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CHAPTER 1 

INTRODUCTION 

Purpose of the Study 

The first Canadian to compose a full - length opera 

and the first to compose a significant symphonic work, 

Healey Willan is Canada's most important composer. Willan 

is best known for a large amount of liturgical compositions 

that have provided service music for many churches with 

varying musical resources. The purpose of this study is to 

examine the choral style of Healey Willan as shown in his 

"Liturgical Motets." A secondary purpose is to present a 

historical portrait of Willan and his influence on Canadian 

composers. 

Need for the Study 

Although Healey Willan's musical contributions are 

well recognized in Canada, he is not an internationally 

well -known composer, except in the area of church music. 

Therefore, a need exists to examine his life and selected 

compositions and give attention to his historical 

significance. 
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Limitations of the Study 

Although other works will be mentioned, this study 

is limited to the following selected motets written between 

1926 and 1935: 

"I Beheld Her, Beautiful as a Dove" 
"O King All Glorious" 
"Preserve Us, O Lord" 
"Lo, In the Time Appointed" 
"Rise Up My Love, My Fair One" 
"Hodie, Christus natus est" 

Procedure and Organization of the Study 

Since a composer's style is often the composite 

result of his environment, education, and other associa- 

tions, the first portion of this study will focus on the 

life of Healey Willan. Influences on Willan's style and an 

overview of his compositions will be discussed. The second 

portion of the study will focus on general and specific 

musical characteristics of his Liturgical Motets. 
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CHAPTER 2 

BIOGRAPHY OF HEALEY WILLAN 

Irish by extraction, 
English by birth, 
Canadian by adoption, and 
Scotch by absorption. 

The above self -portrait of Healey Willan, Canadian composer, 

teacher, organist and choirmaster was amplified in a speech 

given by the composer to the Canadian Club in Toronto: 

Music has been something like three -quarters of a 
century my chief delight, my chosen profession, my 
relaxation and my hobby - -if I may add to the latter 
the comparatively harmless one of stamp collecting." 
Later he said, "In political circles the term "elder 
statesman" has a noble ring, but in art the terms 
'old fogey'...'venerable has been'...are more 
prevalent - -and perhaps more suitable. However, into 
whichever of the latter categories my old students 
place me, no one is happier to hear of their success 
than their one -time teacher and their very interes- 
ted friend....Music has been my chief delight, and, 
if at any time I have been able tolshare that 
delight with others, I am content. 

James Healey Willan was born in Balham, England, 

October 12, 1880. His parents were James Henry Burton 

1Godfrey Ridout, "Healey Willan," Canadian Music Journal 3:4, Spring 1959, pg.4. 
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Willan (a chemist) and Ellen Willan (formerly Healey).2 

Neither of his parents was particularly musical, although 

his mother played the piano "in a nice little refined way." 

The Willan family was Anglo- Catholic, a branch of 

the Church of England devoted to reinstating elements of 

Catholic faith in worship and practice. When Willan was two 

the family moved to Beckingham and attended the Church of 

St. George. Like many other Anglo- Catholic churches, St. 

George's had replaced the Anglican chant with plain chant.3 

During the first decade of Willan's life, the 

Tractarian movement was spreading and often brought 

hostility from those hostile to Anglo- Catholic practices. 

The family would often walk in fear to evening church 

services.4 However, the musical changes were to be 

important influences on Willan: a renewed interest in 

plainsong, the drama of the Anglo- Catholic service, and the 

sound of the organ. 

The music at St. George's so greatly influenced 

young Willan that his parents applied for his admission to a 

2 
Healey Willan Collection, National Library of Canada, Healey Willan's Birth 

Certificate. 

3Ridout, pg. 5. 

4 
Statement by Mary Willan Mason, daughter of Healey Willan, personal interview 

with Norman Johnson, Toronto, Ontario, Canada, July 26, 1977. 
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choir school. After the Education Act of 1870, Anglican 

choir schools provided an excellent education as well as 

strict and thorough training in music. 

On the basis of his ability to read music, he was 

accepted into the choir school at St. Saviour's Church 

(1889). He was elected to full choir member status in six 

months, instead of the customary one year's probation. At 

St. Saviour's, thirty to forty boys attended classes in 

English, Latin, mathematics, and history. Other activities 

included daily evensong, choir practices and private organ 

and theory lessons with Dr. Walter Sangster, organist and 

head of the school.5 

Dr. Sangster occasionally entrusted Willan with 

choir practices, but after some altercations with older 

classmates, Sangster created the position of "choir monitor" 

for Willan. "This kindly act of the headmaster" said 

Willan, "probably saved my life. "6 He was soon promoted to 

"book boy," which entailed preparing materials for 

rehearsal, then assistant librarian, and finally the 

prestigious post of "Doctor's Boy," which included being "on 

deck a quarter of an hour before any service he (Sangster) 

5 
Ridout, pg. 5. 

6William Edward Marwick, "The Sacred Choral Music of Healey Willan," (unpublished 

Ph.D. dissertation, Michigan State University, 1957), pg. 6. 
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ever played, go to the (hydraulic) organ, turn the water on, 

dust the keys, put the books on the desk and find every 

ruddy thing for him ! "7 

At fourteen or fifteen, Willan's voice changed, but 

because of his excellent record, he was allowed to stay an 

extra year at choir school. When he left St. Saviour's, Dr. 

Sangster said, "Well Willan, I shall miss you. You never 

had a great voice, y'know, but you never missed a lead. "8 

At age fifteen when Willan left St. Saviour's, he 

became ill and spent a year at home to regain his strength. 

His great love of counterpoint was strengthened by the many 

exercises he devised during this time, not only for study, 

but for recreation.9 

In 1896 Willan's family moved to the city of St. 

Alban's where Healey was hired for his first organist 

position at St. Saviour's. In 1903 he was appointed 

organist at St. John Baptist, Holland Park, in London where 

he studied organ with Stephenson Hoyte. One of his fellow 

students was Leopold Stokowski. 

7 
Ridout, pp.5-6. 

8 
Ridout, pg. 6. 

9 
Ridout, pg. 6. 
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At this point, Willan wanted to become a concert 

pianist and specialize in the music of Brahms. Because of 

her expertise in this area, he studied with Evelyn Howard - 

Jones; however, an arm injury directed Willan away from 

piano and toward the organ.1O 

Willan's enthusiasm for plainsong grew from his 

association with Francis Burgess, an organist, who had 

written books on the subject. Through this association, 

Willan became a member and later assistant conductor of the 

London Gregorian Association.11 

In 1905 Willan married Gladys Hall, a music student 

at the Royal Academy. Their marriage produced three sons 

and one daughter, and ended with Mrs. Willan's death in 

1964. Although he was well paid for an organist in London, 

Willan was unable to support his wife and family. His 

income was augmented by teaching and by proof- reading for 

Novello Publishing Co. 

In 1913 Dr. A. S. Vogt, Principal of the Toronto 

Conservatory, invited Willan to become head of the theory 

10Alec 
Wyton, "Reminiscences: Healey Willan in a Conversation with Alec Wyton," 

Music: The A.G.O. Magazine, 1:27, December 1967. 

11Giles 
Bryant, "Healey Willan," The New Grove Dictionary of Music and Musicians. 

1980. Vol. XX, pg. 428. 
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department at the Conservatory. Willan accepted the 

invitation and soon moved to Canada. His family followed a 

year later. Three weeks after his arrival, Willan was 

appointed organist at St. Paul's Anglican Church and, 

shortly thereafter, he was in demand as an organ recitalist 

and composer. 

In 1914 Willan began his duties as examiner and 

lecturer on the Music Faculty at the University of Toronto. 

These duties included examining for the Bachelor of Music 

degree, giving four lectures per year, and serving as 

University organist.12 In 1919 he was appointed music 

director of the Hart House Theater, a post he held until 

1925.13 

At St. Paul's, Willan became increasingly unhappy 

with the low church or "broad Anglican" aspect of the 

service. At the same time, Father Hiscocks, the vicar of 

St. Mary Magdalene and a personal friend of Willan, was 

seeking an organist. Hiscocks asked Willan to find a 

suitable person for this Anglo- Catholic Church. On October 

10, 1921, Willan resigned from St. Paul's and on October 12, 

12Ridout, 
pp. 8-9. 

13 
Bryant, pg. 428. 



9. 

his birthday, offered letter of resignation as a birthday 

present to himself. 

He told Father Hiscocks that he had found a man for 

St. Mary's and that he would bring him to dinner. He later 

arrived at Hiscocks' house -- alone. 

"Where is your friend ?" asked Hiscocks. 

"What friend ?" 

"The man you said could fill the job." 

do? "14 

"Don't be so damned snooty, ti said Willan, "won't I 

Father Hiscocks shared Willan's enthusiasm for the 

ancient forms of service and for plainsong. Together, they 

sketched out the services.15 

At this time the church choir consisted of men and 

boys who sat in the chancel. In the rear of the church, a 

high gallery formed the ceiling of the vestibule, but no 

convenient access was available. The area was destined to 

be used for a gallery choir. The two called a member of the 

church, an architect, and an immediate inspection ensued. 

The architect called a carpenter, and after climbing to the 

ceiling of the vestibule, an area in the ceiling was marked, 

14 

15 

Ridout, pg. 10. 

Ridout, pg. 10. 
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the carpenter sawed, and the roof fell in! The remainder of 

the evening dealt with less active and strenuous planning. 

Willan soon organized and trained a mixed choir from 

the conservatory, while work on the gallery proceeded. 

Although the boys in the original choir were released, the 

men were retained and introduced to plainsong. On Advent 

Sunday, 1921, the mass, gropers, canticles and office hymns 

were sung entirely to plainsong by the male chancel choir. 

The mixed gallery choir sang an a cappella motet in place of 

the customary solo. 

Willan was not only organist and choirmaster but 

also precentor, a title which gave him the final word on all 

music related concerns.16 Except for a few months, he held 

this position until his death.17 

The possibility of Willan resigning from St. Paul's 

in favor of St. Mary Magdalene seemed unlikely because of 

the excellent facilities and salary offered by St. Paul's. 

At the time St. Paul's was the highest paying orgainst 

position in Canada, whereas St. Mary Madgalene paid only a 

16George K. and Margaret Drynan, "Willan Career Interwoven with St. Mary's." 

Diapason, 51:8, October, 1960. 

17Ridout, pg. 10. 
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meager salary. Willan preferred the Anglo- Catholic rite, 

and St. Mary Magdalene was where he wanted to be.18 

The musical changes at St. Mary Magdalene soon began 

to attract the attention of the Toronto musical community, 

who came to hear plainsong performed by the chancel choir 

and Renaissance motets, particularly those by Tudor 

composers, sung by the gallery choir.'9 

Willan was appointed Vice -Principal of the 

Conservatory in 1920 and held that post until his dismissal 

in 1936, a direct result of the financial cutbacks caused by 

the Depression. Soon, Willan re- established his studio 

behind an art gallery where he continued to carry out his 

university duties.20 In 1934 he founded the Tudor Singers 

and conducted the group until it was disbanded in 1939.21 

In 1938 Willan was asked to return to the Faculty of 

Music as an Associate Professor. At this time the Universi- 

ty and the Conservatory were closely aligned. University 

18Statement by Charles Parker, student of Healey Willan and organist who performed 

may of Willan's organ works for the first time, personal interview with Norman Johnson, 

Toronto, Ontario, Canada, July 27, 1977. 

19Taped 
interview between Dr. Healey Willan and the Rev. Dr. Max Parker, tape 4, 

side 1 (tape on file in the Healey Willan Collection, National Library of Canada), taped 

between 1963 -1965. 

20Ridout, 
pg. 10. 

21 
Bryant, pg. 428. 
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students used the facilities at the Conservatory including 

practice rooms and the recital hall, while Conservatory 

students could attend lectures at the University. Willan 

had not forgotten the embarrassment of being dismissed from 

the Conservatory and accepted the position with the 

understanding that he would not be officially connected with 

the Conservatory. This and other details were arranged, and 

in the fall of 1938, Willan resumed his work at the 

University of Toronto where he taught counterpoint and fugue 

until his retirement in 1950 and continued with his 

responsibilities as university organist until 1964. 

In 1951 Willan organized the Gregorian Association 

(Toronto) and trained men to sing the Anglican service in 

plainsong. This organization was instrumental in educating 

the churches throughout Ontario in plainsong.22 

What Willan regarded as the peak of recognition as a 

composer came in 1952 when he was asked to write one of the 

homage anthems for the coronation of Queen Elizabeth II23 

( "O Lord, Our Governor ")24. In 1956 he was awarded a 

Lambeth doctorate from the Archbishop of Canterbury, the 

22Marwick, 
pg. 30. 

23 
Drynan, Drynan, pg . 9. 

24 
Bryant, pg. 428. 



13. 

highest honor an Anglican organist can receive.25 Willan 

also held honorary doctorates from four universities and in 

1963 was made a Fellow of the Royal School of Music.26 

For many years before his death, Willan was bothered 

by cataracts, and by 1967, increasing blindness became a 

great burden. Since the organ at St. Mary's was located in 

the gallery with the mixed choir and the men's choir in the 

chancel, the only means of communication between the console 

and the chancel choir was by organ cues and visual observa- 

tion. For many months Willan relied on his memory and sense 

of timing to compensate for failing eyesight. Even the 

elaborate services, including processionals, moved with the 

usual precision and grace. 

The last great service for which he prepared his 

choirs was the Mass of All Souls, November 2, 1967. 

Following the last rehearsal of the Casciolini Requiem Mass, 

Willan offered his choir a rare compliment: "Now you have 

it all practiced up for my funeral, and I hope you sing it 

as well. If you don't I will sit up in my coffin and 

conduct you. "27 

25 
Drynan, pg. 9. 

26 
Bryant, pg. 428. 

27 George and Margaret Drynan, "Healey Willan: His Last Days," Diapason, 59:3, 

April, 1968. 



14. 

At this time Willan knew he would be going to the 

hospital for surgery, but he did not know how soon. On 

November 16, the operation took place, and one eye was 

operated on successfully. During his recovery, choir 

rehearsals were handled by choir members, and for weeks the 

organ played only hymns and cues. 

Willan returned from the hospital but soon had to 

return for internal tests. He was allowed to go home for 

Christmas and surprised his choir by appearing at the 

midnight mass. An account of his return was noted by George 

and Margaret Drynan: 

At first we were greatly concerned for him 
as he appeared tired and ill. We knew that he 
would have to accompany the entire intricate 
service from memory. But from the first chords 
on the organ, we knew that the decisive mastery 
was there. At the beginning he conducted the 
gallery choir from the organ bench. Then, as 
the service progressed, he seemed to gain 
strength. He rose and conducted the usual 
motet, his Haec Dies, with his old vigour. The 
accompaniment of the long processional to the 
crib, with improvised interludes, was played 
with the vigour and richness of years ago, and 
his final improvisation at the end of the 
service was so magnificent that it reduced many 
listens to 
tears. 

28 
Drynan, "Healey Willan: His Last Days," 59:3, April, 1968. 
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The week following Christmas, Willan had two major 

operations. He returned home February 10 and died 

peacefully February 16. 

His funeral was held February 19 at St. Mary 

Magdalene, and his choirs, remembering his remark after the 

All Soul's rehearsal, asked permission to sing the 

Casciolini Requiem. They also sang his motet, "O King to 

Whom All Things Do Live," and, at the end of the mass, the 

Russian Contakion of the Departed.29 

Influences 

Many of Willan's musical influences occurred in 

England. In addition to his teachers, Dr. Sangster and Dr. 

Hoyte, Willan was greatly influenced by Sir Richard Terry. 

From 1901 to 1924, Terry was organist and choirmaster at 

Westminster Cathedral in London. His major emphasis was the 

music written for the Latin ritual by early English 

composers such as Byrd, Tye, Tallis and Morley.30 

Plainchant was also used. Willan was impressed with Terry 

29Drynan, 
"Healey Willan: His Last Days," Diapason, 59:3, April, 1968. 

30J. A. Fuller Maitland, "Sir Richard Terry." New Grove Dictionary of Music and 

Musicians, Vol XVIII, 1980. 



16. 

and soon began studying the works he heard under Terry's 

direction.31 

Willan's early acquaintance with Francis Burgess 

piqued his interest in plainsong melody, modality and long 

melismas. His interest in plainsong was strengthened 

through his association with the London Gregorian 

Association, by the formation of the Gregorian Association 

of Canada in 1953, and by the publication of the Canadian 

Psalter (plainsong edition) in 1963. The high- church 

musical tradition established by Willan at St. Mary's was 

based on the use of plainsong and Renaissance music.32 

The contrapuntal style and rhythmic freedom of the 

Tudor composers and the color and expressive compositional 

style of contemporaries such as Stanford, Parry, Brahms, 

Wagner, and Elgar all influenced and helped develop Willan's 

personal style. 

Willan's Arrival to Canada 

During a growing conscience of nationhood, Healey 

Willan arrived in Canada (1913). The Confederation of the 

Canadian Provinces was established in 1867 with Nova Scotia, 

31Marwick, 
pg. 10. 

32Bryant, 
pg. 428. 



17. 

New Brunswick, Quebec and Ontario. By 1918 five more 

provinces were added, and not until World War I did Canada 

gain complete independence from Great Britain.33 At this 

time of clearing land and building homes, no wealthy patrons 

of music existed. Not only did a lack of musical training 

facilities prevail, but also few opportunities to hear good 

music. 

During this Canadian pioneer era, an artistic career 

was the object of suspicion and hostility. Music was 

considered an accomplishment of young ladies who played the 

piano; the musician was regarded as "Bohemian and morally 

loose. "34 Hostility was based on religious grounds by those 

congregations that objected to the introduction of instru- 

ments into the church service. The violin, for example, was 

considered "an instrument of the devil. "35 The musicians 

had to work not only to raise the level of musical taste, 

but also to change these attitudes. 

33Clifford 
Ford, Canada's Music: An Historical Survey, 1952, pg. 52. 

34 
Ernest MacMillan, Music in Canada. 1955, pp. 16 -18. 

35MacMillan, 
pp. 16-18. 
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Willan's Influence as a Composer 

Although during the colonial period no distinctive 

Canadian style of composition existed, three distinct 

classifications could be discerned: those styles derived 

from French, from British, and from other traditions. The 

latter group may be divided into two categories: 

Neo- Canadians who followed traditional styles from their 

European homeland and those who employed the more 

progressive techniques such as Schoenberg's twelve -tone 

style or Stravinsky's neo- classical ideas. Willan soon 

became a leader of the English choral tradition prevalent in 

Canada,3ó 

Before Willan's appointment to St. Mary's, his 

compositional style was described as "ripe Romanticism. 

Examples of this style would include the unaccompanied 

choral work, "An Apostrophe to the Heavenly Hosts" (1921), 

and his most outstanding organ work, "Introduction, 

Passacaglia and Fugue" (1916). After his appointment to St. 

37 

Mary's, Willan simplified his sacred choral music by 

combining Renaissance polyphony and plainsong.38 

36MacMillan, pp. 58-59. 

37MacMillan, 
pp. 58-59. 

38Ford, 
pg. 151. 
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Willan was a product of the lifestyle and musical 

taste of late 19th century England where Romantic ideals 

prevailed; his secular and instrumental works reflect this 

Romanticism. He showed no tendency to experiment with 

contemporary compositional styles and once said of his 

musical preferences: 

My musical delights now consist of plainchant, a 
cappella singing, Wagnerian opera with an orchestra 
of 120, a symphony orchestra capable of performing 
the classics, and all the rest can go to blazes. I 

regard very much of modern music as "false ways" 
and, as David sings sci9eloquently, and all false 
ways I utterly abhor. 

Willan's Influence as a Teacher 

Willan's musical taste is also reflected in his 

teaching philosophy: 

I must confess I don't like the way tradition is 
being swept aside. Real growth is a matter of 
evolution. Now we tend to tear down what already 
exists, rather than building on it. The result is 
the disappearance of beautiful things, which are 
replaced by the utilitarian. The trend of the day 
seems to be contentment with that which is not 
beautiful. 

Perhaps the basic problem lies with the tea- 
chers. The object of the teacher is to give the 
student a very sound foundation and then help him 

39Healey 
Willan Collection, National Library of Canada, letter to Ed Northrup from 

Healey Willan, July 6, 1964. 
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grow out of it. I was shocked recently to learn 
they had given up the teaching of strict counter- 
point. Counterpoint is the logic of music. This 
tommyrot about teaching free counterpoint is merely 
the encouragement of the eccentric. 

Before 1950 many Canadian composers studied with 

Willan. According to former student Godfrey Ridout, Wil- 

lan's goal was to teach technique. He was not strict with 

academic rules; if it sounded right to the student, then it 

was right. He would suggest improvements in their harmony 

and melody, but would not change them. Willan deplored bad 

counterpoint and believed that to achieve a good bass line, 

students should master two -part counterpoint.41 

Another student, William Edward Marwick, stated: 

Dr. Willan's influence on other musicians in 
Canada ranges from an almost complete discipleship 
to reaction against his ideals. His personal 
relations with all Canadian composers were warm and 
friendly, even when they were worlds apart, as was 
the case with serial composer John Weinzweig. 
Others were so deeply influenced that their music 
seems to be a copy of Willan himself. But all of 
the composers in English Canada were influenced by 
his demand for good clean work and the discipline of 
writing in traditional styles, especially in 
contrapuntal music. Once they had acquired the 
mastery of writing music in the traditional way, 
they were encouraged and aided in their own 

40John 
Kragland, "There's No Music 'til the Errand Boys Learn to Whistle," Globe 

Magazine, December 23, 1966, pg. 11. 

41Ridout, 
pg. 12. 
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thinking,4gven if their ideas were not akin to 
Willan's. 

Willan's Influence as Choir Director 

In addition to providing music for worship services, 

Willan's choir at St. Mary's gave concerts throughout 

Toronto, various cities in Canada and the United States. 

After a 1946 performance at the Town hall in New York City, 

a critic wrote, "This choir, without a doubt has no peer in 

ecclesiastical music today."43 

Choir members were not paid nor were they required 

to be members of the Anglican Church. A rector told Willan 

that he did not like having non -Anglicans singing in the 

choir. Willan replied that he had brought these people to 

the church and the rest was up to the rector.44 

What Willan required was a firm commitment of time 

and talent from his singers. Perfect attendance at 

rehearsals and services was mandatory. Willan demanded hard 

work in the musical perfection of the service and his 

42Marwick, 
pg. 192. 

43Drynan, 
"Willan Career Interwoven at St. Mary's," pg. 8. 

44Norman 
Gary Johnson, Healey Willan (1880 -1968) His Life and Influences Important 

to His Music (unpublished Ph.D. dissertation, Southern Baptist Theological Seminary, 

1979), pg. 146. 
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singers either strived to meet his standards or left 

voluntarily. 

Willan believed that singing was "words ornamented 

by music" and insisted on clear diction so the text could be 

easily understood.45 He also taught his choir members a 

sense of style for different musical periods. 

In rehearsal Willan gave the choir little to achieve 

their musical goals. Even when a passage was repeated 

several times, it would be up to the singers to correct the 

problems, and Willan would tell them when it was correct. 

He rarely used a definite beat...the choir was cued by a 

raised hand or a special type of motion or glance. Pressure 

was his way of conducting; he wanted the choir to feel the 

musical quality of the beat.46 

Rehearsals for the chancel and gallery choir were 

Friday evenings. At 6:30 the chancel choir rehearsed the 

plainsong. There was a break at 8:00 as the gallery choir 

arrived, and at 8:15 the two choirs carefully rehearsed the 

hymns and any part of the service involving both choirs. 

The chancel choir was then dismissed and the gallery choir 

45Drynan, 
Willan Career, pp. 8 -9. 

46 
Statement by George Drynan, choir member at St. Mary Magdalene for many years, 

member of the Tudor Singers, close friend of Willan, author of several magazine articles 

about him and his music, interview with Norman Johnson, Oshawa, Ontario, Canada, July 28, 

1977. 
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proceeded with their rehearsal.47 The size of the gallery 

choir varied from fourteen to twenty and the chancel or 

ritual choir had six to eight.48 

Through Willan's liturgical and concert performances 

of Renaissance music at St. Mary's and the Tudor singers, a 

large quantity of this music was introduced to Canada, where 

his choir's style was often emulated. In the United States 

his influence had also been manifest through the use of his 

music, his appearances as performer and lecturer, and 

performances by his choir. 

Choral and Instrumental Music 

Healey Willan was a prolific composer who wrote for 

many performance media. The Healey Willan Catalogue and its 

supplement, compiled by Giles Bryant, include 803 indexed 

titles including his original compositions and arrangements. 

Since the listings often include groups of compositions such 

as "Ten Hymn Preludes," the total number is in excess of 

900. 

47Statement 
by Don Harmer, student of Willan, member of the Tudor Singers, choir 

member at St. Mary Magdalene Church for over thirty years, and a close friend of Willan, 

interview with Norman Johnson, Toronto, Ontario, Canada, July 27, 1977. 

48 
Drynan, Career Interwoven, pg. 8. 
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Included in this list of compositions are thirty 

works for orchestra and band, forty -two dramatic works which 

include three operas and incidental music for the Hart House 

Theater. His piano and organ works number 120, and his 

chamber music, written mostly for strings and piano, total 

thirty. The bulk of his compositions is sacred choral 

music. Including motets, hymns, anthems, canticles, carols 

and Missa Brevis settings, 371 compositions are listed. 

One of his compositions, Deidre, was the first 

full - length opera written by a Canadian composer. The 

Canadian Broadcasting Corporation commissioned Willan to 

write Deidre, and it was first performed on the radio April 

20, 1946. After revisions, Deidre had its first stage and 

public performance April 2, 1965 at the University of 

Toronto.49 In 1966 the Canadian Opera Company produced 

Deidre, the company's first production of a Canadian opera. 

Giles Bryant stated: 

It is probably a little too oppressed with 
Celtic gloom and musically too close to previous 
operatic composers to be a widely popular work, but 
it has made a strong appeal to the audiences that 
have heard it and it marks5a milestone in the 
history of Canadian music. 

49 
Giles Bryant, Healey Willan Catalogue, 1972 (supplement 1982), pg. 34. 

50Giles 
Bryant, "Healey Willan," Contemporary Canadian Composers, pg. 240. 
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Willan wrote his famous organ work, "Introduction, 

Passacaglia and Fugue" as the result of a taunt. After 

hearing the Max Reger "Passacaglia" at a University of 

Toronto organ recital, a friend remarked to Willan that such 

a work could have been conceived only by a German 

philosophical mind. His reply was "To Hell with it!" By 

the time Willan arrived home, he had worked out a theme; 

each weekend while riding the trolley between Toronto and 

his summer cottage in Jackson's Point, Willan wrote two 

variations.51 The eighteen minute composition was first 

performed by Willan on November 30, 1916 at St. Paul's 

Church.52 

Another of Willan's major works, "An Apostrophe to 

the Heavenly Hosts" was written on commission for the 

Mendelssohn choir in 1921. Dr. Herbert Fricker, director of 

the choir, asked Willan to compose a large choral work to be 

sent to Dr. Fricker and the publishing company in London by 

mid -August. In June, while Willan was busy grading 

examination papers, he received a cable from Dr. Fricker 

saying the printer had to advance the publication date by a 

month. Willan panicked, locked his studio, told the 

51Ridout, pg. 9. 

52 
Bryant, Healey Willan Catalogue, pg. 55. 
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registrar he would be gone for three days, and went home to 

begin work. At first no ideas came to him, then he thought 

how he would like to hear the words in Toronto's Massey 

Hall. The rest was easy, and the final copy arrived in 

London in time for the deadline.53 

"An Apostrophe to the Heavenly Hosts" is 

unaccompanied and written for two SATB choirs and two mystic 

choirs, SATB and AAT. The text was compiled from the Easter 

Liturgies by Reverend Hiscocks and Dixon Wagner. Also 

included is a verse of "Ye Watchers and Ye Holy Ones" by 

Athelstan Riley.54 

53 

54 

Ridout, pp. 9-10. 

Bryant, Healey Willan Catalogue, pp. 109 -110. 
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CHAPTER 3 

LITURGICAL MOTETS 

General and Specific Characteristics of Style 

Healey Willan's compositional career may be divided 

into three periods: (1) his early years, up to 1921, in 

which he composed part songs, organ works, settings of the 

Anglican Liturgy and anthems with organ accompaniment, (2) 

his middle years, 1921 -1935, which witnessed Missa Brevis 

settings, canticle settings, and liturgical motets written 

for his choir at St. Mary Magdalene, and (3) his later years 

which were devoted to large scale works, organ compositions, 

and a series of simpler anthems and motets. 

From 1924 to 1937, Willan wrote two sets of SATB a 

cappella motets. The first was a set of six composed in 

1924. Of the second set, a group of eleven, composed 

between 1928 and 1937, the first seven were published by 

Oxford University Press and the final four were published by 

Carl Fischer. Correspondence between Willan and the Oxford 

publishing company resulted in the idea of placing all the 

motets in the hands of one publisher; however, the 
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copyrights remain divided.55 

The texts for a majority of these motets were taken 

from early liturgical services. Willan took great care in 

setting the texts in a natural declamation reminiscent of 

plainsong and combined them with a Renaissance -like 

polyphony. As in chant, each vocal line moves stepwise or 

by smaller intervals and is contained within a fairly 

limited range, usually on the staff. As in music of the 

Renaissance, vocal parts are of equal melodic interest. 

The harmony is at times pan -diatonic, while at other 

times assumes modal characteristics. The music frequently 

modulates down a third from the tonic key; the chord 

progressions also move in this manner. In these motets 

Willan utilizes very simple harmony: major and minor 

chords, inverted chords and seventh chords. Each motet is 

sectionalized by text; sections and phrases within sections 

rarely begin and end on the same chord or tonal center. 

Picardy thirds are frequently- employed cadences. 

The polyphonic texture of these motets is basically 

four parts, perhaps to accommodate the smaller choir at St. 

55Letter 
to J. Edmund Hughes from Susan Brailove, Manager, Music Department, 

Oxford University Press, October 9, 1985. 
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Mary's, and frequent texture variation occurs within the 

four -part structure. Seven motets employ no meter signa- 

ture; the number of beats per measure changes when necessary 

to accommodate the text. 

Of these motets Willan stated: 

They were all written as in fact nearly everything 
was for use at St. Mary Magdalene Church, and I had 
no thoughts of them being done anywhere else. I 

didn't think about it. T igy took up just about the 
amount of time we needed. 

I Beheld Her, Beautiful as a Dove (1928) 

The text is taken from Responsories from an Office 

of Our Lady (Eighth Century) and is to be sung for Feasts of 

Our Lady. 

Section A (measures 1 -14) is mostly a 3 -part texture 

with the soprano entering with a chant -like melody featuring 

a melismatic, text -painted treatment of the word "rising." 

The altos and tenors accompany the soprano line with a duet 

harmonized in sixths. This 3 -part section cadences on 

"waterbrooks ", using a Landini cadence (with an added 3rd). 

The basses enter on the final phrase of this section singing 

the first four notes of the opening soprano line a fourth 

below the original pitch. This modal -like section has a 

tonal center of "E" and comes to a cadence on a iii (G# 

56Willan 
/Parker Interview (Tape 1, side 2) 
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minor) chord. The soprano melisma, natural declamation of 

the text, the duetting, and a 3rd relation cadence are 

common for Willan (Fig. 1). 

OXFORD UNIVERSITY PRESS. INC. 
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Figure 1. Healey Willan, "I Beheld Her, Beautiful 
as a Dove" 
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Section B (measures 15-20), in E major, features 

continuous soprano -alto and tenor -bass duets, ending with a 

v -I cadence, rare for Willan in an inner section of these 

motets (Fig. 2). 
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Figure 2. Willan, "I Beheld Her, Beautiful as a 
Dove" 

Section C (measures 21 -28) The key shifts to C# 

natural minor, the relative minor of the previous section. 
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The duetting of parts continues, but this time with the 

soprano -tenor and the alto -bass. The cadence is i -v. The 

closing section returns to E major and is basically a repeat 

of measures 15 -20. The last three words "of the valley" are 

lengthened from their original form and come to a close with 

a V -I cadence (Fig. 3). 
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Willan's use of third relationships is prevalent as 

seen in the sectional changes. This ABCB structure is 

uncommon to the through composed form utilized in most of 

these motets. 

O King All Glorious (1928) (For Saint's Days and 

General Use) 

Willan uses a picardy or raised third at cadences as 

shown in these sections of "O King All Glorious" (Fig. 4). 
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Figure 4. Willan, "0 King All Glorious" 

Rarely in these motets are tenor and soprano notes 

found above the staff. "G" is a comparatively high note, 

and Willan employs it in the soprano line to highlight the 

word "King" (Fig. 5). 
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Figure 5. Willan, "O King All Glorious" 

Preserve Us, O Lord (1928) (For Evening) 

The first page illustrates some common and uncommon 

characteristics of these motets: non -metrical, chant -like 
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melody, frequent duetting, cadences using picardy thirds, 

subtonic chords, and fermatas between sections. His usually 

smooth voice leading is momentarily interrupted by an 

augmented triad sung by the altos in measures 8 -9 (Fig. 6). 
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Figure 6. Willan, "Preserve Us, O Lord" 
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Lo, in the Time Appointed (1929) (For Advent) 

Willan's expertise in counterpoint manifests itself 

throughout this motet. Unlike a majority of the liturgical 

motets, Lo, in the Time Appointed is metered; the key is 

centered around Eb major and Bb major. As in the other 

motets in this set, melodic interest, as opposed to a 

harmonic accompaniment is the norm for all parts. 

After the soprano entrance, each successive voice 

(alto, tenor, bass) enters in an imitative fashion at the 

fifth. Notice the long melisma on the syllable "point" of 

"appointed" (Fig. 7). 
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From a Sarum Antiphon 
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Figure 7. Willan, "Lo, In the Time Appointed" 

The strength of the text is clarified with the rhythmic 

unison on "for the Lord God shall come into his everlasting 
2 

Kingdom." The cadence features the sopranos singing a G on 

the syllable "King" and a third progression, iii to V, 

cadence (Fig. 8). 
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Figure 8. Willan, "Lo, in the Time Appointed" 

The music closes with a strong V -I cadence in the tonic key 

(Fig. 9). 
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Figure 9. Willan, "Lo, in the Time Appointed" 

Rise Up, My Love (1929) (For Easter or Feasts of Our 
Lady) 

Willan's use of inverted chords and seventh chords 

gives Rise Up, My Love a lightness in quality and a 

vagueness of tonal center. Written in Db major, the motet 

begins and ends on the tonic, but the tonal center is not 

firmly established otherwise (Fig. 10). 
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Figure 10. Willan, "Rise Up, My Love" 

6 

Even the final cadence is a weak ii4 to I using simultaneous 
2 

4 -3 and 6 -5 suspensions (Fig. 11). 
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Figure 11. Willan, "Rise Up, My Love" 

This is the only other motet in this set to repeat the first 

section of text and music, creating an A B A form. 

Hodie Christus natus est (1935) (For Christmas) 
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The text derives from a Christmas antiphon and is 

the only motet written in Latin. The first page cadences 

ii -I (C minor - Bb Major) (Fig. 12). 
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The second page, harmonically similar, cadences on a major 

VI chord, which leads to the next section in "G" major (Fig. 

13). 
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Willan occasionally breaks away from the four -part texture 

he employed consistently in his earlier motets. On page 

three, the second soprano and alto sing the word "Hodie" 
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below the first soprano sostenuto. The tenors enter on a 

cantus - firmus style melody as do the basses four measures 

later. Another 3rd relationship modulation occurs as the 

basses enter and the tonal center shifts to "B" major (Fig. 

14). 
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Figure 14. Willan, Hodie, Christus natus est" 

For the transition back to Bb, Willan uses an uncharacteris- 

tic amount of chromaticism and cross relations (Fig. 15). 
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Figure 15. Willan, "Hodie, Christus natus est" 

The parallel organum treatment of "Gloria in excelsis Deo" 

adds an archaic flavor to the text setting; the alto, 

D- natural firmly establishes Bb major at the bottom of page 

5. Willan continues his use of third related chords with a 

major chord on the flatted sixth degree of the scale at the 

peak of the phrase (measures 49, 52 and 55)(Fig. 16). 
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Figure 16. Willan, "Hodie, Christus natus est" 

The alleluia section is highly contrapuntal and is 

highlighted by chain suspensions at the cadence (Fig. 17). 
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Figure 17. Willan, "Hodie, Christus natus est" 
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Comparison to Selected Sacred Choral Music 
Written by Dr. Willan 

A majority of Healey Willan's Liturgical Motets were 

written for his church choir at St. Mary Magdalenes, and for 

specific seasons of the church year. Composing for a choir 

of 14 -20 singers, Willan was conservative in terms of voice 

range, voice leading, divisi, dynamic range and harmonic 

structure. The Liturgical Motets were written to meet 

specific liturgical needs and texts and a time relationship 

to the rest of the service. Willan's goal was to integrate 

and balance the rite, the ceremony, and the music. In 

writing for his particular situation, Willan composed motets 

that would be practical. 

In Willan's other sacred choral music, the use of 

music -text relationship, smooth vocal lines, and harmonic 

sonorities similar to his motets and Missa Brevis settings 

is maintained; however, he does expand the number of vocal 

parts, their ranges and the dynamic level. 

A work previously mentioned, "An Apostrophe to the 

Heavenly Hosts," was written for the Mendelssohn Choir of 

Toronto and scored for two SATB choirs and two mystic choirs 

(SATB and AAT). The dynamics range from pianississimo (Fig. 

18) to fortitissimo (Fig. 19). Vocal ranges are increased 

above and below the staff (Figs. 19 and 20), and divisi 

occur within the double chorus texture (Fig. 21). 
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Figure 18. Willan, "An Apostrophe to the Heavenly 
Hosts" 
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Figure 21. Willan, "An Apostrophe to the Heavenly 
Hosts" 

"Festival Te Deum" (originally titled "Te Deum 

Laudamus ") was completed in 1937 and revised in 1963. The 

original setting featured orchestral accompaniment; the 

revised version includes organ accompaniment. Written for 

SSAATTBB chorus, Festival Te Deum is voiced in an extensive 



double chorus texture. Willan employs more chromatics than 

the previously discussed works, and the organ accompaniment 

adds richness to the thick texture of the vocal parts (Fig. 

22). 
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Willan remains consistent in his careful treatment 

of the words (Fig. 23), use of melismas (Fig. 24), and 

variety of textures (Figs. 25, 26 and 27). 
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Figure 23. Willan, "Festival Te Deum" 
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Figure 27. Willan, "Festival Te Deum" 

There is an expansion of range (Figure 28), dynamics 

and vocal parts (Fig. 29). 



60. 

2 

Lord. All the earth doth wor -ship Thee, the Fa - ther ev - er - 

l.ord. All the earth loth wor -ship ec, the Fa - ther ev - er - 

Lord. All the earth loth wor -ship Thee, the Fa - ther ev - er - 

Lord. 

' 

All the earth cloth 

=:., 
- 

wor -ship Thee, 

_ 1.-.. 

the Fa - ther ev - er - 

ß1i_ - ,.. -_. :r. 
D 
s .ß--7i - _:6 l_.:: -= 

1 

,.- -4 r ß.lÌ .Vi 

4a 

m 

q r 

d 

last - ing. To Thee all An - - - - gels cry a- loud, the : ; = tea: .& 

a 

-- 
last - ing. Tu Thee all An - . - gels cry a -loud, the 

last - ing. To Thee all An gels cry a- loud, the 

last - ing. 

J-' a 

the 

- 1 m 
a .. . í= tr..... 

Ì 

a 

Figure 28. Willan, "Festival Te Deum" 



Ch 
1 

ß! 
rit. JG/ 

y cresc. 

5 

s. 
= 

e_.a - ,a. :`_ =- = _- á s c s=: = 
ly. Lord God of Sa - ba - oth 

rit. erne. .W 
i %:ss:,r ;¡. .I.aaaf-- t! .I+atl.I 

- - ly, lord God of Sa - ha - oth 
y/ ff rrtic. 

. 
rit. -- 

MP =I sssì= :sa==;i i ar... M = s_a-s_aaa. .w 

- - ly. LordGod of Sa - ba - oth 

rit. z erne. r - A T 
: :_' 'C;..3 _ . . s_asssar 3'.... OZ ' 

- - ly, Lr,rd God of Sa - ba - oth; 

rit. r if cresc. W 
. S = ..... ,..-s_1...= Q' av: = Sz i. `.= 

Ho - - - - - ly, Lórd God of Sa - ba-oth; 

t rit. ff cresc. fa' =-;:=_. é= Wil' ;_,::: -. Il----- 
Ho - - - - - ly. Lord God of Sa - ba-oth; 

rit. \ ff erasc. .GC/ ial-J___ / : _ maw -s- -- .; = :r :c=ä ='c 

Ho - - - - ly, Lord ('God of Sa - ba - oth; 

rit. y .,W 
.C/ erase . i' ._.a: ris, sa t I. ta as_.aa,a r - ;s._ _ =S;z 

Ho - - - - - ly, Lord God of Sa - ba-oth; 

El _ J .. 
M . - 

lNt± 
: f lf iE.BE =.ws --- 

iff 
e 

. -- V J 
_ 

as. _ _'.= 
-r I r 

Figure 29. Willan, "Festival Te Deum" 
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Portions of "The Three Kings" (1928) illustrate 

Willan's awareness of the importance of contrasting 

textures. Written for SSATBB unaccompanied chorus, the men 

and women sing alternate sections until they join forces for 
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the ff -fff climax (Figs. 30, 31, 32 and 33). 
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Figure 30. Willan, "The Three Kings" 
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Willan stated, "If singing were just music there 

would be no point in using human voices. Singing is words, 

ornamented by music. "57 Willan demanded good diction and 

proper inflection from his choirs; likewise his compositions 

demonstrate his skill in setting a text so that these goals 

could be easily attained. Even his more elaborate and 

extended works contain florid vocal lines that are easily 

performed. 

57Drynan, Career Interwoven, pg. 8. 
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CHAPTER 4 

SUMMARY 

Healey Willan was a practical composer who wrote for 

many performance media. A 19th- century romanticist whose 

compositions were inclined to draw inspiration from the 

models of the past, Willan's compositional strength was 

displayed in his short motets and Missa Brevis settings 

where his appreciation for chant, Renaissance motets and his 

contemporary English composers was manifested. His 

instrumental works utilized chromaticism, thick texture and 

the romantic emphasis on color and expressiveness. 

Contemporary musicians may call his music old -fashioned; he 

openly stated he had no regard for the modern music of his 

time, but his music is expressive, solidly constructed and 

accessible. 

Willan was a major influence in Canadian music 

history. His influence as a teacher continues today through 

Willan's former students, many of whom are now teachers. 

His compositions and arrangements, which include the 

Canadian National Anthem, are continuing examples of his 

skill and versatility. Willan's influence as a choir 

director came not only from his high performance standards, 
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but also from his choice of literature, which brought the 

music of the Tudor composers to Canada. 

It seems appropriate to the writer that this study 

of Canada's most important composer close with a final 

glimpse of Healey Willan the man. His sense of humor can be 

seen in the words of a long time friend who said: 

Willan disliked the following things: a wobble 
in a woman's voice, electronic organs, Anglican 
chant, and most committees. He insisted that the 
best committee consists of two persons... with one 
absent." 

That humor carried over into his ability to keep 

both his music and his life in perspective. He once 

said, "If I can leave behind me some music which is good, and 

if I can be held in memory for a while by a few good 

friends, I shall turn up my toes happily and willingly when 

the time comes."59 

58Statement by Albert Mahon, cantor at St. Mary Magdalene Church for twenty -nine 

years and a friend of Healey Willan, personal interview with Norman Johnson, Toronto, 
Ontario, Canada, July 29, 1977. 

59Healey 
Willan Collection, National Library of Canada, clipping from the 

Telegram, May 5, 1966. 
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