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Music is the only science allowed in the doors of the church.

John Playford

To a terrible extent, the 17th century Puritans in England achieved one of their goals, eliminating instrumental music from the church service.  Due to them organs were suppressed and destroyed and organs did not reappear generally in England until 1860!  During this interval many smaller churches organized church bands, consisting of a half-dozen or so wind instruments with an occasional cello to serve as a surrogate organ.

Curiously enough, while the Puritan preachers were working to eliminate all instrumental music from the service, there were a group of poets who were Puritans but who nevertheless spoke in support of instrumental music in their poems.  One which calls upon a number of musical instruments for this purpose is by George Wither.

Come, oh come in pious Laies [songs],

Should we God-Almighty’s praise.

Hither bring in one consent,

Heart, and voice, and instrument.

Musick-add of every kind;

Sound the Trumpet, the Cornet winde.

Strike the Viol, touch the Lute.

Let nor Tongue, nor String be mute....
 

Richard Creshaw’s Hymn, “The Name of Jesus,” also calls upon a number of instruments to praise Jesus.

Wake Lute and Harp

And every sweet-lipped thing

That talks with tuneful string;

Start into life, and leap with me

Into a hasty Fitt-tuned Harmony

.....

Complaining Pipes, and prattling Strings,

Bring all the store

Of Sweets you have; And murmur that you have no more.

Come, near to part,

Nature and Art!

.....

Bring all your Lutes and Harps of Heaven and Earth;

What ever cooperates to the common mirth

Vessels of vocal Joys,

Or you, more noble architects of Intellectual Noise,

Cymbals of Heaven, or Human spheres,

Solicitors of Souls or Ears....
 

In another poem, Crashaw makes a rare reference to string instruments in Heaven.

When some new bright Guest

Takes up among the stars a room,

And Heaven will make a feast,

Angels with crystal viols come....
 

The strict Puritan, George Wither, in his book of emblems, under the title, “Though Music be of some abhorred, She, is the Handmaid of the Lord,” seems to reserve music’s purpose primarily for the church.

To Music, and the Muses, many bear

Much hatred; and, to whatsoever ends

Their soul-delighting-raptures tuned are,

Such peevish dispositions, it offends.

Some others, in a moral way, affect

Their pleasing strains (or, for a sensual use)

But, in God’s Worship, they the same suspect;

(Or, tax it rather) as a great abuse.

The first of these, are full of Melancholy;

And, Pity need, or Comfort, more than blame;

And, soon, may fall into some dangerous folly,

Unless they labor, to prevent the same.

The last, are giddy things, that have befooled

Their judgments, with beguiling fantasies,

Which (if they be not, by discretion, schooled)

Will plunge them into greater vanities.

For, Music, is the Handmaid of the Lord,

And, for his Worship, was at first ordained:

Yea, therewithall she fitly doth accord;

And, where devotion thrives, is retained.

She, by a natural power, helps to raise,

The mind of God, when joyful Notes are sounded:

And, passions fierce distemperatures, allays;

When, by grave tones, the melody is bounded.

It, also may in mystic-sense, imply

What music, in ourselves, ought still to be;

And, that our jarring-lives to certify,

We should in voice, in hand, and heart, agree:

And, sing out, faith’s new songs, with full consent,

Unto the Laws, ten-stringed instrument.
 

This same poet, in a Hymn composed in 1650, comments on the importance of sincerity of spirit in church music.

There is no musick in our Songs,

That’s worthy to be heard of thee;

Because, our hearts, eyes, ears, and tongues,

Profaned, and untuned be.
 

A similar observation is made by George Herbert, who contends that church music is not effective unless the heart of the listener is in the right place.

The fineness which a hymn or psalm affords

Is, when the soul unto the lines accord.
 

A poem by George Herrick on the subject of Christmas is especially interesting for its reference to improvisation.

What sweeter musick can we bring,

Than a Carol, for to sing

The Birth of this our heavenly King?

Awake the voice!  Awake the string!

Heart, ear, and eye, and everything

Awake! the while the active finger

Runs divisions with the singer.
 

In another poem which comments on performance practice in church music, Herrick writes,

Comely acts well; and when he speaks his part,

He doth it with the sweetest notes of Art:

But when he sings a Psalm, there’s none can be

More cursed for singing out of tune than he.
 

We must assume that artists of all kinds were very nervous in the climate created by the Puritans, but some were also brave enough to satirize the church.  Samuel Butler wrote a long epic poem, “Hudibras,” inspired by Don Quixote, which was extremely popular and enjoyed many editions.  It is a strange work, with little plot, which found its popularity in its coarse and bigoted satire of the Puritans.  One of the characters is, Crowdero, an itinerant fiddler.  We first meet him as a metaphor for the Puritan’s distaste for instrumental music.  Here we see the fiddler [Music] blamed for its ill-effect on society.

But to that purpose first surrender

The Fiddler, as the prime offender,

The incendiary vile, that is chief

Author and engineer of mischief;

That makes division between friends,

For profane and malignant ends.

He and that engine of vile noise,

On which illegally he plays,

Shall (dictum factum) both be brought

To condign punishment, as they ought.
 

Later, when Butler is discussing this fiddler, he takes the opportunity to satirize the predilection of the Catholic Church princes for entertainment.

...they hold their luxuries,

Their dogs, their horses, whores, and dice,

Their riots, revels, masks, delights,

Pimps, buffoons, fiddlers, parasites;

All which the Saints have title to....
 

North also made a passing object to the Catholic church, in this case on the nature of chant.  

Now to give a censure of this kind of music, I must own myself far from approving it, because there is no scheme or design in it; for beginning middle and ending are all alike, and it is rather a murmur of accords, than music....
 
Some poets and playwrights took what seems like a very strange turn, writing of pagan religious ceremonies.  One wonders if they felt this was a safe way to write of religion in this Puritan environment, or were they more subtle and were suggesting that the Puritans were taking society back to primitive times.  We find several references to pagan ceremonies involving the moon.  But one must remember that in the Old Testament, which was assembled from several sources, and perhaps hurriedly, that a strange reference to such a pagan ceremony exists in Psalm 81, something completely out of character with the rest of the Psalms.

Raise a song, sound the timbrel,


The sweet lyre with the harp.

Blow the trumpet at the new moon,


At the full moon, on our feast day.

Dryden makes such a reference in his play, Aureng-Zebe (V, i),

Trumpets and Drums shall fright her from the Throne,

As sounding Cymbals aid the laboring Moon.

Nathaniel Lee, in his play, Oedipus (II, i), refers to military music participating in a Greek cult ceremony, although in historical practice this was actually a Roman tradition.  Oedipus calls out,

A vast Eclipse darkens the laboring Planet:

Sound there, sound all our instruments of war;

Clarions, and Trumpets, Silver, Brass, and Iron,

And beat a thousand drums to help her labor.

In George Villiers The Rehearsal (V, i) this same ancient cult ceremony is satirized in a scene were, instead of the war-like instruments, the moon is serenaded by a series of popular songs, including “Robin Hood,” “Trenchmore,” and “Dance the Hey.”

A poem of Swift also refers to the legend of the ancient Roman religious cult which tells of using cymbals and drums in a worship service of the moon.

Wise people, who believed with reason

That this eclipse was out of season,

Affirmed the moon was sick, and fell

To cure her by a counter spell.

Ten thousand cymbals now begin,

To rend the skies with brazen din;

The cymbals rattling sounds dispel

The cloud, and drive the hag to hell.

The moon, delivered from her pain,

Displays her silver face again.
 

There are a few other references to very untraditional religious practices in the Restoration drama repertoire.  In Behn’s play, Sir Patient Fancy (III, vii) there is a reference to spirits which haunt a house, allowing the playwright an opportunity for anti-Catholic sentiment.

Sir Patient.  Ah, the house is beset, surrounded and confounded with 


profane tinkling, with Popish Horn-pipes, and Jesuitical 


Cymbals, more Antichristian and Abominable than organs, or 


anthems.

Nurse.  Yea verily, and surely it is the spawn of Cathedral 



Instruments played on by Babylonish Minstrels, only to 



disturb the Brethren.

In this same playwright’s The Widow Ranter (IV, i), which is set in Virginia, there is an Indian religious ceremony, for which there are extensive stage directions.  It begins with,

[The Musick playing louder, the Priests and Priestesses 

dance about the Idol with ridiculous Postures, and crying....]
Then “soft musick” is called for, followed by,

[The Musick changes to confused Tunes, 

to which the Priests and Priestesses dance....]

Some poets, again perhaps fearful of the Puritans, kept their religious references to Heaven and the angels.  We especially enjoy Edward Young’s refusal to sing in the Heavenly choir unless it is conduced by the artist, Raphael!

But sing no more -- no more I sing,

Or reassume the lyre,

Unless vouchsafed an humble part

Where Raphael leads the choir.
 

James Thomson writes of the music of the angels in two of his poems.

Whose flaming love their tuneful harps employ

In solemn hymns Jehovah’s praise to sing,

And make all heaven with hallelujahs ring.
 

.....

Methinks I hear the full celestial choir,

Through Heaven’s high dome their awful anthem raise;

Now chanting clear, and now they all conspire

To swell the lofty hymn from praise to praise.
 

Alexander Pope, in his poem, “The Dying Christian,” hears the music of heaven and pens one of his most famous lines.

The world recedes; it disappears!

Heaven opens on my eyes! my ears

With sounds seraphim ring:

Lend, lend your winds! I mount! I fly!

O Grave! where is thy Victory?

O Death! where is thy Sting?
 

Gradually, as the English society began to gain a bit more self confidence after the Puritan disruption, poets and playwrights began again to praise the relationship between music and the divine.  There is little reference to church music in Dryden, however in the preface to his play Tyrannick Love, while discussing the potential of dramatic poetry in influencing the audience in matters of religion, he digresses to comment on church music.

By the harmony of words we elevate the mind to a sense of devotion, as our solemn musick, which is inarticulate poetry, does in churches; and by the lively images of piety, adorned by action, through the senses allure the soul: which while it is charmed in a silent joy of what it sees and hears, is struck at the same time with a secret veneration of things Celestial, and is wound up insensibly into the practice of that which it admires.
 

In Love in a Nunnery (IV, iii) a scene set in a chapel begins with a stage direction reading “Instrumental and vocal music.”  Dryden gives us some idea of the music he had in mind when he has the duke reflect,

You have treated me with harmony so excellent, that I believed myself among a choir of angels....

A more conventional view is found in a line in Alexander Pope’s “Eloisa to Abelard,” which finds the “swelling organs lift the rising soul.”
 

Due to the disruption of the church boy’s schools, after the Restoration it was found that there was a shortage of boys to sing the upper parts and so the cornett was called upon to fill these voices.  This problem is discussed by Matthew Locke in a treatise, “The Present Practice of Music Vindicated,” in 1673.

For above a year after the opening of His Majesty’s Chappell the orderers of the musick there were necessitated to supply the superior part of their musick with cornets and men’s feigned voices, there being not one lad for all that time capable of singing his part readily.

A similar complaint was made by Hawkins,

Upon the revival of the choral service, in the royal chapel especially, they were necessitated for want of treble voices, to make use of cornets, and on particular occasions sacbuts and other instruments.

A petition made to the government by a group of composers in 1657 took a broader view in their concerns of the negative impact of the Puritans.

By reason of the late dissolution of the Choirs in the Cathedrals where the study and practice of the Science of Music was especially cherished, Many of the skillful Professors of the said Science have during the late Wars and troubles died in want, and there being now no preferment or Encouragement in the way of Music, no man will breed his child in it, so that it must needs be, that the Science itself, must die in this Nation, with those few Professors of it now living, or at least it will degenerate much from that perfection lately attained unto.
 

But the use of cornetts to perform the upper voices were not the only winds in the church after the Restoration, indeed a wide variety was beginning to appear, as we see in another diary which mentions the festival of St. George at Windsor in 1661.

…the hymn was composed and set with verse and chorus by Capt. Cook – by whose direction some instrumental loud musick was at that time introduced, namely, two double sackbuts and two double courtalls – one sackbut and courtal before the four petty canons who began the hymn, and the other two immediately before the prebends of the College.

This same eye-witness gives us another valuable comment on the actual placement of the winds in the church in his record of a service in 1674.

There were placed in the middle of the Choristers two Cornets & behind them a Sackbote, & last of all a Sackbut…& Doctor Child the Organist alone in his Doctors habit.

With his Restoration, Charles II, who enjoyed most of his exile by living in Paris returned with much of the latest fashion in Paris, including the idea of the “24 Violins of the King,”  introduced by Louis XIV.   Fortunately, the very first real tradition of the use of strings in the English church service was recorded in the diary of an eye-witness, John Evelyn, in 1662.

[One] of his Majesties Chaplains preached: after which, instead of the ancient grave and solemn wind musique accompanying the Organ was introduced a Consort of 24 Violins between every pause, after the French fantastical light way, better suited for a Tavern or Play-house than a Church:  The was the first time of change, & now we no more heard the Cornet, which gave life to the organ, that instrument quite left off in which the English were so skillful.
 

Another eye-witness who recorded the arrival of strings in the English church was Samuel Pepys.  In an entry in his famous diary for September 14 he appears to document the first use of strings.

I heard Captain Cookes new Musique; this the first day of having Vialls and other Instruments to play a Symphony between every verse of the Anthem; but the Musique more full then it was the last Sunday, and very fine it is.
 

According to Roger North, the regional cathedrals of Durham and York continued to depend on wind instruments, even to substitute for missing voices.

They have ordinary wind instruments in the choirs, as the cornett, sackbut, double curtal and others, which supply the want of voices, very notorious there; and nothing can so well reconcile the upper parts in a choir, since we can have none but boys and those none of the best, as the cornett (being well sounded) doth; one might mistake it for a choice eunuch.
 

As the 17th century progressed one finds a number of philosophers and musicians who registered objections not to music in the service, but to the quality of the performance.  Thomas Mace was one who pointed to the importance of emotions in church music, especially for reaching the common man.
All things in the church, and in its service, would be contrived and ordered, that the common-poor-ignorant-people might be so much capable as it is possible of apprehending, discerning or understanding; so, as they might unite their voices, hearts and affections together with the congregation and the service.
 

Mace mentions the affections of the congregation in the above, and indeed he places considerable emphasis on the importance of the church composer reflecting emotions, especially with regard to the words of the Psalms, in his music.  This entire relationship, of music and words, and of their impact on man, was regarded by Mace as little studied.

There being a very great affinity, nearness, naturalness or sameness between language and music, although not known to many.  And it is a bemoanable pity to consider how few there are who know, but fewer who consider, what wonderful-powerful-efficacious virtues and operations of music has upon the souls and spirits of men divinely-bent.
 

In this regard, Mace concluded his book with the thought that music might be the form of communication used in heaven.

And I am subject to believe (if in Eternity we shall make use of any languages, or shall not understand one another, by some more spiritual conveyances, or infusions of perceptions, than by verbal language) that music itself may be that eternal and celestial language.
 

When Mace turns his attention to country churches, he finds the Psalms tortured and tormented, the Service dishonored, coarse and made ridiculous by the quality of the music.    He was particularly exercised by the quality of the singing and declared it better not to sing at all than sing out of tune.  This, because of the close relationship he perceived between music and the divine.

For as I often used to say, that as conchording unity in music is a lively and very significant simile of God, and Heavenly joys, and felicities, so on the contrary, jarring discords are as apt a simile of the Devil, or Hellish tortures.
 

Considering that if even one with an absolute voice is “uncertain of singing in tune,” he wonders what can one expect from “the unskilfull-inharmonious-coarse-grained-harsh-voice?”  Certainly God takes no pleasure from such “halt, lame and blind sacrifices.”  Mace’s solution for helping the country congregation is the organ and he writes at length explaining the kind of instrument needed, how the funds can be raised and how to find an organist.

The cathedral churches Mace also found wanting, with insufficient numbers of singers.  The small numbers were further decimated by frequent absences,

by reason of sickness, indispositions, hoarseness, colds, business, and many other accidents, and necessary occasions, men must be absent, disabled, or impeded from doing their duties; so that at such times, the Service must suffer: and such like accidents happen too often.
 

And, of those present, “few of them are (or can possibly be) masters in the art of song, or singing; much less in the art of music in general.”

The reason for this state of affairs was the poor pay given cathedral singers, which Mace found “very low, inconsiderable, insufficient, unbecoming and uncomfortable.”  As a consequence, the singers often were forced to take other jobs.  Why should we be surprised, Mace asks, that when they sing in church they “make sour faces, and cry, or roar out aloud.”  He concludes,

Now I say, these things considered how certainly true they are, first in reference to the [singers] pitiful-poor-wages, and likewise to the general dead-heartedness, or zeal-benumbed-frozen-affections in these our time, toward the encouragement of such things; how can it be imagined that such [singers] should be fit and able performers in that duty, which necessarily depends upon education, breeding and skill in that quality of music, which is both a costly, careful and a laborious-attainment, not at all acquirable (in its excellency) by an inferior-low-capacitated men.

Avison, whose entire discussion of musical expression was based on the communication of emotions, even stressed that the church organist must feel the appropriate emotions while he plays if he is to succeed.

If our organist is a lover of poetry, without which, we may dispute his love for music; or indeed, if he has any well-directed passions at all, he cannot but feel some elevation of mind, when he hears the psalm preceding his voluntary, pronounced in an awful and pathetic strain: It is then he must join his part, and with some solemn air, relieve, with religious cheerfulness, the calm and well-disposed heart.  Yet, if he feels not this divine energy in his own breast, it will prove but a fruitless attempt to raise it in that of others....
 

He also finds the congregation does not sing with enough emotion and makes the interesting observation that he wishes they sang as they do when they visit a foreign church, without reading line by line.

In his “Solomon’s Temple Spiritualized,” John Bunyan reviews at length the descriptions of church singing mentioned in both the Old and New Testaments.  The only comments which Bunyan makes regarding church music of his own time are that the music should be contemporary in its themes and that it should be sung in the proper spirit and with understanding.

And answerable to this, is the church to sing now new songs, with new hearts for new mercies.  New songs, I say, are grounded on new matter, new occasions, new mercies, new deliverances, new discoveries of God to the soul, or for new frames of heart; and are such as are most taking, most pleasing, and most refreshing to the soul....

I pray God it be done by all those that now-a-days get into churches, in spirit and with understanding.
 

Another important contemporary document we have for insight into the quality of Restoration church music is the Samuel Pepys diary.  He was an amateur musician, but one of some experience.  In his diary Pepys makes numerous observations on the music of the church which he heard in person.  Sometimes he primarily comments on the quality of the choir, as in 1664 when he calls the choir at the famous St. Pauls “the worst that ever I heard.”
   On the other hand, after hearing the service at Windsor, St. George’s Chapel in 1666, he writes,

And here, for our sakes, had this anthem and the great service sung extraordinary, only to entertain us....  A good Choir of voices.
 

In the early years covered by the diary there are some unusual descriptions.  In September, 1660, he reports hearing “a dull Anthem,”
 and the following month, at Whitehall, an anthem “ill sung, which made the king laugh.”
   Three months later he reports “a long Psalm was set that lasted an hour while the Sexton gathered his year’s contribution through the whole church.”
 

With regard to the court church music, his comments would seem to indicate that the music of the Queen’s Chapel was the more progressive.  In 1666 he writes that he does not like the music at the Queen’s Chapel,
 but two weeks later he makes the first of several references to what must have been some form of unusual instrumental accompaniment (the “Musique”). 

[I] heard a good deal of their mass and some of their Musique, which is not so contemptible, I think, as our people would make it, it pleasing me very well.
 

One wonders if by “contemptible” there was some form of movement by the instrumentalists.  Otherwise, what could he possibly mean when he writes,

but that they do jump most excellently with themselves and their instrument -- which is wonderful pleasant.
 

An entry a few months later also possibly refers to unusual instrumental accompaniment.  On this occasion he liked the composition but found the voices harsh and suspected it was their choice of instruments that caused it
 

It is in the Queen’s Chapel as well, where he also heard Italian singers.  In 1667 he mentions the Italian music, “whose composition is fine, but yet the voices of the Eunuchs I do not like....”  He goes on to make one of his favorite contentions that vocal music can only really be understood by the people who speak the language of the text.
   The following year, however, he seems quite delighted.

To the Queen’s chapel and there did hear the Italians sing; and indeed, their music did appear most admirable to me, beyond anything of ours -- I was never so well satisfied in my life with it.
 

With regard to the King’s Chapel, during the early years Pepys appears most complimentary.  He frequently praises the anthems of Henry Cooke
 and one such reference describes a rehearsal.

After dinner to White-hall chappell with Mr. Childe; and there did hear Captain Cooke and his boy make a trial of an anthem against tomorrow, which was rare Musique.
 

An entry of September, 1662, may refer to the use of wind instruments, “a most excellent Anthem (with Symphony’s between) sung by Captain Cooke.”
  

Later entries in the diary, following the return of Humpfrey and the introduction of more complex contrapuntal styles, find Pepys not so pleased.  

[To White-hall] and heard a fine Anthem, made by Pelham [Humfrey] who is come over in France, of which there was great expectation; and indeed is a very good piece of Musique, but still I cannot call the Anthem anything but Instrumental music with the Voice, for nothing is made of the words at all.
 

A similar entry the following year reads,

To the Chapel and did hear an Anthem of Silas Taylors making -- a dull old-fashion thing of six and seven parts that nobody could understand.
 

Finally, we might cite a reference of September, 1667, to performance practice in church music.

I went to the King’s Chapel...and there I hear Cresset sing a Tenor part along with the Church music; very handsomely, but so loud that people did laugh at him -- as a thing done for ostentation.
 

When the king appeared at important festivities in the church one may assume he arrived with his royal trumpets.  The royal pay accounts for 1630 indicate 17 trumpets performed during a Pentecost ceremony.
  An eye-witness has left a similar record of a Te Deum sung in church celebrating the Peace of Utrecht in 1743.

…as it was composed for a military triumph, the 14 trumpets, two pair of common kettle drums, two pair of double drums from the Tower, and a pair of double bass drums, made expressly for this commemoration…were introduced with great propriety.  Indeed the last-mentioned drums, except in their destruction, had all the effect of the most powerful artillery.

The great Italian opera movement, one of the distinguishing hallmarks of the Baroque Period, was very late in being embraced by England.  Once it began to appear there were complaints, as indeed there were in other countries, of its bad influence on church music.  The chief complaints were against music which sounded popular or theatrical and also against improvisation.  Typical of these objections are some articles which appeared in the new popular journals at the end of the Baroque.  A correspondent to the Spectator issue of March 28, 1712, complains about the introduction of lighter music in the church.

For a great many of our Church Musicians being related to the theater, they have, in imitation of these epilogues, introduced in their farewell Voluntaries a sort of Musick quite foreign to the design of church services, to the great prejudice of well-disposed people.  Those fingering gentlemen should be informed, that they ought to suit their Airs to the place and business; and that the musician is obliged to keep to the text as much as the preacher....  For when the preacher has often, with great piety and art enough handled his subject...I have found in my self, and in the rest of the pew, good thoughts and dispositions, they have been all in a moment dissipated by a merry Jig from the organ loft....  Pray Sir do what you can to put a stop to these growing evils....

Addison, writing in the Spectator for June 14, 1712, wishes as much attention could be given to the improvement of church music as has been devoted to the music of the stage in recent years.  He wonders why the excellent texts, in both Hebrew and English, available to composers do not inspire them to greater efforts.  As we have seen before, Addison is thinking of the purpose of music being to support language and finds its virtue there, rather than from any inherent qualities.

Since we have such a treasury of words, so beautiful in themselves, and so proper for the Airs of Musick, I cannot but wonder that persons of distinction should give so little attention and encouragement to that kind of Musick, which would have its foundation in Reason, and which would improve our virtue in proportion as it raised our delight.  The passions that are excited by ordinary compositions, generally flow from such silly and absurd occasions, that a man is ashamed to reflect upon them seriously; but the fear, the love, the sorrow, the indignation that are awakened in the mind by hymns and anthems, make the heart better, and proceed from such causes as are altogether reasonable and praise-worthy.  Pleasure and duty go hand in hand, and the greater our satisfaction is, the greater is our religion.

Addison then briefly reviews the use of music in the Old Testament and in the religious rites of the ancient Greeks, after which he wishes,

Had we frequent entertainments of this nature among us, they would not a little purify and exalt our passions, give our thoughts a proper turn, and cherish those divine impulses in the soul, which every one feels that has not stifled them by sensual and immoderate pleasures.

Musick, when thus applied, raises noble hints in the mind of the hearer, and fills it with great conceptions.  It strengthens devotion, and advances praise into rapture.

Steele published a fictional letter to the editor of the Spectator of October 7, 1712, which describes a gentleman attending a church service in London in which he reports on “a young lady in the very bloom of youth and beauty, dressed in the most elegant manner imaginable.”  Except for the fact that she chose to stand during the entire service, everyone noticed that she was the very picture of modesty, goodness, sweetness and “ardent devotion.”

Well, now the organ was to play a voluntary, and she was so skillful in Musick, and so touched with it, that she kept time, not only with some motion of her head, but also with a different air in her countenance.  When the Musick was strong and bold, she looked exalted, but serious; when lively and airy, she was smiling and gracious; when the notes were more soft and languishing, she was kind and full of pity.  When she had now made it visible to the whole congregation, by her motion and ear, that she could dance, and she wanted now only to inform us that she could sing too, when the Psalm was given out, her voice was distinguished above all the rest, or rather people did not exert their own in order to hear her.  Never was any heard so sweet and so strong.  The organist observed it, and he thought fit to play to her only, and she swelled every note; when she found she had thrown us all out, and had the last verse to herself in such a manner, as the whole congregation was intent upon her, in the same manner as you see in cathedrals they are on the person who sings alone the anthem.

Finally, we will append here some examples of the poems in honor of St. Cecilia’s Day, which celebrated not a religious theme exactly, but the worship of music.  Perhaps, in its own way, it was this literature which was the ultimate answer to the Puritans.  Joseph Addison has written two such poems.
   In his “A Song for St. Cecilia’s Day,” he begins in praise of the patron saint.

Let all Cecilia’s praise proclaim,

Employ the echo in her name,

Hark how the flutes and trumpets raise,

At bright Cecilia’s name, their lays;

The organ labors in her praise.

Cecilia’s name does all our numbers grace,

From every voice the tuneful accents fly,

In soaring trebles now it rises high,

And now it sinks, and dwells upon the base.

Cecilia’s name through all the notes we sing,

The work of every skillful tongue,

The sound of every trembling string,

The sound and triumph of our song.

Now he turns to the purposes of music, treating in turn emotions, character development and religion.

For ever consecrate the day,

To music and Cecilia;

Music, the greatest good that mortals know,

And all of heaven we have below.

Music can noble hints impart,

Engender fury, kindle love;

With unsuspected eloquence can move,

And manage all the man with secret art....

Music religious heats inspires,

It wakes the soul, and lifts it high,

And winds it with sublime desires,

And fits it to bespeak the Deity.

The Almighty listens to a tuneful tongue,

And seems well-pleased and courted with a song.

Soft moving sounds and heavenly airs

Give force to every word, and recommend our prayers.

He concludes with a poetic reference to the Day of Judgment.

When time itself shall be no more,

And all things in confusion hurled,

Music shall then exert its power,

And sound survive the ruins of the world....

The second poem on this subject by Addison is called “Ode for St. Cecilia’s Day,” written in 1699 and set to music by Daniel Purcell.  In this work he concentrates on aesthetic characterizations of the violin, flute, organ and trumpet.

First let the sprightly violin

The joyful melody begin,

And none of all her strings be mute;

While the sharp sound and shriller lay

In sweet harmonious notes decay,

Softened and mellowed by the flute.

Next, let the solemn organ join

Religious airs, and strains divine,

Such as may lift us to the skies,

And set all Heaven before our eyes.

Let then the trumpet’s piercing sound

Our ravished ears with pleasure wound.

The soul overpowering with delight,

As, with a quick uncommon ray,

A streak of lightening clears the day,

And flashes on the sight.

Let Echo too perform her part,

Prolonging every note with art,

And in a low expiring strain

Play all the concert over again....

And now the choir complete rejoices,

With trembling strings and melting voices.

The tuneful ferment rises high,

And works with mingled melody.

Quick divisions run their rounds,

A thousand trills and quivering sounds

In airy circles over us fly,

Till, wafted by a gentle breeze,

They faint and languish by degrees,

And at a distance die.

As in the above case, most of these St. Cecilia Odes were set to music.  William Congreve wrote a poem, “A Hymn to Harmony,” in honor of St. Cecilia’s Day of 1701, which was set to music of “John Eccles, Master of Her Majesties Musick.”  John Oldham’s “Ode for an Anniversary of Musick on St. Cecilia’s Day,” was set to music by “Dr. Blow.”

Begin the song, your instruments advance

Tune the voice, and tune the flute,

Touch the silent, sleeping lute,

And make the strings to their own measures dance.

Being gentlest thoughts, that into language glide,

Bring softest words, that into numbers slide.

Let every hand, and every tongue,

To make the noble consort, throng.

Let all in one harmonious note agree

To frame the mighty song,

For this is musick’s sacred Jubilee.

Hark, how the wakened strings resound,

And break the yielding air,

The ravished sense, how pleasingly they wound,

And call the listening soul into the ear;

Each pulse beats time, and every heart,

With tongue, and fingers, bears a part.

By harmony’s entrancing power,

When we are thus wound up to ecstasy;

Methinks we mount, methinks we tower,

And seem to antedate our future bliss on high.

How dull were life, how hardly worth our care,

But for the charms that musick lends!

How faint its pleasures would appear,

But for the pleasure which our art attends!

Without the sweets of melody,

To tune our vital breath,

Who would not give it up to death,

And in the silent grave contented lie?

Musick’s the cordial of a troubled breast,

The softest remedy that grief can find;

The gentle spell, that charms our care to rest,

And calms the ruffled passions of the mind.

Musick does all our joys refine,

It gives the relish to our wine,

‘Tis that gives rapture to our love,

And wings devotion to a pitch divine;

‘Tis our chief bliss on earth, and half our heaven above.

Come then, with tuneful throat and string,

The praises of our art let’s sing;

Let’s sing to blest Cecilia’s fame,

That graced this art, and gave this day its name;

With musick, wind and mirth conspire

To bear a consort, and make up the choir.
 

Alexander Pope also contributed an Ode to St. Cecilia’s Day, one which begins with a call to the Muses,

Descend, ye Nine! descend and sing;

The breathing instruments inspire,

Wake into voice each silent string,

And sweep the sounding lyre!

In a sadly-pleasing strain

Let the warbling lute complain:

Let the loud trumpet sound,

Till the roofs all around

The shrill echoes rebound:

While in more lengthened notes and slow,

The deep, majestic, solemn organs blow.

Hark! the numbers soft and clear,

Gently steal upon the ear;

Now louder, and yet louder rise,

And fill with spreading sounds the skies;

Exulting in triumph now swell the bold notes,

In broken air, trembling, the wild music floats;

Till, by degrees, remote and small,

The strains decay,

And melt away,

In a dying, dying fall.
 

Next Pope offers a catalog of the purposes and virtues of music.

By Music, minds an equal temper know,

Nor swell too high, nor sink too low.

If in the breast tumultuous joys arise,

Music her soft, assuasive voice applies;

Or when the soul is pressed with cares,

Exalts her in enlivening airs.

Warriors she fires with animated sounds;

Pours balm into the bleeding lover’s wounds:

Melancholy lifts her head,

Morpheus rouses from his bed,

Sloth unfolds her arms and wakes,

Listening Envy drops her snakes;

Intestine war no more our Passions wage,

And giddy Factions hear away their rage.

.....

Music the fiercest grief can charm,

And fate’s severest rage disarm:

Music can soften pain to ease,

And make despair and madness please....

Jonathan Swift offers a strange addition to the repertoire of Odes to St. Cecilia.

Grave Dean of St. Patrick’s, how comes it to pass,

That you, who know music no more than an ass,

That you who so lately were writing of drapiers,

Should lend your cathedral to players and scrapers [violinists]?

To act such an opera once in a year,

So offensive to every true Protestant ear,

With trumpets, and fiddles, and organs, and singing,

Will sure the Pretender and Popery bring in,

No Protestant Prelate, his lordship or grace,

Durst there show his right, or most reverend face:

How would it pollute their crosiers and rochets,

To listen to minims, and quavers, and crotchets!
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