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Abstract

The ritual practice and theological ideas of the Church of England underwent significant
change in the nineteenth century which had a vast influence on music used in its worship.
Hymns were authorised to be used which caused a prolific period of hymn writing. Latin
hymns from before the Reformation were translated and sung to their original plainsong
melodies. Gallery bands were displaced by the re-introduction of the organ; robed choirs
were placed in the chancel as found in cathedrals. Churches in Canterbury and
surrounding area provide a focus for this essay and the impact these changes had on them
is assessed.
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Chapter 1: Introduction

At the beginning of the nineteenth century, the Church of England was about to undergo
change on a scale that had not been seen since the English Reformation in the middle of
the 16th century. This changed the way in which people worshiped in many different
ways, but it was the music of the church that underwent one of the biggest
transformations. These changes have shaped the music of the churches and cathedrals of
England ever since.

The underlying cause of this change was in the way that people worshiped in church, and
how the rituals of the church were carried out. The drive behind these changes was a
return to the roots of the Church of England immediately prior to the schism from
Rome, alongside challenges from other denominations. The Church of England needed to
evolve and in doing so it brought in music from before the Reformation, hymns from
evangelical groups and other countries, and re-established the organ as the instrument for
choral and congregational accompaniment after an absence of nearly three hundred years.

In this essay, the adoption of hymnody into the Church of England is examined from the
point of view of both the texts and the music. This is looked at in conjunction with
changes in the musical accompaniments to services, from the use of gallery bands through
to cathedral style robed choirs in the chancel accompanied by an organ. Whilst a general
overview of the changes is given, specific reference is made to music in the churches of
the Canterbury area.
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Chapter 2: From the roots of an English Church

Prior to c. 1500 there was little to distinguish between liturgical music from England and
elsewhere in Europe. In the period leading up to the Reformation, Temperley (1979a)
states that the most ambitious music was written for the great choral foundations.
However, he goes on to say that „it was also clearly evident in parish churches … even
quite small ones, were endowed with organs and chantries…‟ (Temperley 1979a, 7). By
the end of Henry VIII‟s reign records show that there were a small number of organs in
parish churches in Canterbury.

It was during the reign of Henry VIII that England had first split with Rome under the
theological supervision of Thomas Cranmer, Archbishop of Canterbury. One of
Cranmer‟s liturgical works was a processional litany, published in 1544, which states
clearly in the preface that „the congregation was meant to hear and understand the text,
though not to sing it audibly‟ (quoted in Temperley 1979a, 12). It appears, therefore, that
much of the music was not for the congregation to join in with but to be sung by
professional musicians. Cranmer was also the author of the first prayer book, the Book of
Common Prayer, published in 1549 during the reign of Henry VIII‟s son, Edward VI. Under
Edward VI, the quality of musical performance suffered with the abolition of the chantries1
and this would have had a huge impact on the music that could have been performed in
the parish churches. There were plenty of opportunity within the liturgies of the Book of
Common Prayer for music but, while many settings existed in Latin, the services were
required by statute to be wholly in English. John Merbecke rose to the task of setting
large parts of the liturgies to music, taking traditional plainsong melodies associated with
1

Chantries paid for professional musicians to sing the mass
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the Latin texts and reworking them to fit the English. The result was The Booke of
Common Praier Noted, published in 1550. Figure 1 shows two pages of music to be used at
the Communion; note how the opening of Merbecke‟s setting of the Gloria in excelsis
(Figure 2) is very similar to that of the 10th century Latin setting (Figure 3), illustrated in
the modern-notated realisations of each in Figure 4.

Figure 1. Pages from Merbecke's The Booke of Common Prayer Noted (1550) showing music to be used
at the Communion
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Figure 2. The opening of Merbecke's setting of the opening of the Gloria in excelsis in English

Figure 3. The opening of a 10th century Gloria in excelsis from a Vatican source (Yale University)

Figure 4. A realisation of the previous two figures using modern notation clearly shows how Merbecke's
opening phrase is based on the 10th century Latin setting. This would have ensured that the transition
from the Latin to the English text was smooth, using familiar musical phrases. The note spacing of the
Merbecke has been deliberately stretched so that corresponding notes line up vertically.

As well as a lack of paid choirs and a ban on the use of Latin, the polyphonic music that
had been sung in cathedrals and large churches up to this time disappeared because
Archbishop Cranmer „deplored contrapuntal motets on the ground[s] that they obscured
the words‟ (Etherington 1965, 105). Consequently, composers such as Thomas Tallis and
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Christopher Tye who had been writing polyphonic anthems and motets switched their
hand to writing homophonic settings of English texts. It should be noted, however, that
„The anthems and motets, and even The Booke of Common Praier Noted were used only in
the cathedrals and the comparatively few large city parish churches that had trained
choirs.‟ (Etherington 1965, 105-6). In the new liturgies of the reformed Church of
England there was no provision for congregational music.

When Edward VI died aged only fifteen the crown passed to Henry VIII‟s eldest daughter,
Queen Mary, who was a strong Catholic and consequently reversed previous changes, reestablishing connections with Rome. When Mary died without leaving a direct heir to the
throne, the crown passed to Mary‟s sister, Elizabeth I. She immediately set about
returning to the Reformation principles of her father, and eventually, after objection from
Catholic bishops in the House of Lords, passed the Act of Supremacy which returned the
monarch to Supreme Governor of the Church of England in addition to several other
Acts of Henry VIII that Mary had overturned. In order to prevent a further return to
Rome, Elizabeth ordered the destruction of rood screens, vestments, stone altars, statues
and ornaments. However, she made amendments to the Act to maintain a link with
Catholic heritage, instructing ministers to wear surplices and to use wafers rather than
normal bread at the Communion.

In addition to these changes, there were further revisions to the prayer book in 1559.
For the first time there was official recognition for the place of congregational music in a
Church of England service:
And that there may be a modest song, so used in all parts of the common prayers
in the church, that the same may be as plainly understood, as it were read without
singing, and yet nevertheless, for the comforting of such that delight in music, it
may be permitted that in the beginning, or in the end of such common prayers,
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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 the hymn may be
understood and perceived. (Frere and Kennedy 1910, 8)
It was from this point of compromise that the use of congregational music began to grow
very slowly. However, despite changes to the prayer book through the years following
Elizabeth‟s death, the turmoil of the English Civil War, and the reintroduction of the
Prayer Book after the restoration of the monarchy in 1660, the way that churches were
decorated and the ritual of worship remained largely unchanged in the Church of England
until the 19th century.
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Chapter 3: A New Direction from Oxbridge

As the nineteenth century dawned, England was in the grips of an industrial revolution.
Mechanisation was replacing manual labour in industry and consequently large swathes of
the population were migrating from the countryside into the towns and cities. The
Church of England, however, had stood still; little had changed since the Restoration of
the monarchy and the publication of the „new‟ edition of the Book of Common Prayer in
1662. The Church of England was not popular with its parishioners (Chandler 2003).

The Oxford Movement
By the 1830s this was concerning a number of people, including a group of Fellows from
Oxford University. „The instigators of the Movement were John Keble, John Henry
Newman, Richard Hurrell Froude and Edward Bouverie Pusey … who recognised they
were living in a Church under threat.‟ (Chandler 2003, 3). The dawning of the Oxford
Movement is commonly agreed to be 1833 when John Keble preached his famous Assize
Sermon in St Mary‟s Church, Oxford and it was published later that year under the title
National Apostasy (Anon. 1933). Routley (1977, 55) succinctly sums up the Oxford
Movement as „the English Counter-Reformation, prompted by a growing conviction in the
minds of its promoters that England must choose between going atheist and going
Methodist.‟. Whether or not the Church was in the dire situation that has been
suggested is debatable; there is evidence of a spiritual revival in the first thirty years of the
nineteenth century as commented on by Chandler (2003). The Oxford Movement
principally wanted the Church of England to look back and re-connect to its Roman
Catholic roots. This is not to be confused with bringing the Church of England back into
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Communion with the Roman Catholic Church; it was never their intention, although
several of their founding members did eventually convert to Rome. One particular
product of the Oxford Movement was their publishing of „books and tracts to attempt to
revive among Churchmen the practice of daily common prayer, and more frequent
participation of the Lord‟s Supper‟ (quoted in Anon. 1933) between 1833 and 1841.
Indeed, it was the increasing frequency of the Eucharist, alongside the use of liturgical
vestments, that is the most outwardly visible impact of the Oxford Movement.

The Cambridge Camden Society
Approximately seventy miles north-east of Oxford, in the city of Cambridge, another
group of theologians formed a society in 1839, initially studying church architecture. The
Cambridge Camden Society, as the group became known, began publishing its own
periodical, The Ecclesiologist, in 1841. The society soon began to move away from purely
architectural matters, and in the preface to the first edition of the periodical it stated that
it would also discuss „Church Musick [sic] and all the Decorative Arts which can be made
subservient to Religion‟ (quoted in Adelmann 1997, 22).

During the 1840s the work of both groups began to converge, with both supporting each
other‟s views and practices. „The churches designed by, or for the ecclesiologists [The
Cambridge Camden Society‟] were designed to permit the liturgical expression of those
traditional Catholic doctrines that had been so clearly defined in the Tracts for the Times
[published by the Oxford Movement]‟ (Yates 1983, 9-10). The views of Professor Owen
Chadwick, as quoted in Chappell (1968, 92) sum up the combined desires of Movement
and Society:
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Its roots lay in the desire to turn churches into houses of prayer and devotion,
where men would let their hearts go outward and upward in worship, instead of
preaching-houses where their minds would be argued into an assent to creeds or
moral duties. The desire that all things done in church should be done decently
could not stay to the architecture. It must also affect the appurtenances and
ornaments, the methods of conducting the service. The restorers … looked to
the medieval centuries to guide them … advocating frescoes instead of
whitewashed walls … they looked to antiquarian precedent to teach them how to
restore the dignity of worship.

The influence on churches in Kent was widespread. Parish churches were rebuilt or
restored and interiors were adorned with roods and ornamental decoration. Yates
(1983) lists only a handful of churches that were not in some way restored, namely
Badlesmere, Brookland, Fairfield, Fordwich, Old Romney and Stelling. The word
„restoration‟ is perhaps misunderstood, as it does create an image of buildings in a poor
state of repair, but in this context was focused on restoring the church to a preReformation image. However, in many cases the extremes went quite beyond what
would have been seen in a parish church in the thirteenth or fourteenth century.
Churches in the city of Canterbury, and indeed the Cathedral itself, did not go
untouched. St Stephen‟s Church, for example, had new decorative wall tiling around the
sanctuary and floor tiling throughout the chancel and sanctuary along with a remodelled
rood screen. The Cathedral had a new stone reredos behind the high altar which was
later filled in and painted in a way similar to surviving medieval wall and monument
painting discovered under the white-washed walls. Liturgically, there is record of some
Kent churches adopting weekly Communion services (Yates 1983) along with the use of
vestments. By the end of the nineteenth century around three out of four churches in
Kent celebrated the Eucharist with the Priest facing east, and in about half, candles were
used on the altar (Yates 1983). However, in Canterbury‟s churches, unlike many other
towns, Eucharistic vestments were still not being worn despite taking on many of the

18
other ritual elements and developments. It was these developments that had a profound
influence on the music of the parishes, and these are discussed in the following chapters.
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Chapter 4: Congregational Music – The Hymn

It was away from the established English church that hymnody had developed. The
Reformation had outlawed the use of hymns during worship, although, as we have already
discussed, Elizabeth I relaxed this strict position slightly allowing the use of sung music
before or after Morning or Evening Prayer.

The fore-runner to the hymn was the metrical psalm, which had emerged as a preferred
form of song under Edward VI as the texts were found in the Bible and therefore inspired
by God, rather than being simply a human composition (Temperley n.d. b). With
Elizabeth I giving indirect approval, the metrical psalm „very quickly became a normal and
popular part of both cathedral and parish church practice.‟ (Temperley n.d. b). Metrical
versions and paraphrases of the psalm texts were written and sung to older tunes and
their popularity lead to them being authorised by the Church of England (Etherington
1965).

With the Act of Toleration of 1689, those who had dissented from the Church of England
had the freedom to worship without the fear of prosecution, and it was the members of
these churches who began a change in congregational worship that would eventually
affect every church in England.
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Hymn Texts
The Reverend Isaac Watts (1674-1748) was a Congregationalist clergyman and he was
one of the first to feel the need for something better, perhaps more understandable for
the common lay-person, than the metrical psalm. However, despite not being
paraphrases of the psalms, Watts „never wanders far from the Bible and most of his
hymns are paraphrases rather than direct inventions‟ (Phillips 1945, 164-5). A glance
down the index of any recent hymnbook will see how Watts‟ hymns have maintained
their popularity; The New English Hymnal (1986) (NEH) contains eleven hymns by Watts
(one more than the original English Hymnal), and Common Praise (2000) (CP)2 contains
twenty-eight, (eleven more than the revised edition of Hymns Ancient and Modern
published in 19503).

Shortly after Watts came John and Charles Wesley. Charles Wesley, while at Christ
Church, Oxford, formed a group known as the „Methodists‟ and John Wesley, who had
been ordained a Priest in the Church of England, joined them. They travelled around
England preaching and leading congregations in the singing of hymns that they had written.
According to Phillips (1945) they often wrote hymns specifically for each of their
meetings. In total, Charles Wesley wrote in excess of six thousand hymns. Phillips (1945,
151) goes on to say that with such an output, inevitably there are some from that huge
output that were „sheer dross‟. Looking again at the content of Anglican hymn books in
use today, The New English Hymnal (1986) contains twenty-six hymns by Charles Wesley

2

Common Praise is the most recent edition of the Hymns Ancient and Modern series published in 2000
It would seem from this that the hymns of Isaac Watts are regaining in popularity with those who sing
traditional hymns in the Church of England in recent years.
3
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and one by John Wesley, and Common Praise contains thirty-nine by Charles Wesley and
three by John Wesley4.

In the same way as the metrical psalm had become popular in the second half of the
sixteenth century because of its unofficial use outside of the authorised church services,
so the hymns of Watts, Wesley and their contemporaries had become popular through
their use in other denominational services and, in particular, the open air services of the
Methodist movement. Once again, the Church of England had to act to keep pace with
the changes in congregational music.

An initial response came in 1791, when for the first time, the Psalms of David for the Use of
Parish Churches arranged the contents according to the church year, as is explained in the
preface written by Reverend Sir Adam Gordon:
My chief wish and aim, have been to apply such subjects to their respective
seasons, as either in an obvious, or prophetic sense, relate to the history of man‟s
redemption … and as, in all works of a serious nature, the value of authorities
cannot be too much consulted, I have profited, in the choice of some subjects, by
the ancient custom of singing the introits, which were psalms appointed for each
Sunday of holiday, and on some account rendered proper for the day, by their
containing something prophetical of the evangelical history. Being driven to some
strait, to accommodate a psalm for every Sunday after Trinity, without being
subjected to much repetition, I had recourse to the above precedent for
assistance… (quoted in Phillips 1945, 155).
It is obvious that Gordon was deliberately going against the statutes set out two hundred
years previously and his thought, along with that of a significant number of other
individuals, was to go back to pre-Reformation liturgical patterns. In addition to the
psalms included in this book, a few seasonal hymns were included too – for example, the

4

Again, these most recent editions of each hymnal contain more hymns by the Charles Wesley than their
predecessors. This could be an indication of the continued blurring of boundaries between denominational
hymnody that began nearly two hundred years ago.
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Easter hymn Jesus Christ is risen today (Phillips 1945). This was not the only publication to
do so; hymns were slowly becoming more popular.

The legal test case came in 1820. The Reverend Thomas Cotterill had compiled his own
hymn book for use in his Sheffield parish. He was certainly not alone in doing this; many
individual clergymen had been compiling hymns for use in worship for several years.
Unfortunately for Cotterill though, many of his parishioners disapproved of his actions
and a law-suit followed. The result was that the court could not „under a strict
interpretation of the Acts of Uniformity, alter the liturgy by allowing the use of either
metrical psalms or hymns in church.‟ (Temperley n.d. a). However, instead of leaving the
case there, no punishment was given and instead the case was referred to the
Archbishop. He ordered Cotterill to withdraw his book, but then „paid for a new edition
out of his own pocket‟ (Phillips 1945, 154); this was perhaps an unusual response, but it
gave the use of hymns an unofficial authorisation that ensured that the hymn became an
established part of the services of the Church of England from that point onwards.

The Oxford Movement and Cambridge Camden Society were founded around a century
after the Wesleys but, as mentioned previously, differed from Wesley‟s evangelical form
of worship, wanting instead to return the church to its Catholic roots. They were
generally less concerned with music than the Wesleyans were (Etherington 1965) but the
result of their changes in ritual practice had an indirect and positive effect on all aspects of
church music which will be mentioned in due course, but especially for closer inspection
here, the congregational hymn. The combination of the unofficial authorisation of hymns
in worship and the Oxford movement meant that there was „a great flowering of English
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Hymnody in which the established church took over the lead from the Dissenting bodies.‟
(Temperley n.d. a).

The hymnals that are in use in most Anglican churches today5owe their structure to
Bishop Reginald Heber who began writing hymns during the 1810s. His vision for the use
of his hymns was that they would be „illustrative of the Epistles and Gospels, and … sung
after the Nicene Creed.‟ (Clarke 1962, 111). His collection drew on a wide range of
sources: settings of the psalms from the Sternhold and Hopkins collections of the
sixteenth century; Isaac Watts and Charles Wesley, who were writing for a different
church to name just a few. Around a dozen contributions were also made by Sir W.
Scott and Henry Milman, contemporaries of Heber (Clarke 1962). Hymns by both of
these authors survived into the original edition of Hymns Ancient and Modern and The
English Hymnal, but have all but disappeared from contemporary hymnals, save for
Milman‟s Ride on, ride on in majesty! This is largely because the texts that were popular
with the Victorian „hell and damnation‟ preachers such as Scott‟s That day of wrath, that
dreadful day (See Appendix A for the full text) do not fit comfortably with modern
theological teaching in the Church of England. However, the significance of Milman‟s Ride
on, ride on in majesty! is important; Heber‟s hymnal was the first significant hymnal to
arrange the hymns according to the Sundays and feast days of the year:
One to four are provided for every Sunday and principal Festival or Holy Day; in
some cases, however, there is no proper hymn but only a cross-reference to one
used elsewhere. At the end are added some for miscellaneous occasions, a Day of
Thanksgiving, a Time of Distress and Danger, a Collection for S. P. G., After
Sermon, Before the Sacrament, Morning, Evening, Funeral, On Recovery from
Sickness. (Clarke 1962, 111)

5

Not included in this statement are the more evangelical collections of worship songs such as Mission Praise
and Songs of Fellowship, or the many collections of hymns published by Kevin Mayhew which are arranged
alphabetically by first line.
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Consequently there were a greater number of seasonal hymns emerging, especially
amongst those that Heber wrote, which make up more than half of his collection. Those
that were included in early copies of Hymns Ancient and Modern and The English Hymnal
can be seen in Appendix B, and from this we can begin to see a church that was taking a
greater interest in those Saints and Feast Days which had been banned by the
Reformation.

Another significant inclusion in Heber‟s hymnal were three translations of Latin hymns by
William Drummond of Hawthornden. Hymns translated from other languages and
cultures were to become a large part of the vibrant hymn machine that was the
nineteenth century. Once the Oxford movement was in full swing, several translators
published such volumes: in 1837 Bishop Richard Mant (1776-1848) published his Ancient
Hymns from the Roman Breviary for Domestic Use, to which are added Original Hymns, and in
the same year Isaac Williams (1802-1865) concluded a series of Hymns translated from the
Parisian Breviary, which, according to Clarke (1962), he had been publishing in the British
Magazine since 1833. A closer inspection of the British Magazine sees a number of
authors submitting works under the heading of „Sacred Poetry‟. Much of it is far too
complex to be suitable for use in hymns, however amongst the submissions are several
translations of works, including one from the Breviario Romano Hymnus (see Figure 5)
which has been set to „common metre‟, enabling it to be sung to any number of already
well known melodies.

At the same time, John Chandler (1806-1876) published a book of Latin hymns (untranslated) called Hymns of the Primitive Church, inspired by what he had seen in the British
Magazine. It was four years after this that the collection was republished, this time in an
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English translation and under the title of The Hymns of the Church, mostly Primitive. A
strong feeling by all those who worked on these translations was that, although these
hymns were not authorised by the church at that time, they had been authorised by their
respective churches in the past and so therefore they carried some sort of authorisation
with them.

Figure 5. An extract from a page of the British Magazine, 1833, showing a translated Latin hymn from
the Roman Breviary submitted as a piece of 'Sacred Poetry'. However, with each group of four lines
conveniently arranged to 'common metre' it would be quite possible to sing this as a hymn to any
number of tunes.

Towards the middle of the century a second group of translators began to emerge.
Edward Caswell was relatively prolific in his output, and contributed twenty-three hymns
to the original edition of Hymns Ancient and Modern. Even more prolific was John Mason
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Neale who was part of a group of theologians putting together a collection of hymns
called The Hymnal Noted. This differed from the many other collections of the time by
being made up entirely of translations of Latin hymns. Neale wrote extensively of his
views on the current state of hymnody in The Christian Remembrancer, and in Volume 18
(1949) wrote an article entitled English Hymnody: its History and Prospects. In it, Neale was
scathing of many hymn writers, including John Newton (1725-1807):
Probably the worst collection of hymns ever put forth is the Olney Book. In some
of Cowper‟s there may be beauty: but Newton‟s are the very essence of doggerel.
The prosaic structure of his verse is such that we wonder how any rhymester
could write them. … For example:
„Twas He who taught me thus to pray,
And He, I trust, has answer‟d prayer:
But it has been in such a way
As almost drove me to despair.‟
We may safely affirm that Newton is quite out of the question for Church
purposes; or indeed for any Hymn-book whatever, and in whatever sect. (Neale
1849, 319)
Watson (1997) also finds this particular text rather direct and difficult to imagine as a
congregational hymn. Fortunately compilers of other hymnals did not agree with Neale
and three of Newton‟s hymns can be found in The New English Hymnal, including Glorious
things of thee are spoken and How sweet the name of Jesus sounds (NEH 362; CP 435 and
374; CP 467, respectively) which remain part of the well known „core‟ of most
congregations‟ repertoire.

Later in the same article, Neale turns to the revival of ancient hymns. He speaks
positively of the work of Newman and Caswall although considers that their collections
fell short of what was wanted. One of his main concerns was that the translated texts did
not follow the metre of the original Latin prose; Neale‟s own works did in order that the
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texts could be sung to their original tunes. Although The Hymnal Noted focused on
translations of the Latin Office hymns, Neale worked on translating other sources of
hymns. In 1851 he published a set of Medieval Hymns, and in 1862 Hymns of the Eastern
Church opened up a source of texts completely unknown to the Western church. Some
of Neale‟s more original works were based on fragments of Greek hymns, including the
popular Easter hymn The Day of Resurrection (NEH 117; CP 157).

In his preface to The Historical Companion to Hymns Ancient and Modern, Clarke (1962)
identifies five further authors whose original English hymns written between 1827 and the
publishing of the first edition of Hymns Ancient and Modern in 1861 made a significant and
worthwhile contribution. John Keble (1792-1866), one of the founding members of the
Oxford Movement, contributed to two hymnals (The Christian Year (1827) and The
Salisbury Hymn-book (1857)). H. F. Lyte (1793-1847) is most famous for his hymn Abide
with me (NEH 331; CP 10), although much of his work contributed to Spirit of the Psalms
(1834), a collection of psalm paraphrases. John Henry Newman (1801-90) and F. W.
Faber (1814-63) are also identified for a small but significant and lasting contribution6.
Both Newman and Faber became Roman Catholics in response to their work with the
Oxford Movement. The final author mentioned is Mrs C. F. Alexander who, although
also writing hymns outside of this period, wrote „her best work‟ (Clarke 1962, 115)
Hymns for Little Children, in 1848. This was intended to be an education through the
singing of hymns (or reading them as poetry) with, amongst other things, individual hymns
for each line of the Creed and Lord‟s Prayer; All things bright and beautiful was written in
response to the line „Maker of heaven and earth‟ in the Creed. One verse of this

6

Newman‟s Praise to the Holiest in the height (NEH 439; CP 557) is probably the best known.

28
particular hymn, now no longer printed in our contemporary hymnals, deserves note as
being particularly symbolic of the time:
The rich man in his castle,
The poor man at his gate,
God made them high and lowly,
And ordered their estate.
There is a strong sentiment of the Victorian social class system here with the underlying
message that no matter what class you are, you are still one of God‟s children. There is
also an implication that God made you to be in your social class and therefore it is to be
accepted. Such verses were seen as being rather unfashionable in the twentieth century
and were not included in The English Hymnal (1906) nor Hymns Ancient and Modern Revised
(1950). However, as Hymns Ancient and Modern Standard (1916) included the complete
second edition of 1875, the verse remained until it was superseded by the revised edition
in 1950. It is difficult to imagine many congregations not only still singing these words,
but even feeling comfortable with them printed in their hymnal.

When looking carefully at the authors from the nineteenth century that continue to be
represented in The New English Hymnal (Appendix D) it appears that there are several
more authors who have had a more lasting impact on English hymnody. J. M. Neale‟s
contribution of translations has been lasting and, although reduced by nearly 50 percent
on his inclusions in The English Hymnal, he appears as the biggest single influence on the
hymns sung in churches today. Also responsible for ten translations is H. W. Baker who
Clarke (1962) failed to mention at all. Baker was the chairman of the editorial committee
for the 1875 edition of Hymns Ancient and Modern and consequently had some seventeen
of his own texts and translations along with four of his own hymn tunes included in that
edition, slightly reducing his contribution from the twenty-one that appeared in the first
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edition. Robert Bridges‟ contribution to hymnody was at the very end of the nineteenth
century, when in 1899 he published the Yattendon Hymnal. However, he was mainly
responsible for the transition from Victorian to twentieth century hymnody and this falls
beyond the limits of this essay. Finally, James Montgomery‟s influence also remains, with
the inclusion of eight of his original texts in The New English Hymnal, one of which appears
in the first edition of Hymns Ancient and Modern, and the rest in the second edition. What
it is also possible to see from Appendix D is the huge number of authors writing hymns.
Many are represented by just a single hymn, which gives an indication of the vast number
of hymns that were written and subsequently lost to the editors of hymn books from the
mid-nineteenth century onwards.

Hymn Tunes
Parallel to the development of the hymn text was the development of the hymn tune.
However, the two were not growing from a common starting point; whereas the texts of
hymns had been officially disallowed for use in worship until 1820 and the Archbishop‟s
authorisation, new tunes had continued to be written or re-harmonised for the metrical
psalms. These are easily identifiable by the prefix of „Old‟ to the name of the tune7 and
thirteen of these were included in the first edition of Hymns Ancient and Modern (1861).
Of these, only one („Old hundredth‟) was printed alongside its intended psalm text. As
new hymn texts were being written at the beginning of the nineteenth century they were
sung to tunes that the congregation would have already known making them immediately
singable. The „Old hundredth‟ is also a good example for illustrating how different
arrangements of the same melody were used and this would have been due to local
7

The number that follows „Old‟ refers to the metrical psalm text that the tune was associated with through
earlier publications of books of psalms; for example, „Old 100 th‟ was written for the paraphrase of Psalm
100 which begins „All people that on earth do dwell‟ (NEH 334; CP 369)
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customs developing over the years and the use of different part books. Appendix E
shows the four different versions of this tune that were printed in the first two editions
of Hymns Ancient and Modern. Many hymn tunes from other denominations were
incorporated into the repertoire of Church of England congregations, for example, hymn
tunes that that were set to words by Charles and John Wesley in the Methodist
movement. In the same way that many of the texts had been drawn from sources before
the Reformation, or from sources from other countries in the intervening years, so hymn
tunes were drawn upon from the same sources.

The nineteenth century renaissance of hymn tune writing began with William Crotch
who, in 1836, published Psalm Tunes for Cathedrals and Parish Churches. In this he removed
those psalm tunes that he found unsatisfactory and replaced them with tunes from other
sources. This included a collection of „old psalm tunes from a book left by a previous
organist in the organ loft at Christ Church, Oxford‟ (Clarke 1962, 116) which had been
lost and forgotten about until he rediscovered them. He also included a small number of
tunes not before published as part of a collection for the Church of England, including
Benjamin Milgrove‟s „Mount Ephraim‟ which has maintained its place in hymnals today8.
Crotch died in 1847 but a new edition of his book was edited by Sir George Elvey and
published in 1843. Clarke (1962, 116) championed the music of John Goss, Organist of St
Paul‟s Cathedral, saying that „he did much for the advancement of hymnody of the best
sort‟ but this is not backed up by a large contribution to any edition of Hymns Ancient and
Modern9. Goss‟ tunes are characterised by being rhythmically simple and harmonically
straightforward. They do away with the idea of having the tune in the tenor line and a
8

The tune „Mount Ephraim‟ is used for the words „For all thy saints, O Lord‟ in The New English Hymnal
(224) and Common Praise (215) and also „The Son of God proclaims‟ in Common Praise (328).
9
Only five tunes in the Standard edition of Hymns Ancient and Modern which included the complete second
edition of 1875 and supplements of 1889 and 1916 when published in 1916.
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small number of skilled singers singing the quite highly decorated soprano and alto lines
that had prevailed in some of the metrical psalm settings (see the fourth example in
Appendix E). This was in parallel with the introduction of surpliced choirs who were able
to sing the four-part harmony – a topic to be looked at in greater detail in a later chapter.

With the reform movement in full swing by the 1850s, particular interest was being taken
in recovering the ancient plainsong melodies that accompanied the old liturgies from
before the Reformation. As already mentioned, 1852 and 1854 saw the publication of
parts one and two respectively of The Hymnal Noted which contained Latin texts set to
Sarum plainsong melodies. Rather than being adapted to a strict rhythmical metre and
harmonised with diatonic harmony, these were treated as flowing melodies intended for
unison singing with modal harmonies gently supporting the melodic line. One of the best
known hymns from this collection is the Advent hymn „Veni, veni, Emmanuel‟ or, in its now
much better known translation, „O come, O come, Emmanuel!‟10 (NEH 11; CP 32) This
pattern was largely followed in Hymns Ancient and Modern, but some melodies were
mistreated. One such example is the melody that was called „Lauds‟11 which is given two
alternative arrangements which are shown below:

10

There are two widely known translations of the Latin text to this hymn which are used as the basis for
modern editions; Hymns Ancient and Modern uses a translation based on the work by J. M. Neale whereas
The English Hymnal uses a later translation based on the work of T. A. Lacey. Both have been edited further
by the editors of the respective hymn books.
11
Number 3 in the first edition of Hymns Ancient and Modern, 1861.
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Figure 6. The first harmonisation of the hymn tune 'Lauds' as printed in Hymns Ancient and Modern
(1861). In this version, the Sarum plainsong melody has been subjected to a strict rhythmical setting.
This has, however, caused some problems in the last two bars of the verse which are set in 3/2 rather
than the 4/2 of the rest of the tune.

Figure 7. The second harmonisation of the hymn tune 'Lauds' as printed in Hymns Ancient and Modern
(1861). In this version the Sarum plainsong melody has been harmonised in such a way that gives it a
more free sense of rhythm; the use of the minim notation is not to be treated strictly as it was in Figure
6.

The final contribution of note to hymnody towards the middle of the nineteenth century
comes from the German chorale tradition. There was a renewed interest in the music of
J. S. Bach in the wider musical world, in particular through the championing of Samuel
Wesley (1766-1837) and Felix Mendelssohn (1809-1847). Much of Mendelssohn‟s own
compositions were influenced by the fugues and chorales of Bach, allowing concert
audiences regular exposure to the chorale. William Havergal introduced many chorale
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tunes into Old Church Psalmody (1847) and in 1854 Choral Harmony was published,
continuing the work that he had previously started. Clarke (1962, 117) explains that the
culmination of these books came „in The Chorale Book of 1863, which was for German
Hymnody what the Hymnal Noted was for old Latin Hymnody.‟. Like the Hymnal Noted,
its restricted contents meant that it would never be suited to being the single hymnal
used in the church. Nonetheless, it brought these hymns to the attention of those who
were thinking of compiling an all-embracing hymn book that would draw on all the
different strands of hymnody promoted by different groups within the Church of England.

Hymns Ancient and Modern and other Hymnals
As can be seen by this research into hymnody in the first half of the nineteenth century,
many different people, largely clergymen, were preparing their own publications either for
use by their own congregations or as a product of scholarly research into hymns from a
different denominational tradition or position in time. However, for a hymnal to be
significant enough to be adopted by churches across the country, the content would have
to draw on a wide range of these sources. By the mid 1850s, clergy were beginning to
see the benefit of amalgamating their collections with those of others. Clarke (1960) in a
chapter on the origins of Hymns Ancient and Modern explains how the different strands of
individual editors were brought together to collaborate on a single project:
In the summer of 1858 the Rev. W. Denton, Vicar of St. Bartholomew‟s,
Cripplegate, London, the editor of a successful book with the title Church Hymnal,
first published in 1853, was travelling on the old Great Western Railway with F. H.
Murray, Rector of Chislehurst, who in 1852 had with the help of C. R. Harrison, a
former curate, produced Hymnal for use in the English Church. Denton suggested
that the two books and that of G. G. White [Hymns and Introits, 1852] be
amalgamated. Murray agreed to go into the matter and proceeded to seek the
advice of Sir Henry W. Baker, Vicar of Monkland, Herefordshire, who was
engaged on a similar scheme for amalgamating rival books. He … gave the name
of another whose mind was working on the same lines, the Rev. P. Ward. (Clarke
1960, 22-3)
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The group met with the exception of Denton, who had not been invited due to a
misunderstanding (Clarke 1960, 23). Without realising it at the time, this meeting had
been the first of the committee that went on to produce Hymns Ancient and Modern.
They were joined by other clergymen who had compiled their own hymnals and wanted
to contribute to the project. Predictably, there was a wide range of differing views as to
what should be included in the hymnal, as the contributors came from a range of differing
parish situations around the country. Some favoured the inclusion of large numbers of
hymns based on the Latin translations previously mentioned; others felt that these hymns
were not approachable for their congregations (Clarke 1960). It was John Keble
(although not on the committee) who advised that „If you desire to make a hymn-book
for the use of the Church, make it comprehensive‟ (quoted in Clarke 1960, 24) and it is
this that seemed to steer the committee in what clearly became the right direction to
produce an eclectic hymn book.

The music of the book was overseen by William Henry Monk, organist of St Matthias,
Stoke Newington and Director of Music at King‟s College, London. Many of the clergy on
the committee were also amateur musicians and would have had their own views on the
music from researching their own collections so Monk would not have had a free reign
on the music. The Rev. Sir F. A. G. Ouseley, a Professor of Music at the University of
Oxford also worked on the music. The tunes were predominantly old ones, drawing on
the research already done for previous compilations, but new tunes and arrangements
were provided by Monk, Ouseley and Rev. John Bacchus Dykes. Hymns Ancient and
Modern was released into an already crowded market, but some of these other hymnals
were withdrawn to make way for the new book. One of these was Hymns and Introits by
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White which included a set of introits for use at different festivals during the year. Baker
and Monk published Introits for use throughout the year at the same time as Hymns Ancient
and Modern, which went towards filling the gap that this created.

Even once it was published in 1861, the editors of Hymns Ancient and Modern continued to
work on revisions and in 1868 an appendix of 113 hymns was published. The contents of
this showed a shift in focus from the ancient hymns and their translations to hymnody by
contemporary writers and musicians which would perhaps have been more suitable for an
ordinary parish church. The provision of communion hymns was increased showing an
acknowledgement of shift in the requirements of churches (there were only five
Eucharistic hymns in the first edition, indicating that the use of hymns at Communion was
still rare). For the first time music was included by Sir John Stainer who was to become
an even greater contributor in later editions of the book.

In 1875, a new edition was published which was to become the core of all editions of
Hymns Ancient and Modern for the next 75 years until the publication of the revised
edition in 1950. The second edition gave the editors the chance to revise some of the
texts, remove those hymns that had not been popular in the preceding fourteen years and
to introduce some re-harmonisations of the tunes. Monk remained as chief editor for the
music and continued to work with Dykes, Ouseley and Stainer. The contribution that
these four musicians left in Hymns Ancient and Modern is immense. The index of the 1914
„Standard‟ edition12 shows that Dykes contributed a total of fifty-six hymn tunes to the
second edition of 1875 and a further four to the first supplement of 1889; Monk
contributed thirty-six tunes to the second edition and a further twenty to the first
12

The 1916 „Standard‟ edition of Hymns Ancient and Modern was the 1875 second edition of the hymnal
complete with appendices added in 1889 and 1916.
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supplement; Ouseley contributed six tunes that were included in the second edition and a
further six that were included in the first supplement; and Stainer contributed twenty-two
tunes to the second edition and a further nine to the first supplement.

With its huge popularity it is easy to forget other hymnals that were published in the
second half of the nineteenth century. There were a significant number of these, and
while they have not survived the dominance of Hymns Ancient and Modern (and, from the
beginning of the twentieth century, The English Hymnal) they warrant some discussion.
The indexes of all of the discussed hymnals can be found in Appendix F and from this it
can be seen those hymns that were common to several hymnals alongside those which
appeared in only one.

The Anglican Hymn Book (1868) was edited by Rev. Robert Corbet Singleton (texts) and
Edwin George Monk (music). In a review published in the Musical Times on December 1,
1868 the reviewers are unclear of the intended purpose of the hymnal as it makes no
intention to be encompassing of all styles of hymnody. The review goes on to say that
„we consider it in the light of an error of judgement to bring out such a book, and exclude
almost all consideration for the tastes of congregations, for whom alone it can really be
intended‟ (Anon. 1868, 614). However, it is interesting to note that this hymn book was
the first to introduce expression marks to the texts and indications of tempo through the
use of metronome marks. Dynamic markings were subsequently added to later editions
of Hymns Ancient and Modern and tempo indications were a feature of The English Hymnal
when it was published in 1906.
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An advertisement on page 284 of The Musical Times (Vol. 14) in 1869 promoted the
recently published Sarum Hymnal. In this particular hymn book there were a growing
number of hymns for the sacraments, including the Eucharist, with nine Communion
hymns indicating that by 1869 it was becoming far more commonplace to sing hymns as
part of the Communion service.

In 1874, Sir Arthur Sullivan edited his own Church Hymns with Tunes and it was published
by the Society for Promoting Christian Knowledge. It included fourteen of his own tunes
that had been published elsewhere alongside twenty-four new tunes composed especially
for this hymn book. In addition to the original work, he also arranged or harmonised a
further sixty-eight. Very few of Sullivan‟s tunes have maintained their place in modern
hymn books, although there are websites13 that contain scores of his work, thus
preventing it from being lost entirely. However, at its time it was seen as a serious rival
to Hymns Ancient and Modern, (Temperly n.d. a) helped by endorsement from the Society
for Promoting Christian Knowledge (S. P. C. K.).

A Church of England Hymn Book published in 1879 sounds from the title as if it should have
been a hymn book that would be a standard for the whole Church. However, it was
published as a words only book by Rev. Prebendary Godfrey Thring and consequently of
limited use to congregations. Nevertheless, it did introduce hymns like „From the eastern
mountains‟ to the repertoire.

In 1890, the third edition of The Hymnal Companion was published. This hymnal was much
more focused on musical content, and proudly states on the front page that it had been

13

See bibliography entry under Howarth, P. (no date)
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compiled under the editorship of Charles Vincent, organist of Christ Church Hampsted,
D. J. Wood, organist of Exeter Cathedral and Sir John Stainer, Professor of Music in the
University of Oxford; all three were well educated and held degrees from Oxford.

Ultimately, none of these hymnals could ompete with the popularity and success of Hymns
Ancient and Modern:
By 1869 the annual sale was about half a million copies. By 1873 over 30% of
London parish churches had adopted it; by 1881 the proportion was closer to
70%, … An official inquiry in 1895 showed that about 75% of churches
throughout England had adopted Hymns Ancient and Modern. (Temperly n.d. a)
It wasn‟t until 1906 with the publication of The English Hymnal that Hymns Ancient and
Modern faced real competition.
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Chapter 5: Parish Church Musicians
Around the time of the Reformation, choirs were leading the music in parish churches
and in many churches accompaniment would have been by the organ (Temperley 1971a).
However, from around 1570 organs were left to fall into disrepair, or were dismantled
and sold. As has already been discussed, the musical content of Reformation services – at
the most a metrical psalm before or after a service – did not warrant the need for either
a choir or an organ. By the beginning of the nineteenth century the musical content of
the services had increased, but the role of leading the congregation in the singing of the
metrical psalms still fell to the parish clerk. In many poor parishes the singing would have
been unaccompanied, with the aid of a pitch-pipe to give a starting note. Long (1972)
gives a description about how this might have been organised:
A note would be blown on a pitch-pipe by the parish clerk and the people tunedin to this note by singing some such phrase as „Praise ye the Lord‟. Then when all
had found their note the singing began in earnest, led by the stentorian tones of
the parish clerk himself. (Long 1972, 232)
This goes some way to painting a picture of a rather disorganised and in some cases
probably rather tuneless performance, especially with the apparent need for a phrase to
be sung just to get everybody to start the following psalm on roughly the same note.

Coming to the aid of many churches who were having difficulty finding musicians to lead
the congregation was the barrel organ. These came in many sizes ranging from ones with
just an octave of notes, presumably just to play out a melody with no or very limited
harmony, through to some with full chromatic ranges and several different stops. The
tunes were set onto the barrel by a number of pins which operated a set of keys
connected to the pallets which let the air into the pipes. The speed of the music would
be dependent on the person responsible for turning the barrel. According to Long
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(1972), most churches possessed three or four barrels which each played ten or twelve
different tunes. The vicar of Upchurch, near Rainham, Kent, visited St Stephen‟s
Canterbury regularly, and provides us with an insight into how the Oxford movement
was having an effect on small country churches through his journal kept from 1850-5. On
the subject of musical instruments in Upchurch he appears to be happy with his barrel
organ for which, in 1854 (the same time as St Stephen‟s had its first „finger‟ organ
installed14) he acquired a second barrel:
Playing 20 chants and tunes, which I think will be quite sufficient for the work of
this parish. The children have got well acquainted with Battishall‟s chant, and sing
Gloria Patri. the Magnificat … very well to it. (quoted in Ray 1993, 126)
It is interesting to note that he was quite content with a small repertoire of music
available to him, and also that children were expected to take a leading part in the music.

The Gallery Band
Those churches that were fortunate to have a larger number of musicians at their
disposal had formed small groups of musicians to accompany the music made up of
whichever instruments were available to them. These groups of musicians became
known as gallery bands due to them being positioned in a gallery at the west end of the
nave in many churches. This positioning enabled the sound to travel well down the body
of the nave and support the singers and was a position favoured by many early organ
builders. There is some evidence of Gallery musicians in churches in and around
Canterbury. The Parish of Sturry just to the Eastern side of the city had a gallery at the
west end of the nave which „from 1790 … was occupied by a band of singers. In 1813 a
bassoon was bought (for 5 guineas) to accompany the singing, fiddles and flutes.‟ (Cornish

14

There is no evidence of there ever having been a barrel organ at St Stephen‟s Church, Canterbury.
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n.d.). The use of the bassoon to carry the bass line was seen as „almost indispensable‟
(Long, 1972, 233) and likewise the flute for decorating the melody. For most people,
professional quality instruments would have been too expensive to buy so many were
homemade. Long (1972) described how there was friendly rivalry between groups of
musicians from neighbouring parishes and how, consequently, the groups put a lot of time
into practising.

This begins to make the gallery band seem a quite organised and almost professional
outfit. Unfortunately, not the cae in many places:
They were often autocratic; they were not above putting the parson firmly in his
place (during a service if need be) neither did they shrink from going on strike if
necessary in order to get their own way. (Long 1972, 234)
In churches where this was the case, it was the gallery band that ran the church rather
than the incumbent and they often resisted change. The musicianship of the gallery band
also needs to be examined. With no general education at the beginning of the nineteenth
century, many people, especially in rural parishes, were illiterate and were musically self
taught. Consequently, performances by gallery bands were probably characterised by
their enthusiasm rather than their accuracy and musicality.

Unfortunately, a poor musical standard was not the only reason for friction between
many bands and their incumbents. Long (1972) describes the gallery bands behaviour,
citing events such as tuning instruments during the sermon, arguments in the gallery
between the musicians, discussions about the music between the leader, parson and
parish clerk midway through the service and misbehaving choirboys who were disciplined
with the help of the instruments. Rainbow (1970) quotes from the Ecclesiologist which
describes the behaviour of a church band in 1846:
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At East Shefford, in the county of Berks the altar has been so far removed from
the east end, as to allow room for a bench to be placed between it and the wall.
On this bench sit the musicians, with their feet on the frame of the altar, and their
backs to the east; whilst others occupy benches at right angles to the first, and
parallel to the north and south sides of the altar. On the table itself are placed
books, hats, and instruments in utter irreverence for the holy purposes for which
the altar was erected. During the time of Divine Service, these persons may be
seen, not kneeling in humble prayer to God, nor even paying attention to what is
going on, but seeming to be wholly absorbed in their own pride and consequence,
always sitting, lounging upon the altar, and conversing as freely with each other, as
if they were sitting by their own fire-side in the discussion of worldly affairs.
(quoted in Rainbow 1970, 303)
It was also the custom for congregations to turn and face the musicians in the gallery
while singing the psalms and hymns. There were many clergy who felt that this was
inappropriate and that the focus of the congregation was being moved away from God,
and was instead on poorly behaved musicians.

Long (1972) concludes his section on the gallery band (or minstrels, as he calls them) by
acknowledging that „there must have been many churches where a far higher standard of
both music and behaviour obtained but they would have been exceptional.‟ (Long 1972,
234). It is a situation that seems unimaginable today.
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Figure 8. The Village Choir by Thomas Webster, 1847. This painting captures the spirit of the gallery
band with groups of singers gathering around a few copies, children singing from the front rows and a
few instrumentalists (here it appears a ’cello and bassoon are playing the bass on the right of the
painting and a clarinet leading on the left). It was usual for the leader of the gallery band to stand at the
front with his back to the musicians in full view of the congregation who would have turned round to
face the gallery.

Robed Choirs
The state of music in the church and the lack of dignity with which it was performed were
of concern to nineteenth century reformers. There is no clear and single timeline of
events that led to the position found at the close of the century, but rather a combination
of causes and reactions. However, things were beginning to change prior to the
establishment of Tractarians and Ecclesiologists as active reform groups. In 1818 a robed
choir of men and boys was introduced at Leeds Parish Church, „apparently the first
surplice choir in a parish church‟ (Long 1972, 326); churches, initially in the north of
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England, were beginning to emulate the style of worship found in the cathedrals. The
singing of the psalm and canticles to Anglican Chant was becoming customary in some
churches, and some more competent choirs were introducing an anthem after the third
collect in the order of Evening Prayer in The Book of Common Prayer where the rubric says
„In Quires and Places where they sing, here followeth the Anthem.‟15. Such things were
very rare, however, and the large majority of congregations were still singing along to
gallery bands as they had for nearly two hundred years.

However, as changes slowly moved through the country led by the Tractarians of the
Oxford Movement and the Ecclesiologists of Cambridge, gallery bands were disbanded, as
they did not fit with the new desire for a heightened sense of reverence and order. In
their place, robed choirs were established along the same lines as the cathedrals; but
there were still disagreements and difficulties. With regards to the establishment of
choirs, Neale, a leading Ecclesiologist and translator of many pre-Reformation hymns, „had
assigned the choir to a place in the west gallery …; he was not keen on the idea of singers
seated in the chancel; being more concerned with the main focus of the church being the
altar (Chappell 1968, 92) and not having anything disrupting between that and the
congregation that might disrupt from the purpose of the worship. On the other hand,
the Oxford Movement encouraged parish churches to look up to the cathedrals as
models of inspiration and to have robed choirs placed on two sides of the chancel,
returning them to their medieval use. For some church buildings this was a relatively
simple process as the buildings had not changed significantly since before the Reformation

15

This rubric is found in all modern editions of The Book of Common Prayer but also in an undated edition
published at some time between 1840 and 1861 as it contains prayers for „our most gracious Sovereign
Lady, Queen Victoria‟ (no page numbers; prayer from Evening Prayer) and „Albert Edward Prince of Wales‟.
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(Figure 916). Difficulties arose, however, with some churches not having sufficient room
to seat a full four-part choir in a chancel which, in a medieval church may have been
designed for a smaller choir of monastic or secular priests or, in a church built after the
reformation, a chancel of very small proportions. One such example is the church of St
Mary Bredin17, Canterbury, the floor plan of which can be seen in Figure 10. It can be
assumed from this plan that, instead of the choir being seated in the chancel, they are in a
raised balcony above the vestry to the left of the sanctuary as this is where the organ
(whether barrel or „finger‟ is unknown) is placed. There is also an additional balcony over
the porch on the right. Churches designed during the nineteenth century took on board
the rediscovery of that which was pre-Reformation and churches looked back to medieval
architecture, as shown in Figure 11. In this example the architect has included sufficient
space in the chancel for a choir in this relatively small church. The floor plan is almost
identical to that of the slightly smaller twelfth century St Mary‟s Church, Fordwich, just
outside Canterbury.

16

While the building of St Stephen‟s Canterbury might have leant itself easily to returning the choir to the
chancel, this is perhaps a poor practical example as it was not in fact until 1968 that the choir took their
position in the chancel, when the choir screen was moved; prior to this they sat in rows facing inwards
west of the screen in the rather crowded crossing area.
17
Or in some records, St Mary Bredman; it seems that the two were interchangeable during the nineteenth
century. This church was destroyed by enemy action during the Second World War (along with St
George‟s) and is not the current building.
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Figure 9. In a medieval church like St Stephen's, Canterbury (Hackington is the village name for what is
now a suburb of Canterbury) the building leant itself to the repositioning of a choir to the proportionally
large chancel. Before this, small groups of singers were within the nave; there is no record of there ever
being a gallery at St Stephen’s.

Figure 10. Floor plan of St Mary Bredin Church, Canterbury, c. 1867 shows that, like in many churches
built after the Reformation, no space was available in the chancel for a robed choir.
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Figure 11. When designing new churches for worship in the mid-nineteenth century, architects
returned to medieval floor plans and incorporated spaces for a robed choir, as in this floor plan of St
Gregory's Church, Canterbury (the building is now an open plann performance area for the Music
department of Canterbury Christ Church University)

By the mid-nineteenth century, under the influence of the Oxford Movement, choirs had
long left behind the narrow repertoire of metrical psalms and in many places, especially
those where there was no organ to provide accompaniment, sang „unaccompanied
anthems and services, … Gregorian tones and plainsong hymns‟ (Rainbow 1970, 268).
With one of the main ideals of the Oxford Movement being a renewed interest in the
services in The Book of Common Prayer then its effect on church music, as identified by
Long (1972, 327) was „to give rise to two opposed schools of thought‟. On the one hand,
there were those who thought that the congregation should participate fully in all parts of
the worship, including the singing of psalms and canticles, whilst on the other were those
who aimed more for the cathedral style of worship. Those who favoured full
congregational participation encouraged the use of plainsong, but these ideals were not
particularly popular with many Victorian congregations, especially where, as mentioned
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above, nearby churches were using the harmonised Anglican chant brought across from
the cathedrals. It is highly likely that churches in Canterbury would have experimented
with Anglican chant being in such close proximity to the Cathedral where the use of
chanting had been observed and commented upon by Jonathan Gray, a layman and
amateur musician (Temperley1979a). Anglican chant was difficult for the congregation to
join in with successfully as there was no indication within the text as to where the singer
should leave the reciting note and move on through the chant, so „congregational
participation thus became less feasible, and therefore less expected. The role of the
broad church congregation in the choral service consequently tended to remain largely
passive.‟ (Rainbow 1970, 265). Despite this, it was the churches that used modern
anthems, Anglican chants and, significantly, organ accompaniment, which appealed to the
Victorian churchgoer (Rainbow 1970, 268). The opportunity for congregations to
participate more fully in chanting grew with the publications of pointed psalters. The first,
Key to chanting by J. E. Dibb was published as early as 1831; in the preface he wrote:
The fact is notorious, that very few, except choristers [i.e., choir members], are
able to join in this part of the public worship of Almighty God … Inability, on the
part of the congregation to join in this service, chiefly proceeds from their not
knowing how much of each verse is to be sung to the first, and how much to be
left for the remaining notes of the chant, which latter are to be sung in exact
time… (quoted in Temperley 1979a, 222)
What was most radical about Dibb‟s psalter was the way in which he suggested that the
psalms be sung „as if the passage were read‟ (quoted in Temperley 1979a, 223) with the
final notes no-longer being sung in strict time but taking the natural accents from the text.
This has become the generally accepted way of chanting in cathedrals and parish churches
although there are still a few rural parishes where even today the choir and congregation
sing the last notes of each chant quarter to a rigid tempo18.

18

This has been noted in psalm singing at St Mildred‟s Church, Tenterden, Kent, for example.
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It is not surprising that Victorian churchgoers found Gregorian chants stale and
emotionless when a comparison is made with the secular music that would have been
heard in a town or city concert hall. This was the period of industrialisation, when huge
numbers of people migrated from the countryside where they relied on agriculture and
headed into the towns and cities that thrived on the new manufacturing industries. In
these towns and cities, concert halls were being built and people could listen to a range of
classical music with its strong melodies and diatonic harmony; they could hear the
developing contemporary music of the early romantic period with its developing
chromatic harmonies and sense of emotion.

Having made a passing reference to the influences that the cathedrals were having on
parish church worship and, in particular, the way in which the Oxford Movement were
encouraging parishes to adopt choirs modelled on those found in the cathedrals, it is
necessary to look briefly at the general state of music in these foundations. It could be
suggested the standard was quite exemplar, but this was in fact far from the case.
Rainbow (1970, 287) is quite damning of John Goss‟ skills at St Paul‟s Cathedral as a choir
director, indicating that he lacked „the personal qualities necessary to maintain the
discipline and efficiency of the cathedral choir … under his mild direction the standard of
the cathedral music had steadily fallen‟. This is perhaps an unfair judgement, as the
standard of music was not particularly high immediately prior to Goss‟ arrival, with
attendance amongst the gentlemen of the choir generally quite poor. Nonetheless, St
Paul‟s Cathedral was not an isolated situation. Samuel Sebastian Wesley wrote a scathing
account of the standard of cathedral music in his preface to his Service in E (1845) which
was more an essay of his personal views of the then contemporary situation. In it, he
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cites one of the main barriers to progression as being the lack of rehearsal; it was
standard practice for the gentlemen of the choir not to do any sort of rehearsal prior to a
service: „were choirs in a state of efficiency and order: had choirs their fixed times for
study and rehearsal, a great difficulty would be removed.‟ (Wesley 1845, 9). An
appropriate comparison is made with musicians in the secular orchestra and choirs who
worked hard at attaining the best possible performance and it is possible to feel his
frustration at the gentlemen of the choir. These views may have been fuelled by the
frustration at the well documented events soon after he arrived at Hereford Cathedral
when he was faced with an Easter Sunday service with only trebles and a single bass voice.
It can be assumed that he was one of the first cathedral organists to revive rehearsals for
the choirs under his direction. However it wasn‟t until 1872 when John Stainer was
appointed Organist of St Paul‟s Cathedral that things began to improve: „One of Stainer‟s
first actions upon succeeding Goss was to call the choirmen together for rehearsal – an
experience then new to them‟ (Rainbow 1970, 288-9).

The Organ
Unlike the cathedrals19 which had, for the most part, largely managed to maintain their
organs after the Reformation, the organ had been absent from practically all parish
churches for over two hundred years. It was not until the eighteenth century that
interest in organs began to be stirred again, and then only in the larger town and city
churches. The Cambridge Ecclesiologists initially discouraged the use of organs, and
especially the building of new ones and wrote about their reasons in their journal, The
Ecclesiologist. They claimed that organs „disfigured ancient churches and drowned rather

19

Including Canterbury Cathedral for which there are reliable records of there being organs present
continuously since the twelfth century (see Huitson 2001)
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than encouraged singing.‟ (quoted in Rainbow 1970, 269). However, they later conceded
that there was a place in worship for instruments and, in particular, the organ. Table 1
Temperley (1971a) shows the „incidence of organs in parish churches of selected areas in
1801‟, with the very beginning of the nineteenth century being the period of specific
focus.

Table 1. Incidence of organs in parish churches of selected areas in 1801 (Temperley 1971a, 112)
Total
population

Number of
parishes

Average
population
per parish

Number of
parishes
with organs

Percentage
of parishes
with organs

Persons per
parish
organ

Bills of
Mortality

694.8

110

6.3

91

82.7

7.6

City of
London

63.4

62

1.0

45

72.6

1.4

Outparishes
and parts
adjoining

479.8

39

12.3

37

94.9

13.0

Westminster

151.6

9

16.8

9

100.0

16.8

B. York (City)

16.1

29

0.6

2

6.9

8.1

C. West Riding
of Yorkshire

565.3

190

3.0

16

8.4

35.3

D. Dorset

115.3

273

0.4

6

2.2

19.2

Area
A. London:

Note: The statistics for organs are not complete for areas C and D. Other parishes in these areas may have
had organs of which no record has been found. This is much less probable in areas A and B. The numbers in
the first, third and last columns represent thousands.

A look at the churches in the city of Canterbury paints a bleaker picture than even that of
York, with no records of organs in any of the parish churches at the beginning of the
nineteenth century (see Appendix G). In some parishes, such as St Stephen‟s, there is no
record of any music in the first half of the century. The parish records and accounts
show no money having been paid out for the purchase of hymn books20 although, as Ray
(1993) suggests, it could be possible that hymn books were purchased out of a separate
fund or as the result of a special collection. Copies of the Visitation Returns held in

20

Or for congregational prayer books, only for expenses incurred in mending the large clergy prayer book.
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Canterbury Cathedral archives first make a reference to a hymn book at St Stephen‟s in
1872 when the Rector, Rev. John White writes „Psalms and Hymns selected for use in the
Services of the Church, published by Woods. The Church Hymns [with tunes] of S. P. C. K.
are about to be used.‟ (quoted in Ray 1993, 128). By 1876 the hymn book in use had
changed again to the Hymnal Companion.

In Canterbury, like in parishes across the country, „finger‟21 organs began to be reintroduced during the first half of the nineteenth century to support the choir and
congregational in their singing of the new hymns. Records show a flurry of organ building
activity in the city in the first half of the nineteenth century, and while it is not certain
whether some churches had earlier instruments of which no records exist, it is probably
that by c.1870, every church in Canterbury had an instrument. St Stephen‟s had an organ
built by Eagles installed in 1854 and paid for by the incumbent22. The churchwarden
accounts for the period show that the organist was paid £5 a year. Shortly after the
organ was installed, John Woodruff writes in his journal of „Jones the cathedral organist
[coming] to play the new finger organ lately built by Eagles of Hackney‟ (quoted in Ray
1993, 126). Mr Jones would not have been the regular organist as his cathedral duties
would have kept him occupied on a Sunday morning, but he must have thought the new
organ at St Stephen‟s worthy of his attention. Many of these early instruments would
have been placed in the galleries supplanting the gallery bands. Records at St Dunstan‟s
church state that the 1842 Beecham organ was installed in the west gallery and an organ
was installed in the gallery of Sturry parish church as early as 1816, before being moved

21

The term „finger‟ organ was originally used to distinguish between the earlier barrel organs and those
organs with a keyboard.
22
The incumbent of St Stephen‟s was a wealthy man who also paid for a new east window and established
the first school in the parish.
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down to floor level in 1855 when the gallery was finally removed23. With choirs
increasingly being placed in the chancel, an organ at the opposite end of the building was
not suitably placed for accompaniment purposes. Consequently organs were moved
down to floor level into positions closer to the choir to take on more of a choral
accompanying role, rather than just leading the congregation in their singing. New
churches were built with organ chambers alongside the chancels so that the choir had the
full benefit of organ support. However, this often caused the organ to be quite distant
from the congregation and unable to support their singing in the same way as organs had
from the west end. The positioning of the organ was the subject of a Tract in 1843
written by J. M. Neale, in which he discusses the pros and cons for placing the organ in
any number of places: on the west gallery, in a transept, above the vestry, on a screen
separating the chancel and nave (as in many cathedrals). His final conclusion for the
position of the organ is „on the floor‟ (quoted in Rainbow 1970, 321) although this fails to
address the problem as to which part of a church building the organ should actually be
placed in. The assumption could be made that, as all other places have been discounted
with various arguments, the floor being referred to is the floor of the Nave.

As the demand for organ accompaniment increased so did the demand for more versatile
instruments; churches quickly replaced or rebuilt their instruments incorporating new
technologies, devices and playing aids. As shown in Appendix G, Canterbury was no
different in this respect: one manual instruments were replaced in St Paul‟s and St
Stephen‟s with two manual instruments, the second manual being enclosed in a swell box
to aid expressive control. St Margaret‟s, All Saints and St Stephen‟s are all documented as

23

Interestingly, a gallery was reinstated in 2000, but to provide access to the ringing chamber and tower
room, rather than for musicians, as their choir was disbanded at around the same time. Choral services are
maintained in the Church by the Junior Kings School who use it as their school „chapel‟.
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having a pedal organ and many of the others have a rank of pedal pipes included in
surviving specifications. What is of particular interest is that many organs in the city were
more diverse in range, if not in overall size. Writing in a letter to The Musical Times in
1884 (25:500), a concerned W. H. Longhurst, the Cathedral organist at the time was
struggling to raise funds for the long overdue rebuild of the Cathedral organ. He is
clearly finding it difficult to play the necessary repertoire on an organ on which „the
manuals ascend only to E, that the swell also only descends to tenor C, and that the pedal
organ (?) contains but one octave!‟ (Longhurst 1884, 594). The appeal brochure claims
that the organ was „inferior to any other Cathedral‟ (quoted in Huitson 2001, 9). The
brochure also contained a table comparing other cathedral organs to Canterbury, and it
did not fare well. It is not surprising then that Cathedral organists had happily visited
local churches to play for occasional services, as at St Stephen‟s.

However, Canterbury Cathedral was not alone in the slow up take of new playing aids
and pedal organs; many cathedral organists resisted the addition of pedals fearing that, as
they did not know how to play them, they would be displaced by younger organists
(Rainbow 1970). Sir George Smart, organist for the coronations of both William IV and
Victoria, in response to „being invited to try one of the continental organs at the [Great]
Exhibition [of 1851] with a full pedal board … [he replied] that he had lived to be
seventy-five without playing on a gridiron, and didn‟t propose to begin then‟ (quoted in
Routley 1977, 61). Canterbury eventually got its full size organ in 1885 with manual
compasses from CC to A and pedals from CCC to F together with all of the up-to-date
playing aids that Willis had pioneered such as thumb pistons and a radiating-concave pedal
board. The opening recital, given by Sir John Stainer, Organist of St Paul‟s Cathedral,
London, included works by J.S. Bach, Handel and Mozart, amongst others (Huitson 2001).
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Repertoire, and the Canterbury District Choral Union
One problem that parish choirs had in the middle of the nineteenth century was
discovering and developing repertoire. Whilst hymn repertoire had been developed by
the publication of many different hymn books, and psalms had been published set to
plainsong tones and Anglican chant, there was not a wide range of other suitable material
easily available. The Parish Choir was established in 1846 as a monthly journal to cater for
the needs of the growing number of parish church choirs, and part of its remit was to
advise on suitable repertoire for parish choirs and make some available through the
journal. Between 1846 and 1851 they published a range of liturgical music such as the
responses used at Morning and Evening Prayer, the Litany, settings of the canticles and a
number of anthems, a complete list of which can be found in Appendix H. These were
selected from works largely from Tudor composers, such as Thomas Tallis (c. 1505-1585)
and Richard Farrant (c. 1525/30-1580), through to Henry Purcell (1659-1695) and
Benjamin Rogers (1614-1698). Much of this music was already in cathedral repertoire,
but the cost of copies made the music inaccessible for the parishes. It wasn‟t until 1846
that Novello began to produce cheap octavo copies of choral works to fulfil the demand
through the use of type-setting to replace traditional engraving methods (Rainbow 1970)
and samples of these were included in The Musical Times (established by Alfred Novello).

These samples give an insight into the type of anthems that were being sung in parish
churches generally, but for a closer look at the churches in the Canterbury area note
should be taken of music sung at the Canterbury District Choral Union services. The
district or Diocesan choir festivals were first established in Lichfield in 1856 „attended by
choirs from many parts of Staffordshire and Derbyshire‟ (Rainbow 1970, 273), Southwell
Minster and Ely Cathedral followed in 1858 and then in 1862 the first Canterbury
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Diocesan Choral Union Festival was held in Canterbury Cathedral on Wednesday 9th July.
Rainbow (1970) writes that other cathedrals were somewhat reluctant to draw together
the parish choirs from their own diocese and suggests that this may have been because of
their own deficiencies. This may well have been the case as mentioned previously in this
chapter.

The first Festival in Canterbury involved choirs from around the Diocese (and some from
further afield, see Appendix I has a complete list of those choirs who were members of
the Choral Union in 1870) singing Morning and Evening Prayer with the Cathedral choir;
there was also the opportunity for choirs to sing Holy Communion at St Margaret‟s
Church in the city. A copy of the Festival booklet held in the Cathedral Archives contains
the music for all these services, except for the anthems which had to be purchased
separately from Novello. The music was very straightforward; all of the psalms and
canticles were sung to Anglican chant (at Morning Prayer) or Plainsong (at Evening
Prayer). Thomas Tallis featured strongly with the inclusion of his responses, a single
chant for the Venite and the anthem „If ye love me‟. The music was printed out over three
staves, the top being the melody, and the lower two the four-part harmony in a smaller
print; this suggests that many choirs would have still sung in unison and perhaps the
Cathedral Choir, or those more competent choirs would fill out the harmonies.
Contemporary music of the day was represented by an anthem by Ouseley at Evening
Prayer: „I know that the Lord is great‟ (See Appendix J) which had previously been made
available through The Musical Times in 1854. Ouseley‟s music was in straight-forward
diatonic harmony, with homophonic passages contrasting with imitative phrases. The
setting of the „Alleluia‟ on the final page owes a lot to Henry Purcell, with the phrases
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alternating between Decani and Cantoris before coming together for the final eight bars,
reminiscent of the end of Purcell‟s „O God, Thou art my God‟.

As the years progressed, the music became slightly more ambitious; the unison line above
the chants had disappeared suggesting that the choirs were now singing in harmony.
Between 1863 and 1865, three choruses from Handel‟s „Messiah‟ were included alongside
the more simple pieces. In several pieces, the Cathedral Choir were given their own
sections to sing: the verse section of Croft‟s „God is gone up‟, for example, or a soloist
from the Cathedral Choir singing the solo parts in Haydn‟s „The heavens are telling‟. By
1869, the setting of the Te Deum had become more demanding, leaving behind the relative
security of Anglican Chant and being sung to a through composed setting by J. H. Deane.

An amusing addition to the printed preface to the festival book in 1870 requests that „the
singers will accustom themselves to sing according to the beat of a conductor‟; perhaps in
previous years there had been trouble with choirs not being used to such practices, or
perhaps it was because the music was continuing to increase in difficulty: that year there
was a full through-composed setting of the Te Deum by Charles Steggall and a setting of
the Benedictus by J. B. Dykes, both more demanding than in previous years. It would also
have been the case, as already mentioned, that choirs would have their own way of doing
things, making it difficult to bring the choirs together into a uniform group. By 1870 it
would appear that Morning Prayer contained more difficult music, whereas Evening
Prayer continued to be predominantly chant based. The relative simplicity of the music
for Evening Prayer may have been the reason for poor attendance at the afternoon
rehearsal as noted in the Canterbury District Choral Union annual report in 1871. It is
also feasible that the morning festival was for the more experienced choirs and the
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afternoon for those who were perhaps not so ambitious. From 1872 the Festival choirs
only sang Evening Prayer and for the first time the Magnificat and Nunc Dimittis were sung
to a through-composed setting by S. S. Wesley. Appendix K contains significant music
from each Choral Festival from 1862-1885.

It was expected that choirs would take the music from these festivals back to their
parishes with them and so the festivals undoubtedly became an education not only in the
skills of singing and directing, but also in choosing appropriate repertoire. It is therefore
not too presumptuous to assume that the music being sung, at least in St Margaret‟s and
St Gregory‟s churches in Canterbury, was four-part choral music including simple
anthems by sixteenth and seventeenth century composers together with more
contemporary works. What would also be taken back to parishes in the service books
were arrangements of hymns, many well known, but many new arrangements which may
not have been in parish hymnals. The Canterbury District Choral Union Festivals did
much to promote Hymns Ancient and Modern with a large (but not exclusive) number
being reprinted from the first edition.

It was within these festivals which spread through the second half of the nineteenth
century to nearly every cathedral in the country that parish choirs had their first chance
to sing works by the contemporary composers who had largely been writing for the
cathedrals. A large amount of Parry, Stanford and Stainer‟s music was inaccessible to the
average parish church, but at the festivals, with the help of cathedral choirs and the
confidence of a large combined choir it was within reach. Festivals were commissioning
new works and Parry became well known for his contributions; the first time that any of
his music appeared in the Canterbury District Choral Union Festival was in 1885 when
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the Magnificat and Nunc Dimittis in the key of D were included. Stainer‟s anthem „O clap
your hands‟ had been included at an earlier festival in 1876 having been first published in
1874 and very well received by an anonymous review in The Musical Times:
Among the many compositions [by John Stainer] … we far prefer this now before
us. The harmonies are for the most part simple, though coloured occasionally
with so much of the chromatic element as gives them life, and strength, and
variety … There is so much of interest in the part-writing as to make the music
attractive to the singers … The organ part extensively amplifies the vocal score,
and enriches, without obscuring the sounds to be poured forth by the singers.
(Anon. 1874, 418)
It is not to suggest that music of this level was taken back to every parish church as few,
except in the larger town and city churches, would have had the resources of either
singers or appropriately sized pipe organs with which to realise it successfully. However,
skills were gained by choristers through participation alongside the simple enjoyment of
singing something challenging within a much larger choral group.
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Chapter 6: Conclusion

Those young men, women and children who began worshipping in their parish church at
the beginning of the nineteenth century, and continued to do so for the following fifty or
sixty years, experienced major changes in the way that they worshipped. Whilst there
were no changes to the liturgy in the Book of Common Prayer, there was a new sense of
dignity in the way in which they were conducted and a revised interpretation of rules
governing appropriate music for services. After 250 years where metrical psalms were
the only officially permitted form of congregational singing, hymns were slowly
introduced. Some were appropriated from other denominations, and as the Oxford
Movement gathered pace, an interest in translations from medieval Latin and European
countries added to the repertoire. This new sense of dignity spread to musicians in the
church; poorly behaved gallery musicians were dismissed and robed choirs based on
those in cathedrals took their place in the chancels at the heart of the worship. The
singing was no-longer accompanied by a diverse collection of instruments but by the
organ, in turn demonstrating the new-found skills of Victorian engineering.

In Canterbury, the effect of the Oxford Movement was more obvious in music than
anywhere else. None of the churches in Canterbury used Eucharistic vestments as they
did in the leading Tractarian churches of London. However, each church had an organ
for accompanying worship by the last quarter of the nineteenth century. Robed choirs
were common throughout Kent by 1862 as shown in the massed joining of choirs of the
Canterbury District Choral Union.
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If, for a moment, we consider what might have happened if the Oxford Movement or
Cambridge Ecclesiologists had not set reforms in motion, then how might church music
have developed in the Church of England? It is likely that the development of the hymn
would have progressed in much the same way, save for the inclusion of Latin hymns and
plainsong melodies. Hymnody from other denominations would probably still have come
into use, as would have hymns from the Lutheran and other European churches.
However, Hymns Ancient and Modern may not have become as popular as it did, nor
would it have necessarily been more distinctive than any of the other hymn books on
offer at the time. Organs would still have been installed in churches to accompany the
hymn singing much as they were being placed into Methodist chapels but they would
probably still be placed in west galleries, as in European churches. Choirs would have led
the hymn singing although not robed in surplices nor sitting in the chancel. However,
would we still have had our church choirs that sung cathedral repertoire? And without
those choirs, would we have been able to continue to feed our cathedral choirs with
choristers into the twentieth century when they became the envy of churches across
Europe and beyond?

The reforms were long-lasting. By the second decade of the twentieth century, most
churches had choirs and these continued to flourish through to the 1970s. Likewise, the
organ has continued to be the instrument most associated with church worship.
Revisions to the liturgy of the Church of England throughout the twentieth century has
been much more aware of the role music can play in worship and has gone a long way to
incorporate provision. In more recent years some churches have reintroduced music
groups that owe more to the gallery band traditions that were wiped away by the
Tractarians, and often this has gone hand-in-hand with a more relaxed form of worship.
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Some churches have moved away from the formal robed choir either through choice or
circumstance. However, through the informality there is still a much greater sense of
dignity shown by the musicians and congregation than is described by those who wrote at
the beginning of the nineteenth century.
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Appendix A

An example of a hymn written by Sir W. Scott (1771-1832) originally written for Bishop
Heber‟s collection of hymns in the second decade of the nineteenth century and included
in Hymns Ancient and Modern up to the revised edition of 1950. It was also found in The
English Hymnal (1906) but then was omitted from later editions of each hymnal as it does
not fit comfortably with the theology of the contemporary Church of England.

That day of wrath, that dreadful day,
When heaven and earth shall pass away,
What power shall be the sinner‟s stay?
How shall he meet that dreadful day?
When, shrivelling like a parched scroll,
The flaming heavens together roll;
When louder yet, and yet more dread,
Swells the high trump that wakes the dead:
O on that day, that wrathful day,
When man to judgement wakes from clay,
Be thou, O Christ, the sinner‟s stay,
Though heaven and earth shall pass away.
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Appendix B

A list of hymns by Bishop Heber and their intended Sunday or Feast Day as found in The
English Hymnal (1906) and Hymns Ancient and Modern Standard (1924, which includes the
full contents of the second revision of the original edition). Inclusion in the most recent

Ancient and Modern Standard
(1924, but complete Second
Edition of 1875 with supplements)

The English Hymnal (1906)

The New English Hymnal (1986)

Common Praise (2000)

edition of each hymnal is also noted.

714

305

277

285

41

49

84

First line

Sunday or Feast Day

Bread of the world in mercy broken

Communion

Brightest and best of the sons of the morning

The Epiphany

643

From foes that would the land devour

National

From Greenland‟s icy mountains

Missions

358

547

God that madest earth and heaven

Evening

26

268

245

15

Holy, Holy, Holy! Lord God Almighty!

Trinity Sunday

160

162

146

202

Hosanna to the living Lord!

557

241

O captain of God‟s host, whose dreadful might

St Michael and All Angels
(Michaelmas)

O God the Son eternal, thy dread might

St Michael and All Angels
(Michaelmas)

O most merciful! O most bountiful!

Communion

The Son of God goes forth to war

Any Saint‟s Day

439

There was joy in heaven

Mission

779

Virgin born, we bow before thee

The Blessed Virgin Mary

622

When through the torn sail the wild tempest is streaming

For those at sea

594

When spring unlocks the flowers to paint the laughing soil

Seasons: Spring

752
244
323

301

202
640
299

187

244
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Appendix C

Pages from Mrs C. F. Alexandra‟s Hymns for Little Children showing hymns written to aid
children‟s understanding of the Creed. It is from here that the famous hymn All things
bright and beautiful comes, to teach about God the maker of heaven and earth.
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Appendix D
Contributors of words to the New English Hymnal who lived the majority of their writing
life in the nineteenth century. Those most well known for their translations are marked
accordingly.

Author:
A. C. Ainger
Mrs C. F. Alexander
Henry Alford
Joseph Anstice
Harriet Auber
H. W. Baker
S. Baring-Gould
Charles Bigg
M. J. Blacker
William Blake
William Blew
John Bode
Horatius Bonar
G. H. Bourne
John Bowring
Matthew Bridges
Robert Bridges
William Bright
Phillips Brooks
John Brownlie
William Bullock
Henry Montagu Butler
Charles Caverley
Jane Campbell
Robert Campbell
E. Caswall
John Chadwick
John Chandler
A. W. Chatfield
John Clark
V. S. Stuckey Coles
Henry Collins
Josiah Conder
Maud Coote
William Copeland
Thomas Cotterill
Frances Cox
John Cummins

Dates:

Number
included:

(1841-1919)
(1818-95)
(1810-71)
(1808-36)
(1773-1862)
(1821-77)
(1834-1924)
(1840-1908)
(1822-88)
(1757-1827)
(1808-94)
(1816-74)
(1808-89)
(1840-1925)
(1792-1872)
(1800-94)
(1844-1930)
(1824-1901)
(1835-93)
(1857-1925)
(1798-1874)
(1833-1918)
(1831-84)
(1817-78)
(1814-68)
(1814-78)
(1840-1904)
(1808-76)
(1808-96)
(1839-88)
(1845-1929)
(1827-1919)
(1789-1855)
(1853-1935)
(1804-85)
(1779-1823)
(1812-97)
(1795-1867)

1
7
2
1
1
10
2
1
2
2
1
2
1
1
1
2
10
4
1
1
1
1
1
1
2
8
1
5
1
1
2
2
1
1
1
1
3
1

Notes:

Translations
Translation
Translations
Translation

Translation

Translation
Translations
Translations
Translation
Translation

Translation
Translations
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Edward Denny
W. Chatterton Dix
George Doane
William Draper
George Duffield
James Edmeston
John Ellerton
Charlotte Elliott
Emily Elliott
Charles Everest
F. W. Faber
Robert Grant
Dorothy F. Gurney
John Hampden Gurney
Edwin Hatch
R. S. Hawker
Reginald Heber
Lewis Hensley
W. E. Hickson
Henry Scott Holland
Oliver Wendell Holmes
F. J. A. Hort
Frederick Hosmer
W. Walsham How
Charles Humphreys
W. J. Irons
William Jervois
Samuel Johnson
John Keble
Thomas Kelly
T. A. Lacey
H. F. Lyte
R. F. Littledale
Somerset Lowry
William Maclagan
Richard Mant
John Marriott
Mary Maude
William Mercer
Henry Milman
J. S. B. Monsell
James Montgomery
Gerard Moultrie
Lionel Muirhead
J. M. Neale
Ebenezer Newell
John Henry Newman
Caroline Noel
C. E. Oakley
Frederick Oakeley

(1796-1889)
(1837-98)
(1799-1859)
(1855-1933)
(1818-88)
(1791-1867)
(1826-93)
(1789-1871)
(1836-97)
(1814-77)
(1814-63)
(1779-1838)
(1858-1932)
(1802-62)
(1835-89)
(1804-75)
(1783-1826)
(1824-1905)
(1803-70)
(1847-1918)
(1809-94)
(1828-92)
(1840-1929)
(1823-97)
(1840-1921)
(1812-83)
(1852-1905)
(1822-82)
(1792-1866)
(1769-1854)
(1853-1931)
(1793-1847)
(1833-90)
(1855-1932)
(1826-1910)
(1776-1848)
(1780-1825)
(1819-1913)
(1811-73)
(1791-1868)
(1811-75)
(1771-1854)
(1829-85)
(1845-1925)
(1818-66)
(1853-1916)
(1801-90)
(1817-77)
(1832-65)
(1802-80)

1
4
1
2
1
1
7
1
1
1
3
1
1
1
1
1
6
1
1
1
1
1
2
5
2
1
2
1
5
3
8
3
2
1
1
3
1
1
1
1
2
8
1
1
39
1
3
1
1
1

Translations

Translation
Translations
Translation

Translations
Translations
Translations
Translation

Translation
Translations

Translation
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Edward Osler
H. N. Oxenham
John Oxenham
Francis Palgrave
Edmund Palmer
Ray Palmer
F. S. Pierpoint
Edward Plumptre
T. B. Pollock
Francis Pott
Philip Pusey
H. Putman
H. D. Rawnsley
Athelstan Riley
J. Armitage Robinson
Richard Robinson
William Romanis
Christina Rossetti
Arthur Russell
Edmund Sears
W. Chalmers Smith
G. H. Smyttan
W. J. Sparrow-Simpson
Francis Stanfield
Samuel Stone
Alfred Tennyson
Godfrey Thring
W. B. Trevelyan
William Turton
Lawrence Tuttiet
Henry Twells
Ralph Wardlow
Benjamin Webb
Richard Whately
William Whiting
John Whittier
Isaac Williams
Maria Willis
Catherine Winkworth
Basil Wood
James Woodford
G. R. Woodward
Christopher Wordsworth
John Wreford

(1798-1863)
(1829-88)
(1852-1941)
(1824-97)
(1856-1931)
(1808-87)
(1835-1917)
(1821-91)
(1836-96)
(1832-1909)
(1799-1855)
(1861-1935)
(1851-1920)
(1858-1945)
(1858-1933)
(1842-1892)
(1824-99)
(1830-94)
(1806-74)
(1810-76)
(1824-1908)
(1822-70)
(1859-1952)
(1835-1914)
(1839-1900)
(1809-92)
(1823-1903)
(1853-1929)
(1856-1938)
(1825-97)
(1823-1900)
(1779-1853)
(1819-85)
(1787-1863)
(1825-78)
(1807-92)
(1802-65)
(1824-1908)
(1827-78)
(1760-1831)
(1820-85)
(1848-1934)
(1807-85)
(1800-81)

1
1
1
1
1
3
1
3
1
3
1
1
1
7
1
1
2
1
1
1
1
1
1
1
1
1
2
1
1
1
1
1
1
1
1
2
3
1
6
1
1
3
7
1

Translation
Translation

Translation
Translation
Translations

Translation

Translations
Translation
Translations
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Appendix E
The first two editions of Hymns Ancient and Modern contained four different
harmonisations of the psalm tune „Old Hundredth‟, which was used for two different sets
of words as well as the metrical version of Psalm 100 that it was originally written for.

First version attributed to Louis Bourgeois and found in the Genevan Psalter 1551:

Second version of the above, with altered rhythmic metre:
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Version three is a harmonisation by John Dowland (1563-1626) and has the melody in the
tenor part:

Version four also has the melody in the tenor part, but is a later arrangement by Thomas
Ravenscroft, first published in Ravenscroft‟s Book of Psalms (1621):

73
In an article published in The Musical Times in 1848 regarding a reprint of Ravenscroft‟s
Book of Psalms, the author explains the reasoning for the melody being in the tenor part:
In an age when Psalms were sung with great energy by large masses of the people,
the men‟s voices, predominating by their power, would engross the ear, and
clearly sustain the melody. The devout musician, leaving the melody to be sung
with all simplicity and fullness, employed a few superior voices to encompass it
with harmony. (Anon. 1848, 161)
This suggests that psalm singing was quite a raucous experience far removed from the
orderly proceedings encouraged by the nineteenth century church.

74

Appendix F
Contents of Hymns Ancient and Modern (1861),The Appendix to Hymns Ancient and Modern
(1868), The Anglican Hymn Book (1868), The Sarum Hymnal (1869), The Supplement to
Hymns Ancient and Modern (1874), Church Hymns with tunes (1874), A Church of England
Hymn Book (1879) and The Hymnal Companion (1890). From comparing the contents of
these publications it is possible to see those hymns that were already part of the tradition
as they appear in across several books, and those that were perhaps written for one

A day of work is done

627

A few more years shall roll

332

A hymn for martyrs sweetly

53

A living stream as crystal clear

155

53

328

224

A pilgrim through this lonely world

546
14

13

20

Above the clear blue sky
Above the starry spheres

329

23

565

604

94

399

499

Across the sky the shades of night
192

Again the Church's year hath run its round

99

Again the Lord of life and light

118
22

Again, as evening's shadow falls

17

Ah, my dear Lord! what couldst thou spy

24
628

Alas, and did my Saviour bleed

102

All creation groans and travails

374

All glory to the Father be

154
86

All hail the power of Jesus' name
All hail, adored Trinity

434

122

Affliction is a stormy deep

All glory, laud, and honour

20

129

According to thy gracious word

Again the Lord's own day is here

95

182

A voice is heard on earth
Abide with me; fast falls the eventide

The Hymnal Companion 1890

A Church of England Hymn Book 1879

Church Hymns with tunes 1874

A&M Supplement 1874

The Sarum Hymnal 1869

The Anglican Hymn Book 1868

A&M 1861

First line

A&M Appendix 1868

specific hymnal and do not appear elsewhere.

117
301

132

211

113

152

180

330

225

562

All hail, ye martyr-blooms, so bright

51

All is bright and cheerful round us

174

All is o'er, the pain, the sorrow

107

126

170

All merciful, almighty Lord

406

All my heart this night rejoices
All people that on earth do dwell

75
136

203

249

331

All praise to thee, in light arrayed

226

10

All praise to thee, who safe hast kept

12
2

All that's good and great and true

228

All things are ready, there's a place of rest

500

All things bright and beautiful

605

All things praise thee, Lord most high

229

All ye who faithful servants are

230

All ye who seek a rest above

501
158

Alleluia, Alleluia, hearts to heaven and voices raise

292

146

127

Alleluia, fairest morning

178

214

332

277

556

102

139

587

38

Alleluia, sing to Jesus

350
67

66

Alleluia, sweetest anthem

78
78

All-seeing God, thy love sustains

227

Almighty Father, hear our cry

566

Almighty Father, heaven and earth

292

Almighty God, thy piercing eye

285
25

Almighty God, thy word is cast

141

Almighty God, whose only Son

357

168

Almighty Ruler, God of truth

14

Amid the various scenes of ills

193
270

50

163

And dost thou say, ask what thou wilt?

341

And now another day is gone

600

And now the wants are told, that brought

280

394

And now, beloved Lord, thy soul resigning

155

And now, mid myriad worlds enthroned

76

Angel voices ever singing
Angels from the realms of glory
Angels lament, behold your God
Angels of peace, look down from heaven and mourn

589

513

Almighty God, thy throne above

An exile for the faith

491

225

All ye who seek a comfort sure

Alleluia, song of gladness/sweetness

550

35

All praise to thee, my God, this night

All ye who seek for sure relief
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Church Hymns with tunes 1874

A&M Supplement 1874
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The Anglican Hymn Book 1868

A&M 1861

First line

A&M Appendix 1868

75

43

387

102
125

316

593

558

76

110

91

A Church of England Hymn Book 1879

56

80

Another year hath fled; renew

123

Approach, my soul, the mercy-seat

231

Arise, O Lord, and shine

318

289

147

550

Arm of the Lord, awake, awake

112

Around the throne of God a band

312

232

Around the throne of God in heaven

506
511

Art thou weary, art thou languid

299

100

333

233

As Christ our Saviour's gone before

189

As every day thy mercy spares

55

As James the Great, with glowing zeal

377

166

As mounts on high the orb of day
As now the sun's declining rays

The Hymnal Companion 1890

Church Hymns with tunes 1874

Another day begun

A&M Supplement 1874

The Sarum Hymnal 1869

The Anglican Hymn Book 1868

A&M 1861

First line

A&M Appendix 1868

76

7
12

As pants the hart for cooling streams

310

228

As the sun doth daily rise

18

14

96

334

3

3

18
149

As thou didst rest, O Father

59

As when the weary traveller gains

236

240

94

130

106

58

82

As with gladness men of old

64

61

62

Ascended Lord, accept our praise
Ask ye what great things I know

234

Asleep in Jesus! Blessed sleep

235

At even, ere the sun was set

276

18

At length, the longed-for joy is given

26

At the Cross her station keeping

98

At the Lamb's high feast we sing

113

141

128

174

At the Name of Jesus
51

165

At thy feet, O Christ, we lay

13

Awake and sing the song

335

237

Awake, glad soul! awake, awake!
1

1

2

1

1

103

143

Be present at our table, Lord

488

Be present, holy Trinity

179

Be still, my soul, for God is near

502

Be thou my guardian and my guide

334

Before Jehovah's awful throne

Behold a little child

2
521

Awhile in spirit, Lord, to thee

Before thine awful presence, Lord

568
205

Awake, my soul, stretch every nerve

Before the ending of the day

212
563

At thy birth, Incarnate Lord

Awake, my soul, and with the sun

25

190

240
187

13

238
11

19

54

19

231
477

Behold me standing at the door

174

Behold the glories of the Lamb
Behold the Lamb of God

309
166

183

Behold the Lamb! O thou for sinners slain
Behold the messengers of Christ

336
260

Behold the sun, that seemed but now

20

Behold they gain the lonely height

337

Behold thy servant drawing near

202

Behold us, Lord, a little space

53

Behold us, Lord, before thee met

353

77

283

Behold, the Baptist's warning sounds

38

Behold, the Master passeth by

183

489

Bending before thee, let our hymn go upwards

239

Beneath the Church's hallowed shade

595

Beneath the cross of Jesus

188

Beneath the fig-tree's grateful shade

167

Bethlehem, of noblest cities

64

131

Bishop of the souls of men

480

Blessed city, happy Salem (Singleton)

313
243

272

Blessed city, holy nation

338

587

379

Blessed Saviour, thou hast taught us

142

Blessing, honour, thanks and praise

243

Blest are the pure in heart

141

Blest Creator of the light

24

276

Blest day of God, most calm, most bright

24

Blest day, on which the Saviour shed

52

Blest Framer of the starry height

28

Blest Source of mercy, truth and love

339

241

132
133
524

Blot out our sins of old

242

Blow ye the trumpet, blow

111

Bound upon the accursed tree

156

Bow down thine ear, almighty Lord

251

Bowed low in supplication

340

Bread of the world in mercy broken
Breast the wave, Christian

331
221

Blest voice of love, O word divine

Bread of heaven, on thee we feed

391

203

Blessed feasts of blessed martyrs

Blest Trinity, from mortal sight

18

232

Behold, a stranger at the door

Blessed city, heavenly Salem
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First line

A&M Appendix 1868

77

205

222

194

537

203

503

446

204

504

445
358

Brethren, let us join to bless

569

Bride of Christ, through him contending
Brief life is here our portion

314
142

260

Bright and joyful is the morn

319

341

425

95

132

107

566

606

508

303

264

Brightest and best of the sons of the morning

388

Brightly did the light divine

163

Brightly gleams our banner

384

Brightly, O Father, when morning is breaking

2

Brightness of the Father's glory

243

Brother, thou art gone before us

530

Bulwark of a mighty nation

581

By Christ redeemed

205

By cool Siloam's shady rill

500
125

74

By the cross her station keeping

131

By the cross, sad vigil keeping

157

By thy birth, O Lord of all

581

Call them in! the poor, the wretched

543

Captain of Israel's host, and Guide

244

Captain of our salvation, take

255
259

Cast away the works of darkness

100

Change is our portion here

287

Chief of martyrs, thou whose name

49

Chief of sinners though I be

545

Children of earth, for heaven we seek

245

Children of the heavenly King

202

Christ had regained the sky

174

Christ is born, exalt his Name
Christ is gone up; yet ere he passed

342

243

170

244

314

587

306

344

Christ is risen! Christ is risen

132

Christ is the Foundation of the house we raise

307

Christ Jesus lay in death's strong bands

588

378

129
112

133

Christ the Lord is risen today (Leeson)
Christ the Lord is risen today (Wesley)

538

267

Christ is our cornerstone

Christ the Lord is risen again

372

45
214

Christ is laid the sure foundation
Christ is made the sure foundation

542

505

322

By Jesus' grave on either hand

Captains of the saintly band

249

44

Bright the vision that delighted

By precepts taught of ages past
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78

175
176

112

143

134

210

Christ will gather in his own

244
169

343

246

252

Christ, we come before thee

238

Christ, who once amongst us
Christ, whose glory fills the skies

501
5

Christian, dost thou see them

4
285

Christian, seek not yet repose
Christians, awake! salute the happy morn

The Hymnal Companion 1890

A Church of England Hymn Book 1879

Church Hymns with tunes 1874

A&M Supplement 1874

191

Christ, above all glory seated
Christ, in highest heaven enthroned

The Sarum Hymnal 1869

The Anglican Hymn Book 1868

A&M 1861

First line

A&M Appendix 1868

79

326

6

4

103

104

281

47

Church of Christ, whose glorious warfare

3

8
143

345

247

356

77

111

84

190

Cling to the Crucified

189

Clothed with state and girt with might

252

Come forth, O Christian brothers

317

Come once more, with songs descending

120

Come to a desert place apart

299

Come to me, Lord, when first I wake

17

Come to our dark nature's night

350

203

260

Come unto me, ye weary

351

251

284

Come, Christian children, come

567

Come to the morning prayer

11

Come, ever blessed Spirit, come

517

Come, Father, Son, and Holy Ghost

232

Come, gracious Spirit, heavenly Dove

173

Come, Holy Ghost, Creator blest

211

254

Come, Holy Ghost, descend from high
Come, Holy Ghost, our souls inspire
Come, Holy Ghost, who ever One

456
127

136

241

7

Come, Holy Spirit, come; let thy bright beams arise

346

199

347

200

133

258

Come, Holy Spirit, come; O hear my lowly prayer
Come, Holy Spirit, heavenly Dove

607

466

248

352

249

560

214

Come, Holy Spirit, Lord of grace

134

Come, labour on
Come, let us join our cheerful songs

302

348

Come, let us join our friends above
Come, let us praise the Name of God
Come, let us to the Lord our God

400
25
73

97

349

Come, Lord, and tarry not
Come, mild and holy Dove

349
140

Come, my soul, thou must be waking
Come, my soul, thy suit prepare
Come, O come, in pious lays

595

7

2

290
392

250

Come, O Creator, Spirit blest

201

Come, O Jesus, to thy table

206

Come, praise your Lord and Saviour

608

Come, pure hearts, in sweetest measures

261

Come, see the place where Jesus lay

116

Come, sing with holy gladness

116

140

177

366

461

Come, thou fount of every blessing

573

Come, thou holy Paraclete
Come, thou Holy Spirit, come

259
128

139

Come, thou long-expected Jesus

175

47

109

Come, thou Spirit of all light

202

Come, tread once more the path with song

242

Come, weary souls, in Christ your Lord

156

Come, ye faithful, raise the anthem

304

Come, ye faithful, raise the strain

291

234

352

553

135

Come, ye sinners, poor and wretched
Come, ye thankful people, come

169
223

309

278

276

570

Come, ye yourselves apart and rest awhile
119

Command thy blessing from above

266

Commit thou all thy griefs

209
146

101

Creator of the light supreme

27

Creator of the rolling flood
Creator of the starry height

199
31

486
65

Creator of the world, do thou
Creator of the world, to thee

84
68

353

Creator Spirit, by whose aid

131

177

140
204

Creator Spirit, Lord of grace

252

Crown him with many crowns

318

219

354

Dark is the sky that overhangs my soul

235

132

Day by day we magnify thee
Day of judgment, day of wonders

568

597

355

254

76

88

255

98

35
221

256
375

Dayspring of eternity

5

Dead to life, yet loath to die

256

Death shuts the gates of paradise
Deathless principle, arise!

252
253

Darkly frowns the evening sky

Days and moments quickly flying

256

205

Creator Spirit, make thy throne

Day of wrath! O day of mourning!

57
597

Comes once more the awful night

Conquering kings their titles take
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629
214

Depth of mercy
Disposer supreme, and Judge of the earth

176
258

300

356

Do no sinful action

495

Draw nigh and take the Body of the Lord

348

207

Draw nigh to thy Jerusalem, O Lord

33

Draw nigh, all ye faithful

37

506

67

Drop, drop, slow tears

630
59

Earth to earth and dust to dust

184

Easter Day is here and we

109

Eight days amid this world of woe

257
55

Ere another Sabbath close

69

Ere God had built the mountains

218

Ere I sleep, for every favour

16
28

Eternal beam of light divine

265
222

289

321

Eternal God, we look to thee

590
258

Eternal Shepherd, God most high

254

Eternal Sun of Righteousness

112

Every morning mercies new

4

Every morning the red sun

276

Exalted high at God's right hand

259

Fair waved the golden corn

569

Far down the ages now

357

Far from my heavenly home

176

Far from the world, O Lord, I flee

278

609

358

155
260

Father and Lord of our whole life

135

Father of all, to thee we raise

181

Father of heaven above

265

Father of heaven, who hast created all
138

143

183

Father of life, confessing

220

518

359

215

Father of mercies, hear

263

239

Father of love, our guide and friend
Father of mercies, God of love

497

244

Far from these narrow scenes of night

Father of heaven, whose love profound

224

216

Ere the waning light decay
Eternal Father, strong to save

441

66

Draw nigh, draw nigh, Emmanuel
Earth has many a noble city
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81

261
225
90

Father of mercies, in thy word

268

Father, again in Jesus' Name we meet

105

24

Father, before thy throne of light

184

418

Father, breathe an evening blessing

29

Father, by thy love and power

20

Father, hear thy children's call

586

29

303

Father, let me dedicate

55

102

Father, name of love and fear

233

Father, Son and Holy Ghost, in solemn power come down

233

228

155

140

Father, thy will, not mine, be done

518
631

Father, we humbly pray
Father, we love thy house of prayer

360

Father, whate'er of earthly bliss

292

Feeble, helpless, how shall I

262

Fierce raged the tempest o'er the deep

309

Fierce was the storm of wind

74

Fierce was the wild billow

291

Fight the good fight with all thy might

263

592

264

591

361
362

375

50

For all the saints who from their labours rest

196

492

For all thy love and goodness, so bountiful and free

61

94

For all thy saints, O Lord

197

299

For ever here my rest shall be

106
415

For ever with the Lord

363

265

155

564

For mercy, Lord, I cry

632

For my sake and the gospel's, go

601

For the beauty of the earth

364

For the fount of life eternal

320

For thee, O dear, dear country

142

For thy dear saint, O Lord

273

For thy mercy and thy grace

239

261

319

365

425

249

56

54

89

124

97

Forth from the dark and stormy sky

507

Forth goes the standard of our King

158

Forth in thy name, O Lord, I go

6

Forty days and forty nights

78

101

Forward go in glad accord

6

16

106

142

318

Forward, be our watchword
Fountain of mercy, God of love
Four days had come and gone to rest

247

265

For mercies, countless as the sands

Fountain of good, to own thy love

422
410

For ever ours
For man the Saviour bled

37
166

Father, I know that all my life

First of martyrs
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82

231

283
282

578

359

514

428

571
74

From all that dwell below the skies

366

From all thy saints in warfare

297

157

From east to west, from shore to shore (CM)

78

From Egypt's bondage come

367

554
473

From every stormy wind that blows
From Greenland's icy mountains

253

290

551

126

195
193

From lowest depths of woe

75

From out the deep, O Lord, on thee

185

From the deeps of grief and fear

87

From the eastern mountains

133

From the guiding star that led
Gainst what foeman art thou rushing

403

275
217

From hidden source arising
From highest heaven the eternal Son
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83

313
246

157

Gentle Jesus, meek and mild

321

610

465

Gentle Shepherd, thou hast stilled

547

Give heed, my heart, lift up thine eyes

475

Give me the wings of faith to rise

426

Giver of the perfect gift

107

Glad light illumines this day

198

Glad sight! the holy Church

351

Glorious things of thee are spoken

296

230

221

203

368

266

Glory be to God the Father
Glory be to Jesus

398
551

92

110

369

Glory be to thee, my God, this night

30

197

30

Glory be to thee, O Lord

52

Glory to the King of Glory!

228

Glory to thee, in light arrayed

58

Glory to thee, my God, this night

10

21

19

Glory to thee, O Lord

54

166

94

Glory to thee, who safe hast kept

1

Glory, glory, Lord, to thee

1
105

Go forward in your course

117

Go forward, Christian soldier
Go to dark Gethsemane

103

238

237

235

96

122

370

270

Go, labour on; spend, and be spent

347

Go, when the morning shineth

634

God cometh, let the heart prepare

101

God eternal, mighty King

229

God from on high hath heard

48

God hath two families of love

40

79
371

273

God is love, his mercy brightens
God moves in a mysterious way

192

God of grace, O let thy light

219

372

268

226

257

633

63

373

God of heaven, enthroned in might

269
330

God of mercy, throned on high

320

611

234

600

God of our life, to thee we call

258

God of that glorious gift of grace

222

God of the living

245

God save our gracious Queen
God the all-terrible! King, who ordainest

262
120

160

560
454
531

540

626

599

564

47

584

God the Father, God the Son

90

God the Father, God the Word

582

God the Father, seen of none

588

God the Father, throned on high

589

God the Father, whose creation

89

359

God the Lord a King remaineth

290

God the Lord has heard our prayer

271

God, Creator and Preserver

577

265

God, my Father, hear me pray

84

God, our Hope and Strength abiding
God, that/who madest earth and heaven

498

560

God of our fatherland

God the Father, from thy throne

295

216
63

God of mercy, loving all
God of my life, to thee I call
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God of mercy, God of grace
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84

30
18

Good Lord, who hast the weight woes

14

22

273

570

31

32

69

Gracious Saviour, gentle Shepherd

365

Gracious Spirit, Dove divine

190

Gracious Spirit, dwell with me

271

Gracious Spirit, Holy Ghost

315

374

Gracious Spirit, Love divine

272
206

Great and glorious Father, humbly we adore thee

208

Great Architect of worlds unknown

217

Great Gabriel sped on wings of light

171

Great God of hosts, our ears have heard

272

Great God of our salvation

379

Great God, and wilt thou condescend
Great God, what do I see and hear

37

Great God, who hid from mortal sight

23

30

23

375

612

464

273

74

Great God, who in thy light dost rest

148

Great God, whose sceptre rules the earth

251

Great High Priest, we see thee stooping

184

Great King of nations, hear our prayer
Great Mover of all hearts
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85

259
72

46
274

Great Shepherd of thy people, hear

313

Great, mysterious Trinity

385
88

Guide me, O thou great Jehovah/Redeemer

338

230

376

Guide thou, O God, the guardian hands

275

366

250

Guide us thou, whose Name is Saviour

194

Hail that Head all torn and wounded

377

Hail that head with sorrows bowing

130

Hail the day that sees him rise

121

125

162

143

191

226

Hail to the Lord's Anointed

66

59

246

379

276

130

Hail, gladdening Light

278

Hail, highly favoured, blessed Maid

160

Hail, holy rest, calm herald of that day

60

Hail, sacred day of earthly rest

43

Hail, thou head, so bruised and torn

61
159

Hail, thou once-despised Jesus

378

Hail, thou source of every blessing

69

Happy soul, thy days are ended

96

196
134

Hark on high the joyful music!
Hark the glad sound! the Saviour comes

381
40

31

Hark what mean those holy voices
Hark, a thrilling voice is sounding

35

68

103

25

67

102

33
26

Hark, creation's alleluia

120

Hark, hark, my soul! angelic songs are swelling

325

278

Hark, hark, the organ loudly peals

319

Hark, my soul! it is the Lord

224

Hark, ten thousand voices sounding

130
43

41

Hark, the song of jubilee
Hark, the sound of holy voices

319
42
255

378

313

80
393
199

112

87

280

81

493

427
114

Hark, the vault of heaven is ringing
Hark, through the courts of heaven

419

279

Hark, the swelling breezes, rising from afar
Hark, the voice of love and mercy

64

46

Hark, a trumpet voice of warning

Hark, the herald angels sing

108

208

192
104

133

195

197

Hark, tis the watchman's cry

281

Hark, what mean those holy voices

113

66

Harp, awake, tell out the story

57

Have mercy on us, God most high

154

Have mercy, Lord, on me

81

79

89

144
477

He comes, he comes, the Holy One

178

He is gone. A cloud of light

144

He is risen, he is risen

117

193
636

90

34

Head of thy Church triumphant

161

Heal me, O my Saviour, heal

233

Heal us, Emmanuel! hear our prayer

380
218

578
282

381

Hear me, O God

237

635

Hear our prayer, O heavenly Father

18

32

Hear us, thou that broodest

207

Heavenly Father, by whose care

33

Heavenly Father, from thy throne

583

Heavenly Father, send thy blessing

364

571

Heavenly Father, to whose eye

613
283

Here we suffer grief and pain

509

Here, O my Lord, I see thee face to face

209

High let us swell our tuneful notes

81

Higher soars his eagle, higher

444

48

Hills of the north, rejoice

129

Holiest, holiest

284

Holy Bible, book divine

637

Holy Father, cheer our way

23

Holy Father, great Creator

34
15

Holy Ghost, Illuminator

293

Holy Ghost, with light divine

163

196

232

135

Holy is the seed-time, when the buried grain

277

Holy Jesus, mighty Lord

120

Holy offerings, rich and rare

284

515

Holy Saviour, hear me

393
549

Holy Spirit, come in might

382

Holy Spirit, in my breast

208

Holy Spirit, Lord of glory

Holy, holy, holy, Lord God of hosts (Montgomery)

487

298

Holy Father, hear me

Holy, Holy, Holy, Lord God of hosts

227

145

He sendeth sun, he sendeth shower

Holy, Holy, Holy! Lord God Almighty
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86

234
135

146

1
182

7

218
219
285

1

Church Hymns with tunes 1874
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Hosanna to the living Lord
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87

286

217

314
172

207

29

383

Hosanna, raise the pealing hymn

460

House of our God, with hymns of gladness ring

91

How are thy servants blest, O lord

588

How beauteous are their feet

176

How beautiful the feet that bring

178

How beautiful the morning star

242
9

How blessed, from the bonds of care
How blest the matron (virgin), who endued

300
269

How blest the union, gracious Lord
How blest were they who walked in love

171
70

How bright appears the Morning Star
How bright these glorious spirits shine

110
262

197

304

384

How long, O Lord, how long, we ask

385

How long, O Lord, our Saviour

386

How shall a contrite spirit pray

494

423

145

146

How sweet the hour of closing day

545

How sweet the Name of Jesus sounds

185

How welcome was the call

213

240

60

387

318

240

Hush! blessed are the dead

541

Hushed was the evening hymn

572

470

I am a stranger here

370

I am not worthy, holy Lord

438

I could not do without thee

158

I gave my life for thee

349

I give myself to thee

505

I go; the poor, my poor are with you still

432

I have a home above
I heard the voice of Jesus say

245
317

388

285

I hunger and I thirst

436

I know not what may befall me

534

I know that my Redeemer lives

208

I lay my sins on Jesus

163

I love thee, O my God, my Lord

115

I love to hear the story
I need thee, precious Jesus

471
340

I saw and, lo, a great white throne

104

I see the crowd in Pilate's hall
I sing the almighty power of God
I think when I read that sweet story

389
210

484
479

I thirst, thou wounded Lamb of God
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88

128

I want to be like Jesus

492

I wish to have no wishes left

640

If thou wouldest life attain

287

I'm but a stranger here

288

I'm kneeling at the threshold

531

Immortal love for ever full

329

In days of old on Sinai

344

In exile here we wander
In grief and fear to thee, O Lord

289
236

563

In his temple now behold him

305

168

In hunger, watch and prayer

108

In our work and in our play

573

In stature grows the heavenly Child

290

In the hour of my distress

257

159

In the hour of trial

74

260

In the Lord's atoning grief

478

391

390

638

391

291

96

160

160

In the mid silence of the voiceless night

639

In the Name of God the Father

519

In the name which earth and heaven

306

In thine image thou didst make us

217

In thy glorious resurrection

150

In token that thou shalt not fear

352

In weakness great and strong in hidden might

180

231

227

520

455

165

Inspirer and hearer of prayer

36

Is not this our King and Prophet

153

Is thy cruse of comfort wasting

535

It came upon the midnight clear

38

82

292

It is a thing most wonderful

90
482

It is finished! It is finished! all the untold agony

161

It is the Lord, behold his hand

327

It passeth knowledge, that dear love of thine

317

I've found a Friend; O such a Friend

306

Jerusalem on high
Jerusalem the golden

323
142

191
262

Jerusalem, Jerusalem, enthroned once on high
Jerusalem, my happy home

394
319

425

249

392

293

239

474

404

204
180

188

318

Jerusalem, my happy home, name ever dear to me

393

Jesus calls us! o'er the tumult

25

404

Jesus came, the heavens adoring
Jesus Christ is risen today

244

395

107

111

137

136

300

71

179

211
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Jesus lives! thy terrors now
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Jesus is God: the solid earth
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89

405

301

213

319
117

Jesus lives, no longer now
Jesus loves me, this I know
Jesus shall reign where'er the sun

503
196

247

Jesus, cast a look on me

82

Jesus, Child of mortal throes

330

Jesus, dwelling here below

407

304

587

Jesus, ever present with thy Church below

210

Jesus, for the beacon light

381

Jesus, from thy throne on high
Jesus, grant me this, I pray

122

514
177

Jesus, heavenly Shepherd!

294

Jesus, high in glory

574

Jesus, how sweet the thought of thee

629

258

Jesus, I my cross have taken

417

Jesus, I rest on thee

309

Jesus, I will trust thee

305

Jesus, in thy dying woes

123

168

Jesus, life of those who die

592

86

Jesus, Lord and Saviour

200

219

Jesus, Lord of life and glory

341

45

Jesus, Lord of life eternal

161

Jesus, Lord, to me impart

282

Jesus, Lord, we kneel before thee

329

158

Jesus, lover of my soul

179

219

91

396

295

299

Jesus, meek and gentle

189

246

238

397

296

368

Jesus, meek and lowly

152

Jesus, my Lord, my God, my all

178

398
399

Jesus, my Saviour, look on me
Jesus, Name of wondrous love

146

273

92

400

154

406

Jesus, now thy new-made soldier
Jesus, our hope, our heart's desire

314
302
522

125

Jesus, our risen King

303

Jesus, stand among us

215

Jesus, still lead on

401

Jesus, Sun of righteousness

369
10

Jesus, sweet memories of thy Name

67

Jesus, tender Shepherd, hear me

463

Jesus, the King of glory thou
Jesus, the very thought is sweet

297

126
65

402

Jesus, the very thought of thee

157

Jesus, the Virgins' Crown, do thou

268

Jesus, the world's redeeming Lord

118

59

315

Jesus, these eyes have never seen

316

Jesus, thou joy of loving hearts

229

400

403

298

Jesus, thou wounded Lamb of God

435
339

Jesus, thy blessed brow is torn

126

Jesus, thy blood and righteousness

288

Jesus, thy Church with longing eyes
Jesus, thy mercies are untold

The Hymnal Companion 1890

A Church of England Hymn Book 1879

Church Hymns with tunes 1874

A&M Supplement 1874

The Sarum Hymnal 1869

The Anglican Hymn Book 1868

A&M 1861

First line

A&M Appendix 1868

90

299
147

Jesus, to God the Father gone

67

Jesus, to thy table led

211

Jesus, we are far away

585

508

Jesus, we lift our souls to thee

437
458

Jesus, where'er thy people meet

268

Jesus, with thy Church abide

312

305

386

591

87

402

Join all the glorious names

575

Joy because the circling year

149

Joy fills our inmost heart today

83

Just as I am, without one plea

287

88

408

546

159

King of saints, to whom the number

182

488

416

King, Messiah, long-expected

87

Lamb of God, for sinners slain

390

200

Lamb of God, I look to thee

275

Lamb of God, whose dying love

149

116

Lead us, heavenly Father, lead us

447
410

Lead us, O Father, in the paths of peace

307
308

Lead, kindly Light, amid the encircling gloom

342

266

409

306

Leader of faithful souls and guide
641

Let all on earth their voices raise

192

Let all the world in every corner sing

333

184

411
412

Let no hopeless tears be shed

248

Let our choir new anthems raise
Let tyrants take their haughty names

380

Let us, with a gladsome mind (original version)

238
532

200

169

211
53

Let us raise our grateful voices
Let us with a gladsome mind

309

194

Let me be with thee where thou art

Let saints on earth in concert sing

22
367

Leaning on thee, my Guide, my Friend

Let every heart exulting beat

363

413
196

574
414

A Church of England Hymn Book 1879
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591

145

The Sarum Hymnal 1869

311

Lift up your heads, eternal gates

Lift not thou the wailing voice

The Anglican Hymn Book 1868

Lift the strain of high thanksgiving

First line

A&M Appendix 1868

Church Hymns with tunes 1874

91

326

Lift up your heads, eternal gates (Psalm xxiv)

231
194

Lift up your heads, ye gates of brass

291

Light and comfort of my soul

113
310

Light of the anxious heart

68

Light that from the dark abyss

82

Light's abode, celestial Salem

322

Light's abode, thou heavenly Salem
Light's glittering morn bedecks the sky

315
109

Little children, dwell in love

118

Little drops of water
Lo, from the desert homes

615
251

164

270

415

39

29

22

69

33

252

Lo, God is here! let us adore
Lo, he comes with clouds descending
Lo, he comes, let all adore him
Lo, now is our accepted day

390
105

377

495

Lo, round the throne, at God's right hand

424

Lo, sea and land their gifts outpour

168

Lo, steals apace the welcome tide

70

Lo, the angels' food is given

349

Lo, the storms of life are breaking

268

Lo, the voice of Jesus

416

Long did I toil, and knew no earthly rest

642

Long time the fallen human race

481

Long years I wandered far astray

304
342

Look forth, mine eye, look up, and view

6

Lord Almighty, God of nations

260

Lord God almighty, who hearest all who cry to thee

312

Lord God the Holy Ghost

257

Lord God, we worship thee

273

Lord Jesus Christ, our Lord most dear

223

Lord Jesus, are we one with thee?

138
228

274

Lord Jesus, God of grace and love

563

154

Lord Jesus, think on me

315

Lord Jesus, when we stand afar

115

Lord of all power and might
Lord of glory, who hast bought us

73

76

Lo, round the throne, a glorious band

Lord Jesus, God and Man

493

26

148

316
270

372

Lord of heaven and earth and ocean

62

Lord of hosts, to thee we raise

312

Lord of life, prophetic Spirit

245

Lord of mercy and of might

229

256
389

422

317

269

318

Lord of my life, whose tender care
329

284

Lord of power, Lord of might

234

Lord of the Church, we humbly pray

175

539
278

226

308

281

Lord of the harvest, thee we hail

280

Lord of the hearts of men

83

Lord of the living harvest

572
279

573

23

44

Lord of the sinless world above

320

Lord of the worlds above

231

186

423

Lord, a Saviour's love displaying

321

183

223

311

140

246

Lord, cause thy face on us to shine

50

Lord, dismiss us with thy blessing, fill our hearts

294

Lord, ever show thy blessed face

15

Lord, give us that fervent love

40

51

Lord, have mercy when we strive

91

396

313

Lord, hear my prayer, bow down thine ear

314

Lord, her watch thy Church is keeping

292

553

Lord, I hear of showers of blessing

121
172

Lord, I would own thy tender care

504

Lord, if on earth the thought of thee

417

Lord, if thou the grace impart

418

Lord, in mine agony of pain

324

Lord, in the day thou art about

34

Lord, in this thy mercy's day

82

215

205

419

147

Lord, in thy name thy servants plead

119

123

157

141

187

Lord, in whose eternal counsels

141

420

Lord, it belongs not to my care

93

Lord, it is good for us to be

421

643

530

471

Lord, let me know my term of days

Lord, shall thy children come to thee?

383

552

Lord, beside the grave we mourn

Lord, see how swelling crowds arise

59

301

Lord of the Sabbath, hear us pray

Lord, pour thy Spirit from on high

48

319

Lord of the frost-bound winter

Lord, as to thy dear Cross we flee

44

35

Lord of our life, and God of our salvation

Lord of the harvest, once again
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92

54
215

541
199
526

515

Lord, speak to me, that I may speak

344

Lord, teach us how to pray aright

424

Lord, the heavens declare thy glory

79

Lord, this day thy children meet

6
322

323

564

Lord, thou hast formed mine every part

323

Lord, thou hast known mine inmost mind

324

Lord, thy children guide and keep

425

325

Lord, thy ransomed Church is waking
Lord, thy word abideth

119
201

32

426

Lord, to thee alone we turn

267

427

Lord, to whom except to thee

428

Lord, when before thy throne we meet

156

450
509

Lord, when thy Kingdom comes, remember me
Lord, when we bend before thy throne

193
79

80

429

Lord, who at Cana's wedding feast

326
327

Lord, whose temple once did glisten

308

Love divine, all loves excelling

269

198

430

328

Loving Shepherd of thy sheep
644

Maker of the starry sphere

28

March, march onward, soldiers true

431

Mary at the Master's feet

230

Mercy triumphs, Christ is born

42

Mighty Father, blessed Son

220

More holiness give me
20

294
36

Morn's roseate hues have decked

180

Much in sorrow, oft in woe

202

My blessed Saviour, is thy love

321

My faith looks up to thee

291

329

My Father, for another night

283
3

My God and Father, while I stray

248

432

My God and King, to thee

645

My God, accept my heart this day

354
204

236
153

My God, how endless is thy love

223

149

433
434

516
433

330

98
88

524

212
394

My God, I love thee, yet my love
My God, I love thee; not because

40
336

Morn of morns, the best and first

My God, how wonderful thou art

324
502

Make me holy, O my Saviour

My God, and is thy table spread

152

527

Lord, who once from heaven descending

Morn of morns and day of days
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93
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311

My God, I praise thee for the light returning
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94

5

My God, I thank thee, who hast made

646

571

My God, is any hour so sweet

12

My God, my Father, dost thou call

173

My God, my Father, let me rest
My God, my Father, while I stray

348
170

264

My God, my God, my Light, my Love

72

My God, my Life, my Love

288

My God, my Life, to thee I call

247

331

My God, the spring of all my joys

322

My God, when I from sleep awake

222

My health was firm, my day was bright

325

My hope is built on nothing less

294

My life's a shade, my days

212

My Saviour, can it ever be

332

My sins have taken such a hold on me
280

My soul, there is a country

270

My spirit longs for thee

266

111

436

My times are in thy hand

103

Name of our triumphant Saviour

243
200

284

265

Nearer, O God, to thee! Hear thou my prayer
New every morning is the love

2

New wonders of thy mighty hand

27

No change of time shall ever shock

437

333

438

334

8

6

225

No more of strife, no more of pain

334
5

335
139

No sign we ask from heaven above

226

523

No sorrow and no sighing

336

No, not despairingly

148

Not all the blood of beasts
Not by the martyr's death alone

253

435

My song is love unknown

Nearer, my God, to thee

371

157

103
267

337

Not by thy mighty hand

75

135

Not far from Jordan's ford

413

Not for three or four transgressions

95

Not now, my child

668

Not unto us, almighty Lord

338

Not unto us, but thee, O Lord

392

Not worthy, Lord, to gather

443

Now all give thanks to God
Now alleluias sound ye

264
185

Now are the days of humblest prayer

110

Now comes the awful morning

120

Now dawning glows the Day of days

130

Now God be with us

36

Now I have found the ground wherein

286

Now let our mingling voices rise

114

Now morning lifts her dewy veil
Now my soul, thy voice upraising

293
94

107

238

192

7

Now sinks in night the flaming sun
Now thank we all our God
Now that the daylight fills the sky

37
4

Now the day is over

368

Now the labourer's task is o'er
Now the shining day is past

439

339

9

8
601

469

247

533

544

12
62

Now the thirty years accomplished

289

Now thou speakest, hear we trembling

245

Now we must leave our fatherland

323

Now when the dusky shades of night retreating

9

Now with the rising golden dawn

10

Now, gracious Lord, thine arm reveal

92
203

O all ye people, clap your hands

221

O bless the Lord, my soul
O blessed day, when first was poured

55

24

Now the six days' work is done

Now, my tongue, the mystery telling
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95

570
56

O blessed life, the heart at rest

340

O blest was he, whose earlier skill

188

O Body broken for my sake

502

O Brightness of the immortal Father's face

25

38

O brothers, lift your voices

128

O Christ our hope, our heart's desire

164

O Christ our King, give ear

440

O Christ the Lord of heaven, to thee

237

O Christ, Redeemer of our race

45

O Christ, the heavens' eternal King

115

O Christ, the King of human life

240

O Christ, the Light of heavenly day

341

O Christ, thou hast ascended

230

O Christ, thou Ruler of the universe

592

O Christ, who art the Light and Day

83

O Christ, who dost prepare a place

159

342
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122
100

129

O come to the merciful Saviour who calls you

547
42

O come, Emmanuel, O come

85

115

465

343

36

O comfort to the weary

525

O daughters blest of Galilee

304

O day of rest and gladness

282

O day of wrath, that awful day

295

45

63
344

O everlasting light

441

O Father of abounding grace

582

O Father, all creating

528
208

O Father, who didst all things make

277

O Father, who hast given thine only Son

453

O food that weary pilgrims love

346

O for a closer walk with God

647

O for a faith that will not shrink
466

O for a thousand tongues to sing

241

565

306

O glory of thy chosen race

70
9

O God of armies, strong to save

10

39

161

O God of Bethel, by whose hand

196
161

189

167

O God of Jacob, by whose hand

395

104
443

347

444

O God of life, whose power benign

134

O God of love, O King of peace

235

O God of morning, at whose voice

145

221
263

151

516

8

O God of truth, whose living word

445

O God our strength, our hope, our rock
O God the Son eternal, thy dread might
O God with us, the Saviour

332

651

O Fount of mercy, God of love

O God of mercy, God of might

345

467

O for the faith that knows no doubt

O God of hosts, the mighty Lord

164
281

O for a heart to praise my God

O God of all the strength and power

218

36

O death, thou art no more

O Father, thou who hast created all

86

32

O come, loud anthems let us sing
O come, O come Emmanuel

190

126

O come and mourn beside the cross

O come, all ye faithful

162

146

O Christ, who lifted to the sky
O come and mourn with me awhile
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457
310

185
351

A Church of England Hymn Book 1879

442

346

O God, I love thee; not that my poor love

312

O God, in whose all-searching eye
O God, our help in ages past

182
197

292

525
206

446

O God, the King of glory, who

348

96

O God, thou art my God alone

447

O God, thy grace and blessing give

350
21
207

150

227

213

O God, who canst not change nor fail

12

O God, who lovest to abide

309

O God, who metest in thine hand

322

O God, who when the night was deep
216
201

O happy band of pilgrims

297

468

O happy feet that tread

249

O happy saints, who dwell in light

174

352

469

O heavenly Father, cleanse our lips

387

150
256

O heavenly Word, eternal Light

32

O help us, Lord! each hour of need

187

102

470

O highest Love, in lowliest guise

353
354

O Holy Father, who in tender love

439

O Holy Ghost, thou God of peace

448

O Holy Jesus, Prince of Peace!

214
230

355
356

O holy Lord, content to fill

575

O Holy Saviour, Friend unseen
O Holy Spirit, Lord of grace

357

139

O how long, how long?

358
287

O Jesus, consecrate to God always

99

O Jesus, crucified for man
O Jesus, ever present
O Jesus, I have promised

536

148

O Holy Spirit, whom our Master sent
O Jesus Christ, if aught there be

360

485

O heavenly Fount of life and love

O holy Lord, content to dwell

442

274

O hand of bounty, largely spread

O heavenly Jerusalem

510

598

O God, whose angel stayed his hand
O Guardian of the Church divine

349

264

O God, unchangeable and true
O God, unseen, yet ever near

279

195

O God, the Rock of Ages

O God, thy soldiers' great reward
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59
303

151

83

42

359

519

449
450

O Jesus, King most wonderful

157

59

O Jesus, life of ruined man

48
163

O Jesus, Lord of heavenly grace

10

11
483

O Jesus, O Redeemer

490

O Jesus, our redeeming Lord

158

O Jesus, thou art standing

328

451

157

175

59

O Jesus, where thy people meet

311

O King of earth and air and sea

220

104

O King of kings, before whose throne

361

O King of kings, thy blessing shed

542

O King of mercy, from thy throne on high

452

O Lamb of God, whose love divine
O let him whose sorrow

383
190

471

383

307

362

337

O Light of light, whose glory is two dwell

93

O Light, whose beams illumine all
O Lord most high, Eternal King

369
122

O Lord of health and life, what tongue can tell

73

O Lord of heaven and earth and sea

370

97

136

285

517

O Lord of hosts, almighty King
264
241

310

585

O Lord of life and death, we come

261

O Lord our God, in reverence lowly

454

O Lord, be with us when we sail

287

O Lord, how excellent thy Name

324

567

256

O Lord, how happy should we be

186

452

363

O Lord, how joyful 'tis to see

188

453

364

O Lord, in all our trials here
O Lord, in perfect bliss above

291

365
69

O Lord, it is a blessed thing

54

O Lord, my God, do thou thy holy will

78
648

O Lord, our hearts would give thee praise

297
490

O Lord, refresh thy flock

215

O Lord, thy heavenly grace impart
O Lord, turn not thy face from me

429

569

O Lord of hosts, the earth is thine
O Lord of hosts, whose glory fills

4

3

O Jesus, Lord, the Way, the Truth

O Jesus, thou the beauty art
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O Jesus, Lord most merciful
O Jesus, Lord of light and grace
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98

366
80

77

85

111

149

O Lord, who by thy presence hast made light

40

O Lord, who when thy cross was nigh

602

548

O Lord, within thy sacred gates
O love divine, how sweet thou art

384
199

299

455

O Love divine, that stooped to share

325
561

O love, how deep, how broad, how high

143

O Love, who formedst me to wear

171

77

472

367

456

O Man of Sorrows, thy prophetic eye
O merciful Creator, hear

120
75

109

O mighty God, Creator, King

565

O mourn, thou rigid stone

93

O my people, O mine own

368

O my Saviour, lifted

369

O nation, Christian nation

279

O pallid, gentle, grief-worn face

171

O Paradise, O Paradise

324

473

649

O perfect life of love

524
232

O praise our great and gracious Lord

295

O praise ye the Lord! praise him in the height

370

O praise ye the Lord! Prepare your glad voice

216

O precious Saviour, from thy throne

189

286

O quickly come, dread Judge of all

331

474

69

O render thanks to God above

552

O Rock of ages! since on thee

296

O Rock of ages, one Foundation

179

O sacred head, now wounded

414

289

O sacred head, once wounded
O sacred head, surrounded

192
97

O Saving Victim, opening wide
O Saviour of the world forlorn

345
49

O Saviour, bless us ere we go

41

O Saviour, holy Saviour

371

O Saviour, I have nought to plead
293

O Saviour, may we never rest

372
98

343

O Saviour, now at God's right hand

373

O Saviour, precious Saviour

561
123

O Saviour, who in love didst take
O Shepherd of the sheep
O shining City of our God

31
537

O Saviour, is thy promise fled

O Saviour, who for man hast trod

532
199

O perfect Love, all human thought transcending
O praise our God today
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99

409
382
457

O sight for angels to adore

583
93

O Son of God, our Captain of Salvation

175

O Son of Man, thyself once crossed
O sons and daughters, let us sing

484

147
293

O splendour of the Father's beam

53

3

O splendour of the Father's might

5

O strength and stay upholding all creation

15

374

O the bitter shame and sorrow
124

O thou, who though with veiled Face

169

O thou in whom alone is found

586

O thou in whom thy saints repose

315

O thou that sitt'st in heaven and seest

596
650

O thou through suffering perfect made

297

O thou to whose all-searching sight

460

O thou who bidd'st the ocean deep

377

161

209

14

186

O thou who camest from above
77

O thou who dwellest in the light

253

O thou who dwell'st in realms of light

378

O thou who every change of human life

476

O thou who from one blood didst make

584

O thou who hast our sorrows born

461

O thou who makest souls to shine

355

252

O thou whom heavenly hosts obey

540

266
310

O thou, before the world began

121
140

235

O thou, the contrite sinners' Friend

458
459

87

O thou, the eternal Son of God
O thou, the true and only Light

51

270

O thou whose wondrous love had given
O thou, from whom all goodness flows

23
333

O the mystery, passing wonder

O thou whose all redeeming might

412

162
108

O Spirit of the living God

O thou who dost to man accord
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O sing to the Lord with a psalm of thanksgiving
O sinner, lift the eye of faith
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100

375

154

376
121

275

O thou, who by a star didst guide

105

O thou, who didst with love untold

475

O thou, who gav'st thy servant grace

119

O thou, who sitt'st enthroned above

589

O thou, who through this holy week

116

O throned, O crowned with all renown

142

188

O Trinity of blessed Light

301
144

O what their joy and their glory must be

475
302

343

O where shall rest be found

476
300

379
380

O who are they, so pure and bright

121

O why should Israel's sons, once blessed

116

O wilt thou pardon, Lord

78

O Wisdom, spreading mightily

88
36

O Wisdom, who o'er earth below
O wondrous type, O vision fair

74
202

O Word celestial, who thy rest

277

O Word incarnate, full of grace
O Word of God above

100
242

269

O Word of God Incarnate
O worship the King all glorious above

156

206

O ye immortal throng
O Zion, open thy temple gates
O Zion, open wide thy gates

251

462

187

477

311

463

247
92

296

O'er the shoreless waste of waters

224

O'erwhelmed beneath a load of grief

100
91

Of noble cities thou art queen

60

Of that glorious Body broken

123
46

44

511
84

Of thy love some gracious token
Oft in danger, oft in woe

175

152

464

384

361

20
35

27

71

On our way rejoicing

478

On the resurrection morning

479

On the waters dark and drear

325

On this day when days began
On this high feast, this day of days

85

385

On each return of holy rest

On this day, the first of days

92
92

Omniscient God, thine eye divine
On Jordan's bank the Baptist's cry

579

306

O, that the Lord's salvation

Of the Father's love begotten

269
381

158

O, is it nought to you that tread

O'erwhelmed in depths of woe
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O twas a joyful sound to hear
O what if we are Christ's
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101

106
181

37
21
110

On this, the holiest and best

64

Once again to meet the day

12

203
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Once in royal David's city
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102

576

616

474

Once more the daylight shines abroad
Once more the solemn season calls

13
73

86

Once more with chastened joy

399

Once, only once, and once for all

347

386

One by one the sands are flowing

652

One sweetly solemn thought

35

One there is above all others, o, how he loves

478

One with God the Father

98

Onward, Christian pilgrims

357

Onward, Christian soldiers
Our blest Redeemer, ere he breathed

385
139

138

210

480

579

213

481

387

Our day of praise is done

42

Our God is love, and all his saints

223

195

Our God stands firm, a rock and tower

267

Our hearts and voices let us raise

525

Our Lord is risen from the dead

127

168

Our soul shall magnify the Lord

305

Out of the deep I call

288

Palms of glory, raiment bright

482
204

Paschal Lamb, by God appointed

171

Peace, perfect peace, in this dark world of sin

280

Pleasant are thy courts above

307

Pour out thy Spirit from on high

177

483

389

253

596

Praise the Lord through every nation

586

Praise the Lord, his glories show

485

Praise the Lord, ye heavens adore him
Praise the Lord, ye heavens, adore him

576

236
174

190

486

Praise the Rock of our salvation
Praise to God who reigns above

389

582

390
253

Praise to God, immortal praise

307

283

Praise to our God, whose bounteous hand

280

391

60

275

Praise to the heavenly wisdom

408

Praise to the Holiest in the height

305

Praise we the Lord this day

248

Praise, my soul, the King of heaven

198

Praise, O praise our God and King

224

Praise, O praise the Lord of harvest

261

239

301

487

308

172
484

392

136

388

580
58

574

Pray, always pray; the Holy Spirit pleads

272

Prayer is the soul's sincere desire

653

274

Quiet, Lord, my froward heart

393

340

Raise high in joyful acclamation
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Raised between the earth and heaven
Rejoice today with one accord
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103

594
237

63

Rejoice, all ye believers

78

Rejoice, believer, in the Lord

293

Rejoice, the Lord is King

296

128

488

394

559

Rejoice, ye pure in heart

386

331

489

580

572

Rejoice, ye sons of men!

169

Rescue the perishing, care for the dying

179

Rest in the Lord, from harps above

523

Rest in the Lord, rest, weary heart
Resting from his work today

395
105

108

134

Return, O wanderer to thy home

171

Revive thy work, O Lord

167

Ride on, ride on in majesty

87

89

Rise, gracious God, and shine

154

181

151

9
150

Round the Lord in glory seated
Ruler of the hosts of light

114

248

Rise, my soul, adore thy Maker
Rock of ages, cleft for me

118

90

109

490

396

141

180

491

397

60

84

259

492

126

Sabbath of the saints of old
Safe home, safe home in port!
Safe in the arms of Jesus

301

Saints of God, whom faith united

189

Saviour, abide with us

26

Saviour, again to thy dear name we raise

279

Saviour, blessed Saviour

335

Saviour, breathe an evening blessing

165
17

Saviour, sprinkle many nations
Saviour, when in dust to thee

356
104

316
85

156

27

42

395

493

398

374

28

43

294

554

125

494

399

42

Saviour, who thy flock art feeding

179

225

Saviour, whom I fain would love

274

495

Saw you never, in the twilight

617

See the Conqueror mounts in triumph
See the destined day arise

202

293

163

147

196

99

232
185

See the sun high heaven ascending

15

Servants of God, awake

39

Shadow of a mighty rock

201

Shall we gather at the river

510

Shall we not love thee, Mother dear

376

Shepherd divine, our wants relieve

333

Shine thou upon us, Lord

345

Show me not only Jesus dying

496

Sinful, sighing to be blest
Sing alleluia forth in duteous praise

336

Sing praise to God who reigns above

294

497

400

145

401

555

402

Sing to the Lord a joyful song

498

Sing we the song of those who stand

403
404

Sing we, brethren faithful-hearted

125

Sing, my tongue, the glorious battle

289

Sing, my tongue, the Saviour's glory

117

Sing, my tongue, the Saviour's triumph

106

Sing, with all the sons of glory

182

Sing, ye faithful, sing with gladness

499

Sinners, turn: why will ye die?

500

Six days of labour now are past

170

30

Sleep thy last sleep

263

534

So grass and herb and fruitful tree

73

So rest, my Rest

172

So tired, I fain would rest
Soldiers of Christ, arise

655
181

181

Soldiers of the Cross, arise

215

317

501

405

288

544

Soldiers who to Christ belong
316

Some murmur when their sky is clear

654

Sometimes a light surprises

583

Son of Man, to thee I cry

124

Son of the Highest, deign to cast

271

Songs of praise the angels sang

160

Sons of men, behold from afar

67
284
64

502

408

188

503

407

61

100

137

70

101

Soon and for ever
Souls in heathen darkness lying

409
178

Sound aloud Jehovah's praises

155

Source of light and life divine

44

Source of my life's refreshing springs

656

Sow in the morn thy seed
Spirit blest, who art adored

346
244

555
590

127
262

Spirit divine, attend our prayers
Spirit of God, that moved of old

135

254

Souls of men! why will ye scatter

Speed thy servants, Saviour, speed them

354

406

Soldiers, who are Christ's below

Songs of thankfulness and praise
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104

255
210

Spirit of God, thou Light of life
Spirit of mercy, truth and love

211
131

176

151

198

Spirit of truth, indwelling light

212

Spirit of truth, thy grace impart

213

Stand up, and bless the Lord

396

504

355

Stand we prepared to see and hear

505

Stand, soldier of the cross

229

Star of morn and even

459
56

Stars of the morning, so gloriously bright

321

186

Still will we trust, though earth seem dark

410
411

Submit yourself to God and you shall find

657

Summer ended, harvest o'er

277

Summer suns are glowing

62
11

11

29

Suppliant, lo, thy children bend

96
45

21

618

Sweet feast of love divine

448

Sweet is the morning light to me

57

Sweet is the work, my God, my King

50

Sweet place, sweet place alone

222

316

Sweet Saviour, bless us ere we go

17

Sweet the moments, rich in blessing

95

95

16

30

108

506

191

Take my life, and let it be
Take up thy cross, the Saviour said

250

566

Stand up, stand up for Jesus

Sun of my soul, thou Saviour dear
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105

350
165

94

507

412

Taught by Saint Mark, the Morians' land

482

Teach me to live

669

Teach me, O Lord, thy holy way

413

351

Tell it out among the heathen

124

Tell me the old, old story

529

Ten thousand times ten thousand

80

Tender Shepherd, thou hast stilled

358

249

Thanks be to God, for meet and right

414

That day of wrath, that dreadful day

38

That Eastertide with joy was bright

109

31

The advent of our God
The advent of our King

21

72

34

The ancient law departs

55

The apostles' hearts were full

109

58

The ark of God in safety rode

326

The atoning work is done
The banquet of the Lamb is laid

415

166
119

72
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106

416

397

14

The Church has waited long

508

The Church's one foundation

320

509

The city paved with gold

70

510

The cross, upraised on Calvary's height

97

The dawn of God's new Sabbath

40

The day departs

46

The day is gently sinking to a close

47

The day is past and over

275

15

31

48

28

The day of Resurrection

290

142

137

183

206

The day thou gavest, Lord, is ended

32

The day, O Lord, is spent

19

38
49

The dove let loose in eastern skies
The earth in robes of light arrayed

71

The earth, O Lord, is one wide field

218

The eternal gifts of Christ the King

257

193

The eternal Spirit's gifts

298

The Father show us, gracious Lord
The fish in wave, the bird on wing

162
28

The foe behind, the deep before

149

The God of Abraham praise

138

185

511

417

The God of love my Shepherd is
249

The great forerunner of the morn

250

The happy morn is come!
The head that once was crowned with thorns

300

113

144

184

204

129

212

419

229

The heaven of heavens cannot contain

420
62

65

The heavenly King must come

177

The heavenly Word, proceeding forth

345

The heavens declare thy glory

132

The heavens declare thy glory, Lord

295

The hours of day are over

580

The hours of school are over

603

The hours of work are over

468

The King of love my Shepherd is

330

The kingly banners onward stream

512
105

111

The last great day of work had come
The leaders of the Church of Christ

451

86

The King's bright banners forward go
The Lamb's high banquet called to share

584

418

The God whom earth and sea and sky

The heavenly Child in stature grows

27
338

75
194

The leaves around me falling
The life which God's incarnate Word

658
51

The long descent is o'er

405

The Lord ascendeth up on high

148

The Lord be with us as we bend

52

The Lord hath quelled the rebel powers

93

114

The Lord is King! lift up thy voice

513

The Lord my pasture shall prepare

194

The Lord of might from Sinai's brow

27

421

The Lord will come; the earth shall quake

39

107

The Lord, he gave the word

397

68

The mighty God, the Lord hath spoken

9

The morning bright

599

The morning light hath shed its beams

327

The old year's long campaign over

568
126

61

The race that long in darkness pined

65

The radiant morn hath passed away

274
167

The royal banner is unfurled
The royal banners forward go

16

22

514

422

30

401

118
84

The saints of God! their conflict past

191

496

The saints on earth and those above

515

423

The sands of time are sinking

248

The seas are quiet when the winds give o'er

659

The shades of night have banished day

660

The shadow of the Almighty's cloud

235

The shadows of the evening hours
The Shepherd now was smitten

50
245

The solemn time of holy fast

71

The son of Consolation

176

The Son of David bowed to die
The Son of God goes forth to war

186
263

250

47

201

497

The Son of God in mighty love

61
198

134

The Spirit breathes upon the word
The splendours of thy glory, Lord
The springtide hour

92
473

The sower went forth sowing
The spacious firmament on high

462

5

The ocean hath no danger

The roseate hues of early dawn

75

77

The morning breaks, and slumbers sweet

The people that in darkness sat

The Hymnal Companion 1890

A Church of England Hymn Book 1879

Church Hymns with tunes 1874

A&M Supplement 1874

The Sarum Hymnal 1869

The Anglican Hymn Book 1868

A&M 1861

First line

A&M Appendix 1868

107

271
33
95

A Church of England Hymn Book 1879

The Hymnal Companion 1890

The star of morn has risen

Church Hymns with tunes 1874

A&M Supplement 1874

The Sarum Hymnal 1869

The Anglican Hymn Book 1868

A&M 1861

First line

A&M Appendix 1868

108

424

585

11

The strain of joy and gladness

159

The strain upraise of joy and praise

145

The strife is o'er, the battle done

114

193

516

121

139

209

The sun is set, the twilight's o'er
The sun is sinking fast

538
15

51

The tender light of home behind
The tide of time is rolling on
The voice that breathed o'er Eden

127
212

239

241

522

The wise may bring their learning

496

The Word from his eternal home
The Word with God the Father one

228
57

The world is very evil
The year is gone beyond recall

298

425

240

93

The year is swiftly waning
Thee we adore, O hidden Saviour, thee

206

221

Thee will I love, my strength, my tower

63

97

216

512

207

326

Thee, O God, alone I love

426

There is a blessed home

182

317

517

There is a book, who runs may read

71

80

518

427

577

619

There is a fountain filled with blood

242

81

There is a green hill far away

483
512

There is a land of promise

65

There is a land of pure delight

398

519

428

There is a name I love to hear

241
320

There is a path that leads to God

494

There is a river, deep and broad

245

There is an eye that never sleeps

276

There is no night in heaven

520

There were ninety and nine
There's a Friend for little children
254

169

They whose course on earth is o'er

429

246

548

177

578

620

507

521

430

522

Thine arm, O Lord, in days of old

373

Thine for ever! God of love

308

Thine for ever! Thine for ever!

133
289

362

There is a happy land

They come, God's messengers of love

26
594

209

236

298

558

523

431

237

Thine for ever, God of love

298

Thine, Lord, are the blossoms of forest and field

486

Thine, thine for ever
This day at thy creating word

520
46

This day the light of heavenly birth

65

This is the day of light

66

This is the day of light!

281

47

This is the day the light was made

216

41

This is the day the Lord hath made

48

This primal day, the Spring of Time

67

524

243

Thou art coming, O my Saviour

79

Thou art gone to the grave
124

170

525

535

539

197

234

Thou art my hiding place, O Lord

527

Thou art the Christ, O Lord

180

Thou art the way: by thee alone
Thou art the way: to thee alone

99
162

304

Thou blest Creator of the world

526

432
433

Thou didst leave thy throne and thy kingly crown

89

Thou earth o'er which the curse of sin

255

Thou Framer of the light and dark

52

Thou glorious Sun of righteousness

49

Thou God of love, beneath thy sheltering wings

68
536

Thou hidden love of God, whose height
Thou in whose name the two or three

57

Thou Judge of quick and dead

339

34

661

335

81

41

76

Thou knowest, Lord, the weariness and sorrow

526
26

Thou standest at the altar

217

Thou that sendest sun and rain

266

576

Thou to whom the sick and dying

302

559

Thou who breakest every chain

527

Thou who camest from above

153

440

144

Thou who didst with love untold

160

Thou who on that wondrous journey

434

Thou who sentest thine apostles

491

Thou, God, all glory, honour, power

224

Thou, great Creator, art possessed

81

Thou, Lord, by strictest search hast known

302
220

315

137

144

Though by sorrows overtaken
Three in One, and One in Three

430

152

Thou who didst on Calvary bleed

Thou, whose almighty word

411

82

Thou boundless source of every good

Thou spakest, Lord, and into one

220

22

Those eternal bowers

Thou art gone up on high
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250

528

435

131

529

222

39

257

156

223
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110

147

Thrice-holy God, of wondrous might
Throned upon the awful Tree

164

198

436

567

Through midnight gloom from Macedon

556

118

Through the changes of the day

52

Through all the changing scenes of life

153

285

Through good report and evil, Lord

Through the day thy love has spared us

530
531

16

17

34

53

Through the love of God our Saviour
Through the night of doubt and sorrow

532

Thy cross, O Lord, the holy sign

437

50

Thy glorious work, O Christ, is done

295

Thy Kingdom come, O God

311

117

Thy life was given for me

286

438

533

439

Thy love for all thy creatures

16

Thy way, not mine, O Lord

262

Till he come--O let the words
128
209

Tis for conquering kings to gain

440

To bless thy chosen race

272
195

To God on high be thanks and praise

268

To him who for our sins was slain

535

To me a sinner, chief of all
To the Name of our salvation

442
168

57

To the Name that speaks salvation

581
536

To the work, to the work!

353

To thee our God we fly

537

To thee, O Christ, our hymn we raise

443

To thee, O Lord, I yield my spirit

271

To thee, O Lord, our hearts we raise

281

To thy temple I repair

19

444

To whom but thee, O God of grace

382

165

Today thy mercy calls us
Toiling in the path of duty

49

46

To thee, O God, our praise belongs

Today, O Lord, a holier work

302
449

Time by moments steals away

To Christ, the Prince of Peace

373

367

Thy dear disciple on the sea

Tis done! that new and heavenly birth

33
300

534
29
441

Tossed with rough winds, and faint with fear

308

Tread softly; mothers weep for them

476

Triumphant Lord, thy work is done

445

Try us, O God, and search the ground

446

Two brothers freely cast their lot

181

Uncreated Fount of light

278

Up to the throne of God

13

Upon the holy mount they stood

303

Upon the solitary mountain's height

296

472

Upon the virgin mother's breast

407

Victim divine, thy grace we claim

226

Virgin-born, we bow before thee

307

Wake, and lift up thyself, my heart

1

2

Wake, awake, for night is flying

538

Wake, harp of Zion, wake again

557

Wake, my tongue, the mystery telling

152

Wake, O my soul, awake and raise

88

Wake, the watchmen's voice is sounding

259

Wake, ye holy maidens, fearing

24

Waken, Christian children!

472

Walking on the winged wind

328

Warrior kings fresh glory gain

56

Watch now, ye Christians, watch and pray

108

We all had sinned and gone astray

447

We are but little children weak

363

579

We are little Christian children

621

376

We come to thee, dear Saviour

539

We come, Lord, to thy feet

489

We give immortal praise

142

We give thee but thine own

371

577

319

287

We know not, O, we know not
337
164

271

We love thee, Lord, yet not alone

540

360

327
282

575

173
487
218

We saw thee not when thou didst come
We saw thee not when thou didst tread
We saw thee not when, far away

56

623

We praise thy name, O Lord most high
We pray thee, heavenly Father

388

114

We praise thee, O our God, to thee
We praise thy grace, O Saviour

431
662

We know thee who thou art

We plough the fields, and scatter

499

622

We are soldiers of Christ, who is mighty to save

We love the place, O God
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112

449

187

167
85

101

542

We speak of the realms of the blest

513

We thank thee, Lord, for this fair earth

543

We were washed in holy water

624

We would see Jesus; for the shadows lengthen

533

Wearied in the strife of sin

236

Weary of earth, and laden with my sin

286

544

150

124

173

Weary of wandering from my God

153

Weeping as they go their way

136

Welcome, happy morning

131

Welcome, sweet day of rest

207

21

219

We've no abiding city here

365

What are these in bright array?

173

450

What are those Sabbaths of joy without end
451
227

267

What star is this, more glorious far

138

What star is this, that beams so bright (Singleton)
What star is this, with beams so bright

62
58

What various hindrances we meet

63
313

When all thy mercies, O my God

277
195

452

When at midday my task I ply

557

17

When at thy footstool, Lord, I bend

312

217

162

When Christ the Lord would come on earth

178

When cold our hearts and far from thee

545

When evening shadows gather

109
54

When fairest Eve in Eden rose

183

When gathering clouds around I view

546

453

130

137

173

153

214

When I survey the wondrous Cross

101

99

113

547

166

When in the hour of utmost need

233

When God of old came down from heaven

425
225

What care the saints of God, if they
What our Father does is well

165

227

When I can read my title clear

251
290
186

562

When Jesus came to earth of old

454

When Jesus left his Father's throne

480

When Jordan hushed his waters still

39

When morning gilds the skies

314

When my love to Christ grows weak

455

When o'er the waters' misty deep

70

When our heads are bowed with woe

163

When shades of night around us close

41

76

258

548

456

543

279

When the day of toil is done

310

590

549

457

550

When the messengers of wrath

286

When the morning paints the skies

467

When the soft dews of kindly sleep

13

When the spark of life is waning

663

When the world is brightest

551

When this passing world is done

328

When through the torn sail the wild tempest is streaming

288

When we our wearied limbs to rest

242

When wounded sore, the stricken heart

327

151

When, his salvation bringing
83

Whence shall my tears begin?

112

Where angelic hosts adore thee

187
151

200

Where the mourner weeping

172

552

459

553

458

86

116

While now the daylight fills the sky

8
44

45

43

While the solemn note of time

85

While the sun is shining

460

While, with ceaseless course, the sun
303
255

Who comes from Edom, with his robes

172

554

498

420

Who has this book and reads it not

664

Who is this from Bethlehem coming

479

Who is this that comes from Edom

167

Who is this with garments dyed

119

Who is this, so weak and helpless

254

555

Who of men hath skill to reckon

315

Who shall ascend the holy place

220

Who the multitude can number

137

556

Why art thou weary, O my soul

Why should we faint and fear to live alone

461

462

Who trusts in God, a strong abode

Why should I fear the darkest hour

421

91

Who feels not thoughts within him rise

Why doth that impious Herod fear

83

129

Who are these before God's throne
Who are these like stars appearing

233

261

Where'er have trod thy sacred feet
While shepherds watched their flocks by night

150
481

When, rising from the bed of death

Where high the heavenly temple stands
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463
60

66
557

362
665

Why storm the heathen?

250

Why these fears? behold, 'tis Jesus

364

Why, cruel Herod, dost thou fear

58

Why, my soul, thus trembling ever

232

Why, weary mourner, shed the ceaseless tear

297

Winter reigneth o'er the land

64

Wish not, dear friends, my pain away

98
666

With azure girdle circled round
558
210

521

With gladsome feet we press

332

With glory clad, with strength arrayed

559

464

With joy we meditate the grace

323

With me is Luke alone of all

170

With the sweet word of peace

320

593

With weary feet and saddened heart

598

With years oppressed, with sorrows worn

667

Within a chamber, calm and still

159

Within the Father's house

71

Word of God, so long awaited

48

Word supreme, before creation

52

49

164

Work is sweet, for God has blessed

465

Wrestling in agony, wrestling alone

201

Ye boundless realms of joy
Ye choirs of new Jerusalem

106

213

191

115

138

Ye holy angels bright
Ye saints and servants of the Lord

263

Ye servants of our glorious King

272

Ye servants of the Lord

184

305

Ye that pass by, behold the Man

466
560

467

561

468

123

562

469

68

470

485

208

Ye servants of God, your Master proclaim

127

Yes, God is good
Yesterday with exultation

283

Yesterday with worship blest

55

79

Yet there is room

549

Youthful days are passing o'er us

625

Zion, at thy shining gates
Zion's daughter, weep no more
Zion's King shall reign victorious

528

72

With broken heart and contrite sigh
With Christ we share a mystic grave
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Appendix G

The known history of organs in Canterbury parish churches during the nineteenth
century.
Parish
All Saints

Date
1870

Organ Builder
Unknown

Holy Cross

1870

Gray & Davidson

1882
1819
1879
1888

F. H. Browne
Goldfinch
F. H. Browne
F.H. Browne

1827

Unknown

1886
1842
1870
Undated;
c. 1850

Mr Hobday
Beecham
G. M. Holdich
Eagles

1884
1869
Undated
(post 1841)
1882

Browne
Bevington
Gray & Davison

c. 1870
1889

Holdich
F. H. Browne

Undated
(post 1854)

T. S. Jones

St Alphege

St Andrew

St Dunstan
St George

St Gregory
St Margaret

St Martin

St Mary,
Northgate

Browne

Notes
Organ moved here from St
Paul, Canterbury.
Subsequently moved to St
Alphege in 1888.
Replaced former organ, of
which details are unknown.
Margate.
Rebuilt and enlarged.
Organ installed from All
Saints, Canterbury.
Choir case from Canterbury
Cathedral used to house small
organ.
Installed in west gallery.
Replaced former organ.
Other local instruments by
this builder are dated around
the middle of the 19th century.
Replaced previous organ.
Single manual.
Company established in 1841
Rebuilt with new pedalboard;
Organ case designed by
Gilbert Scott.
Rebuilt; moved to Fordwich in
1908 where there is evidence
that front Open Diapason
pipes were decorated.
One manual; company
established in 1854
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Parish
St Mary Bredman
St Mildred-deCastro
St Paul

St Peter
St Stephen

Date
Undated
1870
1881

Organ Builder
William Pilcher
Holdich
Bevington

1850

Grant and Smith

c. 1870
Undated
1892
1854

G. M. Holdich
London Organ Co.
F. H. Browne
Eagles

c. 1880

Walker

Notes
Canterbury organ builder.
1 manual and pedal organ..
1 manual and pedals: 6 stops
and Bourdon.
Canterbury organ builders.
One manual and pedal,
removed to All Saints,
Canterbury c. 1870.
Replaced former organ.
One manual with 4 stops.
Replaced former organ.
Organ paid for by the Rector
and installed in 1854 (Ray
1993, 126).
Replaced former organ; two
manual and pedal organ.

Information gathered from the Nation Pipe Organ Register and from local parish records.
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Appendix H
A list of anthems issued with The Parish Choir journal (Rainbow 1970, 313-315) arranged in
alphabetical order of composer:
Wherewithal shall a young Man
Not unto us, O Lord
Out of the Deep
Deliver us, O Lord our God
Hear my Prayer
Lord, we beseech Thee
My Soul truly waiteth
O Praise the Lord
Lord, who shall dwell
Holy, Holy, Holy Lord God Almighty
Blessing and Glory
O Lord, grant the King a Long Life
Behold, now praise the Lord
O Israel, trust in the Lord
Call to Remembrance, O Lord
Lord, for Thy tender mercies‟ sake
Teach me Thy way, O Lord
Plead Thou my cause
O love the Lord
O Praise the Lord
For unto us a Child is born
The Lord is King
Thou visitest the Earth
Praise the Lord, O my soul
Thou knowest, Lord, the secrets of our hearts
Have mercy upon me
O how amiable are Thy dwellings
Behold now, Praise the Lord
Behold, how good and joyful a thing it is
O give thanks
Teach me, O Lord, the way of Thy Statutes
Praise the Lord, O Jerusalem
I give you a new Commandment
If Ye love me
Veni, Creator Spiritus; „Come, Holy Ghost, our souls inspire‟
Lift up your Heads
Blessed art Thou, O Lord
O Praise God in his holiness
O Praise the Lord
Offertory Anthem
Set up Thyself, O God

Alcock
Aldrich
Aldrich
Batten
Batten
Batten
Batten
Batten
Benjamin Rogers
Bishop
Boyce
Child
Creyghton
Croft
Farrant
Farrant
Fox
Glareanus
Goldwin
Goldwin
Haselton
King
Maurice Green
Okeland
Purcell
R. Gibbs
Richardson
Rogers
Rogers
Rogers
Rogers
Scott
Shephard
Tallis
Thomas Tallis
Turner
Weldon
Weldon
Weldon
Whitbroke
Wise

118

Appendix I
Parish choirs members of the Canterbury District Choral Union, as shown in the 1870
Annual Report (Canterbury Cathedral Archives).

Acrise
Adisham
Barming
Bekesbourne
Benenden
Betteshanger
Bickley
Boughton-under-Blean
Canterbury – St Gregory
St Margaret
Chiddingstone
Chislehurst
Croydon – St Andrews
Dartford
Deal – St Andrews
Dover – St Mary
Dunkirk
Erith – St John the Baptist
Farleigh (West)
Frittenden
Godmersham
Harrietsham
Herne
Herne Hill
Hildenborough
Kilndown

Kingston
Leeds
Maidstone – St John
St Paul
St Peter
Malling (East)
Malling (West)
Margate – St John
Mereworth
Nettlestead
Ospringe
Otford
Otham
Peckham (East)
Pluckley
Riverhead
St Mary Cray
St Peter in Thanet
Sandwich – St Clement
Selling
Sittingbourne – St Michael
Speldhurst
Staple
Westbere
Wingham
Wrotham

The following parishes were in arrears:
Boughton-Malherbe
Hayes
Ide Hill
Newchurch

Penshurst
Sevenoaks Weald
Wittersham
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Figure 12. A map showing the location of parish churches which were members of the Canterbury
District Choral Union in 1870. An interactive version of this map is available by visiting
<http://maps.google.co.uk> and searching for ‘Canterbury District Choral Union 1870’.
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Appendix J

On the following page is the score of „I know that the Lord is great‟ by Reverend Sir
Frederick A. G. Ouseley, sung at the first Canterbury District Choral Union Festival in
Canterbury Cathedral on Wednesday 9 July 1862. The score was previously published in
The Musical Times Vol. 5, No. 120 (March 15, 1854).
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Appendix K
Details of music sung at the Canterbury District Choral Union Festivals held annually
from 1862 and biennially from 1877. This is not a complete list, but of significant content;
where there is no change (for example, in the setting of the Responses) then no further
comment is made in successive years.

1862 First Festival held on Wednesday 9 July
Morning Prayer


Tallis responses



Psalm 95 (Venite) to a single Anglican Chant by Tallis:



Proper psalms for the day sung to single Anglican Chants by T. Purcell (Psalms 44
and 45) and Tucker (Psalm 46)



Te Deum and Benedictus sung to single Anglican Chants by Turner and Gibbons
respectively



Anthem: „If ye love me‟ by Thomas Tallis



Hymn: „All people that on earth do dwell‟ (Old Hundreth)

Evening Prayer


Proper psalms sung to plainsong tones (Psalms 47 and 48 to Tone 8, Psalm 49 to
Tone 1)



Magnificat and Nunc Dimittis sung to plainsong Tones 5 and 3 respectively.



Anthem: „I know that the Lord is great‟ by Rev. Sir F. A. G. Ouseley
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Additional Music
The following music was included for the optional Communion service held in St
Margaret‟s Church, Canterbury:


Plainsong Litany



Merbecke‟s setting of the Communion Service

1863 Second Festival held on Tuesday 2 June
Morning Prayer


Te Deum sung to a three note chant based on plainsong. Harmony of plainsong
altered for some verses.



Anthem: „Lift up your heads‟ from The Messiah by Handel



Hymns: Two contemporary hymns were chosen: „Holy, Holy, Holy‟ with words by
Heber (1783-1826) and tune by Dykes (1823-76), and „Rejoice today with one
accord‟ words by Baker (1821-77) and a chorale tune from the Lutheran tradition.

Evening Prayer


Canticles substituted for Psalms 98 and 67, sung to single Anglican Chants.



Anthem: „God is gone up‟ by Croft, with the Cathedral Choir singing the verse.

1864 Third Festival held on Tuesday 24 May
Morning Prayer


Anthem: „Lord who shall dwell in thy tabernacle‟ by Rogers



Hymns include „All hail, adored Trinity‟ translated from the Latin

Evening Prayer


Anthem: „Alleluia‟ from The Messiah by Handel
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1865 Fourth Festival held on Tuesday 13 June
Morning Prayer


Psalms directed to be sung in unison with the Gloria in harmony. Single chants
were harmonisations of plainsong tones.



Te Deum was a setting by Merbecke



Anthem: „All people that on earth do dwell‟ by Tallis



Hymns included „Come, thou Holy Spirit, come‟, the words of which were written by
Stephen Langton (d. 1228), who was Archdeacon of Canterbury, and translated
from the original Latin by Neale.

Evening Prayer


Psalms and canticles all to single Anglican Chant



Anthem: „Worthy is the Lamb‟ from The Messiah by Handel; the directions indicate
for several cuts to be made, including the „Amen‟ fugue



Hymns included „Now thank we all our God‟, translated from the German and to
Crüger‟s original chorale melody

1866 Fifth Festival held on Thursday 31 May
Morning Prayer


Anthem: „How goodly are thy tents‟ by F. A. G. Ouseley



Hymns included „Jesu the very thought is sweet‟ with words taken from Hymns
Ancient and Modern but the tune and harmony taken from The Hymnal Noted

Evening Prayer


Anthem: „The heavens are telling‟ by Haydn, with solo parts taken by members of
the Cathedral Choir
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1867 Sixth Festival held on Tuesday 18 June
Morning Prayer


Responses were plainsong harmonised by S. S. Greatheed24



The Psalms and canticles were sung in unison to plainsong chants, except for the
Gloria which was directed to be sung in unison.



Anthem: „Sing to the Lord in joyful strains‟ by Christopher Tye (now more commonly
known by its Latin title „Laudate nomen Domini‟) which was directed to be sung by
the cathedral choir once and then repeated by the parish choirs

Evening Prayer


Psalms and canticles sung to single Anglican Chants



Anthem: „How excellent is thy name‟ from Handel‟s Saul

1868
Morning Prayer


Anthem: „O Praise the Lord, all ye nations‟ by H. S. Oakley, composed in 1850

Evening Prayer


Anthem: „O give thanks unto the Lord‟ by Purcell, with the Cathedral Choir taking
the verses

24

S. S. Greatheed was a member of the Ecclesiological Society and on the music committee for the Hymnal
Noted and also „donated an organ of his own design‟ (Ademann1997, 131) to the Parish of Preston-nextWingham, Kent which was built by Eagles and remains largely unaltered today.

128
1869
Morning Prayer


The Te Deum was sung to a more challenging setting by J. H. Deane but the style
was still largely chant-like



Anthem: „Great is the Lord‟ by W. Hayes

Evening Prayer


Anthem: „How lovely are the messengers‟ by Mendelssohn

1870
The preface to the 1870 Festival book includes the sentence „The Precentor specially
requests that the singers will accustom themselves to sing according to the beat of a
conductor‟
Morning Prayer


Te Deum set by Charles Steggall



Benedictus set by J. B. Dykes; this was the first time that a through composed
setting of the Benedictus had been used in the Festival



Anthem: „Blessed be thou, Lord God of Israel‟ by James Kent; there is no mention of
the Cathedral Choir taking the verses though

Evening Prayer


Responses directed to be sung in unison



Anthem: „O come let us worship‟ by Mendelssohn

129
1871
From 1871 the Festival choir only sang Evening Prayer.
Evening Prayer


A processional hymn was introduced: „Forward be our watchword‟ to a tune by H.
Alford; choirs were expected to memorise both the words and the tune, and to
practise their processing in time, according to the rubrics



Anthems: „Great and marvellous are they works‟ by Boyce and „We will rejoice‟ by
Croft

1872
Evening Prayer


Magnificat and Nunc Dimittis sung to a setting by S. S. Wesley



Anthems: „And the glory of the Lord‟ from Handel‟s Messiah and „The glory of the Lord‟
by Goss



Plainsong graces were included on the back page of the service booklet, suggesting
that there may have been a shared meal at some point during the day

1874
Evening Prayer


Plainsong chants for the psalms printed used neume notation printed on four lines
with no realisation in contemporary manuscript



Anthem: „Blessing, glory, wisdom and thanks‟ by Berthold Tours



Te Deum sung to a setting by Henry Smart
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1875
Evening Prayer


Magnificat and Nunc Dimittis by Goss



Anthem: „Cry aloud and shout‟ by Croft



Te Deum by Barnby

1876
Evening Prayer


Canticles sung to Anglican Chant



Anthems: „O clap your hands‟ by Stainer and „Let all men praise the Lord‟ by
Mendelssohn

1877
Evening Prayer


Canticles sung to plainsong chants arranged by Stainer



Anthem: „Praise the Lord O my soul‟ by Goss

1879
Evening Prayer


Canticles sung to a different plainsong, also arranged by Stainer



Anthem: „I will give thanks unto Thee‟ by J. Barnby

1881
Evening Prayer


Anthem: „The Glory of the Lord‟ by Goss
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1885
Evening Prayer


Magnificat and Nunc Dimittis to a setting in D by Parry



Anthem: „O God when Thou appearest‟ by Mozart
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