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HE: Nomination of Carolyn Kindley's Dissertation for the Distinguished 
Dissertation Award 

Earlier, I submitted Carolyn Kindley's dissertation to you as a possible 
nominee for Ball State's Distinguished Dissertation Award with great enthusiasm 
and genuine oonviction about its high quality. Now, I am happy to write the 
Committee strongly supporting ·Miriam's Timbrel: A Reflection of the Music of 
Wesleyan Methodism in America, 1843-1899ft as a worthy recipient of this honor. 

The topic itself reflects areas of ourrent research activity: American music 
and nineteenth-century music. The Sonneck Society, originally a small fledg
ling group interested in ·American music and music in America,· has become in 
ten years a respected society with its refereed scholarly journal, awards, fine 
conventions and support activities. A return to romanticism in the arts of the 
past fifteen years is reflected in such publications as Nineteenth-Century 
~ and a great number of fine artioles, books and dissertations on topics 
from that era. Mrs. Kindley'S dissertation obviously touches American nine
teenth-century music. Additional evidence of its application to the present is 
supplied by the Wesleyan's support of abolition of slavery and women's rights. 
The history of the denomination and texts of its hymns should be included in 
Black and Women's Studies. 

Mrs. Kindley's research is a model: using prime sources, following leads 
wherever they go, questioning, finding answers when they exist. Her relentless 
attention to detail, her excellent ability to organize and synthesize, and her 
fine writing skills made it an exceptional pleasure to serve as her disserta
tion chair. The result is a thorough, well documented, interesting study of an 
important, but virtually unknown topic, a dissertation which serves musicians, 
social historians, and theologians alike. 

Mrs. Kindley has submitted the volume to the Wesley Press in Marion (The 
company serves a broad market and subject area; in spite of the name, it is not 
solely a church publishing house.) She will contribute a session at the 
Christian Education and Music Conference of the Wesleyan Church (nationwide) in 
Ootober, 1986, and has submitted a paper for presentation at the Wesleyan 
Theological Society (anyone interested in Wesley, with a large number of 
denominations represented) next February-March. Her lecture/publication 
possibilities are only beginning. 

I urge the Committee to consider carefully ftMiriam's Timbrel ft by Carolyn 
Kindley for the 1986 Distinguished Dissertation Award. 
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John E. Worthen 
President 

Apri 1 15, 1986 

Distinguished Dissertation Award Committee 

Gentlemen: 

I have had the pleasure of serving on many dissertation corrmittees at 
Ball State and other universities. There is absolutely no question
in my mind but that Carolyn Kindley's dissertation is one of the finest 
I have had the opportunity to review. Frankly, this was expected in 
view of her experience and distinguished record of success. Her 
dissertation shows not only her maturity but the depth of research 
undertaken by Mrs. Kindley. Her dissertation required investigative 
skills and a thoroughness which she was able to accomplish. Although 
I do not claim an expert knowledge of music, it was obvious to me 
during committee deliberations that her dissertation reflects an 
analysis which would not normally be expected of a doctoral candidate. 

I recommend Carolyn Kindley·s dissertation for the Distinguished
 
Dissertation Award without hesitation or reservation.
 

Sincerely yours, 

~ /
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e-- Richard McKee 
Assistant to President 
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Dr. Kirby Koriath
 
School of Music
 
Campus
 

Dear Kirby: 

I write in support of the nomination of Carolyn Kindley's 
dissertation, "Miriam's Timbrel: A Reflection of the Music 
of Wesleyan Methodism in America, 1843-1899," for the 1986 
Distinguished Dissertation Award at Ball State. 

As a member of her doctoral committee, I have read the work 
very carefully and know it to be one of high quality. What 
she has done is to start with a body of music which is very 
difficult to describe and discuss it as an entity and in 
the context of 19th-century Wesleyan Methodism. I particularly 
like the way she avoids the trap of narrowness. She could 
have easily concentrated on the music to the exclusion of 
other factors. Instead she choses the broader (and higher 
scholarly) road of relating it to be variety of historical 
and liturgical practices of Methodist and non-Methodist churches. 
It is one of the most thorough dissertations that I have 
personally been associated with or studied recently. 

Finally, I believe that the various expressions of interest 
in this document by parties that may wish to publish it testify 
to its worth. 

Sincerely, 

~~ 
Philip T. Jackson 
Ass0ciate Professor of Music 

History 
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Friday, April 18, 1986 

MEMO TO: David Wheeler, Dean, Graduate School 

FROM: Kirby Koriath, Coordinator, Graduate Programs in MuSiC~. 
RE: Nomination for Distinguished Dissertation Award 

I am pleased to nominate for the Distinguished Dissertation Award for 1985-86 
Carolyn Kindley's work, "Miriam's Timbrel: A Reflection of the Music of 
Wesleyan Methodism in America, 1843-1899." Mrs. Kindley met all requirements 
for the Doctor of Arts Degree with a Major in Music in Autumn, 1985. She will 
participate in the commencement exercises this May. 

This noteworthy dissertation is supported by several faculty letters, copies of 
which are included with each dissertation. 

Dr. Mackey, chair of the doctoral committee, alludes to the potential for 
pUblication, and the scholarly presentations which already have been planned. 
Mrs. Kindley has indicated to me that Wesley Press, Marion, Indiana, allowed of 
the possibility of publishing a shortened version of her paper as a companion 
to a church history which currently is being written. This afternoon I spoke 
with the publisher of Wesley Press and learned that the manuscript had been 
received only a short time ago, and, hence, no firm commitment has as yet been 
made. However, the press definitely is interested in the project, and will 
give careful consideration to Mrs. Kindley'S paper. 

It is a joy to support Mrs. Kindley and her committee with this nomination. 
Carolyn--a professional performing musician, a oollege teacher held in high 
regard by her students and colleagues, and an industrious and meticulous 
researcher--epitomizes those qualities of excellence we look for in all of our 
Doctor of Arts graduates. 
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April 15. 1986 

Dr. Kirby Koriath
 
Graduate Programs Coordinator
 
School of Music
 
Ball State University
 

Dear Dr. Koriath: 

I would like to give my support to Carolyn Kindley's 
dissertation, which I understand has been submitted to 
the Distinguished Dissertation Award Committee. 

Although I am not a musicologist, I consider Miriam's Timbrel 
a notable contribution to hymnology. I was not only 
impressed with with the completed work but with Mrs. Kindley's.,

• self discipline and relentless attention to detail, style, 
and form. Work of such depth and quality is a credit to 
both Mrs. Kindley and Ball State University. 

I can give no greater compliment than to say that it was 
a pleasure to serve on this doctoral committee and an honor 
to be a part of such excellent work. 

Y~~ro~lY' 
David F. Fol y
 
Assistant Professo of
 
Music Theory and Composition
 

Ball Slale Unlverslly practices equal opportunlly In education and employment 
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This document could not have been completed without 

some very special people. I am thankful for the support and 

encouragement of my friends and colleagues at Marion 

College, especially those in the Music Department and on the 

Library staff. Reference Librarian Alice Wills was always 

ready to lend a hand in tracking down the smallest bit of 

elusive information, as well as in offering good advice. 

My thanks go also to Jack Ralston and Joyce Hammer of the 

Special Collections section of the CBN University Library in 

Virginia Beach for their helpfulness and for the opportunity 

to browse at will in the Keith Clark Hymnology Collection 

under their care. Mrs. Luella Hanna of the Wesleyan Church 

Archives spent many hours assisting me in finding needed 

materials, went far beyond the call of duty in persistent 

searching, and never lost faith that I would finish this 

project. 

The encouragement of my advisor, Dr. Jocelyn Mackey, 

has been a constant uplift when it seemed the end would 

never come. Most of all I want to thank my family for their 

loving support and their faith in me when I had none in 

myself. My husband deserves the credit for keeping me going 

when I wanted to quit. His patience and love have been a 

never-ending strength throughout the years of study. 
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CHAPTER I 

INTRODUCTION 

Background and Rationale 

In recent years the study of all aspects of American 

music has emerged as a viable choice in scholarly research. 

At the October 1984 meeting of the American Musicological 

Society in Philadelphia the organization's president, Rich

ard Crawford, delivered an address entitled "Studying Ameri

can Music".l In it he urged continued attention to the 

nation's musical heritage and wealth. Appended bibliogra

phical materials included several references dealing with 

sacred music and hymn tunes, indicating these as areas of 

particular interest to the researcher in American music. 

Because of the religious character of many early settlements 

on this continent it is not surprising that much of the 

music preserved from the beginnings of our nation is church 

music. This provides a basis for research in sacred music. 

1Newsletter: Institute for Studies in American Music, 
XIV, 2 (May, 1985), p. 1-2+. c 
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The study of nineteenth-century American music has 

blossomed since about 1950 and American folk hymnody has 

received its share of attention. The intermingling of sa

cred and secular musical styles has long been typical of 

church music and nineteenth-century hymn tune usage is no 

exception. The presidential address mentioned above streng

thened my desire to explore American music and noting the 

references to sacred music encouraged my continuing study of 

hymn tunes and their sources. Even a superficial survey of 

the hymns in a modern hymnal makes one aware that there is a 

tremendous variety of sources for the tunes used, from 

plainsong to popular song to compositions by composers known 

and unknown. This subject has held a fascination for many 

writers, as I have discovered in the process of research for 

t hi s pa pe r. In the preface of The Music of Christian Hymns 

Erik Routley, noted church music scholar, has written, 

hymn tunes are music. Everybody knows 
they are music of a special kind, but few musi
cians have any idea that they are, or anyhow can 
be, music, and great music at that. There is, for 
the church historian, no more illuminating commen
tary on the chur~h's history than a study of its 
people's music ... 

The need to limit the topic in some way brought to mind 

a conversation with Dr. Lee Haines,. currently General Secre

tary of Education and the Ministry for The Wesleyan Church. 

2 Erik Routley, The Music of Christian Hymns (Chicago: 
G. 1. A. Pub., 198IT, p. 3. 

t
t 

L 

!
 
l 
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He has been deeply involved with the writing and editing of 

the church's history, and he spoke enthusiastically of the 

recent discovery of an old songbook which had played a 

fairly important role in the early years of The Wesleyan 

Church. A copy had recently been acquired by the Archives 

of the church at its Headquarters in Marion, Indiana. 

Investigation provided an opportunity to study the book 

and soon I was fascinated. Even the title proved a delight: 

Miriam's Timbrel: Sacred Songs Suited to Revival Occasions; 

and also for Anti-Slavery, Peace, Temperance and Reform 

As with most hymnals of its time the volume 

included no tunes. However Miriam's Timbrel differed from 

other similar songbooks in one important aspect. For many 

of the one hundred ninety-two poems which make up the book, 

the name of a suggested "Air" is given below the poem's 

title. Forty-six tune names are given, several of them more 

than once. Finding these tune suggestions proved to be the 

impetus for this study. 

In addition to a lively interest in the subject four 

reasons made this topic seem worthwhile: 1) the history of 

The Wesleyan Church is currently being updated, and logical

lya look at its musical heritage could add new depth to the 

overall view of the denomination; 2) a study of past atti

tudes and usage can often serve as a basis for evaluation of 

the present; 3) insights gained through the serious study 

of Miriam's Timbrel will add to the musical understanding of" 
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an important period in our nation's history; and 4) be

cause of a personal and family involvement with The liuesleyan 

f:hurch over many years, a new dimension may be added to my 

own perception of both religious and musical roots. 

The major focus of this research has been locating the 

forty-six tunes from Miriam's Timbrel and tracing the his

tory of each one. The study of Miriam's Timbrel led 

naturally to investigation of the place of music in The 

Wesleyan Church during its first fifty-five years. The 

Church's attitudes toward music have been discovered in 

documents such as Annual and General Conference Minutes; in 

the church periodical (in its early years a newspaper as 

well as voice of the church) which has been published con

tinuously since the founding of the denomination; and in its 

available written history. Thus it has been possible to 

probe and describe the mU$ical practices and, surprisingly, 

the mu sic a 1 con t ro v e r s yin The ~~ e s 1 e y an Ch ur c h d uri n g its 

early years. I believe that the findings regarding the 

attitudes within this denomination may be typical of those 

in some other churches outside the large, "mainline" denomi

nations during the last half of the nineteenth century. 

Parameters of the study 

The Wesleyan Church as it exists in 1985 is the result 

of a merger among several smaller denominations. The two 
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largest of these were The Wesleyan Methodist Church (founded 

in 1843 as The Wesleyan t'-1ethodist Connection of America) and 

The Pilgrim Holiness Church which emerged in 1925 as a unit 

formed from a number of smaller Holiness groups founded 

between 1882 and 1917. Other groups which became part of 

today's Wesleyan Church were the Hephzibah Faith Missionary 

Society, organized in 1892, and the Alliance of the Reformed 

Baptist Church of Canada, formed in 1888. 

The Wesleyan Methodist Connection was the branch which 

produced ~iri~~Ti~brel and therefore it has been the 

subject of this study. The years from 1843 to 1899 were set 

as the limits of this research because of specific musical 

dec i s ion sma d e by the church during that time. The b a c k -

ground of the Connection will be considered later as part of 

the exploration of its musical attitudes. 

The hymn tunes under consideration were those suggested 

in Miriam's Timbrel. I have discovered that many of them 

were actually familiar secular songs of the day with new 

sacred texts, or texts reflecting special concerns of the 

Wesleyan Methodist Connection. Basic assumptions with which 

t his stu d y beg ins are 1) ~ i r i ~~Ti ~ b r e1 was t y pic a 1 0 f a 

large number of such songbooks produced in the second half 

of the nineteenth century and the tunes used reflect a part 

of the culture of the time; 2) attitudes expressed in the 

Wesleyan Methodist paper accurately portray those of a ma

jority of the Wesleyan Methodists of the day; 3) knowledge 
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of the musical beginnings of the Wesleyan Methodist Connec

tion will give members of today's Wesleyan Church a greater 

appreciation of their heritage. Thus this study will en

hance the reader's grasp of a particular church background 

and enlarge his understanding of American culture in the 

last half of the nineteenth century. Charles D. Hopkins, 

noted writer on research trends and techniques, has 

wri tten: 

A study of the evolution of music reveals 
that songs, too, can be thought of as answers to 
questions in the minds of people. Studies of 
literature and music from all eras can be viewed 
as attempted answers to the questions §hat. were on 
pe 0 pIe 'sm i ndsin ea c h 0 f th os e ti mes . 

The information collected has been presented in des

criptive narrative form. The result should be a relatively 

clear and complete picture of the tunes suggested in 

Miriam's Timbrel and of the musical attitudes and practices 

of the early years of The Wesleyan Methodist Connection of 

America. 

A few items should be mentioned regarding presentation 

of the material. Some confusion may arise from the various 

names given to the church paper during the years being 

studied. It should be made clear that references to any of 

3Charles D. Hopkins, Educational Research: A Structure 
.f.Q.E.......ln~l!.Y (St. Louis: C. V. Mosby, 1976), p. 14. Quoted 
in Roger P. Phelps, A Guide to Research in Music Education 
(Metuchen, N. J.: Scarecrow, 1980), p. 13. 
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the four names, The True Wesleyan, The Wesleyan, The Ameri

can Wesleyan, or The Wesleyan Methodist, are references to 

the same publication, the only difference being the years 

for which each name was used. For the sake of brevity and 

clarity in footnotes, I have abbreviated the titles as 

Where italics appeared in 

quotes taken from the church paper I have used boldface 

type. 

c 



CHAPTER II 

HISTORY OF THE WESLEYAN METHODIST CONNECTION 

As might be assumed from its name, The Wesleyan 

Methodist Connection was one of several groups which seceded 

from The Methodist Episcopal Church in America. The primary 

reason for secession (the term actually used by church 

leaders) was abolitionism; it was a protest by some members 

because the mother church refused to take a stand against 

slaveholding by church members. 

A prominent Methodist, Orange Scott of Vermont, became 

strongly convinced of the necessity of the immediate aboli

tion of slavery in America. He is known today as a leader 

among the founders of Wesleyan Methodism. In 1820, at age 

20, he became a Christian in a camp meeting at Barre, Ver

mont and joined the Methodist Episcopal Church. Tho ug h he 

had had very little schooling, he rigidly disciplined him

self to read every book he could find, and within a short 

time he was licensed as an exhorter (a non-ordained, or lay, 

minister), left his employment, and began serving as an 
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assistant on a Methodist circuit. 1 By 1833 he had advanced 

to a position as conference leader and his future prospects 

appeared extremely encouraging. During this year, however, 

he first became aware of the problem of slavery and he 

quickly involved himself in the abolitionist struggle to 

free the slaves at once. Scott campaigned tirelessly among 

friends and members of his church conference, lecturing 

whenever he could on anti-slavery. In addition he subscribed 

to ~1Iilliam Lloyd Garrison's abolitionist paper The Liberator 

for the ministers of his conference. 2 

At the church's General Conference of 1836 Scott spoke 

out fearlessly in an effort to right this terrible wrong 

within the church he loved, but he failed to convince 

denominational leaders, and for the next several years he 

and others of similar persuasion "suffered church trials, 

demotions, and other efforts to stamp out the movement.,,3 

Thus their continuing struggle was not only against slavery 

but also with a church leadership which they saw as autocra

tic and unscriptural. 4 In the early 1840s sentiment grew 

for secession from the Methodist Episcopal Church in order 

l Lee Haines, "Orange Scott: Founder of the Wesleyan 
Methodists" The Wesleyan Advocate, March 14, 1977, p. 10. 

2Robert Welsh,"The Wesleyan Church", Ecumenical Exer
cise IV, Faith and Order Paper No. 79, (Geneva: World Coun
en-or-Churches, 1976), rpt. from The Ecumenical Review, , Vol. XXVII, No.4, Oct., 1976, p. 409. 

4Ibid . 
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to form one which Scott defined as "a new anti-slavery, 

anti-intemperance, anti-every thing-wrong church organiza

tion.,,5 

A series of general meetings among those concerned 

resulted in the formation of The Wesleyan Methodist 

Connection of America, with its organizing convention held 

in May, 1843 in Utica, New York. 6 The name "Connection" 

was chosen to denote the type of government of the group -

a rather loosely joined collection of congregations as op

posed to the rigid ecclesiastical structure of the Methodist 

Episcopal Church they were leaving. 7 

In addition to the factors of anti-slavery and anti-

episcopacy, a third important theme of the new church was 

the temperance movement which was rapidly gaining strength 

in the nation. Women's rights also occupied a prominent 

position in the concerns of the Wesleyans in their early 

history, though it was not mentioned as an issue at the time 

of secession. The Wesleyan Methodist Church in Seneca 

Falls, New York became the site of the first Woman's Rights 

Convention in 1848, and in 1853 it was a well-known Wesleyan 

who preached the sermon at the first ordination service of a 

woman. Though Miss Antoinette Brown, the subject of this 

5Ibid . 

6Haines, Ope cit., p. 1l. 

c 7 vJ el sh, 10 c. cit. 
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honor, was not a Wesleyan herself, the Wesleyans did support 

the practice of ordaining women at this early date (histori

cally the first denomination to do so) and have continued it 

to the present day. The issue of feminism is not directly 

related to the materials of this study,· but it is mentioned 

here to assist in constructing the picture of Wesleyan 

Methodism, and because several poems in Miriam's Timbrel are 

concerned with women's rights. 

One more ideal important to the early Wesleyans was a 

strong pacifist sentiment. Numerous resolutions were voiced 

by both local and general conferences placing the denomina

tion on record as opposed to the various conflicts of the 

time. Especially noted in issues of the church paper were 

the war with Mexico of 1846-47 and, of course, the Civil 

War. Though the latter solved at least the basic problem of 

slavery which had been such a burden of the Wesleyans, the 

hope until the last moment was that the issue could be 

resolved peacefully. 

The Wesleyan Methodists, however, were Methodists and 

as such were mightily concerned with winning converts to 

Christianity, organizing new congregations, and strengthen

ing those already belonging to their number. Frequent re

ferences to revival meetings, or "protracted meetings," are 

found in the church periodical, and all of these concerns are 

prominently reflected in Miriam's Timbrel. The first 

(, group of hymns in the book is titled "Revivals," and con
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tains thirty-six songs (pp. 6-53). 

Thus the Wesleyan Methodist Connection in its early 

years was shaped by a combination of reform issues as well 

as natural church purposes, and one can see how appropriate 

is the extended title: t!l_r_i_am's Timb_r....:.e_l_:__S_a_cred S~ 

Suited to Revival Occasions; and also for Anti-Slavery, 

Peace, Temperance and Reform Meetings. The background and 

contents of this songbook will be covered in detail in later 

chapters. By 1899, the year with which this study closes, 

the Wesleyan Methodist Connection recorded its membership as 

17,201 with 506 congregations located in twenty-four or

ganized conferences. S By way of contrast, The ~~esleyan 

Church in 1985 has a membership of 176,371: 114,654 in the 

United States, Canada, and the British Isles, 18,459 in the 

Caribbean and the Philippines, and 43,258 in mission enter

prises around the world. 

8 Ira F. McLeister and Roy S. Nicholson, Conscience and 
Commitment: The History of the Wesleyan Methodist Church of 
Amer i c a, Lee M. Ha i ne sand ~1 e 1v i n E. 0 i e t e r, e d s., 4 t h rev. 

(;, ed:-·n~arion, I f-.J: The We s 1 e y Pre s s, 197 6), p p. 1 1 5 and 1 1 7. 
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CHAPT ER I II 

METHODISM: MUSICAL ROOTS 

The Methodist Episcopal Church in America was founded 

as the result of the spread of English Methodism. The 

origin of the latter is found in a small group sometimes 

r.eferred to as the Holy Club, begun at Oxford in the early 

1730s by two brothers, John and Charles Wesley, with their 

friend George Whitefield. Because they chose to live a 

carefully disciplined life style, regularly meeting for 

per sona I 8 i b Ie stud y and p rayera nd at tendin g w0 r s hip s e r 

vices, they were labelled "Methodists". The term was not 

particularly complimentary and implied that the group ~Jas 

overzealous and too "methodical." The label was accepted and 

much later was incorporated into the denominational name. 

v~hile John ~~esley is usually called "The Founder of Metho

dism" there is apparently some disagreement on the sUbject, 

Whitefield being considered by some to hold the right to 

that honor. 1 

lArnold A. Dallimore, "A Bicentennial Remembrance of 
Ge 0 r 9e Whit e fie I d," ~!.b.Qdis t Hi ~Q..!:...Z., I X (J an u a r y, 1 97 1) , 
2-18. 
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The important fact for this study is that all three of 

the men whose names appear above had an influence on the 

course of music in the Methodist church. The contributions 

of George Whitefield will be examined later in connection 

with a specific hymn tune. Charles Wesley's greatest 

influence came through the writing of more than 6,000 hymn 

texts Ir~hich have spoken clearly to many generations of the 

doctrines of the church and have made possible a personal 

expression of praise for God's love and grace to each 

individual believer. He also was largely responsible for 

the addition of more than thirty metric patterns to the 

basic repertoire of common, long, and short meters then in 

use by the Anglican Church. 2 

Both John and Charles loved good music, and as children 

of an Anglican minister they had ample opportunity to 

observe the church music practices of the time. Thei r 

father, Samuel Wesley, "considered the quality of the popu

lar metrical versions of the psalms then sung in church so 

wretched that it was impossible to make 'good music of 

them.,,,3 Thus they decided to change the image of church 

music and change it they did! John's ideas were expressed 

in his voluminous Journal, in conversations, in two small 

2Richard D. Dinwiddie, "Two Brothers ... who changed the 
course of church singing," Christianity Today, September 21, 
1984, pp. 30-34. 

3 Ibid ., p. 30. 
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pam p h1 e t s, Th~~~~~~~~.§..L!i~l.£ (a b 0 u t 177 0) and Q.!2 

the Power of Music (1779), and in the sometimes lengthy 

prefaces to the hymnbooks he edited. vJhile his references 

to music in the :2~rnal are not many or long, they neverthe

less reflect his decided opinions on the subject. 

John Wesley first realized the spiritual power of hymn 

singing while traveling at sea. A group of Moravian 

brethren demonstrated such spiritual assurance by their 

singing during a storm that Wesley resolved to make hymns an 

important part of his ministry.4 Concluding that the hymn 

text must be heard clearly if it would communicate 

theological ideas to the listener, he repeatedly spoke 

against the use of polyphony in church music. Two quotes 

from his journal are representative: 

9 August, 1768 ... Neath [in Wales] ... accord
ing to the shocking custom of modern music, dif
ferent persons sung different words at one and the 
same moment; an intolerable insult on common 
sense, ~nd utterly incompatible with any 
devotion. 

29 February, 1764. I heard Judith, an 
ora tor i o.... the rea ret w0 t h i ngsin al.l.--m-o d ern 
pieces of music which I could never reconcile to 
common sense. One is singing the same words ten 
times over; the other, singing different words by 
different persons, at the same time. And this in 
the most solemn addresses to God, whether by way 
of prayer or of thanksgiving. This can never be 

6defended by all the musicians in Europe ....

4 Ibid . 

5 & 6Quoted in Erik Routley, The Musical Wesleys (Newc Y0 r k: 0 xf or dUn i v er sit y Pre s s, 1968), p . 9. 
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Obviously word 

not appreciate. He 

our Lord's command, 

a vain repetition, 

does it serve?,,7 

repetition was another item Wesley did 

considered it "a flat contradiction to 

'Use not vain repetitions.' For what is 

if this is not? What end of devotion 

Devotion was for him the whole point of hymn singing 

and the music used to set a text could be a powerful tool in 

c rea tin g a natm0 s ph ere 0 f s pi r i t u al de v0 t ion. Several as

pects of hymn singing drew comment from him: types and 

styles of the tunes characteristics of congregational 

singing, the use (or non-use) of choir anthems and in

struments. 

In his little tract On the Power of Music Wesley 

commented on music's ability to move the passions of man, and 

attempted to account for the fact that "modern" music could 

not a c com p1 is h t his as the mus i c 0 f the an c i e n t Gr ee ks was 

said to have done. After several paragraphs he concluded 

t hat 

the 

in a 

the t y pe 0 f mus icc ap ab 1e 0 f c rea tin g grea t em 0 t ion i n 

listener was either monophonic or melody-dominated and 

simple style. In his words, 

It is true the modern music [has hadJ ... as
 
powerful an effect as the ancient, so that. ..per

sons ... have been seen in a flood of tears. But. ..
 
this [wasJ ... when a fine solo was sung; when "the
 

f7"Minutes of several conversations between the Rev. Mr. 
Wesley and others," The Works of John Wesley, 3rd ed. (Lon f 
don, 1872; rpt. Grand Rapids, Mi.: Baker Book House, 1978), 
Vol. VIII, p. 318. c 

i 
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sound has been an echo to the sense"; when the 
music has been extremely simple and inartifi 
cial. ... Then, and then only, the natural power of 
music to move the passion has appeared. This 
music was ca~culated for that end, and effectually 
answered it. 

The tunes which the Wesley brothers introduced for hymn 

singing came from many sources "_- the German chorale, clas

sical and popular melodies, folk tunes, and new psalm 

tunes." 9 Apparently they were successful in capturing the 

masses with these tunes for there are many references to the 

loud, cheerful, exuberant and enthusiastic singing of the 

early Methodists. 

John Wesley's rules for singing, published in the 

preface to the hymnal issued by the Wesleys in 1780, give a 

fairly clear picture of congregational singing as he 

envisioned it: 

Learn these tunes before you learn any others;
 
afterwards learn as many as you please.
 
Sing them exactly as they are printed here, with

out altering or mending them at all.
 
Sing all. See that you join with the congregation
 
as frequently as you can.
 
Sing lustily and with a good courage. Beware of
 
singing as if you were half dead, or half asleep.
 
Sing modestly. Do not bawl, so as to be heard
 
above or distinct from the rest of the
 
congregation.
 
Sing in tune. Whatever time is sung be sure to
 
keep with it. Do not run before nor stay behind
 
it; ... and take care not to sing too slow.
 
Above all sing spiritually. Have an eye to God in
 
every word you sing. Aim at pleasing him more than
 

8Quoted in Routley, p. 18.
 

9Dinwiddie, p. 33.
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yourself, or any other creature. In order to do 
t~is l'bttend strictly to the sense of what you 
Sl ng . 

Small wonder that an Anglican Archbishop in the 1760s 

commented, "Something must be done to put our psalmody on a 

better footing; the Sectarists gain a multitude of followers 

by their better singing."ll Wesley also influenced the 

choice of music used for hymns by compiling a series of 

tunebooks containing 102 tunes which had his approval. 12 

In recorded conversations Wesley concluded that formal

ity in public worship could be avoided (in part) by such 

practices as seldom singing more than five or six verses at 

once, suiting the tune to the words, choosing appropriate 

hymns for the congregation at hand, and not allowing an 

organ to be used until approved by the Conference. 13 

The reference to the organ brings up another issue. 

John Wesley appreciated good instrumental music in its 

place, but that place was generally not in the church. 

Routley says, "Wesley appreciated organ music when it did 

not conflict with his principles or his convenience.,,14 One 

example given from his l.Qurn.§l took place on Good Friday, 

10Quoted in abridged form in Dinwiddie, p. 32. 

11"Methodism and Music," Percy A. Scholes, The Oxford 
ComB..§.nion to
Pres s, 1 9 5 5), 

Music, 
p • 6 3 7 • 

9th ed. (London: Oxford University 

12Dinwiddie, p.33. 

c 13 
14"Minutes ... ," loco cit. 

Routley, p. 10. 
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March 29, 1782: 

While we were administering [the sacrament] I 
heard a low, soft, solemn sound, just like that of 
a n Ae 01 ian h a r p. It ... so a f foe c ted man y t hat the y 
could not refrain from tears. It then gradually 
die d a way. S t ran get hat n0 P5t her 0 r g ani s t (t hat I 
know) should think of this. 

Scholes records that k'Jesley told the organist on this 

occasion, "If I could ensure a similar performance to yours 

this afternoon I would have an organ [in] everyone of our 

chapels." 16 

Yet the organ was also a problem to him. Scholes 

reports that he "described the ordinary mid-service 

voluntary of the Church of England as an 'unreasonable and 

u nmea ni ng imp e r t in en ce . lid 7 R0u t 1e y tell s 0 f a sit ua t ion i n 

which Wesley opposed the organ: 

... crowds came to hear him .... he gave out the 
hymn .... The organ annoyed him. After the first 
verse he said, "Let that organ stop, and let the 
women take their parts." "They cannot sing with
out, sir," replied Mr. Robinson. "Then," he rr
torted, "how did they do before they got one?" 8 

Apparently his attitude toward instruments in church was 

usually thus: 

Rev. John Wesley, who was a lover of ~usic, and an 

15' 0IbId., p. 11. 

16Percy A. Scholes, "Methodism and Music," The Oxford 
Companion to Music (London: Oxford University Press, 1955), 
p.639. 

17Scholes, 10c. cit. 

18Routley, p. 12. 
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elegant poet, when asked his opinion of instru
ments of music being introduced into the chapels 
of the Methodists, said, in his terse and powerful 
manner, "I have no objections to instruments of 
music in our ch~~els, provided they are neither 
HE ARD NOR SEE N. " 

The Methodist Church in England continued to restrict 

the use of instruments in its chapels, though orchestral 

instruments such as flute, clarinet, bass viol, and double

bass are recorded as being used. 20 The Church Conference of 

1780 said, "Let no organs be placed anywhere till proposed 

in Conference.,,21 And in 1808 its decree was, "Let no 

instruments of music be introduced into the singers' seats, 

except a bass viol, should the principal singer require 

it.,,22 Scholes tells us that only three organs were 

installed in Methodist churches during Wesley's lifetime. 23 

Routley summarizes Wesley's ideas on the subject by saying, 

"... melodic music with words was always more potent in 

arousing the emotions than instrumental music. Wesley has 

no use for music of the intellect.,,24 

The problems of church choirs and anthems, which caused 

controversy later in the church, was not as important to 

Wesley. He enjoyed "a good anthem (provided it was not 

fugal, so obscuring the words)," and spoke of hearing with 

19 J . A. McGilvra, "Instrumental Music in Public Wor
ship," AmWes XXVII (February 17, 1869), p. 443. 

20Scholes, p. 640. 21 I bid., p. 639. 

22 Ibid . 23 Ibid . 24 Routley, p. 22. 
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pleasure "thirty or forty sing an anthem after sermon with 

such voices ... that I doubt. .. they could have been excelled 

in all England.,,25 He even introduced simple anthems into 

his hymnbooks including a favorite, Vital Spark of Heavenly 

Fla~ by Edward Harwood.26 

An especially interesting aspect of English Methodist 

hymnody is that, in spite of John Wesley's guidance and in

fluence, contemporary practices in secular music quickly 

made themselves felt in the church. Such uses as text 

repetition, florid tunes, "fuging" tunes, two-voice composi

tions with an instrumental bass, and the use of a chorus or 

a lengthy Hallelujah refrain became common. Some of these 

florid tunes in secular style were later known as the "Old 

Methodist Tunes," though not sanctioned by most leaders of 

Methodism. 27 This intertwining of sacred and secular has 

bee n c ha r act e r is tic 0 f c hu r c h mus ic t h r 0 ugh 0 ut his tor y and 

will be important in the treatment of Miriam's Timbrel. 

The musical influences of Wesley and English Methodism 

continued to be felt in America after the founding there in 

1784 of the Methodist Episcopal Church. That church was the 

result of work by Methodist emigrants and missionaries such 

as George Whitefield and Francis Asbury, and was independent 

25 Scholes, p. 638. 26 Ibid • 

27 Ibid ., p. 637. 
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of the English Methodist societies.28 Early accounts of 

Methodist music in the New World indicate that hymn singing 

was the primary activity of the churches. Des cr ip ti on s 0 f 

its quality are not reassuring: " ... existed only in its rude 

and uncultivated state," and perhaps a bit more favorably: 

Methodists have been attractive singers but 
poor musicians, fearful of "scientific music" and 
convinced t2~t all instruments were a liability in 
the church. 

During the mid-nineteenth century (between about 1840 

and 1875) the organ gained gradual acceptance in Methodist 

Episcopal churches, especially the larger ones. The same 

appears to be true for the use of choirs, which apparently 

"came into existence when the better singers began sitting 

together ... for their own enjoyment, and ... to lead the 

con greg at ion. "30 An ta go ni s m de vel 0 pe d bet wee nor gani s t san d 

ministers, between "professional" choir singing and the 

congregational participation of worshipers. Musicians were 

naturally rather bored with the simple responsibility given 

them, whether at the organ or in the choir -- that is, 

"leading the congregation in worship.,,31 

28McLeister and Nicholson, Conscience and Commit
.!!!.ent. .. , 4th rev. ed., p. 8. 

29william G. Rice, "MUSIC in American Methodism," 
T.b.~I.Q.~~lQQ e d i ~.9...f.-~Q£~!i~ hod is.!!!. , e d . N. B. Harm 0 n 
"[Nashville: The United Methodist Publishing House, 1974), 
Vol. 2, p. 1691. 

30 Ibid ., p. 1692. 31 Ibid . 
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Ambivalence over the issue of music was not unusual. 

Another author writes: 

Vocal music, as long as it praised God, was 
good. Vocal music for self-enjoyment was 
condemned, along with almost all instrumental 
music. Even the use of such ... instruments as the 
organ was generally banned during church services 
because Methodists ...connected [them] with fri 
volity, mirth, and decadence. When the Methodist 
Church in Camden ...purchased an organ in 1860s, it 
caused such a •.• controversy that so~Z of the "old 
Fogies" temporarily left the church. 

Developing Methodism in America was approximately co

incident with the height of the "Singing School" movement 

(at its zenith about 1760-1800)33, and it is probable that 

the improved church singing brought about by expanded musi

cal literacy gradually affected the Methodist Episcopal 

Church as it did other denominations. By the time of the 

founding of The Wesleyan Methodist Connection the musical 

"reform" movement under the leadership of Lowell Mason and 

his contemporaries was well underway.34 This is reflected 

i nth e tun e s el ec ti on whi c happea red i n Mi riam's Tim breI a s 

well as in general musical ideas expressed by the Wesleyans. 

Kingman describes a "layering" of denominations by means of 

32William H. Williams, The garden of American Methodism: 
the Delmarva Peninsula, 1769-1820 (~Hlmington, Del.: Scho
larly Resources, 1984), p. 156. 

33Daniel Kingman, American Music: A Panorama (New York: 
Schirmer Books, 1979), p. 128. 

34
 
Ibid., pp. 165-6.
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social and economic factors, with some emphasizing the cul

tivated tradition, their hymns selected from liturgical, 

classical, and psalmodic traditions. Others demanded songs 

from a more popular tradition, .in styles easily familiar to 

their congregations. 35 The Methodist hymnody of the mid-

nineteenth century was apparently an eclectic one, drawing 

from both of these backgrounds and creating a body of wor

ship music which had wide appeal to differing classes. This 

then is the musical reservoir from which the Wesleyan Metho

dists formed their own church music and the basis for the 

attitudes they displayed toward church music and music in 

general. 

35Kingman, p. 166. 



CHAPTER IV
 

VOCAL MUSIC AND
 
THE WESLEYAN METHODIST CONNECTION
 

The documents of the time reveal that music played an 

important role in the early days of the new church. Im

mediately upon secession from the Methodist Episcopal Church 

Rev. Orange Scott began publishing a weekly newspaper dedi

cated primarily to the anti-slavery issue. The first number 

of The True Wesleyan was dated January 7, 1843. 1 By March 

ofthat yea r the pap e r con t a i ned apr 0 p 0 sed Qi s .£ i P1 i..Q~ for 

the Wesleyan Methodist Connection covering the various as

pects of church life and organization. While much of the 

material was taken from the comparable volume of the Metho

dist Episcopal Church, changes, additions, and deletions 

were made where considered necessary. Reference to the use 

o f music i s f 0 u ndin t hr e e sec t ion s 0 f the pro po sed doc u 

ment. 

In Section III, under General Rules, a portion 

concerned with admission to the church indicates that those 

, IHaines, "Orange Scott. .. ," p. 11. 
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desiring to unite with the body "will be known by their 

fruits." Therefore it is expected of them, among several 

other items, that "they will refrain from ... the singing of 

those songs ... which do not tend to the knowledge or love of 

God.,,2 In Section XVII, On Public Worship, direction is 

given regarding a general order of service. Three services 

are listed for "the Lord's day," morning, afternoon, and 

evening and in each one "singing" is included along with 

prayer, scripture reading, and preaching. 3 This order is 

essentially the same as that in the Methodist Episcopal 

Discipline of 1842 though the wording has been somewhat 

changed, and some items (not music-related) dropped. 4 

The most specific guidance given on the use of music 

appears in Section XVIII, Of the Spirit and Truth of 

Singing. In answer to the question, "How shall we guard 

a ga ins t for mal i t yin singin g? " f i ve br i e f r u1e s are 1i s ted: 

1. By selecting such hymns as are proper for the 
congregation. 
2. By not singing too much at once; seldom more 
than four verses. 
3. By suiting the time to the words. (The offi
cially adopted Disciili~ indicates "tune" here 
ra ther th an "t im e.") 

20 . Scott, "Setting forth the Discipline of The Wesle
y an Met hod is t Con n e c t ion 0 f the Un i ted S tat e s ," .I..!.!!~ 
(March 11, 1843), p. 37. 

3Ibid . 

, 4The doctrines and discipline of the Methodist Episco
pal Church (New York: G. Lane and P. P. Sandford, 1842), pp. 
75-6. 

I 
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4. Do not suffer the people to sing too slow. 
This naturally tends to formality. 
5 . Exh 0 r t ever y person ~n the con greg a t ion t 0 

sing; not one in ten only. 

This list presents an interesting comparison, not only 

with the Methodist Episcopal Discipline, but also with the 

rules of John Wesley given earlier. Examination of the 

three items reveals that the Discipline of the mother church 

includes all of Wesley's rules and more, a total of sixteen 

guidelines. Especially notable are three of these: 

11. Sing no hymns of your own composing. 
14. [It is] ... recommended ... not to attend the 
singing schools which are not under our direction. 
15. The preachers are desired not to encoura~e the 
singing of fugue tunes in our congregations. 

It can be readily seen that the Methodist Episcopal Church 

(at least on paper) desired to regulate strictly the hymn 

singing of its worshipers. The Wesleyan Methodists at this 

point allowed a greater degree of freedom, incorporating 

only those of Wesley's rules they felt to be indispensable 

for promoting good singing. Their guidance in this matter 

perhaps may be found in an earlier section of the Qis£1:..£.::. 

lin~. Speaking of rites and ceremonies in the church it 

reads, 

[It is] not necessary that all be alike; for they 
have always been different and may be changed 
according to diversity of countries, times, and 
men's manners, so [long] as nothing be ordained 

c·
 
5scott, loco cit.
 

6The doctrines and discipline ... , p. 77.
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against God's word.7 

The Discipline adopted at the organizing Convention in May 

of 1843 included these items as they had been introduced in 

The True Wesl~.!2. Thus the role of music in worship was 

officially recognized in the first documents of the church. 

The interest in appropriate hymn singing continued to 

manifest itself. In an early issue of the paper a letter 

from Jasper, N. Y., announced that a group of fifteen had 

left the Methodist Episcopal Church and desired to join the 

~~esleyans. The letter closes, "I would respectfully suggest 

the publishing, soon, of a Wesleyq.n Methodist Hymn Book.,,8 

This same thought was expressed by Orange Scott himself as 

he proposed the establishment of a Book Concern for the 

denomination, "We must have a Hymn Book and Discipline 

printed immediately after general organization.,,9 Scott 

also printed in many of the early Wesleyans an advertisement 

for a New and Improved Ca~Meeting Hymn Book which he had 

compiled while still a member of the Methodist Episcopal 

Church. (It had already gone through three editions -- 1829, 

1831, and 1836). 

The desired Hymn Book became a reality within a few 

7Scott, loco cit.
 

8J. K., "C 0 r res p 0 n den c e ," l..!.~~, I (M arc h 18, 1 8 43 ), P•
 
42. 

9TrWes, I (April 8, 1843), p. 55. 



29 

months after the organizing Convention. In August Scott 

wrote, 

We are driving it through the press as fast as 
possible. We are sparing no pains nor expense ... 
that the Wesleyans may have a first ~~ ~y~~ 
Book. WE KNOW it will please them. We have 
purchased a copy of every hymn book we could find 
in all the country, and .•. a friend, just from 
England, has favored us with a copy of the latest 
e d i t ion 0 f the We sl ey an Hy mn Boo k the r e •... I t will 
be out in time to go to rel parts of the country 
before navigation closes. 

In September Scott answered inquiries about the book (with 

his prejudices in full bloom!) 

The •.• Book is now nearly through the press. We 
have not had time to make a perfect Hymn Book, but 
are confident it will be found to be far superior 
to any Methodist Hymn Book extant -- especially 
to the M. E. Hymn Book. We should have delayed 
putting it to press longer, but we were constantly 
receiving orders ... and our friends were getting 
impatient. 11 

Delays with the bindery caused problems but shipments were 

soon going across the country. For example, in the paper of 

November 11 there are listed shipments of books to various 

persons, all of them including numbers of Hymn Books -- 360, 

1000, 220, 217, and 50. The order for 1000 is "in sheets, 

because we could not get them bound in season.,,12 How 

urgent must have been the request, to send such a large num

ber unbound! 

10Scott , "Th e ~~esleyan Hymn Book," TrWes, I (August 19, 
1843), p. 131. , llTrvJes, I (September 2, 1843) , p. 139. 

12TrWes , I (November 11, 1843) , p. 179. 
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Rev. Cyrus Prindle, a man especially interested in 

music and the one who would soon be asked to compile a new 

edition of the Hymn Book, wrote in praise of this one, "1 

think the committee have been most happy in their selection, 

and for one, I hope that every member and friend of our 

cause will purchase a copy .•• . 13 

The speed with which this book was brought out meant 

that there were problems with it in several areas. At the 

General Conference of 1844 a new book was ordered, and the 

editing task assigned to Rev. Prindle. The publication date 

in the book was 1846, yet in October of 1845 Rev. Scott 

14wrote a lengthy description of it in the paper. Particu

lar merit was claimed for it on account of hymn selection: 

"the best hymns from all collections, ... the greater por

tion ... drawn from the Methodist Episcopal [and] English 

Wesleyan [Books]." He says that omission of seldom-used 

hymns or of difficult meter has made possible the addition 

of a "variety of valuable hymns from various sources ... a 

large number from the Psalms and Hymns of Dr. Watts." Com

bined with the best from the works of Charles Wesley the 

"collection must be superior to the whole of either [Watts' 

or ~~esley's works] separate." The arrangement of hymns has 

13 C. P r i n d1e, "T heN e wHy mn Boo k ," .I..E.~~, I (D e c e mbe r 
16, 1843), p. 197. 

14Scot t , " The New We s 1e ya n Hy mn Boo k," Tr ~-J e s , I II ( 0c t 0

ber 18, 1845), pp. 166-7. 
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been done "under more appropriate heads [and] several new 

titles to sUbjects have been introduced." Two of these 

headings named are "Christian Perfection" and "The Attri

butes of God." The compiler is commended for "the fide

lity, judgment, and taste, with which he has executed the 

trust committed to him." And as publisher Scott declares, 

"we unhesitatingly declare that the book fully answers our 

expectations." All of this attention to the Hymn Book 

serves to emphasize how very important it was considered in 

the life of the Connection. (As a small but fascinating 

sidelight here, a note appeared in the financial reports in 

October of 1846 saying that Rev. Prindle had given $20.00 to 

be used for revising the Hymn Book!) The following month 

Scott declares that the first edition of 2500 copies is 

nearly gone and a new edition will be printed soon. "And if 

our friends will furnish us with a little more capital, we 

will soon give them this excellent. .. book in a large, hand

some, pulpit and family form, and also in a small pocket 

size.,,15 

The "pocket hymnal" ,,~as extremely popular in the 

evangelical churches of the day, a tradition carried from 

the previous century. Routley describes it thus: 

We must recall (it has ... been a great 
surprise to me that many people are now unaware of 

, 1 5 S cot t, " The New Hy mn Boo k ,II .!..!:.!!.~~, I I I (N 0 v e mb e r 1, 
1845), p. 175. 
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this) that hymn books, from the time of watts 
onwards, were designed as much for reading as for 
con g reg a t ion a lsi ngin g . t-1 0 s t c e r t a in I y the y 
were ... in the eighteenth-century evangelical tra
dition .... The assumption must have b-een that any 
instructed Christian would possess a hymnal, would 
be ... familiar with it, would bring it to church, 
and would be P\e~ared to sing whatever the minis
ter called for. 

The hymnal, then, was being produced for the individual 

believer and was of importance to his personal devotion. 

No one should be without! This particular edition had 497 

pages containing 751 hymns. 

Hymn Books continued to be expanded, criticized, re

vised, and advertised. New versions appeared in 1858, '62, 

'63, '64, '65, '74, and '82, the work of several different 

e dito r s; but a I way s the r e was a den 0 min at i 0 na I hYmn a I and i t 

was in demand. It was published in various sizes, with a 

variety of bindings, from plain calf or sheep to fancy 

Morocco leather, 'with gilt or red edges. It could be pur

chased bound with the Discipline or by itself. 

It was the practice for each Annual Conference to 

develop a course of study for its ministers and in 1844 the 

Michigan Conference included the Hymn Book in the published 

17study course. 

An interes1ing situation developed when several dif

16Routley, The Musical Wesleys, p. 33. 

17"Michigan Conference," TrliJes, II (October 26, 1844), 
p. 171. No other Conference di~this, as far as could be 
determined. 
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ferent editions were available. Many wished to have the 

recent edition but did not want to throwaway the old. It 

was suggested that the old books be sent to Canada where a 

mission had been established among former slaves who had 

esc ape d to f r e e do m. Cy ru s . Pr in d1 e : 

I have said to all having the first edition, 
that if they would send them ... to the colored 
friends in Canada, I would furnish them copies of 
the last edition at the wholesale cost. ... Besides 
furnishing these poor of the Lord with a book for 
making melody unto the LOad, it will aid them also 
in learning to read. 1 

The response was apparently favorable and the good deed was 

done by many congregations. 1. J. Rice, the missionary in 

Canada, responded in a letter, 

... if southern ministers ... have robbed them 
of their hymn-books, let northern brethren make up 
the loss, since it is more biessed to give than 
receive .... this people have mourned quite 
sufficiently, therefore ... ll~ us change the order 
... and set them to singing. 

When a new edition of the Hymn Book was proposed in the 

early 1850s several letters appeared calling for caution. 

W. H. Brewster, for example, stated: 

I fear the thing will be gone into hastily, 
and by persons who will devote too little time to 
it. ... Unless we are to have a book much better 
than the present one, let us use the one we 

18prindle, "An Appeal to the Wesleyan Methodist 
Connection," TrWes, V (February 20,1847), p. 30. 

, 1 9 I. J. Ric e, "C a na daM iss ion - - HYmn Boo k s ," .I!.~~, V 
(April 3, 1847), p. 53. 
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have. 20 

Brewster's article ~",as lengthy and not only criticized 

previous books quite severely but made a number of sugges

tions for a new edition, should it become reality. Rev. 

Brewster was later given the task, and his edition of The 

Wesleyan Hymns appeared in 1863. Other correspondents named 

specific collections already printed as suitable for use. 

Among these were the British Wesleyan Hymn Book (to promote 

a sense of oneness with other Wesleyans and to help emi

rants arriving with Hymn Book in hand), and the Plymouth 

Collection, compiled under the direction of Henry Ward Bee

cher (because it contained more "reformatory" hymns). 

One letter displayed special interest in "The Science 

of Music," and urged the people to consider learning to sing 

correctly. The author admitted the difficulties of "the 

Round note system but adds, "Must a person therefore give up 

and not learn music because these insurmountable difficul

ties eXist. .. ?,,21 He then described the "numeral system" of 

notation. "1 stands in all cases for Do, 2 for Ra, 3 for 

Me, &c. No numeral stands for all the notes in the scale as 

a round note does.,,22 Naming books currently using this 

20 W. H. Brewster, "A New Hymn Book," ~~, XIII (October 
31,1855), p. 176. 

2 1 E. S. Ph e 1p s , Jr., " The Sci e nceo f Mus i c ," ~~ , 
XIII (June 6, 1855), p. 90. , 22 Ibid . 
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system (Universal Musician by A. D. Fillmore, of Cincin

nati, the Christian Psalmist, by Leonard & Fillmore, of 

Louisville, Ky., and the Wesleyan Sacred Harp) he concluded, 

"We want just such a book in numeral music as the Harp is, 

and shall we have it? This remains with the publisher.,,23 

Given below is an example of music notated using the numeral 

system, taken from The American School Song Book by Asa 

Fitz (Boston, 1845). The tune is Afton, one of those sug

gested in Miriam's Timbrel. 

- . 
'IoOy O.IITLT ....

" 

n·c:.O'I'O.. ......-..a"---'- --..~ ...~--:i"llt l"~'1 r,ifl'll fl·_.-wr. -' .... -" _. ., "..,, tl' I • I'~'". ., •.,· I Iit . w._I I .... 1 I I ~I~ t ...... J J __.... &r-- _ 

~) Ii ~ til i ill! \ J1n&III II ...... ,,--.....__ 

tl t i' . i Ii Tlilt II r1 

This was the first indication found of a desire to have 

the tunes included in the hymnal. The idea did not catch on 

for some time and new editions appeared as they had been 

texts only, with meter given. But in 1879 an article made 

the urgent request, 

Since pitch and force of the voice are so 
changed as to be appropriate when different 
feelings are expressed, is it not necessary that 
we understand the signi ficance of modulation and 
true harmony of sound that we may express al'l that 
our songs of heaven ... contains? [sic] •... We need, 

23 Ibid ., (June 6, 1855). 
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greatly, an improvement in our church music; and 
what can do so much in that way as to have ~ur 
very choice collection of hymns set to music?"2 

Finally, at the 1883 General Conference, the Book 

Agent's report stated 

In some portions of our work there is felt 
the need of a Hymn Book with notes. Anticipating 
this a fitting subject for your deliberation ... we 
have taken considerable pains to investigate the 
feasibility and expense of such an improvement in 
our churches, and shall be pleased to lay before a 
committe2;.. all the facts and figures we have 
gathered. 

The Conference approved the request. A committee chose 

a book already in use by the Methodist Episcopal Church 

(copyrighted 1878 by Nelson and Phillips, New York), and 

sold it under an imprint as Wesleyan Hymns with Tunes.26 In 

1897 Sacred Hymns and Tunes, Designed to Be Used by the ~es

leyan Methodist Connection (or Church) of America was 

published, having been compiled by an appointed committee. 27 

From this point on the Hymn Book was reissued infrequently 

and in basically modern format. 

The official denominational Hymn Book was certainly not 

the only one used by Wesleyans -- witness Miriam's Timbrel! 

24 Chas . R. Hunt, "Harmony," .8.~~~, XXXVII (July 16, 
1879), p. 8. 

25 0 . S. Kinney, "Book Agent's Report" in The Financial 
status, .8.!!!.~>Jes, XLI (October 31, 1883), p. 5. 

26McLeister and Nicholson, Conscience and Commitment, 
p. 327. 

27 Ibid . c 
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Many others were advertised in the pages of the Wesleyan 

paper through the years. The titles of a few of these are 

listed here as examples: 

The Revival Harmonist 

The New England Sabbath School Minstrel 

The Liberty Minstrel 

The Free Soil Minstrel (a revision of the 
precedrngvolum~------------

The Wesleyan Sacred Harp (not associated with the
 
Wesleyan Methodists)
 

Two which included tunes were: 

The New Carmina Sacra (published by the Mason
 
brotheI$T
 

Sacred Melodies for Social Worship 

The tendency to use books other than those produced for 

the Connection was noted in a recommendation sent to the 

paper by the 1889 Annual North Michigan Conference: 

Singing is an essential element of Divine
 
worship. It has been said by someone: "Let me make
 
the songs of a nation, and I care not who makes
 
its laws." So of the church, let me make her
 
hymns and songs, it matters but little who makes
 
her laws and theology ....
 

Your Committee notice, with regret, that ... 
our standard Hymn Book is displaced by song pam
phlets of a few pages, the production of irrespon
sible parties, containin"g little of good, solid 
truth and theology, and much of jingle and sense
less repetition. vJe would not condemn the use of 
good, spiritual songs in social meetings, but do 

f-most earnestly protest against the ostracism of 
our ... Hymn Book, than which none are better, and , i 
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few equa1. 28 

Throughout the papers studied there were comments about 

singing in the church services. Both congregational and 

choir participation were mentioned, though the latter not 

always with approval. When congregational song was 

discussed there was little description of the music itself, 

but often the phrase, "Meeting opened with singing and 

prayer," or a similar statement. Singing was considered a 

natural part of every service and perhaps received less 

attention for that reason. Several specific references were 

found, which can give some idea of Wesleyan Methodist atti

tudes toward their hymn singing. 

In December of 1843 an account of secession from the 

Methodist Episcopal Church in Jamestown, New York, included 

some comments of interest. Apparently in 1837 Rev. Scott 

had preached at the church and was well received and remem

bered. For some time afterward the church had greatly pros

pered "by the course which the ministers have ... taken ... by 

their not claiming, or exercising, the full powers given 

them in the Discipline.,,29 The report continues 

But in the course of last winter, the 
question arose, to whom the right belonged to 
direct concerning music and singing in the church. 

28 J . H. Lewis, L. M. Wright, and G. T. Soper, "Books 
and Periodicals," ~~~, XLVII (October 23, 1889), p. 3. 

29Elijah Bishop, "Tyranny, Secession, &c., &c.," The 
True Wesleyan, II (January 6,1844), p. 2.(, 
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The preacher in charge, with more zeal than 
prudence, claimed the right to dictate ... , to ap
point the chorister, to say whether the choir 
might, or might not use musical instruments, to 
say when they might put out a new3bune, or how 
long they might sing the old one; ... 

other matters were part of the problem -- appointments 

of class leaders, etc., but music began it. The church 

members were up in arms about losing control of these things 

and appealed their case to the presiding elder and then the 

bishop of the Conference. They were told that indeed the 

minister had those rights and if they wished to secede to go 

ahead. "This church (says the preacher) would never be 

missed, were it blotted out of eXistence.,,3l To add to the 

distress the trustees closed the church against those "caus

ing trouble:" 

The house had not been closed against any 
one; but the trustees refused to turn out a part 
of the church, who held a singing school on 
Saturday evening~2and let another part in for the 
same purpose; ... 

About forty members seceded over this issue of church 

leadership, or Episcopacy, and a Wesleyan Methodist Church 

was organized -- and apparently flourishing. One more quote 

from the article sheds light on the temper of the times: 

The Episcopals have tried one of their mem
bers for reading and lending the 'True Wesleyan,' 
the preacher contending it was 'da~9able heresy,' 
and the member worthy of expulsion. 

30 Ibid . 31 Ibid . 

32 Ibid . 33 Ibid . 
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In 1844 Rev. G. F. Needham, a minister in central New 

York state, penned some remarks on the section of the 

Discipline having to do with singing. His points were aimed 

primarily at ministers, first complaining of their manner of 

reading the hymn before it was sung -- "A little attention 

will cure us of this drawling, sing-song, hop-skip and jump, 

this mouthing mode of reading, these great breeders of 

formality.,,34 Secondly he reproaches ministers for their 

poor behavior during hymn singing: 

I have often been pained to see ministers 
during [singing] take the liberty to whisper and 
talk to each other, and that too before the whole 
congregation. What an examplel. .. Again, some 
ministers, as soon as the hymn is given out, or 
during the season of singing, commence searching 
the Bible for their text, or the lesson for the 
day, as though they had no conception of the fact 
that God should be reverenced by minister as well 
as people. Brethren, let us not make singing a 
mere form, and the~ IN e shall not find the congre
gation so lifeless. 5 

His article concluded with an anecdote told by Lowell 

Mason in a lecture given about two years earlier in New York 

City: 

A certain minister was accustomed to "take up 
the collection" during the ...singing of the second 
hymn. After a season a change was made in 
choristers. The new one was determined to break 
up [this] practice. Accordingly on the next 
Sabbath the pastor gave out the hymn, and men
tioned ... that the collection would be taken up. 

34 G. F. Nee dham, "s i ngin g ," I...!~~, I I (A u gus t 3, 1 844) , 

" 
p. 121.
 

35 Ibid .
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The deacons began to pass the plates through the 
slips, but there was no sound from the choir. The 
pastor nodded...but still the choir was silent. He 
repeated his desire by gesture, at length 
spoke out, "Please sing the hymn." after the 
deacons had done their duty, the choir broke 
fo rt h •••• 

When the meeting was over, the pastor. .. want
ed to know what [the chorister] meant by delaying 
the singing. [He] replied, "I thought I would let 
the c..o".llection be taken up during prayer to
day."..5o 

A rather sarcastic article by another writer advised 

readers as to how they might close down a church. After 

references to attendance: ([Don't] "venture out to meeting 

if the day be a little rainy, cold, cloudy, or ... too warm"); 

the meeting-house: ([Let it] "be moderately cold and uncom

fortable; or unventilated, and the floor covered with tobac

co spittle"); and money ("complain that you have always to 

be giving; ... keep your minister poor ... "), he finished 

with a flourish: 

"Take care to sing the praises of God as if 
you did not care whether you sung or not; and let 
you r c h u r c h music b e s uc has t 0 dis P5~s tall per 
sons of taste. You need do no more." 

Rev. Brewster frequently wrote to the paper on musical 

issues. He expressed his thoughts on congregational sing

ing: 

I wish to say a few things about the singing 
in our social meetings, class meetings, prayer 
meetings and love feasts. Singing always has and 
ought to form an important part of our social 

37 Wm . Kent, "How to Drive Away a Congregation," TrW~, 
II (December 21, 1844), p. 194. 
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worship. Singing and prayer were united by the 
apostle when in the prison, and should never be 
separated. At the same time it is desirable to 
avoid the formality of reading a hymn every time 
we sing in such meetings, and equally desirable to 
avoid singing senselefs> doggerel, void of all 
sentiments and meaning. 

He followed with a comparison of hymn texts, some of 

which he approved, some he disliked. He goes on: 

I never yet saw an individual, or a class 
who s e .•. sin'g i ng [c a n.s i s ted a f sen s e 1 e s s ditt i e s ] 
that was ... deep in experience, correct in 
doctrine, or consistent in life. Such persons ..• 
have considerable noise without fervour, much more 
presumption than faith •... Let us lay these [songs] 
aside and learn to sing the hymns which are evan
gelical in sentimenS' and elevating in thought, 
language, and figure. 9 

Again and again readers of the paper were reminded of 

the necessity of singing with the spirit and the under

standing. In addition, as the years went by there was more 

awareness of the Science of music and while encouraging the 

acquistion of knowledge, writers constantly called for 

"spiritual" singing. Excerpts from two articles will illus

trate: 

... the manner, and spirit in which [sacred 
music] is offered to God ... ought not to be over
looked." YeL .. in most cases ..• the spirit of 
singing is sacrificed to give precedence to a cold 
external formula, unacceptable to God .... The 
following remarks [from The American Vocalist 
tunebook] are ... for the benefit of every ~Jesleyan 
Family, church, and congregation •... Will not the 

38 W. H. Br e ws t e r, " Ch ur c h Sin gin g No.5," l.!.~~, I V 
(January 3,1846), p. 2. 

39 Ibid . 
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w. M. Coonection adopt it as their standard· of
 
singingl 4U
 

It is impossible to incorporate the whole of the guide

lines given. The following is a paraphrase of the points 

emphasized: 

1. The whole congregation should take part in
 
public worship through singing. However if any
 
cannot sing "they ought not to mar the devotion by
 

aattempting to sing in public." • 
2. Every singer should have a tune book but r 

should memorize the hymns and not be totally de
pendent on the book. 

3. Musical instruments may be used to assist
 
untrained singers but "great care should be taken
 
not to disturb the congregation in tuning them."
 

4. Choir members should be chosen on the ~ 

basis of singing abilities, not wealth or popu
larity. 

5. Tunes should be pitched to suit the 
singers. 

6. "No person who is profane or vicious, 
should be permitted... in the choir."41 

This final point is expanded by the writer, 

It is a painful fact that, many [choir 
members] feel. .. at liberty to disturb the 
remaining exercises, by ... reading, whispering, 
&c., as if everything of importance was done when 
they had gone through with their thoughtless ... 
apology for Singing Praise to God . ... 4L 

And he concludes, "Think what the gospel offers you .... Sing 

then. There is cause for joy.,,43 

Another writer made his preferences clear: 

When shall "all the people" in our 
congregations begin to "praise Godl" Not so long 

40Marshall Frink, "Singing," TrW~, IX (April 5, 1851), 
p. 53. 

41 Ibid . 42 Ibid . 43 Ibid . 
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as church music is regarded as a thing to be done 
by proxy. ~~e have [nothing] against choirs, but we 
beg leave to protest against the monopoly of this 
delightful part of service by the handful who may 
occupy the end gallery .... How lamentable a 
travesty on the music of the sanctuary is that 
where a whole congregation sit mute, whilst the 
gallery orchestra exhibits it [sic] science! 

...much as we admire musical cultivation and 
science, if the question comes whether the singing 
of the whole congregation or the science is to be 
dispensed with, we unhesitatingly say the latter. 
We would prefer both conjoined ... but if either 
must be sacrificed ... let the scienc~ go, and take 
the united song of "all the people." 4 

One type of meeting which always included a variety of 

music was the Tea Meeting. This was apparently a tradition 

brought from England and was often used to help raise funds 

for church projects. An account of the first Wesleyan Tea 

Meeting describes singing of hymns by the whole group, one 

"voluntary" by the choir, and two solo numbers. The solos 

were reported thus: "Again were the company favored by 

singing, accompanied by a skilful [sic] player on the 

pia no. " 4.5 ( This may h a v e bee n c h 0 r aI, but was not mad e 

clear). Then after "remarks of LUNSFORD LANE, with whose 

history as a slave... readers are familiar ... Mr. Plympton 

sung ..• a song respecting the sufferings of the ... negro boy, 

sold as a slave.,,46 

44presbyterian, quoted in ~es, XIII (April 4, 1855), p. 
52. 

45"The First Wesleyan Tea Meeting," l...!.~~, I (April 1, 
1843), p. 52. 

46 Ibid . 
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other references to Tea Meetings always included some 

description of music used -- choral, congregational, solo, 

and instrumental -- all types appeared. These were occasions 

of importance, as may be seen from the account of another 

such meeting: 

On Monday evening last, the First Wesleyan 
Church in Lowell [Mass.] held a social tea meeting 
... for the purpose of defraying some expenses in 
fitting up their chapel. Between two and three 
hundred persons were present, and the occasion was 
one of deep interest. Rev. O. Scott presided .... 
The exercises were interspersed vilith several 
thrilling pieces of music, and great interest and 
ani mat ion were f e1 t by the %~o 1e asse mb1y . I t IIlI as 
truly a religious festival .. 

References to vocal music in general abounded, whether 

the situation involved the music leader, the congregation, 

or a choir. An account by a minister of his visit to a 

Wesleyan Church in Geddes, New York tells of finding "no 

prejudice against color visible." Continuing his amazed 

observation he said, 

Why, ... do you believe it? -- the chorister is 
a black man! -- A graduate from a Boston Musical 
College -- a beautiful singer. And I did not 
discover any fainting among the sensible looking 
ladies and gentlemen ..•• But a genteel man ... 
thought it was "mocking God to have a nigger to 
lead singingl,,48 

The order of Exercises for the dedication service at 

47" Tea Me e tingin Lowell," l.!.~~, I ( 0 e c em b e r 30, 
1843), p. 207. 

, 48 " AGo 0 d Examp 1e ," l.!.~~~, I (0 e c e mb e r 9, 18 43 ), P. 
195. 
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the Wesleyan Methodist Church in Hebron, Connecticut in 1847 

was listed in full and showed the singing of two congrega

tional hymns and three choral anthems. 49 And a very long 

account of the growth of the Church at East Rushford, N. Y. 

closes with these words: 

One thing that has added greatly to the 
interest of our meetings, has been the singing, 
which is the very best kind. Those improving in 
that part of the worship, taking great pains to 
fur~is~ themselves with the very best class of 
mUSIC. 

The Wesleyans considered the Sabbath School a very 

valuable part of church life and music was often used to 

advantage in it. Frequent reports of Sabbath School meet

ings told the tale: 

After .•. remarks, the children sang, "Come let 
us sing," &c., which fell like the sweet music of 
an gel sup 0 nth e en c han ted ear .•. you n g, h ~p Y 
voices, warbling the praises of their Creator. 

It may be a matter of interest to you ... to 
know how we raise the funds to carryon our 
Sabbath school in this place.... [The scholars] 
hold concerts, -- ask a small fee for admission, 
-- erect a stage in the meeting-house, -- learn 
some good pieces for declamation, ..• [and] sing 
some of the bes\ songs in the world, accompanied 
by the Melodeon. 2 

49 " De d i cat ion ," lI~~, V (F e b r u a r y 6, 18 4 7), p. 2 3. 

50 M. Palmer, "East Rushford, N. Y.," Wes, XVIII (March
14,1860), p. 190. --

51"Pittsburgh Sabbath School Festival," ~~~, XII 
(January 12, 1854), p. 6. 

52 W. Wilkie, "Sabbath School, west Dennis, Massachu
setts," Wes, XVIII (February 8,1860), p. 170. 
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... that day the Sabbath-school meL .. to me 
the chief attraction was the beautiful singing of 
the school. Under the thorough and judicious 
training of Miss Rank the school has attained 
great proficiency. I will say here that if the 
plan of teaching sacred music to the Sabbath 
school. .. was more generally adopted, the schools 
wa u 1 d b e

5
3 bot h 

e f fie i en t. 
mar eat t rae t i v e and mar e 

The individual parishioner was encouraged to sing 

alone: 

Have a rocking-chair in some ... room at the 
top of the house ... and in some of the old familiar 
tunes of the village church .•. sing by the hour, 
with an open mouth and a loud voice - not on a 
penny-whistle pitch - the psalms and hymns and 
spiritual songs .... Sing away ... and don't be afraid 
if your reighbors 
dist. .•. 5 

do think you are a Metho

Choir singing was often spoken of approvingly, as seen 

in some comments above, and as in the following: 

The evening service was solemn and ... profit
able to all present. The very excellent music 
rendered by the choir made the services ... exceed
ingly interesting and profitable. The brethren 
remarked that this was the be~~ quarterly meeting 
we have had here in ten years. 

Sometimes, as in John Wesley's day, it was disparaged. 

The following questions sent to the editor displayed the 

attitude held by many: 

5 3 "A 11 e g han y Can fer e nee Evan gel is t' s Rep art," ~!!!~~, 
XXVII (December 8,1869), p. 626-7. 

54"Sing Hallelujahs," WesM, XLVIII (October 1, 1890), 
p. 3. ---

55 John Quay, "A Season of Blessing," WesM, XLVIII (No
vember 5,1890), p. 3. 
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1. What do you think of this choir singing by 
the wicked ... for the church? 

2. Did you ever know of a revival under the 
influence of choir singing? 

3. What consolation is it to old members to 
sit and look on whilst the wicked sing for them? 

4. Is not this choir or fashionable .singing 
mixed a little with pride and popularity?56 

There were more queries in the same vein followed by 

brief answers from the editor: 

1. I think very poorly of it. It ought not 
to be. 

2. The most extensive revival I had ever 
witnessed ... was in a church that had a choir, and 
who s e sin gingin pub 1 i c s e r vic e ... wa's 1 e d b Y the 
ch oi r. 

3. Sorrowful consolation I take i 5i4. A great deal so in many cases. 

Another brother expressed himself on the subject of 

choir singing in a lengthy article (which also includes an 

opinion of the Wesleyan Hymn Book as "totally inadequate"): 

I wish to say a few words upon the subject of 
singing in our Churches. It is become a prac
tice now-a-days, to divide the services between 
the pastor ... and a select choir. .. while the hum
ble child of God, is virtually forbidden to take 
any part therein .... And this is done in more ways 
than one [by] the choir. They are always 
introducing new tunes before the congregation can 
possibly become sufficiently acquainted with the 
tunes now in use .... 

... the Minister ... is too lazy even to name 
the number of the hymn .. but will. ..nod to the 
choir, who understand ... [and] will. .. commence and 
sing some strange thing, as profitless to the ... 
congregation, as to preach in an unknown 

56Jonas Lewis, "Correspondence," Wes, XII (December 28, 
1854), p. 206. , 57 Ed . [L. C. Matlack], "Answer," ibid. 
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tongue .58 

It would be easy to include numerous quotations similar 

in style and expression to the above. However it is evident 

that vocal music was held in high regard by the people of 

The Wesleyan Methodist Connection. In summary, the 

following points may be made: 

1. Congregational hymn singing was a necessary and 

vital element in public worship. 

2. A thorough knowledge of the hymns and tunes was 

desirable for the individual believer, both for personal 

devotion and group participation. 

3. It was preferred that a Hymn Book prepared within 

the denomination be used; if another collection was chosen 

it should be one containing hymns of good poetic and musical 

quality and sound doctrine. 

4. Choir singing could be a useful means of worship but 

it was of real value only if the words could be clearly 

understood and if done in the spirit by those of good musi

cal ability who were personally committed to belief in 

Christ. 

5. Training of the choir must therefore include both 

religious and musical guidance. 

, 58 Wm. Ha r din g , "A New Hy mn Boo k," ~~ , XI V (M a y 21 , 
1856), p. 84. 



CHAPTER V
 

INSTRUMENTAL MUSIC AND
 
THE WESLEYAN METHODIST CONNECTION
 

The use of instrumental music was by far the most 

controversial aspect of church music for the Wesleyan Metho

dist Connection. It became a subject for disl,::ussion very 

soon after founding and continued to be a sore point for 

some throughout the time covered by this study. The problem 

was not unique to this denomination. It has been the 

subject of endless discussion and disagreement ever since 

the beginnings of the Christian church. 

The worshippers in the early church apparently excluded 

instruments from their services along with elaborate singing 

and dancing. This action was taken because of the associa

tion of instruments with pagan festivals and practices, and 

because of the questionable morality of the players. 1 St. 

Basil (ca. 330-379), Bishop of Caesarea and founder of 

1Christian Hannick, "Christian Church, music of the 
early," The New Grove Dictionary of Music and Musicians, 20 
vols., ed. Stanley Sadie (London: Macmillan, 1980), vol. 4, 
p. 368. 
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monasticism, saw two evils resulting from the use of instru

ments. He felt that playing them was essentially idle and 

unproductive, and that it could lead to shameful behavior. 

"Of useless arts there is harp playing, dancing, flute 

playing, of which, when the operation ceases, the result 

disappears with it. And indeed... the result of these is 

destruction.,,2 This attitude persisted among the early 

church fathers, with Biblical references to instrumental 

usage being explained symbolically.3 

Instrumental music was gradually accepted in the 

church, but periodically church leaders found it necessary 

to speak out against its misuse. Between 1545 and 1563 the 

Council of Trent met to deal with problems of liturgical 

reform. Their purpose was to "formulate and give official 

sanction to measures for purging the Church of abuses and 

laxi ties.,,4 Music was not the primary focus of their 

meetings. However, attention was given to removal of the 

secular spirit which had entered church music. In their 

final statement the Council condemned not only the 

secularity of church music but also mentioned the "excessive 

use of noisy instruments," along with the general careless

2Quoted in P. Weiss and R. Taruskin, Music in the Wes
tern World (New York: Macmillan, 1984), p. 27. 

3 Ibid ., pp. 28-9. 

400nald J. Grout, A History of IrJestern Music (New York: 
i'Jorton, 1980), p. 260. 
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ness of musicians. 5 

Throughout church history various dissenting groups 

have banned instruments from their worship. A pre-

Reformation movement in Bohemia l~d by John Hus (1373-1415) 

banished both polyphonic music and instruments from their 

services until the middle of the sixteenth century.6 The 

followers of John Calvin in Geneva (1539-1562) believed that 

church music should use only Biblical texts and congrega

tional singing. They used no accompaniment, either by choir 

or instruments.7 In fact they condemned organ music until 

the Synod of Del ft in 1638 and even went so far as to 

destroyorgans. 8 

In the British Isles during the early seventeenth 

century the Archbishop Abbot was against choirs and organs, 

and during the Commonwealth (1649-1669) the leaders of both 

the Presbyterian and Independent churches removed choirs and 

organs from their services. In Scotland organs were 

considered sinful until the middle of the nineteenth 

century.9 

5 Ibid . 6 Ibid ., p. 257.
 

7 Er ik Routley, The Music of Christian Hymns (Chicago:
 
G. 1. A. Publications, 1981), p.28. 

8Friedrich Blume, Protestant Church Music (London: 
Victor Gollancz, 1975), p. 246. 

9percy Scholes, The Oxford Companion to Music, 9th ed. 
(London: Oxford University Press, 1955), pp. 184-85. 
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In early America the prejudice against instruments in 

the churches was strong. The Puritans did not allow their 

use in worship services, though they were permitted for 

private music-making. 10 The first use of the pipe organ in 

an American church was at King's Chapel in Boston in the 

year 1714. 11 Other large city churches followed, but many 

small, dissenting groups remained conservative in this 

regard. The Shakers' singing was described as unharmonized 

and unaccompanied,12 and the First Baptist Church in 

Providence, Rhode Island (founded by Roger Williams) allowed 

no instrumental music until 1804. From 1804 to 1834 the 

13bass viol was permitted, then finally the organ. 

Books and pamphlets exploring the issue have been 

written by the dozens. A listing of a few such publications 

appears below: 

The Use of Organs and Other Instruments of Music in 
Christian Worship Indefensible by James Begg (Glasgow, 1866). 

Is Instrumental Music in Christian Worship Scriptural? 
by M. o. Clubb and H. Leo Boles (Nashville, 1927). 

Instrumental Music in the Worship; or the Greek Verb 
Psallo Philo~icall~nd Historic~_Ex~mi~~by M. C. 
Kurfees (Nashville, 1950). 

10Gleason and Becker, Early American Music (Blooming
ton, IN: Frangipani, 1981), p. 24. 

llIbid. 

120aniel Kingman, American Music: A Panorama (New York: 
Schirmer, 1979), p. 138. 

13Robert Stevenson, Protestant Church Music in America 
(New York: Norton, 1966), p.48. 
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Documents on Instrumental Music by Tom Burgess (1966). 

"The Church Fathers and Musical Instruments" (Ph. D. 
dissertation, Columbia University, 1965) by James McKinnon. 

The position of the Wesleyan Methodists may be seen 

against this background. They were one group among many who 

struggled with the problem of instruments in church. 

In May of 1843, (near the time of the founding Conven

tion), a statement by Orange Scott appeared in the paper: 

A very fe •... of our correspondents have 
expressed the opinion that the Wesleyan Church 
should prohibit "instrumental music," .... We do not 
think it desirable in our disciplinary regulations 
to meddle with these things. We shall of course 
be at liberty to oppose any thing wrong -- but 
then if we ... incorporate into the Discipline every 
thing that some individuals may consider wrong, we 
must prohibit tea, an1 coffee, and tobacco, and a 
thousand other things. 4 

The issue would not go away, however. It was even an 

element in secession from the Methodist Episcopal Church. 

One writer, desiring to set the record straight regarding a 

secession in New Hampshire, made sure readers knew that 

slavery was not the problem: 

Instrumental music was the sole ..• cause of 
the secession. The circumstance was as follows. 
A certain musical instrument, called a Seraphine 
[a 19th century English keyboard reed instrument 
similar to the American organ], was taken into the 
singing seats, by an almost unanimous vote of the 
choir; a certain brother raised his voice against 
it, and declared he was conscientiously opposed to 
instrumental music ....A vote was taken ..•Sha11 the 
seraphine be retained ... eighteen voted in favor, 

14 0 ran 9eSc 0 t t, "C 0 nsis ten c y ," l.!:~e s, I (M a y 2 7 , 
1843), p. 83. 
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only three against. ... The brother ... then arose ... 
and asked to be dismissed from the church. Others 
present declared they should pursue the same 
course; so the secession ... took place. 15 

Apparently it was felt that some stand must be taken by 

the Connection, and in the Discipline of 1845 there appeared 

a new statement added to the section Of the Spirit and 

Truth of Singing. It said simply, "We recommend the chur

ches to dispense with instrumental music.,,16 Study of the 

minutes of the General Conference which produced that Disci

pline revealed no discussion of the question and no mention 

of the addition. Eventually the following brief and rather 

incidental mention was found: "The Committee on Revisals 

continued their report. The items are not reported. They 

will be discovered by comparing the new and old ~ditions of 

the Discipline.,,17 It may be assumed from this that said 

Committee, consisting of twelve members, decided to include 

the words giving some guidance in the matter without making 

an inflexible rule. 

In the years that followed numerous individual 

conferences made resolutions of their own, concurring w~ith 

15James Ashton, "Secession in Dover, N. H., -- Again," 
TrWes, I (July 29, 1843), p. 118. 

16 The Discipline of the wesle an Methodist Connection 
o f Am e ric a (N e w Y0 r k: O. Sc 0 t t, 184 5 5, p. 68 . 

17"First General Conference of the Wesleyan Methodist 
Churches in the United States," TrWes, II (October 19, 
1 8 44 ), p. 1 6 7 . ---
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the stand taken in the DisclQli~ and sometimes taking an 

even stronger position for the churches under their care. A 

few examples of these will give the picture. 

(Following a quotation of the appropriate section of 

the Discipline): 

Believing that instrumental music in public 
worship destroys spirituality, produces pride, 
formality, conformity to the world, and 
contentions, therefore, Resolved, *** we will 
never consent to its introduction into any Wesley
an Chu r c h u n.d e r 0 u r pas tor a I car e. (5 t. Law r e nc e 
Conference.)18 

Whereas, the Christian Church during the 
apostolic age, and while it retained its purity 
and simplicity, did not make use of instrumental 
music, therefore 

Resolved 1. That we disapprove of 
instrumental music in the public worship of God, 
and that we will endeavor to discourage the use of 
it .... 

The above resolutions were adopted at the ... 
last Quarterly Meeting Conference for Napoli 
Circuit, Dec 12th, 1846, and requested to be

f9published .... 

This group of small congregations was part of the 

larger Rochester (N. Y.) Conference and a few months later 

the following appeared at the end of a list of resolutions 

adopted by that Conference: 

Whereas, the Christian Churches during the 
Apostolic age, and while it retained its primitive 
purity and simplicity, did not make use of 
instrumental music, Therefore 

18 p . M. Way, "Vocal Church Music, vs. Instrumental 
Church Music," Tr\i~es, III (August 30,1845), p. 137. 

19 J . Watson, "Resolutions," TrWes, V (January 9, 1847), 
p. 6. 
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Resolved, That while we raise no objection 
against instrumental music as a scientific perfor
mance, we disapprove of it in the public worship 
of God. 20 

A much later instance of a similar position occurred in 

the Kansas Conference in 1882: 

Believing our rule in Discipline ... to be good 
and binding -- and believing the use of organs or 
any ins t rum en tal mus i c , and choi r sin c hu r c he s a r 
public worship to be evil, and has a tendency to 
dead formalism and to divide the churches: 

Therefore, resolved, that in order to secure 
peace and uniformity in our churches in singing in 
the Spirit and with the understanding, that the 
use of organs, or instrumental music is hereby 
excluded from all our chur2hes except. .. where 
these will not be divisive .... 1 

More than once an effort was made at General Conference 

to repeal the statement in the Discipline. In 1883 some of 

the proceedings were recorded: 

The Committee on Revisals presented a report 
.... A paragraph l1earnestly requesting l1 the chur
ches to dispense with instrumental music ... eli
cited much discussion. An amendment was of
fered ... that the matter be left to each local 
church. It was argued ... that where instrumental 
music prevailed spirituality declined .... others 
thought this was not true ...• 

The amendment was •.. withdrawn, and ... a 
substitute [adopted] that the ma 11er be left as it 
now stands in the Discipline .... 

20Committee, "Rochester Conference," TriNes, V (May 29, 
1847), p. 85. --

21"Kansas Conference Minutes,11 12th Annual Conference, 
1882, I, 226-27; quoted in Wayne E. Caldwell, "The History 
of the Kansas Conference of the Wesleyan Methodist Church of 
America, 1871-1968," (Th. D. dissertation, Iliff School of 
Theology, 1969), p. 135. 

2211General Conference Proceedings," ~!!!.Wes, XLI (October 
31, 1883), p. 5. 
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The excerpts above should give some idea of the argu

ments which were arrayed against the use of instruments. 

These were among others presented in the pages of the church 

paper, some quite well substantiated, others simply reveal

ing the prejudices of the writers. The following reasons 

were found and are given together with typical quotations 

from writers who objected to instrumental music in the 

church. 

1. The use of instrumental music in worship and praise 

is frequently described in the Old Testament. However, with 

the coming of Christ and the establishment of the Christian 

Church, it was believed that the old worship order was 

supplanted by a new way. 

2. The other side of the same argument was that there 

was no mention of the inclusion of instrumental music in New 

Testament worship and praise except in connection with the 

life to come -- that is, in heaven. 

This argument was considered one of the strongest rea

sons for repudiating instrumental usage and was one of the 

most difficult to dispute. 

In the Scriptures under the Mosaic or 
ceremonial law, instrumental music is frequently 
mentioned; but this law stood only in meats and 
drinks [etc.]. .. but under the ... new dispensation 
there appears to be a new covenant. ••.And I cannot 
find in all the New Testament writers, that 
instrumental music was ever used in the assemblies 
where Christ or his followers resorted for 
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worship.23 

David, as the "sweet singer of Israel," was often 

referred to as the one who most practiced and described the 

use of instrumental music in worship. But those fighting 

the concept found ways to nullify his influence. 

The use of musical instruments is enjoined in 
the Book of Psalms. That book is a part of God's 
word, and we accept it. .•• [Believing that David 
wrote at least parts of it] ... I can find an 
endorsement of a plurality of wives. David 
indulged in that practice; but he was a man after 
God's 2~wn heart. Hence what he did I can 
do •••• 

A favorite Biblical reference employed by opponents of 

instruments was Amos 6:5: "[Woe to them] That chant to the 

sound of the viol, and invent to themselves instruments of 

music like David;" and it appeared often in whole or in part 

in arguments presented. "Read the sixth chapter of Amos, and 

there you will find the Lord by ... his prophet reproving the 

25people .... 

The principal Bible authority ... is traceable 
to David. But he is only good authority when 
divinely endorsed. There were many things in the 
Old dispensation that were .inked at but not 
endorsed .... We wish ... to show that David is out of 
Divine order with all his instrumental music ... 

(The text from Amos is quoted here) ... Please 
hear Dr. A. Clark ... "I believe that David INas not 

23 A. 0 a y, " Tho ugh t son Pub 1i cWo r s hip," ~~ , XI I I 
(April 25,1855), p. 65. 

24 J . A. McGilvra, "Instrumental Music Reviewed," ~~Wes, 
XXVII (May 19,1869), p. 497. 

25 A. Day, lac. cit. 
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authorized by the Lord to introduce that multitude 
of musical instruments into the Divine Worship ... 
and I am satisfied that his conduct. .. is most 
solemnly reprehended by this prophetj ... that the 
use of instrumental music, in the Christian Church 
is .ith~~t the sanction and against the will of 
Go d; .... 

Favorite texts from the New Testament were quoted to 

indicate that instrumental music did not belong to the 

Christian era of worship: 

Speaking to yourselves in psalms and hymns 
and spiritual songs, and making melody in your 
hearts to the Lord. Ephesians 5:19. 

Admonishing one another in psalms and hymns 
and spiritual songs, singing with grace in your 
hearts to the Lord. Colossians 3: 16 . 

..• whatever is not incorporated into the 
worship of God by the authority of the New 
Testament is forbidden, and therefore not to be 
practiced as a part of Christian worship ..•• 

... vocal and instrumental music were for a 
time united in the temple service .... Yet in re
appointing the ordinance of praise, vocal music 
receives the most unequivocal authorization, while 
instru~ent~1 music is not so much as honored with 
a mentIon. 

Why if so necessary to the utterance of 
praise, did not the apostles and early church use 
instruments? Had they less adoration in their 
hearts 2~han the church of the nineteenth 
century? 

3. The objection was often found that the use-of in

26 J . A. McGilvra, "Instrumental Music in Public 
IrJ 0 r s hip," ~~ We s, XXV I I ( Feb r ua r y 17, 1869), p. 443. 

27Junius A. Preston, "Instrumental Music Considered in 
Con ne c t ion wit h the Wig ht man Pape r s, No. I V," AmIrJ e s , (0c to 
ber 20, 1869), p. 597. 

, 28Clara Tear, "Instrumental Music in Churches," WesM, L 
( Ju ne 29, 1892), p. 1. 
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struments obscured the words and therefore the meaning of 

the h Ymn s be i ng sun g. " It is too 0 ft e nth e cas e t hat, in 

public warship, men are carried off from the sense of the 

words by the sounds that are put to them.,,29 

One of the greatest evils is that the 
instrument generally partially drowns the words, 
thus preventing obedience to the command: "Speak
ing to yourselves in psalms and hymns and 
spiritual songs." I have been seated near some of 
our best choirs and have listened attentively, and 
in several cases have understood les~ than a dozen 
of the words, out of a whole hymn. My hearing is 
not impaired. These are extreme cases. Yes, the 
ordinary [cases] are where you underst&nd f.rom 
one-half to three-quarters of the words. 

The use of sarcastic humor to illustrate one's point 

was quite prevalent then as now. The following example was 

one of many and while this one was written by a Methodist 

Episcopal minister rather than a Wesleyan, it still clearly 

showed similar ideas. 

The old tunes ought to be ashamed of 
themselves when compared with our modern beauties. 
Let Dundee and Portuguese Hymn ... hide their heads 
beside what we heard not long ago in a church ...• 
The organ began, and the choir sang, as near as I 
could understand, as follows: 

Oo--aw--gee--bah 
Ah--me--la--he 
O--p ah -- sah--dah 
Wo--haw--gee-e-e-e. 

My wife ... did not like the music. But I said, 

29 p . M. Way, "Instrumental Church Music," TrWes, III 
( Se pte mb e r 2 0, 1 8 4 5 ), p. 15 0 . ---

30Clara Tear, "Instrumental Music in Churches," WesM, L 
( Ju n e 29, 1892), p. 1. 
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"What beautiful sentiment! My dear, it is a pas to !
ral .... you have had your taste ruined .... " The 
choir repeated the last line of the hymn four 
times. Then the prima donna leaped on to the 
first line, and slipped, and fell on to the 
second, and that broke and let her through into 
the t h i rd. The 0 the r v0 ice s cam e fln top i c k her 
up and got into a grand wrangle .... 

~ 

4. Another reason not to use instruments often advanced 

was that their use tended to create a spirit of pride and 

formality. There was not much attached to this by way of 

positive proof but it nevertheless had a strong influence 

~ 
among people who desired to maintain humility and 

simplicity. 
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•... in the Wesleyan Church, and having a good old ~. 
I'fashioned season of soul fellowship. . .. 1 have 

been an attendant at church wherever I have been 
••• j but how my heart has sickened when I have 
gone unto those aristocratic Churches of Chicago, 
listening to the organs and operatic choirs, 
seeming to show so much formalit~tnstead of the 1 

J 

r 

Oh how I long to have the pleasure of meeting 

true earnest spirit of the Gospel. 

How much melody and how much spirit is there 
in a service where we have an unsaved organist. .. 
and ... choir? It is all pomp an~3show, a great 
swelling sound and no distinction. 

It is •.• pretty well known by intelligent and 
spiritual persons, that the .•. great body of the 
professing church is apostate ...• 

The great underlying ..• cause is a decline of 

31Talmage, "Old and New Tunes," AmWes, XXXIV (July 19, 
1876), p. 7. 

32Strickler Forrey, "A Treat to Have the Wesleyan," 
!l.!!!Wes, XXVII (November 10, 1869), p. 61l. 

3 3 J. 5 . Mower y, "I n s t rum e ntal 1-1 u sic ," ~~!:!, XL I X (A u 
gust 17, 1892), p. 2. 

f

f 
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faith ....Spiritual and intelligent Christians ... 
will probably be led of the Spirit to abandon the 
following unscriptural. .. elements: ... 

2. Highly artistic music, borrowed of the 
world	 and used for show and entertainment .... 

3~. Organs and other musical instruments 

5. The introduction of instrumental music was said to 

lead to division and contention among the worshippers. 

A few months since, conceiving an organ 
necessary to lead the public congregation in 
singing, one was procured. Some were opposed to 
it, but yielded their preferences for the general 
weal. Others were decided, and took offence at 
it. After using it a few sabbaths, it was agreed 
to dispense with it altogether; and thus another 
class were seriously offended, including some of 
those who usually aided the singing, while the 
continuance of the organ in the church, though 
silent, prevented those first offended from being 
reconciled .... Confusion and discouragement ensued . 

... Within a few days, it has been unanimously 
agreed to sacrifice the amount already paid to the 
organ builder, and request him to remove it. .. pur
posing to fit up the off~~t where it stood as a 
vestry-room for prayer .... 

We had no sooner dedicated our new house of 
worship, at Masonville [Iowa], and invited other 
Churches to occupy it a portion of the time, than 
one thus invited attempted to bring also the organ 
with them, but its prompt exclusion from the house 
so recently dedicated to the worship of the 
Christian's God, of course caused quite a ferment 
among the ritualistic Churches here; and •.. they 
seize with eagern~s6s.•. the readiest weapon with 
which to oppose us. 

34 E. P. Marvin, "Cause and Cure of Apostacy," WesM, LIV 
( Ju ne 9, 1897), p. 3. 

35 L. C. Mat 1 a c k, "0 bs e r vat ion s b y the Way," l..!.~~, I V 
(January 3, 1846), p. l. 

36preston, "Instrumental Music ... ," AmWes, XXVII (july 
14, 1869), p. 529. 
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6. A strong disagreement developed over the fact that 

so-called "ungodly" or "unsaved" persons were allowed to 

play instruments in the churches. One would imagine this 

might happen when there was no "approved" member of the body 

capable of handling the position, or when it became a means 

~of holding a person in the church, hoping they would come to 

an acceptable belief. With the instruments in the hands of 

the ungodly music became a means of drawing church members 

away from the purity of the Christian life and toward all 

~ kinds of "worldly" amusements. 

The organ, or instrumental music of any kind 
is one of the fruitful. sources of. .. iniquity; as I 
found in this place where they had elected ... an 
unsaved person to play for them, thereby ... doing 
an injustice both to the world and church .•..Bible 
warnings are unheeded ..• the calf is made, and set 
up in the shape of an ungodly choir, an organ, r 
orchestra, or an entire band, ... declaring, "These tbe thy gods, 0 IsraeL ... 

... by compromising little by little ... [the
 
churches] are now but little less than a theatre,
 
concert, or house of entertainment ....
 

Another says: we must entertain the ••. young
 
[people] .... Then will come in their idols, the
 
c hur c h soc i a 1, fair , f est i val, 1a~ 9es , soc i e tie s ,
 
clubs, and worldliness in general.
 

It comes on us by degrees. First the organ
 
will be used in the Sabbath-school, then on extra
 
occasions, and eventually it is necessary to have
 
a choir, and the organ will be placed in one
 
corner of the church, and the choir take their
 
stand, decorated with all the trappings of the
 
world ..•.
 

•.. [instrumental music] leads to worldly
 
conformity and a desire to ape the style of other
 

37 E. V. Pot t e r, "E gyp t ian He 1 p ," ~~!::!, (April 27, 
1892), p. 3. 

L
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c h ur c he s . Fir s t the 0 r g an, the n t·h e f i d d1e, the n 
the h0 r n. Tho sew ¥8 w0 u 1d sin gin the s pi r ita r e 
hushed and crushed. 

7. It will be no surprise to many that money became one 

basis for finding instruments and their music evil. The 

expense of the instruments themselves and the time and 

expense necessary for one to become an accomplished 

performer were said to be reason enough to avoid their use. 

An article deploring the replacement of spinning wheels 

in homes by pianos called forth immediate response. The 

editor gave his opinion (that the spinning wheel should be 

gone) and the following writer was exceptionally vocal in 

his wrath against the piano. 

We regard the general introduction of [the 
piano], with the loss of precious and valuable 
time consequent thereon, and the great. .. expense 
in no other light than a curse. It is one of 
those amusements which "does not tend to the know
ledge or love of God." 

...Serve God with the Piano! I very well 
recollect when it was considered tantamount to 
renouncing God to take hold of the piano . 

... having supplied our families with the 
means of making a noise, we must next provide for 
the churches. Each church must have an organ, a 
melodeon, flute, harp, sackbut or dulcimer, or 
some other music .... 

I object. ... First, [because of] the time and 
expense requisite to acquire the skill. ... [He here 
describes the time needed for "literary" training 
and "all those multifarious duties" of "wife, 
mother, and housekeeper," then continues] where 
can we find the three years, or indeed any part of 
it, to devote to thumming on a piano. There is no 
such time unless it be abstracted from learning 
those duties which are indispensable to constitute 

38"Instrumental Music," WesM, L (August 17, 1892), p. 
2 • 
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a woman fit for a wife or a mother. And by this 
foolish, ridiculous (and I ought to say wicked) 
system of educating thousands of worthless beings 
are ... thrown upon the community unfit alike to 
live or die! 

I object to the expense... of those instru
ments ... I doubt whether any lady can afford to 
spend a dollar as the means of an amusement which 
promotes no virtue, relieves no want, nor procures 
sUbstant~~l happiness, either for soul or body for 
an y one. 

At eleven we were comfortably seated in 
Ply m0 u t h Chur c h , Broo k1 yn, 1 i s ten i ng the music 0 f 
that organ that cost enough to build a comfortable 
Church for the poor. The congregational singing 
was sublime .... But we very much doubt the 
propriety of that costly organ in God's house when 
his poor are actually starving in sight of the 
~hu18h. We think God himself will frown upon
It. 

Buffalo, Dec. 17, 1847 
The poor house is filled to ... capacity, and 

.•. besides these, seventy or eighty widows with 
helpless children are to be supplied ..• with fuel 
and provision .... And yet, in this goodly city, 
within sight of such wretchedness, two churches 
are being built, whose entire cost will not be 
short of eighty thousand dollars. The two organs 
alone will cost from six to ten thousand 
dollars. 4 

8. While it was not often expressed explicitly there 

seemed to be an underlying suspicion of people who were won 

to Christianity and to the church by means of attractive 

39 0 . W., "Pianos and Spinning Wheels," vJes, XI (Fe
b r u a r y 3, 18 5 3), p. 18 . -

40 J . W. H., "Journey to Washington and Its Surround
ings," Am!!~, XXXVII (April 14,1869), p.477. 

41Quoted in John Watson, "Instrumental Music -- Not 
used in the Primitive Christian Church," Am~ves, XXXVII (June 

23,1869), p. 517. 
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mu si c. It was felt that faith in God and respect for the 

ideals of the church should be sufficient to draw unbeliev

ers into the fellowship. Using the tricks of the world 

would not be likely to produce stalwart Christians. One of 

the earliest to express himself as opposed to instrumental 

music was very clear on the subject: 

I admit that well trained choirs, aided by 
instrumental music ... have done much towards 
multiplying converts -- but, what kind of converts 
are they? .• they are music converts, bandbox, 
dandy, hotbed Christians .... I affirm, and believe 
I can sustain the assertion, that instrumental 
music never produces devotional feelings. I am 
well aware of its exciting power. I have felt its 
influence whilst in the theatr [sic] ball-chamber, 
the ladies' parlour, and the house of God. I have 
frequently been moved to tears; I have seen others 
weep; but why were these feelings produced? Not 
because a holy principle was begotten in the soul; 
not because true love to God, or man, was created, 
but simply because the passions were excited .... 
Instrumental music can never inspire a moral 
sentiment; its only power is on the passions; and 
musical Christians, i. e. converts made to 
Christianity by music, will ca"rry all their 
r eli g ion i nth e i r p~s s ion s , wh i 1s t the hear t

4remains unrenewed .... 

Usually those who took the time to write hoping to 

have their ideas placed before the public tried to give 

logical ( at least to themselves) reasons for their stand. 

However some correspondents simply voiced their opposition 

to the use of instrumental music without any attempt to 

justify it. 

42 P. M. Way, " V0 cal Ch ur c h Mus i c ... ," .l!~~, I I I 
(August 30,1845), p. 137. 
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A preacher from Ireland, of Mr. Wesley's 
stamp, [was received] among us ... ; [He] gave us to 
understand that he repudiated oppression, and 
church music being turned into human instruments, 
such as bass viols, violins, flutes, &c. This 
conference would just as soon admit a slaveholder 
as a man who would make innovations ..• by bringing 
in instrumental music ... ; and as far as the writer 
i s con c ern ed, hew i 11 0 PP0 seaJ1 s uc h met a m0 r 
phosing the true worship of God. 

The foregoing comment, inserted in a perfectly innocent 

account of a Quarterly Meeting, did not bring a response 

from the edi tor. Editors did answer some articles, either 

by wa'y 0 f a b r i e fin s e r t ion at the c los e 0 f the 1e t t e r, 0 r 

as a separate item, calling the reader's attention to parti

cular points in another column. Generally the editors tried 

to stay out of the picture but occasionally one felt called 

to comment. Usually the most prominent aspect of these co~-

ments was a plea to writers to avoid controversy, or if 

unable to refrain to be brief, clear, and kind in what was 

written. In 1845 when the discussion was first beginning to 

heat up Orange Scott placed an editorial on the front page 

with his reasons for allowing two opposing articles to 

appear in that issue. Basical~y he indicated that he would 

have preferred neither one be published but that since one 

brother insisted on being heard the other one must be al

lowed to speak also. He said that he had received a third 

letter but was not including it because it contained nothing 

43 wm H. Houck, "Dedication and Quarterly Meeting," 
TrWes, III (November 22, 1845), p. 185. 
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ojdifferent from those published. Then he continued: 

Among other things Brother C. requests us to 
give our own views on the subject. ~ve must beg to 
be excused, for if we have not modesty enough to 
prevent it, we will try to have common sense 
enough not to interfere at this point further than 
to try to keep peace in the family .... we feel as 
little interest in the merits of the question, as 
in alm~~t anything that could have been
 
started.
 

The next year another church leader added to his des

cription of the dedication of a Wesleyan Methodist Church at 

Syracuse, New York, "We hope this Church and others, will avoid 

all discord on the question of Church music and all other 

questions.,,45 

Editor Adam Crooks, in 1869 faced a veritable onslaught 

of writings on the subject of instrumental music. One 

minister was so passionately in favor of its use that he 

contributed a total of seven papers, followed by brief 

rebuttals to those who disagreed with him. Two persons on 

the negative side produced seven articles between them, plus 

short responses to specific charges or questions. 

The editor meanwhile tried to keep things from getting 

completely out of hand: 

The discussion of the use of instrumental 
music i n w0 r s hip has far e xc e ede d th eli mit s we 

440ran geSc 0 t t, "I ns t rum e n tal Mus i c," .J2~~, I I I (A u 
gust 30,1845), p. 137. 

45 
S. Hoes, "A Visit to Frankfort Circui t -- Dedication 

at Syracuse -- and a Sabbath in Fulton," TrWes, IV (February 
7, 1846), p. 22. c 
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had at first supposed would be desired; and yet we 
have received many articles on both sides which 
cannot be published .... We may be allowed to ex
press the hope that the discussion may not be 
unduly protracted, and that it will proceed in the 
very bes t spirit and terminate in the most happy

46re su 1t s. 

In this issue are two brief articles on the 
Instrumental Music Question. Both of these have 
their value. One contains sensible remarks upon 
the avoidance of side issues, and the other timely 
suggestions respecting the spirit of kindly Chris
tian toleration. The avoidance of side issues is 
manifestly important. ... The simple issue now is -
Has [the Old Testament authority] been revoked; or 
is there anything in instrumental music essentialy 
[sic] incompatible with Christian worship? Let 
~he d17cussion be confined strictly to this 
lssue. 

Editors were not the only ones concerned that the 

contention be handled with care. As one author wrote, 

If the discussion now going on in the ~es
~~ should do us harm as a denomination, many 
w0 u 1 d m0 urn .... " As fro mas i ng1 e spar k a fir e 
originates that which consumes in its progress the 
vast forest, so from a small beginning, a great 
division may arise." .... It would be an everlasting 
disgrace if the subject s~~uld result in anything 
but kindness and goo~will. 

In 1892 the issue again surfaced with one article after 

another arriving on the editor's desk. He finally responded 

as follows: 

46 Adam Crooks, "Instrumental Music in Worship," AmWes, 
XXVII (July 14, 1869), p. 530. ---

47 Adam Crooks, "The Instrumental Music Question," 
AmWes, XXVII (August 18, 1869), p. 550. 

48 A ~Jesleyan, "The Instrumental Music Question," 
~~~~, XXVI I (A ugus t 18, 1 8 6 9 ), p. 55 1 . 
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For the present we cannot use any more 
articles discussing the question of "Instrumental 
music in the churches." Other questions of equal 
importance demand a hearing and are entitled to 
all the space we have. We do not design by this 
to permanently close the paper to the discussion, 
but for the present only. In the meantime those 
who wish to discuss the subj4e9ct can do more good 
by prayer than by discussion. 

From that point on, the subject seemed to be closed in 

the pages of the paper. Whether the editor was responsible 

for controlling further discussion is not known. Very lit

tle mention was found in the succeeding years up to 1899. 

Having examined in some detail the arguments given on 

the negative side of the question, one must now consider the 

ideas of those who favored the use of instruments. There 

were some who wavered, not on the question of instrumental 

music itself, but simply on its use in church. Even oppo

nents often declared their love for "the science" of music: 

"Music, as a science, I esteem and admire; but instruments 

of music in the house of God I abominate and abhor."SO 

An early word in favor of instrumental music came 

rather indirectly in an explanation of the word "Selah." 

The use of this word seems to have been this, 
in chanting a Psalm to direct the singer to be 
silent, to pause a little while the instruments 
played an interlude, or symphony. This 

49 A. T. Jennings, "Editorial Comments," WesM, L (Octo
ber 26, 1892), p. 4. 

SOJ. A. McGilvra, "Instrumental Music ... ," Am~es, (Feb
ruary 17, 1869). 
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interpretation is supported, 
1. By ... the Septuagint [Greek version of the 

Old Testament], which everywhere renders Selah, by 
interlude, symphony. 

2. By the position [of] the word in the 
Psalms. It stands usually at the close of a 
section or strophe. 

3. From Ps. ix. 16, where for the simple word 
Selah, we have the fuller form, Selah Higgaion, 
which may be rendered, instrumental music, pause; 
i. e., let the instruments strike up a symphony,

51and the singers pause. 

No further comment on this subject was ever found, but 

before long scorn for those who disliked instrumental music 

headed the parade of ideas in favor. This quote was taken 

from the Methodist Episcopal paper: 

We pray that the Methodist Episcopal Church, 
South, may ...never see (what Dr. A. Clark consi
dered a heathenish practice) organs or other in
struments of m~2ic introduced into the churches 
under her care. 

This was followed by sharp words from the editor: 

It is not. .. uncommon for even ministers to 
peel the naked backs of their slaves with the raw 
hide, on Sunday morning before going into the 
pulpit. That is the music for the southern ear, 
but horrible, Qon't let them hear the wicked organ 
lest they blackslide [sic] from the love of God • 

.•. that dreadful organ, pouring forth such 
unhallowed sounds on the Sabbath, who can bear it? 
But. •. Monday morning, the horn blows to rally the 
slaves, several are missing, they have run away -
Call the bloodhounds -- Hark! they are on the 
track -- ... That's music which inspires ardor, if 
not devotion. No organ could be made which would 
produce sounds so inspiring to the Southern ear as 

5 1G. F. ~~., "s e 1a h ," l...E.~~, I I (Apr ill 3, 1844 ), p. 5 7. 

520range Scott, "Straining at Gnats and swallowing 
Cam e 1 s," .I..!:.~~.§., I I I (A ugus t 2, 1845 ), p. 123 . 
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the ba5~ng of bloodhounds in pursuit of a panting 
slave. 

Letters in favor of instruments were as plentiful as 

those against and most contained specific reasons for this 

preference. The primary arguments for instrumental music 

are g i ven below. 

1. Scripture references were a prime weapon used to 

support the use of instruments in worship. Specific quotes .. 
appeared as well as indirect allusions . 

... those who urge the weak objection that 
instruments cannot praise God, must stand reproved 
by the constant language of the sweet singer of 
Israel, who calls upon God's saints, to praise 
with the timbral [sic] and harp. Do they rebuke 
David? Dare they jestingly ask how a harp could 
praise him? It was easy for the Psalmist and for 
others to see how the sweet sounds of the harp 
could carry up the soul in devotional asperatsons 
[sic] to God .... I very much question whether those 
who talk of those as belonging to a dark age of 
the church, are safer guides than the 
Psalmist. ...Still, if the idea of instrumental 
music alarms certain sensitive persons, I point 
them to a future state where the redeemed are 
represented as having "harps in their hands." Are 
you not afraid the purity of heavenly worship will 
be moved by those "harps?" things that would so 
pollute the church here, that certain brethren 
could not worship where they were .•.. Had [God] 
desired the church to banish them ... would he have 
presented the church as using them above? 54 

... there is nothing more positively enjoined 
in the Bible than the use of instrumental music in 
divine worship .... Here are some [Scripture] pas
sages ... 

53 Ibid . 

5 4 Wm. H. Br e V~ s t e r, " Ch ur c h Mus i c No.4," .I.!.~~, I I I 
(August 30, 1845), p. 137. 
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"Praise the Lord with harps; sing unto Him 
with the psaltery and an instrument of ten 
strings. Sing unto him a new song; play skilfully 
with a loud noise." 33rd Psalm. "Praise him with 
sound of trumpet; praise him with psaltery and 
harp. Praise him with the timbrel and dance; 
praise him with stringed instruments and organs. 
Praise him upon the loud cymbals; praise him upon 
the high sounding cymbals." 150th Psalm. There 
are fourteen Psalms in which language similar to 
the above is used .... 

... the use of musical instruments is enjoined 
in ... God's Word, and we accept it. .. because one 
inspired by the~~ly Spirit, has placed it in the 
sacred writings. . 

L~e are now prepared to speak of the highest 
pas sib 1e end a r s e men t a fin s t rum en tal music g i ven 
at the time of the placing of the "ark of the 
covenant" ... and of the dedication of the Temple. 
"And it came to pass ... the Levites, which were the 
singers ...having cymbals and psalteries and harps, 
stood at the east end of the altar, and with them 
a hundred and twenty priests sounding with 
trumpets ...• the trumpters[sic] and singers were as 
one, to make one sound to be heard in praising ... 
the Lord; and when they lifted up their voice with 
the trumpets, and cymbals, and instruments of 
music, and praised the Lord ... the house was filled 
with a cloud, even the house of the Lord, so that 
the priests could not stand to minister by reason 
of the cloud, for the glory of the LoSg had filled 
the house of God." 2 ehron. v: 1~-14. 

We have ... shown the introduction of instru
ments ... in worship to be of Divine origin, and 
hence claim for the same the highest possible 
... authority .... There is no one precept which 
.•• can claim a higher or more Divine origin ... lf 
[our opponents] claim the Divinely given precept 
to be now forceless, ... let them show its lawful 
repeal, and until they do so their denial of its 
authority in the estimation of sound reasoners 

55 A. S. Wightman, "Instrumental Music in Worship, 

Second Paper," Am~es, XXVII (March 24, 1869), p. 462. 

56 Wig h t man, " ... F i f t h Pap e r ," ~~!!~, XXVI I (A p r i 1 14, 
1869), p. 477. 
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will amount to nothing. 57 

One Scripture v~hich had to be dealt with was the 

favorite passage from the sixth chapter of Amos. Several 

writers replied to it. Here is one example: 

I think it is plain from the third chapter of 
Amos ... that he (Amos) was warning the children of 
Israel of the judgments and calamities that would 
befall them, because they were transgressing every 
good principle of humanity, and setting at 
defiance every law which God had given them to 
walk by .... 

I believe this woe is on those that are at 
ease in Zion, and enjoy all the blessings ... God 
has bestowed upon his children, and then bid 
defiance to God and his holy laws ... and on these 
God's .•. blessings often become a snare; and on 
such is the woe pronounced, and5~ot on instruments 
of music in the worship of God. 

Some were especially eloquent when reading of the use 

of instruments in heaven and longing to praise in that 

fashion while here on earth: 

Heaven is represented as a place where 
instrumental music is largely employed ...• D let us 
mend up our harp strings and get ready to strike 
in with those who have been redeemed from earth, 
who sing the "new song ," whose music is "like the 
sound of many waters" and great thunders, and 
coming out and above al1 J1e says he heard "the

5harpers with their harps." 

2. Proponents of instruments argued that if 

57vJightman, " ..•Seventh Paper," AmWes, XXVII (April 28, 
1869), p. 485. 

58 Mrs . C. Mudge, "Instrumental Music in Churches," 
AmWes, XXVII (May 5, 1869), p. 489. 

59 G. L. Shephardson, "Instrumental Music ," ~.!!!~~, XXXV 
(August 29, 1877), p. 2. 
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instrumental music was not speci fically advocated for the 

church on earth, it was not prohibited either. 

Now, there is not one word in all the New 
Testament Scriptures that even intimates that a 
'christian cannot as truly praise God upon the 
psaltery, harp, or organ as did any devout Jewish 
worshiper. [sic J 

It will not do to say that vocal music, in 
the christian dispensation, has taken the place of 
instrumental music under the old system of 
worship. If they had had no vocal music ... such a 
statement might have some seeming force, but there 
were "singers," as well as players then, as we now 
have them. 

If it was a known fact to Christ. .. that 
christian worshipers would love music, both vocal 
and instrumental, was it not also as readily 
recognized ... that with the example of remotest 
ages .•. and with the world full of music •.• that no
thing short of the strongest kind of a prohibition 
of instrumental music, expressed so clearly ••. and 
that by an undoubted divine authority would serve 
to keep them from the use of the same me~ns to 
express their hearts [sic] devotion to God.o 

3. The example of Godly men who, throughout the history 

of the church have used instrumental music, was a favorite 

reason given for its use. 

No man doubts, but that some of the most 
Godly men that ever lived on earth, and the most 
spiritual churches, have accompanied their voices 
with instruments, in the praise of God. Luther 
spent some part of each day in playing on his 
favorite instrument and singing; Wesley (Charles) 
was a great lover of instrumental music, 
Summerfield played the piano with skill, and spoke 
of the excellent effect of the organ in the 
Church. Nothing seems to me more absurd than the 
practice of some good people who shudder at the 
thought of an instrument in the Church, who ... 
have no scruples in buying pianos for their 

60 J . H. Teter, "Instrumental Music in Churches," WesM, 
L (June 1, 1892), p. 1. 
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daughters; but. .. should those daughters ever think
 
of using those instruments in the praise of God!
 
what formality -- what a profanation.o 1
 

We have the examples of many useful and holy
 
men who have lived and are yet living, who
 
employed instrumental music in praising God. Time
 
would fail us to speak of such as Luther. .• ; of
 
Woodbury, Bradbury and Bliss, .••. We will only call
 
attention to Hammond the revivalist, who uses the
 
organ to attract the youth ...• To Sankey, who car

ries with him his organ, and with it adds,. it is


o2often said, one half to Moody's success .... 

4. The idea that the use of instruments promoted better 

congregational singing was a strong motion in its favor, for 

this was considered the highest sort of music that could be 

rendered. "The organ is by far the most appropriate for 

sacred music, and greatly promotes ... congregational f 
~ 

singing. 63 
~ 

... 1 close with these deductions .... 
~ 

1. To maintain a congregation without
 
singing, or with singing that is decidedly bad,
 ~ 
is, in N[ew] E[ngland] at least, impossible. 

2. To maintain good congregational singing
 
without a choir, is equally impossible; and when
 
ever it has ben [sic] tried it has failed.
 

3. To maintain good choirs without
 
instruments, unless the singers are highly culti 

vated, is what 1 never saw done, though often
 
tried. And ... l never saw a good singer, one who
 
sung so as to move people, wh0 had not been made


6such by the aid of instruments. 4 

6 1 Wm. H. Br e ws t e r, "1 ns t rum en tal Mus i c ," ~~~, 1 1 I 
(December 6, 1845), p. 193. 

62Shepardson, (August 29, 1877). 

63Brewster, (August 30, 1845). 

64Brewster, (December 6, 1845). 

I
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To make a "joyful noise unto God," as the 
Psalmist requires; we generally speaking must have 
the help of an instrument, or we make "an awful 
noise," so that it is a releif [sic] when the 
noise is over. Singing'should be an attractive 
part of worship; but how often6~t is repulsive and 
is actually a disgrace, a sin. 

Is instrumental music essential to good 
singing?.... [We have received a] new singing book 
.... The hymns were new to us. Many of us don't 
know one note from another. None of us understand 
music well enough to sing by note a new song 
successfully the first time. We have no time for 
extra rehearsals. The organ gives the tune. The 
people easily catch it. The difficulty vanishes. 
Where the above obstacles do not exist, and where 
new songs are never sung, 61;e ... think the organ not 
essential to good singing. 

5. William Brewster was convinced that instrumental 

music was valuable for its ability to establish a worshipful 

mood and to prepare the individual to receive a word from 

God. He said it thus: 

The mind ... of him who plays the organ; which 
directs all the movements of the hands ... and ... 
thus ~roduces the beautiful harmony, the deep, 
solemn tones, which so secretly entrance the mind, 
and melts [sic] it into devotional tenderness, can 
praise him ...by being thus preparlfoo.by the tran
quilising sounds of the minstrel. 

6. Opponents argued that the instruments were used in 

wrong ways, that ungodly persons were brought in to 

play them, and that they were a primary cause of the 

65Shepardson, (August 29, 1877). 

66 Suna L. ~Jard, "Instrumental ~~usic in Churches," ~~esM, 

L (September 28, 1892), p. 6. 

67Brewster, (August 30,1845). 
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entrance into the church of "worldliness." The response to 

this was simply that the abuse of instrumental music in the 

hands of the wrong person was no reason to reject it 

altogether. 

It is· to be regretted that music, and musical 
instruments have been so extensively perverted to 
unholy pruposes. These, with all other legitimate 
sources of pleasure should 

6
ge consecrated and 

employed to the glory of God. 

Shepardson replied to the charge of misuse of instrumental 

music: 

This I must consent is often the case, and I 
would ask what is not so used by a backslidden and 
worldly Church? Even the house dedicated to God is 
used as a theatre or a lottery room, but this is 
no argument against the Church being good and 
needful. So is the church used for preachers to 
show how smart they are, and where the members go 
to s how the i r c.l 0 the san dad v e r tis e the i r 
business; while the instrument does often get into 
vain and worldly hands which control it to exalt 
themselves. We believe that, in the hands of 
those who wish to exalt Christ, it will help the 
whole congregation to make a "joyful noise unto 
th e Lo rd . " 

... 1 believe it the privilege of God's people 
to take hold of every agent as obedient and as 
attractive, and put it t~to the service of God, as 
well music as money .... 

Another manifest weakness in the argument 8f 
the opposition is in laying particular stress upon 
the abuses which accompany instrumental music, 
such as ungodly choirs, and the discouragement of 
congregational singing. This is no argument 
against the proper use of the instrument. The 

68 A. S. Wig h t man, "M usic a1 Ins t rum e n t s," ~~X!.~, XXVI I 
(January 20, 1869), p. 428. 

69shepardson, (August 29, 1877). 
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best, and most sacred things, are often shamefully 
abused. The sacrament of the Lord's supper has 
been abused ... but no truly instructed christian 
thinks 0lo dispensing with the sacrament on that 
acco un t. 

[The organ] should be controlled and brought 
under a well regulated [sic] Christian government, 
and make it behave itself and play to the glory of 
God the same as you ought to do with your chil
dren. 

If a church has got so low spiritually that 
it has to fall back on an ungodly choir and an 
ungodly person to play the organ for them, to help 
run the machinery of t~r church, it surely needs a 
Holy Ghost revival .... 

7. A few persons saw the necessity of moving the church 

into the present age, and of allowing its music to parallel 

the practice of the day as much as possible. 

Wisdom would teach us to suit the cultivated 
ear of this age. Our city schools teach the 
different grades to sing, with an instrument. Our 
homes are often furnished with instruments -
hence indifferent singing is a draw-back, grating 
on the trained ear .... 

If the people can do better and by voice or 
instrument or both make the place of God's worship 
joyful, it is their duty to thus help the minister 
to fill the sanctuary with souls .•• in place of 
driving them to fashionable, cold Churches, or 
theatres, or tf2beer-gardens, to gratify their 
love for music. 

8. The criticism that churches which used instrumental 

music were very likely to be less spiritual was a common one 

and advocates of instruments strongly refuted this claim. 

70Teter, (June 1, 1892). 

71 Rev . G. B. Howard, "Instrumental Music, Its Abuse 
not Its Use," !!~!i, L (October 5,1892), p. 2. 

72Shepardson, (August 29, 1877). 
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Do presbyterians [sic], Methodist, Baptists 
and other Churches, which use instruments in their 
worship, enjoy less spiritual life ... than those ... 
who do not use them? .. Let it be remembered, that 
the use of instruments in religious worship is not 
a mere speculative suggestion; or some conceived 
beauty in theory, but an already, thoroughly tes
ted fact. ...So far as we know, and beyond that we 
cannot speak positively, such Churches as do not 
use them ... are no more successful in the great 
work for which Churches have been instituted, than 
such Churches as believe it right to use and do 
use them .•.. 

Pretty near where I am writing there is a 
Wesleyan Church, with only a common sort of a 
preacher to attract, yet the people are there, and 
God is there in the singing, praying, and class
meeting, and sinners are being soundly converted 
to God; and another thing is there, and that thing 
is a Melodean [sic]. Yet the Church is not killed, 
but g~~a t 1 Y r e j 0 ice sin •.. t 0 ken s 0 f the Di v i ne 
favor. 

In the... providence of God, it was my lot 
some twenty years ago, to be led to the Sqvior, in 
a Church where instrumental music had been in use 
for many years; ... the violin, Bass viol, double 
Bass viol, Clarinet, flute, Canopion, and all the 
congregation sang together. I lived in that 
society for the first three years of my religious 
life; I am acquainted with its history for thirty 
years, and I can safely say that. .. I have never 
known as many converts in any other church as were 
produced in this .... 

Now I do not claim that the instruments of 
~usf~' did this, but it certainly did not prevent
It. 

9. As seen is the preceding, knowledge of the 

practical, present use of instruments in some churches was a 

persuasive and often-employed argument in their favor. This 

73 
Wightman, "Instrumental Music ...First Paper," AmWes, 

XXVI I (M arc h 1 0, 1 86 9 ), p. 45 5 . ---

74 A Reader of the Wesleyan, "A Reader's Opinion," 
~!!!.Wes, XXVII (September 1, 1869), p. 560. 
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was more frequent in the later years of the century. 

The interest in the Fairmount [Sabbath] 
School has been much enhanced by the music, and I 
wish that all our people could be aroused to the 
importance of good music in the Sabbath-school 
work. It is so soul enrapturing to see the infant 
classes, (some forty or fifty in number,) gather 
around the organist and mingle their sweet v9~ces 
with the melodious strains of the instrument. 

(About one year later, however, it was reported that the 

organ at Fairmount had been removed because of dissension in 

the congregationl)76 

One brief mention of flood damage gave notice of the fact 

that an organ was in use in a church in Ripley, Ohio: 

Our church was surrounded by the water for 
several days; the seats, pulpit, organ [emphasis 
mine], book-case, an~fooks floating in seven and 
a half feet of water. 

Descriptions of the organ's use in evangelistic meetings 

became much more common in the last years of the 1890s. 

It seems to me that if the ink used to 
condemn instrumental music and the mustache was 
turned in another direction it might do more good. 
When I commenced meetings last winter we had an 
organ in the building, and those that were unsaved 
played and sung, and I sang with them, and worked 
and prayed, and there ... [were about] seventy that 
came out on the Lord's side as a result of those 
meetings. The young people would gather and play 
on the organ and sing the songs of Zion, and today 

75 Will iam Paxton, "Fairmount Charge, Indiana," ~i!!~~, 
XXXVI (May 15, 1878), p. 2. 

76 W. M. Lac e y, "Let t e r s , " Am~~ , XXXVI I ( Apr i 1 9, 
1879), p. 2. 

77 W. H. Whit ne y, "Dam age d b Y the Flood s ," ~i!!!i~, XLI 
(May 23,1883), p. 2. 
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they can sing, pray, and speak. 78 

In the first night's service we had no organ, 
but this was remedied. The second night an organ 
was placed in the church and a good half-hour's 
song service preced,g the preaching, which every 
one seemed to enjoy. 

As the nineteenth century drew to a close the problem 

of instrumental music seemed to become less important. 

Items in the paper appeared less often, and as seen above, 

references to the use of the organ became almost 

commonplace. By 1899 the Connection was ready for the pro

posal which would change the Discipline. Early in the year 

the request was made that any suggested revisals for the 

Q.iscl...P.line be sent to the editor who would print them in 

The Wesleyan so that all could study them preparatory to the f 
General Conference to be held in the fall. At that time the ;; 

t

~' 
~"~ 

suggestions would be accepted or rejected by the 

representatives of the entire Connection. Rev. H. 1. Besse 

took the step of preparing a twenty-nine page pamphlet 

titled The Bible on Instrumental Music in which he carefully 

detailed the Scriptural arguments in favor of the use of 

instruments in worship. Then in The Wesleyan Methodist he 

offered this proposal: 

" We r e c o.m men d the Ch ur c he s to dis pen sew i t h 

78 F. W. C., "An Experience With Instrumental Music," 
Wes M, L (Dc to be r 5, 189 2), p. 3. 

79 E. W. Wheelerand Wi fe, " Re po r t s fro m the Ch ur che s ," 
~esM, LVII (December 6, 1899), p. 5. 
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instrumental music." 
As God sanctions instrumental music in public 

worship, we propose to the next General Conference 
to take this item out of our Discipline, so as not 
to oppose what God's Word sanctions. 

If any are in doubt concerning God's sanction 
of instrumental music in public worship, send 
either a dime or ten cents in postage stamps to H. 
T. Besse, 837 Provost street, San Jose, Cal., and 
he. will s8ecr d you the pam ph 1e t t hat fur n ish est he 
eVldence. 

It was significant that throughout the remainder of the 

year no comment was made, either on the proposal itself, or 

regarding instrumental music in general. A study of the 

Minutes of the General Conference revealed almost no discus

sion of the matter. "Opportunity was given for presenting 

revisals to the Discipline and E. W. Wheeler presented a 

paper concerning music.,,81 This was followed by several 

other papers on various revisals. Three days later the 

Minutes read: 

The Committee on Revisals submitted its final 
report .... The follo~lling items of the report were 
adopted: [No. 15 in a list of 24 items], Recom
mendin g the s t r i ki n~ 0 ut 0 f the c1au sec 0 nc erni ng 
instrumental music. 

The paper presented by Wheeler was not even attached to 

the Minutes. Thus ended an era in the Wesleyan Methodist 

80 H. T. Besse, "Revisal Proposed," !!~~,LV I (June 21, 
1899), p. 4. 

81 
Minutes of the fifteenth quadrennial session of the 

General Conference of the Wesleyan Methodist Connection of 
America (Syracuse, N. Y.: Wesleyan Methodist Publishing 
Association, 1899), p. 22. 

82 Ib id., pp. 35-6. 
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Connection. The controversy had covered more than half the 

century and many persons had expressed their views with 

candor. Do ubtl esst he is su e c on tinuedt 0 c rea tediff i c u1

ties for some, but now the individual churches were free to 

solve the issue as they saw fit, without pressure from the 

denomination as a whole. 

Many other churches had faced the same battle and some 

would still struggle with it for years to come. The ideas 

shared above have created in miniature a reflection of 

attitudes held in common by many during the second half of 

the nineteenth century. 



CHAPTER VI 

THE BROADER MUSIC WORLD AND 
THE WESLEYAN METHODIST CONNECTION 

, 

Specific concerns with music in worship received much 

attention in the Wesleyan periodical. This was, however, not 

the only interest shown in musical matters. In the church 

per i 0 di cal man y refere nc e s were f 0 un d to v a rio usa sp ec ts 0 f 

music in society. One of the most frequently mentioned 

ideas was that music had power and so could be used for good 

or evil purposes. In July of 1845 Rev. Wm. Brewster (quoted 

earlier) began his series of articles on Church Music with 

one describing in detail the many ways music had been used 

throughout history to influence listeners. His list of inci

dents included savages unused to music who were "entranced 

by notes so far exceeding any thing ..• ever heard before;" 

military bands; pleasurable occasions such as "the ball, the 

dance, the theatre, [which] would all expire, were it not 

that music ... pleads with a voice so sweet, that the world 

cannot resist it;" the effects on animals: "The horse, the 

elephant, and even the ..• reptile ..• are pleasantly affected 

by the sweet sounds of music." He continued: 
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Music holds over man an influence that 
nothing else does. The heart that can be melted 
by no appeal, is touched and softened by the 
sounds of music. It expels from the mind the 
demon of passion and revenge, and calls into exer
cise tre tenderest and best feelings of the human 
he ar t. 

Several articles expressing similar ideas were found. 

One in 1847 defines music in typically romantic terms: 

•.• it is a practical improvement of a faculty 
common to man; a principle of his immortal nature, 
a mysterious influence, which reaches every heart, 
a celestial and all pervading charm which unites 
heaven and earth in one grand chorus of praise to 
God. Music pervades all nature, it sighs in the 
winds, warbles in the groves, breathes in the 
tenderest emotions of pity and love, and rises in 
the loftiest acclamations, of delight; whether in 
the balmy breezes of Italy, or the fierce blasts 
of Greenland, the spicy groves [of] India, or the 
lofty forests of the west, the pillared domes of 
polish~d life, or the rude wigwam of the 
savage. 

The author continued with descriptions of music's use 

through the ages of the Hebrews and the Greeks, and of its 

influences on the character of man "observed in the earliest 

ages of the world," as well as on the mind, ph~sical health, 

and e mot ion s . Ani nt eres tin g con ce pt 0 f mu sica 1 scie nc e was 

included: 

As light is composed of seven primary colors, 
so there are seven primary sounds in music; and as 
each ray of light is composed of three prismatic 
colors, so every sound in nature is a combination 

l Wm . H. Brewster, "Church Music," .I.!.~~, III (July 5, 
1845), p. 105. 

2"Music," TrWes, V (March 13, 1847), p. 44. 

I 
f
i
i 
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of three tones. From observing these effects the 
musical scale has be~n formed, which may be 
regarded as the prism of the science by means of 
which all combinations of ~und may be divided 
into their constituent parts. 

An especially fascinating account of music in nature 

appeared in January of 1853 under the name of William Henry 

Fry. Mr. Fry, an early advocate of the American composer, 

there expressed himself in true romantic fashion, and the 

appearance of this article in the paper demonstrates an 

overall awareness of the musical world of the time. The 

article was lengthy and referred to music in the Universe, 

and in many details of the natural world such as clouds, 

insects, water, forests, Niagara, stars, etc. 

In the contemplation of so spiritual a sub
ject [as the Music of Nature] the artist feels the 
worth of his calling. He perceives that he is no 
intruder, no trifler, no mere minister to amaze
ment in the profane language of the day, but a 
priest and prophet, like those who wielded the 
lyric of old.... Of all arts, Music is the most 
soul-like ... Music alone is essentially divine. 4 

A month or so later a brief report of a lecture given 

by Fry appeared: 

[At the close of his regular lecture] Mr. 
Fry ... spoke for half an hour on artistic duties 
and relations; on the interest of society in art; 
on the short-comings of the American mind in that 
regard. This was the most exciting time of the 
evening among the audience .... The Lecturer had 
been speaking of American prowess in various 

3Ibid .
 

4William Henry Fry, "Music," Wes, XI (January 6, 1853),
 
p. 4. 
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things, ·and that all we wanted now was self
reliance to p~ace us as high in the fine arts as 
in li te ra tu re. 

The report indicates his having been hissed as well as 

applauded when reference was made to "Uncle Tom's Cabin" as 

"a book more read in Europe that [sic] any since the Bible 

was first printed." Fry assured his audience that the 

remark was in no way meant as political but "simply as a 

mention of American literary art.,,6 Seeing Fry thus repor

ted perhaps may remind us of the impact which he had in his 

day. 

The importance of music in the home, in the family 

circle, was promoted. Besides its place in family devotions 

music was believed to assist in the solidifying of the 

f am il y un itand t 0 be ben e f i cia 1 in t r a i ni ng chi 1d r en. 

Show us the family where music, good music, 
is cultivated as it ought to be, where the parents 
and children are accustomed often to mingle their 
voices together in song, and we will show you one 
in almost every such instance, where peace, and 
harmony, and love prevail, a9d where the grosser 
vices have no dwelling-place. 

Music serves to make home pleasant, by 
engaging many of its inmates in a delightful 
recreation, and thus dispelling the sourness and 
gloom which frequently arise from petty disputes, 
.... young persons need, and will have amusement. 
If an innocent and improving kind be not provided 

5 " Mus i cal !" ~~~ , X I (F e b r u a r y 1 7, 18 5 3), p. 2 7. 

6 I bi d. 

64. 
7"Singing in the Family," TrWes, V (April 17, 1847), p. 
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for them at home, they will seek for some kind 
elsewhere .... 

The discipline of the heart afforded by 
music, is not unimportant. It is a language -- an 
expression of sublime thoughts and pure affec
ti on s .... 

Like woman, another of Heaven's kind gifts to 
man, it "doubles our joys and divides our sor
rows;" and like her too, it finds its most 
appropriate place, and ita sweetest influences, in 
the bosom of the family. 

Music was considered to be one aspect of "ornamental 

education," to some a necessary (though secondary) part of 

schooling, to others completely the opposite. 

The voice of Nature... forbids us to banish 
ornament from our system of education. But 
equally does the same voice forbid us to make 
ornament the chief end of education. It is neither 
the beginning nor the end of it. ... 

There are ... some ornamental branches, which 
need to be pursued a long time before they -arrive 
at any degree of perfection. Such are music, 
drawing and painting. They cultivate particular 
faculties, and this... must necessarily be slow in 
its progress. Music, as a science, is perhaps as 
useful a discipline of the mind as any other 
study. The cultivation of the voice and of the ear 
are also of great importance. So also is the 
skilful use of the fingers, in playing on 
instruments, which is much more easily agquired in 
childhood than any other period of life. 

We are firmly persuaded that one of the 
greatest evils of the present day in the education 
of females is in the attention bestowed on music .. 
.. Read a writer of unquestioned authority ... we 
mean Hannah More. Said she,"I look upon the great 
predominance of music, in female education, to be 
the source of more mischief than is suspected; not 

8" Mus i c i n Fami 1 i e s ," .I...!-~~~, X (D e c e mbe r 18, 1 8 52 ), P. 
199. 

9"Ornamental Education," TrW~, V (January 2, 1847), p. 
4. 
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from any evil in the thing itself, but from its
 
being such a gulph [sic] of time as really to
 
leave little room for solid acquisitions. Tile mon

strous proportion of life, which it swallows up,
 
has converted an innocent div~rsion into a
 
positive sin. All these hours the mind lies
 
fallow, improvement is at a stand, if even it does
 
not retrogade[sic]. Nor is it the shreds and
 
scraps of time ... so devoted; but it is the
 
morning, the prime, the profitable"IBctive hours,
 
when the mind is ... awake and fresh."
 

An especially interesting reference was found which 

rather "put music in its place" at the same time praising 

its charms: 

... if the sisters will not be offended, I
 
will say one thing ... which has mu~h to do with the
 
thrift of New England. The mothers and daughters
 
of each family, do the chief part of the work in
 
their own homes. They can, in many instances,
 
entertain and refresh you with the charms of the
 
piano; but they are not unmindful of the more
 
important [emphasis mine] branches of household
 
education, such as cooking, cleaning, &c., and
 
hence thj-fr fair features and healthy
 
ap pe ar an ce .
 

The idea "that music could promote good physical and 

mental health was prominent in a number of articles. In 

some cases it was incidental to a main point, at other times 

it was the primary focus of the writer. 
~ 

It was the opinion of Dr. Rush ... that sing

ing is to young ladies, who, by the customs of
 
society, are debarred from many other kinds of
 
salubrious exercise, not only to be cultivated as
 
an accomplishment, but as a means of preserving
 
health. He ... states that besides its salutary
 

10" Mus i c - - an e viI," ..I...!:.~~, I I I (M a y 1 7, 1845), p. 77. 

11 "A c c 0 un t 0 f Vis its inN ewE ngI an d ," ..I...!:.~~~, VI (J u I y 
8, 1848), p. 109. 

i 
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operation in enabling her to soothe the cares of 
domestic life and quiet sorrow, ... it has a still 
more direct and important effect. [Quoting Dr. 
Rush] "I believe... that the exercise of the or
gans of the breast by singing, contributes very 
much to defend them from ... diseases .... The Ger
mans are seldom afflicted with consumptions .... 
This ... is in part occasioned by the strength which 
the i r lu ng sac quireb y ex e r cis i ng the m f r eque nt 1Y 
in vocal music, for this con 2titutes the essential 
branch of their education."l 

It is a characteristic of music loving 
Bohemia, that in the lunatic asylum of its 
capital, music should be considered one of the 
chief instruments for improvement of the patients. 
In addition to the garden concerts, ... there are 
quar t e t s eve ryeven in gin the war ds, and a mus i cal 
director is appointed for the express purpose of 
superi~~ending this part of the domestic arrange
me nt s. 

Alfieri often, before he wrote, prepared his 
mind by listening to music. "Almost all my 
tragedies were sketched in my mind, either in the 
act of hearing music, or a. few hours after" -- a 
circumstance which has been recorded of many 
others. Lord Bacon had music often played in the 
room adjoing [sic] his study. Milton listened to 
his organ for solemn inspirationsj ..•.A celebrated 
French preacher ... was once found playing on a 
violin, to screw his mind up to the pitch, 
preparatory to his sermon which... he was to preach 
before thi.4court. -- D'Israeli on the Literary 
Character. 

At the recent annual banquet of the French 
Societe de Hygiene one speaker dwelt on the 
absolute necessity of providing amusement for the 
masses as a hyginic [sic] measure .... He mentioned 

12"Singing Conducive to Health," TrWes, II (June 8,
1 84 4 ), p. 9 2 . ----

13 " I n fl u en ceo f Mus i c ," l r W~~ , I II (M arc h 1, 1 84 5 ), P. , 35. 

14 " Mus i caS tim u1 ant toM en tal Ex e r t ion," l!:.~~~, X 
(October 16,1852), p. 165. 
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an instance in his own experience of a regiment 
whose commanding officer allowed the men to sing 
on the march. Health, spirits and strength 
flourished and the severest exercises were play to 
the light-hearted men. The officer was changed, 
and the newcomer stopped the singing when the men

ldrooped and the sick list grew long. 5 

Two more descriptions of the good influence of music 

may be men t ion ed . Bot h we res en tin b yam in is t e r wit h the 

request that they be published. One was an account of the 

dramatic change brought about in a particular town when a 

music school was opened in the vicinity of the "dram-shop." 

The new activity captured the attention of the young people 

and the result was a greatly improved moral climate, with 

the rum-seller eventually forced out of business. The other 

dealt with singing schools and teachers and the positive 

influence exerted when the same teacher was allowed to 

return year after year. 

A good singing school aids much in the forma
tion of good moral habits. In this respect, the 
importance of vocal music, in schools, is greater 
than that of any other common study. Where there 
was a singing school last year, let there be one 
the presrnt one, and let the same teacher be

6employed. 

The importance of education was continually stressed by 

the leaders of the Connection. From the very beginning the 

idea of a denominational school was promoted and a seminary 

15Safeguard, "Cheerfulness and Health," WesM, LIV (July 
7, 1897), p. 3. 

c 16 G. F. N., "P 0 weran dIn flu e nee 0 f Mus ie," l£~~~, VI 
(August 19, 1848), p. 133. 
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(academy) was begun at Dracut, Massachusetts in 1844. Ei ght 

schools were actually founded during the first fifty years 

of the Connection, though few lasted long because of finan

cial problems. The attitude tow ar d education may be seen in 

the following excerpt: 

The Committee [on] education beg leave to 
report that they have had said subject under their 
consideration, and deem it due to ourselves ... and 
to the public to declare our unabated interest in 
its advancement and success. -- We are deeply 
impressed with the truth of the inseparable 
connection of education with the most valuable 
interests of this nation and the welfare of 
universal man .... [Therefore] 

Resolved, That this Conference is deeply 
impressed with the importance of education to man, 
considered either as a physical, social, civil, or 
religious being. That next to the evangelization 
of the world by the preaching of the gospel, no 
cause has higher claims upon our support and pa
tronage. 17 

In all of the schools begun under the auspices of the 

Connection music was found to constitute part of the course 

of training. Often it was offered as an "ornamental" extra, 

but nevertheless it was frequently mentioned as a valuable 

asset. 

Dracut Academy functioned for about two years, 1844-46, 

and in each of its published course listings in the paper 

appeared a line such as "Music on the Piano Forte, 24 

lessons, $6 extra," with Mr. J. N. Metcalf listed as the 

17 J • Horton, "Report of the Committee on Education," 
l.£~~~, V (May 15,1847), p. 79. 



95 

teacher of the Piano Fortej,,18 or "For Ornamental Needle 

Work, Drawing and Painting, and Music and use of Instrument, 

a reasonable additional charge will be made.,,19 

The next educational effort was at Leoni Institute in 

Michigan (later renamed Michigan Wesleyan University). Here 

too we find that "It is expected that the next term in 

addition to vocal music, instrumental music will be 

taught.... ,,20 A report of closing exercises at the end of a 

term appeared with this description: "The music for the 

occasion was melodious, which was much enhanced by the 

addition of Sister Bradley's rich toned Seraphine, conducted 

by its accomplished mistress.,,21 

The institution at Leoni closed its doors about 1859 

but another (Adrian College) was beginning at Adrian, Michi

gan at the same time. Here too we find an announcement that 

there would be one teacher for instrumental music, and one 

for vocal music. 

One of the longest lasting colleges was Wheaton, begun 

in 1848 as Illinois Institute under the Wesleyan Methodist 

18 J 0 h n C. I ngal 1s, "T heW e s 1e ya n Ins tit uti 0 n ," .l!.~ e s , 
I I (A ugus t 10, 1 84 4), p. 127. 

19 "Dr acut t Se min a r y ," .l~~~, I I I (A u gus t 2 3, 1 84 5 ), P. 
135. 

20Seymour A. Baker, "Leoni Literay [sic] and 
Theological Institute," TrWes, IX (April 19, 1851), p. 63. 

21 S. B. Smith, "Michigan Wesleyan University," TrWes, X 
(November 6,1852), p. 178. 
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Connection. Again financial problems arose and the 

Wesleyans eventually lost the school to another denomination 

because of lack of money to sustain it. The interest in 

music training there was voiced in a lengthy article by the 

President. 

"Music! an angel she was born 
Within the palace of the King of kings, 
A seraph near his throne!" 

Alas, that in many cases she has become a 
plodding, clumsy angel, and in others a fallen 
seraph .... 

What is wanted is a higher appreciation of 
true music. Those who have had training for a 
course of years under such an able instructor as 
the late lamented Prof. F. G. Baker, of Wheaton 
College, when not one sign or question of the 
musical cirriculum [sic] was allowed to pass 
wit h0 ut t he com p1 e t est e xp1anat ion, will rem e mber 
that the knowledge applied brought twice the music 
out of "Old Hundred" in its stately tread, as that 
which it usually possessed. Then when some grand 
anthem or oratorio was presented, every word to 
the faintest lisp was distinctly understood; and 
almost entranced, the leader, singers, and au
dience ~ere borne to the very gates of 
Paradise. 2 

His remarks also called for an edition of the Wesleyan 

hymnbook with tunes. 

"Among us there are a large number who can 
read musical notes with the same ease with which 
they read a book of easy print. And if we had a 
book of music."it would not be long until we had 
a larger number of singers who could make effi

23cient use of such a treasury of song.

A Wesleyan Methodist Seminary at Wasioja, Minnesota 

22 L. N. St rat ton, "0 u r Chu r c h Mus ie," ~~!:!, XLI (S e p 
tember 26,1883), p. 1. 

23 Ibid . 
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lasted from 1873 to 1892 and during those years there were 

numerous reports in the Wesleyan of happenings at the 

school. The annual announcements of course offerings con

sistently included music, sometimes in detail. 

Department of Music: -- This department
 
affords thorough and systematic instruction on
 
both piano and organ. The course for piano
 
students includes Notation, Time, Technical
 
Studies, Sight Reading, Study of Tone, and
 
Accompaniment. After the rudiments are mastered,
 
pupils will be given studies ... from the best
 
masters, selected with a view to their individual
 
needs .... The course for the reed organ includes
 
the scales, finger exercises and studies which
 
come in the piano course; and in connection with
 
these will be used an organ instruction book -

Kellogg's or "Rink's School for the Organ" pre

ferred. Pupils will have the use 2~f a piano
 
recently purchased for the department.
 

A school established in connection with mission 

churches in Tennessee received very little coverage in the 

paper but one report of a meeting of the Tennessee Confer

ence included comments on the music provided. . ~ 

The Alexandrian jubilee singers of the
 
Wesleyan Institute here, led by Prof. John Wesley
 
Alexander, our present teacher, filled the air
 
with the animating strains of music ..•• At all
 
[the] meetings, the Alexandrians rendered very
 
efric!ent a~d ~?tisfactory aid with their soul
 
stlrrlng mUS1C.
 

The last school founded by the Wesleyans prior to 1900 

was Houghton Seminary, chartered in 1884 and located in 

24"Annual Announcement of Wesleyan Methodist Seminary 
at Wasioja, Minnesota," WesM, LVIII (August 27,1890), p. 3. 

25 J . W. Robinson, "Tennessee Conference," WesM, L (Jan
uary 13, 1892), p. 2. 
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Houghton, New York. This school flourished and while it was 

primarily intended for theological training in its early 

days it still included music among the studies offered. A 

clue to this activity was found in an essay by a Houghton 

student, one of several published in the paper in an attempt 

to attract students. "A grand piano and an organ furnish 

music for the various exercises, and provide facilities for 

the study of music.,,26 

As seen in the earlier mention of William Fry, the pro

fessional musicians of the day were included in the news 

reports. Thus Wesleyans were continually exposed to musical 

happenings beyond their own small concerns. In 1850-51 

Jenny Lind's visit to the United states received extensive 

coverage. In the issue of August 31, 1850 a lengthy account 

of her life story was reprinted from Sartain's Magazine. At 

the time of her arrival she was highly praised for her 

modesty and benevolence and hailed as the most popular 

singer in the world. Later in the year many approving 

stories of her concerts appeared, and in 1851 when she left 

the country, sympathetic remarks accompanied word that she 

had left without giving her final concerts because of her 

mot he r' s de at h . 

The opera singer Madame Sontag received praise as well, 

, 26 Wm . Greenburg, "Houghton Seminary," WesM, LV (Septem
ber 7, 1898), p. 15. 
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but more attention was given when she gave a private concert 

for the clergy in Boston. The writer was much incensed over 

the affair: 

The religious papers have recently puffed and 
blowed over a demonstration in Boston, in which 
the reverend clergy were exhibited as the private 
patrons of an opera singer, whom they were too 
pious to listen to publicly . 

••• we appreciated its true character. On the 
part of the clergy it was an improper display of 
itching for worldly gratification. On the part of 
the Madame it was a shrewd movement to secure 
boundless patronage. For whom their ministry 
privately approved, the pious people might surely 
pat r a nil e i n pub 1 i c.... What a man i f est a t ion 0 f 
pi et y ! 

Much more was written with detailed description of the 

occasion and some sarcastic enjoyment of the fact that the 

singer was presented with two Bibles because the Catholics 

and Protestants could not agree on which version she should 

be given. 

An even more dramatic story involved the same person. 

The Madame's agent and an officer were each fined for eject

ing a black woman from the Boston opera house. The woman 

had a properly purchased ticket and Madame Sontag issued a 

statement expressing "her regrets that such an outrage 

should have been committed by any persons connected with her 

entertainments.,,28 The report continued with the startling 

p. 
27"Clergymen's

196. 
Concerts," TrWes, 

-
X (December 11, 1852), 

28"Rights in the Boston Opera," Wes, XI (May 19, 1853), 
p. 79. 
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news that Sontag herself had later been arrested for causing 

damages when she was ejected from the Howard Athenaeum. (No 

suggestion as to why!) She was told damages would be $500, 

bail INas paid, and the case set for trial. No further word 

on that! 

In 1853 a World's Fair was held in New York City and 

the reports from there often included mention of musical 

events. When the Crystal Palace was dedicated the President 

came for the occasion and the music performed was lavishly 

descr ibed: 

[When the President entered] The United 
States Band struck up Hail Columbia, and finished 
with Yankee Doodle .... 

[After prayer] came stealing through the vast 
aisles the Hymn of Old Hundred set to semi-secular 
words. The effect where we stood under the dome 
was mystically grand. It might be imagined to 
typify the voices of distant nations rolling in 
harmonious vastness through the aisles, and 
bearing the accents of gentleness and benificence. 
Their artistic interpretation was entrusted to the 
ladies and gentlemen of the Sacred Harmonic 
Society, and admirably did they execute their 
task. Mr. George Bristow was the conductor of the' 
bo d y . Mr. Tim m... was t h.e ch i e f dire c tor 0 fall 
the musical arrangements. L9 

Brief anecdotes appeared, taken from the lives of 

Haydn, Offenbach and Paganini. These and more reflect again 

the interest shown in the musical happenings of the time, 

reported in the church periodical. 

One performing group of the day merited more space in 

2 9 "G e nera1 Ne ~'\l s ," ~~~ , XI (J u 1 y 2 1 , 18 5 3), p . 11 5. 
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the p ap e r t han mos t. That group was the Hutchinson Family, 

active through several generations,-from about 1840 to at 

least the early 1880s. David Ewen called them "the most 

influential singing group" of the nineteenth century and he 

described in some detail their songs and the effects of 

their programs, as well as the popular causes which they 

espoused.30 Some of these causes included abolitionism, 

temperance, and women's suffrage -- all areas which were 

vital to the Wesleyan Methodists. Following are some ex

cerpts from articles which appeared in the paper: 

These distinguished vocalists gave their
 
first concert [hereJ. •. last week. -- The spacious
 
Hall was crowded, and the vast auditory gave ample
 
demonstrations of high gratification .... We be

lieve no one ever attends one of their concerts,
 
without going away fully satisfied, besides
 
f e e.l in g 31 mu c h s t ron g e r inc 1 ina t ion tog 0
 
agaln ....
 

[In Dublin, Ireland] The Freeman's Journal,
 
in the course of a very commendatory notice of
 
their concerts, says: "No man can listen to the
 
Hutchinson Family without feeling that America,
 
Yankee America, has a national music, and none
 
without delightfully acknowledging that 'the
 
family' are happy in t~2ir illustration of the
 
harmony of New England."
 

[From a London paper] "I must mention to you 
a family of American Vocalists ...• Here ... their 
success has surpassed any thing I remember .... I 

f, 
~-

f 
30David Ewen, All the Years of American Popular Music 

(Englewood Cliffs, N. J.: Prentice-Hall, 1977), pp. 62-69. 

31"The Hutchinson Family," TrW~, III (March 29, 1845), , p. 55. 

32Trwes, III (November 29, 1845), p. 191. 
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have seen the audiences ... consisting of Clerks and 
the Working-Men, with tears coursing down their 
noses .... They ~3e encored in almost every thing 

nthey sing ....

Some few undertook to hiss them when they 
sung anti-slavery pie.ces, but it was overpowered 
by much louder applause. They are true-hearted 
friends of the oppressed .... They cannot be hissed 
into silence on this subject .... 34 

An extremely laudatory article from Orange Scott 

described his attendance at one of their concerts where, 

even arriving forty-five minutes early he only got into the 

hall because he had an acquaintance who allowed him in, and 

he stood through the whole concert. He named speci fic songs 

which pleased him and praised the anti-slavery efforts of 

the group. 

The sentiment produced by each of their con
certs in relation to anti-slavery alone, is, in 
the opinion of the writer equal. .. to an able anti
sla~es~ lecture. Who knoweth the power of 
musIc! 

A notice of a postponed Hutchinson concert in 

Philadelphia was quoted from a paper of that city: 

The Musical Fund Hall was engaged by them for 
[a concert seriesJ .... But. .. the trustees of said 
Hall have given notice that, at the warning of the 
Mayor, the admission of persons of color could not 
be allowed, and would be positively prohibited. 
As this was no part of their contract, and as they 
could not do any act that would seem to sanction 
such a course ... they ... feel themselves virtually 

33TrWes , IV (F eb ru ary 28, 1846) , p. 36. 

34TrWes, IV (N ov em be r 28, 1846) , p. 189. 

C 35TrWes , IV (December 5, 1846) , p. 193. 
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excluded from the Hall. 36 

Advertisements were abundant as in any newspaper. Many 

of these were musical in nature for sheet music, music 

books both secular and sacred, and for musical instruments, 

especially pianos and organs. Some noticed in particular 

included "vJilliam B. Bradbury's Collections of Church Music 

for Choirs and Singing-Schools;" (followed by a list of four 

specific books published by Mason Brothers in New York and 

Boston which Bradbury had helped to compile.) The blurb for 

the latest one contains items of interest to the student of 

nineteenth-century church music: 

This was the last book ... upon which Mr. 
Bradbury was engaged. Its extraordinary sale is 
evidence that it is the most popular book of its 
class issued for many years. Already it has 
reached its Sixtieth Thousand. It is the only book 
upon which Dr. Mason and Mr. Bradbury were jointly 
engaged, as authors. It is very ... complete ... 
embracing the fullest variety for SINGING SCHOOLS, 
CHOIRS, and SOCIETIES. It contains a much larger 
number of tunes t~ other new books, and is sold 
at as low a price. 

A notice with the news items informed the reader, 

A Music Book with Five Hundred Editors -
Mason Brothers announce The American Tune Book, . a 
new work which is to contain all the Church tunes 
and anthems which have proved widely popular in 
America, and none others. Something like one 

36"The Meanest Thing Yet," TrWes, V (January 16, 1847), 
p. 10. 

37"Advertisements," Am~~..§., XXVII (January 27,1869), 
p.434. 
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thousand tunes will be included. 38 

Music magazines made their appearance, again typical of 

the time. The lrJorld We Live In, a semi-monthly' magazine of 

general literature, included in its list of contents, 

Every number of the work is embellished 
with MUSIC, which makes it particularly valuable 
to those who live at a distance from the cities, 
and. hCJ'ge not the means of procuring the latest 
mu Sl c. 

The Musical World and Times promised: 

The object. .. is to furnish, 1. A weekly 
supply of new and choice music. 2. A complete and 
unusual Course of Musical Instruction. 3. Fearless 
and trustworthy Criticisms of Musical Pieces, 
Works and Performances and 4. Entertaining- Musical 
Reading, together with a comprehensive Synopsis of 
events and things Musical, as they shall tran
spire; all to be furnished in a style of taste and 
elegance in harmony with the subjects treated of 
and the refinegominds of those to whom such topics 
are addressed. 

Several other such magazines were promoted during the 

years studied, each promising to supply the subscriber's 

musical needs completely for one low price! 

Among instruments recommended were Aeolian pianos, 

Mason and Hamlin organs and pianos, and Chickering pianos. 

One unusual instrument was described: 

One· of the greatest curiosities..• is an iron piano 

38"News Items," 6..!!!~~~, XXVII (September 29,1869), p. 
577. 

39"The World \i1e Live In," l!.Wes, II (March 2, 1844), p. 
35. 

4 0 "A Yea r 0 f Mus i c ," .l.£~~~, X (S e p t em b e r 11, 1 852), p. 
147. 
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forte, from ... Firth, Pond & Co., Franklin Square. 
The outside work, [except for] the cover, and a 
small portion of the front which are ... rosewood, 
is formed of iron, painted in imitation of rose
wood. The tone is said to be superior to any piano 
made of wood, and it [is] 25-30% cheaRfr. [It] is 
not liable to be injured by accidents. 

Music used in connection with theaters and dancing was 

generally condemned and articles on those subjects were not 

found in abundance except in advice to young people, 

where the general tenor of remarks was to stay away from 

such entertainments! A few musical anecdotes not having to 

do with famous people were of interest, such as one 

recounting an occasion after the Civil War when two soldiers 

met and learned they had been on opposing sides in the same 

battle: 

"Were you at such a place on such a night?" 
asked the first. 

"Yes," he replied, "and a curious thing 
happened .... I was posted on sentry duty near the 
edge of a wood. It was a dark night and ... 1 was 
a little frightened, because the enemy was .. very 
near. About midnight... I thought I would comfort 
myself by praying and singing a hymn. I remember 
singing ... 

"All my trust on Thee is stayed, 
All my help from thee I bring; 
Cover my defenseless head 
With the shadow of thy wing." 

"After singing that a strange peace came down 
upon me, and through the long night I felt no more 
fear." 

"Now," said the other, "listen to my story. 
I was a Union soldier, and was in the wood that 
night with a party of scouts. I saw you standing, 
although I did not see your face. My men had 
their rifles focused upon you, waiting the word to 

(, 41"News Items ," TrWes, X (October 30, 1852), p. 173. 
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fir e; but when you san g 0 u t - - ... I s..a i d , 'Boys, 
lower your rifles; we will go home.' ,,4:L 

Or for a di fferent mood, how about a robbery? 

The dwelling of W. H. Burleigh, editor of the 
Christian Freeman, at Hartford, was entered a few 
nights since by some hungry burglar, who helped 
himself to such small things as he could lay his 
hands on .... Mr. Burleigh says the fellow is wel
come to the eatables which he carried off, but 
begs him to bring back his wood-saw, which he says 
is the only musica~ instrument upon which he is 
accustomed to play. 3 

The sum of these observations adds depth and fullness 

to the image already presented and the readers of the 

We s 1e yan paperaret hu s por t rayed m0 reg rap hi c all y as rea 1 

people involved in a real world where the musical scene was 

broader than just that perceived in their worship services 

and social meetings. 

42Drummond, "A Remarkable Incident," ~esM, LV (Septem
ber 28, 1898), p. 4. 

4 3"New sIt ems," l...!.~~, I V (J an u a r y 10, 1 8 46 ), P. 8. 



CHAPT ER VII 

MIRIAM'S TIMBREL 

'This small songbook, which first sparked my interest in 

the topic under investigation, has a full title typical of 

the nineteenth century. The author seems to have tried to 

include the entire contents of the book: Miriam's Timbrel: 

or Sacred Songs, suited to Revival occasions, and also for 

Anti-Slavery, Peace, Tem~rance and Reform Meetin~. The 

size of the book is also typical of pocket song books of the 

day, measuring 14 cm. by 8.5 cm. by 1.5 cm. thick. The 

print is quite small, but more readable than that in some 

contempor·aneous volumes examined. 

The source of the intriguing title, Miriam's Timbrel, 

is found in the Bible. Miriam was the sister of Moses and 

Aaron, the two leaders who brought the children of Israel 

out of bondage in Egypt. Following the crossing of the Red 

Sea, Moses led the Israelites in a song of praise to the 

Lord for this miraculous deliverance. The Scriptures record 

that after the song (presumably sung by the men) was fi, nished, 
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Miriam the prophetess, the sister of Aaron, 
took a timbrel in her hand; and all the women went 
out after her with timbrels and with dances. And 
Miriam answered them, "Sing ye to the Lord, for he 
hath triumphed gloriously; thr horse and his rider 
hath he thrown into the sea." 

A hymn containing a reference to this scripture appears 

at the beginning of the songbook, "Sound the loud timbrel 

o'er Egypt's dark sea!", with a strong abolitionist senti 

ment expressed in the text. The ancient story of the liber

ation of the Hebrews naturally attracted the thoughts of the 

Wesleyan Methodists, so concerned with freedom for the Negro 

slaves. The prominence given to a prophetess rather than 

one of the male leaders perhaps reflects Wesleyan ideals as 

well. 

The first edition of Miriam's Timbrel was published in 

1849, advertised in the church periodical: 

This is a small volume of one hundred and 
twenty pages, containing one hundred and three 
hymns on various subjects .... we will venture to 
say that among the various "Camp-meeting" and 
"Revival Hymn Books," which we have examined, we 
have not found a little volume containing a better 
variety of hymns and songs, or those better 
adapted to the occasions for which they are 
designed .... 

The work is handsomely printed on good paper 
and well bound, and is sold at 25 cents a copy, 
with 25 per cent discount to wholesale puchasers 
[sicJ .... As no other work is on sale, so far as we 
know, to meet the wants which this is designed to 
supply, especially among Wesleyan's [2icJ, we hope 
our author may meet with rapid sales. 

,
 1The Holy Bible, Exodus 15:20, 21.
 

2"Literary Notices," l.!.Wes VII (June 30, 1849), p. 102. 
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Two thousa nd cop i e s 0 f th e fir s ted i t ion were p r i nted , 

apparently published at the personal expense of the 

compiler. No mention is made in the advertisements of the 

publisher's name, and no copy of that first edition is 

available for study. The compiler, John P. Betker, des

cribed his book in a letter which combined advertising and a 

plea for paym ent: 

"Miriam's Timbrel" is the name of a spirited 
So ng Boo k, com pi le d ex pre s sly tom ee t the wan t s 0 f 
the We s 1 e ya n M. Con n e c t ion for s u c haw 0 r k. The 
reformatory position we occupy as a distinct 
religious denomination, finds but little, if any 
sympathy in works of this kind now before the 
public; and in v iew of this circumstance, the 
present compilation was undertaken. The author 
commenced the work without means, and is dependent 
solely upon the patronage extended to it, by the 
members of our Connection, for the funds necessary 
to meet the indebtedness incurred by its 
publication ....Orders sent to the address of the 
subscriber, post-paid, with directions where the 
packages are to be sent to, and pointing out the 
most convenient route, will be promptly responded 
to. A short credit will be granted if it is 
requested. Brethren already supplied with the 
work, and who have not yet made their payments, 
are requested to remit. .. as soon as the~ can. -
The publishers stand in great need of it. 

The book was promoted throughout 1849 and 1850, first 

as a new book, then in a list of books for sale through the 

Wesleyan Methodist Book Concern. By October of 1850 a 

notice appeared from Betker urgently requesting those still 

ow in g him for !:!lr i.§. m' s __Tl.!!!Q r e 1 top 1 e a s e sen d the i r 

3John P. Betker, "Miriam's Timbrel," TrWes, VII (Octo
ber 6, 1849), p. 159. 
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payment as soon as possible, preferably by December. The 

notice continued to appear for several issues, then disap

peared, leading to the assumption that either the bills were 

paid, 0 r Rev. Bet ke r ga ve up try in g to colI e c t. 

The second edition of the book appeared in 1853. The 

book had apparently been quite popular with~n the denomina

tion because this time the publication was undertaken by the 

Western Branch Book Concern of the Connection itself. This 

Branch Book Concern was indicative of the emphasis placed by 

the Connection on the spreading of helpful literature among 

its churches. It was established at Mansfield, Ohio, in 

1850 to serve the churches in the west, so that the parent 

Book Concern could be relieved of some of the burden of 

shipping books allover the denomination. Since by this 

time many of the churches were located in Ohio, Indiana, and 

Michigan, this new location seemed logical. The church 

paper continued to be published by the Book Concern in 

Syracuse, New York, but the Western Branch looked for items 

to publish which would be useful without creating competi

tion. In the Minutes of the Book Committee of the Western 

Branch Book Concern of December 17, 1852 an item was voted 

pertaining to Rev. Be.tker's song book: 

That the agent be instructed to accept the 
proposition of the Rev. J. P. Betker, concerning 
his enlarged Miriam's Timbrel, and that the agent 
shall add to the same a supplement of such Hymns , and Spiritual Songs as he may judge suitable to 
promote piety, and publish it as soon as he can 
obtain means so to do, and fix the price as low as 
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will	 be safe for the Concern. 4 

In July of the same year announcement was made of the 

second edition, "revised and enlarged -- compiled by John P. 

Betker ..• with a Supplement compiled by the Publisher ....Pub

lished by E. Smith, for the vJesleyan Methodist Connection of 

America. 1853.,,5 The book now contained 160 hymns with a 

supplement of 32 more. Among the 192 hymns 46 tunes were 

suggested for use, some more than once, so that tunes were 

suggested for a total of 59 hymns. 

Just	 two weeks earlier an item appeared in The Wesleyan 

which	 might cause a bit of conjecture: 

It is purposed, at an early day, to compile a 
select, though small, social, reformatory, and 
spiritual Song Book, to be issued from the 
Wesleyan Book Room, Syracuse. It will contain 
many pieces adapted to the Anti-slavery, 
Temperance, and Peace sentiment. But the major 
part of the book will be adapted to promote love 
in the family -- the nursery of piety and purity 
-- ardor in the meetings for prayer, and devotion 
to God .... 

To all who will aid the editor in obtaining 
material, these words are sent greeting. Write 
down or cut out such pieces and forward them to 
his address by mail. N,;me the tune usually sung 
to each piece, if known. 

As far as could be ascertained from study of the books 

for sale in the following months, even years, fila such book 

4E. Smit h , "M i nut e s ," ~~ , XI ( Feb r u a r y 10, 18 5 3 ), P • 
22. 

5 E. S mit h , " ~~ e s ley anT r act s , " ~~ , XI ( J u I Y 28, 
1853),	 p. 119. 

6"A New Book," Wes, XI (July 14, 1853), p. 110. 
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was eve r pub1 ishe d . Per hap s s 10 ~iI n es s 0 f com mun i cat ion mean t 

that this idea was conceived before the appearance of the 

notice that Miriam's Timbrel was being reissued. Perhaps no 

one sent in favorites, or perhaps the editor realized that 

he should not try to compete with the book already available 

to Wesleyans. Whatever the reason, after several months the 

notice was simply discontinued without further comment. 

Nevertheless this proposal was an indication of the popu

larity of the type of song book under consideration. 

The new ~iri~m's_Ti~~~, clothbound, for 35 cents, 

continued to be advertised as a new book for sale in nearly 

every issue of the paper until November of 1854 when it was 

moved to the regular list of books available. Whe nth e 

Western Branch Book Concern began to have financial 

problems, the agent detailed in the paper his efforts to 

publish things different from the Parent Concern and men

tioned Miriam's Timbrel as one effort, "the best collection 

of anti-slavery and reform songs in print.,,7 The same senti

ment was voiced by ~~~y~ editor Lucius Matlack a week 

later as he supported Smith's work. 

The Branch has not made one miss in all its 
publications. "Bible servitude" has had little 
chance to accumulate on the shelves at Syracuse or 
Mansfield. 

7E. S mith, "w est ern Boo k Con c ern, II ~~, XI I I (J u1 Y 11, 
1855), p. 110. 
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The same is true of the "Timbral." [sic]8 

Miriam's Timbrel continued to be advertised off and on 

through November of 1868. Finally in 1869 this announcement 

was made: 

Frequently we have had inquires [sic] made 
for Miriam's Timbrel, a collection of sacred songs 
by Rev. J. P. Betker, but were unable to supply 
the work until now. Through the agency of Rev. A. 
N. Hamlin, we have had a small supply of this work 
sent us, and for 40 cts. we will mail a copy to 
anyone, Postage paid. Those needing copies will 
need to send soon, as the stock on hand is small, 
and those 9we have, are the only ones for sale at 
any place. 

The last mention of the book as available was on November 

24, 1869. 

The man who was responsible for the compiling of this 

volume, Rev. John Betker, occupied a prominent place in the 

Connection for a period of thirty-three years. At the 1843 

Meeting of the Allegheny Annual Conference (comprised of 

western Pennsylvania, eastern Ohio, and western Virginia) 

the list of preachers admitted on trial includes his name 

and indicates he was placed on the Reserve List to be 

assigned by the Conference President. The next year he was 

appointed to the Greenfield Circuit. By 1848 he was pastor 

at Bakerstown in the Pittsburgh District and the same year 

was appointed as a delegate to the coming General 

8 L. Matlack, "Western Book Concern," Wes, XIII (July 
18,1855), p. 114. -

9"IIv1iriam's Timbrel," ~!!!.!i~, XXVII (June 2, 1869), p., 
507. 
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Conference. The report of that Conference included descrip

tions of each of the delegates and Betker was portrayed 

thu s: 

He is a man of middling size, and of fair 
proportions. He has light hair, light complexion, 
and a clear, sprightly countenance, having a de
cided look of intelligence. He is comparatively a 
young man. The mental speculator sees, at first 
view, that there is a want of the ripeness of 
years, yet the mind is relieved at the same time, 
from all fear of the follies and imprudencies, 
which are too often associated with youth. He is 
dignified in his bearing, quick and clear in his 
perception, prompt in his actions, always on hand 
to meet his responsibilities. On the Conference 
floor, he spake readily, freely, and to the point. 
He is an independent thinker -- emphatically 
thinks for himself -- and though he is open, kind, 
and ready to hear, yet he allows no man to think 
for him, and allows himself to be no man's echo. 
~~e did not hear h\f1Q p reach, but those who did were 
highly gratified. 

Assigned to the Middletown, Pennsylvania, Circuit in 

1849, Betker found himself in the company of the paper's 

editor, L. C. Matlack, during extensive travels in the 

Pittsburgh District. These journeys were reported by the 

latter in The ~esl~~~ and Betker's name was often men

tioned. It was this year as well that the first edition of 

Miriam's Timbrel was issued. In 1851 the Minutes of the 

Ann ua 1 A11 e9 hen y Con fer e nc e r ep or t t hat Bet ke r was e1 ec ted 

to the post of Conference President. He continued as Presi

den t t h r 0 ugh 18 53 , th en was r eel ec ted for the yea r s 18 54- 5 6. 

During this time he served churches in Bridgeport, Browns-

10"General Conference Report," TrWes, VI (November 11, 
1848), p. 182. 
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ville, and Pittsburgh Station. Between 1856, when Betker 

was known to be at Pittsburgh:and 1860, when we hear from 

him at Syracuse, New York, there is no mention of his name. 

He apparently transferred to the New York Conference in 1866 

and served there until 1875. His appointment in 1866 reads, 

"John P. Betker, Mission work in New York City under the 

auspices of the 23rd St. Presbyterian Church."ll This work 

evidently was the most satisfying of Betker's career. Dur

ing the years 1866-67 extensive selections from his Journal 

were published in the paper, each one showing how deeply he 

was concerned for the poor and oppressed of the great city. 

He continued to work for the Conference as well, serving as 

its President in 1868 and 1869, and reelected in 1874. At 

this point it is not known what occurred. In the Minutes of 

the Annual Conference of 1875 there is a "Statement relating 

to J. P. Betker:" 

The Secretary stated that on the first day 
of February last, a communication was received 
from Rev. J. P. Betker announcing his resignation 
as President of the c~nference, and his withdrawal 
from the connection. 1 

No reason for the action was given and no copy of the letter 

attached. Two years earlier when he thought the New York 

Conference was extinct, Betker had applied for admittance 

11"Appointments," AmWes, XXIV (April 11, 1866), p. 59. 

, 12Record: New York Conference, Wesleyan Methodist Con
nection of America, 1874-1904, p. 32. 
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to the Syracuse· Conference saying that he "was and is a 

Wesleyan and would not be anything else."13 In view of that 

statement his withdrawal seems unusual, yet with no given 

reason one can only 9uess at the circumstances. 

Betker's name appears only one more time in the church 

periodical. In 1879 we read: 

"Chaplain John P. Betker, of the city prison, 
died late on Thursday night." The foregoing note 
was clipped from the New York Graphic, of Saturday 
evening, September 13th; hence, he must have died 
September 11th. He had been a faithful laborer in 
his field, and was a reformer and Christian 
patriot in the "days that tried mens' [sic] 
souls." He was not afraid when the sleuth-hounds 
of Slavery scented the feet of every man in the 
streets to see if he was a friend of the fleeing 
slave. 14 

Perhaps the chaplaincy of the city prison seemed more 

important to him than either the pastorate or administrative 

position in the Conference. 

With no date of birth known it is impossible to know 

his age at the time of death, though since he had been 

described as a young man in 1848, one might imagine him to 

have been in his fifties. 

Throughout the years of his association with the 

Wesleyan Methodists there were many evidences of Betker's 

artistic tendencies. In the description of the first 

,
 
13 Ibid ., 1844-1873, p. 424.
 

14"Personal," ~.!!!Wes, XXXVII (September 17, 1879), p. 5.
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edition of Miriam's Timbrel the writer tells us, "Brother 

Betker himself being much experienced as a singer and 

teacher of music, is qualified for compiling such a work. ,,15 

In the issues of the paper which were examined a total of 

thirty-one poems by him appeared, with seven of them having 

popular tunes suggested for use. The seven tunes given in-

eluded three which also were used in Miriam's Timbrel. 

Betker's poetry covered a wide range of topics, from aboli

tionism to secession, Christian ethics, and personal 

emotions. A poem entitled "The Hills of West Virginia, 

Marshall Co., in 1869" has an appended note giving a brief 

insight into his activities: "The writer was noted as an 

anti-slavery preacher in Marshall County, W. Va., before the 

war.,,16 Several of the poems reveal him, not as just a hack 

jingle writer, but as a deep thinker whose ideas found 

expression in the medium of poetry. His poem, "To Margaret 

L "included these lines: 

Love is not a mere abstraction 
Pointless -- senseless -- meaning nought, 

Love is not in word, but action, 
There alone should love be sought. 17 

Six months earlier a poem was published which Betker had 

1 5 "L i t era r y Not ice s ," .I.!.~~, VI I ( J u n e 3 0 , 18 4 9 ), P. 
102. 

16"Poetry," AmWes, XXVII (October 27, 1869), p. 60l. 

17 John P. Betker, "To Margaret L ", Wes, XIII (January 
31, 1855), p. 20. 

(, 
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written in memory of his two-year-old daughter who had died 

April 1, 1854. In a lighter vein the editor published a 

letter from Rev. Betker which included a poem: 

Bro. Betker says, I sent you $3 some few 
weeks ago which with the enclosed will make $20. 
So I have not been idle altogether, though not 
having done as much for you as I would like to do. 

Yet I hope when times are better, 
In some future business letter, 
To be able to increase 
The amount; meanwhile, I hope this twenty 
With pay from others may prove ple~1Y' 
To supply your wheels with grease. 

Betker was the author of several thoughtful articles 

for the paper. In 1848-49 a series on ".Wesleyanism" showed 

his deep sympathy and concern for the new denomination. In 

1852 he wrote several studies dealing with specific 

questions about the Discipline. And, as mentioned earlier, 

extensive excerpts from his Journal were published, giving 

much detail on his work in New York City. 

Thus, during the years he was a member of the Wesleyan 

Methodist Connection, he proved to be an energetic, vocal, 

and involved leader in the growing church. 

1 7 II Fina ncia 1 Ungu ent, II !!~, XI I I (J a nua r y 3, 1 855), p. 
2 •., 

,
 



CHA PT ER VII I 

THE TUNES 

For t y - six tun e na me s were g i ve n in!::! i ria m' s --l.l!!!Q.!.~ . 

Of these I was able to locate the music for forty-four and 

have found, as I expect ed, that this music presents a cross-

section of the musical styles usually found in hymnals of 

the nineteenth century. By the middle of the century Ameri

can church music had gone throug~ many changes from its 

early days, and varying influences had helped to create the 

church music of the time. In fact, history shows that the 

music of the Protestant church in general has grown from the 

musical elements and traditions at hand, developing these 

into a language usable in the Protestant worship style. 

Blume expressed it this way: 

Jus t a s the Ref 0 r mat ion ... ref lee ted ... t he 
intellectual currents of its age, so also did its 
music arise from the contemporary stylistic 
surroundings. Protestant church music was never 
an independent musical genre in the sense that. .. 
it developed its own musical principles, its own 
world of musical language and form .... On the con
trary, it accepted, assimilated, and developed 
substances of all spheres of pre-Reformation music , culture -- ... folk song and ... dance, the highly 
developed... art song, and the great supranational 
sacred and secular art. ... On the one hand, it. .. 
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utilized elements of tradition ... ; on the other 
hand, it ... transformed the existing traditions. 

From these beginnings it is possible to 
understand whence this music has taken its 
strength.... Such an attitude presupposes a 
relationship to the present, a liveliness, and an 
actual "modernity," [a] grasp of the continuing 
elements of the past and the good qualities of the 
present. .. , an openness to all possibilities of 
future development as well as to the diversities 
of the present, all of which ... assured f~r 

Protestant church music a timeliness in any age. 

It was natural that American church music should grow 

out of the European traditions brought with the early 

settlers. By mid-nineteenth century church music in America 

had moved through the days of the psalters (especially those 

of Ainsworth, Sternhold and Hopkins, and Ravenscroft, as 

well as the first American psalter, the Bay Psalm Book) to 

the beginnings of hymnody, with the publication of Isaac 

Watts' Hymns and Spiritual Songs and Psalms of David Imi

tateQ, both of which were republished in America before 

1720. As psalm-singing declined, music instruction books, 

beginning in 1721 with that of John Tufts, appeared in 

greater and greater numbers over the next forty years. Most 

of them included psalm and hymn tunes by European and 

American composers. The rise of the Singing Schools created 

a buying public for collections of both sacred and secular 

music, and native American composers began to flourish, 

developing a style of their own. Many names could be 

lFriedrich Blume and others, Protestant Church Music: 
A History (London: Victor Gollancz, 1975), p. 3. 
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men t i on e d he reb uta few will su f f ice : Jam e sLy on, Will i am 

Billings, Andrew Law, and Daniel Read (who will be treated 

later) were among those who helped to create a "school" of 

national music. 

At the same time foreign musicians were having an 

impact on the developing American style. Trained musicians 

from Europe came in large numbers a fter the Revolutionary 

War and "soon took over the musical life; they became the 

principal source of secular music in America.,,2 As a result 

of their dominance an attitude grew in the new nation which 

saw American music and musicians as inferior. American 

music began to sound more and more like the cultivated 

styles of western Europe. 

This trend naturally made itself felt in church music. 

Musicians such as the Englishman George K. Jackson published 

psalm and hymn collections as well as secular music. They 

we:e quickly joined by American composers who had received 

training from foreign musicians in this country. Among the 

most influential of these was Lowell Mason who became "an 

outstanding organist, conductor, music educator, composer, 

compiler of music collections and organizer of singing 

schools.,,3 Through the influence of Mason and his contem

, 
2Harold Gleason and Warren Becker, Early American Mu

~~!:!~si~D-~~er ic~.-f.~~ l:i.~l.9.-1920, 2n d ed. (B loom
ington, IN: Frangipani, 1981), p.63. 

3Ibid ., p. 80. 
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poraries was born the so-called "better music" movement 

which had a profound effect on church music of the nine

teenth century. Hymn tunes arranged from works by well-

known European composers, as well as many written in the 

style of such works, nearly took over new hymn collections, 

crowding out tunes by the native writers of the eighteenth 

century. 

One more movement which influenced nineteenth-century 

church music was what became known as the Great Revival of 

1800-1805. The evangelizing efforts of the Presbyterians, 

Baptists, and Methodists combined with the hardships endured 

by frontier settlers to set the stage for this religious 

movement. 4 From the huge camp meetings which characterized 

the Great Revival came the revival spiritual, a kind of 

popular religious song. This type of song became 

... an effective opener to set the mood for an 
ex h0 r tat ion, an 0 ut 1e t for th e em 0 t ion 1ism 0 f the 
occasion, and a communal act into which one could 
pour all o~e's energies in fellowship with other 
believers. 

Because this type of song grew at first as an oral tradition 

its structure was extremely simple and often used the verse-

refrain form. "The tunes had to be lively and easily 

learned.,,6 The revival spiritual was often based on a 

4Daniel Kingman, American Music: A Panorama (New York: 
Schirmer, 1979), pp. 157-8. 

5 I bid., p. 159. 

6 Ib id., p. 160. 
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familiar tune so that all could join in quickly. Bo th 

sacred and secular tunes were used, with new texts replacing 

unsuitable ones. This type of substitution had been common 

for hundreds of years and the resulting compositions came to 

be called con t r a f act a. A con t r a fa c tum is defined as 

A vocal piece in which the original text is 
replaced by a new one .... After the mid-15th 
century ... contrafacta tend to replace a secular 
text with a sacred onej ... for example, the fierce 
attacks of the monk Savonarola on the often 
licentious carnival songs led to them having 
penitential religious texts fitted to their tunes; 
and in the Reformation many Protestant cf0rale 
texts were fitted to pre-existing melodies. 

Carrying on the tradition, twenty-two of the tunes in 

Miriam's Timbrel can be classified as contrafacta. 

For study purposes I have chosen to arrange the tunes 

in six categories: 1) tunes by composers be- longing to the 

"better music" movementj 2) popular parlor songsj 3) folk 

hymn tunesj 4) tunes derived from European sacred sourcesj 

5) tunes arranged from European popular or classical compo

sitionsj 6) early American hymn tunes. Almost all of the 

pieces in categories 2 and 3, and a few from other groups 

can be classified as contra facta. 

It may be rea d i 1 Y see nth a t the 0 r ga n.i z at ion 0 f the s e 

groupings is by source backgr~und rather than by tune simi

larities. The primary reason for this is that many of the 

70enis Arnold, ed., The New Oxford Companion to Music 
(New York: Oxford University Press, 1983), p. 484. 
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tunes from all of the categories are quite similar and 

placing them in an order based on tune characteristics would 

accomplish little. Beyond this my interest has been in 

understanding the historical roots of Wesleyan church music, 

thus the emphasis on source seemed the most appropriate 

means of arrangement. 

Musical analysis of the materials has been done in the 

basic areas of melody, rhythm, poetic meter, harmony, and 

form. Within these fundamental areas specific elements have 

been considered. 

In connection with the melodies I have considered 

scale patterns, range and compass, shape and contour, the 

number of tune lines, the chief caesura, the final note, 

text setting and the use of sequence. The term compass 

refers to the actual pitches of the scale used in the 

melody, from lowest to highest. This classification was 

based on Bartok's technique of organizing scale tones. 8 

See Exa mpIe 1. 

Jg ':;:J J J J J J i$$L r rt"t:Eo I 

Nota ~ ... 

""" I II III IV V VI VII. a J 4 J • 7 • • •• II 

Example 1. Bartok, The Hungarian Folk Song, p. 7. 

The shape of a melody is its general outline, following the 

8Bela Bartok, The H~arian Folk Song (Albany: State 
University of New YorkPress, 1981), p. 7. 
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rise and fall of the pitches. This has been expressed as 

small, moderate or high arches, sometimes as reverse 

movement. contour refers to melodic movement which is con

junct (mostly stepwise or with a few skips a fourth or 

smaller), or disjunct (with several skips larger than a 

fourth). The term chief caesura (from Bartok's classifica

tion) means the primary melodic pause prior to the ending. 

It usually occurs about halfway through the tune. The final 

is simply the last note of the melody. The text settings 

were described as syllabic (one note per syllable), or 

neumatic (two or more notes per syllable). Syllabic set

tings were predominant in these tunes, but some settings are 

slightly neumatic, i. e., there are between two and four 

places in the melody where a syllable covers two or three 

notes. A few were moderately neumatic, having more than 

four points of neumatic usage. 

Rhythmic elements observed were meter, special accents 

(i. e., use of the fermata, occurence of strongly accented 

patterns), use of repeated rhythmic patterns, and harmonic 

rhythm. 

The metrical structure of each tune was analyzed. This 

refers to the number of syllables per line. The most fami

liar metrical patterns historically were long (eight 

syllables per line, or 8.8.8.8), common (8.6.8.6), and short 

(6.6.8.6) meters but, as we saw in the discussion of the 

music of the Wesleys, tunes of the Methodist tradition 
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utilized a much wider variety of meters. These Ir~ere even

t ua 11 y 0 r g an i zed b y the Met ho dist Chu r chi nto ali stea11e d 

Particular Meters (P. M.) and have been used in this study 

where possible in naming the various meters found. The list 

contains forty different metrical structures which are named 

9by number, i. e., 1st P. M., 30th P.M., etc. 

In the area of harmony, elements considered were key, 

mode, chord usage and the occurence of modulations. Key 

name was given according to the example included in this 

study, though several tunes were found in different keys in 

various collections. Mode was used to refer primarily to 

major or minor, though two of the tunes used modal scales. 

Chord usage has been expressed as primary (I, IV, V) only, 

or primary chords plus those based on other scale tones, 

mostly ii or vi. When a secondary dominant was used it has 

been shown as v7 /v. Most modulations which appeared were 

only transient, involving just two or three chords and 

returning immediately to the original key. Two pieces con

tained a real modulation, one in which the new key continued 

for several measures. 

Within the formal structures of the tunes I looked at 

phrase lengths (usually two or four measures each) and 

architectural plans (i. e., AABA, AB, etc.) A phrase which 

9"Meters of the Methodist Hymn Book," a list found in 
The American Tune Book (Boston: Oliver Ditson, 1869), p.
440. -----------------
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was repeated exactly was represented by identical letters, 

such as AA. ~~hen two phrases were similar but not identical 

they were expressed as AA'. Two dissimilar phrases were 

labelled AB. 

The list of elements to be examined was compiled from 

various sources. Some were taken from Bartok's folk song 

analysis methods. However his primary interest was in group

ing similar tunes; therefore the aspects of numbers of lines 

and syllables, chief caesura, and compass were especially 

important.' While these elements added interest to the re

s u1 t s 0 f my stu d y t he y we reo n1 y par t 0 f t h.e 0 vera 11 pic t u r e 

discovered. 

Other sources from which ideas for analysis were 

gleaned included doctoral dissertations 10 and several 

books dealing with hymn tune studies. 11 

The categories used here were constructed for the 

primary purpose of discovering if tunes taken from similar 

sources displayed similar characteristics. It was also my 

10Especially helpful were: Paul G. Kaatrud, "Revivalism 
and the Popular Spiritual Song in Mid-Nineteenth Century 
America: 1830-1870," University of Minnesota, 1977. 

Paul G. Hammond, "Music in Urban Revivalism in the 
Northern United States, 1800-1835," The Southern Baptist 
Theological Seminary, 1974. 

David J. Smucker, "Philip Paul Bliss and the Musical, 
Cultural and Religious Sources of the Gospel Music Tradition 
in the United States, 1859-1876," Boston University Graduate 
School, 1981. 

llDorothy D. Horn, Si.Q...9.-to Me of Heaven (Gainesville: 
University of Florida Press, 1970); and the several books by 
George Pullen Jackson, among others. 
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desire to be able through analysis to describe the music of 

Miriam's Timbrel as a whole. It would seem likely that only 

the melodies were used when people sang from that collec

tion, but all of the examples found were located in harmo

nized form. Therefore they have been analyzed with conside

ration of harmonic as well as melodic patterns. However, the 

melodic characteristics have taken precedence over harmonic 

aspects in descriptions of the music. Specific and detailed 

conclusions regarding musical analyses will follow treatment 

of the individual songs. Here some general observations may 

be in order. 

The great majority of the tunes used either a six- or 

seven-tone scale. Use of gapped scales was found, but no 

strong tendency was revealed toward a particular one. Most 

of the melodies fell within the range of a seventh, octave, 

or ninth, with the most common compass being V-4, 5, or 6. 

Melodic shapes followed standard arch forms, such as a 

triple arch, with the third phrase higher than the first two 

and the last phrases, or a double arch, with the second 

phrase the higher of the two. The predominant number of 

tune lines was four or eight, again rather standard pat

terns. Melodic contours were basically conjunct, and set

tings were primarily syllabic, though I was surprised at the 

number of settings which displayed moderately neumatic 

writing. The appearance of true sequences in the tunes was 

relatively rare, yet they were used more often than one 
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might have imagined. 

Rhythmically a predominance of triple and quadruple 

meter was noted t with simple or compound duple occurring 

less often. The use of .strongly accented rhythmic 

patterns appeared in less than half of the tunes t but one 

specific and interesting rhythmic device was noted which 

appeared in five of the examples. This was the so-called 

"Scotch snapt" usually notated as or a variation there

of. Its use reflects the importance of the Anglo-Celtic 

heritage in American music of the time. Repeated rhythmic 

figures occurred very frequently. Harmonic rhythm generally 

was on the slow side. 

The settings were extremely simple harmonicallYt for 

the most part using primary chords plus the ii or vi t v7 /v 

if a modulation occurred. Modulations were mostly tran

sient t as mentioned earlier t and usually to the secondary 

dominant. 

Basically simple song forms t AABA, AA', AB, etc., were 

those most commonly found, and they were very often con

structed from four-measure phrases. Simple strophic forms 

(using the same music for each verse) were dominant over 

those which added a refrain to the verses. 

, 
Many of the music examples have been taken from the 

oldest source which could be found. Some are not old at all. 

But quite a number were taken from oblong tunebooks. This 

style of songbook became popular with the eighteenth century 
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Singing School teachers and remained in vogue well into the 

nineteenth century. Many of the collections issued by the 

Boston Handel and Haydn Society were in this form. Also 

characteristic of these collections was a voice arrangement 

which placed the air, or main melody, in the tenor voice 

(next-to-the-bottom voice line). In the American Tune Book 

(1869) the main melody appears as the upper voice on the 

middle score. Looking at these examples may require the mo

dern-day viewer to readjust his thinking since today the 

tune is normally located on the top line of music. 

The following treatment of the individual tunes has 

been arranged according to the categories given above. 

Those categories have been numbered according to their size, 

with numbers one and two containing twelve tunes each, 

number six only one. Comments about the particular charac

teristics of each category precede discussion of the tunes, 

which are treated alphabetically within their various 

groups. 

(,
 



CHAPTER IX 

THE "BETTER MUSIC" SCHOOL 

Nine of the twelve tunes in this class were written or 

arranged by Lowell Mason. Two more were composed by Thomas 

Hastings, a close colleague of Mason. The one re~aining was 

the product of a Methodist clergyman who was a contemporary 

of Mason, musically alert and doubtless influenced by the 

trend toward a more cultivated style. 

, 

Of special interest musically among these tunes was a 

strong emphasis on conjunct lines, not only in the melody 

but in the bass line as well. More bass line movement by 

seconds and thirds was noted in contrast to leaps of a 

fourth or fifth. Other clear preferences were for syllabic 

settings and repeated rhythmic patterns, though the latter 

were usually not strongly accented. Particular meters, 

wh i c h s t r 0 ng 1y do min ate d m0 s t 0 f the 0 the r gr 0 ups, were 

represented here but were matched by an equal number of the 

more traditional metric schemes. Long meter was used more 

often here than in any other category. These hymn settings 

generally revealed an awareness of "proper" harmonic and 
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formal usage. Two- or four-measure phrases were organized in 

clear binary or ternary forms, with basically standard chord 

progressions of primary and secondary chords. Half of the 

twelve used a transient modulation to the secondary domi

nan t. 

Mason and Hastings were involved in leading the country 

away from the older styles of both folk hymns and the native 

American sound of Billings and his contemporaries. The 

tunes treated below reflect their purposes. 

Gone were all vestiges of the old modal 
scales of folk music, and the minor mode ... a 
favorite of the folk, was nearly banished; most 
tune s we rei n ma j 0 r, an d harm 0 ni zed wit h Eur 0 pean 
correctness.... the "gentlemen of taste and science 
in this country" went "to the fountains of Music 
in Europe" for refreshment, and material with 
which to further their "Purpose of improving the 
style of Church Music" and ins~ring "increasing 
refinement in the public taste." 

1Kin gman, p. 165 . 
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Boylston 

Example 2. L. Mason, The Choir, or Union Collection of
 
Church Music, Boston, 1833. p. 165
 

Analysis 

Melody 

Scale: 6-tone, 2nd omitted No. of lines: 4 

Range: sixth contour: conjunct 

Compass: III-l Setting: syllabic 

Chief Caesura: V Sequence: none 

Final: V Shape: two moderate arches 

Rhythm 

Meter: 3 Accent: Each phrase begins
4 on a full third beat, 

Repeated pattern: JI..!..J JJ 10 giving that beat unusual 
strength; normal strong 

Harmonic rhythm: moderately fast accent occurs on beat one. 
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Poetic Meter: 6.6.8.6 (short) 

Harmony 

Key: C Mode: major 

Chord usage: primary, v7/v Modulation: transient, to V 

Form 

Phrase length: 2 mm. 

Form: strophic, AA' 

The accomplishments of Lowell Mason are far too numer

ous to be covered in detail here, but some may be mentioned. 

With Thomas Hastings and others Mason was a leader on the 

American musical scene for nearly fifty years, from 1822, 

when he helped with the publication of the first edition of 

the Boston Handel and Haydn collection of church music, till 

his death in 1872. His last teaching manual, The Pes

lalo~l~Music_~ach~,was written in 1871. His enthu

siasm for the music of the European masters led to his 

efforts to bring such music to the American public, espe

cially in the area of church music. He issued great numbers 

of collections of sacred music, indeed collections of all 

types of music -- "glees, madrigals, four-part songs for 

men's voices, for women's voices, for mixed chorus, English, 

German, French, Italian, [allJ that was good of its kind 
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whi c h co u1d be fa und. ,,2 

He wrote or arranged hundreds of hymn tunes. A 

bibliography compiled by Henry L. Mason (Cambridge: Univer

sity Press, 1944) lists 1697 tunes, 1210 of them original 

compositions, 487 arranged or adapted from other sources. 

Beyond his efforts in the field of church music, much 

of Mason's fame rests on his accomplishment in introducing 

the systematic and practical teaching of music into the 

curriculum of the public schools. He was instrumental in 

creating a musical education system based on that of the 

Swiss educator Pestalozzi, and in organizing the needed 

teacher training conventions. He saw the importance of 

music for children "not as a means of mere sensual 

gratification, but as a sure means of improving the 

affections, and ennobling, purifying, and elevating the 

whole man.,,3 

The tune Boylston, as seen in Example 2, first appeared 

in Mason's collection The Choir, or Union Collection of 

~~rch_~usic, published in 1832. Its origins may lie in 

Gregorian chant. Erik Routley indicates the plainsong back

ground may be the common Tone VIII, using the first 

2James T. Lightwood, The Music of the Methodist Hymn
Book (London: Epworth Press, 1935), p. 172. 

3Kingman, p. 348. 
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ending. 4 See Example 3. 

Eighth Tone. 

Tel'lllfu&!ou. 

hI. Teaor .ad P1a lledJaat Taor 

, A , --- --- .-
II··I······I ... ~ 

t . • 

r ,
-?--11 

: G 

, : 
~·B··c
 

Example 3. The Liber Usualis, p. 117. 

Today the tune is perhaps most familiar coupled with 

the text by Charles Wesley, "A Charge to Keep I Have," 

written in 1762. In Miriam's Timbrel (No. 42) the text used 

is 

o sing to me of Heaven,
 
When I am called to die,
 
Sing songs of holy ecstasy,
 
To waft my soul on high.
 

4Erik Routley, The Music of Christian Hymns (Chicago: 
G.1. A. Publications, 1981), p. 123. 
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Duane street 

- I I 
roa.. a••boID I II.Jt myh~lIl1·oa; 

I I 
P1lfL~ 

IJIo 1 1t I and 1'1\ pllr· _ Tb.o... ·ro. way. tlll him I " ••• 
D.S. Tb. It ·• hlgh y ut ho· 11 - ....... l'U go, tur all h~rUba .... ~ 

. - '" 

D.L 

I I 
lL The way lb. ho. Iy propMtI ••DC, The roe4 tIIa& \eIoda troaa buaLahDlell&, 

I 

r X ~ mr 1 r /1. II Ymn ~ 1 n f t- h r Mr t- h n rl i r, t F ric; r n r :l 1 r h I I r r h 
with Tunes, New York, 1878, p. 430. 

Analysis 

Melody 

Scale: 6-tone, 6th omitted No. of lines: 4 

Range: ninth 

Compass: V-6 

Contour: somewhat dlsj~nct, 

little stepwise movement 
Setting: slightly neumatic 

Chief Caesura: 

Final: 1 

1 Sequence: mm. 1-2, 5-6, 
10-11 

Shape: triple arch 

Rhythm 

Meter· 4 Accent: steady quarter'4 note movement without pause at 
Repeated pattern: none cadences feels awkward; so does 

significant starting most phrases on 2nd beat. 
Harmonic rhythm: moderately fast 

Poetic Meter: 8.8.8.8 Double (long, double) 
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Harmony 

Key: A-flat Mode: major 

Chord usage: primary, vi Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic, AA'BA' 

Robert McCutchan attributes this tune to Rev. George 

Coles, pastor of the Duane street Church in New York City.5 

The date of its composition was 1835. Coles (1792-1858) was 

born in England, where he became a local preacher for the 

Wesleyan Society at the age of twenty-two. He came to 

America in 1818 and was received into the New York Confer

ence of the Methodist Episcopal Church. In addition to his 

pastoral work he was assistant editor of The Christian Advo

cate and Journal (1837-47) and editor of The Sunday School 

Advocate (1841-44). 

He became skilled as a flute player and performed in a 

trio (two flutes and cello) as well as writing several hymn 

tunes. Duane Street was the only one of his tunes remaining 

in use after his death. 6 

5Robert G. McCutchan, '!::!ymn Tune Names: Their Sources 
and Significance (Nashville: Abingdon, 1957), pp. 44-5. 

6 C. Wesley Christman, "George Coles," The Encyclo
£~d i ~..L.!:! a r 1iLii~.b.QQ is!!!., N. B. Harm on, e d . ( Nash viII e : 
United Methodist Publishing House, 1974), p. 539. 
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Eltham 

Example 5. L. Mason, Carmina Sacra, Boston, 1841, p. 196. 

Analysis 

Melody 

Scale: 6-tone, 6th omitted No. of lines: 8 

Range: oc ta ve contour: conjunct 

Compass: v- 5 Setting: syllabic 

Chief Caesura: 1 Sequence: mm. 5 & 6, 7 & 8 

Final: 1 Shape: triple arch 

Rhythm 

Meter' 3 Accent: pattern shifts in . 4 chorus because of indepen
Repe~ted pattern: none significant dent bass movement 

Harmonic rhythm: moderately fast 

Poetic Meter: 7.7.7.7 Double (7th P. M.) 
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Harmony 

Key: G Mod e: maj or 

Chord usage: primary, vi Modulation: none 

Form 

Phrase length: 2 mm. 

Form: strophic, ABA 

Some confusion developed over this tune. In the 1909 

attributed to N. Gawthorn's Harmonia Perfecta of 1730, with 

harmonization by S. S. ~~esley in 1872.7 The latter date 

meant that it was probably not used in hymnals until after 

that time. In addition, this tune turned out to be in long 

meter, unsuitable for the text in Miriam's Timbrel. A tune 

by the same name and with the correct meter was found in the 

1878 Methodist Episcopal Hymnal with the composer given as 

Lowell Mason. According to the Mason bibliography it was 

published in the American Tune Book (Carmina Sacra Enlarged) 

in 1840. 8 

7Hymns Ancient and Modern for Use in the Services of 
the Church, with Accompanying Tunes (London: William Clowes 
and Sons, 1909), p. 322. 

8Henry L. Mason, compiler, Hymn-Tunes of Lowell Mason 
(Cambridge, Mass.: University Press, 1944), p. 283. ,
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Harwell 

Example 6. 

Analysis 

L. Mason, Carmina 

Me lody 

Scale: 6-tone, 7th omitted 

Range: ninth 

Compass: V-5 

Chief Caesura: 1 

Final: 1 

f<hythm 

Meter: 3 
4 

j) IJRepeated pattern: 

Sacra, 1842, p. 218. 

No. of lines: 8 

Contour: conjunct 

Setting: slightly neumatic 

Sequence: m. 9-10, 11-12 

Shape: triple arch 

Accent: independence of bass 
shifts rhythmic pattern 
in refrain. 
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Har mo ni c rh yt hm: slow 

Poetic Meter: 8.7.8.7. Double (9th P. M.) 

Har mo ny 

Key: G Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 2 mm. 

Form: strophic, AABA 

This was another tune written by Lowell Mason. 

The given date in the Mason bibliography was 1841 so it may 

have been first published in Carmina Sacra: Boston Collec

tion of Church Music, as it appears in Example 6. The name 

was that of an English residence or homestead. Henry Mason 

indicated that he knew of no particular association with an 

event or place in Lowell Mason's experience. 9 The tune has 

been one of Mason's more enduring and familiar. 

, 9Mason, p. 19. 
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Hebron 

Example 7. L. Mason, The Choir, 1833, p. 28. 

Analysis 

Melody 

Scale: 7-tone No. of lines: 4 

Range: ninth contour: conjunct 

Compass: 111-4 Setting: syllabic 

Chief Caesura: V Sequence: 
m. l, 3, 

none, though 
5 give the effect 

Final: 1 Shape: 2 arches, 2nd higher 

Rhythm 

Accent: fermata at end ofMeter: ~ 
each phrase is unusual, 

Repeated pattern: j Ij J J J more common in German cho
rale than in English hymns 

Harmonic rhythm: moderately fast 

Poetic Meter: 8.8.8.8 (long) 



144 

Harmony 

Key: B-flat Mode: major 

Cho,d usage: primary, vi Modulation: transient, to V 
V IV 

Form 

Phrase length: 2 mm. 

Form: strophic, ABCA': the interval pattern of each phrase 
differs, but rhythmically each is exactly the same. 

Two tunes by this name were found. The decision of 

which tune was intended in Miriam's Timbrel was made by 

comparison of metrical schemes and by date. One Hebron was 

written by Joseph Barnby in 1874, thus could not have been 

the tune meant by Rev. Betker. The chosen tune was still 

another by Lowell Mason. Both McCutchan (p. 78) and Mason 

(p. 20) give its date as 1830, so that the version given 

here from The Choir of 1833 is no doubt very similar to the 

original. An interesting comment was included by Henry 

Mas on: 

In "The National Psalmist" (1848), of Mason 
and Webb, [an] important footnote ... [reads] "For
give the slight alteration in the harmony of the 
third line, for it makes the tune stronger and 
more church-like. The chord of 4/3 as found [in] 
the sixth measure ... is comparatively feeble, as it 
always is under similar circumstances." Curiously 
enough, ... [in later copies] the chord is not in 
the changed and improved form. 10 

The chord described is a second inversion of the v7 chord. , 10 Mason, p. 20. 
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(See *' in Example 7.) The tune is similar to many of 

Mason's tunes with its rhythmic repetition and easily 

learned melody. 

Mi~sionary Hymn 

3 
~hall we, WhOM IDaI. ar. lijh'N 

lit Wudoln ,'rolU Oft h~=ctt-


!hall •• to Ulan ben!:;i'lt!d
 
ThL I.mp of hr. tJo:_, ;'

,: SI!'r61toD !"""""9h...1""lion ~ 
'MI_ JO~(,&1 ,uuhd "rot"llliIU, 

Till c3rtb" , ..ntrlte..' ...11.~u 

IIu I• ..,., .n DlIIoiIb • ,.:Lall•• 

•
\Vln-wlli, ... wind". his 510'Y ,
 

\ucl YO•• u .atel'l. roll.
 
TiU. I,,"•• ~ot~ of Ilor1_
 

II ,p...MI. frou. PQI .. In ,..111 i
 
'1',11 O'lW 0'" ran..alllll'd n..:.,.,
 

l'lt. L&II." (or lioUlnel"l ,,1.:I:n.
 
Redeemer. K,n!, C,e"lnr.
 

lCel~r. In tH ... 10 r.·l~a. 

t:,'u.,d, Plal_.,. R,. ..... 

Example 8. The Boston Academy's Collection 
of Church Music, 6th ed., 1838, p. 222. 

Analysis 

Melody 

Scale: 7-tone No. of lines: 8 

Range: ninth Contour: conjunct , Compass: VII-8 Setting: syllabic 
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Meter: ~ 

RPI1PAtPrl 

Chief Caesura: 5 Sequence: none 

Final: 1 Shape: triple arch 

Rhythm 

Accent: one fermata at 
close of 3rd phrase empha
~i7P.~ hp;qht of that 
phrase and return to 

Harmonic rhythm: moderately fast 1st phrase. 

Poetic Meter: 7.6.7.6 (26th P. M.) 

Harmony 

Key: F Mode: major 

Chord usage: primary, vi, ii Modulation: transient, to V 

Form 

Phrase length: 4 mm. 

Form: strophic, AA'BA" 

This tune by Lowell Mason was first published in l~ i.'f
!

Boston Handel and Haydn Society Collection of Church Music 

of 1829. The text to which it was set was by Bishop 

Reginald Heber, "From Greenland's Icy Mountains." From its 

association with this particular text the tune is sometimes 

called Heber. However, according to McCutchan (p. 78), at 

least three other tunes carry that name. Thus it is most 

often called by the title used in Miriam's Timbrel. 

Most sources place its composition about 1823-4 in 
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Savannah, Ga., where Mason was employed as a bank cle.rk. A 

certain lady, much inspired by Heber's missionary poem, 

searched for a suitable tune but was dissatisfied with her 

findings. Mason came to her mind since he already had a 

reputation in musical circles and she sent her son to him 

with the poem. In half an hour, so the story goes, the boy 

was back with this tune, ever since closely allied with the 

Heber text. ll In Miriam's Timbrel (No. 57) the poem used is 

related to abolitionism. 

Mount Vernon 

~ ,... T __.....T_ 11"_..,-1.. _...... .. 

~~ _".--6 . . '~~S~~~~~~~~~...........-~-.... .~-:.I
 

t:~~ ~~~Jiit.~im
~ _. ... -.... ... -r:r T 00

I. P~" tN .)' iii.' ........ ia die ...~.. ... ;"... De ...,••ih jMD ..r ......... ".. •••'O,. Oa,. ...p .'t~...
 
-,-- 

•. 0._ _.............. S"""J'" _ ....J r:1. s.t ',. 6e4 dIe& MIA ...... ., He n - - ~.
 

~ ".. ... _..,. .. _ WIIM J. IiIe io Tllaa. ia 11M... willl;oJ .. I~&III;" w -...r..••~ i.. ~~ 
• CIa , ,... , ••__• ..-y_ . 

Example 9. The Boston Academy's Collection 
of Church Music, 1838, p. 208. 

Analysis
 

Melody
 

Scale: 6-tone, 7th omitted No. of lines: 4 

Range: ninth Contour: somewhat disjunct 
for length of phrases 

11Lightwood, p. 432. 
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Compass: II-3 Setting: syllabic 

Chief Caesura: II Sequence: none 

Final: III Shape: two arches, 2nd 
one higher 

Rh yt hm 

Meter. . 24 Accent: fermata midway 
keeps the movement slow 

Repeated pattern: none significant 

Harmonic rhythm: slow 

Poetic Meter: 8.7.8.7 (9th P. M.) 

Harmony 

Key: C Mod e: maj or 

Chord usage: primary, vi Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic, ABCD 

This "gentle air,,12 adds to the growing list of tunes 

by Lowell Mason. According to the Mason bibliography (p. 

24) it was written in 1833 and published in the American 

Tun e Boo k ( Car min a Sac r a , e n1 ar 9e d ) . I n The Psal t e r y (M a son 

and Webb, 1846), p. 201, an appended note reads, "Originally 

12Brown, Theron, and Hezekiah Butterworth, The Story of 
.!~.!::!Y~.!:!.~~Q---l.u ne~ (N e w Yo r k : Amer i can Trae t Soc i e t y , 
1906), p. 498. 
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written on the occasion of the death of Miss M. J. C., a 

member of Mount Vernon School, Boston, July 13, 1833." 

Thus, not surprisingly, the character of the tune seems to 

have lent itself to setting funeral texts, such as "Sister, 

thou wast mild and lovely" (see Example 9) by D. S. F. 

Smith, author of the text of "America," or "Farewell loved 

one, death hath torn you," as in Miriam's Timbrel. 

Ortonville 

, 5Affl7i
 
Wt1:=nw J J Itt j JJ J~.
 
I III' itt· lie "_1- en,broatd Cp. OD ,be Sa ~~.; Ria bad .,lb nodiaal Bio lipo wilb ,.,t;;,. RiI tip" willi : . 

:~rrJ
I ~. . 
. ... ... 

.- , .- T- , 
. n. .,.I.al .... • 

Example 10. T. Hastings, The Manhattan Collection 
of Psalm and Hymn Tunes and Anthems, 1842, p. 122. 

Analysis
 

Melody
 

Scale: 6-tone, 7th omitted No. of lines: 5
 

Range: octave Contour: conjunct
 

Compass: V-5 Setting: syllabic 

Chief Caesura: 5 Sequence: none 

Final: 1 Shape: 2 arches, 2nd higher 
with an extension 
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Rh yt hm 

Meter: 6 Accent: none significant 

Repeate: pattern: j j 
Harmonic rhythm: slow 

Poetic Meter: 8.6.8.6 (common) 

Harmony 

Key: C Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm., with 2 mm. extension at close 

Form: strophic, AA' 

This tune was written by Thomas Hastings (1784-1872), 

mentioned above as a colleague of Lowell Mason. Hastings 

was a self-taught composer and successful compiler of hymn-

tun e colle c t ions . ~ r t o!:!.~ 111 .!::. Ii l' ~ L a lJ lJ e a 1" e Ll 1 rI Ha ::, L1 It Y ::, , 

Manhattan Collection of Psalm and Hymn Tunes and Anthems 

(New York, 1837), as seen above. 13 The tune has usually 

been coupled with Samuel Stennett's poem, WMajestic 

Sweetness Sits Enthroned," just as it' was first published. 

Born in Connecticut, Hastings moved to Utica, N. Y. in 

13Gea 1y, p. 282. 
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1823. There he was involved in the work of the Handel and 

Haydn Society and edited the religious weekly, The western 

Recorder for nine years. In 1832 he moved to New York City 

where he spent the rest of his life. Some of his success 

may have been due to his association with Lowell Mason, for 

Hastings assisted in many of Mason's teacher training 

institutes, beginning with the first one in 1853. Hastings 

received what was probably the third honorary Doctor of 

Music degree conferred in America, given him by New York 

University in 1858. 14 

In addition to hymn collections and training manuals, 

Hastings published an important statement of his musical 

ideals (and no doubt those of Mason as well) in a Disserta

tion on Musical Taste, brought out at Albany, N. Y. in 1822, 

followed by a second edition in 1853. 15 This Dook was a 

clear statement of the purposes and beliefs of the "better 

music" movement. 

Another familiar work by Hastings is the hymn "Rock of 

Ages," with its famous tune Toplady; both text and tune are 

by Hastings. 

14Gleason and Becker, p. 83. 

15 Ibid . 
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n - - ~-ockingham 

Example 11. L. Mason, The Choir, 1834, p. 56. 

Analysis 

Me lady 

Scale: 6-tone, 4th omitted 

Range: ninth 

Compass: V-6 

Chief Caesura: 1 

Final: 1 

Rhythm 

Meter: ~
 

Repeated pattern: j
 j.J~:l J 
Harmonic rhythm: fast 

Poetic Meter: 8.8.8.8 (long) 

Harmony 

Key: G 

No. of lines: 4 

contour: conjunct 

Setting: syllabic 

Sequence: none 

Shape: 2 arches, 2nd one 
higher 

Accent: faster-moving 
figure of first beat of 
each measure gives extra 
impetus to the movement 

Mode: major 
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Ch9rd usage: Primary, vi, Modulation: transient, to V 
V Iv 

Form 

Phrase length: 4 mm. 

Form: strophic, ABCD, unified by repeated rhythm and smooth 
melody line 

A total of three tunes with the title Rockingham was 

found in lists and hymnals consulted. A check of metrical 

scheme eliminated one since the text in Miriam's Timbrel 

demanded a long meter tune and one Rockingham was in common 

meter. 16 The other two were not disposed of so easily. 

Called Rockingham Old and Rockingham New, both use the long 

meter pattern and both were present in Methodist Episcopal 

and Wesleyan Methodist hymnbooks. 

written by Dr. Edward Miller (1735-1807), an English orga

nist, and pupil and friend of Dr. Charles Burney. Miller's 

collection Psalms of David (1790) was very successful, with 

nearly 5000 subscribers, and Rockingham Old first appeared 

in this collection. In later years it was learned that 

Miller adapted the tune from another. The original tune was 

called Tunbridge and was contained in a tunebook owned by 

Miller entitled A Second Supplement to Psalmody in Minia

t ur e... new Hymn-Tunes, ... used at. .. Lady Huntingdon's and 

Mr. Wes le y' s Cha pl es. In his copy Miller had written under 

16 John Wyeth, ~~pository of Sacred Music, Part Second 
(Harrisburg, 1820; reprint: Oover, 1964), p. 97. 
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Tunbridge, "Would make good long M.,,17 A comparison of the 

two revealed that it is likely Miller did indeed arrange his 

Rockingham from the older Tunbridge. See Examples 12 and 13. 

Miller, incidentally, received the Mus. D. at Cambridge in 

1786. 

•"1 • 
~-

c:::==
 
===
 c:-::; :t';:
 

Example 12. J. Lightwood, The Music of the Methodist 
!::!ymn-Book, 1935, p. 11. 

, I ;- 
I SIlo.. pi • 17, Lord; 0 Lord, fur - II.. ; Ln .. .... - r-t.inl; "' - btl Ii.. , 

DIL )(IId.a.. 

I 

Example 13. J. Wesley, A Collection of Hymns 
for the People Called Methodists, 1787, p.239. 
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Rockingham New returns us again to the works of Lowell 

Mason. This tune was written by him in 1830 and appeared in 

The Choir of 1834 (Mason bibliography, p. 26). It seems 

more likely that this tune is the one meant in Miriam's Tim

brel for two reasons: 1) an obvious preference for Mason's 

products as shown by the use of nine others of his tunes; 

and 2) though both Rockingham tunes are present in Wesleyan 

Methodist and Methodist Episcopal hymnals, Rockingham New 

appears with definitely greater frequency. 
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Ward· 
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Example 12. L. Mason, The Choir, 1833, p. 31. 

Analysis 

Melody 

Scale: 6-tone, 4th ami t ted No. of lines: 4 

Range: sixth Contour: conjunct 

Compass: V-3 Setting: slightly neumatic 

Chief Caesura: 2 Sequence: none 

Final: 1 (3 in 2nd ending) Sha pe : 2 moderate arches 

Rhythm 

Meter. 2 Accent: modified Scotch• 2 
snap, mm. 6 & 14 

Repeated pattern: none significant 

Harmonic rhythm: moderately fast 

Poetic Meter: 8.8.8.8 (long) 
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Harmony 

Key: B-flat Mode: major 

Chord usage: primary, vi, y7/ y Modulation: transient, to Y 

Form 

Phrase length:' 4 mm. 

Form: strophic, ABAB' 

This Lowell Mason tune, according to the Mason biblio

graphy (p. 76), first appeared in the American Tune Book of 

1830. No indication is given of this being an adaptation 

from other sources, but Theron Brown suggests it was 

arranged from "a sweet and serious Scotch melody.,,18 The 

Methodist Episcopal Hymnal of 1878 (p. 311) also gives its 

source as "Scotch tune, arr. by Lowell Mason." I have been 

unable to locate any related tune in spite of extensive 

searching in English, Scotch, and Irish tune sources. 

However, the appearance of the figure related to the Scotch 

snap would seem to substantiate this claim. The tune has 

not been one of Mason's more enduring ones. I did not find 

it in any hymnal after 1910. 

18Theron Brown, p. 493. 
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Watchman, Tell Us of the Night 

Cw.. I. U .,.......II' • .- U 2hN. -.wi ....... 
.... 

I: . ::'-'t:=' :: . t: 
T...·lIar! r-; itllrillp'loa .,...........,.( lo.n. 01' Tny'lIar! .. 11MPrw. ...r-.LaI .........GaoIio_ILa' .......(G....... 1 
Tn,'IIer' II"" ... IU _., .. , iI ~_ 0'" oU 'loa .nIL I 

III 

...io ;. _:.~, C 

• ::II' 

C."..~ 

Example 13. L. Mason, The Choir, 1833, p. 326. 

Analysis 

Melody 

Scale: 7-tone No. of lines: 4, with a 
2-line refrain 

Range: oc ta ve Contour: conjunct 

Compass: 1-1 Setting: syllabic 

Chief Caesura: I' Sequence: none 

Final: I Shape: triple arch 
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Rhythm 

Meter' 3 Accent: none significant 

Repea~e: pattern: I)hf modern pattern isIn hymnals 
smoothed out to ~ ..,I" 

Harmonic rhythm: moderately slow 

Poetic Meter: 7.7.7.7 Double (7th P. M.) 

Harmony 

Key: E Mode: major 

Chord usage: primary, v7/v Modulation: transient, to V 

Form 

Phrase length: 4 mm. 

Form: strophic with refrain; refrain consists of beginning 
of phrase 3 and close of phrase 4. In newer hymnals refrain 
is often omitted. AA'BA', with refrain. 

When this tune was first published in the American Tune 

Book of 1830 Lowell Mason called it Missionary or Christmas 

Hymn, as seen in Example 13. 19 An alternate title of Bowring 

is sometimes found, ~o doubt because of the text by John 

Bowring, as used above. The tune in its original version 

varied greatly from modern settings. It was written with 

only treble melody and bass line, with a second treble added 

in the chorus. It also included directions for antiphonal 

46McCutchan, p. 168. 
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singing, with treble voice singing phrases one and three, 

tenor phrases two and four. The chorus was written for two 

treble voices and "base." 

Zion 

Example 14. L. Mason, The Choir, 1834, p. 356. 

Analysis 

Melody 

SC81e: 7-tone 

Range: tenth 

Compass: VII-9 

Chief Caesura: 

Final: 3 

1 

No. of lines: 6 

Contour: slightly disjunct 

Setting: syllabic 

Sequence: mm. 9-11, 12-14 

Shape: 1 high arch, 
1 lower with reverse shape 
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Rhythm 

Meter' 3 Accent: strong emphasis on . 4 

1) first beat; without fermata 
Repeated pattern: .J j would give march-like feel 

even in triple rhythm 
Harmonic rhythm: moderately slow 

Poetic Meter: 8.7.8.7.4.7.4.7 (8th P. M.) 

Harmony 

Key: E Mode: major 

Chord usage: primary, ii Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic, AAB 

More than one Zion came to light in the hymnals and 

indexes examined. This was not surprising, considering the 
. 

frequency of Biblical references to Zion, and the number of 

h Ymn s wr itte nab 0 uti t. 0net u ne, a 1t ern ate na me 0a r !~..!. 

(McCutchan, p. 59), proved to be of the wrong metrical 

pattern. A second one considered, alternate name Holborn 

(McCutchan, p. 173), used the correct meter but could not be 

found in any of the Methodist or Wesleyan hymnals examined. 

For these reasons, plus the fact of its frequent use in the 

latter hymnals, the Zion attributed to Thomas Hastings is 

believed to be the one intended in Miriam's Timbrel. The 
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tune was first published in 1~~Choir in 1830. Hastings 

(see Ortonville, above) published about fifty hymn collec

tions, including more than 1000 tunes which he wrote 

himself. Many of these collections were specifically 

directed in content toward certain general groups such as 

nursery children, mothers, vocal students, or choirs. He 

collaborated with various compilers such as Lowell Mason, 

William Bradbury, Solomon Warriner and William Patton. 20 

20Gleason and Becker, p. 83. 



CHAPTER X 

POPULAR PARLOR SONGS 

As we have seen, the use of tunes from popular songs, 

but wit h sac red t ext, was ve r y com m0 n inc hur c h hYmno dy. 

The practice may be dated back perhaps to the seventh cen

tury. William of Malmsbury told an anecdote he took from 

the notebook of King Alfred the Great. St. Aldhelm, Anglo-

Saxon abbott of Malmsbury in the seventh century, 

would station himself on a bridge in the 
guise of a gleeman and would collect an audience 
by singing popular songs. He would then gradually 
insert into his entertainment the words of the 
holy rcriptures and so lead his hearers to salva
ti on. 

The same writer reported of Thomas, Archbishop of York, 

around the time of the Norman Conquest (1066): 

"whenever he heard any new secular song or ballad 
sung by the minstrels, he immediately composed 
sacred parodies on the words, to be sung to the 
same tune. 2 

All of the tunes in this group fit the above description and 

1Quoted in Jackson, Spiritual Folk-Songs .•. , p. vii. 

2William Chappell, Po~ar Music of the Olden Time 
(London: Chappell and Co., 1855-59), Vol. II, p. 765. 
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therefore can be called contrafacta. 

A few general comments may be made here to highlight 

the particular characteristics of this group of songs. The 

use of a seven-tone scale is basic. Only two melodies did 

not fit this pattern. The use of the fermata and of 

strongly accented rhythms was more prevalent here than in 

other groups. Harmonic rhythm was generally slower in these 

compositions. The use of repeated rhythmic patterns 

continued to be prevalent as it was in the other categories. 

Three other areas provided the most contrast with other 

groups. 1) Particular Meters were used exclusively here, 

and the metrical patterns of three tunes did not fit even 

that classification. The familiar (long, common, and short) 

meters did not appear at all. 2) The settings tended to be 

more neumatic. 3) Harmonic analysis showed a higher percen

tage of the songs using secondary chords in addition to the 

primary ones. This also was the only group where real 

modulations, as opposed to transient ones, occurred. 

These songs are generally typical of the sentimental 

type of song that flooded the American market in the first 

half of the nineteenth century. Charles Hamm saw in the 

popular song "the first music to take on a typically Ameri

can character." His summation of its development was: 

... the importation of European music to America; 
the composition of pieces in a similar style here; 
and the shaping of a native style from elements of 
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several different national or ethnic styles. 3 

Popular songs brought from Europe revealed the influence of 

characteristics from Italian opera and English national 

song, as well as from the songs of Ireland and Scotland. 

Beginning in the 1780s these works were prin
ted and sold in sheet music, arranged for voice 
and keyboard, to be sung by musical amateurs in 
their parlors tor the amusement of themselves and 
their friends. 
As more families were able to buy music and pianos for 

their homes, and more learned to read music, an increasing 

number of songs were produced for home performance. The 

com bina t i Qn 0 f imp or te dan dnat ionaIme 10 die s con tin ue dan d 

the songs treated in this category reflect the type and 

style sung allover America. Six of these songs were com

posed by Americans, four by Englishmen, one by a Frenchman, 

and one by a Swiss composer. With two exceptions all came 

from the decades between 1820 and 1840. Two tunes came from 

the end of the eighteenth century. 

3Charles Hamm, Music in the New World (New York: Nor
ton, 1983), p. 173. 

4Ibid . 
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Afton 
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Example 17. Twice 55 Community Songs, No. 27 

Analysis 

Melody 

Sca le: 7-tone No. of lines: 8 

Range: ninth contour: moderately disjunct 

Compass: V-6 
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Chief Caesura: 1 Sequence: none 

Final: 1 Shape: tr iple arch 

Rhythm 

Meter. 3 Accent: fermata in mm. 14 . 4 
and 30 

Repeated pattern: none significant 

Har mo ni c rh yt hm: slow 

Poetic Meter: 11.11.11.11, double (27th P. M.) 

Har mo ny 

Key: A Mode: major 

Chord usage: primary, v7 /v Modulation: transient, to 
V, mm. 7-8, real, to V, 
mm. 17-24 

Form 

Phrase length: 4 mm. 

Form: strophic, AA'BA' 

When this tune name was not found in hymn tune list

ings, it seemed logical to consider the familiar song, "Flow 

Gently, Sweet Afton." A check of the metrical scheme 

revealed that the five hymns in Miriam's Timbrel for which 

Afton was suggested all shared the scheme of Spilman's song. 

Word accents also fitted well, leading to the assumption 

that this is the tune intended. 

Jonathan E. Spilman, also called James Spilman, was 

born in 1812 in Freenville, Ky. He graduated from Illinois 
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College, Jacksonville, 111., and from Transylvania College 

of Law, Lexington, Ky. He practiced law for eighteen years, 

then became a Presbyterian minister in Illinois. He married 

Elizabeth Taylor, a niece of Zachary Taylor. He. died in 

1896. He was a composer of popular songs but is best-known 

for "Sweet Afton.,,5 This song was published by George 

Willig, Jr. in Baltimore in 1838. Grace Yerbury lists it 

along with five other songs by Spilman, all published by 

George Willig in Philadelphia between 1840 and 1845. 6 

The text for this song was written by the famous 

Scottish poet, Robert Burns. It was Burns' practice to write 

a poem to fit a particular tune with which he was fami

liar. 7 Example 18 shows the melody used by Burns for this 

poem. It makes an interesting comparison with Example 17. 

Example 18. J. Dick, "Afton Water," The Songs 
of Robert Burns, p. 60. 

5Charles E. Claghorn, BiQ.9.!:..§.E.b.ical Diction~ of 
American Music (West Nyack, N. Y.: Parker, 1973), p. 415-.-

6Grace Yerbury, ~Q.!2.9. in America (Metuchen, N. J.: 
Scarecrow Press, 1971), p. 121. 

7James C. Dick, The So~ of Robert Burns (London: 
Henry Frowde, 1903), pp. v-x. 
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Be Kind to Thy Father 
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Example 19. A. Wier, Songs the Children Love to Sing 
1916, p. 38. 
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Analysis 

Melody 

Scale: 7-tone 

Range: octave 

Compass: V-5 

Chief Caesura: 

Final: 1 

1 

No. of lines: 8 

Contour: conjunct 

Setting: syllabic 

Sequence: none 

Shape: triple arch 

Rhythm 

Meter. 4 Accent: none significant. 4 . In"!l 
;~I'PI'~l t rorl r'~lttr'rn: ~ J ~
 

Harmonic rhythm: moderately slow
 

Poetic Meter: 11.8.11.8, double (fits no classification)
 

Harmony 

Key: G Mode: major 

Chord usage: primary, vi, Modulation: transient, to V 

Form 

Phrase length: 4 mm., with closing phrase of 3 mm. 

Form: strophic, AA'BA' 

The title given here is actually the first line of the 

song, "Be Kind to the Loved Ones at Home," by Isaac Baker 

Woodbury (1819-1858). It was first published by Martin and 
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Beals in Boston in 1847 (Yerbury, p. 152). Woo db ur y was 

born in Beverly, Mass., where he was apprenticed early to a 

blacksmith. strengthening a musical interest in his spare 

time, he eventually (at age 19) went to London and Paris for 

further study. He had a fine tenor voice and had hopes for 

an operatic career. 

After his return he taught for six years in Boston, 

travelled for a time with the Bay state Glee Club, and 

set t 1 e din Bell mll s Fall s , Vt. There he organized and 

con du c ted the New Ham ps hi rea nd Ve r m0 n t Mus i cal Ass 0 cia t ion. 

In 1850 he moved to New York City where he directed the 

music at Rutgers street Church, but resigned in 1851 because 

of ill health. He became editor of the New York Musical 

Review and returned often to Europe to gather new music for 

his periodical. 8 

Woodbury wrote songs for church, singing schools, and 

for general family use. He composed approximately 140 songs 

for voice and piano, most of them parlor ballads. He "was 

among the pioneers of the American cantata, [having written] 

four cantatas, three oratorios, and one musical drama.,,9 

8 Ch a r 1 e s ~v • Hug he s·) Amer i can Hy mn s Old and Ne~ 
Notes on the Hymns and Biographies of Authors and Composers 
(New York: Columbia University Press, 1980), p. 568. 

9Robert M. Copeland, "The Life and Works of Isaac Baker 
vJoodbury, 1819-1858" (Ph. D. Dissertation, University of 
Cincinnati, 1970), p. 3. 
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Several tune books were published by him: Ib~Dulci~~, 

1850; The Harp of the South, 1853; lb~Ylb~~, 1854; and 

The New Lute of Zion, 1856. He also published The Elements 

of Musical Composition (1844) which was later reissued as 

the Self-Instructor in Musical Composition (1849).· Woodbury 

died in South Carolina, while traveling south for his 

health. 10 

10Gleason and Becker, p. 86. 
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Example 20. Webb and Mason, The Odeon, 1837, pp. 50-1. 
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Analysis 

Melody' 

Scale: 7-tone No. of lines: 8 

Range: ninth Contour: moderately disjunct 

COlT)pass: VII-8 Setting: moderately neumatic 

Chief Caesura: 1 Sequence: mm. 1 & 2 of 
each phrase give the effect 

Final: 1 Shape: modified triple arch: 
3rd phrase is ascending only 

Rhythm 

Meter. 4 Accent: fermata on first . 4 
beat of last measure 

Repeated pattern: J. ) j J 
Harmonic rhythm: moderately slow 

Poetic Meter: 8.7.8.7, double (9th P. M.) 

Harmony 

Key: F Mode: major 

ch9rd usage: primary, vi, ii Modulation: transient, to V 
V IV 

Form 

Phrase length: 4 mm. 

Form: strophic, AABA' 

When this song was found in a secular collection the 

text was attributed to Thomas H. Bayley, the music indicated 

s imp 1y 8 S " I r ish tun e•" Gr 8 ceYe r bur yI S baak (p• 274) 1is ted 
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it by Thomas A. Rawlings, no date given. Yerbury placed 

Rawlings Cl775--ca. 1850) with a group of British composers 

whose songs were published in America from about 1820 to 

1840. 11 Other composers in this group included Thomas 

Phillips and Thomas Moore. 

In addition to composing, Rawlings was also known in 

London as teacher, violinist, and cellist, playing "at the 

Opera, and at the Ancient, Vocal, and Professional 

Concerts.,,12 He wrote chamber music and several descriptive 

13works for solo piano as well as numerous songs. 

Brown indicated that Rawlings was simply the arranger, 

not the composer of this tune. He attributed the original 

to Major Whitmore. Charles s. Whitmore (1805-77) was an 

amateur composer and Major in the British army. "Isle of 

Beauty" seems"to be the only published song of any 

imp 0 r tanc e wr itten by h im . " 14 

The text from ~lria~limbrel fits Whitmore's song 

perfectly. The song was published by Bourne in New York 

City about 1830. 

11 Yerbury, p. 242. 

12James D. Bro\'Jn, Biographical Dictionary of Musicians 
(London: Alexander Gardner, 1886; reprint, New York: Georg 
Olms, 1970), p. 496. 

13 Ibid . 

14James D. Brown and Stephen S. Stratton, British Mus
ical Biography: A Dictionary of Musical Artists, Authors and 
Composers (Birmingham: Stratton, 1897), p. 445. 
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Life Let Us Cherish 

Pluck ere _ it 
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Example 21. A. Wier, Songs The Childern Love to Sing 
1916, p. 37. 

Ana lysi 5 

Me1nrly 

Scale: 6-tone, 7th omitted No. of lines: 4 in vs., 
4 in refrain 

Range: octave Contour: conjunct 

Compass: 1-1 Setti~g: moderately neumatic 

Chief Caesura: II Sequence: none 

Final: I Shape: triple arch 
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Rhythm 

Meter· 6 Accent: lilting, waltz-like 
·8 j l--rl~ I ;"l i 

Repeated pattern: . ~ ~ ~.' ~. 

Harmonic rhythm: slow 

Poetic Meter: ref. 7.8.8.6; vs. 8.8.8.7 (12th P. M.) 

Harmony 

Key: F Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm.
 

Form: strophic, ref. AA', vs. BC; therefore overall, ABA,
 
~,inr'r rrfr~in i ..... mr;)nt tn hr r;IInl1 hrfnrr ;)nrl ;"\frrr rhp 
verse. 

Both words and music of this song were written by Hans 

Georg Nageli (1773-1836). Nageli was a Swiss musician, 

educator and publisher. He settled in Zurich around 1790 and 

soon established a music shop and lending library. The 

latter was the first of its kind in Switzerland. Soon after 

this he entered the publishing business as well. 

Gaining stature in business he was by 1803 publishing 

first editions of works by Beethoven (Op. 31 piano sonatas), 

Clementi, Cramer, and others. He acquired a large 

collection of autographs and copies of masterworks and began 
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a subscription edition of keyboard works by J. S. Bach and 

G. F. Handel. In his Musikalische Kunstwerke im strengen 

~.!. i 1~ (180 2) he br ou g h t t 0 1 i 9 h t so me 0 v e r 1 00 ked w0 r k s by 

the former composer. 

Nageli organized and conducted various choral 

societies, lectured on musical aesthetics in several German 

cities, published a singing tutor and various other 

educational materials. He was especially interested in 

Pestalozzian theories and many of his works were apparently 

written for educational purposes. His choral and solo songs 

were often effective, though simple, and The New Grove's 

describes him as among the more noteworthy of Schubert's 

forerunners. 15 

This song was first published about 1794 in Germany 

under the title "Freut euch des Lebens." It was issued in 

Baltimore in 1796 by J. Carr and became a favorite. It also 

appeared with the title "Snatch Fleeting Pleasures. ,,16 

14 A l l material from: Luise Marretta-Schar, "Nageli, 
Hans Georg," The New Grove Dictionary of Music and Musi
cians, 6th ed., ed. S. Sadie (London: Macmillan, 1980), Vol. 
~p. 15. 

15Julius Mattfeld, Variety Music Cavalcade (Englewood 
Cli ffs, NJ: Prent ice-Hall, 1971), p. 6. 
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Marseilles Hymn 
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Example 22. Twice 55 Community Songs, 1919, No. 11. 
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Analysis 

Melody 

Scale: 7-tone No. of lines: vs. 8 
re f. 5 

Range: ninth Contour: disjunct effect, 
though there is much conjunct movement 

Compass: V-6 Setting: syllabic 

Chief Caesura: V Sequence: mm. 5-6, 7-8 

Final: 1 Shape: series of arches 

Rhythm 

Meter: : Accent: strong on first of 
measure; very martial 

Repeated pattern: ) ) ) I ~ 
Harmonic rhythm: slow 

Poetic Meter: 9.8.9.8.9.8.8.9 (verse) 
6.6.4.4.6 (refrain) 

Harmony 

Key: A-flat Mode: major 

Chord usage: primary, ii, Modulation: real, to A-flat
4 7viio vii o I minor by mutation3 IV
 

4' ,

V Ger. 6th
 

3
/ IV 

Form
 

Phrase length: some 4 mm., some 2 mm. 

Form: strophic with refrain; outline by phrase: ABCDECFG; 
larger, overall outline: ABCB'D 

Along with the British national anthem, the French 

anthem has to be one of the best-known world-wide. In 
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contrast to "God Save the King" which, as we will see'later 

cannot be traced to a definite source, the "Marseillaise" 

was the work of one man. Most authorities today agree that 

Claude Joseph Rouget de Lisle (1760-1836) wrote both text 

and tune for this famous expression of patriotism. De Lisle 

was a talented poet, violinist, and composer. 

While stationed in Strasbourg in 1792 as captain in the 

French corps of engineers, he was stirred with all Frenchmen 

when the Hapsburg Emperor Francis II and Prussian King 

Frederick William II signed a pact agreeing to cooperate 

against the spread of French revolutionary ideas. France 

immediately declared war on these enemies and when word of 

this reached Strasbourg, the Mayor urged de Lisle to create 

a poem to inspire the soldiers for the task ahead. 

During the night of April 24-5 he wrote and composed 

the "Chant de guerre pour l'armee du Rhin" ("lrJar Song of the 

Army of the Rh ine"). Sung the following day in the streets 

of Strasbourg, the song was published soon after by Th. J. 

Dannbach of that city, and dedicated to the Army's 

Commander-in-Chief. A Paris edition appeared within a short 

time, but with no mention of the author's name. Already it 

had attained the quality of a folk song. 

For some unknown reason the song proved especially 

popular at Marseilles and when volunteers from that city 

joined in the storming of the Tuileries on August 10, they 

sang this song with great gusto, thus inspiring themselves 
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and their comrades. Because it VJas sung by these soldiers 

from Marseilles it became known as the "Marseilles Hymn," 

later simply the "Marseillaise." On July 15,1795 it ''1as 

declared the French national anthem, to be sung on every 

state occasion, including executions. 

Eventually the author's name became known, but not the 

original purpose for its writing. De Lisle was a citizen 

loyal to the French throne and his song had been meant 

against German tyrants, not in sympathy with French 

revolutionary ideas. Confronted with whether he was willing 

to align himself with the National Assembly, de Lisle 

refused, was stripped of rank and imprisoned. Except for 

the timing of Robespierre's death, de Lisle would have been 

put to death on the guillotine to the sound of his own 

mus ic ! 

Though de Lisle rejoined the Army he was dismissed in 

1796 without pay and he struggled to make ends meet for over 

thirty years. I n 18 30 , duri n g t he J u1 Y Rev 01 uti 0 n , the 

"Marseillaise" again proved inspirational and Louis Philippe 

granted a small pension to the 70-year-old composer of 

France's most famous song. At his death in 1836 he was 

highly honor.ed and in the early twentieth century his body 

was transferred to the Dome des Invalides in Paris, later to 

the Pantheon. 17 

17 paul Nettl, National Anthems, 2nd ed. (New York: 
Frederick Ungar, 1967~p~~-78.----
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The song has travelled far from France, with new words 

put to it in Germany (!), Austria, and other countries, as 

well as in the case under discussion here. Many times 

authors and especially musicians have attempted to prove 

that the work was plagiarized but none has succeeded. 

Instead we have testimony of the type given by the composer 

Gretry in Vol. III of his memoirs: 

r II C tl M 0 r ~j c ill r .; tl h ... ~, h r r. n ... t t r i h II ~. r rJ ~. n 

everyone who ever wrote an accompaniment for it. 
The author of this song, of both the words and the 
music, is the citizen Rouget de Lisle. He sent me 
his anthem "Allons enfants de la patrie" from 
Strasbourg, where he was stationed at the time, 
six months before it became known in Paris. In 
accordance ~~th his wishes I had copies made and 
distributed. 

Nettl includes the first version of the song, which I 

have copied here. A comparison shows some interesting 

changes which have taken place over the years, almost in the 

manner of folk song evolution. 19 

~~rllr}J~ 

J I J I 

~2J'J'~ 
Example 23. P. Nettl, National Anthems, p. 72. 

17Quoted in Nettl, p. 75.
 

18Nettl, p. 72.
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The Rose That All Are Praisiny 
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Example 24. Mason and Webb, The Odeon, 1837, pp. 288-9 
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Analysis 

Melody 

Scale: 5-tone, 6th and 7th No. of lines: 10 
omitted 

Range: octave Contour: conjunct 

Compass: I-I Setting: moderately neumatic 

Chief Caesura: I Sequence: none 

Final: I Shape: phrases 1 & 2, level 
phrase 3, ascending 
phrases 4 & 5, moderate arch 

Rhythm 

Meter: ~ Accent: fermata in mm. 12 
and 18 

Repeated pattern: j ) j ) 
Harmonic rhythm: slow 

Poetic Meter: 7.6.7.6.8.8.7.6.6.6 (12th P. M.) 

Harmony 

Key: F Mode: major 

Chord usage: primary, vi Modulation: none 

Form 

Phrase length: 4 mm.
 

Form: strophic, AABAC; C is an extension.
 

The composer of this work was located through a passing 

reference by George P. Jackson in his book Another Sheaf of 

White Spirituals, (University of Florida Press, 1952), p. 51. 
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Edward J. Loder (1813-1865) was an English composer who came 

from a family of musicians and so received early training 

and musical influences. In addition to study with his 

father he studied with Ferdinand Ries in Frankfurt, Germany. 

In 1834 his first opera ~Q~~i~~~Q was performed at 

London's English Opera House and received high praise from 

the critics. But from this promising st~rt his career 

showed small growth. He produced numerous partsongs and 

glees, as well as several dramatic works which went 

relatively unnoticed.

Two other operas, The Night Dancers (1846) and Raymond 

and Agnes (1855) were recognized as outstanding works. But 

for the most part Loder's time was given to his position as 

mus i cal dire c tor a t th e The ate r Royal, Man c hest e r (185 1- 5 5) 

and to many small and not very successful conpositional 

endeavors. The last eight or nine years of his life he 

suffered from a brain disease and was unable to work. 

Unmarried, he died alone and neglected. 

His better works reveal rich lyricism, masterful or

chestration and a talent for creating and sustaining drama
,ij 

tic tension. iu 

Yerbury lists eight of Loder's songs which were 

published in America in the 1830s and 1840s, among them "The 

20Nicholas Temperley, "Edward (James) Loder," The New 
Grove Dictionary of Music and Musicians, ed. S. Sadie, (Lon
don: Macmillan, 1980), Vol. 11, pp. 119-20. 

tr
t 

,
f
f 
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Rose That All Are Praising," brought out by John Cole Co., 

Baltimore, no date gi~en.21 The song became so popular in 

the temperance cause that it lost its original name and 

became "The Drink That's in the Drunkard's Bowl.,,22 

Sparkling and Bright 

-

I I 

I ! 
...iI.la,: .... and d.n"'htH.1'Mft·.""""i........... htlw'....U.r..lhlaod.Or_t.tlw.,.rkli..I! .....ler. 

.J>. 

~~~~....fi~~B-m~~'-'@-~~11J 

Example 25. J. H. Kurzenknabe, Wreath of Gems, 
ca. 1892, p. 33. 

Analysis 

Melody 

Scale: 7-tone No. of lines:	 4 in vs. 
4 in ref. 

21Yerbury, p. 231. 

22 Ewin g , l~!!~.!..:.l~i!!Q ereD~~ (Da 11 as: S. M. U. 
Press, 1977), p. 14. 
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Ran ge: S8 ve nt h Contour: conjunct 

Compass: V-4 Setting: moderately neumatic 

Chief Caesura: 1 Sequence: mm. 9 & 10 

Final: 1 Shape: 2 arches, 2nd (refrain) 
slightly higher 

Rh yt hm 

Meter' 4 Accent: strong on 1st and 3rd 
• 4 beats, march-like 

Repeated pattern: none significant 

Harmonic rhythm: moderately slow 

Poetic Meter: vs.: 9.8.8.7 ref.: 8.7.9.8 (unclassified) 

Harmony 

Key: B-flat Mode: major 

Chord usage: primary, ii Modulation: none 

Form 

Phrase length: 4 mm.
 

Form: strophic wi th refrain, vs.: AB, ref.: CA'
 

This song was written originally in praise of "ruby 

wine," with text by Charles F. Hoffman and music by James B. 

Taylor. Hoffman (1806-1884) was born in New York City and 

became an editor, poet, and novelist. As editor he was 

associated with the New-York American; Knickbacker Magazine 

(sic) 0833, its first editor but only for a few months); 
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American Monthly Magazine (1835-37); New York Mirror (1837); 

He wrote several 

successful books, including ~_Wi.Qg.!..-i~!~_~~ (1835); 

Wild Scenes in Forest and Prairie (1837); and Greysla~ 

a Rom an ceo f the M0 haw k (1 840 ) . His m0 s t pop u 1a r po ems were 

"Sparkling and Bright ," "Rosalie Clare," and "Monterey. ,,23 

The composer, James B. Taylor, has not been found. A 

remote possibility exists in my mind that it could have been 

(James) Bayard Taylor, well-known writer and traveler (1825

78). There is no record of his being musical, though he was 

certainly artistic in outlook. He and Hoffman could easily 

have crossed paths during their associations with the Li

! era.!.Y_~Q!.l:..Q fro m 1 84 7 t 0 184 9. In reference to Taylor we 

read, 

He made friends with writers in both New York 
and Boston, and moved in mildly Bohemian circles, 
a poet in private, a journalist in public . 

... he won a prize offered by P. 1. Barnum for 
the best lyric to be sung 21/ Jenny Lind on her 
appearance at Castle Garden. 

The same writer records that his name is sometimes given as 

James Bayard Taylor, though he insisted it was simply 

Bayard. 

"Sparkling and Bright" became especially popular as a 

23Claghorn, p. 114. 

24 C. V-D., "Taylor, Bayard," Dictionary of American 
'§'l.9..9.~Q.b..Y, A. Johnson and D. Malone, eds. [New York: Chas. 
Scrioner's Sons, 1937), Vol. XVIII, p. 315. 
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temperance song. The "d r y" pa ro dy was writ te n by Mar y S• B. 

Dana. 

So completely did the Sry version take over 
the tune that in 1918, when A. E. Wier edited 
The~ok~_a_lb.ou~and~~~, seeking to include 
the a 11 - tim e g rea t mel 0 die s , 2~e c h0 seth e Dan a 
words rather than the original. 

Mrs. Mary Stanley Bruce Palmer Dana (1810-1883) was 

born in Beaufort, S. Carolina. Known as a writer of hymns, 

she married a Mr. Dana (apparently unrelated to the famous 

Dana family of New York City) in 1835. After his death four 

years later, she married Robert Shindler, a professor at 

Shelby College in Kentucky. Two collections of her hymns 

were published, the Southern~!Q (1840) and the ~£!!hern 

~ (18 41 ). Ei gh t 0 f her h y mn sap pea red i n ~~D i 0 ~ 

CT. O. Summers, 1852). Among her best-known hymns were "I'm 

a Pilgrim and I'm a Stranger" and "0 Sing to Me of 

Heaven. ,,26 

25 Ew in g, p p • 199 -200 . 

26Claghorn, p. 114. 
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Example 26. Mason and Webb, The Odeon, 1837, pp. 30-35. 
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Analysis 

Melody 

Scale: 7-tone No. of lines: 10 

Range: ninth Contour: slightly disjunct 

Compass: II-3 Setting: syllabic 

Chief Caesura: III Sequence: none 

Fin al: 1 Shape: series of arches, 
balanced: smaller, then 
larger, repeated 

Rh yt hm 

Meter: 2 Accent: opening figure of 
4 both verse and chorus 

Repeated pattern: none emphasized by leap and 
signi ficant by fermata 

Har mo ni c rh yt hm: slow 

Poetic Meter: 6.6.6.6, double (33rd P. M.); opening figure 
of both vs. and ref. does not fit metrical pattern 

Harmo ny 

Key: D Mode: major 

Chord usage: primary, ii Modulation: transient, to Y 
Y/y 

Form 

Phrase length: 4 mm., except for opening figure in vs. and 
ref., which is 2mm. 

Form: strophic with refrain, vs.: ABCD; ref.: AB 

This title seemed to be one that could apply to either 

a hymn tune or a secular song, yet it was not found in hymn 

tune listings or in the song indexes. Its origin was 
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f in all y dis co ve red b y ch an ce ~'J h il e 1e a fin g t h r 0 ugh a po pu 1a r 

song collection, The Good Old Songs We Used to Sing, Vol. I, 

compiled by J. C. H., with a copyright date of 1887. The 

correct title is ~lYrolese Evening Hy~~ and the text 

begins with the lines, "Come, come, come, Come to the sunset 

tree, The day is past and gone." This provided a clear 

parallel to the text in Miriam's Timbrel, "Come, come, come, 

Come, for the Father waits, His fatlings are all slain." 

(No. 12). A chorus which repeats the opening line, inclu

ding again the "sunset tree" adds to the logic that this is 

the t un e in tended for use. 

In the above-named collection the composer's name was 

given simply as "Miss Browne." Grace Yerbury listed two 

composers by that name: Augusta Browne and Harriet Browne. 

Duplicate song listings under the names showed confusion has 

existed over the years as to just which was which. 74 Recent 

research has clarified the issue. Harriet Mary Browne was 

the composer of the I~oles~Even~~mn, but biographical 

information on her was scarce. She was the sister of 

Felicia Hemans, a renowned poetess of the mid-nineteenth 

century. Many of Mrs. Hemans' poems appeared in the pages 

of the Wesleyan Methodist periodical over the years I 

examined. Notice of her death in Ireland in January of 1870 

also was given. The sister received much less attention, 

74Yerbury, pp. 221-2. 
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"Yet a number of Harriet Browne's settings, written in the 

late 1820s and early '30s, were extremely popular throughout 

the nineteenth century.,,28 Harriet Browne (1812-1844,or 

'49), and her sister were born in England but many of their 

works were published in America. Miss Browne's "Evening 

Hymn" was published in 1828. Several other songs composed 

b Y her b ecamewe 11 -k no wn : "Cap t i v e Kni gh t," " The Me ssen ge r 

Bird," "Bring Flowers," and "Pilgrim Fathers." The tune for 

the latter, written for her sister's poem about the landing 

of the Pilgrims, was used as a hymn tune, Bro~~ (also 

called ~mouth) in the !:i.Ymnal of the Wesleyan Methodist 

Connection (Syracuse, 1886) , p. 284. It was said that 

"Moscheles was very impressed by her songs and went to 

London to see about having them published.,,29 

28Judith Tick, ~~erican_~Qmen Composers before 1870 
(Ann Arbor: U. M. 1. Research Press, 1983), p. 77. 

29 Anya Laurence, Women of Notes (New York: Richards 
Rosen, 1978), p. 40. 
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Example 27. Mason and Webb, The Odeon, 1837, p. 8. 

Analysis 

Melody 

Scale: 7-tone No. of lines: 8 

Range: seventh Contour: conjunct 

Compass: V-4 .Setting: syllabic 

Chief Caesura: 1 Sequence: none 

Final: 1 Shape: triple arch 
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Rh yt hm 

Meter. . 44 Accent: strong on 1st & 3rd 
beats, march-like 

Repeated pattern: none significant 

Har mo ni c rh yt hm: mo de ra te 1 y s 10 w 

Poetic Meter: 7.6.7.6.6.6.6.6 (20th P. M.) 

H armo ny 

Key: C Mode: major 

Chord usage: primary, ii, vi Modulation: none 

Form 

Phrase length: 4 mm. 

Form: AA'BA' 

This title seemed to indicate a secular song, but no 

song indexes listed such a piece. Perusal of nineteenth 

century song collections was likewise fruitless. But when 

was investigating George J. Webb for information concerning 

his collaboration with Lowell Mason, note was made of the 

fact that only one of Webb's hymn tunes had proved to be 

lasting. The author continued, "Originally it was used with 

the secular words, ITis dawn, the lark is singing.,,30 There 

is some disagreement over its first appearance as a hymn 

, 30Gleason and Becker , p. 84 . 

I 
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tune. Gleason said it was used in Mason's ~.Pl.ritual S~ 

of 1833, but according to Foote the original song was not 

published until 1837. The latter source placed the first 

use as a hymn tune in The Wesleyan Psalmist of 1842.31 (See 

below, Example 28). Now the tune is known by the name ~~.QQ, 

its composer's name, though for many years it was also 

called Millennial Dawn or Goodwin. The two most familiar 

texts associated with it today are "The morning light is 

breaking" by Samuel F. Smith, and "Stand up, stand up for 

Jesus" by George Duffield. 

George James Webb (1803-1887) was born in England and 

e migrat edt 0 B0 s ton i n 1830 . A few wee ks a ft er his ar r i val 

he became organist at Old South Church and played an 

important role in Boston's musical life. He was one of the 

earliest conductors of symphony and oratorio performances in 

Boston and for many years was a leading teacher of singing 

and piano. 32 In 1833 he became assistant to Lowell Mason in 

the new Boston Academy of Music, thus beginning a lifelong 

association and friendship. 

In 1840 Webb was elected president of the Boston ~andel 

and Haydn Society. His activities included the editing of 

numerous collections of secular and sacred music as well as 

31Henry Wilder Foote, Three Centuries of American 
Hymnody (Cambridge: Harvard University Press, 1940). p. 206. 

32 F . O. Jones, ed., A Handbook of American Music and 
Musicians (Canaseraga, N.-~:JL886), p. 172. 
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working with T. B. Hayward on the periodical The Musical Ca

Qinet (1837-40). In 1870 he moved to New Jersey, teaching 

in New York Ci ty and holding summer music institutes, fre

quently in collaboration with Mason. 33 

An associate of his in teacher-training, Mr. George 

Root, said of him, 

He was the best vocal teacher in Boston, and 
the most refined and delightful teacher of the 
English glee and madrigal that I have ever known, 
an e 1ega ntorgani s t , an ace oft.? 1ish ed mus i cianand 
a model Christian gentleman. 

ADdbri:tMrsc.... beGweUl. AlII 0"'''.''.' ......; 

Example 28. M. L. Scudder, The Wesleyan Psalmist 
1842, p. 22. 

33Gleason and Becker, p. 84. 

34Quoted in Metcalf, p. 244. 
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Troubadour 

Example 29. Twice 55 Community Songs, 1919, No. 43. 

Analysis 

Melody 

Scale: 7-tone No. of lines: 4 

Range: ninth Contour: slightly disjunct 

Compass: VII-8 Setting: syllabic 

Chief Caesura: 

Final: 1 

1 Sequence: effect in 
mm. 9- 12, 13 -14 

Shape: phrases 1 & 2, level; 
phrase 3, descending; 
phrase 4, moderate arch 

Rhythm 

Accent: none significantMeter: ~ 
))J
Repeated pattern: j )) 

Harmonic rhythm: slow
 

Poetic Meter: 10.10.10.10 (17th P. M.)
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Harmony 

Key: E Mod e: maj or 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic, AABC 

Located by means of techniques already described -

secular song indexes and collections, comparison of metrical 

scheme and accent pattern -- the full title of the piece is 

.Q.ailL!~---.l!:.ouQadour. In two of the three copies found it 

is attributed to Thomas Haynes Bayley (or Bayly), 1798-1829. 

Much of Bayley's work has been described as poetic, that is, 

he often took old and/or familiar folk tunes and put new 

texts to them. With this song two copies indicate clearly 

that the music was composed by Bayley, as well as the 

text. 35 

James Brown 36 described the English composer as the 

leader of a departure in ballad writing in which the writer 

dealt specifically with personal, every-day events, with 

35 J . C. H. , com pi 1 e r, TheGo a d Old Son.9.~~~gQ.-.!.9. 
Sing (Boston: O. Ditson, 1887), p. 90; and ~l~~~.!!!.!!!un
ity Songs, (Boston: C. C. Birchard, 1919), No. 43. 

36James D. Brown, Biographical Dictionary of Musicians 
(London: Alexander Gardner, 1886; reprint New York: Georg 
o1m s, 1 970), p. 64. 
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emphasis on man's social feelings. Brown referred to this 

style as "vers de societe" and indicated Bayly to be quite 

successful in the field. He felt that the type of poetry, 

originally healthy, h.ad degenerated into sentimentality, and 

that while early collections by Bayly were sound, later 

works by him had become "sickly and dolorous. ,,37 

Of special interest for this study is the statement 

that Bayly did set some of his own songs, so that it is 

possible to assume the above tune was written by him. In 

addition to poetry and songs, Bayly wrote some plays and 

novels, none of them known today. 

Troubadour, in common with many tunes of the time, was 

used as a temperance song. An English clergyman named 

Paxton Hood, a highly regarded writer of temperance lyrics, 

endowed this tune with the words, "Softly the drunkard's 

wife, Breathes forth her prayer.,,38 

37 Ibid .
 

38Ewing, p. 140.
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The Watcher 
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1887, pp. 60-1. 
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Analysis 

Melody 

Scale: 7-tone No. of lines: 12 (8 with 
the last 4 repeated 

Range: ninth contour: conjunct 

Compass: VII-8 Setting: syllabic 

Chief Caesura: 5 Sequence: none 

Final: 1 Shape: phrases 1 & 2, small 
arch, 3 & 4 higher arch 

Rhythm 

Meter: 4 Accent: fermata in mm. 
4 6 & 7 

Repeated pattern: J))).l 
Harmonic rhythm: slow 

Poetic Meter: 7.6.7.6.7.6.7.6. with last 4 lines repeated 
as extension (26th P. M.) 

Harmony 

Key: 0 Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phr~se length: 2 mm. 

·Form: strophic, AABCBC' 

When this tune name was first encountered I thought it 

was probably a variation of Mason's tune, Watchman. However 

this was quickly discovered to be inaccurate because of a 
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difference in metrical pattern. No hymn tune index or 

listing showed this title, but I did find it in the secular 

tune indexes. The composition showed clearly "music by Dr. 

William Lardner.,,39 Secular song indexes listed two other 

son g s b y him: l~_!:!0 u nt a i n~!!..§.~ , wit h t ext b y J • A. 

Stone, and Old Ironsides, a setting of the poem by o. ~J. 

Holmes. All of my efforts to learn more about Lardner have 

been in vain. I was more successful with the author of the 

text, Mrs. Sarah J. Hale. 

Mrs. Hale (1788-1879) was born in New Hampshire. 

Married in 1813, her husband died in 1822, leaving her with 

five children to raise. She turned to writing and editing. 

She published novels and poems and was editor of Godey's 

Ladies Magazine in Philadelphia from 1837 to 1877. Thirty-

six volumes of her works were published. Her Poems for Our 

Children (1830) contained her most famous poem, "Mary had a 

1 it tl e la rnb. ,,4 0 She also was responsible in large part for 

the restoration of Thanksgiving as a national holiday, after 

41it had been forgotten for many years. Her text for Lard

ner's tune adds another to the long list of sad and sen

timental stories of poor lonely mothers and dying children. 

39 The Good Old Songs ... , pp. 60-1. 

40Charles E. Claghorn, Women Composers and Hymnists: 
B._f.Q..Q~l~~_.§.l.Q..9.!.'§'.P..Ql~.§.l:_ (M e t u c hen, J . : 0 i ~!l.Q..Q'§'.!:Y N. 
Scarecrow, 1984), p. 106. 

41 Ibid . 
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Woodman, Spare That Tree 
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Example 31. A. Wier, Songs the Children Love to Sing 
1916, p. 42. 
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Analysis 

Melody 

Scale: 7-tone No. of lines: 8 

Range: ninth Contour: slightly disjunct 
r 

Compass: V-6 Setting: neumatic 

Chief Caesura: 1 Sequence: none 

Final: 1 Shape: series of succes
sively higher arches 

Rhythm 

Meter. 4 Accent: none significant. 4 

.J 1Repeated pattern:
 

Harmonic rhythm: moderately slow
 

Poetic Meter: 5.6.6.6.6.6.5.6 (could possibly fit 
33rd P. M., though it contains 6 syllables per line) 

Harmony 

Ke·y: F Mode: major 

ch9rd usage: primary, vi, ii, Modulation: transient, to V 
V IV 

Form 

Phrase length: 4 mm. 

Form: strophic, AA'BA" 

The words of this famous ballad -were written by George 

P. Morris, a New York journalist and lyricist. The music 

was by an Englishman, Henry Russell, who spent nine years in 
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America (1833-41). Russell (1812-1900) was known as an 

organist (First Presbyterian Church in Rochester, New York) 

and a t 0uri ng bar ito ne s 01 oi s t. His education had included 

some study with Rossini and at Bologna Conservatory. Mos t 

of his output consisted of songs and ballads, with a few 

"Dramatic Scenes" and cantatas which attained little notice. 

Many of h.is songs originally appeared in "an entertainment 

by Charles Mackay, 'An Emigrant's Progress, or Life in the 

Far West' ,,42 

Russell was apparently the showman above all, 

performing his own ballads in concert with an evident flair 

for dramatic effects. In his "Shadows of the Wall" John 

Hill Hewitt gave this account: 

In person he was rather stout, but not tall. 
His face was prepossessing... [with] dark and heavy 
whiskers and curly hair. He was an expert at 
wheedling audiences out of applause, and adding to 
the effect of his songs by a brilliant pianoforte 
accompaniment. With much self-laudation he used 
often to describe the wonderfu14iffluence of his 
desc rip t i v e so ng s 0veraudien ce s . 

The ballad under consideration was one of his most 

popular and familiar, as late as 1868 parodied in the 

college song "Barber, Spare Those Hairs" by John Love, Jr. 

of New York university.44 The parody coupled with this tune 

42James D. Brown, pp. 530-1. 

43 Sigmund Spaeth, A History of Popular Music in America 
(New York: Random House, 1948), pp. 75-6. 

44 Ibid ., p. 79. 
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in Mi ria m'sT i mbr e1 (N 0 • 13 3 ) be ca me qui t e pop u1a r as well, 

"Scep tic, Spare That Book!" 

In 1837 an incident (supposedly true) took place which 

inspired the original composition. 

Russell and Morris... were driving in the 
country where Morris had lived as a boy. They 
decided to pay a call at Morris' one-time home. 
Upon their arrival, they saw a farmer with axe in 
hand about to fell a tree for firewood. This was 
the tree which as a boy Morris had seen his father 
plant. Morris pleaded so ardently with the far~5r 
to save the tree that [he] threw his axe aside. 

The story continues that after Morris wrote the words, 

Russell set it to music and performed it, along with a 

telling of the incident. A member of the audience was so 

moved that he reportedly stood and asked if indeed the tree 

had been spared. Russell replied, lilt was, sir," and the 

inqui r e r sat dow n mu r muri n gilT han k God! I b rea the a g ai n! II 

amid a burst of applause from the audience. 46 

Russell wrote about eight hundred songs, with several 

becoming amazingly well-known and loved, among them liThe Old 

Arm Chair," and "A Life on the Ocean Wave." 47 After his 

return to England he continued to tour there as singer and 

composer, attaining a high degree of popularity among his 

own countrymen. 

45 Ibid ., p. 78. 

46 Ibid ., p. 79. 

470avid Ewen, All the Years of American Popular Music 
(Englewood Cliffs, N. J.: Prentice-Hall, 1977), p. 52. 



CHAPTER XI 

FOLK HYMN TUNES 

The term folk hymn has been subject to various 

interpretations. Generally research which I have read seems 

to agree that 

the Ame ric an f 01 k - h Ymn ... is bas ic all y a 
secular folk-tune which happens to be sung to a 
religious text. ... The music ... is almost invariably 
of folk origin, and its antecedents can be gen
erally traced to the family of Anglo-Celtic folk
music. 1 

Erik Routley added to this the idea that "the best hymn 

music has been that which came as directly as possible from 

folksong.,,2 The folk hymn has been studied by a number of 

researchers in recent years, but an early pioneer in the 

field was George Pullen Jackson. His several books have 

provided insight into the style and variety which 

characterize the folk hymns, or spiritual folk songs, as he 

called them. He spoke of these songs as 

1Irving Lowens, Music and Musicians in Early America 
(New York: Norton, 1964), p. 138. 

2Erik Routley, The Music of Christian Hymns (Chicago: 
G. 1. A., 1981), p. 133. 
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songs with old folk-tunes which everybody 
could sing and with words that spoke from the 
hear~ of the devout in the language of the common 
man. 

Efforts have been made to identify musical charac

teristics which would assist in the recognition of a true 

folk hymn. Dorothy Horn 4 talked about specific scales, 

melodic shapes, rhythmic patterns, and phrase repetitions 

which she found in a large number of folk hymns. Jackson 

examined tonal and rhythmic trends, scale patterns and musi

cal forms. 5 But often the simple fact that a tune of the 

folk tradition was taken over for use with religious text 

seems to have been sufficient for the term folk hymn to be 

applied. 

Several reasons could be given as to why these folk 

tunes were appropriated for sacred texts. Jackson explained 

their use this way: 

... one motive was the crying need for rousing 
and familiar tunes. Amother reason seems to have 
been the mere fact that the borrowed tunes were 
worldly. Worldliness was of itself an asset. 
Fig htin g the d e vi 1 wit h his 0 wnw e a p 0 n s had its

6distinct advantages in revival technics. 

3George P. Jackson, ~Qi£itual Folk-Songs of EarlY 
America (New York: Dover, 1964; reprint of J. J. Augustin
publIcat ion, 19 3 7), p. 6. 

4Dorothy D. Horn, Si.!:!...9....-to Me of Heaven (Gainesville, 
FL: University of Florida Press, 1970): 

5Jackson, Spiritual Folk-Songs , pp. 13-17. 

6Jackson, Spiritual Folk-Songs , p. 19. 
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The nine tunes in this category have been placed here 

because I was unable to trace them to a specific composer 

and because, for most of them, sources were found which 

placed them clearly in the folk music tradition. They have 

come from various backgrounds. Six of the nine are from the 

Br i tishIs 1e s - - the Ang 10 - eel tic t r a di t i on referredt 0 b Y 

Lowens. Two are of German origin, one (as far as I have 

been able to determine), an American product. It would seem 

that these songs should also be considered contrafacta, and 

all but one can be positively identified as such. However 

in the case of one tune, !ieve.E.-.!:.~!~.fl..§.l.!2, I have been 

unable to locate any secular antecedent. Since no composer 

or origin was found, I have treated it as a tune written in 

the style of folk music. The appearance of the Scotch snap 

in the song gave more evidence that it belonged to the folk 

tradition. 

As stated earlier, most of the forty-six tunes are 

quite similar in character. However a few elements helped 

to set this group apart from the others. A higher propor

tion of duple meter appeared here, both simple and compound, 

along with .less use of the fermata and of strongly accented 

rhythms. 

While the melodic range remained primarily between the 

seventh and the ninth, there were two which spanned a 

twelfth. A higher percentage of these tunes (six of the 

nine) were harmonized with the primary chords alone, and 
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none contained a modulation. 

These traits were found to be generally consistent with 

the discoveries of Jackson and Horn. The appearance of a 

wide pitch range, of simple harmonies without modulation, of 

duple meter, and of less regular poetic meters were all 

elements discussed in their analyses. Other characteristics 

which they noted were the use of an upbeat at the beginning 

of a melody, and conjunct melodic movement. All of these 

elements were typical of this tune group. 

In one primary aspect these tunes differed from the 

findings of the researchers. Their research showed a high 

proportion of modal scales (i. e., seven-tone scales other 

than the familiar major and minor scales) ~~as used. In this 

group of tunes I found no such scales. Instead all of them 

employed the major scale, and five of them used the seven

tone scale. Gapped scales (five- or six-tone scales) were 

also discovered in abundance by Jackson and Horn in the folk 

hymns, and these did appear in the four remaining tunes of 

this group. But these appeared as well in the tunes of some 

of the other categories. Therefore it was impossible to 

classify these nine as folk hymns using scale patterns as an 

important characteristic. 
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America 

..... 
• -9< I WI' IL Lot__"' AMItq_oI1... ._Lot_.::l::'l_.Ld.u&lla'_'~Lot__..__.'I'h_~ 

~+~'J~
 

Example 32. Twice 55 Community Songs, 1919, No.1. 

Analysis
 

Melody
 

Sea Ie: 7-tone No. of lines: 7 

Range: seventh Contour: conjunct 

Compass: VII-6 Setting: slightly neumatic 

Chief Caesura: 1 Sequence: mm. 7-10 

Final: 1 Shape: mm. 1-6, moderate 
arch; mm. 7-14, downward move
ment, then higher arch to close 

Rhythm 

Accent: none significantMeter: ~ 

Repeated pattern: J j J J ) ~
 
Harmonic rhythm: moderately fast in opening phrases, slower 

in mm. 7-10 

Poetic Meter: 6.6.4.6.6.6.4 (19th P. M.) 
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Harmo ny 

Key: G Mode: major 

Chord usage: primary, ii, vi Modulation: none 

Form 

Phrase length: 4 mm., with one of 2 mm. 

Form: strophic, ABC 

Of all the tunes encountered in Miriam's Timbrel this 

one has had, without doubt, the most written about it, yet 

with inconclusive results. So many and varied theories of 

its origin exist that Dr. W. H. Cummings collected as many 

as possible and published them in a small book titled God 

Save the King, The Origin and History of the Music and 

~ords (London, 1902). 

Paul Nettl, an internationally known musicologist, 

has treated the tune at length in his book National Anthems 

(New York, 1967), asserting (p. 29) that it has been adopted 

as a national anthem (official or unofficial) by at least 

twenty different nations, including Germany, Sweden, 

Denmark, and Switzerland. Extensive treatments of the tune 

were found in The Oxford Companion to Music (Scholes, 1955), 

pp. 410-16; in Po~ar Music of the Olden Time (Chappell, 

1855-59), vol. 2, 691-707; and in The New Grove Dictionary, 

vol. 13, pp. 56-7. 

The early history of the tune is certainly obscure. 
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Scholes wrote of a claim that the plainsong antiphon for the 

Saturday before the seventh Sunday after Pentecost could be 

a modal, free-rhythm form of the tune. The text of the 

antiphon was drawn from the account of Solomon's coronation 

in I Kings 1:38-40. In the King James version verse 39 

concludes with the words "God save king Solomon.,,7 

Saturday before the 7th Sunday after Pentecost. 

Al Magn. £. fj. ; ~ I ~
 
Ant. 8. 0 h! 1 1 1 ij01h:-~I~I~==~
 

IT ~~"x~runt - sa-Iom=·~~ sac~rdos, et 

1="-1, I'" I ~ I 
:-- . I-:! 1\: • ~. .... 1 , • = · !t;1 
N:\than proph~-ta ~gem in Gf. han, et ascend~ntes la~-

I 5 ~ ....• I I iii .. r ~ I ~ ~ II it.. . • II 

ti dix~runt : Vf-vat rex in ae-t~mum.E U 0 u a e. 

Example 33. The Liber Usualis, pp. 997-8. 

According to Scholes the resemblance lies primarily in the 

melodic curves. 

Both Nettl and Scholes referred to a 1619 manuscript 

collection of keyboard pieces by Dr. John Bull, (1563-1628), 

British composer and organist, which contained an "Ayre" 

bearing some resemblance to the tune. other possible 

forerunners mentioned included 

1) a galliard in Arbeau's Orchesographie of 1589; 

2) a song which became something of a national anthem 

7scholes, p. 410. 
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in Geneva in 1603 ("Celui qui est la en haut" celebrating a 

successfully repulsed attempt by the Duke of Savoy to con

que r Ge ne va in 1602); 

3) a "C a r 0 1" i n !:!~li.§..!!!.§..!..§., a colI e c t ion 0 f v 0 cal 

compositions by Thomas Ravenscroft issued in 1611; 

4) an English ballad "Franklin Is Fled Away," first 

printed in 1669; 

5) the "Largo" of the Sixth Sonata for two violins and 

harpsichord by Henry Purcell, published in 1683; and 

6) a catch, also by Purcell, "Since the Duke is re

turned," which featured the opening phrase "God Save the 

King" coupled with the same first four notes. 

According to Nettl the "most acceptable" theory is that 

held by F. Chrysander, renowned Handel scholar and 

historian, to the effect that the tune was written by Henry 

Carey (1690-1743), a popular British poet and composer of 

ballad operas. Carey supposedly first sang the song in 1740 

at a tavern dinner celebrating Admiral Vernon's victory at 

Portobello. This claim was supported by John Christopher 

Smith (Johann Christian Schmidt), Handel's amanuensis, and 

by Smith's doctor in later years, Dr. Henry Harrington. A 

letter from Harrington to Carey's son, dated June 13, 1795 

testifies to his certainty that Carey was the composer. 

Scholes, however, exploded this theory, saying that the 

first claim of Carey's authorship was made by Carey's son in 

1795, stating his father had written both tune and text in 
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1745 or 1746 -- yet his father died in 1743, before Carey, 

Jr. was born! Scholes lamented the persistence in America 

of the attribution to Carey, when it had been "long ago cast 

F1sidp. by p.very studpnt of thp sub.ipr:t jn Rr.itain. ,,8 

Whatever its origin, the tune was first printed in 

!i~!~.£!ll~_~!l.flli .£~!l~ (L 0 ndon, 1744 ) , a colI e c t ion 0 f 

miscellaneous songs edited by John Simpson "at the Bass Viol 

and Flute in Sweeting's Alley opposite the East Door of the 

Royal Exchange.,,9 See Example 34. 

~ J ggg-lftEEj_U~-=:i~ 
Goo ..vo oar Lord tho King, Long UyO our no· bl0 King, 0011 _YO tho EiDg. 

f1~~~"-:~--~~~-gL *m 
- . ·$=r=r-~=~¥td~~ 

Send him vic· to· ri-oa.i, II4ppyand glo. ri-ol1l, Lon, to reign 0 ·Yer us, GodlAftthe Aing. 

$1-Clra_~dH4§@;ggr=U __ 
"'" Example 34. W. Chappell, Popular Music of the Olden Time
 

Vol. II, p. 704.
 

The first version was altered to its present form in the 

1745 edition of the same work. 

The tune's popularity began in 1745 when it was 

performed at two London theatres, Drury Lane (in an 

arrangement by Dr. T. A. Arne) and Covent Garden (arranged 

by Dr. Charles Burney). One of these versions appeared in 

the Gentlemen's Magazine for October 1745 as "a song for two 

8Scholes, p. 415. 

9Malcolm Boyd, "National Anthems (G)", The New------Grove ... , Vol. 13, p. 56. 
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voices, as sung at both the playhouses."10 

The song quickly became known on the continent, perhaps 

due to the fact that King George I spent much time at 

Hanover in his German homeland, and also to its having 

become a masonic song. Spaeth traces its progress from 1766 

(published at The Hague in a book of Free Masonry, La Lire 

ma~onne) through 1790 (published in Denmark as a song to be 

sung on the King's birthday), and 1793, the date of a German 

adaptation under the title "Berliner Volksgesang" with the 

text "Heil dir im Siegerkranz."11 Nettl followed it as it 

quickly became a Prussian national anthem, especially after 

it was used as an intermezzo by B. Wessely in a patriotic 

play by Rambach The Great Elector of Rathenow. When King 

Frederick William attended a performance of the play on 

October 7,1795 his entrance was greeted by the playing of 

the tune and its use spread through numerous other German 

states. 

The American history of the tune can be conjectured, 

for in colonial days any tune popular in Britain soon moved 

to the colonies. A copy of the Gentlemen's Magazine may 

easily have been brought over. Its first known American 

printing was in James Lyon's ~~~~l~ of 1761 where it 

10 Ibid . 

11spaeth, p. 29. 
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appeared with the familiar hymn "Come, Thou Almighty King" 

under the title "Whitefield's.,.l2 See Example 35. 

. . ... 
y g"nu Ikualmi"'Je~~~,iynlmuliJ~J~1U 1iJ}~'~~a.I(,~~m. ~.~'.b;'aII",;'. 

,- If 

J I Y -I r 

Example 35. J. Lyon, Urania, 1761, pp. 190-l. 
(reprint: New York: Da Capo, 1974) 

The reference is undoubtedly to the well-known English 

preacher of the time, George Whitefield. Whitefield was 

very prominent in the great Eighteenth Century Revival, 

though his importance is today often overshadowed by that of 

J 0 h n Wes 1 e y . I n add i t ion top rea chi n g tot h 0 usa n dsin his 

homeland, he travelled widely, making seven visits to 

America between 1738 and 1770. He preached from Maine to 

1Llbid. 
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Georgia on these trips, and died in Massachusetts in 1770. 13 

For the purpose of this study an especially pertinent 

fact was his friendship with Rev. Gilbert Tennant, who ran 

an academy near Philadelphia. This school later became New 

Jersey College and eventually Princeton University. In 1754 

this institution granted Whitefield a degree (A. M., probab

ly meaning American Minister) and he wrote of preaching 

several times to the assembled students and faculty.14 

Significantly, James Lyon was a 1759 graduate of New Jersey 

College; he very likely heard Whitefield preach and was 

familiar with Whitefield's hymn collections. There were 

several of the latter, beginning in 1757, which included the 

combination of text and tune used by Lyon. One of these was 

issued in 1761, the same year as Lyon's Uranl.§.. Whether 

Whitefield's collections were the source for Lyon's "White

field's" is a matter of conjecture, of course, but the 

connection is an interesting one. 

After America's independence the tune remained in use 

with many different texts: God save America, God save 

George Washington, God save the thirteen states, God save 

the President, etc. 15 

13 0a llimore, "A Bicentennial Remembrance... ," pp. 16
21. 

14Frank J. Metcalf, American Writers and Compilers of 
Sacred Music (Metcalf, 1925; reprint: New York: Russell and 
Russell, 1967), p. 38. 

15 Sc hales, p. 414. 
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Scholes and Nettl agreed that the words of "America" 

were written by Samuel F. Smith (1808-95). Scholes gave the 

date as 1831 and Spaeth confirmed that there is documentary 

evidence for that year. Lowell Mason had asked Smith for a 

song to be used at a children's celebration of Independence 

Day in Boston. Smith was said to have found the tune in 

German and Danish songbooks given to him by William C. 

Woodbridge of Boston, though it apparently was already quite 

familiar in America and only chance that Smith did not know 

it. Woodbridge, incidentally, had translated several text

boo k s by the Swiss mu sic e due at 0 r Pes tal 0 Z Z ian d muc h 0 f 

Mason's early interest in public school music came as a 

result of reading these works. 

America became a favorite song, especially in the North 

during the Civil War, and of course today is a frequently-

sung semi-official national anthem. 
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Believe me 

..,. ......... -r-r
 
I. , • u... _ if all u.a. .. - dMw - iDe J-e .b Wbieb I ... .. • 
2. 1& fa .......bill II-. - ty 1IId,...t11 art tbi. ....... tb1 dIHb llII- prD •.
 

~~~ ~~_.-fIL-

lII::= 

~ ..... -r",.-r ... 
10Dd - I, to. da,. W... Io.baop b, 10 - 111 __• IIId 11M fa IIIF...... Ub 
IIUII b, a _. n.. u.. I.· .... IIId llitll.. a ..... _ be Iarol.... To ~ 

....... ,,~ ~ ~ ~ ~-e:
 

- ........ ~-
f.., A fad ... • - • -.... • tb8.,;;;,-: 'l'IoN...... be 
II.- wiJI bat... u.. __ d-e No, Iba .... lba&... n· I, land ... '" - • 

_, !boa on. Lot til, ,_- 8· _ f.. •
 
_·or 101'- ..... Bd. n-I, __ ....
 

~;§~~~§~§!~~~~§~~~...~.~...~~~~~~~~~~~~:-==
 
~ 

.. ~ 1lI ...". -,; 

/"&-1...... '"* of IIIJ"WooJ4.-l1riaa" -..u _."".1, ItiIII- • 
ean. __ ........... ba ... 1'be _ 1ooII ba
 ...1. 

11.... :s= ~ ... ~ ... -.-.. 

Example 36. Twice 55 Community Songs, 1919, No. 28. 

Analysis 

Melody 

Scale: 7-tone No. of lines: 8 , Range: octave Contour: conjunct 

Compass: I-I Setting: syllabic 
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Chief Caesura: I Sequence: 
13-14 

mm. 1-2, 5-6, 

Final: I Shape: triple arch 

Rhythm 

Meter. 6 Accent: none significant. • 8 

Repeated pattern: jr) J~ 
Harmonic rhythm: moderately slow 

Poetic Meter: 11.8.11.8, double (unclassified) 

Harmony 

Key: E-flat Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic, AA'BA' 

As with several other tunes, study of metrical and word 

accent patterns led me to the assumption that the tune meant 

to be used was "Believe Me, If All Those Endearing Young 

Charms." The text of this secular song was by the Irish 

poet Thomas Moore (1779-1852). With the American discovery 

of Scotch and Irish popular music in the early nineteenth 

century Moore's songs using traditional tunes became well-

known in the United States. This song was first circulated 

here in 1808, as it was published in Moore's A Selection of 
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l!is~~elodi~~, (London: J. Power's Music and Instrument 

Warehouse).16 The tune was apparently known much earlier 

with the ballad "My Lodging It Is on the Cold Ground." 

Chappell said that this ballad became famous around 1667 

when it appeared in a British play by Sir William Davenent, 

The Rivals, sung to a different tune than the one now known. 

He related that numerous ballads in several collections have 

ins t r uc t i on s to be sun g tot he tun e "M Y L0 d gin g.... " 

The ... difficulty is in ascertaining the pre
cise time when [the first] tune was discarded, and 
that now universally known took its place .... The 
air now known is printed on all the broad
sides, ... of the last century ... The words and 
music are printed in Vocal Music, or The So.!2..9..=. 
s t e~f..Q.!)l~'!! i o.!!, 8 v0 ., 177 5 .... 

... there is a total want of evidence, 
external and internal, of its being an Irish tune. 
About the same time that Moore claimed it, it was 
p r i n ted tf Dub 1 in, inC 1 i f ton's "British 
Melodies." 

The collection mentioned above (Vocal Music ... ) had enjoyed 

a measure of popularity in America before 1800, so that the 

18tune was probably known earlier with a different text.

The song has remained a favorite. Its tune has been used 

for sacred and secular parodies, such as the 1836 "Fair 

Harvard," written by Samuel Gilman. It appeared in early 

American folk hymnody with the title Chariot of Mercy.19 

16Julius Mattfeld, Vari~~usic Cavalcade (Englewood 
Cliffs, NJ: Prentice-Hall, 1971), p. 17. 

17Chappell, vol. II, p. 529. 18Mattfeld, p. 7. 

19Jackson, Spiritual Folksongs, p. 127. 
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Bruce's Address 

¥ ~'SC;(J'" ",lli6 hilla ·.i' W.I_laco blod, uSI~OI.. _bit.. 

;,-, 

t>- jj=,t-ti:'·· j=t:c.:::-.l~--~~_-t_~LO 
II 'uet II... • Crtn l~d. "W.I _ co... to j'OU' go _ I)' b.d 

a.d n_'. rb. hour; 

.. 
f..
.' 

0"rhe frunr of bot _ ,1(· lour _proach plOud 

Example 37, J. Johnson, The Scots Musical Museum
 
Vol. I, p, 596,
 

Analysis 

Melody 

Scale: 7-tone, 
ent versions 

Range: octave 

though 
use 5

differ-
or 6-tone 

No. of lines: 4 
scale 

Contour: slightly disjunct 

Compass: I-I Setting: sy~labic 

Chief Caesura: II Sequence: none 

Final: I Shape: one 
repeated 

moderate arch, 
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Rhythm 

Meter: : Accent: strong martial 
character 

Repeated pattern: .t ~ 
Harmonic rhythm: moderately slow 

Poetic Meter: 7.7.7.5 (34th P. M.) 

Harmony 

Key: F Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 2 mm. 

Form: strophic, AA 

This tune was suggested twice in Miriam's Timbrel, once 

with the title given above and once with the name "Scots 

wha' hae wi' Wallace bled." This proved to be a very old 

tune used by Robert Burns for his poem "Bruce to his Troops 

on the Eve of the Battle of Bannockburn." 

This battle, in 1314, was a celebrated vic
tory for the Scottish forces, led by Robert Bruce, 
who totally defeated the troops of King Edward II. 
The song has since become the unofficial Scottish 
national anthem. "Wallace" was Sir William Wal
lace, who died in 1305, and wh'2owas known as "the 
Hammer and Scourge of England." 

20 W• Co I e, e d ., Folk Songs of England, Ireland, 
Scotland, and Wales (New York: Cornerstone Library, 
1961), p. 168. 
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Burns, as stated earlier, usually wrote his poems to 

fit particular tunes. This poem first appeared in 

Scotish [sic] Airs, 1799, and Burns' account of its writing 

was given by him in a letter dated September 1, 1793: 

... 1 am delighted with many little melodies, 
which the learned musician despises as silly and 
insipid. I do not know whether the old air 
Hey, tutti~~itie may rank among this number; 
but well I know that with Fraser's hautboy, it has 
often filled my eyes with tears. There is a 
tradition ... in Scotland, that it was ... Bruce's 
march ... at Bannockburn. This thought. .. warmed me 
to a pitch of enthusiasm on the theme of liberty 
... which I threw into a kind of Scots Ode, fitted 
tot he air .... S0 may God eve r de fen d tne c au s e 0 f 
Truth and Liberty, as He did that day. 

Burns added a reference to "the glowing ideas of some other 

struggles of the same nature, not quite so ancient,,22 and 

Dick concluded that quite probably the French Revolution was 

the inspiration of Scots wha hae. 

The tune Hey, tutti, taitie was greatly criticized by 

those compiling Burns' songs, and another was substituted 

when the poem first appeared in 1799. But some years later 

the public became aware that Burns had intended the former 

tune and demand grew for publication with the original air. 

In 1801 a second volume of Scotish Airs contained Burns' ,, 
to 

,~ 

first combination. 23 , 
l r 

The tune was an old bagpipe melody. Dick claims 

21Quoted in Dick, p. 448.
 

22 Ibid . 23 Dick , p. 449.
 



from its construction [it] may well be ac
counted an ancient melody, although the music is 
not in any collection prior to the Caledonian Poc
ket Companion, 1751. ...The bagpipe is first named 
in Scottish re,~rds about the close of the fif
teenth century. 

The martial character of the tune has made it a 

favorite for parodies such as that by John Pierpont written 

in 1823, "Warren's Address at the Battle of Bunker Hill,,25 

and one in 1836 by T. A. Durriage, "Remember the Alamo.,,26 

The tune was also known by other titles: Wallace, 

Caledonia, Friends of Freedom, and Bannockburn. I found 

several musical versions and they differed considerably from 

the original. Included below are two examples: 

No. 255. Scots, fL·ha hoe wi' 1-Val/au bid. 
Tane: H~, flln; ""h~. Thomson', S«JtQII Ai". ,Ben:. 

-" 
~$ig)Q;-@ 

Sc:ote, .... tau wi' l\"alIacr. bled. Scae....ba.aI Bnc:e baa aI. tal led. 

~~~ f; ; cl1d2tEfl J. :- 1. ~ 
WeJ .. CQIIIe &0 yaer pi' .. , bed. Or to ..ic· tor • ie! 

p;g*~mggtttifk¥:i4E 
Now "lite .r. ud .. Os ,. Iaou; See .._ front 0' bat· ,Ie: .'. 

J.hC·,~~ 
.. .~,...et Ed - .....rd·. ~- C..... -.d .1• . ,...... i~! 

Example 38. J. C. Dick, The Songs 
of Robert Burns, p. 231. 

24 0ick , p. 451. 25Butterworth-Brown, p. 335. 

26Spaeth, p. 77. 
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;fI¥~~t* 

itlmf!-. ~~--~ 
~.:;. 

3. 
a. ,ne !ft.rein 0(00.1' Gold.. 
sOW' Emma"".", IU'l"nmlf~" ~!ood, 
",\";"en :'lIon. fOl OJ t:. 1~O"d: 

~~'~r ~•• up1ne !~rai 
Ever to ,b. Iale.. I"aau. 
H:ark ~o wnat YOUt C.lp:3.ia laidl: 
'. C...bou :;uI:afllluIilO dt>3ttl : 

T.ii.a the CI'OW':t oi :,::a." 

~llUCE'S ADDRESS. Spiritualizld. -..

l 
~:·~
 
~.""d'Latbim{~~.tb.r

,. 
By tt. "'ae. whic!l reb.!. DI'Oft. 
9, the bli. of ho:, !O"•• 
>5inalft. Iet"k th. ;0'1 :I~: 

Slnr.e~, tum "'!'Ift :I". ! 
fltre i. ffredarn wort!l·!'te "1"': 
·~·'·n.nr fUn i:l Pdl ItJ ,1I:u".; 
Gr..ce inS;i~CI theh:lU~.·. d~, 

God th. (TOwn wllJ lin.
l~ -:- _ ... ~ ....•. 

Example 39. M. L. Swan, New Harp of Columbia, 1867, p. 109. 
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Analysis 

Me 10 dy 

Scale: 7-tone I'~o. of lines: vs. 4, ref. 4 

Range: ninth Contour: moderately disjunct 

Compass: V-6 Setting: slightly neumatic 

Chief Caesura: 1 Sequence: none 

Final: 1 Shape: 1 moderate arch, 
repeated 

I,ll YL11/11 

Meter: 3	 Accent: strong, waltz-like;
4 fermata in m. 20 interrupts 

Repeated pattern: none significant and emphasizes regularity 

Harmonic rhythm: slow 

Poetic Meter: vs.: 12.11.12.11, ref.: 13.11.12.11 
(l6th P. M.) 

Harmony 

Key: G	 t-1 od e: maj 0 r 

Chord usage: primary only ~~odulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic with refrain;	 vs.: AAE3f\8'A 
ref.: AA'l3A' 

This tune name was one of the most intriguing when I 

first found it in Miriam's Timbrel. It sounded as though it 
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were a children's song, and indeed that is about what it 

turned out to be. Located in several collections of 

nineteenth and early twentieth century parlor songs, its 

better-known title was "The Bavarian Girl's Song." It was 

published by Firth and Hall around 1825, with the tune based 

on the German "0 Du Lieber Augustin." The text described a 

travelling girl selling brooms and, as above, included the 

chorus in German. 

According to Wulf Stratowa, "Oesterreichische 
Lyrik aus Neun Jahrhunderten," Vienna, 1848, p. 
355, Augustin was an itinerant bagpiper, probably 
one Marx Augustin, who is said to have survived 
the plague in 1679 and the Turkish occupation of 
Vie nn a i n 1 68 3 '7 and die don a n Au s t ria n h i g h way,

2Oc t. 10, 1 70 5. 

A later version may have appeared in the early 1830s, 

for Spaeth describes it with text by D. O. Meara and tune 

arranged by Alexander Lee. 28 Lee was an English composer, 

singer, and conductor who wrote for the stage. He produced 

several operas, incidental music to about twenty plays and 

melodramas, and composed many popular songs and ballads. He 

was for a time conductor at the Olympic Theatre and later at 

Vauxhall Gardens in London. 29 

The tune was found with more than one "play-party" 

27 Mattfeld, p. 33. 

28spaeth, pp. 75-6. 

29Alfred Loewenberg, "Lee, George Alexander," The New 
~rov~, vol. 10, p. 599. 
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text, such as "When I Was A Lady," and the most familiar 

one, "Did You Ever See A Lassie?" 

An especially interesting find was in Nettl's book 

National Anthems. The author discussed the significance of 

national musical idioms, particularly the class of Swiss 

tunes called "ranz des vaches." He included a transcription 

of an example taken from Rousseau's Dictionnaire d~ 

musigue. 30 Rousseau gave its title as "Air suisse appelle 

Ie ranz des vaches." I have included that melody here 

because I believe it could easily be the source for the tune 

of Buy a Broom. Similarities are especially obvious in the 

first three lines. 

4'1 
~rrils1J
 

All.. 

All.. 

,.,. r, ~r c ~ 
AM,.. 

Example 41. P. Nettl, National-Anthems, p. 5 

30Nett,I p. 5. 
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KfI1I· 
means 
bread 
there 

Crambambule 

.J 
Cram - b,.". . b. li, d,.! isl_ d",,_ Ti - ttl IkISis__1. Cram bam bu Ii, it the_ li tie Of 

Z. Wt'!re I in to an inn_ as cend Pod, Most 
3. Were I a__ prince of joy- un bound - ed, Like 

- -Tf'lItIb,_ fU<r_ sicll._ bei __ 1I11! btf tII;;"rl, tr isl t!iJl_ 
that_ good_ song_ we_ love the best; It is the_ 
Iike_ some_ no ble_ cav a Iier, Itt leave the __ 
Kai ser_ Mall: mil - i an, By me .....ere_. 

.. 
~ 

pro • btl - Mil . lei lIre_ utU'_ II'tlS_ no -I~- - se.'_ 
of health_ most_ vi . tal, Whp.n e vil_ for - tun~s __ 

and roast_ un tend - ed, And bid_ them_ br~ng_ th~_ 

an or dp.r_ found - ed; 'Tis this_ de vlce_ IiI_ 

",i - ~ • flilrrl. 
""' "10 - Ir"'. 

CHORUS
 

Des A • bmtU.,", de., Mor-~s /,..11. lrid iell. eifl GlnlS ernm . 
Fhnn rvn- "i"~ Inln lill morn .. inl{ frrr, I'll r1rinlt my "I"r.r. C,.lIn 

cork-screw here. When blows the coach-man tran - tan - te, Then to my ,{Ja!'s Cram 
hang there' • on: Tou • jours fi - dele et sans sou - ci, C'est I'or - dre du Cram

cresco 

ba'" - 1M Ii, Cm", - bi", btl'" btl'" Ina • Ii, Cm", - Mill Ii. 
bam· bu - Ii, Cram - bim - bam  bam. bu-li, Cram - bam • bu Ii. 
bam - bu - Ii, Cram - bim - bam • bam - bu -Ii, Cram - bam - bu Ii. 
bam· bu Ii, Cram - bim bam bam bu -Ii, Cram - bam bu Ii. 

Example 42. The New Scribner Music Library 
1972, Vol. 9, p. 81. 
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Analysis 

Me 10 dy 

Scale: 7-tone No. 0 f li ne s: 8 

Range: ninth Contour: conjunct 

Compass: II-3 Setting: moderately neumatic 

Chief Caesura: V Sequence: none 

Final: 1 Shape: 1 moderate arch, 
repeated; 1 higher arch to close 

Rh yt hm 

Meter: ~ Accent: none significant 

Repeated pattern: none significant 

Har mo ni c rh yt hm: slow 

Poetic Meter: vs.: 5.7.8.5, ref.: 8.8.6.5 (unclassified) 

Harmony 

Key: 0 Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm.
 

Form: strophic with refrain; vs.: ABAB, ref.: CO
 

Under the title "Come Away" this tune was a favorite 

with t he Son s 0 f Tem peran c e ,or "T ee to tal e r s ," e s pee i allyin 

the 1840s. The group parodied any popular song which suited 
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their purposes and Jackson called this tune "the 1011g

31popular "Krambambuli," German drinking song. Several 

different texts were found associated with the tune. The 

"Come Away" was used not only in relation to temperance but 

also as an invitation to the listener to leave his labor for 

an evening of fellowship with friends. In Miriam's Timbrel 

it appeared as a te mperance song, wi th one poem begging the 

listener to leave sin and seek salvation, and with one on 

the subject of secession! 

I found the tune in a collection of German folk songs 

and the text was definitely not a temperance poem! The 

description given ran thus: 

With an introduction in Alexandrine verse (12 
syllables per line) and containing 102 stanzas, 
the "Ode to the Distilled Waters of Danzig Brandy" 
first appeared in print in 1745. Its author, 
Wittekind, was private counsel to the court at 
Danzig; it was sung to the tune Qf the "Sofa 
Song," a popular melody of the time. 3L 

So the verses praising the joys of drink were themselves a 

parody of another song, but I have found nothing more about 

the "Sofa Song" mentioned. 

The song was published in America in 1845. A copy of 

that publication was found 33 and is duplicated below. 

31 G. P. Jackson, Another Sheaf of ~~hite Spirituals 
(Gainesville, FL: University of Florida Press, 1952), p. 
188.• 32 Hans C. Worbs, Das gross Buch vom deutschen Volks
lied (Hannover, Ger.: Fackeltrager-Schmidt), p. 155. 

33Buffalo and Erie Co. Public Library, Buffalo, N. Y. 
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,
 
Example 43. Sheet music by Klemm & Brother, Philadelphia. 
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Kathleen O'Moore 

ffElt~§c~r~ 
...... l&ill I tJaluk tbal I _ ..... UIICI lIIorO. Dut, a • 1M I oIto b.. lut' _ h", 
balr 11101 - 11 LI..... bar IJ'II ••111 dirk bl.... II.. co - lour ot.ill chaall'-jull'..... 

· II" - --~'9-~...E ± 
. :.:1' ~i?:±£.,i::3==41~.-.-;- =-l-~L-=--~ 

............. ~ --- ---=:::::fJ1~'!lI-=---=3- - - .. 

Example 44. Hatton and Molloy, Songs of Ireland, n. d. 
p. 208. 

Analysis 

Melody 

Scale: 6-tone, 7th incidental No. of lines: 4 

Range: seventh Contour: conjunct 

Compass: V-4 setting: syllabic 
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Chief Caesura: 1 :""e~ut:IILe: 111111. 1 & L 

Final: 1 Shape: 1 moderate arch, 
through whole song 

Rhythm 

Meter: ~ Accent: final measure shifts 
pattern and allows ad lib. 

Repeated pattern: ~ ;-JlJ 
Harmonic rhythm: moderately slow 

Poetic Meter: 11.11.6.6.5	 (unclassified) 

Harmony 

Key: A Mode: major 

Chord usage: primary, vi Modulation: none 

Form 

Phrase length: 3 of 2 mm. each, 1 of 1 m. 

Form: strophic, AA' 

This proved to be one of the more elusive of the tunes. 

It was finally located in one of the secular song indexes 

and found in two song collections, one from about 1909, the 

other with no date given. Very little information was 

available concerning the piece, yet a Board of Trade Catalog 

from 1870 listed it as having been published by no less than 

nine publishing houses in eight different cities!34 

34Complete Catalog of Sheet Music and Musical Works, 
1870 (Board of Music Trade of the United States of America, 
1871; reprint, New York: Da Capo, 1973), p. 68. 
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Two settings were found, both- with the spelling "KathIe-en
 

O'More," rather than that used in Miriam's Timbrel. George
 

N. Reynolds was given as the author of the text. For the 

music one collection listed "Air: 'Kathleen O'More,'" the 

nt-hrr r;imply "nlrl Mrlnrly." 

The search for the tune in folksong collections proved 

fruitless. However, several tunes with similar rhythm and 

contours were located in Simpson's book on the British 

broadside. 35 Two examples of these appear below. 

All in the Land of Cider 

~ ~-.._- -~.J:"=L~ __~Ei!!~~i@f~~


~gMg#rtfJ{~-~knt~tf¥~ 
1 :3: 

f~i1 J'JiJm~ 

Cupid's	 Trepan 

Example	 45. C. Simpson, The British Broadside Ballad 
and Its Music, 1966, pp. 12 and 152. 

35Claude Simpson, The British Br'oadside Ballad and Its 
Music (New Brunswick, NJ: Rutgers University Press, 1966). 
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Never Part Again 

:InoI,- ,l< ~l< _ 11'.. _ :Oll,-...__"-._~ _ .....-

~.. _-gjfgt ~ 
Example 46. W. Walker, The Southern Harmony, 1854, p. 198. 

Analysis 

Me lody 

:.JL:<.Ile: I-LullL: I~u. ul 1111t:~; v:....: 4, 
re f.: 6 

Range: twelfth Contour: conjunct, but 
with 1 octave skip in ref. 

Compass: V-8 Setting: moderately neumatic 

Chief Caesura: 1 Sequence: none 

Fina.l: 1 Shape: triple arch 
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Rhythm 

Meter: 4 Accent: fermata, m. 9 of 
4 n J j j ~r" chorus, emphasizes the 

Repeated question, and adds to thepattern: n n JJ JJ effect of dynamic contrast; 
Harmonic rhythm: slow ~;cotch snap, mm." 2, 10, 18 

Poetic Meter: vs.: 8.6.8.6 (common), with ref.: 6.6.6.6.8.6 

Harmony 

Key: F Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase lenqth: 4 mm.
 

Form: strophic with refrain, vs.: AA; ref.: BABA
 

This title was taken from a popular chorus which has 

appeared with a variety of hymn texts, or "mother-hymns." 

In her study of the campmeeting spiritual, E. J. Lorenz 

discovered that "a mother-hymn could be used with a variety 

of choruses, that a chorus could travel from one mother-hymn 

to another, and that the words were usually set to a folk 

hymn tune.,,36 George P. Jackson printed a version taken 

from Heinrich Schmidt's bilingual Kirchen-Harmonie of 1834. 

The text used was the same as in Example 46 above, "Jerusa

35Ellen J. Lorenz, Glory, Halle~ah! (Nashville:
Abingdon, 1980), p. 52. 
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lem, my happy home," which Jackson said was based on a Latin 

hymn. The familiar English words, according to his re

search, have been in use since the late sixteenth 

century.37 Three of the four copies found for this study 

used that same text to precede the chorus and were nearly 

identical: The Southern Harmony (above), The New Harp of Co

~.!!!.bi.§., p. 74, and that printed in Jackson's book, p. 120. 

The fourth, in Lorenz' book (p. 89), combined the chorus 

i'\l i t hatext b y I s a a c Wat t s, "T her e i sal and a f pur e d e 

light." The latter version also differed in several details 

of rhythm and pitch. Lorenz commented: 

The chorus of this song was found in twenty 
books ... from 1846 to a twentieth-century Salvation 
Army songbook, with a variety of mother-hymns. 
This is an unusually long song for campmeeting 
use, but it is repetitive and catchy, and was sung 
at the very popular farewell services. Is there a 
relationship (beyond coincidence) between this 
chorus and the Gilb38 t and Sullivan refrain "What, 
never? no, never!"? 

In Miriam's Timbrel (No. 80) the tune is coupled with a 

temperance song, "Your rev'ling bards may sing of wine .... " 

37 Jackson, Another Sheaf. .. , p. 120. 

38 Lorenz, p. 89. 
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Oft in the stilly Night 

.. 
-

I III The frionobo .. liak=-:: -..!:'" - .... II•• .,. am._ - .... r.dl. (.ike Ion.. ie-

... 
beaq.e& boll d.  _ • .... \\'Moo Ii..... IN .... • ... prluoJe ..... A.eoI all.... _ ....... _ ... 

I !"" l::: "" !"" ~ I I !"" l::: "" ... n. !"" """" "" · . · · ·· · . · · ,. r ., ... ... ...l.-·· I.- I.ot I.-
. 

:; ~ ... I.- ~ ~ I.- r 
_............... ..... be... 

~ n. ;- IIle aIiI-'T ..... En Sod -',., ..... IIle .... ()( .... ..,. ~.= 
· . . -t-r-ili• · . 

-
ill 

- - - ·· 
'no- .. IIle ol.~ ...... \V......_ .... r;. beull Sod _',., ..... IIle '... or ..... ..,. .......
 

· ··· .· .. - . • '.f=-~~ · .· · ,. - 1--1 ~ ~ r. .::lL..: ~ ... It- ... ... ... I ... It- ... ... ... ... ... ...~~ · 
.... 

Example 47. G. Kingsley, The Social Choir 
1837, pp. 101-102. 

c 
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Analysis 

Melody 

Scale: 6-tone, 7th omitted No. of lines: 12 

Range: seventh Contour: conjunc( 

Compass: V-4 Setting: slightly neumatic 

Chief Caesura: 1 Sequence: none 

Final: 1 Shape: phrases 1 & 2, re
verse arch; 3 & 4, moderate arch; 
5 & 6, repeat 1 & 2· 

Rhythm 

Meter: ~ Accent: Scotch snap used 
to emphasize "stilly," "other," 

Repeated pattern: i ~ mm. 2, 7, 18, 23 

Harmonic rhythm: slow 

Poetic Meter: 6.7.6.7.8.7.8.7.6.7.6.7 (12th P. M.) 

Harmony 

Key: C Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm. 

Form: stfophic, AABBAA' 

The poet Thomas Moore has already been represented by 

one song in this group, "Believe Me, If All Those Endearing 

Young Charms." He was well known for his texts set to old 
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Scotch and Irish melodies. "Oft in the Stilly Night" was 

pub 1ish edin 18 18 i n L0 nd on b y J : Po we r . The co 11e c t ion was 

A Selection of Popular National Airs, and it also contained 

the song "Hark! the Vesper Hymn is Stealing.,,39 Moore is 

often thought to have been the composer or arranger of his 

songs, but this is not true. Several di fferent composers 

collaborated with him at various times. The arrangement of 

the Scotch tune used for this poem was done by the Irish 

composer, Sir John Stevenson (1761-1833).40 

Stevenson began his musical career as a chorister in 

the cathedrals of Dublin. Advancing to the post of vicar-

choral he received an honorary Mus. D. in 1791. In 1803 he 

was knighted for his accomplishments. He composed music for 

theatrical productions, wrote church music, and numerous 

songs, duets, glees and catches. But he is best 
known for his "symphonies and accompaniments" to 
Thomas Moore's collection of Irish melodies, in 
which he showed himself a follower of Haydn. Al
though his arrangements seem today much too elabo
rate. for the tunes they were intended to enhance, 
they remained extrem9rY popular in the second half 
of the 19th century. 

This song became famous partly because it was a 

f a v 0 r i teo f Pre sid en tAb r a ham Lin col n . Many of Moore's 

songs achieved popularity in America, all set to folk tunes 

39Mattfeld, pp. 25-6.
 

40 Sp ae th, p. 55.
 

41 w• H. Husk/W. H. Grattan Flood/Bruce Carr, "Steven

son, Sir John (Andrew)," The New Grove ••. , Vol. 18, p. 136. 
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from the British -Isles. Among the better-known were "The 

Harp That Once Through Tara's Halls" (1807), "The Minstrel 

Boy" (1813), "T h e Las t R0 s e 0 f Sum mer" (1813), and "~~ ar y' s 

Tears" (1817). The .last-mentioned was set to music by 

Oliver Shaw and attained fame when it was sung by the Handel 

and Haydn Society "in the presence of the President of the 

United States.,,42 

In Miriam's Timbrel the tune was suggested for a poem 

(No. 39) titled "Dreams of Heaven." It ·was probably also 

sung with another hymn. The latter (No. 62) is an anti 

slavery poem with the correct meter and the rather obvious 

first line, "Oft in the chilly night." 

42 Spaeth, p. 55. 

:, 
f 
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Rosin the bow 

---+ ~ , 
I. I.. 11ft for tlIe pod 01 ., .. - tloo, 
.. I. tile I.' -.. 01 p.... ·on I· tr.T••lad. 
,. W.... rIO dead •• laid owt .. t co..·tor. 
.. 0'" to 10' craft I .. 10 -101,,. T.... • po... oot two lit· tIo do - DOCIla,· 

" A8ll., _..... .0 crow. Ial 
If..wtII I ba· "'.oaT. •ne,. -/,1. aU ..., .1.1 • 
T"'c"i1· r....i11 .U •••t to 
~o.. ~ ., II.....od IO' 

~--.- ==-t~ I 
_. ~..- -1i..::;=:::::::1:-;-_...~ ~--;:;::;J::::= ~ I 

---, - -~- ~ ~~~~~~:f-~.~f3-~~~b§ ~J:--:..,..,. ~' 

......J .. 
10.., IIot I IIopo tlIet 10' out I" - • • .. • tto. WUl .. 
fOIl ; ADd ...... 10' COlD· pao • 10M jo. nal. T"., .ill 

1110", Jut pial. • Ilia • II., - lor O. I"..,ria .Ida 
10; '1'...,·U nul 10 t... doo...... ~. • do.... S.,· iOI. 
lAIo, AIId do DOt for - lot to _~ o. It Til. 

1:--1"_.... ! .,. I t LJ=-.t 
-:- ._~-=~-~~~ 
--~~ .~---~ 

....... \oil
 

.. ~ " " " 

~~~~~~;;~-iE' ~;~:t¥i8EFM 

... 

_·1I1e 014 
oIIlok to 014 

eorpoo 01 014 
"Tlluel_ 014 

..... 01 old 

..- .. 
baa . I'ft.00· ... tlIe 

tlla baD . IllIt ..,.00' Ia, tlIe .......
.00· Ia, 
tlIe bu.a." TIl_.00' rn 

.... Ia,Ia, tlla baa... T_ 

traT • el'. til.. _. try aD 
m. .. _ ..... to • 

Ilaft to ba 1Ior -..... I 
pia IDe 0IIt .Iz trait _ , 
.. tIIooo oIa trait -, I_ 

...... oM... 

1:-1" 1: 

! l~~k~~Li2J3?_~·~lI~~-,,-E±:l~.. ... 
'--'....... A8ll _ to tlIe..n I ..ID p: For I
.t... .

doo • laC, AJI4 aU wtJ1 be 10 : So ....n
 
rICk - ... AJI4 tlIe Ia· tIeo wlU all.... to 11_, ADd IlIo,'U
 
feI· ...... A8ll let tIIoa .U I. • n .., ADd
eta. 

0111 .. tll~ aD •• Ia ....., AadIlll· ""., 
.,. :t:----.: 

f
" 

! 
f-

._.tJJ 
"fJf..................".................,-... 
~..; 

.·wait... T....._ Ia, tlla 
To tlIe _ 01 Ia, tlIe 

8ayI........ liM .00 -Ia, t... 
dll • bll bo" I. • ctr· c1e, .b4 Ia It to. Roo - la, tlla 

rake do.. lb.t bll ....u.l IIot -tie, ADd drIU to ... Roo - Ia, .... 

_I.  _ ....~~:::. _!tJ.t.... "' ~ 

..-..__. 

Example 48. Heart Songs, 1909, pp. 210-11. 
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Analysis 

Melody 

Scale: 6-tone, 4th omitted No. of lines: 8 

Range: twelfth Contour: conjunct 

C'ompass: V-8 Setting: syllabic 

Chief Caesura: 1 Sequence: none 

Final: 1 Shape: triple arch 

Rhythm 

Meter' 6 Accent: fermata in mm. 6 . 8 
and 14; Scotch snap in 

Repeated pattern: ~-n m mm. 2, 6, 14; 1i 1tin 9 , 
dance-like rhythm pervades

Harmonic rhythm: slow 

Poetic Meter: 9.8.9.8.9.8.9.8 (unclassified) 

Harmony 

Key: F Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic~ AABA 

This tune seems to be truly of folk-song origin. No 

name for either author or composer accompanied it in its 

first edition, and though it was found in several American 
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folk song collections there was never any attempt to give 

credit for its creation. It was first published by 

Osbourn's Music Saloon, Philadelphia, in 1838, arranged by 

J. C. Beckell. Its title then was "Old Rosin the Beau." It 

was soon put out by other music houses, with alternate 

spellings used --"Bow" or "Beau.,,43 

There was always disagreement over whether the tune was 

Irish, Scottish, or English, but the text was immediately 

popular, depicting a tippler coming to the end of his life. 

The catchy tune was quickly appropriated for political 

campaigns, temperance and college songs, and hymns. In the 

presidential campaign of 1840 it became "Old Tippecanoe ll 

favoring William Henry Harrison. In 1844 three songs 

used the tune to promote Henry Clay against James Polk: "The 

Mill Boy of the Slashes,1I "Old Hal of the West," and "Two 

Dollars a Day and Roast Beef. 1I It became "Lincoln and 

Liberty" in 1860 with words by F. A. Simpkins, and in 1872 

"Straight-Out Democrats" for the independents who opposed 

the nomination of Horace Greeley.44 

In 1"843 members of the Washington Temperance Society 

turned it into a song of reform, "The Washington Badge. ,,45 

43 Matt feld, p. 48. 

44 Ewen , All the Years . .. , p. 58. 

45 The American Heritage Songbook, ed. K. W. Leish, with 
songs compiled and arranged by Ruth and Norman Lloyd (New 
York: American Heritage Society, 1967), p. 50. 
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Jackson has related several folk hymn tunes to""Old Rosin" 

including "Garden Hymn" (Down East Spirituals, No. 158), 

"Ceylon" (~.!.itual-.£..2.~-S0..Q.9.~, t~o. 132), and "Heavenly 

Welcome" (Another Sheaf, No. 292). Horn found similarities 

with "Judgement" (The Original Sacred Harp, No. 47). 

Researchers have related a number of other hymn tunes 

to those mentioned above and because of the definite folk 

qualities of the tune it could easily be a member of various 

tune families. One process which takes place in folk songs 

is that called centonization. The word is derived from an 

I tal ian t e r m mea ni ng "a pat c hwor k qui 1t. " 

The term and its derivatives ... are used with 
reference to literary and musical works formed by 
selections from other works .... The term also 
applies to musical melodi~g pieced together from 
pre-existent fragments .... 

This technique has apparently been used extensively in folk 

song, and both Horn and Jackson considered it to have 

figured in many of the Old Harp books. Therefore "Old 

Rosin" might easily have come into being piece by piece, 

using phrases from several folk songs. Thus it could be 

related to any number of tune families and can truly be 

considered part of the tradition of folk song. 

46 W. Apel, Harvard Dictionary of Music, quoted in Horn, 
p. 49. 



CHAPT ER XI I 

TUNES FROM THE EUROPEAN SACRED MUSIC TRADITION 

American hymn collections from the very beginnings of 

our nation have reflected the roots from which our country 

grew. The earliest hymnals used by the colonists, as we 

have already seen, were those brought from the countries of 

western Europe. Though younger Protestant denominations 

founded in America did not generally have hymnals with tunes 

until the mid-nineteenth century, this was not true for the 

older churches in Europe. Among the earliest to appear 

there were collections which developed out of the German 

Ref or ma tion. In 1524 Johann ~~alther, a friend and musical 

collaborator of Martin Luther, issued his Geistliches Ge

" .sangbuchleln. A foreword by Luther stated his ideas about 

hymn singing: 

I. .. want us to have many German songs which 
the people can sing .... I. .. have brought together 
some sacred songs, in order ... to give an incentive 
to those who can carry on the Gospel and bring 
it to the people These songs were arranged in 
four parts for no other reason than that I wanted 
to attract the youth (who should and must be 
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trained in music and other fine arts).l 

Even many of the early Psalters contained tunes, such 

as the Pseaul~~~inguante, de David brought out by Louis 

Bourgeois at Lyons, France in 1547 (music in four parts with 

the tune in the tenor) and the Sternhold and Hopkins One and 

fiftie Psalms of David in Englishe metre, published in 1556 

at Geneva for the use of migrating English Protestants. 

Many similar works followed, such as The Book of Psalms: 

Englished both in Prose and Metre brought out by Henry Ains

worth at Amsterdam in 1612. This Psalter was carried to 

America by the Pilgrims and remained in use there until 

1692. 2 The first Methodist tune book appeared in 1742. It 

was called the ~und~~oll~.!.io~, was published by John 

We s1ey, and con t a in ed mel 0 die s wit ho ut harm 0 ny.3 

These few represent hundreds of hymnals with tunes 

which eventually appeared and were brought to the New World. 

Since the Wesleyan Methodist Church in America grew from Old 

World Methodism it was to be expected that any collection of 

tunes would borrow to a greater or lesser extent from the 

hymnals of the parent church. And as we sa~ll earlier, the 

Methodists borrowed their tunes from any available source. 

The tunes in this group reflect this varied European 

1 Blume, pp. 13-14. 

2 Blume, pp. 700, 640-1. 

3Scholes, p. 637. 
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background. One came from the German chorale tradition, one 

from Catholic plainsong, one from an old English Psalter, 

and three from English composers of the last half of the 

eighteenth and early nineteenth centuries. 

It was difficult to find distinguishing characteristics 

considering the small number (only six) of tunes in the 

group. The melodies followed basically common shapes, were 

primarily conjunct, and moderately neumatic the latter 

characteristic more obvious than in most of the other 

groups. Four lines was the most common tune length, and 

f 0 u r - measur e p hr as es pred 0 min ated • One feature of five of 

the six tunes was a melodic range of an octave. The compass 

was V-5 (or V-6) for all but one tune. 

Rhythmically, four of the six used duple or quadruple 

meter and only one showed a strongly-accented rhythmic pat

tern. Three displayed a repetitious rhythmic pattern and the 

harmonic rhythm tended to move at a moderately fast pace. 

More secondary chords were added to the primary ones than in 

the last category. Two of the tunes employed a transient 

modulation, four used none. The refrain appeared in only 

one of the six tunes. 

Perhaps the most interestir9 aspect of the category was 

the variety of backgrounds from which the tunes came. The 

diversity will become apparent as each tune is studied 

separately. 
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Martinsville 

Example 49. The Boston Handel and Haydn Society
 
Collection of Church Music, 1826, p. 100.
 

Analysis 

Me 10 dy 

Scale: 7-tone No. of lines: 4 

Range: ninth Contour: conjunct 

Compass: V-6 Setting: neumatic 

Chief Caesura: 1 Sequence: none 

Fin al: 1 Shape: each phrase a 
moderately high arch 

Rh yt hm 

Meter: 3 
4 Accent: dotted rhythm on 

the beat gives strong impetus to 
rhythmic movement 
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Repeated pattern: ) I 
Harmonic rhythm: moderately slow 

Poetic Meter: 8.6.8.6 (common) 

Harmony 

Key: G	 Mode: major 

Chord usage: primary, ii	 Modulation: none 

Form 

Phrase length:	 phrases 1 & 3, 4 mm. 
phrases 2 & 4, 3 mm. 

Form: strophic, ABCB' 

A tune named Martinsville was not found. The search 

for a tune with a similar name and the proper meter has led 

to one which ~~1. ~ the correct one. This tune is usually 

known as St. Martin's and was the product of William 

Tans'ur, an English theoretician, teacher, bookbinder, and 

composer-compiler of popular psalm tunes and anthems. 4 

Since it appears in a number of hymnbooks used by the 

Wesleyan Methodist Church, including the 1951 Hymns of the 

Living Faith, I have chosen to treat St. Martin's as though 

it were the one intended by the compiler of Miriam's 

Timbrel. 

4Gleason and Becker, p. 23. 
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Tans'ur (1700-1783) was something of a wandering 

musician, holding music classes in at least seven known 

English towns and likely selling his books along the way.5 

His first collection which is thought to contain tunes of 

his own composing was A Compleat Melody; or The Harmony of 

Sion, published in London in 1735. In 1755 a new enlarged 

edition, The Royal Melody Complete, or The New Harmony of 

Sion, appeared. This latter version was reprinted in Boston 

in 1767 by William M'Alpine, in Salem by M. Williams, and in 

Newbury-Port by Daniel Bayley.6 In 1769 Bayley issued Tan-

s ' ur 's co 11 e c t ion a s The Amer i can Harm 0 n y; 0 r R~L!:! e 1 0..:. 

dy Compleat, combined with The Universal Psalmodist by Aaron 

Williams. Williams' book had been published in London in 

1763. 

Thus Tans'ur's tunebook was one of the earliest 

available in America, along with two compiled by Americans, 

~!~~l~ (1761) by James Lyon, and ~_~Qll~£!lQ~_Qf_!~~ 

best Psalm Tunes (1764) by Josiah Flagg. Tans'ur's work was 

represented in two of Flagg's publications. One of his 

anthems was included in the book just mentioned, and in 1766 

Flagg issued a larger compilation of anthems in which eleven 

of Tans'ur's compositions appeared. 

Tans'ur must be regarded as an important influence on 

5Hughes, p. 568.
 

6Gleason and Becker, p. 23.
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e ar 1 yAm e rica n hy mn- wr it er s. William Billings owned a copy 

of the 1767 edition of the Royal Melody Compleat and there 

is reason to believe that he was influenced by Tans'ur's 

style. 7 Early American singing school books containing folk 

hymns also borrowed quite heavily from collections by Bil

lings and Tans'ur, among others. 8 

Many of Tans'ur's hymn tunes were of the rather elabo

rate style of the day, featuring repeating last lines, solo 

sections, and ornamented melody lines. Tans'ur also pro

duced a theoretical work, A New Musical Grammar (1746) which 

went through several editions and was re~ised in 1772 as 

The Elements of Music Display'd. 9 

7 Ibid ., p. 46. 8Ibid ., p. 97. 

9Nicholas Temperley, "Tans'ur [Tansur, le Tansur, 

Tanzer], William," The New Grove ... , Vol. 18, pp. 566-67. 
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Example 50. Boston Handel and Haydn Society 
Collection of Church Music, 1826, p. 198. 

Analysis 

Melody 

~cale: b-Lune, 4LII uIIIILLeu I~u. ul llllL:::': 4 

Range: octave Contour: conjunct 

Compass: V-5 Setting: slightly neumatic 

Chief Caesura: 1 Sequence: none 

Final: 1 Shape: generally level; mode
rate arches close phrases 1 & 3 

Rh ythm 

Meter' 2 Accent: none significant. 2 

Repeated pattern: none significant 

Harmonic rhythm: moderately fast 

Poetic Meter: 7.7.7.7 (5th P. M.), 
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Harmony 

Key: G Mode: major
 

Chord usage: primary, ii, vi Modulation: none .
 

Form 

Phrase length: 4 mm. 

Form: strophic, ABCB 

Three different names were given to this tune, and 

it appeared with varying degrees of ornamentation. Oessau 

and Liebster Jesu were alternate titles used. Its original 

form may be seen in the following example. Nuremburg was a 

smoother, simplified form, perhaps to make it more appro

priate for congregational singing. 

JA. ER lSTS. DAS HElL DER WELT J. H. Ahle. 1664 

jJ. Am 
QriPI1IDy in C major. 

Example 51. E. Routley, The Music of Christian Hymns 
1981, No. 199. 

Each form of the tune came originally from this one 
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written in 1664 by Johann Rudolph Ahle (1625-1673) for the 

Advent hymn by Franz Joachim Bormeister, "Ja, er ist's, das 

Heil der Welt." It was first published in "Neue geistliche 

auf die Sonntage... " at Muhlhausen. 10 

Ahle was born in Muhlhausen, Germany, and spent most of 

his life there, except for the years he attended Erfurt 

University. He was the organist at St. Blasius Church in 

Muhlhausen, as well as holding several municipal offices. 

He was elected mayor only a few months before his death. 

Ahle's fame rested primarily on his abilities as an organist 

and as a composer of sacred music. One collection of dances 

for three-five instruments was the sum of his secular work. 

His best works include a large body of sacred songs for 

1-4 voices, i~ith ritornellos, which could be performed "with 

or without continuo." Many of these simple, chorale-like 

tunes became part of the Muhlhausen hymn book in the 

eighteenth century, and they represent the successful out

come of Ahle's intention to give new vigor to church music. 

Three of these tunes are still in use, including Li~ster 

Jesu, and Es ist genug, the latter important in works by J. 

S. Bach, Brahms, and Berg. 

Ahle's works represent a move toward a popular, more 

easily understood style of church music. He attempted to 

combine the heritage of the German chorale with the Italian 

10Gealy, et a1., Companion to the Hymnal, p. 117. 
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innovations of Gabrieli and Monteverdi, writing vocal con

certos for combinations from 1-24 voices. With his son (who 

s u c c e e d e d him a t Mu h 1 h a use n) Ahie was the i m·m e d i ate 

predecessor of J. S. Bach at St. Blasius and his musical 

style and accomplishments may have had some influence on the 

latter. ll 

1 1 Ge 0 r ge J • Bu e low, " Ahie, J 0 han n Rudol ph," lb.~~ 
Q!.~~, Vol. 1, pp. 172-3. 
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--~6ftuguese Hymn 

Example 52. Boston Handel and Haydn Society
 
Collection of Church Music, 1828, p. 223.
 

Analysis 

Melody 

Scale: 7-tone No. of lines: 5 

Range: octave Contour: conjunct, except 
for 1 octave leap 

Compass: V-5 Setting: moderately neumatic 

~PrJIIPnce: mm 13-14, 15-1f) 

Final: 1 Shape: 2 moderate arches, 
1 descending phrase, 1 ascending, 
1 moderate arch to close 
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Rhythm 

Meter: 2 Accent: none significant
4 

Repeated pattern: j ) j n ))()'t" 

Harmonic rhythm: moderately fast 

Poetic Meter: vs.: 11.11.11, ref.: 12.11 (It::th P. M.) 

Harmo ny 

Key: A Mode: major 

Chord usage: primary, v7 /v Modulation: transient, to V 

Form 

Phrase length: 4 mm. 

Form: strophic with refrain, ABCOB' 

The tune named here is much better known to most as the 

familiar Adeste Fideles, to which is sung the favorite 

Christmas hymn "0 Come, All Ye Faithful." The origin of the 

tune was long in dispute. It was first attributed to Marcus 

Antonio da Fonseca (nicknamed "11 Portogallo"), chapel-

master to the King of Portugal. This was probably the 

origin of the tune's title. However, Marcus was born in 

1762, and since it has been documented that the tune was in 

use for several years preceding that date his creation of it 

becomes impossible.1 2 

12James T. Lightwood, The Music of the Methodist Hymn
Book (London: Epworth, 1935), pp. 97-8. 
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In his magnificent study, The Music of Christian Hymns, 

(p. 81) Erik Routley credited the Portuguese Embassy in 

London with having brought the tune to England. His 

explanation of the tune's history came from a 1947 pamphlet, 

Adeste Fideles, which documents with authority the true 

origin. 13 

It was first written down, and is usually 
thought to have been composed, by John Francis 
Wade (1711-86), an Englishman who was at the time 
a music copyist at the great monastery at Douay, 
in France. The text has not been found earlier 
either. Both appeared together; in a manuscript 
plausibly dated 1744 the tune appears in plainsong 
notation on a four-line staff, and the notation 
suggests triple time. But another manuscript 
clearly written very soon afterwards alters the 
notation into indisputable four-time. This gives 
us the melody as we know it except for the fifth 
note from the end, which is the second, not the 
fourth of the scale. 14 

Example 53 is a copy of the original manuscript, taken from 

the Stephan study. 

According to Routley, the tune arrived in London with 

only Latin words. The English translation was done by 

Frederick Oakeley in 1841, with some minor alteration 

having been made in various publications since. Thus when 

first used the tune was combined with other texts, such as 

that in Example 52. Routley included an example of its use 

13Dom John Stephan, O. S. B., The Adeste Fideles: A 

Study on Its Origin and Development (Buckfast Abbey, South 
Devon: Publications, 1947). 

14Routley, p. 81. 
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in Rippon' s ~lectio~, about 1795. It is thought that the 

melodic change of the f i f t h note from the 

end was made by Vincent Novello in I...b.~~~!!!.l~, Part II, 

published in 1836. 15 

Robert McCutchan listed six known manuscripts 

containing the original text and music, all copied by J. F. 

Wade. 16 

~~ 

l~":l! "'I~l'ra..I\t:p.Deul1l~ru.m [j._ I 

Example 53. Dom Stephan, Adeste Fideles ... , 1947, pp. iii-v. 

15 Ibid . 

16Robert McCutchan, Our Hymnody: A Manual of The Metho
dis t ---.!:i...l!!!. n a 1:. (N e w Y0 r k: Abin gdon - Co k e s bur y Pre s s, 193 7), p.(, 447. 
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Scotland 

CKOIlUS. 

Example 54. Boston Handel and Haydn Society
 
Collection of Church Music, 1828, pp. 270-1.
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Analysis 

Me 10 dy 

Scale: 6-tone, 7th omitted No. of lines: vs.: 5 

Range: octave 

Compass: V-5 

Chief Caesura: 2 

Final: 1 

Meter: ~ 

Repeated pattern: 
ficant 

Har mo ni c rh yt hm: 

ref.: 3 
Contour: conjunct, with 

many triadic outlines 
Setting: moderately neumatic 

Sequence: none 

Shape: 2 moderate arches: 
phrases 1 & 2, 3 & 4, phrase 5 is 
descending j 
refrain repeats phrases 3, 4, & 5 

Rh yt hm 

Accent: fermata at close of 
each phrase and used for 

none signi emphasis in last 3 mm. of 
verse and chorus; Scotch 
snap m. 2 of verse, mm. 2 

slow & 10 of chorus 

Poetic Meter: vs.: 12.12.12.12.12, ref.: 12.12.12 (29th P. M.) 

Harmony 

Key: B-flat Mode: major 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic wi th refrain, vs.: ABCB' Dj ref.: CB'D 

Three copies of this tune were found, all of them 

attributed to a composer named Clark(e). In the Boston 
f 

I
Ii 

~ 
f. 
I· 

I
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Church Music Collection from which the above example was 

taken the composer was given as Dr. Clark; in the Manual of 

Praise (Oberlin: Goodrich, 1899), p. 358, as John Clark; and 

in the ~ymnal of the Methodist Episcopal Church with Tunes 

(New York: Phillips and Hunt, 1888), p. 121, the composer is 

listed as John Clarke. The search for Mr. Clark(e) turned 

up two musicians who could possibly fit the situation. The 

first was John Clark, a Scottish musician and violinist of 

the eighteenth century who published the "Flores Musicae, or 

the Scots Musician, being a general collection of the most 

celebrated Scots Tunes, Reels, Minuets, and Marches, adapted 

for the Violin, Hautboy, or German Flute, with a Bass for 

the violoncello or Harpsichord" (Edinburg, 1773). No 

mention is made of his ever receiving a doctorate of any 

kin d. 17 

The second possible composer was John Clarke-Whitfield 

(1770-1836), an English organist and composer especially 

known for his church music and his abilities as a cathedral 

musician. He studied music at Cambridge (incorporated at 

Oxford in 1810) under Philip Hayes, and received his Mus. D. 

there in 1799. He had previously beelf.; awarded an honorary 

Mus. D. at Dublin in 1795. 

In 1821 he was appointed a professor of music at 

Cambridge, remaining in that capacity until his death. He 

17 J. D. Brown, p. 164. 



270 

served as organist at several cathedrals in Dublin, 

Cambridge, and Hereford, but retired from playing in 1833 

because of paralysis. A solid and conservative church 

musician who carried the eighteenth century tradition of 

cathedral music into the nineteenth century, his works in-

eluded many services and anthems as well as a large number 

of songs and glees. An interesting fact is that Clarke 

published many of his own works with fully written-out organ 

parts instead of figured bass. He composed two oratorios, 

The Crucifixion, and The Resurrection, and did some editing 

of works by Handel and Purcell. 18 

This latter Clarke seems the best choice as composer of 

the above tune because of his association with church music 

and because of the greater numbers of his works which were 

published. Because of its rather dramatic (i. e., with many 

fermatas) and somewhat florid style, this tune may be re

lated to the "Old Methodist Tunes" spoken of by Scholes: 

Many of the Methodist tunes of [the eigh
teenth century] and the early years of the [nine
teenth] are extremely florid ..• but not to the 
extent of obscuring the words ...• The last line of 
the words was often repeated in such a way as to 
be taken up by the men and women in succession and 
then by both together. Some tunes ... have a chorus 
after each verse or a Hallelujah refrain .... but 
they were by no means exclusively Methodist in 

18 Ni c hal as Tem per1 e y , "C 1 ark e - Whit fie 1 d [C 1 a r ke ] , 
John," The New Grove ... , Vol. 4, p. 449. 
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or i gf~ and c e r t a i n1 y not i nth e p1 ace s 0 f the i r 
use. 

The use of the Scotch snap is especially intriguing here 

because of the tune's title. It helps to create a delight

fully rhythmic piece, one of the most interesting of the 

entire collection of tunes. The dotted rhythms of the tune 

as seen in Example 54 were removed in copies found in later 

hymnals. But their use in the earlier version is also 

consistent with the descriptions of Old Methodist tunes. 

Scholes again: 

... the eighteenth-century Methodists (like 
the Anglicans ... and Presbyterians ... at the same 
period) were inclined to embroider their tunes 
wit h 'g r ace s' .... i nt e r pol a tin g s ha k e san d passin g

2notes and the like. 0 

Incidentally, according to Mr. Temperley, Dr. Clarke 

added the name Whitfield (his mother's maiden name) to his 

name in 1814 when he was hoping for a portion of the inheri

tance from an uncle's estate. (Apparently the effort was in 

vain! ) 

19Scholes, p. 637. 

20Scholes, p. 638. 
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Tallis' Evening Hymn 

GOd .raunt .;, .ruc: be 

BAll. ,~ ~\ )'! 

~ v J f. OJ, 

00_ 

I<:F_ 

OJ it 0 .. .......- "If"
 
" " 

&~i. _d ,. (nile TbY .......... re· ...nI : i. ",. d.......d
. 
U uU U U v ... ~ U 

II 

~t::f 
i. .....Ie pU', bl...~ he .ur h"r, Wi,h I... illl rJce 

I 

it u. it. 
! 

.. pU)'OO .. 
..- " 

-.~- .. .. _--. -- " -..-

u 

(e) 

.. ..-~1:t 

II 

eye. .u Cca • lila 'PY· 

-" . - .. .... _._..·u.. ;: ..OJ 

... 
" ...... " " -

,hinc h. i. p.... , Ilia ..... ci. .U : .. .. ,. r.1I, 

u 

Example 55. Matthew Parker's Psalter, ca. 1560-67. 
Transcribed in M. Frost, English & Scottish Psalm 

& Hymn Tunes, c. 1543-1677, 1953, pp. 389-90. 
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Analysis 

Melody 

Scale: 7-tone No. of lines: 8 

Range: octave Contour: conjunct 

Compass: V-5 Setting: syllabic 

Chief Caesura: 1 Sequence: none 

Fin al: 1 Shape: phrases 1-4, mod
erate arch, phrases 5-8, descending 
to small arch at close 

Rh yt hm 

Meter: i Accent: none significant 

Repeated pattern: none significant 

Harmonic rhythm: fast 

Poetic Meter: 8.8.8.8, double (long, double) 

Harmony 

Key: on G; key signa Mode: alternates between 
ture of B-natural may Ionian and Mixolydian; the 
indicate modality latter dominates, confirmed by 

Ch0 r d usa ge : pr i mar y, i i the tune's cadence and by key 
signature; no modulation 

Form 

Phrase length: 2 mm. 

Form: ABBIC 

There was no doubt about the origin of this tune! The 

composer's name was in the title, and the tune had been in 

continuous use for over three hundred years. Though 
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versions differed somewhat, the composition still appears in 

many hymnals in basically similar form, but during the 

eighteenth century it was greatly varied by compilers of 

hymn tunes. In the book from which Example 55 w~s taken, 

Maurice Frost illustrated some of the "indignities" which 

Tallis' work underwent at the hands of John Wesley and 

others. 21 Example 56 shows that even in a collection which 

purported to be more musically correct, such alterations 

continued to exist. 

1§$tfL~. p~~~
 
. GI•• ., 10 l~ ••• "'1 God. II•• "'II'>" F....111'" bl_... 01 l~. IOrhl, 11:., _ 0 ...., _ Xi", oIlli"... s..-lh lIliD" 0•• AJ~'7 "ieIo I 

I~j-;;:::Bp:a:m sa 0- ;- rrF 
lai§ ~ 
l--- II:! II · I • I 7 11 UF 1=fifi 66! 6 t t 7 

Example 56. Boston Handel and Haydn Society 
Collection of Church Music, 1826, p. 44. 

The composer's original intent has usually been restored 

when the tune appears in modern hymnals. 

Thomas Tallis (ca. 1505-1585) was "the greatest 

musician of his time in England.,,22 He served as a Gentle

man of the Chapel Royal under King Henry VIII and Queen 

Elizabeth 1. Composer, organist, music publisher and prin

ter, Tallis' works included a great quantity of church music 

21 Frost, p. 392. 
22 Houtley, p. 49. 
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-- canticles, anthems, services, motets and Masses -- us ing 

both Latin and English. He wrote relatively few secular 

works -- a few partsongs, some keyboard partsong arrange

ments, consort music, and organ works, some of the latter 

qui t e v ir t u os 0 inst y1 e. 23 

The tune under discussion was one of nine by Tallis 

contained in The Whole Psalter, a version of all 150 psalms 

compiled by Archbishop Matthew Parker and published by John 

Day, probably about 1567. Tallis wrote one melody in each 

of the eight ecclesiastical modes, plus one for the common 

met e r ve r s ion 0 f "Ve ni Crea tor. " ( The 1at t e r was con t a i ne d 

in all editions of the Book of Common Prayer from 1549

1662). The original settings were created by Tallis with a 

simple melody for congregational singing (placed in the 

tenor), and three other parts for use in choir singing. 

Tallis apparently familiarized himself with the text of each 

psalm he planned to set, then suited to each a composition 

which matched the mood. Thus he exhibited in church music 

the technique of tone-painting so popular in the madrigals 

of the day. 

Tallis' tunes were printed at the end of the Psalter, 

and they were preceded by the following description, 

presumably by the composer himself: 

23 paul Doe, "Tallis [Tallys, Talles], Thomas," The New 
Grov~, Vol. 18, pp. 542-45. 
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The nature of the eyght tunes. 

1. The first is meeke: deuout to see,	 (Ps. 1) 
2. The second sad: in maiesty.	 (Ps. 68) 
3. The third doth rage: and ·roughly brayth. (Ps. 2) 
4. The fourth doth fawne: and flattry playeth, (Ps. 95) 
5. The fyfth deligth: and laugheth the more, (Ps. 42) 
6. The sixt bewayleth: it weepeth full sore, (Ps. 5) 
7. The seuenth tredeth stoute: in froward race, (Ps. 52) 
8.	 The eyghte goeth milde: in modest pace. (Ps. 67) 

The Tenor of these partes be for the people 
when they will syng alone, the other parts, put 
for g rea t e r que e r s [c hoi r s ] '2 f1 r t 0 s uc h e a s will 
syng or play them priuatelye. 

Number eight is the tune which has since become the 

familiar Evening Hymn. The modal ambiguity of the setting 

has apparently made problems -for hymnal editors. Frost 

mentioned two note changes which he believed should be 

made. 1) In the fifth measure the second and third bass 

notes should both be F-natural; and 2) in the third measure 

from the end the last note of the tenor should be G. 

agree with this latter change, but feel the first one could 

go either way. Leaving it as written (G G FII G) follows 

the lead of the tenor melody in the first phrase. But 

however that measure might be handled, the use of cross-

relations between the F-sharp and F-natural (mm. 1 through 

5) is unique to this tune among all of those studied. 

I'il its original form (see Example 55) each phrase of 

the music was repeated with new words, making the whole 

piece twice as long. The four-phrase structure first ap

24 Frost, p. 374. 

I 
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peared in Thomas Ravenscroft's The Whole Book of Psalms

(London, 1621), set to "A Psalme Before Morning Prayer." It 

was first published with today's common text, "All Praise to 

Thee, My God This Night," by Bishop Thomas Ken in the Har

monious Com~ion of 1732. other names which have been 

given to the tune are Ber~l£~ Brentwood, ~ano~ Cannon, 

Magdalen, and Suffolk.25 

Watchman 

,.. ... 

e:to 
• 1

- -
~ •• I ~ 

, 
q 

>< -

• ! • J 
Example 57. Boston Handel and Haydn Society
 
Collection of Church Music, 1828, p. 165.
 

Analysis 

Melody 

Scale: 7-tone No. of lines: 4 

Range: octave, (with 9th Contour: moderately disjunct 
used once ornamentally) 

Com pas s: I-l setting: moderately neumatic 

Chief Caesura: V Sequence: none 

25Gealy et a1., p. 84. 
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Final: I Shape: each phrase is one 
high arch 

Rhythm 

Meter: ~ Accent: none significant 

Repeated pattern: none significant 

Harmonic rhythm: moderately fast 
~. 

Poetic Meter: 6.6.8.6 (short) 

Harmony 

Key: E-flat Mode: major 

ChO~d usage: primary, vi, Modulation: transient, to V 
V Iv 

Form 

Phrase length: 3 phrases of 3 mm., 1 phrase of 4 mm. 

Form: strophic, ABCD 

The title of this tune at first sounded as though it 

were simply a shortened form of Lowell Mason's tune, Watch

man, Tell Us of the Night. However, comparison of metrical 

schemes showed that this had to be a different work. The 

copies found of ~atch~an in Short Meter both gave the 

composer's name as Leach and information about him was 

easily located. James Leach (1762-1798) was an English 

composer of psalm and hymn-tunes, and was said to be 

one of the best practi tioners of the Metho

dist style of church music, consisting of florid
 
... tunes and metrical 'anthems' or set pieces
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frankly based on th~ livelier secular and operatic 
music of the time. 2 

Leach was largely self-taught in music, having only a 

little early training on the violin. His natural ability 

enabled him to become a member of the King's Band and he 

also became known as a singer. He was a weaver by trade and 

spent much leisure time singing and composing for Methodist 

meetings. In 1789 he published his first collection of 

sacred music, A New Sett o~mns and Psalm Tunes. As a 

result he was soon able to earn a living as a full-time 

musician and music teacher. 27 He distinguished himself as a 

counter-tenor in the Handel Festivals in Westminster Abbey 

and in other festivals. 28 His second volume of tunes, 

A Second Sett of Hymns and Psalm Tunes (London, 1794) was 

issued only four years before his death from a stage-coach 

accident. 

Leach's music was very popular, and his tunes often 

contained text repetition, echo effects, and sometimes 

instrumental accompaniments. His songs were favorites at 

Methodist class meetings, love feasts and revivals, and were 

very frequently included in later tune collections of the 

nineteenth century, especially in America.29 

Vol. 
26 Ni chal a s Te mper1 ey, 
10, p. 572. 

" Leac h, Jam e s , " The New Gr a ve . .. 

27 Ibid . 28Lightwood, p. 330. 

29Temperley, lac. cit. 



CHA PT ER XI I I 

TUNES FROM THE EUROPEAN CLASSICAL TRADITION 

The tunes in this category tapped yet another reservoir 

of musical material: the realms of opera, the classical 

Lied, and cultivated instrumental music. In the early nine

teenth century changing cultural patterns such as the Indus

trial Revolution and population growth had produced a so

ciety where the public concert for a mass audience was 

becoming common. Interest in the "music of the great mas

ters" was manifested, not just among the educated, but in 

all levels of the social order. The borrowing of hymn-tune 

material from such works was not new. Handel's music had 

contributed airs for hymns even in the eighteenth century, 

and the practice grew with the Wesleys. Both John and 

Charles IrJesley enjoyed music of the cultivated tradition, 

and doubtless their influence had pointed some tune writers 

in this direction. 

The movement toward tunes from the "great masters" 

gained momentum with the six volumes of Sac~~~lodie~ 

published by William Gardiner between 1812-15. Gardiner 
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published these "with the avowed intention of displacing 

Stenhold [sic] and Hopkins and sUbstituting these cultivated 

tunes and texts."l The idea was continued on a greater 

scale by Vincent Novello in four volumes of The Psalmist, 

1835-43. In America the same thing was happening in the 

collections of church music being issued by the Handel and 

Haydn Society of Boston. Much of the impetus for this 

movement came, of course, from Lowell Mason and his 

coworkers, and many of the tunes in his hymnals were "beau

tiful extracts from the works of Haydn, Mozart, Beethoven, 

and other eminent composers.,,2 

The four tunes in this group represent separate 

traditions, with one taken from French opera, a second from 

an instrumental concerto by an Englishman, the third from a 

song by a French composer, and the last from the works of a 

German musician. As in the last category, the small number 

of tunes made musical trends difficult to establish. 

The fact that none of these tunes used a 7-tone scale 

was surprising. Melodic ranges were spread from a sixth to 

a twelfth, melodic shapes were fairly normal, and contours 

were all conjunct. None of the settings was syllabic; 

instead they displayed varying degrees of neumatic usage. 

1Routley, p. 86. 

2The Boston Handel and Haydn Society Collection of 
Church Music, 4th ed. (Boston: Richardson and Lord, 1826),
"tIt1epage:-
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None employed the sequence and only one used a (transient) 

modulation. Very simple harmonic structures were most 

common. Particular meters appeared in three of the four. 

In general there was wide variance of style and structure 

among the four, all the way from extremely simple to fairly 

c ompl ex. 
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Absence 

t

.... 
.- : 
~ 

c• '. . 

j. 

Example 58. Boston Handel and Haydn Society
 
Collection of Church Music, 1828, p. 233.
 

Analysis 

Melody 

Scale: 6-tone, 7th omitted No. of lines: 6 

Range: sixth Contour: conjunct 

Compass: I-VI Setting: moderately neumatic 

Chief Caesura: I Sequence: none 

Final: I Shape: triple arch 

Rhythm 

Meter· 2 Accent: none significant. 4 

Repeated pattern: none significant 

Harmonic rhythm: slow 

Poetic Meter: 8.7.8.7, double (9th P.M.) 

c 
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Har mo ny 

Key: F Mod e: maj or 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic, AABA 

Absence in McCutchan's !::!'ymn Tune Names (p. 36) was 

immediately followed by a reference to ~~enville. Under 

that name the tune was attributed to J. J. Rousseau and 

seau, and Rousseau's Dream. In several Old Harp collections 

it was named ~~eet Affliction and I~QQrtunity. As Rous-

seau's Dream the tune was arranged by Johann Baptist Cramer 

in his "Air with Variations for the Pianoforte" (London: 

Chappell & Co., 1812). Cramer's variations were published 

in America by G. Graupner, Boston, soon after they appeared 

in London. 3 The first adaptation as a hymn tune was in 

Thomas Walker's "Companion to Dr. Rippon's Tunes," (London, 

1825).4 

Scholes' Oxford Companion, among several other sources, 

indicated (p. 898) that the tune was taken from Rousseau's 

short opera (intermede), "Le Devin du Village," which was 

3Mattfeld, p. 20. 

4 Ibid • 
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first performed in 1752. After performances at the court of 

Louis XV at Fontainebleau it was presented for the public in 

Par is . 

This was an important work for Rousseau. It was in

stantly successful and continued to appear on the French 

stage, as well as outside of France, for the next 60 years. 

Also important was its message "pertinent to those social 

stirrings that made Rousseau such a prophet to his own and 

later times, i. e., the triumph of rustic simplicity and 

virtue over higher-class corruption and venality.,,5 Mo

delled on the Italian intermezzq, the work lasts about one 

hour, uses only three characters, and contains no spoken 

dialogue. A simple, folk-like style is characteristic of 

the work and dance rhythms are frequent. This tune appears 

in the opera without text, serving only to accompany a dance 

pantomime. Example 59 is a copy of the pertinent portion of 

that pantomime, taken from a reprint of the original publi

cation. 

Born in Geneva in 1712, Rousseau died in Paris in 1778. 

He published an important Oictionaire de Musique in 1767, as 

well as writing musical and political articles for the 

famous French ~nc~opedi~. His ideas on social justice 

were the foundation of a new humanism in the eighteenth 

50aniel Heartz, "Rousseau, Jean-Jacques," The New 
~rov~, Vol. 16, p 270-1. 
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century and paved the way for much of the artistic expres

sion of the Romantic era. ROl1sseau had some rather modern 

thoughts about the type of song to be used in music educa

tion for the young and he advocated the use of movable, as 

opposed to fixed "do.,,6 

1Jllll ({)/llL/71.r.

-
_~(Wi~1~~~~~( 

tp . IDJ,','? I I 

Example 59. Rousseau, Le Devin du Village, 1752, pp. 64-5. 

6 Ibid . 
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Avison 

Example 60. L. Mason, The American Tune Book, 1857, p.347. 

Analysis 

Melody 

Scale: 6-tone, 7th omitted No. of lines: vs.: 
re f .: 

4 
2 

Range: twelfth Contour: conjunct, except 
for 2 skips of a 7th 

Compass: V-8 Setting: slightly neumatic 

Chief Caesura: V Sequence: none 

Final: I Shape: vs.: 
ref.: 

2 small arches 
2 higher arches 
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Rhythm 

Meter: ~ Accent: none significant 

Repeated pattern: none significant 

Harmonic rhythm: moderately fast 

Poetic Meter: vs.: 11.11.12.11, ref.: 10.11 (16th P. M.) 

Harmo ny 

Key: F Mode: major 

Ch9rd usage: primary, vi, Modulation: transient, to V 
V IV 

Form 

Phrase length: 4 mm. 

Form: strophic with refrain which occurs at beginning and 
end of verse; ref.: A8, vs.: CD, ref.: A8 with extension. 

This tune was named for its English composer, Charles 

Avison (1709-1770). He was born at Newcastle-on-Tyne and 

spent much of his life there. He may have studied in Italy, 

though no real evidence of this exists. It is known that he 

studied with Geminiani in London, then became organist at 

st. Nicolas, the lcfrge cathedral in his hometown. This was 

the fourth largest parish church in England at the time, 

with a larger organ than the one at Durham cathedral. 7 

7Norris L. Stephens, "Avison, Charles," The New 
~rov~, Vol. 1, pp. 748-51. 



289 

Avison's works included sixty concerti grossi for 

strings, generally modelled on those of Geminiani, but he is 

perhaps best known for ~~~~Y-Q~~~l~~~~~ion 

(1752). This essay was quite controversial, because Avison 

took it on himself to judge composers such as Geminiani and 

Marcello superior to Handel. Dr. Charles Burney called 

Avison "the first and almost the only writer who attempted" 

music criticism up to that time. 8 Burney also asserted that 

this essay marked the beginning of free public critical 

discussion of music in Britain, done in serious and systema

tic fashion by an accomplished musician. 

The essay is in three parts: 1) discussion of the 

effects of music on the emotions and character; 2) 

criticisms of selected composers and their styles; and 3) 

material on instrumental performance, especially 

concertos. 9 

In addition to the concertos mentioned above, Avison 

wrote Baroque trio sonatas, and several keyboard sonatas 

with accompaniments by other instruments. Often the latter 

were two violins and cello. The strings were given simple 

harmonies to support a complex harpsichord part, which was 

written out with care and completeness. Some of Avison's 

compositions may have been rather lightweight in texture and 

8Scholes, Oxford Companion, p. 264.
 

9Stephens, p. 749.
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content, but they reveal his firm belief in the value of 

melody, or "air." 10 

The tune Avison was taken from the "andante cantabile" 

of his concerto grosso, Op. 9, No.5. The twelve concertos 

in Op. 9 were advertised"as playable in different ways, i. 

e., with full string orchestra, with only a quartet, on 

harpsichord or organ with string accompaniment, or as harp

sichord solo sonatas. ll 

In the nineteenth century the tune Avison was set to 

several religious texts. It was arranged for numerous hym

nals and transcribed for vocal ensemble and various other 

combinations. The tune is sometimes called Miriam because 

of its use with Thomas Moore's text, "Sound the loud timbrel 

o'er Egypt's dark sea," as it appears in Example 60. 

Coupled with these words it is the first hymn in ~iri.§.m's 

Il~!2.!.~ and un d 0 u b ted 1 y the 0 ne fro m wh i c h the c 011 e c t ion 

took its name. 

10stephens, p. 750. 

llIbid. 
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Belerma 

.:"1 

-IIloIr IID_ of pld.L For. ... ~ - -  e-t.er 

1. Oil! b.,. - PI ;" Ill. _. .bo ....n l .....tru...Ii... •• ·••ru- iDe .uiao; ADd..... • - .. - tIaI ..... ..... IliIo - - 1,. oa - 11 _ice.- .~ - ~ 

Example 61. L.	 Mason, The American Tune Book
 
1869, p. 154.
 

Analysis 
Melody 

Scale: 5-tone, 4th & 7th No. of lines: 4 
omitted 

Range: tenth Contour: conjunct 

Compass; III-5	 Setting; slightly neumatic 

Chief Caesura:	 2 Sequence: none 

Final: 1 Shape: phrases 1 & 3, re
verse arch, 2 & 4, moderately high arch 

Rhythm 

Meter: 3 Accent: fermata at close of 
4 phrase 2 

Repeated pattern: J J 
Harmonic rhythm: fast 

Poetic Meter: 8.6.8.6 (common) 

Harmony 
t.
r, 

Key: B-flat	 Mode: maj or 

Chord usage: primary, vi	 Modulation: none 
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Form 

Phrase length:	 phrases 1 & 3, 4 mm. 
phrases 2 & 4, 3 mm. 

Form: strophic, ABA'B' 

The story of this tune begins with Francois-Hippolyte 

Barthelemon, born in Bordeaux, France in 1741. In his early 

twenties he settled in London where he became known as a 

violinist and as a composer of numerous operas, stage works, 

and compositions for the violin and cello. 

One of his earliest London appearances was in 1764 at a 

Spring Garden benefit concert for the 8-year-old Mozart and 

his si s t e r. Barthelemon was a leading figure in London 

musical circles for the next forty years, appearing as 

soloist on the violin and viola d'amore, and as orchestra 

leader at King's Theatre, Haymarket, Marylebone Gardens, 

Covent Garden, Drury Lane, Sadler's Wells, and the Salomon 

Col1certs. 12 

He was clearly one of the best violinists of his time. 

Burney praised Barthelemon's "powerful hand and truly vocal 

adagio.,,13 Famous for his interpretation of Carelli sona

tas, at his death Salomon is said to have exclaimed, "We 

have lost our Carelli! There is nobody left now to play 

12 Neal Zaslaw, "Barthelemon, Francois-Hippolyte," The 
New Grove ... , Vol. 2, pp. 194-5. 

13 Ibid . 
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those sublime solos!,,14 

Barthelemon's songs have since been considered his best 

efforts. One of these, "Durante and Belerma," was set to 

w0 r d s fro m the novel l~~0 n k b Y M. G. Lew i san d pub 1ish e d 

sometime after 1796 as a song with harp accompanimenL 15 

The tune caught the attention of Robert Simpson, (1790

1832), leader of psalmody at East Parish Church in Greenock, 

Scotland. He adapted it as a hymn tune and called it 

Ballerma. Found among his music manuscripts after his 

death, it became the possession of John Turnbull who printed 

it in A Selection of Ori.fllnal Sacred Music ... lntended to 

form the sixth Volume of Steven's Selection of Sacred Music 

(Glasgow, 1833).16 From this source it attained common 

usage as a "Scottish psalm-tune." 

Benjamin Carr published an American edition of 

Barthelemon's original song in his Music~Jou.E..!2..§.l, Vol. 

III, No. 63 (Philadelphia, 1801-2), where it is called 

"Belerma and Durandarte," a Spanish ballad. 17 See Example 

62 for a copy of this, taken from the reprint. This Spanish 

ballad claim supposedly came from Barthelemon himself and 

has led to an alternate name of Spanish Air in some hymnals. 

14 Ibid. 15Gealy et al., p. 251. 

16percy Dearmer, So~ of Praise 
Oxford University Press, 1952), p. 129. 

Discussed (London: 

17Gealy et al., loco cit. 
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Tho ugh the tit 1e a ppea r s as Ba 1~~~ and Ball e r ma, the 

spelling (~eler~~) used in Miriam's Timbrel is actually 

closest to the original. Another hymn tune, Autu~~, was 

derived from the same song, but it remained closer to Bar

thelemon's song than did Simpson's adaptation. See Example 

63 for a copy of the latter tune. 

Hor)' uf th." Jtun__ c:e __ YaUc~ fipt un ~huf." 

, 

plain.. uf. "lory rr_ritna n.all)' a 

Example 62. B. Carr, Musical Journal, vol. III, No. 63. 
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Lischer 
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Example 64. L. Mason, The American Tune Book 
1869, p. 274. 

Analysis 

Melody 

Scale: 6-tone, 7th incidental No. of lines: 7 

Range: ninth Contour: conjunct 

Compass: V-6 Setting: neumatic 

Chief Caesura: 3 Sequence: none 

Final: 1 Shape: triple arch, exc~pt 

that phrase 3 is empha5ized with more 
movement, rather than high pitch 

Rhythm 

Meter: : Accent: none significant 

Repeated pattern: none significant 

Harmonic rhythm: moderately slow 
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Poetic Meter: 6.6.6.6.8.8.(8) (3rd P. M.) 

Harmony 

Key: G Mode: maj or 

Chord usage: primary only Modulation: none 

Form 

Phrase length: 4 mm. 

Form: strophic, AABB'A' 

According to indications in the 1910 and 1951 Wesleyan 

Methodist hymnals this tune was arranged by Lowell Mason 

from music by Friedrich Schneider. The Mason bibliography 

gave the date as 1841 and said (p. 82) that it was taken 

from a German melody. Johann Christian Friedrich Schneider 

(1786-1853) was a composer, organist, choral conductor, and 

author of several theoretical works. About fifteen or six

teen oratorios came from his pen which were extremely popu

lar in his day, though now they are almost unknown. The De

~ of 1823 is the only one to be still remembered to any 

degree. 18 

While a student at the University of Leipzig, Schneider 

served as organist at the University church, beginning in 

1807. In 1812 he became organist at the Thomaskirche and in 

18Franz Gehring and E. M. Oakeley, "(Johann Christian) 
Friedrich Schneider," The New Grove ... , Vol. 16, pp. 684-5. 
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1817 also accepted the position as music director of the 

city theatre. 19 

He later obtained the position of Hofkapellmeister at 

Anhalt-Dessau where he founded a Singakademie, and in 1829 a 

music school which was quite successful for about fifteen 

years. Among his pupils at the school was Robert Franz. 20 

I found no clue to any specific composition from which 

this melody was taken. Schneider wrote a few hymns as well 

as oratorios and instrumental works and with the small 

amount of information found, any of his music could have 

been the original source. Therefore it could have been 

placed in either this category or the previous one. 

19 Ibid . 

20 Ibid . 



CHAPTER XIV 

AN EARLY AMERICAN HYMN TUNE 

The tradition represented by this one tune was an 

important one in America's musical history. During the end 

of the seventeenth century and the beginning of the 

eighteenth, psalm singing declined so much in quality that 

church leaders realized something must be done. Ministers 

led a movement to reform the singing and the result was the 

development and rapid growth of the Singing School 

tradition. The purpose was to teach their congregations to 

read music and to sing properly, that is, to "Sing by Note," 

or in the "Regular way."l The old way of singing was called 

the "Usual Way," and the difference was articulated by one 

pastor this way: 

Singing by Note is giving every note its 
proper pitch, and turning the voice in its proper 
place, and giving every note its true length and 
sound. Whereas, the Usual Way varies much from 
this. In it, some notes are sung too high, others 
too low, and most too long, and many turnings or 
flourishings with the voice ... are made where they 
s h 0 u I d not be, an d s 0 mea r e wan tin g wher e the y 

IGleason and Becker, p. 20. 
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should have been. 2 

The Singing School movement began in 1721 with the 

instruction books put out by John Tufts and Thomas Walter. 

The books included an introduction to music notation and the 

rudiments of singing, plus a collection of tunes to be 

learned. Soon the itinerant singing master became a 

familiar part of the American scene, and eventually the 

tunebooks became, not compilations of material from the 

works of others, but products of native composers. 

A typical Singing School was conducted by first being 

advertised in a community and having subscriptions taken. 

The singing master would then come to stay for several 

weeks, holding classes two or three evenings a week, usually 

in a church or school room. If the teacher had published a 

tunebook the students would buy and use it, so that the 

tunes contained therein became familiar. At the close of 

the term (usually six to eight weeks) a concert was given, 

allowing pupils to show what they had learned, and no doubt 

serving to stir up interest among the listeners. 

The singing schools had a great impact in 
raising the general level of musical literacy, in 
greatly expanding the repertory of music 
available, and, probably most importantly, in 
e nco u r a %i n g the d eve lop men t 0 f nat i v e 
composers. 

2Ibid ., p. 2l.
 

3Kingman, p. 129.
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During the 1780s and throughout the next three or four 

decades tunebooks appeared by the hundreds, some of them 

in the tradition of Tufts -- tunes gathered from various 

sources -- but many containing original hymn tunes, anthems, 

and fuguing pieces by American composers. The first to 

issue a collection comprised solely of his own compositions 

was William Billings, perhaps the greatest of the Singing 

School masters. His fir s teo 1 1e c t ion , lb.~~~I..Q.9.1 an .9. 

~sal~-S~er: or, American Chorister was published in 

Boston in 1770. 4 This book contained 126 pieces and he 

iater published five more volumes of his own works. 

Other composers followed his lead, and the second of 

these to issue a tunebook which contained only his own works 

was Daniel Read.5 It was one of his tunes which found a 

place in Miriam's Timbrel. 

These early American composers all had other vocations. 

Bill in g s was a tan n e r b y t r ad e, And r e ~11 Law was ami n i s t e r , 

Supply Belcher and Jeremiah Ingalls were tavern keepers. 

The list could continue to include a carpenter, a farmer and 

mechanic, lawyers, legislators, and a horse breeder. 6 But 

they had some things in common: 

[The !'Jew England composer] was Anglo-Celtic 
by 1 in e age and Pro t est an t. .. b Y r eli g ion. Hew as 
no professional musician but a tradesman who 

4Ham m, p. 14 0 . 5 Ibid ., p. 153. 

6Ibid ., p. 154. 
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practiced music in his spare time. He was 
untutored in... orthodox musical grammar, his only 
training probably having been picked up in singing 
schools like the ones he taught himself. He also 
studied music by other composers like himself, and 
he probably looked at some British treatises He 
probably played no keyboard instrument He 
embodied the qualities of the image that Ameri9ans 
most like to associate with the Spirit of '76. 

By the end of the first two decades of the nineteenth 

century the works of these indigenous composers had begun to 

disappear from published tunebooks, as the influence of the 

Better Music movement (discussed earlier) took root. The 

music fell into disfavor and for many years was ignored. 

Not until the twentieth century has its significance been 

realized by American musicians. 

The music of the "Yankee tunesmiths" displayed certain 

characteristics, among them basically tertian harmony, muc~ 

use of the minor mode (usually harmonic minor) and frequent 

modulation to the dominant. The final tonic chord often 

lacked a third and consecutive fifths and octaves were 

common. However, the use of the tonic, subdominant and 

dominant seemed to have been generally understood, especial

ly at cadences. Scales were usually seven-tone and contra

puntal writing appeared, particularly in the anthems and set 

pieces. 8 

The hymn tune by Read generally fits the pattern 

7Richard Crawford, quoted in Hamm, p. 154.
 

8Horn, pp. 88, 180.
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delineated by Horn and may serve as a reminder of a whole 

body of music literature which is the American heritage. 

Its Ionely e xis ten c e i n ~ i ria m' s ....ll!!lQ.!.~ i s are min d e r 0 f 

the fact that this style was much denigrated by the "scien

tific" musicians of the mid-nineteenth century, and thus 

much wonderful music has been lost to generations of 

Ame ri ca ns . 



304 

Windham 

Treble 
.Counter 

Broad is the road that 

..J .J 
wis-domp shews·a nar-row'r path.__ With hert' and there a- trav-el • ef• 

Example 65. Marrocco and Gleason, Music in America 
1964, p. 126. 

Analysis 

Melody 

Scale: 7-tone No. of lines: 4 

Range: octave Contour: conjunct 

Compass: 1-1 Setting: syllabic 

Chief Caesura: II Sequence: none 

Final: I Shape: triple arch 

Rhythm 

Meter: 2 Accent: phrase endings
2 I I r I emphasized by 0 tied to d 

Repeated pattern: ~ ~ ~ c.l 

Harmonic rhythm: fast 
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Poetic Meter: 8.8.8.8 (long) 

Harmony 

Key: on F Mode: Aeolian 

Cho rd usa ge: pr im ar y, I II , Modulation: none 
ii o 

Form 

Phrase length: 4 mm. 

Form: strophic, AA'A' 'B 

Apparently misspelled (!!idndham) in Miriam's Timbrel, 

this tune proved to be the only one definitely traceable to 

an early American source. Without exception credited to 

Daniel Read, it first appeared in The American Singing Book, 

published in 1785 with a preface stating that the contents 

were composed by lIDaniel Read, Philo Musico.,,9 

Read was born in Massachusetts, studied mechanics and 

surveying, and served in the Continental Army during part of 

the Revolutionary War 0777-8). Before the war was over he 

had moved to New Haven, Conn., where he entered the business 

of publishing and selling books in partnership with Amos 

D001 itt 1 e . He a 1 s 0 ran a ge nera 1 s tor e an d did so me man u

facturing of ivory combs. His hymn-tune collections contain 

over 400 tunes by himself and others. His two primary books 

9 Met ca 1f, p. 95. 
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were The American Singing Book which went through five edi

tions between 1785 and 1795, and The Columbian Harmonist, 

issued first in three separate volumes (1793, 1794, and 

1795). The latter was combined into one edition (1795) 

which was then revised and enlarged in later years -- 1804, 

1806, and 1810. 10 

Read and Doolittle together edited twelve numbers of 

contained both sacred and secular music and, as Read says in 

the first volume, "it is intended to contain a great variety 

of approved music carefully selected from the works of the 

best American and European masters."ll 

In addition to his own collections, Read was asked to 

collaborate with others in the preparation of a tunebook for 

the United Society of New Haven. Read's name does not 

appear in the book (nor do any others) but Metcalf cites a 

primary source, Rev. George Hood, for this information. The 

finished work was called The New Haven Collection of Sa

cred Music, "containing a set of tunes adapted to the metres 

and subjects of the Psalms and Hymns in general use ... ," 

prin~ed at Dedham, 1818, by Daniel Mann. 12 

10Gleason and Becker, p. 529.
 

11 Me tc al f, p. 9 6 •
 

12 h
Hu g es, p. 529. 
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Read was "one of the most prominent musical figures of 

the post-Colonial era.,,13 

Read should be remembered for several 
reasons: his key role in the development of the 
unique melodic-harmonic idiom characteristic of 
American composed music in the decades after the 
Revolution, and the importance of his music and 
compilations, even greater than those of 
his ... contemporary William Billings, in 
establishing the 
fuging-tune. 14 

high popularity of the American 

13Irving Lowens, "Daniel Read's World," Music Library 
Association Notes, 9 (1952), pp. 233. 

14 Ibid . 
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SUMMARY AND CONCLUSIONS 

The Wesleyan Methodist Church, in its first years of 

existence, proved itself a child of the times. It was 

organized in response to an awareness of the urgent need for 

reform in the nation. As the primary issue of slavery became 

less pressing with the Emancipation Proclamation, other 

problems already recognized took center stage~ and the 

church continued to exist during the last half of the nine-

tee nth century as an institution with a mission. In common 

with many other denominations it labored in the areas of 

reform so important in the rapidly developing nation. 

In such a church, typical of others of the time, music 

played an important role, but it was not a matter of top 

priority. Rather it was one element in a tapestry of many 

colors, which served to support the work being accomplished, 

and helped to shape the worship attitudes and practices of 

the young denomination. 

The people who formed the new church came from many 

different backgrounds and reflected a variety of musical 
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traditions. From this came differing ideas as to how the 

music program should be carried forward. Ag re em en ton th e 

basic purpose of music in the church struggled with 

disagreement as to how that purpose should be implemented. 

Music was seen as an aid to teaching doctrine, as a 

means of unifying the believers, and as an avenue of 

inspiration and outreach. It became an effective tool for 

furthering the ideals of reform and of personal commitment 

toG od . The Wesleyan Methodists were not innovative in 

their approach to church music, but rather perpetuated many 

of the practices of the parent church in both vocal and 

instrumental music. 

Congregational singing, at first using the "words only, 

pocket hymnal" type of songbook, played the most prominent 

musical role in those early years, just as it continues to 

do today. Much effort went into developing a denominational 

hymnal which could be used by all of the churches. While 

the leaders were not totally successful in providing a book 

which would satisfy every local church, many hundreds of 

hymnbooks were published and sold, and presumably put to 

good use. Full participation in group singing by every 

par is hi on er was e nc ou ra ge d, and mem ber s too k th e re sp on si bi

lity seriously. Thus there was protest when it seemed that 

a trained choir was usurping the privilege of the individual 

believer and controversy entered the field. Whether or not 

there should be such a trained choir, how much they should 
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be allowed to sing in a worship service, and what sort of 

music they should sing all became matters of consideration. 

These issues were resolved, not by the denominational lead

ers, but by individual congregations, according to local 

attitudes and customs. Some churches preferred primarily 

congregational singing; others used the trained choir more 

frequently. But always there seemed to be an emphasis on 

the spirit of the Discipline, i. e., avoiding empty form in 

singing and maintaining a musical practice which would keep 

sound doctrine and guard against the entrance of personal 

The use of instrumental music was an area of 

disagreement just as it had been in the earliest Methodist 

churches in England, and as it had been in the American 

Methodist Episcopal Church. It was a matter of concern in 

many denominations in both the eighteenth and nineteenth 

centuries, with a few even carrying the question into the 

twentieth century. 

In the Wesleyan Methodist churches the objections were 

primarily based on disagreement over the interpretation of 

Scriptural accounts of instrumental usage, over the problem 

of obscured words, over the issue of "worldly" imitation, 

and over the expense of an organ or piano. These difficul

ties meant that the denomination as a whole was slow to 

bring instruments into the churches, though individual 

groups did so almost from the beginning. Decisions regar
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ding this usage again reflected local custom and attitudes 

rather than an official church position. Though the church 

recommended the exclusion of instruments, it refused to 

legislate the matter. 

These trends were conservative ones. By mid-nineteenth 

century many large, urban churches in America had long since 

admitted choir singing and instrumental music. The Wesleyans 

and others like them were swimming against the flood musi

cally, just as they often were in areas of social reform. 

The people who formed the Wesleyan Methodist Church 

came out of many different denominations. At the organizing 

convention representatives of at least nine such groups were 

on hand. The pastor whose church hosted the convention 

rep or te d: 

There were present and acting ... members or 
ministers, or both, from the following Churches: 
Methodist Episcopal, Methodist Protestant, 
Protestant Episcopal, Reformed Methodist, 
Primitive Methodist, Congregational Methodist, 
Free-Will Baptist, Congregational, Christian, and 
perhaps some others. l 

The strong opposition to slave-owning by church members was 

shared by many from these and other denominations and the 

new body at first grew primarily by drawing members away 

from those churches . 

... it was found there were about six thousand 
members ready to adhere to the new organization. 
[One report] gives the number of ministers as 

lQuoted in McLeister and Nicholson, p. 27. 
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nearly two hundred. [Another] says that there 
were t wen t y - two [m in i s t e r s] fro m... t he Met hod i s t 
Episcopal Church, as many more from the Protestant 
and Reformed Method±sts, and forty-four others who 
reported by letter. 

Thus the new church was formed by people who brought 

with them already-established principles of worship, and 

the music practices which characterized the early years of 

~~esleyan Methodism in a very real way may be seen as repre

sentative of many small Protestant groups in America. 

Perhaps because of this very diversity, the controversy over 

worship practice was more heated than it might have been in 

other circumstances. If the church had formed with a small 

group of believers, and growth had taken place by adding new 

converts, the worship style could have evolved gradually 

along with the growing church. 

The Wesleyan Methodist Church proved to be a child of 

its time in the type of hymn tunes used. Taking the tunes 

suggested in Miriam's Timbrel as a reflection of those com

monly employed, the pattern which emerged was one similar to 

that of the Protestant Church throughout its history. I 

have no wish to say that the Wesleyan Church is the epitome 

of Reformation practices, yet it seems to me that a commen.t 

by Blume is appropriate. "Just as the Refor.mation, by its 

protest, reflected in many ways the intellectual currents of 

its age, so also did its music arise from the contemporary 

2Ibid ., p. 36. ' ..' ~ 
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stylistic surroundings.,,3 This was certainly true of the 

Wesleyan Methodist Connection. The various backgrounds from 

whi ch thesetunesc am e h av e bee n disc us sed and the pic t ur e 

that has emerged is one of a church very much influenced by 

the contemporaneous music scene. In worship practices there 

was resistance to secular infiltration, but in the types of 

hymn-tunes used the effects of popular music trends, both 

sacred and secular, can be clearly seen. 

The two strongest trends which affected the church 

music were widely separated. The "better music" movement 

headed by Lowell Mason exerted a powerful influence on all 

American church music in the nineteenth century, especially 

among the east coast and urban churches. Eleven of the 

forty-four tunes in Miriam's Timbrel were written or 

arranged by Mason himself, three others by musicians 

directly associated with him and his work. 

The popular parlor song style of the day was perhaps 

more important than Mason's music in shaping the musical 

material of the Wesleyan Methodist Connection. While 

Miriam's Timbrel was possibly not intended for use in Sab

bath worship services, it nevertheless may reflect the musi

cal tastes of the people. About twenty of the suggested 

tunes belong to the parlor song style, including the twelve 

parlor songs whose composers are known, and eight of the 

3 Blume, p. 3. 
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nine tunes from folk song background. The strong Anglo-

Celtic folk song influence mingled with the styles of popu

lar song-w'riting, so that whether or not the composer of a 

tune could be identified, the end product was quite similar. 

Eur 0 pea n mu si ca 1 t a s tee0 ntin uedt 0 ha ve abea r i ng 0 n Ameri 

can musical directions. This thought was borne out by the 

appearance of ten tunes derived from European sacred or 

secular works. Indirectly, of course, this influence was 

much more powerful, since the works of Mason, the parlor 

songs, and most of the tunes of folk song origin point back 

to the music of the Old Country. 

It is clear that even in its pround independence and 

growing national pride and power, American music was still a 

product of its parents. Only two of the forty-four tunes 

appear to be truly American in origin . 

.§.gain, was probably a child of the camp meeting movement, 

wh i 1 e 0ani e 1 Rea d's ~l nd h a.!!! i s the 1 0 n erepre sen tat i v e 0 f 

the New England singing school movement. 

Two of the original forty-six suggested tunes were 

never found. Those tune names are Keely and Kirkland. 

Perhaps some day they too will be added to this glimpse of 

the church music of the past. 

The tunes which were found have been analyzed in an 

effort to discover their particular attributes. The charts 

below display these at a glance, and are followed by a 

final summary of all the tunes studied. 
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THE "BETTER MUSIC" SCHOOL
 

Boyl- Duan Elt- Har- Heb- Miss Mt. Ortn- Rock- Ward Watch Zion 
stan St. ham well ron Hymn Ver ville ingham man 

MELODY 
No. of 

-::sTc-::a.:.l~e~t~0.:.:n;;.e.:::s..:..: 6 6__6__6__7 7__6__6 6 6__7 7_ 
Scale step 

omitted: 2 6 6 7 7 7 4 4 
Ra~n~g~e':=-:==-=------;:'6th 9t'hOc't9th 9th oct 9th oct---9tii""'""6tL:'h-~0~c~t----;-1-:::O~t;:-h 
Chief Caesura: V -- 1 1 1 V -- 5 -II - 5-- 1 2 - 1 
~F'TI~na~l~:~="='='';:;';''--'v 1--1--1-1--1-1I-I-1--1--1--r--3

..,N.;.o.;",,.,.,o;:..f:.....;1::..;i:.;n.:.;e::.::s::..;::......__4 4-8==8=4==8=-4-=5==4==4==6==6= 
CONTOUR 

~CT0.:..:n~l.:.u.:..:n.:.c.;:.t..:.: X ---,__X__X__X X -.--_X X__X x__--;-_ 
Disjunct: mod mod 51 

SE~T;.T~IN+:G~:..::.:-------_· ---------- -----------

~S~y~l~la::-:b~ir:c~::_---_'X-----':----'X----.r--X_-X_X--X--X-----.----X--X-
'iN~e~um=a..::.t.:.ic=-=-: s 1 5 1 51 _ 

SHAPE 
Common: X X X X X X X X X X X X 
~un~u""s':'-u::.;a..:.,l~:~----- -- -- -- -- - -- -- -- -- --- 

METER 
Duple

;;;.Q.:.u""a.=.d,:=-r.=.u""p.:.l.:.e..:..: -:':' X__':":""""_--:':_--:':_--:-_X__X_ cmp d__.,.,...-__X__.,.,...-__.,.,...-_
Tri pIe: x .x__X_X. x x x_ 

REPEATED PATTERN__yes__yes_no__yes_yes__yes_no_yes__yes__no__yes__yes_ 

HARMONIC RHYTHM 
;=.S.:.1.:.07w..:.: ---, -.----,--X.---.--__-.---X X__--:-: -.---m ad mod 
;...F.=.a.:.s..:.t..:..: lIIod mod mod mad mOd X mOd _ 

l'UlllL ~II Illl 

Traditional: X X X X X x 
~p;:a~r~t~i~c~u~l~a~r::~=======_-_-_-_-_-_-_-=--=--=....--:-:X---::X===__- -_-_-_-_""'X---:-:X====_-_-_-_-_-_~~_-_-_===~X:-:-_-_-_-_-X,-_

HARMONY 
Ke y : C A- fl G G B- f 1 FCC G B- fiE E 
;-;M70~de-:-:-:-------=-maj maJ_maj maj_maj maj_maj_maj_maj_maj mat_maL 

CHORD USAGE 
Primary only: X X 
Plus secondary: X X X X X X X X X X 
Plus complex: -
ModuLI ti on: trn no no no trn t rn no no trn trn trn flO 

STRUCTURE 
Basic song form: X X X X X X X X 
Through-composed: X X X X 
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PARLOR SONGS
 

Af- Be Isle Life Mar- Rose Sprk- Sun~ Tis Trb- Wat- Wood
ton Kind Bty Let s115 Prs ling set Own adr 'ctllH man 

MELODY 
No. of 

~sTc~a.;:.1~e~t~0:..;.n.;:.e.;:.s.:..: 7__7__7__6__7__5 7 7__7__7__7__7__ 
Scale step 

omitted: 7 6,7 
Ra='n'='g-=-e-=-:-=..;:..::..:..-------,;9;L"t"Lh::::::::·-=-Q-=-cT"t_-9"'"t"'h=----=-oc t 9thoc t-'7T"ti:'"h---;9:;"1t"h=---::7"t:Lh:--r:9:1:'t";:"h-"'"9T"th;:----:9~t"'h=---
Chief Caesura: 1 1 1 --II - V I 1 III 1 1 5 1 
i="fTIn':-a:--lr-:::-=-";';;;";;;";;;;":"'::":"---1--1--1- 1--1--1--1--' 1 -1--1--1--1-

:-:N.;O,*.~0..:..f......::.l-=i.:.;n-=e.::.s..:.: 8==8-8_4 ,4_8, 5_10_4, 4_10==8==4_8, 4_8===
CONTOUR 

Con,jLinct: x X X X X X 
DIsJunct: mod mod mod sl s1 51 

SETT ING 
Syllabic: X X ' X X X X---- --Neumatic: mod mod mod mod mod X 

SHAPE 
Common: X X X X- -- -- X· X X X X X- - --
unusual: X X 

ME TER 
Duple

:;.Q.=u..;:a.=d..:.r:;:.u..t:D..:.l.=e..:.: --:":"__X__X__cmpd_X_cmpd_X__X__X__x__x x_.__
Triple: x _ 

REPEATED PATTERN__no__yes_yes_yes_yes__yes_no__no__no__yes_yes_yes__ 

toHARMONIC RHYTHM 
,:.5.;:.10;;..l1li,:,-,-: X mod mod X X X mod X mod X X mod 
Fast: 

POETIC METER 
Traditional: 
;...P.;:.a.:..r-=-ti.:..c.:..u::.;l:..;a:..;r;...;:~ x uncI'- X X uncI- - - xxXXXX uncI- - - -- - - --

HARMONY 
Key: A G f f A- fl F B- fl 0 C E [) F 
~M';:'o"':-de':"-:-------ma]__maj_maj__ma-j_-maj__ma-j_-maj__maj_maj_maj maj_ma-j~_-_-_ 

CHORD USAGE 
"t 1111 IS. Y IIII I ) i 

STRUCTURE 
Basic song form: X__X__X__X__v-__X_'__X__X__X__X__X X _ 
..:.T..:.;h..:.r..=o..=u:.::lg..:.;h:..-..=c.=o.;::ml::p.=o.=s.=e:;:.d..:.: X _ 
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FOLK TUNES
 

Amer- Be- Bruce Buy Cram- Kath- Nvr Oft Rosin 
ica Ive Addrs Brm bam leen Part Stly Bow 

MELODY 
No. of 

..:;s""c..=:a..=:1.=e..,..-=t.=0.:..;n.=e.=s.:;,.: 7 7__7 7__7 6 7__6__6 _ 
Scale step 

omitted: 7 7 4 
Ra~n"'g'::'e':;":.::.=.=-=------::7:Lt7h---o -c;-t-0-c:-t;------::9::;:t...,.h--;:;9,..,.t7h-~7t h 12 t h 7thl2~ 

Chief Caesura: 1 1 11 1 V ! 1 - 1 - 1 
~FTln~a~1~:-=-=-:'::'::'::':"':::":""--1---I 1-1-1~l~1~1~1~ 

:-:N~0..,;,.~0..:..f--=1.:;,.i.:...:n..::e..::s..:.:---7 8_4_ 4, 4_8==4 4, 6_12==8== 
CONTOUR 

Con1unct: x x X X X X X 
;;;:DTi..:..:s"'i-J-=u..:..:n-=c7t..:.:-----' --- --- ----- ----51 mod 

SETT ING 
Syllabic: X X X )( 

Neuma tic: sl s1 mod mod 51 
SH';;'Ai;PEF~;;'::""'------ -------

Common: X X X X X X X 
..::U.:...:n-=u=.s=.ua=-=-l:..: X --, X _ 

ME TER 
Duple-

7Q~uTad=-=-ru=..Jp"-'1:..;e:..;:'----___;';---c __--:":"__ __ __ __X __mp d_X X c rnpd X __c mpd
..;..T.;..r.:;,.iJ;;,p.:;,.l.:;,.e.:;,.: X X _ 

REPEATED PATTERN__yes__yes_yes__no__no__yes__yes_yes_yes__ 

HARMONIC RHYTHM 
.:;,S..::l.:;,.0"i-w.:;,.: ----:;__mod mod X x mod X x X 
;....F..::a..::s.=t.:;,.: mod _ 

POETIC METER 
Traditional: X 
~p~a~r~t~i~c~u~1~a~r~:~=======:7x---u-n-c7"1-:7X=====77X===-u-nc""'1-u-n-c--'1===_-_-_-_-_7:x--u-n-c...,.1-

HARMONY 
Key: G E-fl F G D A F C F 
i-.M~o~d-=-e~:---------:-ma r-._m aj_ma 3 __mar__ __ma jmar- __maLiiia jma-j=== 

CHORD USAGE 
Primary only: X X X X X X X 
Plus secondary: X X 
Plus complex: 
Modulation: no no no no no no no no no 

STRUCTURE 
Basic song form: X X X X X X X X 

X 
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EUROPEAN SACRED TRADITION TUNES
 

Martns- Nurem- Portu Scot Tall is Watch
ville burg guese I and Eve man -

MELOOY 
No. of 

-=s-.:;:c-=a-=1-=e~t-=0.:..;n-=e-=s..:.: 7 6 7 6 7 7 _ 
Scale step 

om it ted: 4.,..
Ra-='n.:.:cg-=e-=:-=-=-=-=----.....,..9":'"t:-h---oct 

,..--__7..,...
oct oct 

---......,.....- 
oct oct 

~C:..;.h-':-l.;.eTf~C~a.::.e.::.s~u.:..r~a.:..: 1 1 V 2 1 --  V 
;.,.F".:..i:.:.na::.1:..;,.:..........-  1----1 1 1 1 1-- 
;..,Nc:0-=. .,..,-;;,0.:..;f.......;;;1-=I.:..;n_=e_=s..;.: 4 4 5 5,3 8 4 _ 

CONTOUR 
.;;c:;.o..:.:n~l..::u.:..:n..::c..;:.t..:.:------x----x----x----x~--x,----....,....-
~D~i~s~j.;;,u:...:n-=c-=t..:.:-------------------------mod 

SETTING 

f.S~y-=l-=l..::ac.:;:b-.:;:i-=c-=:-----......,.,----...___---___;---____,---x,------
"'N';;;e:i=u.:..;'"-=a-=t..::i-=c..;.: x sI mod mod ,mod 

SHAPE 

;::C..::o.:..;m.:..;ill..=o.:..;n~:-------X----x----X-----:-:---___:_:----X--
.=u.:..;n-=u..=s-=u-=a-=l..:.: x x _ 

ME TER 
Oup1e

Quadruple: X X ______X X ._. 
l!:..!1!.I1' : x _ X 

REPEATED PATTERN yes no yes no n o n 0 _ 

HARMONIC RHYTHM 
;;S.:..l.::.o.;:.w..:..: ,mod -,- -,- X .,.,.- ---,- _ 
:...F".::,a.;::.s..::,t..:..: mo d mOd X,__-:mod 

POETIC METER 
,;,T.:.r..::a~d..;i..::t..:l ...o..:.:n..::a..:1..:.:----X----_---_---_---X,----X--_
;.P..::a..:r...::t:.,:i..::c..::u..:1..::a..:r...::: X, X, X, ----__ 

HARMONY 
Key: G.~ G A B-f1 on G E-fl 
Mode: maj maj ma-j-- maj--Mxolyan-maj - 

-- -- - /maj - - 

CHORD USAGE 
jqP:-Tr-=i.:..;m..=a-=r..Ly..,..-=o.;,:n-:;l~y..;.:---......,.,----.,.,....---~---x---:-:----___,.,...__-_
Plus secondary: x x. x, x. x _
 
Plus complex:
 
Modulation: no no trn no no trn
'--- '--- -- -- 

STRUCTURE 
Basic song form: 
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EUROPEAN SECULAR TUNES EARLY AMERICAN TUNE 

Ab- Avi- Beler- Lis .. Wind
snce son" ma cher ham 

ELODY 
No. of 

scale tones: 6 6 5 6. 
Scale step 

omit ted: 7 7 4,7 7 

'" 

Range: 6th 12th_lath_9th 
Chief Caesura: I V 2 3 
Final: I 1 1 I" 

6__4,2 4No. of lines: ___ 7 
cONTOUR 

Con1unct: X X X X 
Oi sj unct: 

5ETT ING 
Syllabic: 
Neuma tlC: moo___s l__Sl X 

5H APE 
Common: X X X 
Unusual: X 

ME TER 
Duple-

Quadruple: X X 
Triple: X X 

RE PEATED PATTERN no no yes no 

HA RMONIC RHYTHM 

7 

oc t 
II 
I 
4 

X 

X 

X 

X 

yes 

Slow: X mod
 
Fast: mod X
 X 

PO ETIC ME TER 
Traditional: X 
Particular: X X 

HA RMONY 
Key: F F 8-f1 
Mode: ma j__ma j ____ma j 

CH ORO USAGE 
Primary only: X 
Plus secondary: X X 
Plus r.ornplex: 
Modula t Lon: no trn no 

---- X 
X 

---- ---- ----

G on f 
maj AeolIan 

X 
X 

no no 

ST RUCTUHE 
Basic song form: X X X 
Through-composed: X X 



320 

w'.
The charts show clearly the relationships within each 

particular category. In general there is a fairly high de

gree of uniformity within each group, but there is also an 

overall similarity among the tunes. The following summary 

will make some of these trends more obvious. Numbers given 

are based on the total number of 44 tunes. 

No. of scale tones: 7-tone/2S, 6-tone/17, S-tone/2 

Step omitted: 7th/12, 4th/S, 6th/3, 2nd/l 

Melodic range: 9th/16, oct/1S, 7th/ S, 6th/3, 10th/2, 12th/3 

Chief Caesura: 1st scale degree/2S, Sth/10, 2nd/7, 3rd/2 

Final: 1st scale degree/41, 3rd/2, Sth/l 

No. of lines: 4 or 8/29, remainder used an irregular number, 

such as S, 6,7,10 

Contour: conjunct/32, various degrees of disjunct/12 

2~!.!ing: syllabic/21, slightly or moder"ately neumatic/20, 

ne umat ic /3 

Shape: common melodic shapes/37, unusual/7 

.!:!~g.!...£ s imp 1e du p 1e 0 r qua dr u p1 e /2 4 , s imp 1 e t rip 1 e / 14 , 

compound duple/6 

Repeated rhythmic pattern~: yes/28, no/16 

Harmonic rhythm: generally slow/29, gen:erally fast/1S 

Poetic meter: particular or unclassified/31, traditional/13 

~ 4-or-less flats/20, 4-or-less sharpsll9, C/S 

Mode: major/42, modal/2 
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Chord usage: primary and secondary/28, primary only/iS, with 

more complex chords/l 

Modulation: none/29, transient/13, real/2 

2tru£!ure: simple song forms (mostly varieties of ABA or 

AA ) / 30, th ro ug h- co mp as ed /14 

The tunes, with few exceptions, may be characterized as 

relatively simple, easily learned, and in the popular 

styles, both sacred and secular, of the nineteenth century. 

By surveying these tunes one may gain a sense of the 

musical styles which were prominent in many smaller American 

Protestant denominations of the time. Miriam's Timbrel and 

the Wesleyan Methodist Connection have provided a mirror in 

which church music practices and attitudes of a segment oJ 

American culture have been revealed. It is my hope that 

others may share with me a real delight in the new awareness 

of this heritage, and that we may all learn from the past 

something of value for the future. 
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