defer- 
ence to the likings of the King, violins were now’ 
for the first time introduced into the Church. The 
anthem was broken up into various sections, with 
elaborate ritornelli for the instruments between, 
“better suiting a tavern, or playhouse, than a 
Church,” wrote Evelyn when he first heard them. 
This, then, was the new style of Church music that 
came into being at the Restoration. That there 
was some loss, as compared with the former style, 
is evident. The severe dignity and restraint of the 
polyphonic school were to a great extent lost. Lost 
also was the coherence, the sense of organic unity 
which characterised the older style of anthem. The 
antheni had now become a collection of separate 
chorus and solo numbers connected by instrumental 
interludes often of considerable length and of doubt- 
ful relevancy. But while there is loss in this respect, 
there is gain in the warmer colour and the richer 
opportunity for expression afforded by the less 
severe character of the music and the new resources 
opened up by the use of the solo. And there were 
not wanting musicians of the highest endowments 
to take fu!l advantage of the opportunity thus 
presented. Pelhani Huniphrey, Blow, Henry Purcell, 
and somewhat later Croft and Jeremiah Clarke are 
among the outstanding names, the greatest, of course, 
being Heniy Purcell who holds perhaps the foremost 
place among English musicians. His anthems exhibit 
t h k  characteristics of the period to which I have 
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referred, want of coherence, elaborate instrumental 
interludes, occasional secularity of tone. But in 
spite of such declension from the stricter ecclesiastical 
style, there is a purity and a strength manifest 
throughout, occasionally such massive power in the 
choral writing and such declamatory fire in the solos, 
as entitle his compositions to be ranked among the 
highest productions of our English Church music. 

Of the further history of the anthem it is un- 
necessary to speak. Its later development, if one 
can indeed speak of development where there has 
been no striking out in any new direction through 
change of form, has been along the lines laid down 
by the composers of the Restoration era. Some of 
the excrescences and blemishes of the form of that 
period have been modified or corrected. The or- 
chestra, which had been introduced in deference to  
Court influence, was soon abandoned save in the case 

I of festival compositions. With it disappeared the 
long instrumental vdomzeZZi which had contributed 
so much to  lack of coherence. The florid declama- 
tory passages assigned to the solo voices likewise 
disappeared. The exuberance of feeling, which 
revelled in the wealth of opportunity opened up 
by the introduction of the solo, gradually became 
more chastened. The influence of foreign composers 
such as Handel, and at a later date Mendelssohn, 
Spohr, and Gounod, is distinctly traceable in mucli 
of the Church music emanating from contemporaries. 
There are many names worthy of note among later 
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composers who have enriched the Church with good, 
solid music worthily carrying on the traditions of 
the past. There are countless others who have 
flooded our Church libraries with anthems and 
Services, regarding which we may say as Hawkins 
said of King’s works : ‘‘ No one cares to censure or 
commend them, and they leave the mind just as 
they found it.” But taking the music of the Church 
of England as a whole we may say, even in the face 
of the vast mass of mediocrity which has accumulated 
in its later history, that it presents a rich storehouse 
upon which to draw for the enhancement of divine 
worship, and that in its noblest flights it rises at 
times to the highest pitch of musical achievement. 

While the Church Service and the anthem are 
products of the Cathedral Service 0% the Church of 
England, they have to  a certain extent been received 
into the worship of other Churches. Not of course 
the Church Service in its fulness, which is proper 
only to the liturgy of the Church oE England; but 
certain of the Canticles which are not peculiar to it, 
and which are gladly incorporated by other Churches 
into their service, and likewise the anthem which 
provides an opportunity for the choir to mal- &e an 
independent contribution to the rnusical side of the 
worship. With regard to the Canticles there is a 
feeling on the part of some Church authorities that 
it is undesirable to deprive the congregation of 
participation in them by adopting the anthem set- 
ting of the Service. Where this feeling exists, the 

14 



210 MUSIC IN CHURCH WORSHIP 

Canticles will be rendered in chant form. This is 
the manner in which they were originally sung. 
Where Gregorian chant is practised, the ancient 
melody for the “ Te Deztm,” known as the Ambrosian 

Te Deum,” may be selected. Sometimes a com- 
promise is effected by selecting an anthem setting 
of such popular type as the congregation niay take 
part in. It does not seem a judicious measure, as 
to  my mind a clear line should be drawn between 
choir music and congregational miisic, and any 
attem.pt to combine the two can only lead to musical 
chaos. And when the attempted compromise results, 
as is only too probable, in the selection of such a 
piece of musical ineptitude as the well-known 
Jackson Te DeNvz,” one feels that, apart from the 
artistic ineffectiveness of such co-operation of choir 
and congregation, the participation of the latter is 
purchased at too dear a price by the admission of 
such unworthy music into the service. While as a 
general rule it may be desirable to have the Canticles 
rendered in chant form in order that the congre- 
gation may participate, there are special festival 
occasions upon which it is fitting that the more 
elaborate sctting should be adopted; and there are 
certain churches, such for instance as our Scottish 
Cathedrals, where the musical powers of the choir 
are such as to justify the regular employnient of 
such setting. It is well, I think, that even in our 
Scottish Churches there should be something corre- 
sponding in a minor degree to the distinction between 



THE CHOIR 211 

the Cathedral and the Parochial Service of the Church 
of England. The more elaborate musical service 
may not appeal to every one. But there are some 
to whom it does afford edification and spiritual 
refreshment; and while some may feel that the 
anthem setting of the Canticles deprives them of 
the participation they desire, there are others who 
derive niore spiritual quickening from the more 
elaborate inusic rendered by the choir than they 
would from actual participation themselves. With 
the great wealth of niusic upon which to draw for 
such setting of the Canticles, it seems only proper 
that some provision should be made for these as well. 

But while there are comparatively few cases where 
this method of rendering the Canticles may be 
adopted as a general rule, there are large nunibers 
of our churches in which an antheni is rendered by 
the choir a,s part of the ordinary service. As I have 
already said, this is something quite distinct froin 
the congregational praise,--an independent contri- 
bution by the choir. Here is their opportunity to 
display all that refinement and delicacy of expression 
which they are ready to forgo when they are leading 
the congregational praise. There is a wide field 
upon which to draw, and the choirmaster’s first care 
should be to male sure that the inusic he selects 
is worthy to be performed as part of divine worship. 
Unfortunately there is a great deal of very poor 
material ready at hand, music of a sentiinental 
character with no flavour of the Church about it, 
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making appeal by its cheap effects and its tawdry 
showiness. But there is also, as we have seen, some 
of the soundest, noblest music that the genius of our 
English coniposers has brought forth. Of course 
much of the very best is far beyond the powers of 
the ordinary choir. But even for a choir of com- 
paratively restricted powers, there is a rich field of 
solid, devout music available. The mistake is often 
made of choosing something beyond the abilities of 
the choir. Far better that the choice be of something 
simple and thoroughly within their powers, that the 
effort which is so often expended in attempting some 
difficulty at the extreme limit of their ability be 
directed rather towards enriching with expression 
the music the mere notes of which are easily within 
their compass. A choir even of very moderate 
ability may give such a rendering of a simple anthem, 
by concentrating on purity of tone and delicacy of 
expression, as niay go home to the hearts of the 
hearers in a way a more ambitious effort may fail 
to do. Let it never be forgotten that the perfonn- 
ance of the anthem is an integral yart of the worship. 
Let the choir sing not to display their powers but to 
carry the message of the music to the hearts of the 
worsKppers. Let the congregation listen not as to 
a Performance at  a concert, but as longing to have 
their hearts moved to deeper devotion by the strains 
in which the words of Holy Scripture are charged 
with a richer meaning. Where such is the spirit in 
which the anthem is sung and listened to, it will not 
fail to justify its claim to  inclusion in the service. 


