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CHAPTER 1
INTRODUCTION
Statement of Problem

From the earliest stages of human existence, man has been
trying to express his emotional desires through the medium of
musioc. In times of ao:row; in times of joy, music has always
oome forth as an outdburst of the human soul, There has
always been some kind of music, orude, perhaps, but neverfhef
less reflecting the ideas of the social life that gave it
birth. Anthropologists say that no primitive race has vet
been found that has not had musioc,

The human race has been so endowed with a highly developed
nervous system that it has always been very sueceptible to
environmental forces, some sounds being disagreeable to the
human ear while others are most pleasant to hear, Through
experience, the primitive man discovered the advantages of
oertain sounds in his warlike struggle for existenoce and in so
doing peroeivad that by dblowing upon reeds of the same length
he could make similar sounds and that, by varying the length
of the reeds, he could produce different sounds. He also
learned that by the use of different materials found in his
wanderings over mountains and forests he could produce even
better sounds, and 8o orude instruments to blow, beat, and
pluck were devised as far back as the knowledge of man extends.
However, these sounds were only noises and were more or less

annoying to man's acoustic sensibilities until the druids, in
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listening to the oracles of Voluspa(l), ocbgerved the presence
of "measured phrases of regular form" with a particular harmony
varying according to the subjeot matter., These tones seemed to
differ from the ordinary language and, upon imitating the
several tones which they heard, the priests found through much
hard work that they were able to reproduce the intonations,
perceiving that they were harmoniously arranged according to
fixed rules and observing that all things must have form to be
beautiful, Without a plan, all things would be in a chaotic
ocondition. Many sounds may be heard successively, but unless
there is some kind of order to these tones "music®™ is not
produced.

All "music® must have a structural design. Musically,
form 18 a term that signifies the arrangement of sounds in
respect to rhythm, melody, and harmony. By rhythm is meant
the grouping of notes with reference to duration and accent.
Melody refers to the distribution of tones with reference to
their succession. Harmony means the fitting together of sounds
in respect to three principles, namely, unity, contrast, and
balance. Fomm in music is the objeotive expression of ideas,
and these must follow in consecutive order to produce a
musical composition. As the embryo develops into man, passing
through the various orderly stages, so a single idea may
develop into the symphony. Form is not statio but, as stated
by Oswald Spengler, is scmething mobile, something becoming,
something passing., With this thought in mind and looking into
the past, one may recadily see that in certain periods of a

(1) Fabre d'Olivet, Hermenecutic Interpretation of the Social
State of Man, p. 93.
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nation definite musical forms were born, lived, and died.

Many social situations such as war, labor, religion, pleasure,
eoonomic oconditions, scientific inventions, and industrial

life called for symbolic expressions in the different forms

of music. There are two general classes of forms, the mono-
phonio, or a single voiced music, and polyphonic, or many
voioed, and it is under these divisions that all the forms of
music fall. The plain song, anthem, chorale, dances, madrigal,
ballad, round, operatic form, sonata, and symphony are only &

few of the many forms that may be mentioned,

Purpose

The purpose of this thesis is not to analyze the different
forms nor to write a history of music, but rather to show how
social conditicne do play a large part in the musical art of a
nation. England has been chosen as the country to be studied
because of her highly developed social life and because musio
has always been 80 significant among all classes of her people.
Many very good histories on English music have been written,
but the stress has been placed upon the individual musicians,
The influence of society on music has not received due consid-
eration. Although individuals play an important rdle in the
progress of civilization, the weakness or setrength of a nation
does not depend on any one person or group of people. All have
a part to play and, for this reason, the social life in
relation to art should not be neglected. The interacting
personalities of different ages change fram year to year, but
the basioc groups are permanent and, like society whioch is a
complex of groups, they have all the advantages of custom and

tradition. It is through the many groups that the individuals



and institutions are fed.

Customs and inetitutiona(a) differ according to “"ration-
ality and complexity"; whereas the former are merely specific
habits that are passed from one generation to another, the
latter are "complex, integrated organizations(B) of colleotive
behavior, established in the social heritage and meeting some
rersistent need or want"., As the fundamental needs of life
vary, 8o do the several institutions take on definite forms
by whioh they may be recognized, such as art, religion, nation,
government, school, church, family, and so forth. In all
social 1life, these institutions are constantly interacting,
overlapping, and interplaying with one another., The writer
wishes %0 show this reciprocal relationship between the
institutions depicting how the peoprle of this particular nation
lived, what they enjoyed, and showing how these faoctors
influenced their music which is a part of the institution of
art.

Institutions are set types of group life., They are made
up of intimate, distinotive characteristics related and inte-
grated into an organic whole to carry on the funotions of 1life,
Just as the eymphony(u) is an unfolding of various reourring
thematic developments, so are institutions the expressions of
human thoughts and actions that have been patterned into
definite repeated forms. Institutions exemplify "enduring
sentiments, beliefs, customs, and symbols" that have evolved

from the stratification of time.

52; Cooley, Angell and Carr, Introductory Sociology, p. 95.
Z Ibid., p. e.
(%) 1vi4., p. U403,
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Methods

In making any sociological study, several methods(5)
present themselves, all of which are valuable and none of
which are infallible. The statistical, historical, case
study, life history methods, and so forth all have their
place and should be used according to the type of investiga-
tion,

Probably of all the methods the statistical one gives
the most accurate and objective picture of social life show-
ing uniformities in trends and cbrrelatione and making it
possible to test hypotheses that arise in case studies, but
this method has its limitations also. In the first place,
the reliability of data collected depends upon the accuracy
of the figures; secondly, it tends to generalize and minimize
the influence of individual items, leaving out human reality;
thirdly, it can only measure traits and phenomena which tend
to follow a normal bell shaped curve; and fourthly, the
statistical method cannot be used for studying the remote
past. |

The historical method is most useful in interpreting the
relationships of groups and established institutions in spite
of the fact that historical material varies considerably
according to the remoteness of the historian'se collected data
and the fallacy of his recording. Moreover, certain state-
ments cannot be verified because of lost material and many
valuable details that would throw light upon an understanding

of a social situation are oftentimes neglected; but through

(5) G. A. Lundberg, Social Research, Chap. IV.




-6-

comparative study of historical docurents and so forth one can
at least seoure quite an accurate victure of tke past by which
he may predict the future to a marked degree.

The case study method is a study of 1life histories as
distinguished from the indirect bearing upon historical
material, This method is valuable in the study of minute
faotes that are limited by time and space during an individual's
life or the processes of an institution.

The life history method uses both the historical and case
study methods combining them in the analysis of the number and
relationship of factors through a natural cycle, showing
ocrises, tensions, attitudes, and so forth. This method is
most valuable in the study of personality types in relation-
ship to social life and also in the study of institutions.

In this particular study, "The Social Conditions Affeoting
the Forms of English Music", the historical and life history
methods have been used with histories of English music,
diaries, documents, manuscripts, and social histories. The
information is indirect in some instances for it is impossidble
to look back into the past and interpret accurately the
thoughts and feelings that were behind an art work. The facts

thus gathered are merely aids in this endeavor,

Similar Studies
The writer has not found any study similar to this one.
In fact, the writers dealing with the social conditions of
England have sadly negleoted music. Traill, in hie many
volumes of social life, has given much attention to other
rhases of art but there are very few references to musio and

most of the historians in considering the social life of the
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English have not mentioned music. Musical art is not some-
thing that springs up and grows by itself but is related to the
social life that gave it birth, being influenced by that life
and in turn exercising its influence upon it. Although the
effects of music upon social 1ife havse been considered somes-
what by different writers, the picture of the relationship of
musioc and social life cannot be complete until the effect of
social life upon music has received due consideration.
Consequently, the writer of this paper wishes to emphasize

the parf that individual and social 1life play in the reciprocal
relationships of institutions, thus depicting "The Social
Conditions Affecting the Forms of English Music".
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A few minutes’ study of this map will make clear some of the geo hical factors that have helped shape English history. First and
foremost, the British Isles are surrounded by the sea, which -'m‘:o‘:l a barrier to shut out enemies and as a highway for commerce.
The sunken coastline provides many good harbors, and the tidal rivers provide easy communication with the interior. The smallness
of the country—it is less than half as large as Texas—has impelled its crowded people to cross the seas and found new colonies,

Observe that the chief highland areas are in Wales

racial character in far greater degree than

until today the British flag waves over a quarter of the earth’s land surface.

and Scotland. This explains why the Welsh and Scotch have retained the old Celtic

the lowland people, who became fused with their Teutonic and Norman conquerors. The Irish, too, have re ed predominantly
its sister island. The position of the isi 0

Celtic, thanks to the water barrier that tes Ireland fr
hem exceptiona] commercial advantages. They command the English Channel, which is the

<ontinental Europe gives them exceptional commercial adva: es.
artery of lur:upu- commerce, and mn-‘ﬂun easy access to the chief European ports.




CHAPTER 1II
THE PHYSICAL AND HISTORICAL BACKGROUND
Location of England

It is necessary, before studying the culture of a country,
to review briefly some of its physical features, because it is
upon these that the growth of a nation to a certain extent
depends. People would not migrate to a country if there were
not posseidbilities of earning a livelihood. The hills, 1lakes,
plains, and rivers either stretch out welcoming hands to the
wanderer or bar him from a home. Likewise, the scenery and
climate may inspire peovle to nobler thoughts and deeds, or
they may make them slovenly, care free creatures, Polybius(l)
informs us that it took music to soften the manner of the
Arcadians who lived in a cold, gloomy country.

Lying in the latitude of Labrador is Great Britain, an
island divided into three parts, namely, Scotland, England,
and Wales. England is comparatively small, extending three
hundred and fifty miles north to south and two hundred and
ten miles east to west, having an area of 50,874 square miles,
The western hills rise like little islands out of the low
plains and are often wild and rugged while lowlands cover the
eastern part of the country. The Cheviot Hills divide England
and Scotland, and extending south into England is the Pennine
Range of mountains not so high as of o0ld as it has worn away
with age. In the south are the Downs and Devon Hills.

England has always been a fertile country with plenty of

water supply furnished by beautiful lakes and navigable rivers,

(1) Barﬁn De Montesqieu, Spirit of Laws, Book IV, Chap. VIII,
. 47.
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not artifically made but existinz from prehistoric times,
The abundance of water surrounding England formed a barrier to
her pveople in early history. Nowhere is the sea more than one
hundred miles away. In a letter called the "Groans of the
Britons", written to a Roman General asking for aid, there is
the following statement: "The barbarians drive us to the sea,
the sea throws us back on the barbarians®. The Channel like-
wise wasg an unruly barrier, and it took time for musical as
well as other influences to reach England from abroad.
Climate and Occupations

The climate in England has always been favorable to an
influx of population., The southwesterly winds, blowing across
the warm ocean, make the winter season mild and the summers
cool, the latter being explained by the fact that in northern
latitudes the sun's ravs are low and the breeze from the ocean
is cooler than the land heated by & summer sun., Weather of
thie kind has alwaya‘been conducive throughout the years to
active exercise on the part of the individuals who have lived
here. The dense fogs that are so prevalent in England have
had an atmospheric effect on the peovle, who have been of
sentimental temperaments. Paintings and music have both been
inspired by the appreciation of that sense of mystery that
comeg as the artist looks across the fields to the vapors
arising from the hills. The long twilights have also thrilled
the people throughout the ages, and all visitors to this
country enjoy telling of the songs that are sung as the people
gather at the water's edge around the campfire to watch the sun
as it steals away behind the hilles.

Mining, fishing, agriculture, manufacturing, and commerce

have always been the chief industries of this little country.
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Al though dense forests covered this land in olden davs, lumber-
ing was not important, and today lumber is one of the main
imports. Tin, found in the southwestern part of Eng<land,
greatly attracted the peoole from southern Europe. Even before
the time of Caesar, Phoenician merchsants in galleys driven by
slaveg found their way across the waters from the Mediterranean
to obtain tin for use in the manufacture of bronze.

| History.

The higtory of Enzland starts with the year 55 B. C. when
Julius Caeear(e) led an expedition to the shores of England,
because the people dwelling there were helping the Gauls whom
Caesar was conquering. His first expedition did not proceed
very far into England, but his second expedition went up the
Thames to a village with thatch roofed cabins surrounded by
gwamps and forests near what is now lLondon. Here they found a
blue eyed people, who lived on milk and flesh and dressed in
hides, belonging to the Keltic race and calling themselves
"Britons". The customs of these people did not differ widely
from the Gauls. Later the Romans organized a province among
these people in the southern part of the country. There still
remain traces of a wall of stone said to have been built by
Hadrian in 121 A. D.,who endeavored to protect the people from
the savage Picts of the north. The exact date of the Germanic
Invasion ie a controversial question. However, the Venerable
Bede(B)(673-7}5), a monk of Jarrow (on the Tyne),in his book on
the "Ecclesiastical History of England®, gives the date as 4l9,
At least, by the Fifth Century the country was in the hands of

(2) Csesar's Gallic War, Book V, Chav. XIV.
(3) Venerable Bede, Ecclesiastical History of Encland, p. 22,
Chap. XV.
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the Germanioc tribes after a series of long invasions. According
to thie same writer, the invaders belonged to three tribes, the
Angles, Saxons, and Jutes. Linguistic history(u) verifies this
statement, as the linguists have recorded three separate
dialeocts: the Anglian in the north with two subdivisions, the
Northumbrian and Mercia; the Saxon dialects in the greater part
of the south, the most important of which was West Saxon; and
Kentish, the dialeot of the Jutes. As the formation of dialects
depends upon the development of different groups or series of
tendencies among ocommunities which are isolated from one another,
there is reason to believe that the ocustoms and manners of these
groups of people varied to some extent although, as H. G. Wells(5)
in his "Outline of History" states, the racial and social differ-
ences between the Angle, Saxon, and Jute were smaller than the
English imaginations deemed them., The isolation was mostly a
psychological factor. According to Gildas (516-570 A. D.) there
were some twenty-eight principal cities where the families of
rich nobles lived. London was crowded with merchants. Bede(s)
tells us that the home of the Angles was between that of the
Jutes and Saxons in the portion of North Germany called Schlewig-
Angeln., These invaders ﬁere divided into a number of fluctuating
kingdons when they reached England, The kingdoms of Kent,
Weesex, Essex, Sussex, Mercia, Northumbria, and East Anglia were
founded, and these were constantly at war due to the supremacy

of different rulers. About 827 A. D. the scattered Enclish

kingdoms were united for the first time into a single kingdem

(&) Henry6Cecil Wyld, Historical Study of the Mother Tongue,

p. 216.
(5) H. G, Wells, Outline of History, p. 619.
(6) Venerable Bede, op. cit., p. 23.
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under Alfred the Great and, since this ruler's time, the country
has been divided into counties or shires and into parishes,

The northern counties were divided into wards, Kent and Lincoln
into lathes or sokes, and York into ridings, each of which was
regarded ae a county by itself. A great number of Scandinavian
families settled in Norfolk, Suffolk, Lincolnshire, Yorkshire,
Northumberland, Cumberland, and Westmorland.

The Norman French in 1066, under William the Conqueror,
came to Sussex in the southeast of England and, after conquer-
ing the country, divided it into 60,000 estates, each governed
by a feudal lord. In the course of time, the distinction
between the Normans and Saxons passed away and from their union
arose the English people of today.

In the southwest extremity of England there are traces of
many an early theme, the folk song, the song of the soil, and
the ocarol. The conditions under which some of these natural
ocutbursts diffused and grew into more complex form of English
music will be discussed in the next chapter.

"A race does not migrate. Men migrate, and their successive
generations are born in ever changing landscapes; but the land-
scape exercises a secret force upon the plant nature in them and

eventually the race expression is completely transforme? ?y the
extinotion of the 0ld and the appearance of a new one." 7

(7) Oswald Spengler, Decline of the West, p. 119,
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CHAPTER III

THE RELATION OF THE SOCIAL CONDITIONS TO THE MUSIC OF
ENGLAND'S EARLY HISTORY

The Influence of Cultural Diffusion

The sum total of the ways of thinking and acting of a
social group in the past and present may be defined as oulture.(l)
Spengler(z) distinguishes between primitive culture and high
culture, the one as the "sum of the expression forms of primi-
tive groupings, the other as the waking - being of a single
huge organism that makes not only customs, myths, teochnique, and
art but the peoples and classes vessels of one single form
language and one single history®". All tribes, races, nations
have some kind of a common culture system and through the
diffusion of cultures the culture patterns and complexes are
spread, Since culture patterns are inert, lifeless, and objec-
tive, they must be carried through human contacts by means of
social processes, directly or indirectly. Culture diffusi am
may be natural and naive or purposeful and organized, the
former being represented directly by immigrants and indirectly
through literature, the latter directly by conquest, coloniza-
tion, missionaries or indirectly by radio. By means of
diffusion, culture patterns may be borrowed and either imitated
or changed to meet the new situation. New art plans may develop
by borrowing ideas or suggestions.

The Kelts who settled England, no doubt, lost many of their
worldly material possessions in their wanderings across the

ocountry but their songs remained with them when they reached

(1) Emory Bogardus, Contemporary Soclology, p. 8.

(2) Oswald Spengler, Decline of the West, Vol. II, p. 36.
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this new land where they enslaved the Iberians who were living
there. Caesar£3) in his Commentaries, tells of sending Caius
Volusenus ahead into England with orders to observe all the
customs of these Britons. He reported druidical songs sung
over sacrificial fires by priests, bards, and ovates robed in
white, blue, and green. The druids were priests of the ancient
Celtic religion who formed an exclusive class and shared with
the'nobility and knights the rule over the people. Their duty
was to preside at the sacrifices, instruct the youth, and guard
the secret dooctrines of religion. They settled the difficulties
between the several tribes and practiced the art of prophecy and
of sacred minstrelsy. The druidical songs were in the form of
plaints or chants. The druids are said to have memorized a
great many verses as they did not commit their lore to any fom
of notation because they did not want the masses to divulge
them or the learned to devote themselves to efforts of memory
dependent on writing. All their branches of knowledge they
kept secret from the masses. For these reasons, there are no
traces of these songs but it 18 known that voices were lifted
to the sun and moon and traditional gods whom the Britons
worshipped. Excited women, dressed in black with long loose
hair and brandishing torches, sent forth outpourings of solemn
melodies. There were laments suitable for the sacrifices of
men and women, o0ld and young, as they believed a life must be
given for a 1life in order to please the gods., In the autumn,
the druids held a festival from which some of the oustoms

observed at Hallowe'en today may be traced.

(3) Caesar's Commentaries: Book IV, Chap. XXI; Book VI, Chap.
XIX.
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Although the exact date of the origin of the druids in
England is unknown, Caius believed the druids existed from
1013 B. C. to 179 A, D.(u)

The nobility were likewise musical. Wace, the author of
"Le Brut' Angleterre®, writes the following metrical lines
concerning one of the kings who was an able musician,

*Every instrument could play

And in sweetest manner sing
Chanting forth each kind of lay

To the sound of harp and string."

The lyre was introduced into England, becoming an instru-
ment for the ancient Britons. The lute was also carried into
this country and beocame the forerunner of other plucked
instruments inoluding the harp, strung with brass except for
some extreme upper notes that were of metal similar to our
piano wires, These instruments had from fifty-four to sixty
strings. Xings and princee played the harp and for centuries
the gentleman's harp could not be seized for debt. The harp
had many names, In Medieval England, it was called the Crowd,
In "Beowulf®, the instrument is called the wood of joy. Many
other instruments very similar to the harp existed that may
have been of indevendent origin. The Rotta was probably a
form of chrotta, another name for harp. Burney believed this
t0 be a bowed instrument or hurdy-gurdy, but Davey seems to
differ from him, In Bede's "Commentary" on the 22nd Psalm,
there is a reference to harp playing, to the consonances of
the octave, fourth and fifth, and to semitones in the high as

well as the low strings.

(4) FPrederick Crowest, Story of British Musig, p. 7.
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The early inhabitants of England were extremely hosplitable
and upon arrival of visitors in their homes showed their wam
affeotion with the music of the harp.

The Keltic whistle was very common, an eiample of whioh
may be found in the Dorset County Museum. The animal's horn
was probably one of the first instruments. Caesar records
finding a large number of cattle in the country so the material
for making them was plentiful., These horns served double
purposes such as banquet horns used for drinking and sounding
horns used to summon the tribes. After the battle, the horn
used in summoning was filled with wine and passed around.
Phtheas, the Greek navigator and Marseilles merchant, 384 -
322 B, C., wrote that the horn was a common accompaniment to
the person and that in war the onslaughts of the British hosts
were preceded by loud cries and the blowings of these horno.(s)
The accampaniment of music was ever present with the ancient
Britons. King, chief, and dependent strove to excel in musical
ability and many times were very proficient in both vocal and
instrumental music. Performere and chosen singers from the
lower orders were elevated to dignities, rewards and honors
being bestowed upon them for their musical worth and talent.

All the social l1life of these Britons called for some kind
of music, The teaching of children from infancy to sing the
glorious deeds of their ancestors became the sacred duty of
parents. From observance of this tradition alone, much of the
music was carried through the ages until writing was known.

In the homes, music was used to lull the children to sleep.

(5) Prederick Crowest, Story of British Music, p. 18.
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At funerals, the ancient Britons used the funeral song praising
the deceased. This was sung by bards to the music of their
harps. The bard who without stopping could chant for twenty-
four hours the praises of the dead was rewarded. The achieve-
rents of a person of importance departed from this 1life were
sung to the music of the harp by an assemblage of mourners.

*To want a funeral song was esteemed the greatest misfortune
and disgrace as the belief prevailed that, without it, the
epirits of the dead would enjoy neither rest nor happiness in
the world to come."

The Britons were only slightly affected by the first
provinoes established by the Romans who worked the mines of
Cornwall, Somerset, and Northumberland. Outside of the intro-
duction of a few musical instruments such as the trumpet,
cithar, tuba, and buccina, the Romans had nothing but martial
instruments and no vocal music except profane songs to offer
the Britons who were very reluctant in accepting any of the
Roman culture. The natives associated as little as poseible
with the invaders and each tribe kept its own customs and
musical tastes.

In the year 411 A. D,, the Romans withdrew because of the
disintegration of the Roman Empire and England was left to
protect herself. Commerce waslabandoned because of lack of
protection on the seas and the villas went back to Keltic
barbarism, The Irish troubled from the west and the Picts from
the north, so the Britons decided to ask aid from the Saxons of
North Germany. These people, helping the Britons, sent home
word telling of the fertility of the soil and the cowardice of

(6) 0. Fr, Emerson, The History of the English La » Pe 39.
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the people and, as a result, there followed an immigration of a
large number of Angles, Jutes, and Saxons.

These newcomers(7) possessed all the ocharacteristics of a
hardy race, tall in stature and accustomed to many hardships.
They proved to be a very aggressive, maritime people, of a
ferocious nature, provided with long spears and battle axes to
strike a fatal blow to any obstacle that might venture across
the Sea or Channel that they were guarding. Could we expect a
refined music from such invaders? No, indeed, in contrast to
the melodies of the Britons, these immigrants brought in to
England coarse songs and drunken choruses. "Chieftain,
freeman, and serf", each had his song tinged with the howl and
oath. Boisterous sea songs having a theme in praise of women,
the virtues of wine, and hatred burst forth from these "surf-
hardened® throats. Being pagan worshippers, they were against
the religion of Christ and Anglo-Saxon chroniclers say that
they destroyed the altars of the British churches, killing the
priests and slaughtering the congregations, defiling the
sanctuaries and destroying the buildings with fire and axe.
In a situation of this kind, no ordinary means would have been
sufficient to reconcile the Britons and Saxons., A new faith
needed to be established again.,

Prior to this time, sacred music had been slowly spread-
ing in Briton through services dedicated to the true God.
Historiant(s) have proved the existence of a regular church

service in England 150 years before the Saxon invasions and

(7) Frederick Crowest, Story of British Musioc, p. 38.
(8) Tertullian.
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some writers claim that there were Christians in Eritalin as
early as 203 A. D. The music in these early churches no doubt
took on the form of an early Christian chant, sung antiphonally,
similar to the Hebrew style of music. It was probably
restriocted to vocal music. In 317 A. D. the Laodicean Counc11(9)
issued a ocanon as follows: "None but the canons and the choir
who sing out of the parchment books should presume to sing in
the church." The Gallican chant or music of Gaul had probably
been used in the churoch up to this time, The Bishops who were
conéecrated in France no doubt dbrought back to England service
music to displace heathen tunes.

From the social refinement and wealth found in the south-
east of England, one might believe that the church servioces
were of a higher order than in the other parts of the country
and, since the church was the center of the social life, the
music and ritual were probably more elaborate to correspond
with the splendor of these people.

However, after the Saxon invasion, the religious turmoil
called for a new form of religious worship which was needed to

restore the faith of all the peoples.

The Influence of Christian Leaders Upon Music
8t. Augustine was the person destined to bring in the new
form of religious music to whom a revival of the new church
gservice in England is attributed. It was he who was charged by
Pope Gregory to extend Christianity into England. The story

goes that the Pope saw some English boys who were very fair and

(9) Frederick Crowest, Story of British Musio, p. 29.
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good-looking, for sale in the Rorman slave market. In answer to
his inquiries, he was told that they were Angles. "Not Angles,
but Angels®, said he, "for they have Angelio faces.'(lo)
Inquiring the name of the king of that province, the Pope said,
*Hallelujah, the praise of God, the Creator, must be sung in |
those parts.®

St. Augustine, a Roman Abbot, with forty missionaries
departed from the Benedictine monastery of St. Andrews and,
after overcoming the many obstacles of such a journey of that
_day from Rome to England, he landed on the coast of Kent, This
particular landing place was chosen as favorable because
Ethelbert, the King, though himself a worshiper of Odin, had
married a Christian girl, a French princess. The coast of
Thenet was also a good landing place, being marshy and near to
Canterbury, the goal of their destination, from which prayers
ascended for many years. A man of good stature and strong
physique, Augustine was well chosen for an expedition of this
kind and, carrying a silver oross with a picture of the ocrueci-
fied Christ, he led his faithful monks singing a Litany and a
jubilant Alleluia to Ethelbert the King of the Jutes in Kent
who, surrounded by his chiefs and guards, was seated under an
oak. All nature responded to this Christian mission and the
scene must certainly have been an impressive oné as the musie
resounded under the vaulted sky. The special Canticle or Psalm
sung antiphonally greatly touched the King and straightway
Christianity was permitted to be preached in his dominions.

One ocan imagine the joy of the missionaries when they heard the

(10) Venerable Bede, Ecclesiastical History of England, p. 6U.
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happy news and after a benediction the procession, singing holy
songs, trailed the dusty road to the city of Canterbury. Here
Queen Bertha awaited them, having provided a house adjoining
the church of St. Martin which stood on a hill east of the oity,
formerly the home of a British church, still sheltering a
Christian altar. In this simple edifice Augustine "dayly went
to syng service, say Masses, pray, preache and christen" and
brought with him from the Rorman Catholic church the Plain Song
or Gregorian Chant which received its name from Pope Gregory

(1)) 4o the

who revised the church music and added new modes
0ld Ambrosian Chant. The history of this latter chant ordered
by Ambrose to0 be used in churches is a rather long story but
suffice it to say that in the lapse of years it had been
negleoted for an ecclesiastical music of a more florid style
influenced by the pagan theatrical music. This degenerated
art form had been brought into England and used in a few
scattered churches where the British services were held during
the Saxon invasions but just prior to the advent of Augustine
there was an almost total neglect of Christian worship anywhere
in the Island, While Ambrose used four scales called the
Authentic modes, Gregory added four more known as Plagal or
relative scales, The church modes are a study by themselves
80 the writer will only briefly say that they formed a much
disputed subject later in the church and certain ones were
chosen as more appropriate for the ochurch services. These

chants ocontaining the ecclesiastical modes or scales were

dialogue in form, that is several words were sung, half spoken,

(11) Jeffrey Pulver, Dictionary of 01d English Mueic, p. 37.
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to one tone without harmonization or accompaniment. The hymns,
canticles, and psalms were all based upon these scales. The
Gregorian chant, in fact, was the foundation of art work
because it was knit into the religion of the period and into
the mystery of the faith. It had not only the power of the
Christian faith but the power of the thousand years of the
vagan uee of scales., Through the plain song, melody was freed
from the shackles of mere scansion.

The ochoral portion of the Mass camprised a number of
antiphons, In the Liturgy, the antiphon was sung while the
priest was approaching the altar to celebrate Mass. The anti-
phons were used to a certain extent as independent compositions
instead of being connected with the psalms, and this unique
innovation is found in England. The real meaning of antiphon
is a short soriptural sentence sung before and after the psalms
for the day or the canticles selected, according to the season.
As a general term, the word antiphon is applied to alternate
chanting.

Instrumental music followed shortly and it has bdeen
recorded that Augustine urged the singing of the psalms to the
accompaniment of the lyre or psaltery but there is no record
proving that instruments were used in the earliest stages of
ecclesiastical music in England.(la) However, from the Ninth
to the Eleventh Century, the churches were beautified and the
whole service took on a more elaborate form. It is during this
period that St. Dunstan improved the crude device called an
organ whioh he believed would be of great help in the

(12) PFrederick Crowest, Story of British Music, p. 106.
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(13) This instrument possessed a quality

sustaining of the Mass,
lacking in all other instruments, narely, the sustaining
character which was a great help to the clergy as they had no
instrumente to assist in the service except the introduction
of the harp or flute now and then. Heretofore, organs had
found their way into England but Dunstan's organ was most
significant since his instruments were made entirely by English
organ workers who had become very proficient in the art and had
made the great improvement of using copper or btrass pipes
instead of lead., Large sums of money were spent in the
construoction of these new organs and as St. Dunstan was a man
of wealth he equipped many of the cathedrals with organs, He
also established a music school in Canterbury for the purpose
of training teachers in the art of organ playing. England
has ever since excellsd in the skill of organ building.
Venerable Bede described one of the first organs as a
"tower built of many pipes, from which, by the blast of a
bellow, a most copious sound is obtained., It is furnished on
the inside with wooden tongues which, being skillfully
depressed by the master's fingers, produce grand and very
sweet musio."
Many poets have given very good desoriptions of the more
elaborate organs among which may be quoted one of Mason's
Essays on English Church Musio.

"fwelve pairs of bellows, ranged in stated row,

Are join'd above, and fourteen more below,

These the full force of seventy men require

Who ceaseless toil and plenteously perspire

Each aiding each, till all the wind be prest

In the oclose confines of th' incumbent chest,

On which four hundred pipese in order rise
To bellow forth the blast that chest supplies.”

(13) American History and Encyclopedia.
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The influences of invention of the organ upon the services
were many. First, as has been mentioned, the instrument
supported the monks in sustaining the Mass; second, accurate
pitch was insured by the organ to the singers. Although up to
‘this time they may have started out with accurate pitch their
"voices were very apt to fall in pitch before they had the
organ. This happened more often with hymn singing than in the
Gregorian tones that were restricted in range. Third, the
organ meant a progress of the art of music and great develop-
ment in theory. Lastly, it opened up a vast field of
contrapuntal science. The music was suprlemented to conform
to the needs of the times and the influence of the organ was
greatly felt by all the people and contributed a great deal
to the national music style and menner,

The founding of many new churches and the increasing
demand for more singers called for the establishment of music
schools and the priests who were in the habit of visiting Rome
for their musical education now entered their schools at home.

The new religious music was weloomed by all as an aid to
the worship of Almighty God., The composers imbibed all its
high qualities and applied them to their works and even the
rugged Saxons allowed their hearts to be softened by the
Gregorian tones. All of these results were especially benefi-
cial when the heathen Germans dbrought much that was bad inteo
Britain, Their songe were so indecent that suppression
became imperative and the monks worked harder than ever using
their sacred music as an antidote with the most successful
results, The priests filled their leisure hours with musioc

and the musical art was recommended to all as a remedy for idle
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hours., All the churches were filled with music and priests
and congregation alike happrily enjoyed 1ts benefits. The
cloister walls of the convents and monasteries resounded with
musioc. Saored music was kept in possession of the clergy who
closed their ears to the outside world. As the chants,
dialogue in form, developed, the music took on a more
dramatic character because words and music were born together
and were inseparable. The audience never attempted to pull
them apart. In the chaos of the diversity of languages

people needed dramatic aotion to explain the service to thenm,

The Liturgical Drama as It Affected Musio

At first, melodies were sung to short cadences or closing
formulas called Tropes. "Quem Quaeritis®, belonging to the
Introit of the Mass at Easter of the Ninth Century is, no
doubt, the first example of this form. The lines were sung in
the manner of dialogue between the Angels and the three Marys
at the sepulchre. Later, the"Quem CQuaeritis" was transferred
from the Mass to the third Nootourne at the Matine service on
Easter morning., At this time, the lines of the angels were

sung by two choir boyu(lu)

standing at the altar and the
lines of the Marys were sung by three chaplains who advanced
to the altar, The two boys dressed in white eané, "Quem
Quaeritis®, and the three Marys answered, “Jesus Nazarenum",
The boys then replied, "Non est Hio", at whioh the three
turned to the choir and chanted, "Alleluia, surrexit Dominus".
The anthem then followed, after which "Te Deum Laudamus® and

the bells chimed out together, The play "Quem Quaeritis® was

(14) Boys sang the women's parts as the women were not allowed
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always a part of the liturgy out of which it rose in spite of
all the stages through which it passed, and it was always
prerformed by priests, nuns, and choir boys, These were all
trained singers. The play was always chanted and never spoken.
Narrative anthems are often found in the play, especially in
the later versions, and these were sung usually by the choir
but often by principal actors. The Sepulchrum plays presented
at Easter show the presence of new tropes and in the manuscript
they are accompanied by musical notation, an advance in the
drama. The Heu! (misera cry of the three Marys) was very
dramatic in ite effect. The words were accompanied by a
melodious wail. Nearly all the plays bnded with "Te Deum
Laudamus® sung either by the choir or one of the leaders, All
the singers had to sing according to a fixed melody and
ornaments were strictly forbidden.

The twelve days of the Christmas season were likewise as
important as Easter in the evolution of the liturgical drama
and the mueic advanced with the dramatic development. Instead
of "Quem Quaeritis®" in sepulohro o Christicolae, it begins
"Quen Quaeritil'(15) in praesepe pastores, dicite? The play
"Pastores” which probably came into existence not later than
the Eleventh Century existed in England but no original text,
as far as we know, has been preserved although there were
allusions to it in the Twelfth Century. In this play, the
shepherds sang and at the close of Mags ruled the choir. The
Magi - and Herodes as well as the Prophetic plays were the other

most important Christmas plays. In the Magi, the three kings,

(15) J. Q. Adams, Chief Pre-Shakespearean Dramas, p. 25.







-27-

singing, entered by the great door of the choir. They offered
their gifts, after which a boy, representing an angel,
announced to them the birth of Christ and they retired singing.
In the Mass which immediately followed, the three kings ruled
the choir. The Herodes play is important because of the
fusion of the Magi and Pastores and the development of Herod,
The rejoicinge of the shepherds and Magi in song stood out in
contrast to the raging of Herod. The Prophetae was probably
the most important, due to the fact that there were more aotors
in this play than there were in the other plays of the
Christmas season., The Prophetae contained much antiphonal
singing. The verses were sung by the prophets and the refrain
was sung by the choir.

Beside the liturgical plays dealing with the life of
Christ, there were a number of Latin(16) plays which were more
or less liturgical, that is to say, they were acted, no doubt,
in churches and during intervals in the services. These were
very similar to the Easter and Christmas plays in style. In
England, no early Latin texts have been preserved but later
versions ocour in such plays as *The Conversion of St. Paul"
and "St. Mary Magdalen®, FEach verse has a refrain probably
sung chorally.

Records show that England had plays dealing with the
stories of saints and their miraculous deeds, written by
Ailarius. The verses were all sung or chanted, and an anthem
is found at the end. The anthem was purely of English birth

and the choral anthem was sung by the choir at the culminating

(16) E. K, Chambers, Medieval Drama, Vol, II,
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point in the rituval music.

The evolution of the liturgical drama was completed by
the Thirteenth Century. The next hundred years was a transi-
tion period. When independent writers, like Hilarius, started
writing, the plays passed from the hands of the clergy and
ceased to be ecclesiastical but, instead, became popular,

One great reason for the drama leaving the church was the fact
that the plays had becore 80 elaborated and lengthy that they
could no longer be included in the church service conveniently.
Secular music had already orept into the liturgical drama to
portray the highly dramatic qualities of the actors and these
secular melodies, with vernacular words, were not in keeping
with the plain song and Latin words. As a result, we find

the transition from Latin to vernacular and also that from the
sung drama of the liturgies to the spoken English drama of the
great cycles, this taking place outside of the church.

The Effect of Musical Notation

The evolution of the art of music notation from the
Eleventh to the Fourteenth Centuries and the influence of the
Norran Conquest were manifesting themselves. Not only did
the Norman Conquest assist the progress of music by increasing
communication with the Continent but also it brought in many
foreign ecclesiastics who spread the knowledge of harmony and
notation.

a7) notation had been used by the

The primitive neume
monks who copied and duplicated the service books without

revising them in any way. This neume system had proved an

(17) Frederick Crowest, op. oit., p. 142,
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advantage over the alphabetical system of the Greeks and Romans
a8 it indicated more perfectly the inflections and modulatiocons
required in chanting. The charaoters used notified the value
and pitch of the tones. There was no such thing as time as all
the notes were of equal duration except the final amen which

was usually slower. The accented words lent color or character
to the flow of the music according as they occurred two or

three syllables apart. There were no fixed measures and it
would certainly be out of keeping with the ideas of the church
song to try to arrange the music by dividing it into bars. The
rusic demanded free declamation, as the text was so exalted in
diotion that certain tones especially consecrated to it were
necessary and these could not be bound down by fixed rules., A
modern writer has affirmed that "the text was the master, the
notes the slaves, in the very old cantus®., There is no proof
of the existence of notation before the Seventh Century. The
chanters, priests, deacons, and monks composed by memory and
the music was transmitted in the same way until the neume
notati an began. The preserved manusoripts show the linee to be
red and gsome of the notes are of the same color but the majority
©of them are black. The colored lines were used to indicate the
tonic or xey note, the red line being first used about 900 A. D,
The noteg written upon the line were F's while those above the
line werxe higher and those below lower, Some writers have
Suggeste@d that the red notes were so colored to indicate that
they we xe to be acoentuated, The words were written and above
thém thes peumes or musical notes. Crowest in his "Story of
British Musio" states that the first note of every antiphon or

Poaln Wa_g richly illuminated and occasionally one whole line or

[ .
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even two were colored, CSometimes six letters would be rainted
red, six blue, the next gree, and so on. The patient monks
always beautified the letter at the beginning of the riece and
frequently gold and precious stones were used. The initial
*T* was a much favored letter ard it often looked like a tree
across the top of a page guarding all that was written beneath
it. The elaborate coloring of the music was mcstly produced
with pigments of gums, cirnabar, pyrites, juices of herbs,
varnish, indigo, and ochre., Soot or ivory black mixed with
water were used for black notes and lettering.

Guido(ls) (995-1050), a young monk of Arezzo, Italy, had
become dissatisfied with this uncertain and slow progress of
notation and set about to invent a system by which the notes
would always have a certain pitch. "Yho ever has once trimmed
a vine or tree will be able to do it again as well or even
better®, he said. "In the church service, it often sounds as
if we were quarreling rather than praising God."™ With these
thoughts, Guido conceived the idea of singing by syllable on a
musical staff and suggested a method of notation used up to the
present day. Measured music followed but not until the
Fourteenth Century were characters used to express time in music.
This new system freed music from its bondage. The monks, of
course, were the first to know of this invention but soon the
singere of secular tunes adopted these new ideas. It must be
remembered that the monks were the only ones that made use of
any form of notation up to this time. The English monks used a

staff of four spaces, a factor that influenced the ready

(18) August Wilhelm Ambros, Ceschichte der Musik Zweiter Band,
p. 163,
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adoption of Guido's system. The early chants were all written
on four lines, while the later staves had four, five, or six
lines a8 late as the Fifteenth Century. With this perfected
notation, music gradually became more florid, Polyphonic or many
voiced music was fast taking the place of monophonic music and
the former was not so well suited for dramatic verse. The music
of the church had been upset by the changes that had taken place
in composing. The freer style that is polyphonic was favored by
the people and the Gregorian chant was declining before the
ecclesiastios realized it. The choristers were allowed to
improve their parts and when sung they sounded much different
from what the composer intended. The organists were introducing
ornamental phrases. All these things were vefy unsatisfactory
to the ohurch and all kinds of sarcastic remarks sbout the musio
followed until 1322 when Pope John XXII(19) issued an edioct, in
vhich he forbade the stuffing in of the upper voices with
secular melodies,

Dickinson aayi in his "History of the Western Church" that
Pope John said that those attending to0 the new notes and
measures would rather have their ears tickled with frivolous
inventions than to hear the ancient ecclesiastical chant. He
was forced to tolerate harmonioc treatment of some parts of church
song though in a simple manner,

Polyphonic music was an unconscious impulse prophesying a
richer musical expression which could not at once be realized -
8 b1lind revolt of the European mind against bondage to an

antique and restrictive form of expression., However, as Spengler

(19) Louis Ritter, Music in England, p. 90.
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gtates, it was sirply the Gothio soul expressing the Prime
Symbol (Infinite Space) without reference to the earlier music
of the world, conscious or unconscious. With the great develop-
ment of the other arte, a change might be expeocted as the
Gregorian chant was impossible of further develomment. The
music of the Gothic became architectural and vocal for the
cathedrals while that of the Baroque was pictorial and instru-
mental later becoming rococo in style with thrills and elaborate
cadences and runs to suit the galleries and halls of the time.
Vith the introduction of the Baroque the leadership of musio
passed into Italy where the Gothic symbolism was later expressed
in the sonata, symphony, and concerto of the Seventeenth
Century. The Mass still remained the vehicle of the noblest
religious feeling and emotions of the Catholic peoples. All the
other forms were made subservient to the great religious ideal.
Adoration, faith, hope, joy, happiness, submission, prayers

for strength and help in the hours of adversity and sorrow, and
the symbolic expression of the sacrifice of Christ were all
exemplified in the Mass, Although the text of the Vass was
simple, compriseing only a few Latin words, it was rioh in
religious emotion and feeling.,

The Invasion of the Normans and the Rise of Secular Music.
With the influx of the Normans, the music of Norman France
diffused among the English people. Although the newcomers d4id

not completely change the style of the English secular musio,
they 4id introduce a more florid form into the Brito Saxon art.

After the great struggle with the Normans had ceased, all the

people of the Island longed for music and the light sweet music
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of the minstrels was especially welcomed, Minstrelsy appealed
to noble and serf alike more than ever at this period. As the
nobility were the only ones to understand French, they were the
first to encourage the minstrels who tried their best to please
the knights and nobles. The rural distriots continued to hold
their fairs and entertainments in the old English spirit with
their jige and dance tunes long after the arrival of the
conquerors. Poetry and song were not introduced into England
by the Normans as some have believed them to be but impromptu
music became extremely popular as a result of these intruders,
The Britons and Saxons had previocusly had musicians who
performed similar duties of the minstrels but they were
commonly called "Bards®, The word minstrel came directly from
the Norman French. These musicians were called "Scalds" in
their native home but changed their name to that of minstrel
upon their arrival in England. There seem to have been
different orders of minstrels accoriing to their respective
pursuits, The trouveur, trouverre, or rymour was the composer
of romans, contes and fabliaux, chansons and lais, while those
who wrote contes and fabliaux alone were called contours,
conteours, or fabliers. The minstral(ZO) called menestrier or
menestrel was distinguished as a wandering musician who
accompanied his song by a musical instrument of a soft tone,
He invented his melodies according to the mechanism of his
instrument. The peorle of this day seemed to enjoy being trans-
ported from one mood to another and the harpers, by changing -
keys, had the ability of suddenly bringing about the desired

(20) Edmondstowne Duncan, Story of Minstrelsy.
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atmosphere. The spontaneous outbursts of unrestrained musical
passions were so effective that the King and noble often jumped
to their feet in wild rapture. Costly dwellings were erected
with galleries from where the minstrels chanted songs and
romances to the accompaniment of their instruments, at a time
vhen books were rare. These musicians were to be found at every
feast wherever there were rejoicings. They were expected to
lull care to sleep and bring merriment to replace it. At their
arrival at the castle gate, their heads full of war stories,
sweet tales, or lively songs, they announced themselves by some
music outside the house, Soon came the order to dring them in
and after being arranged at one end of the hall every one
listened to their songs. Many privileges were allowed these
musicians and wherever they went in England at this time they
were proteoted. They were paid large sums of money for their
services and were given elegant clothing and tokens. However,
no one minstrel was to possess more than the value of ten
shillings either in horses or cattle or too expensive clothing
lest he would have to forfeit it to the King, because it was
feared that his riches might detract from his music. An itin-
erant minstrel was not to go to the house of a gentleman nor a
chief musician to the house of a plebeian., The former,
rebuking, mocking, deriding, and retreating by means of reproach,
all under the pretence of singing, receiving a penny acknowledged
himself to belong as a meer weed to the bards. The ohief
minstrel was to receive the marriage fines of the daughters of
minstrels and also was entitled to the "presents® of young
women when they married, When the King wished to hear a song,

the chief minstrel was supposed to sing two songs, one addressed
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to God and the other for the King. If the Queen desired to hear
a song in her apartment, the domestic bard was to sing three
songs with a moderate voice so as not to disturb the others.

The chief minstrel had to be acquainted with all the laws of
poetry and music, be able to sing in harmony and concord and
also in oross consonancy (query counterpoint and alliterations);
be fond of entertaining sudbjects and fertile in wit; also be
able to retain long the praise of the nobles. Minstrels were to
be friendly, peaceable, obliging, humble, and fond of doing good
and all who were true subjeocts of the King and his magistrates
should patronize the minstrels. The requirements of the pupils
were many. The graduated probationary pupil must know ten
concords, one fundamental, five concords of accompaniment, and
eight tunes. The disciplined pupil must know double the above
and the master pupil three times as much. The chief musician
must know four times as much and be acquainted with all the
canons set forth in the book of soience. Besides having a code,
these musicians had an appropriate dress of velvet, satin, silk,
and fur of ermine. When travelling, they wore a loose cloak or
surtout which they threw over their harps in inclement weather.
Yhen attending a wedding their harp was to be wrapped in white
satin. Piked boots or shoes were also worn and these were tied
to the knees with chains of silver on special occasions. There
were eight orders of minstrels, four graduate and four frivolous.
The first four were minstrels who wore the band of their order;
two harpers, three performers on the Crwth, four vooaliste., The
four kinds of frivolous ones were the pipers, the jugglers, the
drummer, the fiddler or player on the Crwth with three strings.
The singer ought to know how to tune a harp, a Crwth. He should
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als¢o be acquainted with the metres of poetry and be able to
correct any 0ld viece of poetry which he may have received
incorrect from another. He should know how t0 serve a person
of dignity and power and carve a fowl at any time, At'a royal
wedding, he was expected to serve at the table of the bride.
Four hundred minstrels are said to have been present at the
wedding of Margaret, daushter of Eleanor, Queen of Henry II in
1290 A. D,

In early days, it wae not an uncommon thing for a woman to
become a minstrel. When Edward II, solemnizing the feast of
Pentecost, was seated in the Great Hall of Westminster, a
certain woman dressed as a minstrel and riding a horse entered
the hall, Acting the part of her profession as minstrel and
going around to the several tables, she finally ascended the
steps to the royal table where she deposited a letter censuring
the King's conduct. Naturally, His Royal Majesty was greatly
offended and he straightway threatened the doorkeepers for
admitting a woman. They immediately replied that it never was
the oustom of the King's palace to deny admission to minstrels,
especially on high solemnities or feast days.

The introduction of minstrelsy greatly increased secular
music and brought the romantic into play, weaving it into the
national lyrical art which became a part of the social 1life,
However, the introduction of a new form of seoular music was
not the only thing the Norman French contributed. The church
was the first institution to be affeoted, There was a revival
of religious and sacred music as well as secular, Monasteries
were built on every side and William, the Norman Conqueror,

richly endowed them. It has been reported that he bore his
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King's helmet thrice every year into the church, at Winchester
at Easter, at Westminster Abbey at Pentecost, and at Gloucester
in midwinter, accompanied at all times by rich men. Mass was
chanted and hymns sung to the Gregorian tunes, The rites of
the church, however, were brought to a low ebb and were only
upheld by some benefactors who were powerful Norman churchmen
deeply interested in church building and in making the church
not less powerful than the State. Church affairs did not run
smoothly and there were constant controversies in the choir when
new musical elements were introduced. A new chant devised by
William of Fescampe was suggested to displace the Gregorian
chant, and words concerning it resulted in blows, many monks
being slain and wounded. The church music retained the strict
contrapuntal form, that is, note against note sung by the priest
with his loudest voice, and the musical drama went out into the
world, oarrying with it the freer polyphonic style. The plays
were thus banished first to the church yard and then to the
market place. Although the King, Cueen, chivalrous noble, and
faithful ones attended Matins, Vass, and Evensong, the church
could not longer be called the oenter of social 1life, The
Cycle Plays,esvecially adapted to the poorer people, were

attraocting large audienoces.

The Craft Cycle Plays as They Stimulated Music
From now on, the stage was movable, a double decked plat-
form on wheels., The upper floor was used for the performance
while the lower answered as a dressing room. The altered
conditions could not help but have their influence on the plays

and, in like manner, on the music. Although we have evidence
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of the vernacular and Latin aprearing together in the liturgical
drama, making it sorewhat secular, we have more of a transition
in the drama of the Cycle Plays. The singing of Latin words in
the church was traditional and so closely connected with the
religion that the introduction of the vernacular seemed out of
place, but now that the drama was out of the church it was more
or less independent.

The plain chant was no longer used alone as a medium far
the Craft Cycles but nevertheless its influence was felt
because the music of the Cycle Plays did not take on such an
elaborate form as we might expect with the great devel<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>