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I wonder how many of  you know where this fine stained glass window is located?  
Hint: it’s not in church!



  

From the Editor of  Laudate

This edition of  Laudate brings the welcome news that the Council has appointed 
a new Warden (see opposite). We look forward enormously to working 
with him as he leads us into the future. If  at all possible, please come to our 

1 July event at Allhallows-by-the-Tower (see page 3) when you will have the first 
opportunity to meet him.

Next September’s edition of  Laudate will be a special Guild Examinations Edition. All 
our diplomas and certificates have been throughly revised and updated and we want 
you to know all about them, so rather than having to dig around on the website to find 
the vital information, you will be able to find it in this special edition of  the magazine. 
We hope that many of  you will feel inspired to do one of  our examinations and also 
to spread the word to your choir members and fellow musicians. Our syllabuses 
cover every level of  ability and achievement and, as many of  us can remember 
from wearing those medals with blue or red ribbons in RSCM choirs, there is great 
satisfaction from having achieved recognition for your efforts.

With every good wish to you all

It is worth mentioning that all opinions expressed in LAUDATE  
are the personal views of the individual writers and not necessarily 

the official view of the Guild of Church Musicians itself.
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From the Registrar
 

It is with great pleasure that I announce that 
Bishop Graeme Knowles has agreed to be our 
Warden in succession to The Reverend Canon Jeremy 
Haselock. 

Bishop Graeme has, as you will see, many 
connections with church music and is well placed 
to be our Warden.  He is also the Chairman of  the 
RSCM Working Party on Church Organist matters.

 

Bishop Graeme will 
be coming to our next 
meeting when there 
will be an opportunity 
for all to meet him.

THE RIGHT REVEREND GRAEME KNOWLES

Born: 1951 ~ Ordination:  
Deacon 1974, Priest 1975, Bishop 2003

grew up in the town of Dunstable in Bedfordshire, 
joining the choir of  Dunstable Priory when I was 
eight years old. I remained in the choir until leaving 

for University, singing treble, then alto, then bass! 
We sang a full Sunday of  Parish Eucharist, Matins 
and Evensong. It was a grounding for which I never 
cease to give thanks.

Susan and I were married after my third year at Kings 
London and before my final year of  training at St 
Augustine’s College, Canterbury. I served my title in 
the parish of  St Peter-in-Thanet (Broadstairs). There 
was an excellent musical tradition here, again singing 
three services each Sunday. I found myself  acting a 
choirmaster between organists on two occasions, 
too, which proved a good learning experience for 
a “wet behind the ears” curate!

As I wanted to pursue a cathedral ministry as a 
Minor Canon, but without any formal cathedral 
experience, I decided to apply for the post of  Senior 
Curate and Precentor of  Leeds Parish Church after 
five years in Thanet. I was appointed, and had two 
full years at Leeds learning much from Simon Lindley, 
especially in the area of  repertoire.

From 1981 to 1987 I worked in the team David 
Stancliffe built around himself  at Portsmouth 
Cathedral as a Minor Canon. This was a hugely 
exciting time in Portsmouth, as David was working 
on Common Worship, and the cathedral was used 

to try out many of  the new liturgies. I also organised 
a Diocesan Eucharist in the Town Hall Square 
and wrote the liturgy for a diocesan pilgrimage to 
Canterbury. We took the whole diocese, hiring five 
trains and taking over Canterbury Cathedral! In 1987 
I became Vicar of  Leigh Park, a large council estate 
in Havant, north of  Portsmouth. Following this, in 
1993 I was made Archdeacon of  Portsmouth.

As archdeacon I served on the General Synod, 
and did a period as synodical representative on 
the Council of  the RSCM. I also was a member of  
local RSCM committees in Portsmouth and Carlisle, 
writing Festival Services for both dioceses.

In 1999 I was appointed to the Deanery of  Carlisle. 
On arrival I discovered I was precentor as well as 
dean so it was back to singing! I was President of  the 
Carlisle Organists Association, chairing their AGM 
each year. 2003 saw me consecrated Lord Bishop of  
Sodor and Man, and in 2007 I moved to London as 
Dean of St Paul’s, resigning in 2011 in the wake of the 
Occupy Camp. After a year without employment, I 
became Registrar (CEO) of  the Sons and Friends of  
the Clergy, from which post I retired in November 
2015. We now live in Bury St Edmunds.

I have recently joined the Court of  the Worshipful 
Company of  Musicians. I also chair the Diocesan 
Advisory Committee for the diocese of  St 
Edmundsbury and Ipswich and am a member of  the 
Fabric Advisory Committee of  Norwich Cathedral.

I very much look forward to becoming involved with 
the work of  the Guild.

I
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Barry Williams 
introduces the New 
Legal Guidance for 
Musicians in The 
Church of England

The Church of  England’s Legal Advisory 
Commission gives Guidance on a huge range 
of  topics of  legal interest, most of  which are 

referred to it by General Synod, the Archbishops’ 
Council and some other bodies.

Canon B20 is just three paragraphs long and 
deals with the music and musicians of  the church 
[see page 3 opposite]. The previous Guidance was 
short and needed updating to take into account 
recent legislation and case law. (It referred to 
the organist defraying the cost of  hand 
blowing the organ for the organist’s 
private practice!)  Canon B20 was last 
amended in 1988 when the requirement 
was added that the PCC had to give its 
consent to the hiring and firing of  the 
church’s musicians.

Although the Canon itself  has not 
been changed, the new Guidance is 
comprehensive, wide-ranging and 
extremely useful.  There are thirteen 
pages dealing with just about every legal 
aspect of  church music that could be 
imagined.  This new Opinion clarifies 
the meaning of  ‘minister’ and links other 
Canons to that of  Canon B20. 

What may surprise many readers is that, at 
paragraph 12, it is opined that any agreement 
between the organist and the PCC will ‘in 
nearly all circumstances constitute a contract of  
employment.’  There has been much recent case 
law about what constitutes employment status, 
with quite few cases over organists going to 
Employment Tribunals.  Even where the organist 
has paid tax on a self-employed basis, and there 
is documentation between the parties to that 
effect, employment tribunals have followed the 
well-established principle that “the labels parties 
attach to the arrangement are not determinative 
of  employment status”.  (Quote from Sholl v PCC 
of  St Michael’s with St James, Croydon.  [2001] ET 
2330072’2010).

This has implications for PCCs who may well find 
that they now have to undertake obligations as an 
employer, including written statement of  particulars, 
the operation of  PAYE, the national living wage, 
maternity and paternity pay, etc., and, in certain 
circumstances, provide a pension scheme.

The Opinion deals quite extensively with the 
requirements of  complying with Safeguarding 
and DBS disclosure requirements and there is a 
very helpful section about the duties of  organists.  
There is a reminder that ‘an organist’s immoral or 
scandalous conduct may not be sufficient grounds 
for dismissal’.

The thorny issue of  receiving payment when 
someone else plays for a wedding has been 
grasped very firmly indeed and now includes the 
recommendation that such a fee is payable even 
when the organ is not used because there is a music 
group performing, or recorded music is used.

Readers will note that the Guidance refers to a 
model contract available from The Guild of  Church 
Musicians.  This is being drafted as a result of  the 
Working Party which includes representatives of  
The Royal School of  Church Music, The Guild of  
Church Musicians, The Royal College of  Organists 
and The Incorporated Society of  Musicians.  
Hopefully, this will be available  for free download 
from our Website within a month or two of  this 
edition of  Laudate being published.  The model 
contract is for use by employed organists and will 
follow the revised Guidance by the Legal Advisory 
Commission.

The Revised Guidance is available on The Church 
of England Website: https://www.churchofengland.
org/media/3956676/organists.pdf
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Canon B20 : Of the musicians and music of the Church

1. In all churches and chapels, other than in cathedral or collegiate churches or chapels where the matter 
is governed by or dependent upon the statutes or customs of  the same, the functions of  appointing 
any organist, choirmaster (by whatever name called) or director of  music, and of  terminating the 
appointment of  any organist, choirmaster or director of  music, shall be exercisable by the minister 
with the agreement of  the parochial church council, except that if  the archdeacon of  the archdeaconry 
in which the parish is situated, in the case of  termination of  an appointment, considers that the 
circumstances are such that the requirement as to the agreement of  the parochial church council 
should be dispensed with, the archdeacon may direct accordingly.  Where the minister is also the 
archdeacon of  the archdeaconry concerned, the function of  the archdeacon under this paragraph 
shall be exercisable by the bishop of  the diocese.

2. Where there is an organist, choirmaster or director of  music the minister shall pay due heed to his 
advice and assistance in the choosing of  chants, hymns, anthems, and other settings, and in the ordering 
of  the music of  the church, but at all times the final responsibility and decision in these matters rests 
with the minister.

3. It is the duty of  the minister to ensure that only such chants, hymns, anthems, and other settings are 
chosen as are appropriate, both the words and the music, to the solemn act of  worship and prayer 
in the House of  God as well as to the congregation assembled for that purpose; and to banish all 
irreverence in the practice and in the performance of  the same.

GCM Conference on 1st July at  
Allhallows-by-The-Tower, London EC3R 5BJ  

The outline of  the day is as follows:-

• 11.00am  Meet for coffee

• 11.20am Dr Harry Bramma will talk about “The Search for Musical Beauty”

• 12.20pm  Introduction of  the new Warden, Bishop Graeme Knowles

• 12.50pm  A short presentation by Barry Williams on the work so far of  the Working 
Party on the engagement of  organists in The Church of  England – with 
an introduction to the newly revised Guidance from the Legal Advisory 
Commission.  This involves The Royal School of  Church Music, The Guild of  
Church Musicians, The Incorporated Society of  Musicians & The Royal College 
of  Organists.

• 1.00pm  Lunch

• 2.00pm  Reports, Election of  Officers for 2017/18, Election of  Council and 
Independent Examiner

• 2.45pm  Coffee/Tea

• 3.00pm  Evensong led by Bishop Graeme with Nigel Groome and the Choir from St 
Matthew’s, Westminster.  This will include the première of  an anthem by Ian 
Brentnall, a recent ACertCM candidate, with a clarinet solo.

There will be a small charge for refreshments and lunch. 
If you are interested in attending please send a short email to June Williams,  

Acting General Secretary, at barryandjune@blueyonder.co.uk  
or telephone June on 020 8395 7949
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From the Registrar

Despite the loss of  the York AGM event, it is good to 
have the chance to read the speech that June would 
have read at the Dinner on that occasion!

By and large it has been a good year for the 
Guild. Jeremy Haselock, our Warden, is 
taking his well-earned retirement both from 

The Guild and Norwich Cathedral.  We will have an 
opportunity to thank him properly at our meeting 
in November.  In the meantime, we welcome 
our new Warden, The Right Reverend Graeme 
Knowles. There will be an opportunity to meet 
him at our meeting on 1st July.  You can read about 
Bishop Graeme on page 1 in this issue of  Laudate.

Thanks to Bob Andrews, huge progress has 
been made on our Website, though it is far from 
complete.  

There has been an RSCM Working Party on 
organists’ contracts.  The Church of  England’s Legal 
Commission has issued new and striking guidance 
on the matter.  The Guild has been involved in this, 
ably represented by Robert Leach.  He and Barry 
will talk to us about that (very briefly) on July 1st.   

The Guild is doing well, but we do need more 
members and especially younger members.  
Hopefully, the new and revised examination syllabi, 
(thanks to Hugh Benham and other members of  
the Academic Board), will attract candidates.

It was a great pity that we had to cancel the visit 
to York, the city where the phrase ‘toe the line’ 
originated, and which has so many long connections 
with church music. Organists will recall Francis 
Jackson’s terrific recording of  Norman Cocker’s 
‘Tuba Tune’ on the very loud stop of  that name in 
the Minster.  Perhaps more musically, it was also 
at the Minster where Dr Jackson recorded Healey 
Willan’s monumental ‘Introduction, Passacaglia and 
Fugue’.  Most of  us know of, or have sung, music 
by Sir Edward Bairstow, famously of  York Minster.  

Sadly, there were insufficient applications to make 
the visit to York viable. It may have been that 
the proposed programme was unattractive, but I 
suspect that not being able to get a single hotel, 
coupled with the enormous difficulties of  parking in 
York, the slightly different date from previous years 
and the very late time of  Evensong all combined to 
make it less inviting than hitherto. There are lessons 

to be learned from this, not the least of  which is 
that the ‘cut-off ’ date has to be the same or slightly 
later than the latest date for applications.

Our work as musicians in churches is central 
to worship.  The words that we sing are most 
important, but it is so much easier to remember 
words by their tune, as our President demonstrated 
in her solo vocal debut on television last year, 
singing Christmas carols on University Challenge 
– the mature version! 

(Dame Mary also demonstrated her phenomenal 
knowledge of  chemistry, counting through the 
atomic numbers to find Titanium, atomic number 
22, the white metal discovered in the year that 
Mozart died and which is named after Greek 
Deities. Barry got there quicker than you, Mary, but 
more due to his knowledge of  Greek Gods than 
his chemistry, which is a bit rusty!  Mary’s all female 
team from Oxford totally flattened the opposition 
by 130 points.)

We are extremely grateful to our President, 
Dame Mary Archer, for her hard work and selfless 
service to The Guild.  Mary has chaired some of  
our important Council meetings to great effect.  
We are most grateful, Mary.  Thank you for your 
commitment to us in the midst of  your very busy 
professional life.

In reflecting on church music we should remember 
that it is still over 26% of  the broadcast music on 
Classic FM.  Without music, so much of  church 
liturgy is dead.  What we do is, at the very least, 
the handmaid of  liturgy.  It is certainly the enabler 
for remembering words, but religious music is part 
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of  our national consciousness, etched into all the 
great occasions of  state, as well as being a part of  
the Occasional Offices that touch all our lives from 
time to time.

Last year I concluded my speech at the Rochester 
dinner last year with a slightly racy (but completely 
true) account of  a most unfortunate misprint 
in the Order of  Service for a wedding.  Several 
people asked if  there are any more, so here goes 
– all true!

For the first I am indebted to Sister Avril who sent 
me this account of  a nativity play.  I shall paraphrase 
it slightly, as the original account is rather long.

During Advent there was to be the usual nativity 
play at the local Junior School, organised by one of 
the religious sisters – I don’t think it was Sister Avril.  
Little Ahmed wished to play Joseph, but Ahmed was 
a Muslim, so he was given the part of the innkeeper 
instead.  He was not pleased at all.  He was seriously 
unpleased – he wanted to be Joseph.  The play 
proceeded according to plan, getting nicely to the 
moment where the innkeeper hears Joseph knocking 
at the door.  “Who’s there?” asked little Ahmed.  “I am 
Joseph, and this is my wife, Mary.  We have nowhere 
to stay and she’s having a baby” was the answer.  The 
innkeeper didn’t budge.  Sister lent forward and said 
“Ahmed, you know what to do, darling.  Open the door 
and make your wonderful speech.”  He didn’t move 
so Sister told Joseph to knock again, which he duly 
did.  The innkeeper barked “Who’s there” and Joseph 
responded as before, but little Ahmed was having 
none of it.  Sister lent forward again and reminded 
Ahmed that his Mum and Dad were in the audience 
and would be so proud of him.  The knocks happened 
a third time but before any words could be spoken a 
huge African gentleman shouted “Ahmed!  Open that 
goddamdoor or I’ll belt your bum”.  It was Ahmed’s 
father, a very large person indeed, who then strode 
down the hall.  Someone intercepted Ahmed’s Dad 
and Ahmed plaintively said to Mary, “You may come 
in, but Joseph, you can pxxx off ”.  Joseph burst into 
tears.  The shepherds and angels started to hit the 
innkeeper because he had said a rude word and the 
children in the audience shouted “Fight!  Fight!  Fight!”

Perhaps the moral is do not perform with children 
(or animals).

A few (actual) misprints might amuse readers:

At St Chad’s Whitworth Road, South Norwood the 
typist had missed the ‘W’ in Whitworth and we all 
know which letter is just underneath ‘W’ – ushers 

were hastily making manuscript amendments to 
the printed programmes as the audience arrived.

It was a different typist who missed out the ‘i’ in 
Organ Recital.

One cathedral had a line announcing that ‘The 
Dead would preach’, rather than ‘the Dean!

Most of  us have seen ‘Sung Matings’ and ‘Snug 
Eucharist’, but ‘gold incest and myrrh’ is best 
avoided – the joys of  auto-spell check, which once 
changed ‘Our God reigns’ to ‘Our God resigns’.

Returning to performing with children, I recount 
the story of  our younger daughter at a Brownies 
Service one Sunday morning many years ago. The 
vicar, a most Godly man, proudly introduced the 
ICET (Series 3) version of  the Te Deum, Laudamus 
Te. For the sermon ’slot’ he used the new roving 
microphone to ask the Brownies things about the 
service. He made a mistake in asking said child, then 
aged just under eight years, what she thought of  
the new version of  the Te Deum. (The traditional 
words are ‘We praise thee, O God’. The new 
version is ‘You are God and we praise you’.) Darling 
child announced loudly and clearly that this was “a 
‘rum dooy’. We shouldn’t tell God who he is and 
what we’re going to do to Him.” Hmm! The Prayer 
Book Society got hold of  that one and the Te Deum 
has never been quite the same since!

The final story concerns the late Archbishop of  
Southwark, The Most Reverend Cyril Conrad 
Cowderoy, one of  the last prince bishops of  the 
Roman Catholic Church – you know, gauntlets, 
rings – the lot!

The event was a huge Diocesan Music Festival 
in St George’s Roman Catholic Cathedral – the 
magnificent building, designed by Romilly Craze, 
right opposite the War Museum in Lambeth.  It 
was, I think, 1972.  The cathedral was packed with 
choirs.  The organ console is located behind the 
reredos, facing West.  At that time there was no 
closed circuit television and thus no visual contact.  
At the end of  the service the organist playing for 
the event launched into Bach’s magnificent Prelude 
in E flat from the Clavierubung.  It lasts about seven 
minutes and is very loud.  As the organist concluded 
the Prelude and was about to launch into the triple 
Fugue, the Archbishop put his head round the 
reredos and said: “That was wonderful.  Just pause 
for a moment, Barry, so that I can dismiss everyone, 
then we will have the Fugue.” Let’s be grateful he 
wasn’t playing the Reubke Sonata!
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Duruflé’s Chant donné

Hugh Benham

Introduction 

The organ music of  Maurice Duruflé (1902-
1986)1 is justly admired for its wonderful 
craftsmanship and inspiration. Works such 

as the Scherzo (Op. 2, 1926-28) and the Prelude 
and Fugue on the name ALAIN (Op. 7, 1942) are 
outside the repertoire of  many organists, but most 
of  us can master the short piece variously known 
as Chant donné or Hommage à Jean Gallon.2

However, before congratulating ourselves too 
heartily, it is worth knowing that Chant donné 
was not composed for the organ. It was in fact a 
four-part harmony exercise, in open score with the 
combination of  clefs shown in Ex. 1,3 and without 
indication of  instrumentation.  

[Ex. 1]

Nevertheless, this accomplished piece works well 
on the organ, and is playable (if  a few chords are 
spread) on the piano. Indeed, apart from a couple of  
out-of-range notes, it would be effective for string 
quartet, if  bowing were added.  

Jean Gallon and the Soixante-quatre 
Leçons d’harmonie

The full title of  the publication in which Chant donné 
first appeared was Soixante-quatre Leçons d’harmonie 
offertes en hommage à Jean Gallon par ses élèves prix 

d’Harmonie entre 1919 et 1948 (Paris, Durand, 
1953). These leçons (or harmony exercises) were 
written as a tribute to their master by 64 former 
pupils of  Jean Gallon (1878‒1959), a distinguished 
teacher of  harmony at the Paris Conservatoire 
from 1919 to 1949. Among names well known in 
the English-speaking world were those of  Duruflé 
himself, Jeanne Demessieux, Henri Dutilleux, Olivier 
Messiaen and Paul Tortelier. 

The collection appears to have been the idea of  
Claude Delvincourt (1888‒1954), director of  the 
Conservatoire from 1940 to 1954, who wrote the 
preface. From this we learn that Gallon’s strengths 
were to insist on the essential principles underlying 
the harmony of  the previous four centuries (rather 
than just textbook ‘rules’) and yet to move forward 
by taking account of  recent developments in French 
music (including the interest in modal writing).  

The terms Chant donné and 
Basse donné

Most of  the leçons are entitled ‘Chant 
donné or ‘Basse donné’. During harmony 
courses at the Conservatoire, teachers 
regularly gave their students ‘top parts’ 
(chants) to which three lower parts were 
to be added, and basses above which 
three parts were required.4

However, it is not stated who composed 
and/or provided the ‘given’ parts in the 
Soixante-quatre Leçons (although two 
chants are acknowledged as Irish and 
French popular melodies). 

A few pieces must be genuine student 
exercises from Conservatoire archives (perhaps 
Gallon’s own) rather than pieces newly created. For 
example, Jean-Claude Touche and Jean Vuillermoz 
both died during World War II; and perhaps the use 
in a few pieces of  signs to indicate devices such as 
imitation and inversion is more typical of  apprentice 
offerings than of  mature work. On the other hand, 
in a few pieces the ‘given’ parts use themes partly 
built on Gallon’s name:5 these must surely have 
been invented as part of  the 1950s’ act of  homage.

There is no reason to doubt that Durufle’s top part 
is his own creation, not least because he would have 
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been used to writing such chants, as a teacher of  
harmony himself  at the Conservatoire.

Durufle’s Chant donné: Performance and 
Recordings

On the organ, Chant donné is most comfortably 
played with some use of  the pedals (or continuous 
use, at the performer’s discretion) rather than 
entirely on manual(s). This avoids several stretches 
of  a tenth and reduces the frequency with which 
inner parts need to be passed between the hands.   

Changes of registration are not strongly suggested by 
the music, but, in the earliest recording of  the work, 
Pierre Pincemaille effectively soloes the melody in 
the opening and closing passages.6 A player’s choice 
of  manual(s) should allow for the execution of  the 
several crescendos and diminuendos that Duruflé 
requires.

The metronome mark crotchet = 76 (presumably 
the composer’s own) is generally ignored. For 
example, Adriano Falcioni’s recording from Leeds 
Cathedral7 lasts for about two minutes ‒ yet there 
are only 22 bars, with 78 crotchet beats including 
the rit. at the end. Several performances recently 
accessed on YouTube were similar in length to 
Falcioni’s. On the other hand, Pincemaille’s Chant 
donné recording is 1 minute 36 seconds, and Luca 
Massaglia’s performance8 is a few seconds shorter 
than this. 

At crotchet = 76 the piece, especially the harmonic 
rhythm, does seem rushed to the present writer – 
and not entirely because of  so often having heard 
the music played much more slowly. (There are 
no grounds for supposing that crotchet = 76 is a 
misprint for quaver = 76.)

Musical content and style
Duruflé’s melody –‒the actual chant donné ‒– has 
a ternary or ‘ABA’ structure, according to Frazier9. 
Indeed it includes a reprise of  bars 1-3 in bars 14-16, 
and there are similar changes of  time signature in 
the opening and closing passages ‒ from 4/4 (via one 
bar of  3/4) to two bars of  2/4. The whole melody, 
however, lacks the contrast that one often finds in 
the ‘B’ section of  ternary form, and indeed there are 
no clear sectional breaks. The same motifs (Ex. 2) 
recur from time to time in the melody – sometimes 
varied or in combination. 

The melody has no rests, and there is only a single 
quaver rest in one of  the added parts (the tenor, 
in bar 14 – perhaps to defuse the rising minor 

9th). Such unbroken use of  (a fundamentally 
homophonic) four-part texture, which may seem 
a little unimaginative, is shared by quite a few 
other leçons. It is probably some reflection of  the 
vocal styles underlying much harmony training: 
after all, who would write rests in a ‘Bach’ chorale 
harmonisation?10 

However, although Duruflé uses pitch ranges typical 
of  choral music (with isolated extensions such as a 
low alto E flat and a low tenor B flat), and although 
he has few large and no awkward intervals, the music 
is not really vocal in character. This is partly because 
each of  the accompanying parts is so wide-ranging 
and quite rhythmically varied.

The accompanying parts are as a rule clearly 
subservient to the chant donné. But in the 2/4 bars 
of  Ex. 3 Duruflé draws attention away from the 
crotchets of  the chant by the quicker and more 
melodic bass part (founded on the first motif  of  
Ex. 2). This momentary independence, like the 
general sense of  line in the accompanying parts, 
should come as no surprise: Duruflé was a highly 
accomplished contrapuntist in such movements as 
the Fugue from Op. 7.

The accompanying parts are as a rule clearly 
subservient to the chant donné. But in the 2/4 bars 
of  Ex. 3 [see page 6] Duruflé draws attention away 
from the crotchets of  the chant by the quicker 
and more melodic bass part. This momentary 
independence, like the general sense of  line in the 
accompanying parts, should come as no surprise: 
Duruflé was a highly accomplished contrapuntist in 
such movements as the Fugue from Op. 7.

Duruflé achieves some limited tonal contrast 
with the subdominant-leaning D flats (early and 
late in the piece) and four more centrally-placed 
dominant-leaning A naturals. A pleasant touch is 
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the varied treatment of  the opening melody when 
it recurs two-thirds of  the way through: there is still 
a stepwise descending bass, but it is shifted forward 
to allow the music to dwell on tonic harmony for 
a little longer.

The dissonant notes of  seventh chords are often 
prepared in traditional fashion and resolved 
likewise (although often with another chord note 
intervening). There is some freer treatment of  
dissonance, however, as in the closing bars and in the 
corresponding part of  the first ‘A’ section. Duruflé, 
writing in the mid-20th century, was not obliged 
to limit himself  to the conventions of  previous 
centuries. But in his own harmonic teaching he was 
conservative rather than the opposite,11 and his 
published compositions show no sympathy for the 
more ‘advanced’ 20th-century styles.

[Ex. 3]

Notes
1  For extended comment on Duruflé, see James 

E. Frazier, Maurice Duruflé: The Man and His 
Music (Eastman Studies in Music), Rochester NY, 
University of  Rochester Press, 2007. A new book is 
due for publication in 2017‒2018: Ronald Ebrecht, 
Durufle’s Music Considered (Lanham MD, Lexington 
Books). (I wish to thank Dr Alain Cartayrade, 
General Secretary of  L’Association Duruflé for 
putting me in touch with Romald Ebrecht, and the 
latter for his helpful comments.) A useful general 
introduction to Duruflé is the radio programme ‘A 
Centenary Tribute’ (2002), for which visit http://
pipedreams.publicradio.org. 

2  First published in Soixante-quatre Leçons d’harmonie 
offertes en hommage à Jean Gallon (Paris, Durand, 
1953). A transcription for organ is available from 
Len Rhodes Music (https://www.lenrhodesmusic.
com).

3  These clefs had been standard in the choral music 
of  Bach and Beethoven, for example. In the 20th 
century their use persisted in some academic 
contexts. Duruflé’s whole piece, in its original 
format, is available at https://www.france-orgue.
fr/durufle/doc/durufle_harmonie.pdf. 

4  A few leçons are entitled ‘Alterné’ with first the 
bass given and then the top part. Three leçons are 
based more freely on the harmonic progressions of  
pieces by Schumann and J.S. Bach.

5  According to a system of  matching letters and 
musical notes similar in principle to that used 
in Duruflé’s Op. 7 on ‘ALAIN’. See Ex. 8 under 
‘Cryptography, musical’ in The New Grove, 2001. 

6  Maurice Duruflé: Intégrale de l’Œuvre pour Orgue 
(Motette 12541), released 2001. Recorded at St 
Joseph, Bonn-Beuel. 

7  Duruflé: Complete Music for Choir and Organ (Brilliant 
Classics: 2CD 9264/2), released 2013.

8  https://www.youtube.com/
watch?v=t8sojDIWRAg .

9  Page 134 (and footnote on page 312). 

10  The constant four-part texture does not invite 
comparison with a certain type of  hymn tune in 
which all the parts move together in the same 
rhythm all or most of  the time (look at ‘Mannheim’ 
as presented in Ancient and Modern Revised, no, 
311, for example). 

11  ‘Il ne laissait passer aucune faiblesse ou vulgarité 
d’écriture, bien qu’il ait simplifié à sa façon, et à 
raison, les règles du Traité’ (the view of  Henri 
Bert (1926‒2007), as quoted in L’Orgue: Cahiers 
et Mémoires, 45 (Paris, L’Association des Amis de 
l’Orgue, 1991), page 30. (‘He let pass no weakness 
or crudity of  writing, although he simplified in 
his own way, and with reason, the rules of  the 
[harmony] Treatise’.)

 

 
 After this article had been written, 

a fresh edition by Antony Baldwin of 
this work was received from Banks 
Publications.
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Differing views on ‘My favourite Hymn Tune’

Barry Williams writes:

Dear Editor,

It has been fascinating to read the excellent articles 
by Humphrey Clucas and Roger Wilkes about the 
hymn tunes  Coe Fen and Hereford’ respectively.

Whilst it is a minority view, albeit supported by a 
very senior Anglican cleric, I do not like Coe Fen for 
the hymn ‘How shall I sing that majesty’. The tune 
needs tidying up, both melodically and harmonically.  
It seems to have been written hastily, yet without the 
attention to detail that Derek Williams’ magnificent 
San Rocco exhibits in every chord.  It is rumoured 
that Derek Williams’ tune for Isaac Watts’ wonderful 
‘Give us the wings of  faith to rise’, was written in 
just twenty minutes.  Notwithstanding that, it is one 
of  the finest modern tunes ever.  Sadly, some hymn 
books print it in C major rather than the correct 
key of  D flat major and, even worse, without the 
all important bridge passage. San Rocco has, in the 
clever use of  secondary sevenths and harmonic 
emphasis, a wonderful way of  emphasising the 
words that is entirely missing in Coe Fen.

The deeply profound words of  John Mason’s (1645 
- 1694) uplifting hymn ‘How shall I sing that majesty’ 
need something better than Coe Fen. It seems that it 
is the tune that takes over.  The words need support 
rather than a melody that is all prominent, despite 
being obviously fine of  itself.  The words come from 
that remarkable volume of  1683 ‘The Songs of  
Praise’ and are amongst the earliest true hymns of  
The Church of  England.  He was a visionary cleric 
of  the highest order.

Compare, for example, Hugh Allen’s Kingley Vale and 
the way in which it underlines The Reverend Reginald 
Thomas Brooks’ ‘Thanks to God whose Word was 
spoken in the deed that made the earth’.  (At last, 
a passing reference to the theology of  creation – 
something seemingly missing from the Alpha Course 
and certain popular brands of  the Christian religion.  
Mr Brooks was a Congregational Church Minister 
with a visionary approach somewhat similar to that 
of  John Mason.)  To me, Kingley Vale enhances the 
words without getting in the way as Coe Fen seems 
to.  

It is so very good that we are discussing hymn tunes 
in this way.  I hope that other Guild members will 
now contribute their favourites - and perhaps their 
least favourites - for us all to read about.  Humphrey 

Clucas and Roger Wilkes have written with a very 
high level of  scholarship.  This should not stop 
members writing about how they feel about hymn 
tunes.  Both Humphrey’s and Roger’s essays are 
models of  clarity and should stand as examples of  
how to approach this matter, but their erudition 
should not inhibit others from writing expressing 
their feelings, as I have done. 

It was interesting to read that in 1932 Archbishop 
Cosmo Lang took against the popular hymn tune 
St Clement, used then, as now, for “The day Thou 
gavest, Lord, is ended”.  His views generated much 
correspondence in The Times.  Hymn tunes have 
long generated controversy and everyone seems 
to have a view!

On a slightly different note, may I make a plea 
about the late John Ewington’s hymn tune Hillbrow 
published in Laudate January 2017?  Whatever the 
merits of  this tune, (the words ‘Firmly I believe and 
truly’, already have several excellent tunes available), 
the four somewhat obvious consecutive octaves 
with the descant do sound rather incongruous in 
performance.  Even though the choir is not singing 
harmony at this point, it still sounds harsh and 
angular.  Could we have different harmonies for the 
last verse, please?

Yours sincerely,

Barry Williams

_____________

Roger Wilkes writes:

Dear Editor

Like Humphrey, I also appreciate Barry’s courtesy 
in showing me the letter which he has submitted for 
publication.  On receipt of  it, I declined an invitation 
to add my own thoughts about Coe Fen, having 
already alluded to it in my own piece on Hereford 
published in the last Laudate.  All that I would add is 
an acknowledgement that Naylor had metrical and 
accentual issues in Mason’s text to confront when 
producing his tune – as Humphrey acknowledged in 
detail in his own admirable article.  I happen to feel 
that both text and music are warm and ardent, even 
if  these qualities do not coincide in every detail – but 
this, I stress, is a personal view.

It was generous of  Barry to express his admiration of  
Humphrey’s and my articles on our chosen hymns/
hymn-tunes.  It is, of  course, a matter for you, as 
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Editor, to decide what contributions to Laudate are 
published (including Letters), and from whom – but I 
strongly agree with Barry that other Guild members 
should feel emboldened to write, not least on the 
subject of  hymnody if  they feel moved to do so.  

The final paragraph of  Barry’s letter concerns 
Hillbrow. I was puzzled, I admit, by his second 
sentence, since – apart from a modest pair of  
consecutive 5ths in the final bar (between soprano 
and bass, beats 1-2) of  the original hymn-tune, the 
octaves which so offend Barry arise from Simon 
Lole’s descant to it, rather than from John Ewington’s 
own version; to my possibly addled brain Barry’s 

observations suggest otherwise.

Humphrey was kind enough to send me a copy of  
his reply (much shorter than mine) to Barry’s letter, 
and his splendid descant.  He expressed the hope 
that I might contribute in similar fashion – which I 
do below, with humble apologies for any infelicities 
which Barry or others might observe therein.  
As readers will notice, the challenge of  writing 
something tuneful led me often to take my descant 
below the original hymn-tune; how sinful is that?

Yours sincerely

Roger Wilkes
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Firmly I believe and truly
Hillbrow by John Ewington

Below is Roger’s solution for a Descant to John’s tune. I do wonder if  perhaps the best solution would be to 
provide a reharmonisation for the last verse – then a Descant that doesn’t have to negotiate consecutives 
with the other voice parts could be created. Purely a personal opinion! ~ Editor
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Humphrey Clucas (who had originally suggested Coe Fen as his favourite Hymn) writes:

Barry Williams very courteously sent me a copy of  his letter in case I wanted to reply. I stand by what I 
wrote about Coe Fen, but I am aware that there are other views which ought to be heard. 

As to John Ewington’s Hillbrow, it should be possible, I think, to add a descant with no consecutives at all. 
I offer the following:
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A do- ra- tion- aye be gi ven,- With and through th'an ge- lic- host,

To the God of earth and Hea ven,- Fa ther,- Son and Ho ly- Ghost.
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I am sure that John would have been flattered to have had all this attention lavished 
on Hillbrow ... but perhaps it is time to leave this discussion!  

Now – who would like to contribute the next Favourite Hymn Tune in our series?

CAROLS ANCIENT & MODERN - a brand new hymnal for the Christmas season 
from the world’s favourite hymnal publisher

This new A&M collection off ers 120 traditional and new favourites, children’s 
songs, folk carols and selected carols arranged for local choirs to perform 
accompanied or unaccompanied. It is designed to meet the real and varied 
needs of  churches, cathedrals, schools and community singing groups carol and 
Christingle services during the seasons of  Advent, Christmas and Epiphany.

Find out more at carols.hymnsam.co.uk

SAVE 25% WITH AN A&M GRANT

Its guiding principles are: 

 & Breadth of  content to cover all occasions and to appeal to all ages
 & Familiar wording of  traditional carols retained
 & A discerning selection of  new and recent hymns and songs
 & Durability and aff ordability for use year after year

More information, all fi rst lines, a digital sampler, a short taster fi lm and more is available at 
carols.hymnsam.co.uk. Or contact us via telephone: +44(0)1603 785925 or email us 
admin@norwichbooksandmusic.co.uk.  Also available from your local Christian bookseller

Carols Ancient & Modern is a brand new collection from Hymns Ancient & Modern. Terms and conditions apply.  

Its guiding principles are: 

More information, all fi rst lines, a digital sampler, a short taster fi lm and more is available at 
carols.hymnsam.co.uk. Or contact us via telephone: +44(0)1603 785925 or email us 
admin@norwichbooksandmusic.co.uk.  Also available from your local Christian bookseller

Carols Ancient 

 OUT NOW

H
Y
M
N
S

EST. 1861

Ancient
&ModernHymns Ancient & Modern® is a registered trademark of  Hymns Ancient and Modern Ltd
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The Registrar is having an ‘At Home’
 

On Saturday 19th of August The Guild’s Registrar is having a lunch-time barbeque at her 
home in Beddington.  Places are limited and preference will be given to members who can bring 
a prospective member with them. We understand that ‘Polly’ (see picture) will be ‘on steam’ and 
those who wish will have an opportunity to drive the engine!  If you would like to receive 
an invitation to this event please call June Williams on 0208 395 7949.

The Collect of  
the Guild of Church Musicians

Almighty God, who hast given to us the gift of  music; 
bless we beseech thee, the endeavours of  the Guild of  Church Musicians  
 to enhance the worship of  thy Church here upon earth.  
Grant to its members purity of  life and serenity of  purpose,  
 and help them to know themselves to be thy ministers,  
that thereafter they may have their part  
 in the perfect music of  the Church in Heaven.

Through Jesus Christ our Lord.   Amen.
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Sir Edward Elgar’s Church Music

Dr Donald Hunt

In order to arrive at any assessment of  Elgar’s 
music for the church it is necessary to consider 
the state of  music generally in our churches and 

cathedrals during the middle of  the 19th century. 
No doubt most of  us will have read about the 
Barchester conditions in the cathedrals and of  
course this negligence will have rubbed off  on the 
music of  the parish churches. British music for so 
long had been dominated by foreign influences, this 
being particularly true in the 19th century with the 
arrival on our shores of  Gounod, Mendelssohn, 
Spohr and the like, when purveyors of  indigenous 
church music – most of  them occupants of  cathedral 
organ lofts – churned out mountains of  trivia largely 
immersed in sentimentality and poor imitations of  
the supposed romantic style with cloying harmonic 
sequences and trite melodic content. Amazingly 
some of  this survived until well into the 20th century. 

As a chorister at Gloucester Cathedral in the 1940s 
I have memories of  singing settings and anthems by 
the likes of  Barnby, Goss, Smart, Steggall, Stainer 
and Turle. Of  course not all was bad and there 
were notable attempts by composers such as S.S. 
Wesley, Sterndale Bennett and, yes, Sullivan to 
improve matters with tasteful creations, without 
ever establishing a recognisable English School of  
composition for that period. Tudor music was still 
awaiting discovery, as was Gregorian chant, and 
such examples that did appear in the repertoire 
were seriously edited and translated into English 
from the Latin.

So much for a brief  comment on the Anglican side 
of  the argument; what about the Roman Catholics? 
Their musical efforts were unlikely to prove any 
better; indeed, they had lost their heritage here 
with the machinations of  Henry VIII. Following the 
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Reformation there was appalling discrimination 
against the Catholics with penalties for celebration 
of  the Mass amounting to high treason, and Services 
were forced to be held in secret; restrictions 
were gradually lifted, however it was not until the 
Emancipation Act of  1829 that Catholics could begin 
to renew their confidence and openly proclaim their 
faith. But their heritage of  music in this country had 
virtually disappeared over a period of  well over two 
hundred years. Help was at hand to a certain extent 
in that the music publishers Novello (who had 
begun business in 1811) were actively promoting 
the Masses of  Haydn, Hummel, Mozart and other 
continental composers in vocal score – and in English 
translations. This would have been a godsend to 
the Catholic Church in places where music was 
encouraged; other works written specifically for the 
liturgy would soon be available in multiplicity, even 
if  the standards were very variable.

St George’s RC Church in Worcester was built 
one year after the Act of  Emancipation, but little 
is documented of  musical activity until the advent 
of  the Elgar family. The Elgar association with the 
church began when William1, Edward’s father, 
was persuaded to take the post of  organist in 
1846, succeeding one Thomas Baldwyn, a wealthy 
eccentric who apparently ‘could not keep time’. 
William was to stay in the post for thirty-seven 
years, his routine 2 being ‘to hand round the snuff  
box before the Mass, curse the organ blower and 
leave during the sermon for a drink at the Hop 
Market.’ He took the job for financial rather than 
religious reasons and, although his wife converted 
to Catholicism, he threatened his family with all 
manner of  retribution if  he caught them making 
their confession. In a letter3 he referred to ‘the 
absurd superstition and playhouse mummery of  the 

1 William Henry Elgar (1821-1906), a native of  
Kent, moved to Worcester 1841, where he set 
up business as a music retailer in the High Street. 
He was renowned as a fine piano tuner, much in 
demand among the stately homes of  the county; 
he was also an accomplished pianist, organist and 
violinist, playing a large part in local music-making. 

2 As related in the writings of  Hubert Leicester 
(1855-1939). Leicester was Elgar’s boyhood 
companion, remaining a valued friend for the 
rest of  his life. A devout Catholic, he worked 
closely with Elgar at St. George’s, where he was 
choirmaster for many years. He was the first 
Catholic Mayor of  Worcester, during which time 
he secured the Freedom of  the City for Elgar.

3 Worcester Papers No.8 Sept 1852 at the Elgar 
Birthplace

Papist; the cold, formal ceremonies of  the Church of  
England, and the rank hypocrisy of  the Wesleyans.’ 
Into that sort of  background the young Edward 
would receive his first musical experiences.

Through his father’s professional activities Edward 
made the acquaintance of  William Done4, who 
introduced him to cathedral music as well as giving 
him access to the music in the cathedral library. 
In spite of  this Elgar took a positive dislike to 
Tudor music, probably due to the awful standard 
of  singing and the disgraceful bowdlerisation of  
the few pieces that did appear in the repertoire. 
However his most practical experiences were at his 
own church, where he could hear music sung and 
played (for special occasions an orchestra would 
be engaged) from a wide repertoire of  mostly 
continental music. Although William was often less 
than complimentary about the choir at St George’s, 
and his son would ultimately be even more 
scathing, the standards of  the choir would appear 
to have been respectable, judged by the increasing 
quality of  the repertoire at Mass and, eventually, 
the demands of  the young Elgar’s compositions 
for them. Some of  these compositions appear 
to have been written for the choir when he was 
a young teenager. It is noted5 that he played the 
organ at Mass for the first time in July 1872, having 
already written a Kyrie.6 Then he produced an 
extraordinary Gloria7 for voices and organ based 
on the 2nd movement of  Mozart’s Violin Sonata in 
F K547; the original accompaniment is transcribed 
for organ but most of  the choral writing is Elgar’s 
and woven skilfully into the original texture. The 
success of  this transcription encouraged him to 
turn his attention to another of  his early idols, 
Beethoven. This time he chose to set the Credo8 
based on themes from Beethoven’s Symphonies; 
here he was able to create something more 
original in shape than the Mozart Gloria, producing 
a movement strongly influenced by the Viennese 
classical design. It was his earliest example of  a 
larger scale composition, although he never set his 
own name to it, not even as an arranger. 

4 Dr William Done, (1815-1895) organist of  
Worcester Cathedral for over fifty years.

5 In the diary of  his sister, Lucy (1852-1925) who had 
married Charles Pipe, a local tradesman in 1881.

6 Undated, probably 1869-70

7 Undated, probably 1872-73; score BL Add 
MS49973A: ff.97-127

8 1873; BL. AddMS63163; Jesuit Archives 
MS52/2/2/2
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From this point onwards his compositions for 
St George’s are all related to a Catholic idiom 
rather than music to which he had been exposed 
at Worcester Cathedral. Individual movements 
from the Mass appeared sporadically, almost all of  
which are incomplete, and no complete setting of  
the Mass has ever been found, in spite of  the fact 
that several biographers have suggested that Elgar 
wrote a complete setting at about this time. F.G. 
Edwards 9 wrote:

Anyone going into the organ loft of that 
church may find large manuscript volumes 
containing many sketches and small 
compositions. He wrote several Masses 
and other church music … 

Another biographer10 suggests that

Motets, masses, all kinds of church music 
flowed from him in a ceaseless stream. 
New music for special occasions was 
always forthcoming from the unofficial 
assistant organist …

During these early years Elgar also wrote some 
hymn tunes, which appeared in a collection of  
hymns compiled by Hubert Leicester. Only a couple 
of  significant tunes have survived: Praise ye the Lord 
on every height and Hear thy children, gentle Jesus, 
the latter having an 8787 metre making it suitable 
for many texts. It is a pleasing little tune, and far 
removed from the sentimental offerings (to our 
contemporary ears) that filled the pages of  the 
newly produced Hymns A&M of 1861. Elgar thought 
highly enough of  this tune to incorporate it into 
one of  his last compositions – the Aubade of  the 
Nursery Suite. He named the tune Drakes Broughton, 
presumably after the village near Pershore – an area 
of  countryside that he admired so much.

As the young composer gradually gained recognition, 
even if  only at first locally, he became more involved 
in a range of  activities which looked further than 
the church for inspiration. He was especially 
industrious in providing music for local groups of  
instrumentalists, many of  the pieces written during 
the lengthy sermons at St. George’s. There were 

9 An interview in a 1900 Musical Times by Frederick 
George Edwards (1853-1909), a writer and critic 
closely identified with the above magazine, of  
which he became editor in 1897. 

10 Robert J. Buckley (1847-1938), music critic of  the 
Birmingham Gazette and author of  Elgar’s biography 
in 1904. One interesting comment was that he saw 
‘little future for The Dream of Gerontius’.

also church compositions that he started and, 
for some reason, failed to complete. Then came 
a change of  leadership at the church which sent 
shock waves through the Elgar family: William was 
dismissed by the younger generation in charge at 
St. George’s and Edward was invited to replace 
him, which he did after a decent interval of  time. 
The date was August 1886. It was not long before 
Elgar showed discontent, as in a letter to his friend 
Dr Buck11:

I am very lazy now – have nothing to do 
– am not doing it … I am a full fledged 
organist now & – hate it. I expect another 
three months will end it; the choir is awful 
& no good to be done with them.

In fact the three months that he stated in the letter 
became three years, during which time he wrote 
several notable motets (or anthems) for the choir, 
some of  them masterpieces in their small way. In 
the period immediately preceding his appointment 
as organist he continued to write hymn tunes, also 
leaving some tantalising glimpses of  anthems that 
might have been, such as Tantum ergo, Domine 
salvum fac and Regina coeli – all either incomplete 
or in need of  radical reconstruction. Clearly Elgar 
had begun to work amicably with Fr. Thomas 
Knight12, who had arrived at St George’s in the 
same year of  his appointment as organist. They 
worked together on a book of  Litanies, four of  
which were to be published as Litanies of the Blessed 
Virgin Mary by Alphonse Cary of  London; it was the 
first piece of  Elgar’s church music to be published. 
Cary also published two versions (he wrote three 
others) of  O salutaris hostia, the first in E flat13 has an 
independent organ part and some attractive vocal 
writing with a contrapuntal element, although the 
formal final Amen comes as rather a let-down. The 
second in F major14 has a sensitivity and sense of  
form that shows a marked advance on other early 
works; the choral sonorities, falling sequences and 
melodic features giving strong hints of  the Elgar that 
we recognise today; the Amen is something special 
too. These motets are undated but are assumed to 
have been written between 1880-86.

11 Charles Buck (1851-1932), a Yorkshire doctor and 
keen amateur musician, becoming an important 
confidant to Elgar by correspondence.

12 It was Thomas Knight (1831-1899), priest, who 
famously gave the Elgars a copy of  Newman’s The 
Dream of Gerontius as a wedding gift. 

13 BL. Add MS49973A.H.87, 87v, 88.

14 The MS source is unknown.
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From this early period of  Elgar’s life come a group 
of  three little motets that are well worth our 
attention and now appear to be happily settled 
into the repertoire of  most self-respecting choirs; 
the three Aves. The best-known of  the three, Ave 
verum corpus, actually began life as a Pie Jesu, written 
in memory of his boyhood employer, the Worcester 
solicitor William Allen, in 1887. Fifteen years elapsed 
before the motet was eventually dispatched to the 
publisher in its new apparel, with a note adding that 
the music is ‘too sugary I think, but it is nice and 
harmless and quite easy.’ [see opposite page.] Elgar 
also hinted that more pieces of  this type would 
follow, and five years later there appeared the Ave 
Maria and Ave maris stella, both re-workings of  
pieces written in the 1880s – Elgar referred to ‘two 
little things from old sketches and Church things.’ 
The three motets were published by Novello as 
Op.215 in 1907. All are unpretentious, but no less 
effective for that, and all contain fingerprints of  his 
distinctive style, especially in the melodic outline 
and unexpected twists of  harmony, most evident 
in the Ave Maria. By the time of  their publication 
Elgar was the idol of  the English musical fraternity 
as major works flowed from his pen, but he clearly 
had great affection for these early miniatures as he 
told the publisher that ‘they are tender little plants, 
so treat them kindly whatever is their fate.’ Even in 
our materialistic contemporary world it is a hard 
heart that is not moved by a sincere and carefully-
paced performance of  these works – and they are 
not as easy to perform as Elgar hinted or as might 
appear on the printed page.

There is another short work for this early period 
that commands our attention: Ecce sacerdos 
magnus16, written for a visit to St George’s of  
Bishop Illsley, the Roman Catholic Bishop of  
Birmingham on 9 October 1888. It is the first of  
Elgar’s ceremonial pieces; in its 53 bars it signifies 
the dignity of  the occasion, combining this with a 
subtlety of  expression and an amazing feeling of  
breadth, considering the economy of  material. 
The piece is bound together by a striding bass 
that, on closer inspection, resembles the bass of  
the Benedictus from Haydn’s Harmoniemesse, and 
it comes as no surprise to find that the principal 
melody is almost identical with the tune from that 
same source. This may well have been deliberate 

15 Ave verum exists in three MS sources at the British 
Library, but MS sources of  the other two motets 
have not been traced.

16 BL. AddMS58054: ff.1-30v; Jesuit Archives 
MS52/2/1. Published by Cary, 1888.

‘borrowing’, for there is a suggestion that the Haydn 
Mass might have been sung at that same occasion. 
Ecce sacerdos is a splendid piece, and prospective 
performers may be interested to know that Elgar 
provided an orchestration for a later performance 
in Birmingham. This anthem was the last that Elgar 
produced for St George’s Church. He played his last 
service there just one week before his marriage to 
Alice Roberts on May 8th 1889; eight years were to 
elapse before he penned another piece of  church 
music, and none that followed would be in Latin.  
Church music was not an important factor in his 
creative activity when he was writing oratorios, 
symphonies and other major works, although 
several significant church pieces were to emerge in 
the years immediately prior to the First World War.

Although fairly familiar with the major works of  
Elgar as a result of  countless hours spent at the 
feet of  my mentor, Herbert Sumsion, I was not 
aware of  the wealth of  church music that Elgar 
had left us for, as a chorister and later as assistant 
organist, the only works that occasionally appeared 
on the cathedral music list were the Prologue to The 
Apostles and the English versions of  Ave verum corpus 
(Jesus, word of God incarnate) and Ave maris stella 
(Jesu, meek and lowly), the latter anthems usually 
reserved for Monday Evensongs when only the 
somnolent clergy and the angels would have been 
the uncritical congregation. Latin anthems were just 
not contemplated at that time and Elgar’s religious 
music was viewed with some suspicion because of  
his beliefs. I remember well, as a server for one of  
the canons, having breakfast after the Service when 
the Bishop also joined us. The Dream of Gerontius 
had been performed in the Cathedral the previous 
evening and almost all the conversation at the meal 
(as I sat and ate speechlessly) was heavy criticism 
of  the work and its Catholic overtones; ‘if  I had my 
way’, said the Bishop, ‘that work would never be 
allowed in the cathedral.’ Of course he had not been 
at the performance, it was just pure prejudice17. But 
he was not alone by any means and some years later 
when I took up the appointment of  Organist and 
Choirmaster at Leeds Parish Church (now Minster) 
I had a similar experience. I discovered in the library 
copies of  Elgar’s two major anthems, which had not 
been sung there for several years. I chose Great is 

17 Interestingly, in an exchange of  letters with Jaeger 
of  the publisher Novello in 1900 Elgar wrote: ‘It’s 
awfully curious the attitude (towards sacred things) 
of  the narrow English mind.’ So he was well aware 
of  the problems that the work might cause in 
certain circles.
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Elgar adapted Ave verum corpus from an earlier (1887) unpublished work called Pie Jesu.  
The image is of  an earlier draft of  Pie Jesu bearing the latter’s original title of  Offertorium.

Image kindly supplied by John Norris
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the Lord which I thought suited the choir well, as I 
was frequently reminded by senior members of  the 
choir that ‘we’re right good at t’big stuff !’ So after a 
period of  preparation I put the anthem on the music 
list for a Sunday Evensong, a grand affair in those 
days that attracted a huge congregation. It went 
extremely well, but I was brought down to earth 
when, after the Service, a prominent and influential 
Leeds musician reprimanded me by promoting such 
vulgarities into the repertoire. ‘Elgar’, he told me, 
‘wrote poor, insensitive music for the church, and 
anyway he was a Roman Catholic!’. I was so shocked 
that for a few years I was careful not to add any 
more Elgar to the music list. As it happened that was 
the year of  the Elgar centenary and in a celebratory 
booklet there was much criticism from leading 
musicians of  Elgar’s earlier works, with church music 
scarcely getting a mention. It is also a significant fact 
that neither Eric Routley in Twentieth Century Church 
Music18 nor Arthur Hutchings in Church Music of 
the 20th Century19 make mention of  a single piece 
of  church music by Elgar. He also receives scant 
attention from Kenneth Long in his tome The Music 
of the English Church20. Only in comparatively recent 
years has this important aspect of  Elgar’s oeuvre 
received the accolade that it deserves, mainly as a 
result of  attention from the record industry.

In the twenty years that separated his St. George’s 
period and the end of  his Edwardian triumphs Elgar 
produced little church music of  any consequence. 
In this context we discount those wonderful 
oratorios, although movements from The Light of 
Life21 (Doubt not thy Father’s care for S.A and the 
final chorus Light of the world) and The spirit of the 
Lord from The Apostles22 have found their way into 
the Anglican repertoire, but I have always felt that 
these are less convincing when taken out of  their 
original surroundings. The same is true of  the Te 
Deum and Benedictus written for the 1897 Hereford 
Festival. These are concert pieces, their length and 
complexity making them unsuitable for liturgical 
use. However, these settings are interesting in 
that they show the first signs of  a transition from 
the Roman Catholic tradition towards the more 
flamboyant approach to the Anglican liturgy. It is 

18 Published by Jenkins in 1964.

19 Published by Jenkins in 1967.

20 Published by Hodder and Stoughton in 1972,

21 Oratorio composed for the 1896 Worcester Three 
Choirs Festival.

22 Commissioned for the Birmingham Festival of  
1903.

possible to detect an influence of  Hubert Parry 
in both the accompaniment and in the choral 
sonorities, especially in the Te Deum, which is 
often used these days as an extra canticle for 
celebratory occasions. On the other hand, following 
the rather brash interpretation of  that ancient 
hymn, the Benedictus is a complete contrast with 
its gentle 12/8 flowing rhythms and more flexible 
accompaniment; it deserves more hearings, even 
though Elgar returns to the prevailing mood of  the 
Te Deum for the Gloria, thereby creating a sense of  
unity between the two movements. These pieces 
are often received with some reservations and 
maybe they do have some shortcomings, not least 
in an excess of  chromaticisms, which were less 
evident in the St George’s works. But we should 
also remember that the ten years that separated 
the Aves and these canticles was a decade in which 
Elgar announced himself  to the nation, if  not yet 
the world. The advances in technique and originality 
were remarkable, and Enigma and The Dream of 
Gerontius were on the drawing board at the same 
time. By contrast 1897 also saw the writing of  a 
hymn-like song on a private Christmas card ‘Grete 
Malverne on a rock’, which years later at the request 
of  Jaeger, who thought it a ‘very nice and quaint 
carolly tune’, Elgar transcribed it for unaccompanied 
four-part choir as Lo! Christ the Lord is born, words 
by the Bristol poet Shapcott Wensley, the librettist 
of  The Banner of St George23. 

For the Coronation of  Edward VII in 1902 Elgar 
was only commissioned to write a hymn tune24; he 
hated the task, saying that ‘there are ten thousand 
people who can do this sort of  thing better than I 
can’. He reluctantly accepted a fee of  five guineas 
for his trouble, but his major contribution to the 
new monarch was the brilliant Coronation Ode which 
ended with a setting of  Land of hope and glory in all 
its splendour.

Five years later – the same year as the publication of  
the three Aves – he wrote a set of  Anglican chants25 
for the New English Psalter; as brief  as they are, 
they bear the hallmarks of  the Elgar style, with even 
reminiscences of  tunes that were later to feature 
in the Violin Concerto and Second Symphony. These 
are fine chants and should be more widely used, 

23 Composed in 1897 for Queen Victoria’s Diamond 
Jubilee.

24 ‘O mightiest of the mighty’ published in a book of  
Eight Hymns with Tunes suitable for use at Services in 
celebration of the Coronation of King Edward VII.

25 Two single chants in G and D; two double chants in 
D.
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for they are far in advance of  the many mundane 
offerings that are daily purveyed in our cathedrals.

This was the time when Anglican church composers 
were turning out reams of  music of  a much higher 
standard than the previous century; led by C.V. 
Stanford, Hubert Parry and Charles Wood, there 
were numerous cathedral organists26 capable of  
writing significant works for the liturgy. The printing 
presses were working overtime to satisfy the 
appetite of  church musicians. Canticles, Anthems 
and settings of  the Communion Service were 
produced in abundance, Novellos actually requested 
a setting of  the latter from Elgar, who claimed not 
to know the content of  the Communion Service, 
and there is no evidence that he ever attempted 
anything.

The year 1909 produced some works that can 
loosely be classified as church music. One was 
composed when the Elgar family were on holiday 
in Italy, an event overshadowed by the death of  
his close friend and adviser Jaeger27. A Choral Suite 
was planned, inspired by the Tuscan countryside, 
but only one movement was completed: Angelus. 
This is a little jewel of  two simple verses evoking a 
pastoral scene with Angelus bells cleverly imitated 
by repetitive ostinatos from the middle voices, 
while the outer parts convey the text claimed to 
be translated from the Tuscan dialect, but probably 
Elgar’s own.. The combination of  the Latin ostinato 
with the English words of  the melody is a fascinating 
feature. Elgar wrote so little Christmas music that 
this most effective work, although experimental, 
makes a welcome - and different – addition to 
seasonal repertoire, even if  that was far from the 
composer’s intention when writing it. A further 
unaccompanied work from this time is the complex 
and impressive Choral Song for seven voices, Go, 
song of mine28, a memorial tribute to Jaeger, which 
was first heard at the Hereford Festival in 1909. 
Again this work, arguably Elgar’s finest work in this 
genre, is better in the context of  a concert than in 
any liturgical setting.

Later in the same year Elgar wrote the motet They 
are at rest at the request of  Sir Walter Parratt, 

26 From my chorister days I well remember the music 
of  Alcock of  Salisbury, Bairstow and Noble of  York, 
Brewer of  Gloucester and many others.

27 August Jaeger (1860-1909) became head of  
Novello’s publishing office and was a trusted 
adviser to Elgar, who immortalised him in the 
Enigma Variations as Nimrod.

28 The text is from a canzone by Guido Cavalcanti, 
translated by Dante Gabriel Rossetti.

Master of  the King’s Music, to be performed on the 
10th anniversary of  the death of  Queen Victoria. 
Elgar chose a poem by Cardinal Newman, an elegy 
which presented the composer with a chance to 
indulge in some subtle word-painting – the reference 
to Eden and the river no doubt bringing back 
memories of  childhood pleasures on the banks of  
the Severn, It is a very moving piece of  writing, again 
with similar melodic characteristics from the still- 
to-be-completed Violin Concerto, and even sharing 
the same tonality. One wonders what Victoria, a 
staunch supporter of  low church practices, would 
have made of  her memorial being marked by two 
of  England’s most distinguished Catholics!

Elgar was now the laureate composer in all but 
name and it was inevitable that he would be asked 
to contribute music for the Coronation of  King 
George V in 1911, but the terms of  the commission 
were a disappointment to him for he was only asked 
to write a short motet, O hearken thou, to be sung 
at the Offertory and a recessional march. There is 
very little doubt that he had hoped for a ceremonial 
anthem similar to Parry’s I was glad, finding the short 
reflective setting of  a verse from Psalm 5 rather 
demeaning. The falling phrases from the Second 
Symphony were clearly in his mind when he wrote 
this gentle motet that rises above any apprehension 
of  disillusionment that he undoubtedly experienced, 
for every bar is a thing of  exceptional beauty. The 
version we now know has another verse of  the 
same Psalm added to identical music to make 
the motet more acceptable for general use, and 
there is also a Latin version available, Intende vocis 
orationis meae. Originally scored for orchestra, Elgar 
himself. transcribed the accompaniment for organ. 
If  taken at the correct speed and if  there is careful 
observance of  all the copious technical and dynamic 
marking, including those important Elgarian tenutos, 
this motet can be a most rewarding, if  challenging, 
experience. Although receiving the great honour of  
Order of  Merit just prior to the Coronation, Elgar 
refused to attend at the last moment, much to his 
wife’s chagrin!

At around the same time Elgar was engaged in 
writing his first major contribution for the Anglican 
Church in the form of  an extended anthem, Great is 
the Lord. He worked at this sporadically over a period 
of  two years and it was first heard at Westminster 
Abbey in August 1912 to mark the 250th anniversary 
of  the Royal Society. Sensing the dramatic potential 
of  Psalm 48, Elgar adapted the text from both the 
Prayer Book and Authorised version of  the Bible. 
The anthem has no distinct form, being constructed 
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rather on the lines of  the extended anthems of  S.S. 
Wesley that he admired so much, except that Elgar 
aims for greater continuity between the sections as 
well as creating a feeling of  unity by bringing back the 
initial theme for the final section. Originally scored 
for organ accompaniment, Elgar orchestrated the 
anthem the following year.

Two years later Elgar was again moved to write a 
‘big’ anthem, this time for the Sons of  the Clergy 
Festival at St Paul’s Cathedral in April 1914. Give 
unto the Lord, a setting of  a paraphrased version 
of  Psalm 29, resembles the earlier anthem in its 
changing moods and a certain lack of  formality, 
although there are some recurring themes and the 
outer sections share the same tonality. There is no 
solo here, but the middle section has some beautiful 
choral sonorities to support a haunting melody and 
clearly the ending, with its message of  ’peace’, had 
special significance at that troubled time. In this 
instance the organ and full orchestral scores were 
created at the same time, Among Elgar’s vast corpus 
of  choral music I have to admit to this anthem being 
one of  my favourites; it requires affection and care, 
but the rewards are great.

Later in 1914 Elgar wrote the Harvest anthem Fear 
not, O land for the Novello Octavo Series for Church 
Choirs. It is a simple and direct setting of  verses 
from the book of  Joel.

In accommodating the needs of  choirs with limited 
resources the composer looked back to the simpler 
style of  his St George’s days, but the anthem is no 
less effective for that. It is in simple ternary form with 
a contrasting middle section in his lighter style, but 
this neatly constructed anthem does not deserve 
the neglect that it has suffered.

There was nothing of  a religious nature from his pen 
during the war years, and the years following until the 
end of his life are well-documented for the scarcity of  
his creative output. He took to orchestrating anthems 
of  other composers for Three Choirs Festivals at 
Worcester, rather than writing anything original: Abide 
with me by Ivor Atkins29, O Lord, look down from heaven 
by the 18th century Jonathan Battishill, Let us lift up 
our heart by S.S. Wesley and Henry Purcell’s Jehova, 
quam multi sunt hostes mei. Sadly the scores of  the 
Battishill and Wesley have been lost, but after many 
years of  silence the Purcell is receiving something 
of  a revival. Purists will hate it, but Elgar’s skills of  

29 Ivor Algernon Atkins (1869-1953), organist of  
Worcester Cathedral from 1897-1950; a life-long 
friend of  Elgar, he was knighted in 1921 for reviving 
the Three Choirs Festival after the war,

orchestration cannot be ignored, and I am sure that 
Purcell would love it!

Elgar’s final pieces of  church music, dating from 1928 
and 1929 respectively, are the carol I sing the birth and 
what he described as a ‘Partsong Carol sort of  thing’, 
Good Morrow, written for ‘the King’s happy recovery 
from serious illness’. For both of  these works Elgar 
looks back to earlier times. The carol is particularly 
interesting in that it adopts a modal language which 
was always claimed to be anathema to the composer; 
there is almost a suspicion of  attempting to join the 
new group of composers such as Holst and Vaughan 
Williams, who were deeply involved in the folk-
song and Gregorian chant revival. It is a fascinating 
setting for unaccompanied SATB of words by Ben 
Johnson30, but it is hard to recognise Elgar’s voice 
in it. Good morrow certainly takes its material from a 
much earlier hymn tune from the St. George’s days: 
Praise ye the Lord on every height from 1878; here the 
tune is refined and adapted to suit the varied mood 
of the five verses of  Gascoigne’s31 poem. This is pure 
nostalgia; the style is back to where we began with 
Ave maris stella and O salutaris hostia.

As Michael Kennedy has reminded us32, Elgar ‘was 
ecumenical long before the word was fashionable, 
at home both in the Anglican and Roman Catholic 
worlds.’ There is ample evidence that in his later 
years his faith had been declining, indicative in that 
so little religious music was written in the last twenty 
years of  his life. He certainly had a strong belief  in 
his early years and the Roman Catholic Church gave 
him every encouragement to pursue his chosen 
profession. Whether or not he ended his life as a 
believer in any faith is immaterial, for it cannot be 
disputed that a strong spirituality is present in all 
his great works, whether sacred or not; the church 
unquestionably moulded his complex personality, 
and its influence was ever-present. His church 
music, limited in volume though it may be when 
compared with the contemporaries such as Stanford 
and Wood, is an integral part of  Elgar’s work that 
sets him apart from others of  his time – and since. 
Now, over eighty years from his death, appreciation 
of  this enigmatic genius is probably at a higher level 
than it has ever been, yet there remain some aspects 
of  his legacy that are there to be discovered and 
appreciated, and these include his compositions 
for the church.

30 Ben Johnson (1572-1637)

31 George Gascoigne (?1525-1577)

32 Portrait of  Elgar; Michael Kennedy. Oxford 
University Press 1987
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The window, designed by Archibald Nicholson, was the result of  an appeal by Ivor Atkins (friend 
of  Elgar’s and longtime organist of  Worcester Cathedral) and the Dean of  the cathedral, William 
Moore-Ede. Its construction proceeded rapidly in the ancient building, and the dedication occurred 

The Elgar Window in Worcester Cathedral 

The organ at St. George’s Church in Worcester, as played by Edward Elgar

 Great     Swell

   Open Diapason  8  Open Diapason  8
   Keraulaphone  8  Lieblich Gedackt 8
   Dulciana  8  Voix Celeste  8
   Clarabella  8  Salicional  8
   Principal  4  Flute   4
   Harmonic Flute  4  Piccolo   2
      Oboe   8

 Pedal     Couplers
 Small Bourdon   16   Swell to Great
 Large Bourdon   16   Swell to Pedal
      Great to Pedal
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A new organ for St John the Baptist Church, 
Kingston Lisle

Here is the stop list of the proposed new organ for the Church of St John 
The Baptist, Kingston Lisle.  It is to be built by Gaughan & Gaughan, Organ 
Builders of Newcastle Upon Tyne. 

Great Organ
Open Diapason 8’ 61 pipes
Stooped Diapason 8’ 61 pipes
Principal 4’ 61 pipes
Flute 4’ 61 pipes
Fifteenth 2’ 61 pipes
 
Tremulant
 
Swell Organ
Lieblich Gedackt 8’ 61 pipes
Viola Da Gamba 8’ 61 pipes
Voix Celeste 8’ 49 pipes
Principal 4’ 61 pipes
Harmonic Piccolo 2’ 61 pipes
Mixture III 183 pipes
Horn 8’ 61 pipes
 
Tremulant
 
Pedal Organ
Bourdon 16’ 30 pipes
Principal 8’ 30 pipes
Bass Flute 8’ 12 pipes, remainder from Bourdon
Principal 4’ 12 pipes, remainder from Principal 8’
Couplers

Swell to Great
Swell to Great Octave
Swell to Great Sub Octave
Swell to Pedal
Great to Pedal
Swell Octave
Swell Sub octave

Accessories
Pedals to Great (Auto bass)
Pedals to Swell (Auto bass)
Four thumb pistons to Great
Four thumb pistons to Swell
Six general toe pistons
Multiple level memory system
General Cancel
Balanced Swell Pedal

on September 3, 1935 at the Worcester meeting of  the Three Choirs Festival, a little over a year after 
Elgar’s death. As was fitting for a fallen cultural hero, Viscount Cobham, then Lord Lieutenant of  Worcester, 
unveiled the memorial.

The Elgar window is an idealized representation of  several scenes from The Dream of  Gerontius. It is 
constructed of  three panels, capped by six smaller arched windows In the center, Gerontius appears in two 
manifestations. In the lowest panel, he is the sick, dying old man from Part I of  the oratorio. His attendants 
pray for him, underscored by the text “Go forth upon thy journey, Christian Soul”. This prayer sends the 
viewer into the second segment of  the window above, where Gerontius, transformed into the Soul, is 
borne aloft toward the throne of  Christ by an obviously masculine Angel. Surrounding the throne, right, 
left, and above, are other angels hovering around a rainbow; they sing the hymn “Praise to the Holiest 
in the height, and in the depths be praise.” The window’s side panels feature holy figures, including local 
saints with nationalistic connotations—Dunstan, Oswald, and Wulstan—the musical figures Saint Cecilia 
and Gregory the Great, plus a number of  the persons mentioned in the Part I prayers of  Gerontius, 
which are labeled for those not familiar with popular hagiographic iconography. Close by the window is 
a more specific memorial plaque, with the inscription “Edward Elgar O.M., Master of  the King’s Musick, 
1857–1934, Proficiscere Anima Christiana De Hoc Mundo.” This Latin phrase, drawn from the liturgy, is sung 
by the Priest at the end of  the first part of  Gerontius.
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BOX ORGAN HIRE 2017
Stopped Diapason  8
Open Flute   4
Fifteenth   2
Sesquialtera   II (Prepared for)

     
This three-stop continuo box organ was built in 2016 and is available for hire.  

Its small dimensions allow it to be transported with ease in a large car or small van.  
The instrument has a delicate mechanical action and the pitch can be altered between A=415HZ //A=440HZ // 

A=446HZ. All temperaments are possible ensuring authentic performances of all periods of music.

All enquiries can be made to Christopher Gaughan via 
Email: christophergaughan@hotmail.com Tel: 0191 3400156 Mobile: 07434 953302

Gaughan & Gaughan Organ Builders
Unit 13B Airport Industrial Estate, Kingston Park, Newcastle upon Tyne NE32EF

TEL: 0191 2140520 Email: christophergaughan@hotmail.com
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A Memorial Recital at Godalming Parish 
Church by Robert Munns

On Friday 6th January 2017 Robert Munns 
presented a recital featuring memorials 
to two distinguished musicians.  The first, 

Robin Wells, was well-known locally.  He was on the 
staff  of  Charterhouse School, eventually succeeding 
William Llewellyn as Director of  Music.   He was also 
conductor of  the Farnham & Bourne Choral Society 
and the Godalming Operatic Society.

The recital opened with a Fanfare by the late Robert 
Cundick, (1926-2016).  Dr Cundick was organist at 
Hyde Park Church of  the Latter Day Saints when 
Robert Munns was Director of  Music at Holy Trinity, 
Brompton, then renowned for its superb standard 
of  formal music with an eighteen voice professional 
choir. Dr Cundick dedicated his magnif icent 
Sonatina to Robert Munns, his colleague, friend and 
organ teacher.  As with all of  Dr Cundick’s music, 
the Fanfare is in a modern yet accessible musical 
language, expressed in totally orthodox form.  This 
performance captured the warmth and power 
of  the writing whilst maintaining the impressive 
understatement of  the opening section.  It was a 
masterly combination of  fine music, with a totally 
sympathetic interpreter on one of  the finest (if  not 
the finest) organs in the diocese.

Dr Cundick’s plaintive Pastorale followed.  Here the 
haunting oboe melody was gently disclosed with 
the impeccable phrasing for which Robert Munns 
is noted.  The easing of  the beautifully shaped tune 
made this one of  the most memorable pieces in 
the recital.
Two Choral Preludes by J.S. Bach followed, both 
on ‘Lord Jesus, turn to us’ and from the Weimar 
period.  The first from the Orgelbuchlein, exhibited 
a gorgeous flute stop in a calm interpretation with 
impeccably clear arpeggios in the left hand.  The 
richly embellished solo line in the second number did 
not make quite the tonal contrast with the piece that 
followed it, though the player made the quotations 
from the melody that appear in the accompaniment 
singularly effective.  These Chorale Preludes would 
have been better if  the order had been reversed, 
but the exquisite phrasing of  both made the music 
very special indeed.
Robert Munns has had a long association with the 
organ music of  Herbert Howells and was chosen 
by the BBC to give the composer’s 75th Birthday 
Broadcast Recital in 1967.

Robin Wells, though noted mainly for his expertise 
on Ralph Vaughan Williams, edited the Aria from 
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Howells’ pencil sketch.  Its relaxed progress 
unfolded with especial lyricism, very much recalling 
the tonality of  the Clavichord Pieces.  Robert Munns 
gave this item a most restrained and expressive 
performance, letting the beauty of  the music direct 
both pace and rubato quite naturally.

The Quasi Lento: Teneramente is altogether different.  
This was completed by Robin Wells from the sketch 
left by the composer, with much input from the 
recitalist.  The language reflects  Howells’ early 
period, which many folk admire more than his 
later attempts at avant garde, after the critics had 
savaged, quite wrongly, the Second Piano Concerto.  
There are passages that recall the famous Organ 
Rhapsody.  Interpreting modern music of  the type 
is notoriously difficult, but Robert Munns has a 
lifetime’s experience of  giving first performances 
of  contemporary compositions.  That experience 
was evident here, again with much sensitivity to the 
structure of  the score.

The recital concluded with Bach’s mighty Chorale 
prelude from ‘The Eighteen’, ‘Jesus Christ, our 
Redeemer’, set to a tune attributed to Luther.  It 

was delivered with massive majesty on weighty 
registration but clear counterpoint in the opening 
quasi-fugal sections.  The famous ‘scourging’ rhythm 
in dotted notes was not lost in the enormous sound 
and the pathos built up until the cumulative force 
of  the concluding bars raised a huge feeling of  
confidence, no doubt as intended by the composer.  
The concluding harmony of  this piece is remarkable, 
matched only by the ‘Great’ Kyrie and perhaps the 
fugue on the Magnificat.  The recitalist captured both 
the poignancy and drama on what must have been 
nearly full organ.

It was a very fine recital indeed and extremely 
musical, but possibly rather heavier than might be 
expected for a lunch time programme.  

John Belcher, one of  The Guild’s Honorary Fellows, 
is to be congratulated on maintaining this popular 
recital series.  There can be very few market towns 
such as Godalming that can attract such a significant 
audience during the week for a lunch time organ 
recital.

Barry Williams

We at Shepherd & Woodward are the largest supplier of Academic Gowns and Robes to 
Oxford University and have been supplying Oxford students around the world for over 
150 years.  

We have an excellent stock of high quality business suits with an extensive range of fittings, 
and can satisfy dinner/morning wear hire requirements for all your special occasions. 

In addition we are Oxfordshire’s premiere stockist of Barbour outer and leisurewear for   
men and women, with many current trends and classic styles available. 

Classic & Contemporary Menswear, University Wear Specialists 

109-113 High Street 

Oxford 

Oxfordshire 

OX1 4BT 

Tel: 01865 249491 

Email: enquiries@shepwood.co.uk 

Shepherd 
and Woodward 
are the official 

robemakers to the 
Guild of Church 

Musicians
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Updating the Guild’s Website

Robert Andrews

Regrettably, Robert Leach who has been 
our webmaster for the past three years has 
decided to step down.  The website is a 

very important tool for communicating with our 
members and the wider public, therefore I have 
agreed to take on the role of  webmaster in addition 
to my other roles as treasurer and membership 
secretary.

Those of  you who visit the website regularly will 
have noticed changes already. There are several 
new pages in the examinations section with more 
to follow.  All the other pages have been reviewed 
and the information updated where necessary.  
However, it is still very much “work in progress”.  
Whilst I have no immediate plans to change the 
overall look and feel of  the site, I hope to improve 
the site with new content, new photographs and 
new graphics.  I am indebted to Dr Michael Walsh, 
Dr Hugh Benham and Dr Michael Nicholas who have 
volunteered to assist me with the website, acting as 
moderators of  the content.   

When the current website was designed, Council 
felt that it would be appropriate to include a closed 
members’ area that could be used to provide 
information to members that would not be available 
to casual visitors to the site.  Many of  you have 
already seen the login button on the home page and 

tried unsuccessfully to make it work. Unfortunately, 
it was not properly implemented when the site 
was designed.  One of  the first things I did when 
becoming webmaster was to set up the mechanism 
to give access to the members’ area.  

In order to log on to the members’ area you 
will first need to register an email address 
with me. Please send a brief email to me at  
gcm@rjandrews.me.uk including your name 
plus your membership number if you know 
it.  Once I have received and uploaded your email 
addresses to the database you will be able to log on 
using your email address as your Username.  The 
first time you try to log on you will have to click on 
the “Request new password” button.  A one-time 
password will be sent automatically to your email 
address and you will then be able to select your own 
password for future use.  I have already tried it with 
a number of  willing “Guinea Pigs” and the system 
appears to work, but if  you have any difficulties 
setting up your access please do not hesitate to 
contact me.

I think it is important to keep the content of  the 
website compact and easy to navigate, but if  you 
have any suggestions of  things you would particularly 
like to see included, please let me know.

Robert Andrews

IMPORTANT WARNING  … if subscriptions are not received by 30 June,  
then this will be the last edition of Laudate that non-payers will receive.
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Alan Thurlow at 70

Timothy Storey

Alan Thurlow has just celebrated his 
seventieth birthday, and I hope you will 
enjoy a brief  survey of  a career which took 

him from a parish church in the eastern suburbs 
of  London via Sheffield and Durham Cathedrals 
to his life’s work as Organist and Master of  the 
Choristers at Chichester Cathedral, a post from 
which he retired just over nine years ago.  He 
did valuable service as Chairman of  the Friends 
of  Cathedral Music, and the Lambeth Doctorate 
conferred on him in 2006 was in part a recognition 
of  this and many other public services to a variety 
of  local and national bodies including the Cathedral 
Organists’ Conference, the RSCM and the Council 
for the Care of  Churches; but the official citation 
states that the award is ‘in recognition of  his 
significant contribution to church music, particularly 
as Organist and Master of  the Choristers at 
Chichester Cathedral,’ and quite rightly so, for the 
cathedral’s daily worship was his chief  concern and 
very great love, and he kept the choir at an enviably 
high standard for almost three decades

Alan owes much, both musically and spiritually, 
to the Anglo-Catholic tradition of  S. Barnabas, 
Woodford Green, where he was a chorister (with 
rather a good voice) and subsequently organist.  I 
first encountered him as a fellow-pupil at Bancroft’s 
School, also in Woodford, where there was no 
formal music tuition but whose alumni nonetheless 
include a Professor of  Music (Raymond Warren, 
Bristol University), two cathedral organists 
(Roger Fisher and Alan Thurlow), the composers 
Colin and David Matthews, and the baritone 
Brian Rayner Cook.  There was an outstanding 
‘Combined Choir’ in which we were joined by 
girls from Loughton County High School; there 
we encountered Byrd, Palestrina, Rubbra & Co. 
at an impressionable age, and there we both met 
our future wives.  Alan’s post A-level last-minute 
application for a joint French and Music Honours 
course at Sheffield University saw him rejected 
by the French department but accepted by the 
musicians despite his almost total lack of  paper 
qualifications, the only condition being that he 
must be willing and able to come up to university 
immediately. Despite this somewhat unorthodox 
prelude to his studies he flourished at Sheffield, and 
he became the first Organ Scholar at the Cathedral; 

this post included tuition from the Organist, 
Graham Matthews, under whose guidance he 
obtained his RCO diplomas.  He graduated from 
Sheffield with First Class Honours and went on to 
Cambridge to carry out research into the music 
of  John Sheppard.

His researches were well advanced when he was 
appointed to Durham Cathedral in 1973 to assist 
the legendary and formidable Conrad Eden, then 
not far off  retirement, for whom he came to regard 
with considerable respect and admiration.  Eden 
was wont to say that the choir had a library, not a 
repertoire; so a vast corpus of  music in all styles and 
of  all periods was sung, and performances could 
be either brilliant or terrible, but never merely 
average.  It was still a surprise for Alan to find S. 
S. Wesley’s monumental O Lord, thou art my God 
scheduled for Evensong on a Tuesday during one of  
Eden’s rare absences; bu there again, he had rapidly 
learnt that nothing was totally improbable.  Extra 
rehearsals were organised and a good performance 
ensued, but members of  Chapter who had not 
expected to sit through at twenty-minute anthem 
on a weekday were less than amused.  It transpired 

Alan aged 21, BA Hons from Sheffield University
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that it should have been O Lord my God (Solomon’s 
Prayer) which had somehow gained an extra ‘thou 
art’ on the music list.  

Eden retired at Easter 1974, making a memorable 
visit to Woodford to play at Alan’s wedding to 
Tina, who has been (and still is!) Alan’s constant 
and delightful support in all he does. In that Autumn 
there arrived in Durham Eden’s successor, the 
genial and highly sociable Richard Lloyd, with 
whom also Alan enjoyed the happiest of  relations.  
During these years the organ console was adorned 
with two miniature beer-pump handles from an 
imaginary hostelry,’The Open Wood’. Alan’s 
appointment to succeed John Birch as Organist of  
Chichester Cathedral in the autumn of  1980 was a 
well-deserved promotion, for he had run the music 
at Durham with conspicuous success during the 
interregnum between Conrad Eden’s retirement 
and Richard Lloyd’s arrival. The contrast with 
Durham and have been greater: Chichester’s 
choir and cathedral were about half  the size of  
what he had been used to, and though the choir’s 
standard was superlatively high, and some unusual 
and distinguished works had been commissioned 
for it, the repertoire had by deliberate choice been 
kept small, to ensure that no chances were taken 
in performance.  At first Alan found it hard to put 
together even one month’s scheme of  the music he 
wished to perform, and the boys suddenly had to 
learn rather a quantity of  new material.  At Durham 
Richard Lloyd had maintained his predecessor’s 
policy of  a wide repertoire (or large library) and 
there seemed no reason why Chichester should 
be any different; thus Alan was determined that he 

would teach the boys should become good sight-
readers, following many of  the same methods as 
Conrad Eden, who made much use of  tonic sol-fa.

Chichester’s musical standards and reputation may 
have been high, but there were problems to be 
tackled.  Salaries were poor: John Birch had filled 
vacancies among the six Lay Vicars (two each of  
alto, tenor and bass) by persuading choral scholars 
from the old universities to spend a couple of  
years at Chichester before moving on to greater, 
or better-paid, things, and this rapid turn-over of  
personnel may have been one cause of  the small 
repertoire, though that in itself  may have hastened 
the departure of  many a good singer.  Alan began 
at Chichester short of  an alto and an Assistant 
Organist, though fortunately there was a very 
capable Organ Scholar, and there were subsequent 
occasions when a vacancy could not be f illed 
immediately, so that the choir was short of  one 
of  its six adult voices for a term or even longer. 
Yet another concern was the need to plan the 
restoration of  the historic pipe-organ, temporarily 
replaced by an Allen Computer Organ which was 
itself  showing signs of  senility. So how did Alan put 
matters straight?

His vision was to recruit and keep a stable 
community of  Lay Vicars who would make a long-
term commitment to the choir and thus be familiar 
with the much larger range of  music he wished to 
have performed.  In time, and largely through his 
efforts, salaries were considerably enhanced and all 
the men were found accommodation in cathedral 
property.  This policy has been successful, and 
there is usually a strong field of  candidates for 

Alan celebrating 
his 50th birthday 

with the Chichester 
Cathedral choristers
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a vacancy, though disaster could still happen; 
one gentleman lasted for only a fortnight before 
deciding that his future lay elsewhere.

Chichester’s choir-stalls are uniquely small, with 
room for only twelve boys.  Up to six probationers 
are usually in training, and to bring these on and 
give them a chance to sing in the full choir, small 
platforms were added at the east end of  the stalls 
so that a probationer on each side could join in as 
well, clinging somewhat precariously to the end of  
the woodwoirk.  Scholarships were created for all 
of  the boys, with extra funds available so that no-
one need be excluded from the choir for lack of  
money, and though numbers were never plentiful 
it was usually possible to fill vacancies.  It could be 
hard work for those who were left if  several senior 
boys left at once, and throughout at least one year 
there were only ten full choristers.

The cathedral’s web-site used to say that the choir 
was noted for its ‘beautiful soft tone.’  John Birch’s 
boys sang remarkably quietly most of  the time, 
with a very rounded and ‘covered’ tone, though 
the power could be turned up quite dramatically on 
occasion.  Re-issues of  some of  Birch’s recordings 
make agreeable and fascinating listening, and 
the ‘Thurlow Sound’ was not dissimilar though 
the tone was a little more free and the dynamic 
range was greater.  Alan always insisted on the 
singers’ awareness of  the sound they and others 
were making, and although around three hundred 
anthems from all periods including the currently 
unfashionable eighteenth and nineteenth centuries 
were sung each year, plus a goodly number of  
service settings, some of  the music was relatively 
easy and there was time to attend to the basics of  
good singing.  

Alan would agree with Sir Sydney Nicholson that 
cathedral music is all about high standards of  
performance rather than the tackling of  difficult 
music, and it was a pleasure to read a Chichester 
Head Chorister’s assessment of  his choirmaster, 
that he worked the choir hard but never made 
unreasonable demands. The singing of  the psalms 
(the Prayer Book’s complete allocation for each 
day, of  course) was exceptionally fine, and the 
daily round of  choral services was hardly ever 
interrupted, despite the considerable extra 
demands of  the Christmas concerts at the Festival 
Theatre, the various events in the Chichester 
Festivities and of  course the Southern Cathedrals 
Festival which is held in turn at Chichester, Salisbury 
and Winchester.

Many of  us will know the choir from its broadcasts 
and recordings.  In 1985 the Hyperion LP of  
Geoffrey Burgon’s music won a Critics’ Choice 
of  the Year Award in The Gramophone,and the 
choir made one of  the best recordings in the 
Priory series of  Magnificat and Nunc Dimittis, with 
particularly thrilling performances of  E.W. Naylor 
in A and Smart in G, the latter a real ‘Chichester 
special’ which Alan had brought from Durham.  
There Dr Eden had mischievously re-introduced 
it so that the students of  the ‘high-church’ St 
Chad’s College might have more than ample time 
for their somewhat ostentatious devotions during 
the unusually long Gloria Patri.  Also in the Priory 
catalogue are ‘Chichester Commissions’ (which 
includes the Howells Chichester Service together 
with works by Berkeley, Burgon, Jonathan Harvey 
and Richard Lloyd), and ‘Great Cathedral Anthems 
VII’ which steers well clear of  the beaten track and 
includes the very same S.S. Wesley anthem which 
got Alan into hot water at Durham forty-odd years 
ago.  Chichester’s small body of  singers turns in a 
compelling performance, with the glorious finale 
underpinned by the thirty-two foot reed of  the 
cathedral organ whose restoration Alan oversaw.  
If  the rebuilt organ is his most tangible legacy, 
it is only a part of  the vision he realised, of  the 
choir’s music as an integral part of  the cathedral’s 
worship, and of  the musicians as an integral part 
of  a community fittingly devoted to the worship 
and glory of  God.

Rather unexpectedly, I found myself  enlisted as a 
temporary member of  the cathedral choir during 
a weekend in 2008 when Mrs Storey and I were 
staying with the Thurlows for the last time before 
their move from their cathedral house.  One of  
the basses had been struck down by that year’s 
fashionable stomach bug, so I was persuaded to 
take his place in quite a demanding schedule whose 
inclusion of  music from the sixteenth to twenty-
first centuries might almost have been designed as 
a practical illustration of  Alan’s musical outlook.

Friday’s Evensong was ‘In Celebration of  Pallant 
House Gallery and in Thanksgiving for the Life 
of  Professor Sir Colin St John Wilson RA 1922-
2007;’ his most famous work is the new British 
Library, but he is also responsible for a very 
striking extension to Pallant House and gave it 
his own collection to join the substantial bequest 
of  the cathedral’s famous Dean Hussey.  Most 
appropriately the Magnificat and Nunc Dimittis, 
William Walton’s Chichester Service, had been 
commissioned by Hussey for the cathedral’s 900th 
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anniversary, as had the anthem, The Lord is my 
Shepherd by Lennox Berkeley.  Saturday brought 
little respite; we sang the Collegium Regale Evening 
Service by John Tavener, which includes between 
each verse a Greek Orthodox ascription to Our 
Lady.  It was a tall order for a small group of  singers 
to cover all the voice-parts, but we shared them 
out amicably and my bottom D came in useful a 
remarkable number of  times.   He anthem was an 
eighteenth-century classic, Maurice Greene’s Lord, 
let me know mine end, famous for having been sung 
at Nelson’s funeral; and to crown it all an Honorary 
Canon was installed, involving a certain amount of  
overtime as the Dean felt compelled to preach on 
such an occasion.

So to Sunday morning: Malcolm Archer’s Benedicite 
at Mattins (twenty-first century, very jolly), the 
Litany in procession (Loosemore, seventeenth 
century), the lovely Mass which the sixteenth-
century Spaniard Tomas Luis de Victoria based on 
his own motet O quam gloriosum est regnum, and 
from the twentieth century Sir Edward Bairstow’s 
sensitive arrangement of  a tune by Orlando 
Gibbons, Jesu, grant me this, I pray.  Evensong took 
us to the nineteenth century for S. S. Wesley’s 
monumental Magnificat and Nunc Dimittis in E, 
and back to the seventeenth for more Gibbons, 
O Lord, in thy wrath, rebuke me not, the genuine 
article this time, not arranged by anyone!  It was an 
amazing  experience to be part of  such an excellent 
choir, and to watch Alan in rehearsal, demanding 
yet humorous, expecting from his singers total 
commitment to the task in hand.  |The boys were 
kept alert by a stream of  questions about musical 
theory, and were constantly directed to the 

meaning of  the words they were singing.  There 
were, of  course, lighter moments; the Archbishop 
of  Canterbury had been under attack for some 
injudicious musings about Sharia Law, and everyone 
was highly amused when one of  the boys asked 
in all seriousness why we had prayed for Rowan 
Atkinson.  At least it proved that he had been 
paying attention – up to a point!

All this was nine years ago, and retirement brought 
Alan and Tina welcome respite from the incessant 
and taxing demands of  cathedral life.  They have 
hardly been idle, and Alan has collected a few 
committees on which to servbe; he is also on the 
teaching staff  of  the University of  Chichester.  Just 
lately he has returned to his roots as an ’ordinary 
church organist’ by playing every other week at a 
nearby parish church, though ‘ordinary’ is surely 
the last adjective one could apply to this amiable 
and distinguished man.

Timothy Storey

 

Enjoying a drink after an 
‘Organ Extravaganza’ at 

Chichester with  
(l to r) Jeremy Suter, 
Andrew Benians and 
guest star Barry Rose
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From the Editor of  Laudate

This edition of  Laudate brings the welcome news that the Council has appointed 
a new Warden (see opposite). We look forward enormously to working 
with him as he leads us into the future. If  at all possible, please come to our 

1 July event at Allhallows-by-the-Tower (see page 3) when you will have the first 
opportunity to meet him.

Next September’s edition of  Laudate will be a special Guild Examinations Edition. All 
our diplomas and certificates have been throughly revised and updated and we want 
you to know all about them, so rather than having to dig around on the website to find 
the vital information, you will be able to find it in this special edition of  the magazine. 
We hope that many of  you will feel inspired to do one of  our examinations and also 
to spread the word to your choir members and fellow musicians. Our syllabuses 
cover every level of  ability and achievement and, as many of  us can remember 
from wearing those medals with blue or red ribbons in RSCM choirs, there is great 
satisfaction from having achieved recognition for your efforts.

With every good wish to you all

It is worth mentioning that all opinions expressed in LAUDATE  
are the personal views of the individual writers and not necessarily 

the official view of the Guild of Church Musicians itself.
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YOUR ARTICLES AND OPINIONS ARE EAGERLY SOUGHT
It would be good to receive more feedback from Guild members about what you want to see in Laudate. 

You are welcome to contact the Editor by any of the following means:
By post at 5 Lime Close, Chichester, West Sussex PO19 6SW   Tel: 01243 788315 or email: laudate@musicprint.org

Do visit us on the internet at www.churchmusicians.org

Front cover:  Rt Revd Graham Knowles, Warden of our Guild
Back cover:  Where is it?

www.

Patrons:  Rt Revd & Rt Hon Dr Richard Chartres, former Lord Bishop of London
 Professor  Dr Ian Tracey, Organist Titulaire of Liverpool Cathedral
Master:  Professor  Dr Maurice Merrell 
Secretary General:     Dr Michael Walsh   
Treasurer:  Dr Andrew Linley

The Guild of Musicians and Singers was formed in Oxford in June 1993 with the 
aim of bringing together amateur and professional musicians in working and 
fraternal ways. One major aim has always been to encourage young musicians in 

the pursuit of their studies and the Guild has set up a fund with bursaries for students 
to help them with examination fees and other aspects of their careers in music. The 
Guild is non-denominational and covers all genres of music. However, we do have a 
large church music based membership and we try to encourage and support young 
organists, as there is such a shortage.
The Guild has many distinguished musicians among its Hon Fellows, including Sir 
Mark Elder, Dr Vasily Petrenko, Dame Evelyn Glennie, Dame Patricia Routlege, 
Dr. Francis Jackson, Andrew Carwood, Benjamin Grosvenor and Rick Wakeman. 
Our next General Meeting at Allhallows-by-the-Tower at 2pm on 14 October 2017 
when we will be entertained by THE SUFFOLK CONCERT BAND. Academic Dress 
is available and membership is only £15 a year. Full details are available from the 
Guild’s website: www.musiciansandsingers.org.uk.

The Guild is proud to announce that it is now working in close assocation with:

The National College of Music & Arts, London
Patron: Huw Edwards BA(Hons) HonFNCM

        BAFTA Award 2005  Royal Television Award 2005

President: Jeffery Fraser FRCO LRSM AMusA
Principal: Michael Walsh DMus GTCL FTCL HonGCM HonFNCM FGMS
Director of Studies: Andrew Wilson BMus(Lon) PGCE HonFNCM FGMS
Development Director: Paul Cheater BA ACP FCollP HonFNCM FGMS

Finance Director: Michael Feben-Smith BEd(Hons) HonFNCM FGMS

The National College of Music & Arts, London was established well over 100 
years ago and specialises in external music examinations and speech subjects. 
The College has music exam board centres throughout the United Kingdom 

and in some countries overseas.

Diplomas in all subjects up to the level of Fellow are available. Further details may 
be obtained from principal@nat-col-music.org.uk or visit the College’s website: 
www.nat-col-music.org.uk.

Established 1894
Incorporated 1898
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I wonder how many of  you know where this fine stained glass window is located?  
Hint: it’s not in church!


