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cathedral’s worship diet. Thus, the cathedral mirrored a typical large Victorian English parish
church with a cathedral-style choir. William Gatens has described such a situation as follows:

It is a remarkable development of the Victorian period that cathedral music came to be regarded as the
normal music of the Anglican Church as a whole, not just the preserve of choral foundations. The
ecclesiological ideal, while essentially parochial, was destined not to gain wide acceptance. It was too
closely tied to a much misunderstood and widely unpopular strain of churchmanship, and too firmly bound
to a musical repertory of the remote past. . . . Elements of the cathedral ideal found their way into the
typical parish churches of the land to produce that varying mixture of congregational and choral worship
that had become the norm by the end of the Victorian era, and that may only now [in 2009] be showing
serious signs of disintegration.®

What is also clear is that the choices of music replicate slightly conservative or dated Victorian
tastes. In many respects the music sung at Grahamstown Cathedral in 1900 was not dissimilar to
what had been sung in English cathedrals in the mid-nineteenth century.®* This would suggest a
time lag between the metropolis and the periphery, where the colonies maintained more
conservative, traditional worship patterns.®> There is no inkling of more modern church music at
all. Perhaps this was due to the financial situation in the Anglican Church of Southern Africa,
which had always been somewhat tenuous because of its independence from the state,’® and the
expense of buying new music regularly may have been excessive. In terms of Grahamstown
Cathedral, which was far from the front lines of the South African War, the vast number of
soldiers who came from England and may have carried newer music along with them had little or
no impact.

Concerning worship, it appears that the cathedral favored a moderate high-church position. It

is possible that the 11A.m. Mattins service was considered a congregational service with ample
opportunity for the people to sing. Indeed, the selection of hymnody for the congregation was
wide and included a variety of theological underpinnings. Yet, to balance this, Evensong was the
domain of the choir and included a fairly wide repertory of canticles and anthems. Concerning
ritual, apart from the occasional processions at Evensong on high festivals and the solemn Te
Deum, it is difficult to determine weekly patterns, except to suggest that the moderate high
churchmanship of English parishes of the late nineteenth century may be an adequate model.
Thus, Grahamstown Cathedral in the Cape Colony was very much a reflection of an urban
English parish church at the turn of the century, with a vibrant choral tradition (which did not
include daily choral services), a moderate ritualist stance, a hymn-singing (as opposed to
metrical psalmody) tradition, and a fairly conservative repertoire that represented mid-
nineteenth-century ideals.

Swilliam J. Gatens, Victorian Cathedral Music in Theory and in Practice (Cambridge: Cambridge University
Press, 2009), 15.

6 See “Cathedral Music Lists for May 1857,” Appendix 8 in Bernarr Rainbow, The Choral Revival in the
Anglican Church, 1839-1872 (Woodbridge, CT: Boydell Press, 2001), 329-43.

% Although it should be noted that in terms of ritual advances, some parish churches were at the forefront of
experimentation.

% The Anglican Church of South Africa became a voluntary association when it declared its financial and
juridical independence in 1870 (Davenport, “Settlement, Conquest, and Theological Controversy,” 59).

Yale Journal of Music & Religion Vol. 3, No. 1 (2017): 15-32



Appendix: Choral Repertoire of Grahamstown Cathedral in 1900

Anthems

A new heaven and a new earth (Gaul)
Arise, shine (Elvey)

Christ our passover (Goss)

Come unto me (Smith)

Enter not into judgment (Attwood)

From the rising of the sun (Ouseley)
Give peace (Callcott)

Holiest, breathe an evening blessing (?)
How lovely are the messengers (Stainer)
I am the Alpha and the Omega (Stainer)
I was glad (Elvey)

I will always give thanks (Calkin)

I will magnify thee (Goss)

Incline thine ear (Himme")

Leave us not (Stainer)

Let us go even unto Bethlehem (Hopkins)
Lord, we pray thee (Roberts)

My God, why hast thou forsaken me (Reynolds)
Now we are ambassadors (?)

O give thanks (Elvey)

O Lord, how manifold (Barnby)

O love the Lord (Sullivan)

O praise God (Welldon)

O taste and see (Sullivan)

O that I knew where [ might find him (Bennett)
Open me the gates of righteousness (Stainer)
Praise be the Lord daily (Ebdon)
Praised be the name of the Lord (Ebdon)
Sing praises to the Lord (Gounod)

Sweet is thy mercy (Barnby)

The foe behind, the deep before (Barnby)
The Lord is my strength (Smart)

The radiant morn (Woodward)

They have taken away my Lord (Stainer)
Turn thy face from my sins (Sullivan)

Yale Journal of Music & Religion Vol. 3, No. 1 (2017): 15-32



31

Evening Canticles

Adlam in F
Arnold in A
Burnett in A
Driffield in B-flat
Garrett in F

Goss in A
Maunder in C
Plainsong

Smart in G

Communion Services

Elvey in E

Hayne in G
Merbecke
Woodward in B-flat
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