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ABSTRACT
KAREN L. SHADLE: Singing with Spirit and Understanding:
Psalmody as Holistic Practice in Late Eighteenth-Century NewaBdg|
(Under the Direction of Dr. Philip Vandermeer)

Late eighteenth-century New England was, above all else, a society based on
religion. As such, sacred song dominated the musical landscape and was periaamed i
wide variety of both private and public contexts. With growing political independence
came a desire for some degree of cultural independence, and a school of native
composers of psalmody flourished. At the same time, the eighteenth century’s major
religious movement, the Great Awakening, refocused religious thinking anchdeda
new understanding of acts of devotion. This new theology called for an emphasis on
biblical literacy, emotional outpouring, and each individual’'s unique relationship with
God, among other things. Psalmody embodied this radical shift and offered aeconcret
way of practicing the ideals of the Great Awakening. The discourse of sacredtsbisg
time addressed the ways in which it improved the whole person—soul, body, and mind.
Religious leaders, composers, and tunebook compilers alike endorsed this holistic view
of psalmody, believing that the act of singing was crucial for the ovezalth of

individuals and whole communities.
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PREFACE

In discussing the deep connections between religious and musical lifghieesith-
century New England, | find myself immersed in a topic that speaks ditectly own spiritual
and professional life. As a Christian, a singer, and a church musician, | canhredataito the
arguments presented by religious leaders and commentators in early Aiangeof their
conclusions are, | believe, very much relevant to music ministry in @nrighurches in the
twenty-first century. For example, the assertions that the agihg sacred words aligns the
soul, body, and mind with God, holistically heals the individual, and requires thepeitin of
all regardless of innate skill level are themes that | refzéah @nd again to choirs and
congregations under my leadership.

The subjects of this study would likely agree that psalm singing etetratesoul,
bringing it closer to God, and that sacred song discourages sin and encogtagegians.
Statements such as these are no more empirically provable today a&tben the eighteenth
century; they are not presented as facts, but rather as statefetitious truths that were more
or less commonly held by white Protestant Christian groups in New Englaadinderlying
premise of these beliefs—that is, that a more personal relagponihi God is both possible and
desirable—is foundational for the formation of American Protéistanand it continues to find
expression in modern Christianity and in American religious culture. As somdmngrmly
believes (1) in God, (2) in a personal connection with God, and (3) in music’s impoléaint
fostering that connection, | have a unique relationship to the subject esegrch, as | uncover
materials that resonate with my own Christian identity and missiariesler of congregational

song.



Furthermore, because of my intimacy with the topic at hand, | felt thateasarcher, |
could become something of a participant observer in this historicaleuitlthough | could not
directly converse with the long-deceased subjects of my research, | nesetteempted to
interrogate their values, attitudes, and feelings and to reconstrutdica @b their way of life.
One way of achieving more of an insider’s perspective on this reperterjovsang the songs
myself and to teach the underlying attitudes about singing to the vocal gribupghieh | have
regular contact (i.e. choirs and congregations). Because of theseedasenty own spiritual and
ministerial life, | admit that it is sometimes difficult to intetradth the discourse of sacred song
presented here without some measure of enthusiasm. | hope that the nelsdeo hias in my
conclusions and treatment of the repertory, but rather a passionaterargawith the material.

Secondly, | wish to draw the reader’s attention at the outset to diogjkaphic source
that figures prominently in my researé&tarly American Imprints, Series |: Evans, 1639-18900
a recently digitized collection based on the extensive and celebrateditAmBibliography” by
Charles Evans (and portions of the supplement by Roger Bristol). It includssititis of
documents—music, pamphlets, legal documents, textbooks, and other miscellany—egublish
America. Many of the primary documents that | investigate in this studyiabpsermons and
speeches, were accessedigaly American Imprints(Throughout, | make note of this using the
abbreviatiorEAIl.) These materials were invaluable in helping me constructeeclpicture of
the culture surrounding sacred song in the late eighteenth century, and a rogjbstyon-
musical sources (and some of the musical ones) have not been explored by stlalte. With
primary sources in this convenient, online, and searchable format, | wae abteduct my
research with infinitely greater speed than | otherwise could Eavly. American Imprints
represents exhaustive work by many bibliographers, researchers, andtébraicians, and its
existence greatly facilitates the interpretive work of musigists, who seek to analyze, situate,
and understand the music that is now so readily accessible. | am muchdrideditéhose
involved in making these materials available, and | highly recomi&hdSeries (and its

Vi



companionSeries Il: Shaw-Shoemaker, 1801-1BttOscholars of American music. | hope that

more research is coming that will make use of these excellentcesou
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INTRODUCTION

Benjamin Franklin, reflecting on sacred music in eighteenth-century Aaeri
remarked, “one could not walk thro’ the town in an evening without hearing psalms sung
in different families of every street.Franklin’s observations reveal a culture saturated
with sacred song in which many segments of society—dlfefentfamilies ofevery
street"—embraced singing as an important part of everyday life. Althoeighas
speaking specifically about his time in Philadelphia, Franklin’s comnmeigist apply
equally well to the broader area encompassed by the northern coloniesPwdtestant
theology pervaded daily life. The act of singing seemed to accompany both public
worship and private devotion, small social gatherings and large, communitgvadts.
Observers of this scene, including writers such as Franklin, religiousdeadd
composers of psalmody, cited the omnipresence of sacred song as evidésabftity
to draw a community closer together. They believed that the act of singiregl seords
improved the whole person—soul, body, and mind—which, in turn, built up the society
in a wholesome way. | argue that sacred song, viewed through this lens, contalauted t
radical shift in American religious thought. Psalmody embodied the new pkssoné

the Great Awakening, the diminishing authority of doctrine and hierarchazighip,

! Benjamin FranklinFranklin’s Autobiographyed. Frank Woodworth Pir@ew York: Henry Holt,
1912), 115. Franklin began writing the autobiogsaphl771-72 and continued to work on it until his
death in 1790. Here, he speaks of the conditiofhifadelphia at around mid-century.



and the cooperative ethos that was so crucial to the health of New England communities
during the volatile decades of the late eighteenth century.

The intertwining of religious devotion through song and the hum of daily life is
not surprising in the context of early America. Religion has been an importaof piat
in America for much of its history, especially for the first Anglo-Aio@n settlers. Many
of those individuals were prompted to make the long journey to the New World because
of religious intolerance in their homelands, and many of the first Americamuaaities
formed around commonly-held religious beliefs. After the initial wave tbieseent in
the seventeenth century, the colonies grew in number, establishing their ovamthws
norms for religious toleration. Each colony became identified to some extent by the
religious group or groups it harbored. In some colonies, laws and moral codemeere
and the same. Church buildings were usually the most prominent edifices in any
community, often doubling as meeting places for governing bodies and civic groups.
Religiosity pervaded almost every aspect of life, and religious rhétonmed the
foundation for writings on a variety of subjects, including politics, medicine,rdurre
events, family life, geography, and science.

Religion was at the heart of music during this early period of Americanistor
too. More specifically, religious devotion found expression through vocal musicedSacr
song dominated the musical landscape, and religious allusions could be found in nearly
all types of secular song as well. Bibles and sacred tunebooks formed a largegroport
of the inventory of American printers; their popularity amid scarce resoundiestes
their importance to colonial society. Traditional musical “institution&g professional

orchestras and opera companies, were, for the most part, not to be found in eighteenth-



century America, but the church and the singing school were two venues that promoted
sacred music in nearly every town and city in New England.

Unaccompanied sacred song proliferated to a greater extent than insttumenta
music in late-eighteenth century America for a very practicabredke voice was
virtually the only musical instrument available to early Americans. Newaad{g
churches and singing schools were rarely equipped with instruments of any type.
Instrument-making in America was in its infancy, and while a few wealthychla and
individuals owned keyboard or other instruments, most did not. In the absence of
instrumentsa cappellasinging was the norfThree- and four-part settings, which
suited all vocal ranges and highlighted the interdependence of voices, became the
favorites of American congregations. A lack of instrumental resourcesdfarcepertory
of vocal music on settlers, but what might have been perceived as a handicap soon
became a strength. The voice and its unique qualities and capabilitiescaerge
hallmarks of this period of American music.

In establishing a repertory of sacred vocal music, eighteenth-cenneydans
absorbed a broad range of influences both from Europe and their own natural
surroundings. In spite of the American Revolution and its anti-Loyalist sentiewt
Englanders were deeply connected to cultural and philosophical trends of the @ld Wor

They were at the same time children of Enlightenment rationalism, emdptaarning

2 In this sense, American congregations, small,lioed, and with loose or nonexistent ties to
denominational hierarchies, had much more in comwitinthe rural English parochial tradition. See
chapter 6, “Country Psalmody,” in Nicholas Tempgriehe Music of the English Parish Churctol. 1
(New York: Cambridge University Press, 1979), 1413-2

3 Although vocal music was more popular and accéséib practical reasons, there was a handful of
composers of keyboard and harpsichord music adtiviag this period also, notably Francis Hopkinson,
Alexander Reinagle, and Benjamin Carr.



and philosophy, and down-to-earth pragmatists, immersed in the realitiesreha ha
isolated, and unpredictable environment. The singing voice seemed to bridge the gap
between these competing influences. The voice was the ultimate practicahersi—
portable, universal, inexpensive, capable of a wide range of expression, aytaaesi
through regular practice. The act of singing was both a lofty expression ahlarnistry
and a mechanical movement of the body. In this context, sacred song was not for mere
listening; it was something to wholly participate in—through sincere belidfa
religious sentiment it expressed, skillful exercise of the vocal instryedtcareful
understanding of the music and text. In other words, sacred song required the full
commitment of soul, body, and mind. Writers, religious leaders, and composers alike
discussed sacred song with attention to this threefold division of soul, body, and mind,
emphasizing song’s ability to benefit each of these three aspects of the whale hum
person. The term holism, with both its modern medicinal and spiritual connotations,
although not used by eighteenth-century writers most accurately dedtrbe
predominant attitude towards individuals and their relationship with sacred sohg. Wit
this focus on the whole person, these authors pointed to sacred song as a concrete way of
practicing the new religious ideals of the Great Awakening.

| believe that a theory of sacred song, which integrated soul, body, and mind and
posited a direct applicability of theological ideals to everyday life thr@ang,
underpinned the discourse psalmody. Like most other things in eighteenth-century
America, this theory drew on scripture for support and justification. Colonigiones
leaders seemed to have a particular affinity for St. Paul, who, like thekedwvar build

new Christian communities with limited resources. Paul’'s words on singimgothe



core of the holistic philosophy described above. In his first letter to the Qlanaf Paul
argues for a unified and multi-layered approach to song: “I will sing wit® i, and |
will sing with the understanding also” (1 Cor. 14:1%)e endorses the physical act of
singing (as opposed to mere listening), and calls for an inspired performamnek as a
high degree of mental engagement.

Late eighteenth-century preachers, tunebook compilers, and composers took this
rather demanding philosophy to heart, often describing it in terms of an inward and an
outward expression of psalmody. This Pauline quotation appears, with commentary, in
the prefaces of many late eighteenth-century tunebooks, serving as egfistiffor
learning simultaneously the methods of psalmody (the outward expression) and the
meaning of the text (the inward expression). Presbyterian minister and Mdhegm
Samson Occom presents such an argument in the prefadehoice Collection of
Hymns and Spiritual Song$774):

The People ought not to be contented with the outward Form of Singing,

but should seek after theward part:—There are two Parts of Singing, as

St. Paul informs us, in 1 Cor. 14, 16w{ll sing with theSpirit,and | will

sing with theUnderstandinglso.) To sing without the Spirit, (though with

good Method) is like the Sound of a musical Instrument withoutLife.

Occom argued for singing that combines technical facility (*good methodki) wi

something more intangible (“the Spirit”), which brings life to the vocatumsént.

Similarly, Thomas Walter’s instructional text from 1721, reprinted sevenaistin the

* This and all other Biblical passages in this stadytaken from the King James Version, the stahfiar
most English-speaking Protestants then and now.

® Here, as with all quotations from primary sourddsve kept the original orthography. Emphasesrare
the original unless otherwise noted. Samson Océo@hoice Collection of Hymns and Spiritual Songs;
Intended for the Edification of Sincere ChristianEAll DenominationgNew-London, CT: Timothy
Green, 1774), 3. Accessed #arly American Imprintsed. Charles Evans, series | (New Canaan, CT:
Readex, 2002), hereafter noted=as.



1760s and 70s, explains the rules of music and the art of singing and connects the
outward, bodily aspect of singing with the inward, heartfelt aspect, conclu@inigatn
are essential for an acceptable act of praise to God. In the prefater, M&lides a
document signed by the influential Puritan ministers Cotton and Increaser Méobimg
with fourteen others:

We would above all Exhort, That tihheain Concerrof all may be to make

it not a meeBodily Exercise, busing with Grace in their Hearf& with

Minds Attentive to thdruthsin the Psalms which they Sing, and affected

with them, so that in theldearts they may make a Melody to the Lbrd
The authors emphasize that singing cannot be merely physical; it ndgassalves the
hearts and minds of the performers as well. Passages such as these in tunebooks and
theoretical treatises show that the compilers and authors were relige$i as musical
men who saw the spiritual, bodily, and intellectual aspects of singing t@Xticably
mixed. The idea that lay persons were capable of involving their minds and bodiess in ac
of devotion (as opposed to being passive observers) was part of a radical skigfiounsre
thought that could trace its roots back to Martin Luther and the Reformation. Pgalmod
and the institutions surrounding it made this body-mind-soul spiritual experience
accessible and expressible for the broad public.

Preachers also espoused this teaching about sacred song and sought toireach the
congregations by filling their sermons with messages similar to those founteivobks.
They often applied musical terminology, such as melody and harmony, tdodeker

relationship between inward and outward expressions. Consider these exampletefrom la

eighteenth-century sermons:

® Thomas WalterThe Grounds and Rules of Musick Explained: or, #roHuction to the Art of Singing by



Between the voice and the heart, there should be the strictest hdrmony.

This duty is to be performed, not only with an outward gracefulness of

voice, but also with inward gracious melody, and elevated, spiritual

devotion of hear.

In singing praises unto God the heart must be engaged ... Chanting hymns

of praise to God are pleasing to him, only when they are the outward

expressions of inward pious affectiohs.

A hymn entitled, “The Inefficacy of Hymns without Devotion,” from a 1783 ctitbeg
best summarizes this belief about the integral union of body and spirit in the act of
singing:

But what are tuneful, sacred songs,

Or what our measur’d lays?

Unless thy spirit warm our hearts,

How flat—our hymns of prais&!

Observations about the salutary effects of singing were not only to be found in
sacred tunebooks and hymnals, where one might expect to find such laudatory remarks.
Publications dedicated mainly to other topics, such as health, morality, andaducat
also contain comments about music and song and the positive effects that flow from

them. Nor was this attitude about song confined to the written word. Sermons, lectures,

and public speeches also addressed the topic and were later published in wiitten for

" Ezra Weld, “A Sermon, Preached at a Singing Lett(8pringfield, MA: Ezra W. Weld, 1789), 21.
Sermon preached May 21, 1788 in Braintree, Massmttsu Accessed VIBAI.

8 Joseph Strong, “The Duty of Singing, Considered hecessary and Useful Part of Christian Worship”
(New Haven, CT: Thomas and Samuel Green., 1773Dé&Bvered at a singing lecture in a parish in
Simsbury, CT, March 18, 1773, on the occasion wbducing regular singing into public use in wopshi
there. Accessed vigAl.

° william Symmes, “The Duty and Advantages of SimgRraises unto God” (Danvers, MA: E. Russell,
1779), 12. Delivered at an occasional lecture id@wer, MA, April 6, 1779. Symmes was pastor of the
First Church in Andover. Accessed &&l.

19 A Collection of Hymns More Particularly Designed floe Use of the West Society in BosiBoston: T.
and J. Fleet, 1783), 162. AccessedBs.



apparently due to their popularity. These documents indicate a substantial and vibrant
discussion of sacred song in late eighteenth-century New England and a setyef dee
held socio-religious beliefs about song. The conviction that sacred songs, andllgspeci
the act of singing them, benefited the whole person—soul, body, and mind—is evident
from the language used to describe song in these sources. Ezra Weld, minister at a
Congregational church in Braintree, Massachusetts, aptly summarizecetiwimibg of
these three dimensions in a sermon delivered on May 21, 1788: “the operation [of
singing] often issues, not merely iphysicalrhapsody, but in moral improvement. It
soothes thenindinto calmness; heals the festering wounds of anxiety, and furnishes the
soulfor the sublimest contemplation5-Weld suggests a broad range of positive effects
that singing might have for the individual. Congregationalist minister Ichaboa&ki
speaking at a singing lecture in 1796, described the unified expression ofaeihthr

song using similar language: “As all our religion supposes a mixturedify andmental
exercise, there is nothing, which more than music, can engage thesehbknd call up
every power into divine servicé’Due to their belief in these benefits, pastors such as
Weld and Skinner encouraged the practice of singing both inside and outside the house of
worship. Religious leaders recognized the ability of music to bring the \pkoden into

a state of holiness. They followed the lead of St. Paul in insisting on spirituat@sac

that involved understanding as well as heartfelt belief, with singing beiafarhbng

them.

™ Weld, “A Sermon,”14. Emphasis added.

2|chabod L. Skinner, “A Discourse on Music” (Hardo CT: Hudson and Goodwin, 1796), 17. Delivered
at a singing lecture in North Bolton, CT in Febryat796. Emphasis added. AccessedBAa.



Scope and Context

In presenting this cultural history of American psalmody through the lens of
religion, | have chosen to focus on the final forty years of eighteentargemhe history
of American psalmody extends from the landing at Plymouth until the present day, but
during the period from 1760 to 1800, American psalmody was at the height of its
popularity. Those decades also encompass several significant eventeligibas,
political, and cultural life of America—not the least of which was the America
Revolution—that affected the meanings of psalm singing in the context oENgland.

Psalmody, broadly defined, was the dominant musical genre of the day and
included not only settings of English translations of the psalms, but other sacsad text
similar three- and four-paat cappellavocal settings. From the early 1760s, the demand
for natively composed psalmody grew steadily, and the first New England school of
composers began to take shape. James Lydnasia (1761) is often noted by American
music historians as a landmark publication, being the first tunebook to include a
significant number of American compositions alongside British ones. The goldeh age
American psalmody, in terms of its popularity and dissemination, lasted throughout
1770s, ‘80s, and ‘90s, as evidenced by a proliferation of new tunes by American
composers, the publication of dozens of new tunebooks compiled and printed by
Americans, and lively discussions about sacred song in a variety of Americagssourc
The sheer abundance of sacred song in print in New England from 1760 to 1800, mostly
in the form of sacred tunebooks, confirms the widespread popularity of the genre.

At the same time, these decades brought great demographic, social, acal polit

change in New England. While song dominated the musical landscape, political and



religious history in America were at important crossroads as well. Mutte &merican
Revolution’s fighting occurred in New England, mostly in and around Boston. Yet
singing schools and tunebooks continued to flourish in those areas. Amid intense
ideological and military conflict concerning political freedom and cultmdependence,
civic and religious leaders continued to talk about singing, often relating it toltfityse
concepts like democracy and liberty that underpinned the war itself. Thisailkssan
obvious yet important point: musical life did not stop to tend to urgent political shatter
(see Figure 1.1). Social and cultural activities like singing continueeaenl thrived

amid political turmoil. In fact, the flourishing of tunebooks and other documdatsde
to sacred song during this period suggests that singing was deemed espremilyn
difficult times, perhaps because of its spiritual aspects. A number of thmtksdisted
below, such admerican Singing Boglkederal HarmonyandThirteen Hymns, Suited to
the Present Timebear titles that show an awareness of political happenings and

American identity.

Figure 1. Timeline of American political, religious, and cultural history, 1761-1800

1761 e James LyonUrania [Philadelphia]; second printing in 1767

1763 e Treaty of Paris ends French and Indian War

1764 e Stamp Act raises taxes on colonists

1769 e L ewis Edson, Sr. opens a singing school in Halifax, MA. It continues
until 1776.

1770 e Boston Massacre

e William Billings, The New-England Psalm-Sind@&oston]
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1771

1773

1774

1775

1776

1777

1778

1779

1781

1782

1783

e Zabdiel Adams, “The Nature, Pleasure, and Advantages of Church-
Musick” [Lancaster, MA]

e Boston Tea Party
e Joseph Strong, “The Duty of Singing, Considered as a Necessary and
Useful Part of Christian Worship” [New Haven, CT]

e Englishwoman Ann Lee and her followers, later known as the Shakers,
settle near Albany, NY

e First Continental Congress

e Billings begins teaching a singing school in Stoughton, MA. Among the
pupils listed is Jacob French, a later composer of psalmody.

e Battle of Lexington and Concord marks beginning of the Revolutionary
War

e Battle of Bunker Hill

e Second Continental Congress

e Samuel-John Mills, “The nature and importance of the duty of singing
praise to God, considered” [Torringford, CT]

e Declaration of Independence signed [Philadelphia]
e Elhanan WinchesteThirteen Hymns, Suited to the Present Times
[Baltimore]

e Surrender of Burgoyne at Battle of Saratoga

e France enters the War
e Billings, The Singing Master’s Assistgi@oston]

e Andrew Law,Select HarmonjCheshire, CT]; subsequent printings:
‘82, ‘84

e Battle of Yorktown marks the end of fighting
e Billings, The Psalm-Singer's AmusemgBbston]

e Simeon JocelinThe Chorister's CompanidiNew Haven, CT];
subsequent printings: ‘88, ‘92

e Treaty of Paris officially ends the American Revolution
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1784

1785

1786

1787

1788

1789

1790

1791

1792

1794

1796

1797

1800

e John Wesley consecrates the first Methodist Episcopal bishop, Thomas
Coke

e Daniel ReadAmerican Singing BodilNew Haven, CT]; subsequent
printings: '86, '87, '93

e Billings, The Suffolk HarmonjBoston]

e Worcester CollectiofWorcester, MA]; subsequent printings: '88, '91,
'92, 94, 97, ‘00

e Stoughton [MA] Musical Society formed, the oldest choral society in
the United States

e Constitutional Convention [Philadelphia]

e Constitution ratified

e Timothy SwanFederal HarmonyBoston, MA]; subsequent printings:
'90, '92, ‘93

e Bill of Rights adopted

e Several quasi-sacred odes composed to celebrate the inauguration of
George Washington

e Seat of government moves from New York City to Philadelphia

e Vermont admitted to Union

e Kentucky admitted to Union

e Billings, The Continental HarmonyBoston]

e Tennessee admitted to Union
e Ichabod Skinner, “A Discourse on Music” [North Bolton, CT]

e Timothy Langdon, “The Pleasure and Advantages of Church Music”
[Danbury, CT]

e Seat of government seat moves from Philadelphia to Washington, DC
e Election of Thomas Jefferson marks beginning of “Virginia Dynasty”

e First known Methodist camp meeting held in Logan County, KY

e Death of William Billings
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The later decades of the eighteenth century brought tremendous growth in New
England, both in sheer numbers of people and in cultural output. It is difficult to
reconstruct population figures from before the first national census in 1790, but
approximate data show a tripling of the white population of British North Amenoa f
around one million near mid-century to 3.17 million in 179Most of these people were
concentrated in New England and the Mid-Atlantic coastal region. Some townefwere
significant size, but even the largest, like Boston, still contained only aofrautihe
state’s population as a whole. Nineteenth-century America would featurederely
populated economic and cultural centers, but during the late eighteenth century, smal
towns separated by sparse rural landscape were the*horm.

As indicated in Figure 1.1, the year 1800 signals a number of important shifts in
New England’s political and cultural climate that cleared the way fr@wamusical era
in which psalmody played a less important role. First, in 1800, the seat of the national
government was relocated from Philadelphia to Washington, DC. In addition, therelect
of Thomas Jefferson in that year marked the beginning of the “Virginia Byhast
succession of presidents and important figures from Virginia who controlliechala
politics for the next quarter century. Both of these changes indicate a saiffoditical
shift. For more than a century and throughout the Revolutionary War period, New
England’s and the upper seaboard’s larger towns—Boston, New Haven, Newburyport,

Philadelphia, and others—had been the hubs of colonial activity. They did not by any

13 Michael R. Haines and Richard Hall StecikePopulation History of North Amerigiew York:
Cambridge University Press, 2000), 150-151. Tha@stsuggest a significant baby boom in the post-
Revolution years. The authors do not estimate tbestty of the non-white population (e.g. Native
Americans and slaves).

4 Haines and Stecke Population History158-59.
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means cease to be important in the nineteenth century, but a growing national
consciousness and awareness of the unique economic and cultural charactktistics
South expanded the heart of America well beyond New England. In the musical arena
the early nineteenth century witnessed the migration of New England psaiobey
south and west, as it was incorporated into shape-note and folk singing traditions.

Second, many scholars mark 1800 as the beginning of the Second Great
Awakening, another shift in religious thought in the United States. This movement
brought a revivalist spirit similar to that of the eighteenth-century Awakemrhich will
be explained in chapter two, but with a new focus on social activism. Issues such as
temperance, abolition, and women'’s rights became the subjects of religious dsoalirs
evangelical preaching during the antebellum period. The reach of the Seeatd Gr
Awakening extended further South, as its fervor was strongest in the Appalacioan reg
including parts of Kentucky, Tennessee, Virginia, and the Cardfirisging schools
continued to be important venues for American religious life, but a new institution—the
camp meeting—recombined the religious, social, and pedagogical aims afging si
school in a more diffuse rural environment. The first recorded occurrence of onseof the
camp meetings was in Logan County, Kentucky, in the summer of'£800.

Finally, the year 1800 witnessed the death of William Billings, by far the most
prolific of the Yankee tunesmiths. Although he descended into poverty and relative
obscurity in the final years of his life, Billings’s works were popular durindifeisme

and continued to appear in later collections, both Northern and Southern. Other

!> Bret E. CarrollThe Routledge Historical Atlas of Religion in AroariNew York: Routledge, 2000), 62.

16 See Chapter 5, “Kentucky Ablaze,” in John BolBse Great Revival: Beginnings of the Bible Belt
(Lexington, KY: University Press of Kentucky, 1998he camp meetings and revival services held in
Kentucky in 1800 are considered by many scholath@beginning of the Second Great Awakening.
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psalmodists carried on with psalmody composition well into the nineteenth century, but
production was never again as high as it was during Billings’s lifetime. \Wiale
importance of singing and its impact on daily life certainly extended bafarafter this
time period, the decades from 1760 to 1800, covered in this study, provide the richest
evidence for early America’s concept of singing as a holistic activétybrought

theological and political realities of the time into focus and laid the foundation for a
society that viewed song as an educational and spiritual tool.

Furthermore, the influence of psalmody on daily life was strongest in New
England. Therefore, | have focused my study, with a few exceptions, to teiggen
geographical area. The modern definition of this region of the United States ensesnpas
specific states—Maine, Vermont, New Hampshire, Massachusetts, Conheantid
Rhode Island. In the pre-Independence and nation-building stages of Amerioay hist
the precise borders of these areas were less clearly defined. Newd=thgitang the late
eighteenth century is probably best described as a general geographitaaincluded a
conglomerate of growing towns and cities. Culturally speaking, it mapexie far west
as eastern Pennsylvania, although the more pluralistic religious enviromntlegit area
surely distinguished it in many ways from the staunchly Congregasboalbnies of
Massachusetts and Connecticut. The bulk of the American population during this time
was concentrated in Northeast, specifically along the Atlantic aedlfgee Figure 1.2).

What did these early American communities look like? How did they function?
During the latter half of the eighteenth century, these locales welly kidban in the
same way as London or Paris. Their economic and social networks were inferesy |

Thede factoeconomic structure of early American towns was not conducive to the full-
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F|gure 1.2 Populat|on distribution after first U. S. census, 1790
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economy even in the largest cities, colonists were dependent on each other for basic
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necessities such as food, clothing, shelter, protection, and transportatiomsCrohes
revolved around these necessities. As a result, artistic activities and prodrietaave
remarkable endeavors than they would be in a place like eighteenth-century Lordon, wi
its large population, highly specialized labor, and well-established cultstautions.
Out of necessity, music was integrated into the rigors of daily life. Those who di
compose or write in America had to balance it with other duties, finding time outside of
their regular professions or integrating their art with their daily workaAd practical
life blended together, as tradesmen, doctors, soldiers, and politicianalgepoets, musicians,
composers, and artists. (Appendix C shows the occupations of some earigahnpsalmodists,
most of whom were from the working class.) Furthermore, the various typessufaiactivity—
composing, teaching, performing, compiling, and publishing—were closely cednésnding to
be concentrated among a few individuals; one person might do th&m all.

Venues and institutions specifically designed for musical performaneerarer
in eighteenth-century New England. Instead, psalm singing was intbgradeeveryday
activities and locations, blending spiritual, pedagogical, and aesthetic densi0B6t
obvious context for psalmody was the church worship service, where the saged text
accompanied formal prayer and praise of God. Unlike their British and other European
counterparts, early American churches were usually non-hierarchical, araftdrey
differed in theology and institutional structure from town to town. Nonethelegsnwit

the town, the church was a central (and typically centrally-locatedjlisktaent. The

18 Richard A. CrawfordThe American Musical Landscaferkeley and Los Angeles: University of
California Press, 199349; David P. McKay and Richard Crawfoi¥jlliam Billings of Boston:
Eighteenth-Century Compos@trinceton, NJ: Princeton University Press, 1925),
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church building often doubled as a meeting house; analogously, church music also
functioned as everyday musit.

A number of other venues in the typical New England town supported the practice
of psalmody. Collections of psalm tunes functioned as texts for singing schools.
Occasional concerts of sacred music indicate yet another very publig $ettthe
performance of this musf@Psalmody was intended for more intimate settings, too. The
home offered a place where small groups of friends or family membedse@oly
sacred song together, or individuals could practice a form of private devotion. Betause
its flexibility and adaptability in numerous contexts, there does not appeaote [strict
set of ritual norms that accompanied early American psalmody. Sacred mog&oen]
great popularity outside of the church building, and the varied settings in which it was
heard is indicative of the pervasive religiosity of New England society.

The name “New England” is particularly appropriate because of the close
relationship these budding American towns had with the motherland. Many elements of
New England culture —from literature and music to food and fashion—wereyclosel
connected to English culture. News and artistic tastes were largely éthhian
London, albeit with the time lag one would expect with overseas communication in the
eighteenth century. Vocal music serves as an excellent case study eg#ng nearly
all psalmody circulating in America prior to the 1760s was English in origien Buring

and after the American Revolution, when common mythology might suggest that a

¥ rving LowensMusic and Musicians in Early Ameri¢dlew York: Norton, 1964), 281.

2 Few programs are available, but published serranddectures from such events speak to their
importance as community events. It also seemsstirat pieces were composed specifically for these
concerts, for example, “Anthem to Be Sung by thari@ Scholars, on Sunday, the 22d of November, at
St. Paul's Church, after the Charity Sermon forBhaefit of the School{New York, 1789).
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uniquely American culture and a defiance of all things British prolifdratetruth,
Englishness still pervaded life in New England to a high degree.

This is not to say thatll of America or even all of the towns and cities in the
New England area were of English origin. Pockets of German-speakilegnsett and
accompanying culture also flourished, most notably in the Eastern counties of
Pennsylvania, in the Mohawk Valley region of New York, in the Shenandoah Valley of
Virginia, and at New Bern, North Carolina. Other nationalities, like Scaoish;IDutch,
and French, were represented in significant number, and the varied religiouspgarafsca
the Colonies, explored in chapter two, reflects the impact of the many Enrgioegs
settled in America at this time. In addition, American Indians and theuratlnd
religious beliefs remained an ever-present part of New England in tredhteenth
century. While these diverse cultures abutted those of British New Englandrsaidlg
influenced the musical and cultural products of that society, this study focuslgsosol
the dominant English-language and English-culture based societies of NeamdEng|
Where evident, the influence from other communities is noted.

The natural surroundings of New England also have an important, though perhaps
less obvious role in defining the spatial boundaries of this study. Britain and New
England shared a cool and wet climate, but beyond that similarity, the larslst&ymy
England and “Old” England were very different. One was an island witHyclgmaited
and defined geography, and the other was part of a vast, uncultivated expanse, with
seemingly limitless space to the north, south, and west. The concept of the w#derne
with its unknown excitement and dangers must have been at the forefront of the minds of

some American colonists in a way that starkly contrasted with the weikgland much-
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farmed topography of rural England and the entrenched edifices and strudiyred ci
streets of London. The concept of “vastness” seems to capture the essence of New
England geography at this time. A vast ocean, which many had recentlyegyvers
separated the Old World from the new, vast distances separated towns, andsrest phy
structures—hills, mountains, and waterfalls—dotted the landscape. It is hkely t
bridging this vastness became an underlying and perhaps unconscious goal of early
American societies. Cultural products like song, which promoted togetherness and
suggested a physical or spiritual connection, may have more easily found a ptomine
place in New England because of their ability to counterbalance this vast [smdsca
Sacred song did not draw merely on biblical texts; political happenings, the
natural surroundings, and culture in general all served as potential “texts”dbtbe s
music. Uniquely American and religious themes freely intermixed in poetrg@ng,

creating an environment where psalmody thrived.

Reception and Historical Analysis

By the end of the eighteenth century, native composers had earned a significant
place in the repertory of early American psalmody. Their tunes were papslaging
schools and public worship, and they were prominent in the pages of the many new
tunebooks being printed each year. As these New Englanders became moceapublif
well-known, observers began to evaluate critically the quality of Amrepsalmody. In
the late eighteenth and early nineteenth centuries, these assessnusets éocthe
aesthetic and technical value of the music, largely overlooking its religious aad soc

functions. More recent analyses tend to center on William Billings as an icais of t
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period in American music history, drawing connections between American independe
and musical products that mixed religion and politics. A brief review of hist@izhl
musicological treatment of psalmody from the late eighteenth-cemtding tpresent day
reveals some chronic biases and displays the need for research that mgrexqeepds
the music’s religious and cultural contexts.

Because of their close ties with Europe and especially England, American
composers were most often compared to their counterparts overseas; usually, the
comparison was not favorable. Discussion centered on the perceived inferiority, both
technical and aesthetic, of American psalmody vis-a-vis Europe. A semouisic
from 1796 gives a sense of perspective and a window onto the perceived state df musica
nationalism in America, as native composers dealt with the dominance @f fnousi
European nations. Here, America is applauded for “improvement” but not for
achievement:

The Italians have for many years excelled, and perhaps still exo#haitl

nations in music.—The Germans also have carried it to a great degree of

perfection.—The former are most highly favored by nature and climate,

but the latter have nearly equaled the former, by industry and application.

The French from their national character have less excelled in the sublime

and devotional, while on the other hand, the English, possessed of a

phlegmatic temper, have comparatively left the cheerful and delarate

the courser and more languid strains of melancholy. America should be

mentioned with respect, for her improvement in all the fine arts. And tho’

we cannot in some respects rival the Europeans, we may with pleasure

observe the progress, which [America] is making in every profitable and

humanizing art*

This self-conscious attitude toward native composition sometimes camehizaganks of

American composers themselves. In the prefadd&oRural Harmony1793), Jacob

Z|Ichabod L. Skinner, “A Discourse on Music” (Haride CT: Hudson and Goodwin, 1796), 5-6. Accessed
via EAL
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Kimball offers something of an apology for his and others’ amateurish@ttexn
composition:

In a country where music has not yet become a regular profession, it

cannot be expected that a composition of this kind can stand a rigid

criticism; but as every attempt to subserve the interest, or to increase the
innocent pleasures of the community, deserves public patronage, the
author of the following work, without further apology, presents it to the
public eye*
Kimball accurately assesses the economic structure of New England,csbidmot at
that time support the full-time practice of artistic pursuits like musmaposition. He
reminds his audience that the present collection is meant for their enjoymamnita
necessarily as a display of compositional skill.

Andrew Law, who was active as a composer and compiler in the 1790s, expressed
frustration with the lack of support for musical activity and the resultoay guality of
psalmody in America and called for a standard of style modeled on late atbhtee
century British psalmod$? In his preface tdhe Musical Primef1794, 29 edition), he
makes the usual comparison with European works:

European compositions aim at variety and energy by guarding against the

reiterated use of the perfect cords. Great numbers of the American

composers, on the contrary, and as it were, on purpose to accommodate
their music for harsh singing, have introduced the smooth and perfect

cords, till their tunes are all sweet, languid, and lifeféss.

Of course, Law viewed his own compositions as a remedy for this problem.

2 Jacob KimballThe Rural HarmonyBoston: Isaiah Thomas and Ebenezer T. Andrews3)] poeface,
dated November, 1793.

% Temperley and Crawford, “Psalmody,” 642.

24 Andrew Law,The Musical Primer; or The First Part of The Art®ihging 2" ed.(Cheshire, CT:
William Law, 1794), preface 8. Accessed tAl. The reference to “harsh singing” recalls thei@sins of
rote singing levied by reformers like Law in théel@ighteenth and early nineteenth centuries. pheific
arguments against rote singing and the role ofmefa the popularity of singing schools will be éoq@d
more deeply in chapter four.
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Criticism grew more intense and came from a variety of sources arounairthe t
of the century. The death of the prolific Billings in 1800 may have sparked thiasecre
More importantly, as the new nation was becoming more independent and capable of
sustaining cultural institutions, there was a greater interest in skiafyliparity with
Europe in a number of fields, including music. Attempts at reform acceleratadgsing
schools multiplied in number and adjusted their goals, and more textbooks teaching the
fundamentals of music were published. The growing population of the new nation meant
new waves of both children and immigrants to assimilate into a musical ciilhare.
Massachusetts Compilét795), a theory and singing instruction manual, opens with a
reminder of these changing demographics: “At the present period it becorassangc
that greater attention be paid to every mean for improving that important part of divine
worship, as good, musical emigrants are daily seeking an asylum in thisy¢gtiithe
author of this collection saw great potential in the increasing number of nevecanaer
an opportunity to elevate the status of the nation through music.

John Hubbard, a Dartmouth professor and connoisseur of European music, was
also concerned about quality and perception of American music and worked passionately
to bring his cultivated musical tastes to a broader American public. To this end, he co
founded the Handel Society in 1807, the oldest student, faculty, staff, and community
organization in the United States devoted to the performance of choral-orchesksal w

As the name implies, the Handel Society was devoted only to works by Europearsmast

% The Massachusetts Compiler of Theoretical and RratElements of Sacred Vocal MugBoston:
Isaiah Thomas and Ebenezer T. Andrews, 1795), ggetlated February, 1795.
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and had no relationship with American music or the still-popular practice of psaffhody
Hubbard'’s “Essay on Music,” written a year after the Handel Socifetyisation,
vehemently attacks native composition: “While the noble expressions of those great
masters [European composers] excite our admiration, the counterfeit efftiés

unskillful [American composers] excite our contemftClearly, Hubbard believed that
the path to improving America’s musical status was through the performance and
imitation of European masterworks.

Lowell Mason was perhaps the most vocal of the critics of psalmody and one of
the most active in terms of working to change America’s musical environmstgad of
blaming composers, he focused on the practices of churches and singing schools as the
sources of problems with American music. According to Mason, the styles of music tha
proliferated through these rudimentary institutions were simply backwardxplained
how their popularity hurt the overall quality of sacred music in the late eighteenth
century: “The style derived from Tans’ur and other inferior English compageead
widely, superseding in great measure the admirable old ‘Church Tunes’ andny épar
way for the still lower character of tunes which came up at about the time of the

American Revolution?®

% The Handel Society, which is still active and ¢oneés to be attached to Dartmouth College in New
Hampshire, is not to be confused with the Handdlldaydn Society, a completely separate organization
founded in Boston in 1815. Both groups were esthblil with the same goal—to improve the quality of
choral music in America by performing the workssafropean masters.

?David McKay, “William Selby, Musical Emigré in Cahial MassachusettsThe Musical Quarterl7.4
(1971), 619. For similar material, see McKay andhard CrawfordWilliam Billings of Boston:
Eighteenth-Century Composg@trinceton, NJ: Princeton University Press, 19198-194. For examples of
fuging tunes coming under attack for obfuscatioteaf, see John Hubbard, “An Essay on Music,
Pronounced before the Middlesex Musical Societpt.S& 1807” (Boston: Manning & Loring, 1808).

% Horn, Sing to Me3-4.
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In the mid-nineteenth century, as a more formalized school of music aniticis
arose in the United States, a picture of eighteenth-century American naisiy biegan
to form that either trivialized or apologized for the First New England ScBdthgs
alone received some praise for contributing a style of sacred music witiipagixts at
a critical point in America’s political history. Nathaniel Gould, a nineteertitury
music critic and composer, wrote a history of American sacred music in 1853. There, h
described Billings’s influence in terms of his contribution to the perceivemaftervor
of the times, although he says little about the music itself:

The effect that music had on the people was perceived by all. In those

days, patriotic songs were unknown; so Billings, from his ardent spirit,

composed or procured words, of a mixed character, combining religion

and patriotism, which, when set to music, answered every putpose.
Like many of his contemporaries, Gould largely ignored other composers of pgalmod
"[Besides] Billings, others commenced writing and publishing music of the same
character, but most of it was inferior to his in mefitGould’s narrative is typical of
histories of American music from this period; it largely dismissdstegnth-century
psalmody as an unlearned art, focusing instead on pieces and composer®dssibciat
American nationalism.

In 1882, America’s most prominent nineteenth-century music critic, John Sullivan
Dwight, ridiculed this overt patriotism through music, depicting Billings as an
uneducated and overly patriotic bumpkin with a simple and aesthetically flawethimus

style. In his article, fittingly titled “Our Dark Age in Music,” Dwight itded the art of

psalmody as trifling and criticized the psalmodists for ignorance andi&aive

%9 Nathaniel D. GouldHistory of Church Music in Americ@oston: Gould and Lincoln, 1853), 43.

%0 Gould,History of Church Music in Americ&].
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Whether it appealed to any deep religious sentiment or not, [psalm

singing] set the singers in good humor, and responsive to the exhortation

that we "make a joyful noise." Billings was exceedingly prolific in this

kind of composition, and had imitators, some of whom "out-heroded

Herod" in their ventures on the sea of bold "originality" and native

“inspiration.” His music had a flavor of its own, and showed a certain rude

native talent and invention. Fugue it was not in any right artistic sense; of

all that he was ignorant. What a god-send it would have been to him, what

would he not have thought, what possibly have done, had there, by any

chance, fallen into his hands some fugues or other compositions, some

harmonized chorals even, of Sebastian Bach or Hahdel!
Besides misunderstanding the non-relation between fugues and fuging tundg, Dwig
evaluation and others like it miss the critical purpose of psalmody as a siageahd
not primarily as music to be heard in concert or even in church. Aestheticsexialy
important, but aesthetidsr the singeiin his or her relationship with the other singers
and with God. In their defense, Dwight and like-minded contemporaries were likely
attempting to establish cultural parity with Europe at a time when growinigahus
institutions, such as symphony orchestras and theaters, made other instranteatalal
genres both possible and profitable. Amid post-colonial anxiety, they likatyisked
early American psalmody because of its modest performance contexts elode
associations with the church and with English psalmody. In establishingla ADea,”
Dwight implies that the period in which he is writing is a musical Renasssir
America, with a full flowering of compositional greatness on a par with European
masters.

With seemingly less at stake in terms of musical nationalism, recemtedeicave

witnessed tremendous efforts to collect and attribute sacred music fréstethe

eighteenth century, allowing scholars the opportunity to more easily anbhézere

31 John Sullivan Dwight, “Our Dark Age in MusicAtlantic Monthly50 (December, 1882): 821.
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repertory of early American psalmody. Modern comprehensive histories afcame
music now typically devote a chapter or substantial section to this music, moggts

place in the unique political, religious, and natural environment of early Anférica.

Contributions to the Study of Psalmody

Although promising work has been done in recent decades to counterbalance
negative assessments from earlier periods, this summary of histtirtaales and
approaches to studying early American psalmody suggests a need facmaeeship to
help the musical community develop both an appreciation for and a more thorough
understanding of the repertory. Once it became accepted as a repertbgyofor
musicological attention, massive and diligent efforts were made tet@keribe, and
catalogue this repertory. Those efforts, of course, are only the beginning oftandiang
psalmody’s cultural import and exploring its potential contributions to modern music
scholarship. A number of recent recordings and re-releases of older mgsartli

eighteenth-century American psalmody shows a nascent interest inrlieist sghool of

%2 Richard Crawford's editiof;he Core Repertory of Early American Psalm@dgdison, WI: A-R
Editions, 1984), Vol. 11 and 12 Bfecent Researches in American MMadison, WI: A-R Editions,
1984), was the first of its type. Other comprehemsiollections and catalogues include Karl Kroeger,
Index to Anglo-American Psalmody in Modern CritiEaitions(Madison, WI: A-R Editions, 2000), and
Frank J. MetcalfAmerican Psalmody; or, Titles of Books Containinmds Printed in America from 1721-
1820(New York: Da Capo Press, 1968pr sections on psalmody in general histories oBAcan music,
see Chapter 3, "From Ritual to Art: The Flowerirfigacred Music" in Richard Crawfordmerica's
Musical Life: A History(New York: Norton, 2001), 29-55; Chapter 2, "Psalfdymns, and Spiritual Songs
in the Colonies" in Charles Hamidusic in the New Worl@New York: Norton, 1983), 24-46; Chapter 7,
"American Pioneers" in Gilbert Chagemerica's Music: From the Pilgrims to the Presedrd ed.
(Champaign: University of lllinois, 1987), 112-130hapter 4, Nym Cooke, "Sacred Music to 1800" in
David Nicholls, ed.The Cambridge History of American Mugidew York: Cambridge University Press,
1998),78-102; Chapter 1, "Sacred Music in New Emdjland the Other Colonies" in H. Wiley Hitchcock
and Kyle GannMusic in the United States: A Historical Introdwanj 4th ed. (New York: Prentice Hall,
2000).
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Anglo-American compositiof® Still, much of the music remains unheard and
unperformed, and scholars may never know as much as they would like about the lives of
the composers or the performance practice. Large portions of the repestaiadable
(either in print or on recordings), yet the cultural significance of Ararrgsalmody
remains a little-explored topic in both theological and musicological literat
Surprisingly, textbooks on American religion in general and those devoted to
Colonial period religion in particular make little or no mention of sacred miisic
Butler’s Religion in Colonial Americg2000), for example, is typical in its neglect of
sacred song'’s role in religious culture, mentioning music only in reference to the
objection to it by some early Puritan grodpdhe Puritans bequeathed much to late
eighteenth-century religious culture in America, but reserved attitodesd music did
not enduré? In fact, nothing could be farther from the truth, as evidence points to a
passionate esteem for sacred song as a necessary component of rekgioulsdif
colonies. With the notable exception of Stephen Marini, whose work is discussed in

chapter three, scholars of eighteenth-century American religion have engieedth

33 Recordings often group early New England psalmeitly music from the early nineteenth-century
shape note tradition, which is more Southern ioitentation, as both are considered part of trgela
category of early American sacred music. Althouwgre is some overlap in repertory between the theo,
performance contexts are quite different. Furtteeemrecordings by professional performing groups
designed for personal listening necessarily fartsffotcommunicating what | argue is the true essasfc
the music, that is, a full soul-body-mind experietitat must be enacted by all (amateurs especially)
community with others. Examples of recent recordiagd re-releases include: Anonymouéwherican
Angels: Songs of Hope, Redemption, and Gldaymonia Mundi HMU 907326-CD (2003); Oregon State
University Choir,Make a Joyful Noise: Mainstreams and Backwatesmérican Psalmody, 1770-1840
New World Records HMU 907326-CD (1996) [1978]; Majestie’s ClerkesAnglo-American Psalmody
1550-1800Q Harmonia Mundi HCX 3957128-CD (2002); and The INnbega HarmonySweet Seraphic
Fire: New England Singing-School Music from the INobega HarmonyNew World Records 80640-2-
CD (2005).

34 Jon ButlerReligion in Colonial Americ&New York: Oxford University Press, 2000), 37.

*Neither is this a wholly accurate portrayal of &zely Puritans, who indeed valued psalmody in many
contexts. See Barbara Lambert, “The Musical PusitaOld-Time New Englan@2 (1972): 66-75.
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psalmody. This omission seems strange, given the centrality of sacrei $bag
religious experience of colonial Americans, which | argue for throughaustindy.
Musicological literature on psalmody is slowly on the rise, as some schodars
now recognizing the possibilities of applying modern research methods and vikising
repertory through a cultural lens. Chapter three in Richard Crawféndésica’s Musical
Life (2001), “From Ritual to Art: The Flowering of Sacred Music,” and Marini’s
“Hymnody and History: Early American Evangelical Hymns as Sacreddylas essay
in Music in American Religious Experien@906), edited by Philip Bohlman and others,
are two prominent examples of the new directions in the study of American pgalmod
The former assesses the cultural importance of the singing schools amdi¢éhieir
reform movements, and the latter explores the relationship between the rdkgiuouf
evangelicalism and the style of music being sung. One of the best treabinsantsed
music in the context of the religious revival of the Great Awakening is foutieifirst
two chapters of John Ogasapia@surch Music in America, 1620-20¢2007, 2¢
edition). Ogasapian describes the relationship between psalmody and the revival
movement as “synergistic,” but the precise ways in which religion and musicliputua
influenced one another remain uncl&Furthermore, true to the title of his volume,
Ogasapian considers psalmody purely as church music, setting aside itsntmoteta
outside of the worship service and its impact on the daily lives of the colonists.
Nonetheless, Marini, Bohlman, and Ogasapian all offer promising insight iato thi
relatively unexplored repertory, albeit in chapters or small sectionsgef lvorks. Both

fields (musicology and theology) lack book-length studies of this type. Bgihg

% John OgasapiaGhurch Music in America, 1620-2008 ed. (Macon, GA: Mercer University Press,
2007), 25.
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sacred song into the discussion of theological and religious trends preseat in lat
eighteenth-century America, my study strengthens the interdiscipli@ationship
between the two fields, a relationship which is strong for other repertplaess, and
times but lacking in this context.

In America’s Musical LifeCrawford offers one possible explanation for this
lacuna: “Because the psalms were cast in standard verse forms, or metsingers
could sing many texts to the same tune, proving that nagsan artplayed only a
secondary role in psalm singiny.By stating what psalmody, primarily, was not,
Crawford elucidates the many unfavorable assessments of the repertefgriners and
music historians of the past who were focused on judging psalmody solely as an art.
These observers wanted psalmody to measure up to European choral masterworks,
specifically those by Handel. They wanted a style of music that displajisded skills
and technical mastery. They wanted a national music that demonstrated @atist
with the rest of the Western worltiMany modern scholars implicitly understand that
psalmody was none of these things, but that is not to say that the music was not
important. Crawford’s statement tells half of the story. Masian artwas secondary,
but in other ways, music was indgatimary, even more important than the texts. As a
physical action, as a mental exercise, and as a means of religiousiexprasging was
an indispensible practice for most Protestant Christians in late eightssmthy New
England, and research into these social, cultural, and performative aspectnoflpsa

offer the most promise for fresh approaches to the repertory.

37 crawford,America’s Musical Life22. Emphasis in the original.

38 Ccrawford,America’s Musical Life295.
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Another part of the explanation for the dearth of full-length studies on early
American psalmody may be a lingering apprehension about how to deal with the music
itself. In the preface tbhe American Musical Landscafi993), Crawford describes the
frustration he experienced while working on early American psalmody in the 196@s, as
attempted to apply the analytical tools he had been taught in his graduate-eourses
traditional chord-labeling, Schenkerian graphs, form and genre studies, etc.—to a
repertory that seemed unresponsive to those meffiédier reaching no significant
conclusions in that way, he experienced a breakthrough and ultimately beganze analy
the tunebooks as commercial objects within the economic structure of late eighteent
century America. | believe that obstacles like those described by Cdawtinbined
with a lingering belief in the inferiority of psalmody vis-a-vis Europeatalmusic,
accounts for the fact that a large portion of the research on this repeddrgdra
concerned with collecting and cataloguing rather than with analyzisgiway to
understand the musical and religious convictions of a culture.

Of course, these obstacles long impeded the study of other musics that similarly
defied traditional analysis. In recent decades, ethnomusicologists, cufzrthave
worked to develop new methods of analysis that recognize the cultural sigrafafanc
musical repertories. Early American psalmody has not been, perhaps, @msaubject
for ethnomusicological research, given its temporal distance and itsrwasteAnglo-
Saxon context (although more current, historical ethnomusicological appropphes a
quite well). As such, it is especially difficult to find a satisfying i@aynalyze the music
and integrate that analysis into historical and religious contexts. This a&pperh

exacerbated by the fact that psalmody, with its four-part vocal scooirtpsely

39 Crawford, The American Musical Landscape.
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resembles (in its appearance on the page) a style of choral mussadisgonsive to
traditional analysis. My research bridges that gap by presenting the amassits most
relevant analytical features—elements like texture, text painting, alodicmehape—as
evidence for its social and religious functions. This integrated approachregs#tng
the songs themselves, the tunebooks, and the larger discourse of sacred song present in
late eighteenth-century New England—brings a fresh perspective togarsony.

The idea that music operates on all aspects of the human person is not unique to
American psalmody; other repertories and musical cultures shatardualistic
approaches to music and even specifically to singing. The case of early NiewdEng
psalmody, which has not yet been viewed through the framework of soul, body, and
mind, is exceptional because it signaled a radical shift in Americarorgighought. In
this context, psalmody mediated between two competing religious/politice-de
individualism, born of the Great Awakening and ultimately of the Reformaitiats(
religious formulation), and the communitarian ethos, which found support both in the
Bible and in the rhetoric of the American Revolution. Sacred song bound these together;
the singing of four-part psalms, essentially a group activity, nevershefiiesed each
individual access to a personal experience with and of God. By bettering the whole
person (the individual body-mind-soul), it built up the community (the social “body”).
Psalmody’s prominent, even indispensable role in shaping late eighteenthycentur
American religious thought has yet to be fully recognized. Ultimatelgethaigious
ideas found political expression in democracy during the volatile later decaties of t

eighteenth century.
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In addition to drawing these connections between religion, politics, and singing, |
examine a number of rarely acknowledged primary sources—sermons and speeches
about sacred song—alongside the musical texts. The use of the pulpit as a forum for
discussing sacred music, a practice that had largely died out by the meknthet
century, indicates the high value placed on singing as a religious act withcsighifi
theological support and the importance of singing for the broad public and not just a
small cadre of trained composers and performers. These sermons and speeaimes cont
key evidence for understanding the holistic approach to sacred song in latergighte
century New England, and preachers encouraged singing as a way of emblodyiaw
religious attitudes ushered in by the Great Awakening. To date, this evidence has not
been mined by scholars in either musicological or theological disciplines.

Although they have received relatively more scholarly attention, tunebooks
themselves also contain oft-overlooked clues about the perceived purpose offsinging
the individual and the community. Typically, the introductory sections of the tunebooks
have served as primary source material for the study of music theory andgedesyit
was understood by early Americafiddowever, in addition to these materials, tunebooks
also contain prefaces by composers and compilers, discussion of performtangs, set
theological excurses, and promotional and subscription information. | take alctiser
at these auxiliary materials, examining how they endorsed the holistic dppooac
singing. As publications available to most Protestant Christians in Newarihdhey too

offer a window into the broader religious culture of the time.

0 See, for example, Allen Perdue Britton, “Theomtintroductions in American Tune-Books to 1800”
(Ph.D. diss., University of Michigan, 1949).
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Synopsis

Sacred tunebooks, sermons, speeches, and the sacred or sacred-themed texts
accompanying most vocal music of late eighteenth-century New Englandstigde
religious beliefs about music played a large role in the formation of a musitakcul
New Englanders were certainly familiar with the writings of majoglish Protestant
religious figures such as Isaac Watts. Passages from Watts's teatvaeldress sacred
music appear again and again in prefatory sections of American tunebooks, and his
versifications of the psalms are the most common source material of Ameadieuo g
texts. Throughout this study, primary source material from these types of publicasons, a
well as the music itself, support the argument that late eighteenth-ciiawry
Englanders thought about sacred song as a means of bettering the entirgppbrsoa—
soul, body, and mind—and saw that interpretation of song as a way of embodying new
religious ideals.

After chapter one’s brief introduction to American psalmody and its rdéen
eighteenth-century American culture, successive chapters examimefdhese three
aspects—soul, body, and mind. This organization illuminates the genre’s relatitmshi
three key areas in which American religious thought underwent signifidantrdation
in the late eighteenth century. However, because | argue that commentttorshese
communities viewed singing as a gateway to holistic well-being, the boundaneshe
soul, body, and mind are not always clear-cut. As a general rule, the safteaty of
sacred song on the mind or body also enlivened the soul, and vice versa. Thus, some of
the topics overlap, and some evidence might seem equally applicable in multiplef part

the study. For example, learning how to sing well through practice in thegsghnols
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was considered a moral obligation, rooted in spiritual beliefs about the soul’s eternal
occupation in the angelic chorus. Here, matters of the mind and the soul cross paths.
Similarly, discussions about states of spiritual ecstasy and physiaaupeachieved
through song bring both body and soul into play.

Chapter two explores the relationship between sacred song and the soul. A brief
discussion of the religious climate in colonial New England highlights imporendd
and overarching beliefs that shaped the discourse of psalmody and the piesed/éeem
While a number of different denominations co-existed in significant number, broadly
speaking, Reformed Calvinist theology dominated New England’s religious&ralm
the late eighteenth century. The movement of the Great Awakening increbgieds
fervor throughout the colonies, emphasizing emotionalism, American excepgimonal
and a democratic spirit, with God’s gracious salvation available to all. Eccahanits
appeal, the Great Awakening and its largely itinerant leadership brought simgimgw
focus, reshaping it as a tool for experiencing conversion and emotional outpouring.
Sacred song became an important topic not only for musicians and composers but also for
preachers and religious leaders looking to inspire their congregants.

Also in chapter two, | review a number of late eighteenth-century sallnaies
discuss the effects of song on the soul. Many preachers claimed that sicgatjteats
led the soul to a state of happiness and serenity, banishing temptation to sin andgpreparin
the heart for devout affections. The psalms, which cover a range of differemresnot
were thought to be particularly expressive of what St. Paul describes"asméie part”
of the soul; as a result, the Book of Psalms, especially Watts’s veisificd it, became

the core text for American composers. Sacred song’s impression on the soul was so
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powerful that at times it resulted in what writers described as “gtsta%apture.”
Finally, in light of the salutary effects on the soul, religious leademgda@triptural
evidence, concluded that singing is a sacred duty, required of all. With thia@vitdem
primary sources, | argue that psalmody was capable of projecting amsifyitey the
new emotional and personal tenor of religion in New England.

Chapter three begins by considering modern theories about ritual and
embodiment, as they pertain to the relationship between song and the body. Inythe earl
American context, vocal music was preferred for a variety of practesthetic, and
religious reasons. Music that emanated from the body itself was edt@emeulture
that saw the soul and the body as intimately connected. The human voice watila,vers
universal, and natural instrument. Because it was stamped into the very body of those
who employed it, expertly constructed and intricately designed by Gods Nieised as
superior to all other instruments. Humans were simply created to sing. Thetle¢ore
choice to compose vocal music was not only a practical decision: it wasieuebgd
aesthetic one as well. American composers embraced the singing voisegesca for
their musical settings, writing idiomatically for the voice and freqyentluding images
of the singing body, such as the tongue, breath, and lips, in their texts. Psalms that
exhorted the reader to sing praises to God were favored among biblical texts.

In addition, the physical act of singing was thought to be good for the health of
one’s body. It brought about pleasurable physical sensations and was indicative of an
overall state of well-being; these sensations were welcomed as holg@hdSpme
writers even suggested that song could heal afflictions and cure diseaselidectms

chapter by comparing religious ideas about the body to the functioning of the choral
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“body,” in which many different parts come together as one whole. Psalamadjhe
discourse surrounding it embraced the physical dimensions of singing and deesaed the
as natural and good. The idea that this physicality could bring the singartddsod

was indicative of the new directions in American religious thought, usheredtlie by
Great Awakening.

In chapter four, | explain how a third part of the human person—the mind—was
believed to be affected by the practice of psalmody. While chapter two oudliggsus
arguments for a moral obligation to sing, chapter four takes this reasonemfarther,
presenting evidence that suggests a requiremésdio how to sing wellThis sacred
duty to learn and practice the art of psalmody was rooted in St. Paul’s eximoiteging
“with the understanding,” that is, with a mind fully and competently engaged inttbé ac
singing and the words being sung. Singing schools became a commonplace and popular
means of achieving this understanding.

The structure of sacred tunebooks also revealed this society’s interesthimge
and learning. Modeled after English psalters and theory texts, American tunebooks
usually contained extensive introductions that explained the rudiments of music. These
publications fulfilled many functions in early New England societies: wee singing-
school texts, books for private devotion, tools for public worship, and objects for leisure
and socialization. The psalm tunes provided not only the opportunity to practice learned
musical skills but also, through their texts, the occasion for instruction in hasiogy
and morality. Singers who leafed through the typical tunebook learned two ldssans:

to use their God-given instrument and why there was a moral imperative to do so.
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As with the body, singing was believed to benefit mental functioning and even
have some healing powers over mental illness. The practice of psalmody, with its
combination of sacred text and captivating harmony, was believed to be ablettwetur
mind away from idle thoughts and toward deep, holy contemplation. Music deepened the
imprint of the words and allowed them to be retained longer in the memory. With such
positive effects, sacred song could banish a number of mental afflictions, sucles anx
and melancholy. Watts, whose writings were instrumental in developing this donnect
between singing and the mind, firmly believed that the benefits of singireg wer
particularly acute for children, whose minds were very impressionabled&aehat all
persons, even children, could engage the mind in deep contemplation of sacred words,
was radical, indeed. This new faith in the potential of human understanding found special
expression through psalmody.

In the concluding fifth chapter, this holistic conception of the human person,
encompassing soul, body, and mind, is considered as part of a larger socialffamew
The same religious environment that supported the integrated health of soul, body, and
mind encouraged similar ideas about society as a whole. The social “bodtiohed in
much the same way as the human body and the choral body—with each part working
according to its defined role in order to achieve harmony and well-beings loathiext,
singing served as a sort of social adhesive, facilitating friendships andtprgra
communitarian ethos in the new and growing communities of colonial New England.
Largely ecumenical in its message and practiced by nearly all segofiauiciety,
psalmody at its best demonstrated the cooperative spirit necessary tioy heal

communities. | conclude by articulating psalmody’s role as a conogtession of a
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radical shift in religious thought and suggesting its potential role in thdgbaealical

political shift that culminated in the American Revolution and its democchads.
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CHAPTER 1: NEW ENGLAND PSALMODY: TEXTS AND CONTEXTS

By definition, psalmody refers to the singing or chanting of the psalmssthhei
metrical poetry from the biblical Book of Psalms—traditionally ascribed tdstiaelite
King David (c. 1037 — 970 B.C.E.)—in the context of liturgical or paraliturgical
practices. This textbook definition describes most of the music discussed here, but the
unique circumstances of early American sacred music suggest an expanded
understanding of both the texts and the contexts of psalmody.

The English versification of the psalms by Isaac Watts (1674-1748) wag hig
influential in New England.It was certainly the most common text source for American
composers of this period. The Book of Psalms, often called “the Bible’s hymnbook,” with
its lyric poetry and frequent references to music and singing, wasyidedtd for
musical settings. The psalms were also ideal texts for American compesause of the
similarities between how they were perceived to have been used by the elandyvH
peoples and by communities in early America. The ancient Israelites @deds par both
formal, public worship and private devotion. Singing psalms was a part of their religious

training as well as their informal social and community activitidhe psalms

! David W. StoweHow Sweet the Sound: Music in the Spiritual Livie&roericangCambridge, MA:
Harvard University Press, 2004), 28.

2 David G. Mobberly, “The Psalms,” ifhe Abingdon Bible Commentasd. Frederick Carl Eiselen,
Edwin Lewis, and David G. Downey, vol. 10 (New YoAbingdon Press, 1929), 9-10. While the singing
voice is the most frequently cited “instrument’tive psalms, there are also references to pipess,rgee,
harp, trumpet, and timbrel.



accompanied pilgrimages, and this association with travel, wilderness, andingnder
continued in America. In the seventeenth and eighteenth centuries, Engigdatioas
and versifications of the psalms made them portable, memorable, andtdededsoth
literate and non-literate Americans.

While American tunebooks contained these texts, set by both English and
American psalmodists, more than any others, they also included other biblicahand s
sacred texts, as well as original poetry by the composers or contemponamiéenss The
non-biblical metrical hymn texts by Watts, first published in 1709 in the collection
Hymns and spiritual songad widely reprinted throughout New Englanere
frequently set in the manner of psalm tunes. Anthems freely used other parigtofescr
as text sources; the Annunciation (Luke 2), David’s lamentation (2 Samuel 18), and the
eschatological Revelation texts were among the favorites. Textslpye&pteenth-
century poet Alexander Pope and the Great Awakening evangelist Georgéaldhite
also appear with frequency, as do original texts by the composers themsspezsally
William Billings.* In terms of subject matter, all are sacred. Musically, there appears to
be no distinction between the settings of actual psalms and other psalm-lilaimetri
poetry.

Furthermore, sacred tunebooks housed all of these types of texts alongside one

another and included genres ranging from simple, homophonic psalm tunes to fuging

% David P. McKay and Richard Crawfordiilliam Billings of Boston: Eighteenth-Century Cavspr
(Princeton, NJ: Princeton University Press, 1946),

* Some examples of texts from sources outside oBtuk of Psalms: Pope, “The Dying Christian to His
Soul,” set by Billings; Whitefield's texts to EDENBROUGH and EVESHAM iThe Chorister’'s
Companion(1782); “Behold | Bring You Glad Tidings” (settiraf Luke 2) by Stephenson; “Hark! Hark”
(setting of Luke 2) by Billings; “David’s Lamentati” (setting of 2 Samuel 18) by Billings; KETERY
(setting of the Lord’s Prayer) by Oliver BrownsdhBeheld, and Lo a Great Multitude” (setting of
Revelation 7) by Jacob French; “| Heard a Great®b(setting of Revelation 14) by Billings;
INVOCATION (text and music by Billings).
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tunes and longer, more elaborate anthems and odes. The tunebooks were used in a variety
of contexts—public worship, concerts, singing schools, and private social gatherings

that will be explored more deeply in chapters four and five. More than meralygcial
practice, psalmody was a part of the larger musical and social world oiglateesth-

century New England. As such, | use the term “psalmody” to refer ta trappella

musical style with sacred lyrics, regardless of the specific textesolur this sense, the

term comes closer to the etymological meaning of “psalm,” that is, \sifiseing.” This

broader understanding of psalmody corresponds with a society that viewed sagred s

a part of everyday life, with very permeable boundaries between the sacrée and t

secular. This chapter expounds on the broad definition of psalmody and cites evidence for
the presence of sacred themes in songs that otherwise seem secular. Tiés lays
groundwork for understanding psalmody’s role in a culture saturated with religious
influence. Finally, | give a sketch of the repertory and composers thattierbasis of

this study.

Song, Religion, and Politics
As Benjamin Franklin’s account suggests, singing served as a backdrop for
everyday life in New England. It was certainly a common activity ity @emerica and

one that touched on many aspects of social life. Singing accompanied both ordinary

® In the original Greek, “psalm” more specificallpplies a song sung with the accompaniment of a barp
stringed instrument. Eighteenth-century Americaglgelved that the voice was the most sacred instnume
(see chapter three), and proponents of the ningteemtury shape note tradition, which included muc
eighteenth-century psalmody, referred to the vaiéhe “sacred harp.” A number of tunebooks froim th
shape note tradition include “harp” in the titlefarring to this original meaning of “psalm” ancethelief

that voices accompanying each other representduighest use of the human instrument. The most
popular and far-reaching exampleTise Sacred Harp1844 and many other subsequent revisions); others
includeThe Hesperian Harp1848),The Social Harg1855),The New Harp of Columbi@867), andrhe
Christian Harp(1877).
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activities, like worship services, school lessons, and private gatheringgeuidl events
in the life of the New England town, like visits by important political figuaed
dedications of new buildings.

Many secular and semi-sacred songs were written specificalbyft events.
Most were published as broadsides—single sheets of text in verse, usuabiytwit
printed music but often with an indication of the tune to be sung. Examples of these
include an ode to be sung at the arrival of the newly elected president, George
Washington, in New York City in 1789, an ode for the consecration of a new Masonic
Lodge in New York, and a poem set to music for the dedication of a new meetinghouse in
Lansingburg, Massachusetta number of these broadsides honored important
Americans, such as Washington, Franklin, and John Hancock, while others
commemorated significant military campaigns.

The various occasions for the singing of broadsides reveal a mixture ofrsecula

(often political) and religious devotion. The calendar by which the early ctdonarked

® Mr. L**, “Ode, to be Sung on the Arrival of the &&ident of the United States. Tune--God Save, &c.”
(New York, 1789); Samuel Low, “Ode, for St. Johbay, June 24, 5790, Performed at the Consecrafion o
the New Building for the Use of Holland Lodge, ahd Washington Chapter of Royal-Arch Masons”
(New York: Harrisson & Purdy, 1790); John Lovetltyith Joyful Hearts, &c. A Dedicatory Poem.

(Written by Mr. Lovett, and Set to Music by Olividolden, of Charlestown, Massachusetts) for
Performance at the Dedication of the New Brick NegHouse in the City of Lansingburg and Suitable

for Other Public Occasions” (Charlestown, MA: Oliv¢olden, 1794). All accessible VigAl.

" Examples include: Oliver HoldeBacred Dirges, Hymns, and Anthems, Commemorative death of
General George Washington, the Guardian of his @guand the Friend of MafBoston: Isaiah Thomas
and Ebenezer T. Andrews, 1800); George Rich&igsins Composed on the Death of Gen. Washington;
and Sung, at the Universal Meeting-House, PortsmautH. January, 180(Portsmouth, NH: United
States Oracle Press by Charles Pierce, 1800); $ainlyoke, “Hark! from the tombs, &c. and Beneath
the honors, &c. Adapted from Dr. Watts, and sentesic(Exeter, NH: H. Ranlet, 1800). Performed at
Newburyport, NH on January 2, 1800, “the day onolhthe citizens unitedly expressed their unbounded
veneration for the memory of our beloved Washingtdfilliam Smith, “An Exercise, Performed at the
Public Commencement, in the College of Philadelphidy 17, 1790. Containing an Ode, Set to Music,
Sacred to the Memory of Dr. Frankli¢Philadelphia: William Young, 1790); Robert RogerstAn

Anthem, Sacred to the Memory of His Excellency Jblamcock, Esq; Late Governor and Commander in
Chief of the Commonwealth of Massachusetts” (Bastssiah Thomas and Ebenezer T. Andrews, 1793);
“ A Song, Called Crawford’s Defeat by the Indiamsthe Fourth Day of June, 178@Jnited States, 1791);
“St. Clair's Defeat: A New Song{United States, 1791). All accessible Al.
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their year was punctuated by both political and religious holidays. Importat¢adoli
days, like Election Day and the Fourth of July, inspired songs of national prideoReligi
holidays, like Christmas, New Year’s Day, and Thanksgiving elicited ode tteat

mixed sacred and secular eleméhts.

The burgeoning Freemason societies in New England provided yet another source
of printed song. A number of Masons were also amateur composers, and entire
collections of Masonic songs appeared in print, while the songs themselves were
performed at important social events, such as the commissioning of new tyaterni
officers or new lodge buildingsAlthough officially a secular brotherhood, the Masons
mixed much sacred imagery into their poems and songs. Consider the following excerpt
from a 1779 collection of Masonic songs:

But Noah was wisest, fddoahjudg’d right,

He built him anark so strong and so tight,

That, tho’ heaven and earth were coming together,

He kept close in hisodge and stood buff to the weather.
And, after the Flood, like a Brother so true,

Who still had the good of the Craft in his view,

He delved the ground, and he planted the vine,
He founded a Lodge, aye, and gave his Lodge wine.

8 «“Ode for Election Day, 1792United States, 1792); Hannah Wheaton, “A New-Ye&te”(Boston,
1790); “A Christmas Ode. Dedicated to the Sevedigibus Societies{United States, between 1790 and
1810);Odes for the Fourth of July, 179Brovidence, RIl, 1796); Hans Gram, “Sacred Lines fo
Thanksgiving Day, November 7, 179@oston: Isaiah Thomas and Ebenezer T. Andrews3)1 Al
accessible vi&Al.

°® Examples include: George H. Spierin, “A Song Cosgabfor the Fraternity of Steuben Lodge, No. 18,
Newburgh, January 18, 1791. Tune — God Save thg"K{Boshen, NY: David Mandeville and David M.
Westcott, 1791); Bennett Wheel@he Young Mason's Monitor; Containing Some Necgddants to
Young Brethren-- Yet Not Beneath the Attentionngf Ao Which is Annexed, a Collection of Masonic
Songs, Odes, &c. Many of Them New and ExcdlRnatvidence, RI, 1791); Anthony Haswell, “Hymn on
Masonry, Presented to Temple Lodge, by a BrotbdsetSung at the Installation of Their Officers”
(Bennington, VT: Anthony Haswell, 1793); Anthony d¥eell, “Ode Sacred to Masonry” (Bennington, VT:
Anthony Haswell, 1793); John Cartér Choice Collection of Masons Songs. To Which tedd
Solomon's Temple, an Orati¢Rrovidence, RI: John Carter, 1779). All accessibhEAI.
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Let statesmen toss, tumble, and jingle the ball,

We'll sit here in our Lodge, and laugh at them all:

Let priests have their lawn sleeves, and Kings their anointment,

Free-Masonrysure was by heaven’s appointméht.
Here, the author compares the secret society of Masonry to the exclusaaiyeoess
of Noah'’s ark and names Noah as a sort of proto-Mason. In so doing, the society
explicitly claimed an anointed Biblical lineage and the degree of atythiait
accompanies it. The fact that they chose to establish this authority usbigal b
allegory is indicative of the pervasiveness of sacred language and imageiigical and
social affairs in early America.

It is no coincidence that the explosion of broadsides and collections such as the
ones by American Masons occurred at about the same time as the onset of politica
tensions and war. These events provided the raw material for numerous songg, rangi
from overtly political propaganda to allegory, and many teem with religiotsritie
They illustrate the belief that America’s independence was heavamedd “Sure God
inspired brave Washington,” boasts the “Song of Washindtbfi78). However, a large
number of Loyalists among New Englanders in the 1770s also claimed, through song,
that God was on their side. One such Loyalist ballad, “On This Day of Renowngdorint
in New York in 1779, conflates St. George, the heroic dragon-slayer, with King&eorg
Il of England** These wartime sentiments continued well into the 1780s and 90s,

although the songs of the victorious Patriots clearly became more popular inyfhe ear

years of the new nation. Quasi-sacred “liberty songs” (pre-Independert&ational

10 Carter,A Choice Collection of Masons Songg-23.

1 Broadside printed in New York entitled “On Thisybaf Renown,” dated April 23 1779. Accessed via
EAL April 23 is the traditional date for the celelwatof the feast of Saint George.
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songs” (post-Independence) were commonly performed in and around New Efigland.
Often bringing religious themes and political aspirations together, thege isoiicate

the strength of religious devotion in the Colonies and the degree to which religion
permeated many aspects of daily life.

One of the most popular conflations of politics and religion in eighteenth-century
America was a mapping of the Old Testament saga of the Israelites ontméniea
situation. Patriot poets, writers, and composers drew many comparisons béisveen t
stories, and in so doing, they asserted God'’s favoritism for the American peopheiand t
promised land of North America. In its basic form, this analogy cast thelBaiti the
Babylonian slave-drivers and the American colonists as the underdog ést,dahred
by God. The biblical Israelites suffered as servants under an Egyptiahwyra, on top
of being oppressive, failed to respect their different religious prachtasy soon-to-be
settlers were similarly subjugated in England during the post-Refamyars under
the thumb of an oppressive and religiously intolerant English monarchy. Instead of
crossing the Red Sea, those original English emigrants traversedttiA¢laasc in
search of freedom.

About one-hundred and fifty years later, when the tensions preceding the
Revolutionary War permeated all aspects of American life, the anadegmerged.
George lll replaced Henry VIl in the role of the Pharaoh. He sent troops basls dice
sea to try to reclaim an iron grip on the colonists, but, presumably because of God’s

favoritism and the help of the American Moses, George Washington, they weatedef

2 For expanded research on the topic of politicabsaat the time of the American Revolution, see
Nicholas Tawa, “Secular Music in the Late-Eightée@entury American HomeThe Musical Quarterly
61.4 (1975): 518.
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and thrown back seaward. And yet, the Americans, like the newly freed esaiit had

to wander through the “wilderness” of a vast and untamed landscape. Chanles, Stea
Boston Congregationalist minister, made this connection explicit in a sermah¢uean
April 19, 1792, the seventeenth anniversary of the battle of Lexington and Concord,
which marked the beginning of the American Revolution: “If Moses sung the
emancipation of Israel’s sons from the slavery of Egypt, we may as ge$tiyrate our
deliverance from oppressions of a similar kifitiThe Israelites, oppressed but favored in
the eyes of God, became metaphorical representations of the American.datfauts
Hebrew images, persons, and themes, like Jerusalem, Zion, Israel, Canaan,négypt, a
David, abound in American psalmody. This is perhaps because of the perceived
unfulfilledness of the Old Testament in general and the psalms in particulastbgtBnt
Christians, which spoke to the political situation and everyday lives of the early
Americans.

The tunebook boom and the sharp increase in original American sacred song
composition occurred alongside one of the most politically volatile periods ofi¢aner
history, and music and politics surely mutually influenced one another. Simplyseeca
the practice of psalmody was rooted in scripture does not mean that it wasibéd fle
and responsive to current events. While most of the output of the First New England
School was not explicitly political, the choices of texts and musical ssflestrcultural
trends. In many instances, sacred and political themes overlap in a more obvipus way

producing a hybrid genre that freely mixes scripture and politics. Thgeass produced

13 Charles Stearns, “A Sermon: Preached at an Eidribif Sacred Musick, in Lincoln” (Boston: Isaiah
Thomas and Ebenezer T. Andrews, 1792), 14. Sermliveded on 19 April, 1792. Stearns was pastor of a
church in Lincoln, MA. Accessed VIgAl
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a few tunebooks dedicated almost entirely to this type of Sdngeen Hymns, Suited to
the Present Timgd776) by Elhanan Winchester is such a collection, and its subtitle,
“The Past, Present, and Future State of America, with Advice to Soldiers artch@siris
suggests a culture with a sense of history and one that admitted a greét deal
permeability between religion and politics. Several songs from this cohdatiply an
American version of the Exodus narrative. For example, “America’eB8eiht and
Present Distress” discusses Jehovah'’s role in leading the religiously eopEeggish to
the American haven. Key images that evoke Exodus include the forceful explusion and
the traversing of the “wat'ry deep”:

When Britain, mov’d, by furious Rome,

The Saints did persecute and slay;

Jehovahdid reveal a home,

A safe retreat,—America.

Hither our fathers, drove by force,

Came to enjoy their freedom here;

Thro’ tractless paths pursu’d their course,

And o’er the wat'ry deep did ste&.
The allusion to Rome implicates the Catholic Church in the oppression as well. For the
American settlers, Rome was associated with overbearing rules andioaguad
religious inflexibility. Even though the Anglican Church broke with Rome, the two
religious entities were grouped together in the minds of Americans as beilaglgim
intolerant and domineering. Winchester’s “America’s Encouragement” alsasriRiiene

along with the Britons. The image of the British being driven back into the water b

God’s hand, like the Pharaoh’s men, is also prominent:

14 Elhanan WinchesteThirteen Hymns, Suited to the Present Times: Cgiain[sic]; The Past, Present,
and Future State of America, with Advice to Soklamd Christians. Dedicated to the Inhabitantshef t
United ColoniegBaltimore: M. K. Goddard, 1776), 2.
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Though Britons join with Rome and Hell,

And seek our freedom to annoy;

Yet God, who doth in Zion dwell,

Can all their boasted pow’r destroy.

What though their vessels fraught with fire,

Come to distress our peaceful coasts;

The Lord can send his wrathful ire,

And sink their ships, and slay their hoSts.
This hymn text references Zion, the homeland of the Israelites, and desithes the
ally of the oppressed. It demonstrates the recurring thefanteen HymnsGod’s
favoritism for America. Winchester’'s poetry suggests that Americadesttned to be
great, but that this greatness could be attributed only partially to the effftints
American people; the real reason for success was the divine help of a God who had
carefully chosen these people. The image of God, the King, was especialltaimpor
this scheme, because praise of God replaced any devotion to an earthly monarch:

Oh! May we trust in God, our King,

Who can our foes destroy;

And make our land his praise to sing,

With wonder, love, and jo}f
While no music is printed in this collection and others like it, the designation of “hymn”
indicates singing. Until the 1780s, it was customary for psalters, hymn books, and sung
poetry of all types to include text only. Well-known tunes would then be affixed to these
texts by the users. In many cases, a tune name might be suggested, drawn from a
common bank of tunes that most New Englanders would be able to quickly recall.

While newly-composed verse mixed these sacred and secular elements,

established biblical texts, especially the psalms, were also subjemterpretation in

15 WinchesterThirteen Hymns3.

18 WinchesterThirteen Hymns] 2.
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light of the American situation. Americans occasionally took liberties thighpsalm
texts, adapting them to reflect current events. These interpolated sktrigsepeated,
emphasized, reworded, or condensed certain lines or phrases. Psalm 100, for example,
existed in several permutations. Comparing its first stanza in two Amexttagptations—
those by John Mycall and Timothy Dwight—to two authoritative British veeditons—
those in the King James Bible and by Isaac Watts—reveals how context ang politic
affected psalmody (emphases added):

Make a joyful noise unto the Lord, all ye lands.

Serve the Lord with gladness:

Come before his presence with singing. (King James Bible, 1611)

Sing to the Lord with joyful voice;

Let every land his name adore;

TheBritish Isles shall send the Noise

Across theDceanto theShore (Isaac Watts, 1719)

Sing to the Lord with joyful voice

Let every land his name adore;

America shall send the noise

Across theoceanto theshore (John Mycall, 1781y

Ye sons of men in God rejoice;

Fromland to land his name adore;

Let earth with on@nited voice,

Resound his praise from evesfyore (Timothy Dwight, 1801
Watts, who frequently substituted Britain for biblical holy places such as Gahaiah,

and Israel, rewrites this psalm to portray his nation as a beacon, emaratiygaise

throughout the empire. Mycall, paraphrasing Watts in the post-Revolutionaod peri

17 |saac WattsThe Psalms of Davidi0" ed., “accommodated to the use of the Church ois€inr
America” (Newburyport, MA: John Mycall, 1781), 208.

18 Timothy Dwight,Isaac Watts, The Psalms of David, a New EditioW/hich the Psalms Omitted by Dr.
Watts Are Versified, Local Passages are Altered, aNumber of Psalms Are Versified Anew, in Proper
Metres(New Haven: Samuel Wadsworth, 1801), 220. A singtamparison is made in David W. Stowe,
How Sweet the Sound: Music in the Spiritual Livie&rmoericangCambridge, MA: Harvard University
Press, 2004), 37-38.
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inverts the direction of influence, naming America as the sender of the noise. Two
decades later, Dwight reflects the improved relations between Amaddaraain with
his emphasis on unity and a bi-directional joyful noise. All three adaptationsléncl
references to the ocean and shore, bringing relevance to the psalm textihg drento
their own, specific geographical location.

Religious elements were mixed not only into songs about the lofty ideals of
American politics but also those about actual military conflict. War waainbrhot a
topic to be shied away from in places of worship; sermons addressing speldiig/mi
campaigns were relatively common, and preachers were not afraid tompraetai
revolution as a just war on God’s beh&lNot all of the religious rhetoric about war
came from the American camp. A broadside from 1781, “The True Christian’s
Anchorhold, or, Jesus Christ, the Only Hiding-Place,” presents an autobiographical
account of a captain in the British army, who experiences conversion during tfdtsar
publication in post-war America reveals a popular conflation between defbatlards
of an earthly enemy and total submission and acceptance of God’s power in one’s life.

No composer of early American psalmody was more overtly political and took
more liberty with biblical texts than William Billings. His longereér set pieces and
anthems take great license with scriptural texts by intertwiningcilzind
Revolutionary imagery. Also known for his unique and witty writing, Billings used the

familiar images of military conflict to depict a war between dissomamc consonance,

¥ For example, see John Devotion, “The Duty andrésteof a People to Sanctify the Lord of Hosts”
(Hartford, CT: Eben, 1777). Preached before theeG#missembly of the state of Connecticut at Hadtfo
on the day of the anniversary election, May 8tH, 7L Devotion was pastor of the Third Church in
Saybrook, CT. Accessed Al

2 Broadside entitled “The True Christian’s Anchorhadr, Jesus Christ, the Only Hiding-Place” (Boston
Russell’'s, 1781). Sung to the tune WILLIAMSTON. Assed vi&Al.
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pitting such characters as “Lord Jargon,” “Lord second,” “Ldtd @nd “Lord 9", alias
Lord 2nd junior” against “Lord Diapente,” “Lord Octave, alias Lord Unison jyhitwo
twin brothers, viz. Major and Minor Trio,” and others. This colorful description of a “war
of sound” appears in the prefatory section of Billing#e Singing Master’'s Assistant
(1778) and is meant to teach that it is the constant contrast between dissonance and
consonance that makes a piece of music pleasing to the ear.

Billings’s connection with Revolutionary politics ran deeper than his music and
writings; he was an avid patriot who certainly knew such major political gase
Samuel Adams and Paul Revere in the small social world of pre-Revolutionary Boston.
Revere engraved the frontispiece to Billings’s first tunebook colle&iBiilings titled
his tunes after American places to counteract the British place-nattimtraFor
example, the difference between his tunes “America” and “EuropEieNew-England
Psalm-Singe(1770) betrays his political sentimerftsOther tunes from his oeuvre
named after American locales include “South-Boston,” “Vermont,” andstu/gton-
Street.” These direct references to concrete places help to fiteabeisic as uniquely
American. By presenting religious ideals, often with a specifically #oae bent,
psalmody became a popular expressive vehicle in a culture wherenglagimeated

nearly all aspects of life.

ZLwilliam Billings, The Singing Master's Assistant. Or Key to PractMakic (Boston: Draper and
Folsom, 1778), 28.

2 gee StoweHow Sweet the Soun®i3.
% Michael BroylesMavericks and Other Traditions in American Mu@iew Haven, CT: Yale University

Press, 2004), 33-34.
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The Yankee Tunesmiths

With Billings’s landmark publicationThe New-England Psalm-Singér770), the
desire for a native school of composition became apparent, as themes specific to
American religion and politics assumed greater importance. Billingde
contemporaries were the first generation of Anglo-American compoderg.lived at a
time when the marriage of cultural and political independence colored lifean Ne
England. The American Revolution affected not only politics and governance in
America; it had a profound influence on American identity as well, and there nvasea
pressing need for a unique cultural identity in areas such as music. Fostthengr
American composers were producing tunes prolifically and gaining attenti

Before 1760, nearly all music printed in America was sacred, and virtulatiyital
was British in origir®* Most tunebooks were collections of the best-loved British songs
and settings of the psalms. Since settlers came to the New World, sengdisth E
collections of metrical versifications of the psalms and other sacredhiza been
circulating in the growing New England communities. From the time désetht
through the early eighteenth century, most of the tunes that accompanie@éxtesete
transmitted informally or through oral tradition. Around mid-century, tunebooks with tex
and music, some printed in America, began to appear in greater numbers. Thisoincide

with the growth of singing schools, which utilized the printed music as matarial f

% Nicholas Temperley and Richard Crawford, “Psalmbéiiew Grove Dictionary of American Musid.

H. Wiley Hitchcock and Stanley Sadie (New York: @ets Dictionaries of Music, 1984); Dorothy D.
Horn, Sing to Me of Heaven: A Study of Folk and Early Acae Materials in Three Old Harp Books
(Gainesville, FL: University of Florida Press, 19,701-16 provides a list of American-composed hymns
Some of the most popular British tunebooks in eAryerica include those compiled by Henry Ainsworth
(1612), Thomas Sternhold and John Hopkins (1558 E1592), Nahum Tate & Nicholas Brady (1692),
Thomas Ravenscroft (1562), and Henry Playford (16ZiRe theBay Psalm Book1640), the first book
printed in America, most did not contain music Liatier reprints. Musicians in the colonies alsad-¢he
available British theory treatises, especially thbg John Tufts and William Tans'ur.
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teaching and learning, and the major religious movement of the eighteenth céatury, t
Great Awakening, which recognized singing as a way into a personaiezqeeof God.
These collections comprised the core repertory for American singers.

The last few decades of the eighteenth century marked a dramatic rise nat only
tunebooks compiled by Americans but also in new tunes composed by Americans. James
Lyon’s Urania (1761), which included a significant number of compositions by
Americans, signaled a shift in American psalmody. This movement towardnfgvor
native composition accelerated in the 1770s, sparking an increase in sacred song
composition by Americans and their inclusion alongside older tunes in compif&tions.
Soon, a school of “Yankee tunesmiths” emerged, including composers such as Billings,
Supply Belcher, Justin Morgan, Daniel Read, Elias Mann, and several Sitiosks by
this new group began to occupy more space in tunebooks to fuel the singing schools’
healthy demand for new music.

Billings, whose compositional activity coincides roughly with the America
Revolution and the early Colonial Period, contributed more to early Americangasalm
than any other composer. His first collectidhe New-England Psalm-Singét770)
alone produced a tenfold increase in native compositienen during his lifetime, his

important place in American musical history was widely recognized. In 148, yaars

% See the work of Richard Crawford, who has trabedattributions of tunes in many of the collections
listed here, especially ithe American Musical Landscafigerkeley and Los Angeles: University of
California Press, 1993): 142—-43. Many of theselton&s contain a significant number of American
compositions, which make up a large percentagad eollection as a whole. Billings’s collectione a
entirely original.

% The term “Yankee tunesmiths” was first used by\ley Hitchcock in “William Billings and the
Yankee TunesmithsMiFi/Stereo Revievt6 (Feb. 1966): 55. Examples of works by thesdesoporaries
of Billings can be found in Allen Perdue Brittomying Lowens, and Richard Crawfordmerican Sacred
Music Imprints, 1698—-1810: A Bibliograpliworcester, MA: American Antiquarian Society, 1990

%’ Temperley and Crawford, “Psalmody,” 638.
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before Billings published his most original and groundbreaking collediiua,
Continental Harmony1794) tunebook compiler Isaiah Thomas wrote of Billings as if he
were already a legend:
Mr. William Billings of Boston was the first person we know of that
attempted to compose Church Musick, in the New-England States; his
musick met with approbation. ... Several adept in musick followed Mr.
Billings’'s example, and the New-England States can now boast of many
authors of Church Musick, whose compositions do them hdfiour.
Many scholars name Billings as the first American-born composer tothateanon of
American music history and the first whose fame extended beyond his lifétime
However, Billings was certainly not the only active composer in late egthte
century New England. By 1810, nearly three hundred Americans had published sacred
music. This first school of New England composers comprised men who were largely
Anglo-Celtic and Protestant, usually CongregationadiiMost lived in Massachusetts or
Connecticut, were tradesmen of various sorts, and were singing-schoettoaiself-
taught amateur musicians, but this lack of formal training says less aboukilh&awsl
and more about the economic support for artistic endeavors in colonial New England.
Although the works of these American composers continued more or less in the
same stylistic vein as British psalmody, composers of the First Nelarieh§chool
developed individual idioms, and subtle changes in repertory and musical style began to

set this American brand of psalmody apart. Interpolated biblical textsenatagery, the

characteristic use of fuging tunes, and long anthems with contrastirmnseate features

% aus Deo! The Worcester Collection of Sacred Haryr{gviorcester, MA: Isaiah Thomas, 1786), front
matter 1.

2 See, for example, Philip V. Bohlman, Edith L. Bluofier, and Maria M. Chow, ed$dusic in American
Religious ExperiencéNew York: Oxford, 2006), 3-4.

% Temperley and Crawford, “Psalmody,” 638.
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of the American style. Another significant change is the increased aiteinat

American composers paid to the singing voice itself, both in their choices oatekts
musical style. (Some of these features will be explored more deeply iectiape.)

New Englanders held the practice of psalmody and the singing voiceantheth esteem

for various practical, religious, and social reasons. The form and the content of new
tunebooks changed to reflect this cultivation and celebration of the so-calledhifbgeat
instrument.” This suggests that religious leaders were not the only ones whoized

the theological import of the singing voice; composers, too, chose text about singing to

reflect its crucial role in religious culture.

kkkkkkk

Even before the “Yankee tunesmiths” gained prominence, psalmody dominated
the musical landscape of New England. Defined eappellathree- and four-part
settings of metrical texts based on the Book of Psalms, other parts of theoBitleer
sacred themes, this style of music seemed to capitalize on the strergshly dfew
England societies; it was highly portable and accessible to most persagisljghied
the singing voice, and it was flexible enough to adapt its texts to relevamataind
political events. In a society teeming with religious rhetoric and devotpaatices,
songs of all types adopted language similar to that found in psalmody. With tharfipwe
of the First New England School, the music and the discourse surrounding it began to
more closely reflect the unique manifestation of the Reformed religiousgte present in

colonial New England.
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CHAPTER 2: SACRED SONG AND THE SOUL

Religious leaders in late eighteenth-century New England agreeti¢hat t
nourishment of the soul was a critical function of psalmody. The music alone galsaess
certain aesthetic beauty and required some knowledge of how to perform it, but they
believed that sacred song was useless without its spiritual dimension. Tlatext t
accompanied the notes provided one level of meaning; psalm texts or other sacred words
expounded upon religious beliefs and offered a way for the listener or performer to
communicate with God. On another level, however, the total experience of singmg—t
beauty of the music and words together—allowed, it was believed, for change hgthin t
soul, catapulting it into realms unknown. In the predominantly Reformed religious
climate of the time, this sort of personal spiritual experience was anagpeoportant
part of worship.

This chapter discusses the shift in religious thought ushered in by the Great
Awakening, focusing especially on its uniquely American aspects. Badidggaders and
composers claimed that sacred song took those theological changes to andther leve
Psalmody exemplifies the religious personalism of the post-Greatekwakperiod and
was a crucial medium through which New Englanders practiced the new brand of

spirituality.



“A Citty upon a Hill”

Commonly held religious beliefs and moral codes in late eighteenth-centwry Ne
England clearly impacted attitudes about the human soul and music’s abilitgydioitaf
The different colonies had developed somewhat distinct religious cultures, bu¢ diespit
variety of Christian denominations, an overarching climate of Reformed Calvinis
theology prevailed in New England and the surrounding areas. A brief reviae of t
colonies’ religious traditions shows both the unity and diversity of religious thaught
the late eighteenth century.

Calvinist thought encompassed many aspects of Puritanism from the previous
century. “Puritan” was the name given to English Protestants who catletbfe intense
reform of the Church of England. They believed that the English brand of Protaatanti
was too mild, being essentially Catholicism under a new name. The English m&archy
harassment of the Puritans during the late sixteenth and early seventeentescentur
prompted the Great Migration of the pilgrims to America in the 1630s and 40s. In its
American manifestation, Puritanism included heavy reliance on the Bibém$wers to
all of life’s questions and rejection of Anglican traditionalism and hieyanehich, in
their mind, was too close to Catholicism. In regards to the church institution, they
believed that each congregation was an autonomous unit, able to function as a decision-
making body with Christ as its true authority.

Early American societies revolved around these autonomous church polities,

which oversaw even the most minute aspects of practical life. HistongnNider

! william G. McLoughlin,Revivals, Awakenings, and Reform: An Essay oniBeland Social Change in
America, 1607-197{Chicago: University of Chicago Press, 1978), 31382 See also Timothy L. Hall,
Religion in AmericgNew York: Infobase, 2007), 9, 23-24. During thgyneof the Catholic monarch Mary
| (1553-58), many English Protestants were senteaxtle to places like Geneva, where they were sggo
to a much more extreme form of Protestantism thas pvacticed by the Church of England.
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argues that early American Puritanism “was not only a religious creeds ia
philosophy and metaphysic; it was an organization of man’s whole life, emotional and
intellectual.”” Although the Puritans gained a reputation for conservatism because of
some rather authoritarian practices (e.g., laws regulating drasg;, rand behavior),
their goal was reformation and purification of the church; in light of thgaeeences
with the Church of England, they were looking to create a better world order, amd mig
be seen, in that sense, as progressive.

Concomitant with this desire to be a reformed, enlightened offshoot of the
Anglican Church was the concept of American exceptionalinits religious context,
this was a belief that God was doing special work in America througleet gebup of
disciples. The new geography was an opportunity for a fresh start. John Winthrop,
governor of the Massachusetts Bay Colony in the 1630s and 40s, provided the rallying
cry for this ideology when he preached that his new community would set an example for
others, both overseas and at home: “wee shall be as a citty upon a hill. The eies of all
people are uppon ué.For nearly a century and a half leading up to the American
Revolution, the pioneering spirit of Winthrop’s words embedded itself in religious
discourse, setting the stage for a uniquely American conception of Chtystiani
Rhetorical comparisons with the biblical account of Exodus were commonly used to
support the idea of American exceptionalism, and these were incorporated into some of

America’s native psalmody in the late eighteenth century. Americazova®ived as a

2 perry Miller and Thomas H. Johnsdthe Puritans: A Sourcebook of Their Writif@dineola, NY:
Dover, 2001), 4.

% Hall, Religion in America98.
* John Winthrop, “A Modell of Christian Charity,” iMiller and JohnsorThe Puritans: A Sourcebopk
199.
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New Jerusalem and the Puritans as the new band of Israelites, God’s chosen peopl
being guided through the wilderness of the unfamiliar and often dangerous [Bnd&ca
the New World. This type of biblical rhetoric combined with Calvinist thinking
contributed significantly to the revolutionary mentality of the 1770s by stressing
America’s mission to inaugurate the millennial age by building such a tgty a hill.”
The Revolution, however, was not the end of the theory of American
exceptionalism; it is still alive in modern discourse, hundreds of yeardladtelentity
crises that sparked the immigration of the Puritans and, ultimately, thewar f
independence. Modern proponents continue to argue that there is something about the
religious culture of America that is fundamentally different from anyrofhieey
describe an apparent paradox central to American society: despite beingughly
modernized nation in terms of its economy, technological progress, and political
systems—indeed, perhaps the icon of modernization in the twenty-first century—the
social and cultural importance of religion remains remarkably strongfligsisn the
face of general assumptions about the relationship between modernization and
secularizatior.In many European nations, for example, modernization accompanied a
diminishing role of religion in social organization and political decision-making iShi
decidedly not the case in America, as proponents of American exceptionajisarttzat
religious congregations, rather than political parties, are still the predotiorm of

popular participation in American civil societyLhis contemporary conception of the

® James A. Beckfordsocial Theory & ReligioiNew York: Cambridge University Press, 2003), 59-60

® See William Safran, edThe Secular and the Sacred: Nation, Religion anlitif® (London: Frank Cass,
2003), 13, 15The author cites a number of popular movementsitad by religious groups. Additionally,
the fact that the United States is one of the I&datist” modernized nations (that is, in termgablic
employment and social programs) is supposed to tmamthe radical individualism that was part of th
unique character of American religious movemems the Great Awakening.

60



“citty upon a hill’—a beacon of modernization with religion as its driving forceacds
its roots directly to the first Anglo-American communities. While eightlk-century
New England was not on the cutting edge of modernization, many of its residents had
truly radical ideas about religious and social organization. Edmund Burke apmigpriat
called these early Americans “Protestants of Protestantism” anetitiss of dissent’”
Many embraced the ideal of a New Jerusalem, and sought to carry this out ityvirtual
every aspect of life.

Sacred music was one prominent manifestation of American exceptionalism i
these early American communities. Because the predominant musleaksiyired
many voices working in concert, psalmody promoted community organization centere
on religious themes. Some examples of late eighteenth-century psalmwdyis period
exhibit a nationalist tone, combining biblical imagery with unique aspects of the
American setting and suggesting the potential for political initiabiveugh these singing
groups. Billings was particularly known for such hybrids. His famous “Cheéstst
printed inThe New-England Psalm-Singér770) and revised into its final version
(shown in Example 2.1) ilihe Singing Master’s Assistafit778), emphasizes the slave-
master relationship that characterized tensions with England at thah tAngerica’s
history. Its setting, mostly homophonic with a preponderance of root-position tonic
harmonies, exudes strength.

Let tyrants shake their iron rod,

And Slav’ry clank her galling chains.

We fear them not, we trust in God.
New-England’s God forever reigns.

" Edmund BurkeSelected Work&xford: Clarendon Press, 1904), 180-181.
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Example 2.1 William Billings, “Chester, The Singing Master’s Assistafit778)
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By claiming God for New England, Billings echoes Winthrop’s declamatiadivine
favoritism. That such a song appeared in a sacred tunebook speaks to the fluid boundaries
between religious and political rhetoric in late eighteenth-century ideer

Drawing on this Puritan heritage that included a sense of exceptionalism, most
churches in the colonies were decidedly Calvinist in their theology. Accomnedjgion
historian William McLoughlin, this theological grounding underpinned more than
Sunday morning worship: “a broad Calvinistic Puritan base was the common feature of
the colonial world view.® The most prominent denominations in New England, namely,
the Congregationalists, Presbyterians, Baptists, and Dutch Reformedgcethht least
some aspects of this theology.

The colonial world view that McLoughlin alludes to included ideas about human
nature, salvation, and everyday actions. Reformed Christians believed\thtibealas
the gracious gift of a sovereign God and that the recipients were sinful agiditber
undeserving. Humans were in a constant struggle with Satan; he could be kept at bay only

with diligent effort and self-discipline. Yet, depravity was considered dheral state of

8 McLoughlin, Revivals, Awakenings, and Refo38-39.
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even the most conscientious Christian. While good works and right actions were thought
to be excellent offerings of praise, God’s grace was the key to salvatitiar Paritans
held that only the elect would be saved, and they saw outward good works as a
confirmation of such election. But debate ensued surrounding the so-called “caMenant
works” as opposed to the aforementioned “covenant of grace.” By the eighteenth
century, the doctrine of “total depravity” and dependence on God’s grace was widely
accepted among American denominatid@alvinists also maintained that God revealed
much of his will through the Bible, the ultimate guidebook for human action. However,
this revealed will was best interpreted by learned men, aided, again, by gsack.

Even these men, that is, preachers and ministers, were fallible, but tieetpvier
respected as God's servafits.

Throughout the seventeenth and eighteenth centuries, the predominant
manifestation of Calvinist theology in New England was Congregationalism.
Congregationalists hailed from a line of Puritans who maintained that each clag@n
autonomous group of believers. The colony of Massachusetts was esp#eiallthr
Congregationalists, and they were notably intolerant of dissenters. Baptlststloa
“incendiaries of commonwealths,” were banned by law there in 1644. Quakers were
persecuted in the latter half of the seventeenth century and were sontspogsd,

maimed, or even, on occasion, executed. The hardships that colonists faced were often

° Hall, Religion in America26-27. Early dissenters like Roger Williams and Amtutchinson were
proponents of this “covenant of grace.”

19 McLoughlin, Revivals, Awakenings, and Refo#8,
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explained as God'’s wrath brought upon them for the moral depravity caused by these
dissenting religious groups.

Roger Williams, as one of the best known dissenters, complained about the close
relationship between the church and state in Massachusetts, resemblirgg at tim
theocracy. He fled to Rhode Island and founded the First Baptist church there. The
numbers of Baptists, most emigrating from England and Wales, swelled cheing t
eighteenth century, and Baptists gained many converts from Congregatiandlist
Anglican congregations during this period as WeBecause of the strong presence of
Baptists there, some Anglicans referred to Rhode Island as “that feittité Bleresy &
Schism.*?

The Baptists, however, were not as harshly condemned as the Quakers. Perhaps
the most characteristic difference between the Quakers and otherdmtotest
denominations in New England was the former’s focus on an inner experience of
spirituality. Scripture was less important to the Quakers, and they clanaeshtvation
was available to everyone, not just the elect. Quakers began to arrive itdmehe
1630s, and their controversial beliefs made them outcasts in many places, lgspecial

Massachusetts. New Jersey, Rhode Island, and New York were tolerable havens for

Quakers, but William Penn’s new colony of Pennsylvania was the most hospitable

1 Hall, Religion in America37, 39, 47.

12 Hall, Religion in America74. The right to vote in Massachusetts, for epamwas restricted to
Congregationalist church members.

13 Cutler, Timothy, James Honyman, Samuel Johnscal, &fThe Anglican Clergy of New England to the
Society for the Propagation of the Gospel, 20 3d®7,” inA Documentary History of Religion in America
to the Civil War ed. Edwin S. Gaustad and Mark A. Nolff &d. (Grand Rapids, MI: Eerdmans, 2003),
123-24. Letter dated July 20, 1727.
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location because of Penn’s own conversion to Quakerism int&&hnsylvania offered
a degree of religious pluralism and freedom that was ahead of its time. Christophe
Schultz, a Pennsylvania resident, described the atmosphere there to his friend, Carl
Ehrenfried Heintze, in 1769:

Here [in Pennsylvania] we mingled like fish at sea, but peaceably ... A

Mennonite preacher is my real neighbor; | do not wish for a better; on the

other side stands a large, stone, Catholic church. The present Jesuit father

here is a native of Vienna, ... he confides more in me than in any of the
bosom-children. When he encounters a difficulty he comes to me. These
men have learned to adjust themselves perfectly to the time. Furthermore,
the Lutherans and Reformed have their churches here ... On Sundays we
meet each other crisscross.
Schultz’s account bears witness to the pluralistic environment in Pennsyhainia t
tolerated a number of different sects and harbored immigrants from various parts of
Europe.

Some religious groups were purposefully established as enclaves by European
counterparts. For example, Cecil Calvert, the Second Lord Baltimoreljsstdb
Maryland as a Catholic colony in 1632 at the behest of Charles | of England and his
Catholic queen consort, Henrietta Maria; the Catholics were a minonity, thé they
were still more prominent than elsewhere in the North8&Bopery” was almost

universally despised in America and sometimes prohibited by law; “papistgs”denied

positions in colonial governance, and some were made to take loyalty oaths that wer

14 Hall, Religion in America49-50.

15 Christopher Schultz, Christopher Schultz to CamdBfried Heintze, 1769, in Sally Schwar, Mixed
Multitude™: The Struggle for Toleration in Coloni&ennsylvanigNew York: New York University Press,
1987), 266

18 Hall, Religion in America30.
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incompatible with Catholic allegiance to the pdp&atholics were disenfranchised in
Maryland in 1718, when it became an Anglican colony. Dutch Reformed leaders, notably
Peter Stuyvesant, were sent to present-day New York on behalf of the Dutahdizast |
Company. Stuyvesant enacted regulations attempting to compel church agendanc
enforce Sabbath rest, close brothels and taverns, and bar Catholics and Jews. However,
by the eighteenth century, New Amsterdam (present-day New Yorkvzg/yvery

religiously diverse, harboring Catholics, Jews, Lutherans, Puritans, and Astsbalating

with the prominent Dutch Reformed populati§rDther sects came to America because

of worsening conditions in Europe. The revocation of the Edict of Nantes in 1685 made
life less tolerable for many French Calvinists, many of whom imr&dreo New York.

By the beginning of the eighteenth century, Congregationalism had been
established as the dominant religion of New England, although disagreements over key
theological points created pockets of dissenting communitg this time also, the
southern colonies were established as Anglican strongholds, and other groups were
discouraged from settling there. In the middle colonies, religious pluralisthe/aerm,
with Baptist, Presbyterian, Quaker, and even Catholic and Jewish communities
flourishing. Figure 2.1 summarizes the religious climate of Ameni¢he late eighteenth

century.

" Thomas J. CurryThe First Freedoms: Church and State in AmericthioPassage of the First
AmendmentNew York: Oxford University Press, 198@Q.

18 Hall, Religion in America33- 34.

9 For example, debates ensued about who was quaiifieeceive the Lord’s Supper, whether infant
baptism was a legitimate practice, and whetheri$mpdlone was sufficient for church membership. See
Hall, Religion in America52-53.
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Figure 2.1 Church Establishment and Denominational Strength in the Thirteen
Colonie$’ -
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Perseus, 1999), 96.
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The religious pluralism of New England, at least within the Protestanttbodnc

Christianity, exploded in the second half of the eighteenth century. At that ineable

communities of Methodists, Shakers, and Unitarians could be found; in addition,

German-speaking immigrants established communities of Lutherans, iGRef@amed,

Mennonites, and Moravians. Table 2.1 shows a summary of religious groups and their

main locations.

Table 2.1 Summary of religious groups in late eighteenth-century New Erngland

Denomination / Main
Group Date* Main Location(s), 18th century Ancestry
Dutch Reformed 1628 New York Dutch
Congregationalists 1630s Massachusetts English
Catholics 1632 Maryland English
Baptists 1639 Rhode Island English
Maryland, Virginia, Delaware,
Presbyterians 1644 | Pennsylvania Scottish, Irish
Quakers 1681 Pennsylvania English
Huguenots 1685 New York French
Anglicans 1689 Virginia English
Moravians 1740s Pennsylvania, North Carolina German
New York, Pennsylvania, Maryland,
Methodists 1766 | Delaware English
Shakers 1785 New York, Pennsylvania English
Unitarian 1785 Massachusetts English

*Approximate date of first formally established cblies, congregations, or religious colonies in

America

This increasing religious toleration grew, culminating in an amendment tanibedlU

States constitution in 1789 “respecting an establishment of religion,” but aooepda

minority groups, like Quakers, Baptists, Catholics, and Jews, was espsioallyy some

2L Information culled from HallReligion in America
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of the New England coloniéé Congregationalists maintained a strong hold on both
private and public life in the colonies of Massachusetts and Connecticut well into the
nineteenth centur§? Although religious differences between various denominations in
New England remained important, they moved to the background somewhat in the late
eighteenth century, as community-level organization superseded regiagialiseli
boundaries in many places. Sacred song, which was usually a theologicaify neut
expression of commonly-held Christian beliefs within this Reformed religilhmsite,

flourished and flowed freely from community to community.

The Great Awakening

The common ground between different religious groups came to forefront through
the most important religious movement in eighteenth-century America—#et Gr
Awakening. Most scholars date this movement from roughly 1730 to 1760. Springing
from the Reformed tradition and its emphasis on God’s gracious salvation in the face of
human sinfulness, the prominent feature of the Great Awakening was a new, emotion
based preaching style that applied this idea of grace to the individual. Geortg@ldhi
an itinerant Calvinist Anglican minister with a gift for passionate dpasoften
considered the catalyst for this movement. He travelled along the eastboas,
preaching mostly outdoors and attracting large crowds. Whitefield clamaedis

purpose was to breathe new life into the spiritual lives of Americans and to remake

2 First amendment to the Constitution, submittetheostates for ratification September 25, 1789péetb
on December 15, 1791. Amendments aside, the U.Sstidation, drafted in 1787, was notably un-religgo
in its language; state constitutions often refetoe@od, but the federal one did not. Howevergielis
practices, like swearing in the new president &ikde, and the institution of Thanksgiving holideay
1789, revealed the permeable boundaries betweentchad state in the early years of the new republi

% Hall, Religion in America75.
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religious leadership; he wanted to awaken the “dead, false-hearted psesobeag the
dissenters, who hold the form of sound words, but have never felt the power of them in
their own souls® He gained celebrity status and sparked a new focus on the personal
experiences in the heart of the believer. Intellectual acceptanceyaiugldoctrines and
adherence to traditions were still important, but the evangelistic fervorhirbyg
Whitefield and his ilk imbued the emotional experience of religion with legiynike
never before. The individual's conversion experience was emphasized, as fattewas
as something chosen rather than something that one is born into. A covenantal
relationship existed between the church and the individual; membership in the church
polity became intentional, stated voluntarily by the believer, as opposed to being
automatically assigned upon birth or entry into the community.

In many ways, the Great Awakening was an ecumenical movement, downplaying
the differences between denominations in favor of the focus on conversion experience
which was available to everyone. Scholars have called the Great Awakentfigsthe
prominent intercolonial cultural everf”All denominations experienced the revival
brought by the Great Awakening in one way or another; some fragmented al$, a res
splitting into traditionalist and progressive factions. For example, Cortgreglsts
sympathetic to the Great Awakening were known as “New Lights,” as oppo#esl t
“Old Lights” who largely rejected it. Unitarianism developed out of a lideranch of
“Old Light” Congregationalism, challenging traditional Calvinist dm&s, such as the

Trinity and divine sovereignty. Presbyterians were similarly divided hrgdNew Side”

24 George Whitefield, entry dated 17 April, 17403eorge Whitefield’s Journals, 1737-41, to Which Is
Prefixed His “Short Account” (1746) and “Further Aount” (1747) ed. William W. Davis (Gainesville,
FL: Scholars’ Facsimiles & Reprints, 1969), 405-406

% Hall, Religion in America9s.
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and the “Old Side.” The Separate Baptists split from mainstream Bapéisause of their
insistence on a testimony of conversion to attain church membership.

The Great Awakening also placed great emphasis on the mind. During this era,
formal religious education of the clergy was the norm for most denominations, and they
were thus more equipped for biblical interpretation, preaching, and evangelical
ministry?® The ministerial professionalism ushered in during the Great Awakening gave
preachers the authority to speak on a broad range of topics relating to thauigltivi
religious life, including sacred song. Many of America’s first ingtng of higher
education were closely associated with or established by religious grobpslsSke
the College of New Jersey (established 1746, later renamed as Princetdillam
Tennent’'s Log College (established 1735), both founded by New Side Presbyterians,
were responsible for the style of intellectual revival preaching emthbgie
philosophically-minded ministers like Jonathan Edwards. Edwards’s sermons were
meticulous and thoroughly reasoned discourses, which were often puBligtesifocus
on learned ministry meant that congregations were exposed to more intebpetecth
and were schooled on the finer points of theology through sermons. The Great
Awakening embodied a dualism between intuition and reason, that is, betweenthe hear
and the head. Its proponents were at the same time deeply spiritual persons,aseeking
inner experience of conversion, and practical thinkers. As “heirs of humanismy,” t

were firm believers in the power of the intellect and human reason in discerning the

% As a case in point, see Appendix B, which givessthooling backgrounds of the preachers disclissed
this study. Sixteen out of twenty-one were trainedne of late eighteenth-century America’s thnearper
educational institutions—Harvard, Yale, and thel€yd of New Jersey (Princeton).

2" Hall, Religion in America78-79.
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truth ?® Passion was to be checked by logic, but both were welcomed as means of
encountering God. By affirming both the emotions and the intellect as useful tools in
religious life, they embraced a holistic view of the human person, and passed this
religious culture on to subsequent generations.

Of course, this integration of the intellect and spirituality was not unique to the
Great Awakening; it merely found renewed expression tiekeerican preachers relied
heavily on the past wisdom of Reformation figures and earlier Christian thimkers
addition to the seminal writings of John Calvin, the works of Sts. Paul and Augustine
experienced a revival during this period in American religious history. Paul, iettess|
to early Christian communities along the eastern Mediterranean, spibiecdhfality
between the spirit and the intellect and the necessity of both in the actions of daily
Christian living. This teaching aptly supported the ideals of the Awakeningldts
likely that preachers favored Paul because certain aspects of weiddesimilar to
theirs. Like many of New England’s early religious leaders, Paul wasant,
establishing new communities of Christians wherever he went and relying motus
to inspire them. The theme of building a New Jerusalem was common to both situations.
In addition, Paul’'s famous conversion to Christianity along the road to Damasdes ma
him an appealing figure for eighteenth-century American Christians, wheasiongly

emphasized the conversion experience as a marker of faith maturity. St. Ae gusbi

% McLoughlin, Revivals, Awakenings, and Refod, See also David Harlafihe Clergy and the Great
Awakening in New Englan@nn Arbor, MI: UMI Research Press, 1980), 11-29.

2 Furthermore, the ideals of the Great Awakeningehzontinued to thrive in various manifestationssin
the eighteenth century. In many ways, the theolfgpodern Evangelicals is indebted to the Great
Awakening. Although Evangelicalism in America isliedibly diverse, common themes of emotional
outpouring, a personal relationship with God, arainitiation of social action based on religious
principles flow directly from the theology of the&at Awakening.
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converted to Christianity as an adult and exhibited a lifelong obsession with geantin
learning that produced many theological writings. Augustine’s ideas bhsigthuman
sinfulness and efficacious grace found expression in the works of Reformation
theologians, especially Calvin and Martin Luther.

The Holy Spirit or Holy Ghost, the third person of the Trinity, as it was explained
by theologians such as Paul, Augustine, Whitefield, and Edwards, proved an important
figure in the religious climate of the Great Awakening. The intangible weysiich
souls were affected, converted, and moved to action were attributed to the wofkings
the Spirit. The outpouring of emotion that might accompany a conversion experience or
the singing of a particularly moving song could be explained through the concept of
inspiration, literally, the filling of oneself with the Spirit. Because ofithportance of
inspiration in the act of singing, some examples of psalmody from this period open with
an invocation to the Holy Spirit. For example, the text of Abraham Wood’s “Waterford,”
written by the English Calvinist minister Joseph Hart, calls on the $ppirform both
an emotional function (“touch our hearts”) and a musical one (“tune our tongues”), so
that the action of singing might become an outpouring of emotion as well:

Holy Ghost inspire our praises,

Touch our hearts and tune our tongues;

While we laud the name of Jesus,

Heav’'n will gladly share our songs.

Woods’s setting, shown in Example 2.2, is typical of those found near the beginning of
late eighteenth-century tunebooks. Its homophonic texture, steady quagtenytbins,

abundance of root position harmonies, and the clear antecedent-consequent relationship

between the two phrases make it an ideal warm-up piece for a singirans#dassed in

73



this way, the invocation of the Spirit might serve as a blessing over the entire

proceedings.

Example 2.2 Abraham Wood, “Waterford,” in Nehemiah Shumwakie American
Harmony(1793)
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Another popular text, written by Billings and set by him and a handful of other
composers, invoked the Holy Spirit in a similar way, asking it to assist in theahus
performance, to “augment” the “swells” and “refine” the “tones” of theeoklias
Mann'’s setting, “Lancaster,” shown in Example 2.3, is somewhat more iatticat
Woods's.

Majestic God, our muse inspire,

And fill us with seraphic fire;

Augment our swells, our tones refine;
Performance ours, the glory thiffe.

30 Also found in Billings, The Continental Harmonfi794) with the tune INVOCATION.
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Example 2.3Elias Mann, “Lancaster,The Worcester Collectiofi786)
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Pieces like these appear frequently in late eighteenth-century tunebbeksvdcation
of the Holy Spirit seemed to function as a blessing over the music, calling aio God
literally inspire the act of singing.

Whitefield and Edwards, two of the preeminent preachers of the Great
Awakening, saw the importance of the Holy Spirit in making God’s grace present t
everyone. One of Whitefield’s published discourses on the topic defends the indwelling
of the Spirit as a legitimate and extraordinary means of encountering Godbkevtol
everyone. He emphasizes the universal availability of the Spirit's workings

The genuine effects and fruits of the love of God ... are flowers not to be

gathered in nature’s garden. They are exotics; planted originally in heaven,

and in the great work of the new birth, transplanted by the Holy Ghost, not

only into the hearts of the first apostles or primitive Christians, but into the

hearts of all true believers.

Edwards also preached about “the extraordinary gifts of the Spirit,” which tended to
surface in everyday situations and for everyday people, perhaps through singing or other

daily tasks. Although the gifts were extraordinary, the means of regeh@&m were not.

Edwards emphasized the Spirit's “ordinary operations, in convincing, converting,

31 George Whitefield, Bservations on Some Fatal Mistakes, in a Book yd®eblished, and Intitled, The
Doctrine of Grace; or, The Office and Operationghe Holy Spirit Vindicated from the Insults of
Infidelity, and the Abuses of FanaticigRhiladelphia: William Bradford, 1763), 10. Accedséa EAI.
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enlightening and sanctifying the souls of mé&nThis type of grass-roots religious
philosophy appealed to the large crowds who often gathered to hear itineraneggeach
like Edwards and Whitefield, and it probably influenced the choices of texts leyidan
composers.

Furthermore, this religious movement of the Great Awakening and its
proclamation of the universal availability of God’s grace contributed to autewmadry
mindset in the years leading up to the war for American independence. Preachers
commonly lamented the spiritual decline of ministers at home and abroad, who were
supposed to be God'’s trustees on e#rMost denominations were quick to remove
leaders that they believed to be illegitimate. In this way, the languageabition
entered American churches during the Great Awakening. The movement’'s esygrhasi
the individual’s conversion added to an overall suspicion of hierarchical institétions.
The ability to approach God directly, without need of a priest, bishop, or other official
intermediary, to some extent lessened the authority of church hierarchy amadedoct
pronounced by church leaders, and this attitude probably carried over into polgieal lif

well. The concept of a “priesthood of all believers,” that is, a laity witlathlgy to

32 Jonathan Edward$he Distinguishing Marks of a Work of the SpiriGxid (Philadelphia: Parry Hall,
1792), 3.

3 See HallReligion in Americal00. These sermons and speeches were knownvastéid Jeremiads.” A
Jeremiad lamented the depraved moral state oftgpthie “inverted” version decried not the common
people but the religious leaders of a community.

34 Catholicism, of course, represented an extrena frhierarchical religious structure. The disdast
Rome evident in religious writings of this periaadathe exclusion of “papists” from many aspectslefv
England society is evidence of this suspicion @uyehanded church leadership. Anglicans and
Methodists, though less harshly criticized thanhGlts, struggled with inherit connections withiggdus
leaders in England. American Anglican bishops loaplédge allegiance to the British throne, and
Methodists were considered a subset of the ChurEmgland. Tensions mounted during the war years,
when American leaders of these faiths tended wybegathetic to the loyalist cause and were oppsreEnt
independence. Post-Revolution, both split withrtEgiglish counterparts, forming American
Episcopalianism and American Methodism.
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approach God directly without need of church leaders to perform that function, was a
popular ideal for religious groups in New Englandhe belief in the availability of

God’s saving grace to all Christians helped to introduce strains of demau@cy i
religious thought, possibly setting the stage for democratic politifcalme. Thus, the
secular revolution of the 1770s was reflected in Protestant church practicespeirith
as well.

The Puritan era bequeathed to America its core culture and a sense of America
exceptionalism. Those values, based on the predominant Calvinist theology aed filter
through the lens of the Great Awakening, permeated life in the colonies duringtthe la
forty years of the eighteenth century. It is no exaggeration to say that #g@cAm
consciousness throughout the eighteenth century revolved around religion; it colored
nearly every aspect of life, from politics to family life, from econoncthe arts. The
act of singing fit neatly into this religious landscape because it, too, touched on fbe publ
and private and nourished the whole person by involving the soul, body, and mind.
Psalmody focused these new religious ideas into a format that involved the wisole per

and indeed every person.

Effects on the Soul
Because the texts of psalmody were almost always directed toward Godcas an a
of praise, matters of the soul were of prime importance for authors and comgosers

Paul’s exhortation to “sing with the spirit" called for attention to thidiceiahip between

% In particular, the writings of Martin Luther expudion this concept, which is rooted in scripturééter
2:9—"But ye are a chosen generation, a royal graesd, an holy nation, a peculiar people; that yeukh
shew forth the praises of him who hath called youas darkness into his marvellous light”).
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song and the soul. Paul’s distinction between the outward and inward parts of singing
mirrors the distinction between the human and divine audience for sacred song. The part
of the performance for the human audience, including the performers themsebres, wa
concerned with technical facility, vocal production, text declamation, and aesthe
beauty. However, the part of the performance directed toward God strove for sgmethi
more intangible and personal. This striving directly related to the rahdain religious
thought towards the ideal of a more personal relationship between God and each
individual.

Ideally, the inward, spiritual part of singing involved a personal reldtipngith
God that was strengthened each time the singer engaged his or her voiceirnmpeis
belief in the capability of sacred song to achieve this relationship is espoussdions
and tunebooks. Preachers, composers, and practitioners of psalmody emphasized the
importance of singing by noting many salutary effects on the soul. Obsected
several specific ways in which sacred song was thought to improve the relgtiortshi
God. It seemed to ward off evil temptations, cleanse the soul of impuariedill it with
lofty and virtuous desires. It supposedly enlivened the soul and made it more fit for
heavenly engagement. In their descriptions of sacred song, many writers spulecxs
ability to “refine” the soul, as a metal is refined and made free of pliritines:

Musick has a most happy tendency to polish and refine thé%oul.

Devout psalmody ... revives and refreshes the spirit under trials... Singing

psalms or hymns of praise to God has a happy tendency to strengthen and
animate devotion: And to prepare the soul for further good impresSions.

% zabdiel Adams, “The Nature, Pleasure and Advarstag€hurch-Musick” (Boston: Richard Draper,
1771), 6. A sermon preached at a lecture in the Piarish of Lancaster, Pennsylvania, on Thursdaij A
4th. 1771. Accessed Vi2gAl.
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This image of refinement, taken from the Old Testament prophet Malach¢spten of
the day of judgment, was certainly a familiar one in New England towns, where
metalworking was a common and vital segment of the ecofidhike the purified
metal, a purified soul was a clean, raw material, full of possibilities adg tede put to
good use.

Once sacred song had refined and cleansed the soul, it was believed to have
further powers to fill the soul with good feelings and desires. These “devoutafiic
were considered to be one of the greatest fruits of psalmody, and discuskiem of t
abounded in treatises and sermons about sacred music. The Reverend Ezra Weld
described a range of holy emotions that might be brought about by singing and boldly
claimed that sacred music was perhaps the best way to achieve closdn&ssow

[The psalms] help the soul on in its way towards perfection; strengthen,

and promote every virtue, and lead to the most intense contemplations on

the infinite beauties of God, and his works. Psalmody carried to possible

perfection, would perhaps be more than equal to any other exercise, in
purifying the heart; leading it to God, and heavenly attainments. It is true
indeed, the pious mind ... is filled with holy wonder, and a tranquility of

heart, that admits no description; but by the energy of sacredsong.

The purification that Weld refers to is similar to Malachi’'s processfofement. Weld

claimed that pious feelings of “wonder” and “tranquility” resulted oncepthrdied soul

was exposed to sacred song.

37 Wwilliam Symmes, “The Duty and Advantages of SimgRraises unto God” (Danvers, MA: E. Russell,
1779), 16. Delivered April 6, 1779. Symmes was qast the First Church in Andover, Massachusetts.
Accessed Vi&Al

3 Malachi 3:2-3: “But who may abide the day of hisring? and who shall stand when he appeareth? for
he is like a refiner's fire, and like fullers’ soand he shall sit as a refiner and purifier ofisit and he
shall purify the sons of Levi, and purge them as gmd silver.”

39 Ezra Weld, “A Sermon, Preached at a Singing Le¢t(8pringfield, MA: Ezra W. Weld, 1789), 15-16.
Sermon preached May 21, 1788 in Braintree, Massattsu Accessed VA
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Because different strains of music cause different outpourings of emotion, the
ways in which sacred song might bring forth devout affections are virtualityelss. The
introduction toA Selection of Sacred Harmo(iy788) describes a whole range of
salutary effects on the soul:

Music not only decently expresses, but powerfully Excites and Improves
the devout affections. It is the prerogative of this noble art to cheer and
invigorate the mind, to still the tumultuous passions, to calm the troubled
thoughts, and to fix the wandering attention.—She can strike the mind
with solemnity and awe, or melt with tenderness and love; can animate
with hope and gladness, or call forth the sensations of devout and
affectionate sorrow’

According to the author, sacred song brought out the complexity and variety af huma
emotion. In an address delivered to a singing school in Groton, Connecticut, in 1798,
Congregationalist minister Aaron Kinne similarly explained that therevarmus
passions of the soul” and listed a number of disquietudes of the soul that are assuaged by
sacred song:
Melody softens and sweetens the animal spirits,—dissipates gloomy
apprehensions,—mollifies the obdurate, —tames the ferocious, —
composes the distracted, —exhilarates the sad, —refreshes the weary, —
and diffuses through the soul, the most exquisite and pleasing sensibility.
Subjects are most clearly illustrated by the most simple examples. How
naturally does the nurse attempt to quiet the infant, by singing? And how
many uneasy, restless children,Hysh my degrhave been composed to

sweet and refreshing sleép?

In so many cases, they argued, sacred song was a remedy for afflictioasodl.

“0 A Selection of Sacred Harmo(®hiladelphia: W. Young, 1788), front matter 1. Ttse of the feminine
pronoun “she” to refer to music recalls ancientaagtions of music in its ability to excite the emas. In
this religious context of early America, it alsggests the workings of the Holy Spirit, decidedig most
“feminine” person of the Trinity, in its motheringle as comforter and nurturer.

*1 Aaron Kinne, “Alamoth. An Address, Delivered t@tBinging Schools, in the First and Second Sosietie
in Groton” (New London, CT: S. Green, 1798), 6. dssed vidEAl.
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Composers of psalmody often used aspects of the music to portray these myriad
emotions. “Contemplation,” with text by Isaac Watts, explores the profourmsof
the crucifixion and its overpowering effect on the soul:
Deep in our hearts let us record,
The deeper sorrows of our Lord.

Behold the rising billows roll,
To overwhelm his holy soul.

Daniel Read’s use of a minor mode setting, shown in Example 2.4, for this morose text is
perhaps an obvious choice, but his use of texture is more inventive and illuminating.

Example 2.Daniel Read, “Contemplation,” in Nehemiah Shumwigye American
Harmony(1793)
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The slow-moving homophony and open harmonies of the opening couplet reflect the
weight of sorrow. A possible interpretation of the faster, melismatic, uggotion that
follows, beginning in the lowest voice and rising from there, is that it depicts the

experience of the soul, being overcome with emotion. Perhaps the increasedentanem
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the music parallels the ways in which the soul is moved as well. By choosisigvithxt
strong emotional content and using the music to enhance the meaning of the text,
composers of psalmody offered a way for singers to practically expetleoew
emotional fervor that characterized religious devotion in the post-Great Aimgke
period.

When it came to conveying the passions of the soul, no sacred text seemed to befit
such a range of human emotions as the Book of Psalms. The soul found special
expression through this unique part of the Bible devoted to verse and song. The texts of
the psalms spanned a wide range of emotions, from lamentation to joyfd. graey
affirmed both the awesome power and the personal tenderness and intirGacl of
Englishman William Tans’ur, whose writings on music theory were printeevieral
American editions throughout New England and likely influenced first generation of
American composers, recognized the variability of the psalms. With the body-soul
connection clearly in mind, he described the Book of Psalms as the “anatomy of the
soul,” because it encompasses such a broad range of emotions, includingygieip@
fear, doubt, anxiety, penitence, desperation, and thankfulness. Like the manygarts a
systems of the human body, he posits that each psalm has a role that contributss to one
overall spiritual health. There is no part of our soul’s anatomy, Tans’ur would, dhgt
cannot find expression in a psaff.

Because they so reflected the workings of the soul, many claimed tlpesiatihes

were absolutely essential reading for early Americans; one Bostisten preached,

*2William Tans'ur, The Royal Melody Complete: or The New Harmony @ @Boston: W. McAlpine,
1767), 6.
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“Our Psalm-books are as necessary in their place, as our BibEse’ psalms were so
culturally significant that the first book printed in British North America treBay

Psalm BooK1640), which had gone through twenty-seven editions by 1800. The sheer
number of psalm books published in seventeenth- and eighteenth-century America speaks
to the popularity of this form of religious devotion.

Besides being an expression of nearly every conceivable emotion, psalnsdy wa
believed to have the ability to change some of those emotions from less desirable ones
into more fruitful ones. Weld preached in 1789 that “harmony, as a preparatorgexerci
serves an important purpose in religion. It softens the mind; quiets the tumults of
thought.”* By having such a calming and perhaps even a sedative effect on the soul,
music seemed to take the edge off of some of the rougher emotions, replacing them with
softer ones more accepting of the imprint of God. Another preacher claimed that evi
could be transformed into goodness through song: “Even a bad man, may be charmed
into a kind of temporary virtue and devotion, by the influence of divine sBrichtis,
sacred song had two important effects on the soul: first, it cleared out unwanted
emotions; then, it replaced them with holier ones.

When holy emotions filled the soul, the occasion for sin, that is, a violation of
moral law and a rupture in the person’s relationship with God, was greatly diednis

Preachers discussed the ways in which sacred song turned the individual away from

*3 Lemuel Hedge, “The Duty and Manner of Singing hri§tian Churches, Considered and lllustrated”
(Boston: Richard Draper, 1772), 35. Delivered singing lecture in Warwick, MA, on January 29, 1772
Accessed Vi&Al

4 Weld, “A Sermon,”16.

“5 Ichabod L. Skinner, “A Discourse on Music” (Haridg CT: Hudson and Goodwin, 1796), 12. Accessed
via EAL
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sinful actions and toward virtuous ones, thus improving the personal relationship with
God:

Music has several excellent effects, viz. It induces the savage, the Rude
and profane, to attention, civility and sometimes to generosity and

religion. It attracts the affections of youth and age from the groveling
sensuality of covetousness and sinful gratification, and points their views
to objects of social; sublime, and eternal happiness and insensibly draws
the human heart to generosity, and friendship; and dispelling envy,
ignorance, and every species of sin, raises the thoughts to contemplate the
glorious harmony of the seraphic mansifhs.

[Singing] is remarkably calculated to excite and animate Devotion, to
abstract the Mind from trifling Objects, and to elevate our Hearts to the
great Author of all Harmony. It is calculated to sooth and soften the
Passions, to expel Rancour and Revenge from humane Breasts, and to lay
waste as it were an whole Army of such like fiery flying Serpentstwhic

are apt to infect u¥.

Chief among these “fiery flying Serpents” was Satan himself, and otzservers
claimed that Satan was repelled by sacred song.

Sacred music is a barrier to keep Satan out of the soul, it shuts, as it were,
against him each avenue to the hért.

It is not only an enemy to every desire and imagination, which would
injure man, but to his greatest adversary, the Devil. Satan and Music,
luckily, are not friends§?

Songs of Zion, when they are sung with the Spirit of the Gospel, are very
comforting, refreshing, and edifying to the children of God—convincing

“6 Solomon HoweWorshipper's AssistaifiNorthampton, MA: Andrew Wright, 1799), from thesfce by
Elias Mann. Dated February 14, 1799.

4" Samuel-John Mills, “The Nature and Importancehef Buty of Singing Praise to God, Considered”
(Hartford: Ebenezer Watson, 1775), 9. Sermon dedivat Litchfield, Connecticut, on March 22, 1775.
Mills was pastor of a church in Torringford, CT.&sssed vi&Al.

“8 Oliver Noble, “Regular and Skilful Music in the Wahip of God, Founded in the Law of Nature, and
Introduced into His Worship, by His Own Institutiamder Both the Jewish and Christian Dispensdtions
(Boston: Mills and Hicks for Bayley, 1774), 43. 8emn preached at the North Meeting-House in
Newburyport, MA on February 8, 1774. Noble was pasf a church in Newbury, MA. Accessed HAl.

“9 Timothy Langdon, “The Pleasure and Advantagestafréh Music. A Sermon, Preached at a Concert of
Vocal and Instrumental Music” (Danbury, CT: Dougéasl Nichols, 1797), 7. Sermon delivered in
Danbury, CT on April 5, 1797. Accessed HAl.
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to a carnal Wold [sic]—well pleasing to God, and destructive to the
Kingdom of Satan®

Sacred harmony which gives all pious souls the most sensible pleasure,

fills that infernal and envious fiend [i.e. the Devil] with torture: so that he

had rather quit his delightful possession of mens [sic] bodies and minds,

than undergo the torment of’it.

Arguments to this effect were particularly useful for those who wenmptiteg to sell
tunebooks. By using the introductory sections of their publications to write about music’s
ability to discourage sin and enliven the soul, tunebook compilers were essentially
promising moral as well as musical improvement and a safeguard agaihstgslevil.
Similarly, preachers, choir directors, and singing-school masters amilg adapt this
message to recruit more people into their churches and classrooms. They atgued tha
because of these powerful spiritual effects, singing to God was nothing shonboéla
obligation.

The task of singing praise in worship was taken so seriously that a number of
ministers composed entire sermons on the topic, offering scriptural support for the
practice and recommending the singing of sacred song for the varietyaisd¢hat have
been outlined here. While nearly all agreed that singing was a solemnadhdisty to be
practiced diligently, some of the finer points of this doctrine were sometinpgetis
The published sermon of John Black, a Presbyterian minister of Marsh-Creek,
Pennsylvania, entitled “The Duty of Christians in Singing the Praise of Godqika@)’

sparked something of a feud with another minister about the content of sacred song and

the methods of performing it. Black’s initial sermon, published in 1790, discussed,

0 Samson OcconA Choice Collection of Hymns and Spiritual Songsenhded for the Edification of
Sincere Christians, of All Denominatiofdew-London, CT: Timothy Green, 1774), 3-4.

1 Adams, “The Nature, Pleasure and Advantages,” 14.
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among other things, the importance of the act of singing in public as a community
exercise of worship and the numerous sacred texts that might appropriatelyeahbis
end. These words caught the attention of another minister, John Anderson, also a
Presbyterian and a member of the Associate Presbytery of Pennsylwhaiserved the
congregations of Mill-Creek and Herman'’s Creek, about 160 miles south of Black’s
locale. Although technically outside of the New England orbit, the teachings of these
Presbyterian ministers represent an extension of the Reformed thelottigiese that
permeated the Northeastern United States. Anderson published a 112-page response to
Black’s sermon in 1791, attacking some of his points about the theology of singing.
Firstly, Anderson argued that certain parts of sacred scripture, egpgbsalms, were
intended for singing, and these scriptural texts arertheones worthy of performance in
the context of worship. Secondly, while he agreed that sacred song is a vitalgudotiof
worship that requires the participation of all, Anderson asserted that the inpratdals
part of singing is more essential than the outward, physical act.

One year later, in 1792, Black, clearly agitated, rebutted with an equaltityeng
115-page document entitled, “An Examination of the Reverend John Anderson's
Discourse, on the Divine Ordinance of Singing Psalms: Wherein the Incoeclusi
Reasoning, and Many Inconsistencies of That Writer, Are Detected; anduthe T
Vindicated.” Finally, the next year, Anderson responded with a vindication ofums—
Vindiciae Cantus Dominicia 184-pagéour de forcan which he asserted his position of

authority in the Presbytery and claimed superiority in finer matters oficet? The

*2 John Black, “The Duty of Christians in Singing fReise of God, Explained” (Carlisle, PA: Kline &
Reynolds, 1790); John Andersa@xaDiscourse on the Divine Ordinance of Singing RsgPhiladelphia:
William Young, 1791); John Blacldn Examination of the Reverend John Anderson'soDise, on the
Divine Ordinance of Singing Psalms: Wherein theohwusive Reasoning, and Many Inconsistencies of
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feud between these two, or at least the published version, ended there, but this
disagreement indicated more than mere bad blood between two preacherg, tGkearl
important role of music in worship was a topic of interest for religious leatersne

that they felt necessary to communicate to their congregations. Furtbether

published nature of these debates also points to a broader significance for the whole of
New England society and a more general societal interest in sacres smagh

religious formation. These commonly held ideas about sacred song’s abdifgdt the

soul helped strengthen the singing culture in late eighteenth-century Néanéng

Singing became a clear expression of the new focus on emotional outpouring and

personal relationship with God that characterized religious devotion of this period.

“Heavenly Frames & Strains”: Spiritual Transport and Ecstasy

One of the most prominent effects of sacred music on the soul, discussed in
numerous sources, was a feeling of enjoyment that was afforded to theneerdod/or
listener, at times manifesting in a state of religious ecstasy oreafftan intimate
closeness to God was a goal of religious activity during this period, singsgekaved
to accomplish this goal by elevating the soul beyond its normal station in a unique way
Descriptions of this type of effect use the image of being transported to anotimer rea
incorporating an imagined physical movement. For Cotton Mather, prefacing his 1721
discourse on regular singinghe Accomplished Singehis movement was flight, and

the destination was heaven, where the soul would join the chorus of saints:

That Writer, Are Detected; and the Truth VindicatAdreeably to the Principles Exhibited in a Sernoon
the Subject of Psalmodyork, PA: John and James Edie, 1792); John Andaehlgiadiciae Cantus
Dominici: or A Vindication of the Doctrine Taugimt A Discourse on the Divine Ordinance of Singing
Psalm(Philadelphia: William Young, 1793). John Blackoise of the founding trustees of Dickinson
College in Carlisle, Pennsylvania. All accessilieRAl.
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In Singing ourspiritual songs... let us with a Soul flying away to God,

for them, try whether we cannot flyith them; and strive to come thie

like; and give not over the struggle, till we feel our selves come into an

Holy Symphonyvith the Saints who had thditearts burningwithin them,

when theysangthese things unto the Lord.

Mather moved seamlessly from this description into promotion for the publication
at hand. By learning the methods presentethim Accomplished Singdre argued, the
reader might also share in this awesome experience and even come to @&ieatiahs
“Christian, Behold a lovely Method of getting into those Heavé&nymes& Strains
which will assure thee of thy arriving one Day, to the same state oeBlesss, and
thoseEverlasting Habitationg>* Mather argued that singing offered the soul a preview
of heavenly bliss. This probably served as a powerful motivator for devout Christians t
learn the art of singing and to practice it often.

Decades later, numerous writers and composers echoed Mather’s lamguage i
describing a sense of physical transport in an upward direction, toward the heatens, tha
is experienced during the act of singing:

Music gives eyes to explore the beauty, and wings to rise, to the high

palace of the happified being above; and if we in this life, do ever

anticipate the extatic joys of the celestial regions above; if the agpirin

thought of finite beings, is ever elevated, to join with the Angelic host, in

the high praises of the king of glory; it is when our voices are employed in
melodious accents.

%3 Cotton MatherThe Accomplished Singer. Instructions How the Rié§inging with a True Devotion,
May Be Obtained and Expressed; the Glorious Goet @it Uncommon Manner Glorified in it, and His
People Edified. Intended for the Assistance offAfit Would Sing Psalms with Grace in Their Healts;
More Particularly to Accompany the Laudable Endeagmf Those Who Are Learning to Sing by Rule,
and Seeking to Preserve a Regular Singing in tisemblies of the FaithfiiBoston: B. Green for S.
Gerrish, 1721), 13.

>4 Mather,The Accomplished Singet3.

%5 Dr. H. Farnsworth, “An Oration on Music” (Cooperemn, NY: Elihu Phinney, 1795), 9-10. Delivered at
the courthouse in Cooperstown, April, 1794, atdbeclusion of a singing school taught by Nathan
Billings (no apparent relation to William Billingshccessed vi&Al.
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They are, as it were, the best pinions on which the soul wings its way to
the joys of Paradise; and foretells the pleasures qfatfect Thepious
possibly never mount so high, or approach so near seeing, “what no man
can see, and live,” as sometimes in the raptures of sacred harmony. When
the sound, and sense; the tune, and subject harmonize in the true sublime,
they elevate to extacies of pleasure, substantially cel@tial.

Such poetic compositions set to music, increase the pleasure, and by still
further fanning the fire of devotion, serve to waft and elevate the soul to
God?’

Our souls are wafted on the wings of sublime devotion; and with extatic
rapture carried even to the third heavens, where nothing else but the
exactest harmony, and most melodious, heavenly songs fill the’place.

How suddenly and insensibly are we wrapt and carried away in our
thoughts to Heaven®

These images—walfting on wings, mounting to heaven, elevating into the ranks of
angels—all illustrate the ability of sacred songrnovethe soul, in an almost literal

sense. The writings of Watts were, again, likely influential in making thguiage of
physical transport a part of the vocabulary of sacred song. In his “Thoughts ondPaketry
Musick,” from which excerpts appear in the prefaces of many eighteenthycentur
tunebooks, Watts described the upward movement of the soul: “If the Memory be well
stored with devout Songs, we shall ... feel our Souls borne up, as on the Wings of

Angels, far above this dusky Globe of Earthih Hymns and Spiritual Songshich

%6 Weld, “A Sermon,” 16.

7 John Mellen, “Religion Productive of Music. A Daarse” (Boston: Isaiah Thomas, 1773), 4. Delivered
in Marlborough, MA, March 24, 1773, at a singingtlee. Accessed vigAl.

*8 Joseph Strong, “The Duty of Singing, Considered hecessary and Useful Part of Christian Worship”
(New Haven: Thomas and Samuel Green, 1773), 2th@edelivered at a singing lecture in Simsbury,
CT, March 18, 1773, “on occasion of introducingulag singing into public use in the worship of God
there.” Accessed ViBAI.

9 Symmes, “The Duty and Advantages of Singing,” 10.

% |saac Watts, “Thoughts on Poetry and Musick,” @pioeg in the 1760 printing of Thomas Walt&he
Grounds and Rules of Musick Explained: or, An Idtrction to the Art of Singing by Note. Fitted te th
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enjoyed dozens of American printings, Watts again describes the singemgse the
heavens: “While we sing the Praises of our God in his Church, we are employ’d in that
Part of Worship which of all others is the nearest a-kin to Hedtdrike Mather, Watts
claims that sacred song allows a glimpse of heaven, perhaps the closestagifmeof
paradise that is attainable on earth. That this type of experience wablava the

common person was one of the more radical elements of the Great Awakening. By
facilitating the experience, sacred song played a crucial role in indigidaalization of
religious ideals. A number of American composers and tunebook compilers, through
music and commentary, pointed specifically to sacred song’s ability to hergirtger
closer to God.

While some tunebook compilers directly quoted Watts, others put these ideas
about singing and heavenly transport into their own words. Nehemiah Shumway used the
preface ofThe American Harmonf1793) to set forth similar ideas about the singing of
the psalms:

Nothing so much elevates the mind, raises devout affections, calms the

swelling passions, calls home the wandering thoughts, and prepares the

heart for the worship of thr@upreme Beingas the singing of psalms. It

fills the mind with solemnity and awe, and, as it were, raises us above the

things of this world, and gives us a taste of the angelic employment
above®

Meanest Capacitie(Boston: Benjamin Mecom for Thomas Johnston, },7#6@nt matter. Originally
published in 1721.

®1 |saac WattsHymns and spiritual song48" ed. (New York: H. Gaine, 1761), iii. Also quotedJames
Maxwell, Hymns and spiritual songs, in three bodkew York: Samuel Brown, 1768), preface.

2 Nehemiah Shumwaj;he American harmonhiladelphia: John M’Culloch, 1793), preface.
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Even songs themselves spoke of such elevation of the soul to heaven. A 1795 broadside
song entitled “The Young Convert’s First Experiences” describes thig effabe soul
of the new Christian:
When converts first begin to sing,
Their happy souls are on the wing;
Their theme is all redeeming love;
Fain would they be with Christ abof&.
Here, singing is portrayed as a revelatory activity, in which the singeriences an
almost unimaginable closeness with God.
Given their abundance in tunebooks from this period, it seems that composers of
psalmody found these images of souls in flight particularly appealing for ahtesxt
painting. Daniel Read’s “Amsterdam” sets a text by English minitdrert Seagrave
that gives wings to the soul and moves it from earth toward heaven:
Rise my soul and stretch thy wings,
A better portion trace;
Rise from transitory things,
Tow'rds heav’n thy native place.
Read’s setting, shown in Example 2.5, portrays the upward movement with aikarch-I|

melody in the tenor voice that rises as the wings are stretched. In the seceed thlera

melody appropriately peaks on the word “heav’n”:

3 “The Young Convert's First Experiences, &c. Twa&lient Hymns; Composed for the Spiritual
Comfort and Edification of All Well-Disposed Chiisihs” (Boston: E. Russell, 1795). AccessedBd.
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Example 2.5Daniel Read, “Amsterdam,” in Nehemiah ShumwHlye American
Harmony(1793)
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The soul is also given wings in Nehemiah Shumway’s “Scotland.” The second half of the
text compares the soul to a soaring eagle:

Swift as the eagle cuts the air,

We’ll mount aloft to thine abode,;

On wings of love our souls shall fly,

Nor tire amidst the heav’'nly road.
Shumway creates a feeling of ascension with a tenor line that reachexitsithethe

words “mount aloft.” Flight is depicted with a flurry of eighth notes and a wadging

melody in the second half of this excerpt, shown in Example 2.6.

Example 2.6Nehemiah Shumway, “Scotlandihe American Harmon1793), mm.14-23
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Billings provides a final example of a musical manifestation of the soigls th his

anthem “Vital Spark,” first appearing ithe Psalm-Singer's Amusem¢hf81). Here,

the text implies that song is the impetus for the movement of the soul; “sounds Seraphic
immediately precede the flight. Like Read and Shumway, Billings pthistsype of

image with quicker-moving notes in an ascending pattern, but Billings doesorsate t

the section apart. He changes from a lilting 6/8 time signature to a more 2fgent

(Example 2.7):

Example 2.7William Billings, “Vital Spark,” The Psalm-Singer's Amuseméhi81),

mm. 54-62
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This perceived power of song to transport the soul and affect human emotions, as

discussed by religious leaders and put into practice by composers, migit exés
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further, boiling over into something more extreme, which authors describedtasy*ex

or “rapture.” Apparently, emotions could rise to a level of such intensity thatrther

was driven into a state of total absorption in the contemplation of the divine. Numerous
sources use this type of language to describe the effects of song on the achkBre
explained the importance of sacred song, encouraging their congregants tpgariici

the singing so that they might also experience such “celestial extadytapturous
delight.”®*

Some tunes from the period capture this state of ecstasy through a combination of
text and musical setting. “Charleston” takes Watts’s version of PsalnsliZ6taxt. It
contrasts the original “mournful state” of the speaker with the joyful rapitateensues
after the revelation of God'’s grace. Like so many of the texts of earlyidane
psalmody, an abrupt shift occurs midway through, presenting the ideal set-dpdorca
tune. There is also a shift into a first person perspective at the midway pointsezimgha
the more personal nature of the experience of ecstasy:

My God reveal’d his gracious name,

And chang’d our mournful state,

My rapture seem’d a pleasing dream,

The grace appear’d so great.

Daniel Read'’s setting (Example 2.8) distinguishes the two moods with opposirggimusi
styles. The first couplet features slow-moving notes, mostly step-vasermand a
homophonic texture in a triple meter. In the second half, a sprightlier duple eneter

frolicking imitative texture, and an abundance of leaping thirds and fourths could be

interpreted as a depiction of the speaker’s rapture. Nearly everytiongthe music

%4 Some examples: Strong, “The Duty of Singing,” KBine, “Alamoth,” 8; Samuel Blair, “A Discourse
on Psalmody” (Philadelphia: John M'Culloch, 1782);21. Accessed ViBAl.
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changes as the soul is transformed and elated. As in “Contemplation,” (Exawhpl
discussed earlier), Read appears to use the fuging texture, rising fromhah tvoices,

as a musical indicator of overwhelming emotion.

Example 2.8Daniel Read, “CharlestonThe Worcester Collectiofl786)

CHARLESTDN lzﬁnﬁ DwW. C N

(FE== %ﬁﬁlﬁiﬁ#iéﬁrﬁ* s

[E— wr

{| Eﬁﬁﬁﬁ%ﬁﬁh&% ey

=

mﬂ” ks gr m-um-:.l elung"d e meuraful  Rare,
i

gﬁ:{-‘ ==

- J——

Sl e

My pepLure, [T

l@%ﬁ@é@f et et

Iy raguare feennd 3 picafing datam, The grace appear’d o =

?-FFE e ssiEa=E=a] ’%EE]ELEHL =
= f’ii%& EEﬂI%E?E:iE@E SES ===
%ma%ﬁt: ﬁi-m—i.f‘i;r‘erﬁ-—*"ﬁm-‘ =
ﬁhﬁ FEiEESEE JEE.E:’FEEH —

Eroa.

Billings also gives voice to the intense joy of the soul, although in a very diffeegy,
in his popular tune, “Africa.” The text, again by Watts, perfectly encagsulaé
rapturous, yet very personal experience of the soul:

Now shall my inward joy arise

And burst into a Song

Almighty love inspires my Heart

And pleasure tunes my tongue.

Billings’s melody “bursts” along with the text, rising dramaticabthe third scale

degree, its highest point (see boxed section in Example 2.9):
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Example 2.9William Billings, “Africa,” The New-England Psalm-Sing@r770)
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As is apparent, the “pleasure” that is represented in musical setkadadrica”

and discussed in writings was by no means considered sinful. These sensations that
resulted from singing emanated from the soul and were thought to have real and
measurable effects on the body. The next chapter, which addresses the ngtations
between song and the body in the context of early American psalmody, will msegycl
examine the connection between the act of singing and physical pleasure.
The spiritual-physical experience of sacred song was also endorsed urscript
Andrew Adgate argued that the psalms themselves support such ecstatiegractic
With what rapture do [the authors of the psalms] describe its effects, with
what fervour do they call upon their fellow-worshippers to join in this
delightful duty: It is a good thing to give thanks unto the Lord, and to sing
praises unto thy name, O thou Most Hfgh.
He adds that this state of total envelopment of body and soul through song is one of the
highest goals of human existence:
When the union of the heart and voice is thus happily arranged; when
sublime subjects of praise are accompanied with expressive harmony, and
the pleasures of genuine devotion heightened by the charms of singing, we

participate of the most pure, rational, noble, and exquisite enjoyments that
human nature is capable of receivffig.

% Andrew AdgateSelect Psalms and Hymns for the Use of Mr. AdgBigsls: and Proper for All
Singing-School¢Philadelphia: Uranian Press by Young and M’CWlot787), 4-5.

% Adgate,Select Psalms and Hymrgs
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Like many others, Adgate described a sense of physical transportatioa,tivder
body is imagined to be lifted to some higher realm: “The soul forgets her aoefiie
with the body, is elevated beyond the cares and tumults of this mortal stategmsdae
a while transported to the blissful regions of perfect love and®joytirough this
rapturous experience, the singer comes as close as is humanly possibleé¢én@rge
the eternal paradise of heaven: “Our most natural, our most just conception of the
happiness of the heavenly world, is that which we have been describing, viz. sublime
devotion accompanied with rapturous deligiitPor Adgate, sacred song brought the
soul as near as possible to God: “The Song of Praise is an act of devotion, so becoming,
delightful, and excellent, that we find it coeval with the sense of D&lt$acred song’s
ability to transport the singer to a place where he or she personallyesqgeerithe divine
made it a central form of expression in a religious culture that highly valued

emotionalism and individualism.

The Angelic Chorus

This closeness with God and the experience of heavenly bliss available through
sacred song highlighted the similarities between humans and their heavengrpast
the angels. Religious leaders and psalmodists argued for the importancenof Isyng
discussing the angelic choirs of seraphim and cherubim and pointing to deeply-held
beliefs about heaven and resurrection. They considered singing to be an &ettvity t

united humans and angels; God created heavenly and earthly beings in sim#ar form

7 Adgate,Select Psalms and Hym®s
% Adgate,Select Psalms and Hymris.

% Adgate,Select Psalms and Hymmk
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with voices designed for praise. The singing voice and the exercise ofhiefpurpose
of praise was common to both

Because of this connection to heavenly beings, some believed that song granted
humans access to a taste of that which is known by the angels. The Reverend Aar
Kinne, speaking to members of a singing school in Groton, Connecticut, in 1798,
explained the human ascent, through song, into the heavenly realm of the angels:
“Exercised, or entertained, with this celestial art, [the soul] seems &t ftself, forsake
its clayey tenement, mingle with immortal spirits, and unite in the emplatyrihe
raptures and the bliss of angef8.”
Figure 2.2 Eighteenth-century depiction of the angelic chorus (singer at logfgrand

the choir of angels, above)

®Kinne, “Alamoth,” 6.

" |saac WattsDivine Songs: in Easy Language, for the Use ofdaii ... Ornamented with Cuts from
Original Designg(Springfield, MA, 1788), 5.
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William Symmes, pastor of a church in Andover, Massachusetts, also preholéthes
state of rapture, achieved through the act of singing, and how it might natlamalfydm
the elevation of the soul into the ranks of angels:

The practice o$inging praises unt&od in christian assemblies, is one

appointed mean whereby the serious and devout soul is fitted for that

which will be its everlasting employment. In this delightful exerciss, it

sometimes carried forth in acts of holy joy and transport; and praise is

advanced into raptur@.
Symmes proposed a reciprocal relationship between singing and salvation: tteenore
sang, the closer one came to experiencing heaven. In other words, the likelihood of
attaining that “everlasting employment” at the end of life was incdeaken the devout
Christian trained the soul through singing.

Other writers cited the similarity to angels as evidence for alrabligation to
sing. The preface to Aaron Williamsifie American Harmon{l771) described what a
great honor it was to be elevated to the status of angels in that regard: “Siggams
is a Duty and Office angelical, and greatly recommended to us to pracacéaspel
Ordinance.”® The Reverend Lemuel Hedge further explained the bond with angels and
the necessary use of the singing faculty:

Singing praises to God, was not designed to be the employment of angels

only, but is a duty also incumbent upman God has given him a voice,

and the faculty of speech, which he is bound to employ in praising and

glorifying his Maker: Hence it is, that God has maawginga part of his

worship; and he expects and requires of every one, that they worship him

in tha7t4way, according to their ability and the capacity God has given
them!

2 Symmes, “The Duty and Advantages of Singing,” 18.

3 Aaron Williams, The American Harmony, or, Universal Psalmodist, 2 (Boston: Daniel Bayley,
1771), 4.

" Hedge, “The Duty and Manner of Singing,” 14.
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Psalmodists found this connection between angels and humans to be a powerful
subject for their tunes. A number of the psalms call on heaven and earth to join together
in song, and composers found these texts particularly inviting of musical settings
“Lenox,” for example, sets Psalm 148, which exhorts the “tribes of Adam,istheit of
humanity, to join the angels in their song of praise:

Ye tribes of Adam join,

With heav’'n, and earth, and seas;

And notes divine,

To your Creator’s praise.

Ye holy throng of angels bright,

In worlds of light begin the song.

Lewis Edson’s musical setting (Example 2.10) features root position harmatiies w
rhythmic unison declamation for the majority of the tune. Only the line that riefer
angels employs an imitative texture. The enhanced movement and risingrregistl be

a portrayal of the heavens:

Example 2.10Lewis Edson, “Lenox,The Worcester Collectiofi786)
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Justin Morgan’s setting of the same text (Example 2.11) takes a remaskalbdy

approach:

Example 2.11Justin Morgan, “Wethersfield,” in Asahel Benhamederal Harmony
(1990)
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While mortals and angels are portrayed with different musical textures, the union of
heaven and earth through song takes center stage in these texts.

The importance of the association with angels lay in the belief that the souls of
good Christians were destined to join this angelic chorus after death. Singing was a
common feature in this world and the next and helped to smooth the transition between
the two. In other words, a lifetime of singing spiritual songs was like anaede
rehearsal for participation in the heavenly choir. Hedge again explainedrifeeance
of singing in this regard: “So maye prefersingingbefore all other christian duties,

because it will never be laid aside—a wheternitywill be employed in singing anthems
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of praise to God and to the LamB.This line of reasoning suggested that an act that was
to be performed for all of eternity deserved a great amount of attention on eaiitig To s

well and often was to prepare oneself for heaven.

A Sacred Duty to Sing

The singing of sacred song was not merely an enjoyable activity that cadltble
intense spiritual experiences. These benefits to the singer notwithstahdipgaise
accorded to God through singing was considered to be a solemn moral duty. Singing was
deemed so critical as a means of attaining the religious ideals of the past-Gre
Awakening period that many authors cite it as an obligatory form of devotion.

The words of scripture, from both the Old and New Testaments, were often used
to support this claim. Some of the longer sermons about sacred song offer extensive
evidence for the obligation to sing to God. Joseph Strong preached a sermon exclusively
on this topic at his parish in Simsbury, Connecticut, in 1773. Entitled “The Duty of
Singing, Considered as a Necessary and Useful Part of Christian Worstopg'St
address contained several pages of citations of scriptural support for the useasf aong
means of praise or other communication with God. Among other Old Testament
examples, he mentioned songs of praise by the Israelites after theiradelesénom
slavery in Egypt, those by the Deborah and Barak after decisive militaoyies, and
the instruction of the Levites in sacred music. From the New Testameamtg $med

the canticles, or hymns, composed and sung by the Virgin Mary, Zacharias, and

> Hedge, “The Duty and Manner of Singing,” 18.
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Simeon’® The Book of Psalms, an entire section of the Old Testament devoted to sacred
song, was also an obvious example of scriptural support for singing. Within some of the
psalms were further exhortations to séh@hese were direct orders to the readers of
scripture to engage in singing, and preachers certainly made note of timse ¢ [the
psalms] contain express injunctions and exhortations hereto.—‘tfdedthing says

the Psalmist ‘to give thanks unto the Lord, and to sing praises unto thy f&me."”
Scripture lent instant authority to the directives of religious leaders to @ngagcred

song.

The authors and compilers of tunebooks also referred to these examples from
scripture, though in less detail. That this biblical support for singing wakme@hn and
generally accepted is obvious from the words used by Daniel Read and Thamals Ni
to introduce their respective collections of sacred song:

That the Singing of Psalms, Hymns, and Spiritual Songs, is a Duty

incumbent upon all Denominations of Christians, is clearly evident from

Sacred Writ. This Opinion is so prevalent among us, that, to offer
Arguments to support it, is unnecessary and superfitlous.

Among the many duties of religious worship, Singing Praises To God is
plentifully verified in the Scriptures, both of the Old and New
Testamenf?

"% Strong, “The Duty of Singing,” 3-9. These New Eesent hymns, which have been regularly set to
music throughout the history of Western music,ker@wn as the Magnificat (Song of Mary), Benedictus
(Song of Zecheriah), and Nunc Dimittis (Song of &m).

" These “hymnic” psalms will be discussed in mor&ilén chapter three. See Table 3.1 for a listifig
psalms with exhortations to song.

"8 Jonas Clark, “The Use and Excellency of Vocal Myisi Public Worship” (Boston: Nicholas Bowes,
1770), 23. Delivered at an occasional lecture ixihgton, MA, “appointed to promote and encourage th
divine use of vocal music, more especially in publorship,” on April 25, 1770. Clark was pastoraof
church in Lexington. Accessed \EzAl.

¥ Daniel ReadThe American Singing Book; or A New and Easy Gtadbe Art of PsalmodgNew
Haven: Daniel Read, 1785), preface.

8 Thomas NicholsHymns and Anthems: Composed on Divine Subjecteeagte to Sacred Scripture
(Albany, NY: Charles R. and George Webster, 1783),
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By referring to the solemn duty to sing at the outset, Read and Nichols both skillfully
argued for the necessity of their publications and impelled readers to puaclklasse
them.

The actions of Christ and his apostles, along with the accounts of the practices of
early Christians, were cited as further evidence to support this obligationdantiopon
all Christians to sing. Since the very beginnings of Christianity, authors niotgithgs
was an important way of worshipping and expressing religious beliefs. Inetae@to
his collection of biblically-based spiritual songs and hymns, John Mason recounted
several instances of singing involving Christ, his apostles, and the early&hristi
communities of Paul’'s time:

Our blessed Saviour, immediately before he went out to suffer, sung an

hymn, and his Disciples sung with him: after his ascension into heaven,

the Apostles sung the praises of God, and taught others to do so. After

them, the primitive christians sung; and so must the christians of this time:

for if these should hold their peace, the stones would immediately cry out.

Should we be silent, even the Heathens might sharfe us.

Mason seemed to consider singing as a particular mark of Christianitysisted that
sacred song must be practiced by believers according to the examplesgcripture,
lest the “Heathens,” or non-Christians, outshine them in this regard. ZabdiesAdam
preaching about music at his parish in Lancaster, Massachusetts;gipuiated to the
actions of Christ and his followers as evidence that singing is a requiremneutiful

worship: “That [singing] is a duty under the gospel none can question, who consider that

Christ, with his disciples early set an example of it; and that his Aptstiesseveral

81 John MasonSpiritual Songs. Or Songs of Praise, with Peni@r@iries, to Almighty God, upon Several
OccasionsTogether with the Song of Songs, Which Is Solomb*sed. (Norwich, CT: John Trumbull,
1783), iii. Accessed viBAl. Mason'’s collection was reprinted throughout Newgland in at least 20
editions before 1800. Mason (c.1646-1694) was aliginclergyman who “fell into that condition” of
Calvinism and millennialism; his writings circulatavidely in eighteenth-century New England.
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times warmly recommended the practif&& number of authors refer to this evidence
only in passing, suggesting that it was a well-established part of tloeidisdhat was
known and understood by most readers.

William Tans’'ur'sThe Royal Melody Complete: or The New Harmony of,Zion
which enjoyed great popularity in America, also looked to the Bible as a dource
directives on singing. Tans’ur showed that the gospel evangelists, St. Paul,tbavid (
supposed author of many of the psalms), and Christ himself all considered singing to be
obligatory: “In our Saviour and hispostlesTime, Psalmodywas also recommended as
a Christian Duty; ... There is scarce any Authonahy Writbut recommends thButy
as incumbent unto Men, almost in every Paaifpture”®® Tans'ur traces the origins of
this function of singing back even further, to before Christ and ultimately to the afaw
time, and he animates not only humans but the whole of creation in participatirg in t
act: “Praising of God is as early as the Creation itself, for when Jehovadidh#akl
Foundation of the Earth;the Morning Stars sang together, and the Sons of Man shouted
for Joy."® Several pieces of American psalmody from this period exemplify the grand
scope of praise through song. The text of Asahel Benham’s “Wakefield,” for exxampl
opens by inviting “ev’ry creature” to join in the act. The opening texture involvirgpan
declamation by all four voices, shown in Example 2.12, is certainly not unique to this
piece, but it may take on a new interpretation when paired such an inclusive text.
Benham'’s setting of the opening line also includes a melisma on the wordalétam

example of clever text painting.

8 ndams, “The Nature, Pleasure and Advantages,” 6.
8 Tans'ur,The Royal Melody Complet8.

8 Tans'ur, The Royal Melody Completg.
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Example 2.12Asahel Benham, “Wakefield,” in Oliver Brownsd®elect Harmony
(1783)
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Texts and tunes like these seem to express the true extent of the act offmiaigesg)to
God. Those who sang were joining into something far greater than themselves; they
joined with every creature on earth and the angels in heaven.

Tans’ur continued his argument for the duty of singing by considering its wdtimat
purpose. He specifically mentions praise as the primary function oflssang. While
other sentiments can surely be expressed through music, the voice is gspe@dlto
praise its maker. Singing, Tans’ur claimed, is the ideal method of communipediag.
The two go hand-in-hand, and because of this divine purpose, the whole art of singing is
elevated to a higher plane: “As Praise dhdnksgivings a bounden and indispensable
Duty from all Men unto God for ever, ... and as Musick iOtpartner it is no less
esteemed; but has tBeiperiorityof all otherArts andSciencesvhatsoever® Because it
so beautifully and eloquently articulated the praise to God, which Tans’ur maahtai
was the ultimate purpose of humankind, he argued that sacred song wastdst gnela
most worthy expression of our humanity. As such, each person had a moral@bligati

embrace this human purpose and sing praises. As a duty incumbent upon each individual,

8 Tans'ur,The Royal Melody Complets.
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this squared with one of Reformed theology’s central tenets—the beliethn eac

individual’'s responsibility for his or her own, unique relationship with God.

Whose Duty?

While religious leaders encouraged all to participate in the act of sifayitige
praise of God and the benefit of their souls, at the same time they recognizeztsbast
differed in their natural abilities. Singing was an art form, and some wae skilled at
it than others. Some were endowed with a talent for singing and easilyedxaiell
psalmody; others struggled to achieve even a mediocre level of performagaszhd?s
addressed both groups in their discussion of the moral duty to sing.

For those who had a natural gift, the obligation to use the singing voice was even
greater. In order to illustrate this point, Ezra Weld referred to the &lilpiarable of the
talents. In this story, told in the gospel accounts of Matthew and Luke, a ewistests
his three servants with money, or talents. When the master returns, he harstidgsha
the servant who buried his talent instead of making a return on it. Singing, \Weddi ar
was a similar talent, and when it is given, it must not be hidden, but properly invested and
returned to God: “Psalmody is a duty, to the exercise of which, all men who are capable
of it, are laid under inviolable obligation. ... Every natural endowment is a talent, the
great Donorexpects will be ‘put out to exchangers, that at his coming he may receive his
own with usury.”®® Others agreed, maintaining that when those with the ability to sing
neglect to do so, they commit sin. Hedge explained, “When they have a voice and

capacity for it, they are under moral obligations to perform it. And we cannot suppose,

8 weld, “A Sermon,’7-8.
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but that the neglect of it ... is a criminal omissiBhAll, it seems, were required to use
their voices, but those with a special capacity for music were espexafihyg to cultivate
it. In one of his most elaborate settings, “An Anthem for Thanksgiving,” Billings/s
attention to this universal obligation to sing. His interpolation of Psalm 148 includes a
long litany of the members of God'’s created order who are required to exeaiseeipr
this way. In conclusion, Billings reiterates that there is to be “no exemipt

Beasts & cattle,

Creeping insects,

Flying foul,

Kings & princes,

Men & angels

Praise the Lord,

Jew & Gentile,

Male & female,

Bond & free,

Earth & heaven

Land & water,

Praise the Lord,

Young men & maids,

Old men & babes

Praise the Lord,

Join creation, preservation,
And redemption join in one;
No exemption, nor dissention,
One invention, and intention,
Reigns through the whole,
To praise the Lord,

Praise the Lord.

Billings uses textural variety to portray his text (see Example 2.13).¢Aderies of
voice pairings accompany the lines where two things are listed in the Xa&ny.” Then,
in the last ten measures, where this text pattern is broken (beginningis¢ ‘tRea
Lord”), Billings brings all four voices together in unison declamation, reptiesgthe

unity of all creation in echoing praise to the Creator.

8" Hedge, “The duty and manner of singing,” 16.
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Example 2.13William Billings, “An Anthem for Thanksgiving,The Continental
Harmony(1794), mm. 69-92.
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This text illustrates the scope of the “universal choir,” which is led by Godrdine g
choirmaster, and extends from earth to heaven. Boston preacher Shippie Townsend
described the broad, inclusive nature of singing using similar language Choir is
composed of the heavens and earth, every part of earth, the ends, the lower parts, the

mountains, the inhabitants of the rock, the wilderness, the islands, they that gatalsea,
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all that is therein: and the Lord at the head of thEh&cording to Billings and
Townsend, the act of singing anima#disof God’s creation in the work of praise.

The protestation that one simply did not have the ability to sing must have been a
common one, because preachers also frequently discussed those who lacked a natural
talent for singing, or who believed that they did. The Reverend Jonas Clarknigcturi
about the use of singing in public worship, acknowledged this argument, but reminded
his audience that the less skilled singers might still participate to theflibeir meager
abilities: “All, indeed, cannot be supposed, to have had the gift oéattendvoicefor
music tho’ all might sincerely join in the devotion, intended and expressed in this part of
the worship of God’s hous&*Clark continued, asking those who believed they were not
skilled at singing and therefore exempt from practicing it to examine theauosés of
their neglect. He suggested pride and bashfulness as possible reasonssftalarited
singer to neglect that act of praise altogether:

It is readily granted, that some have not talents for this external act of

devotion: some, that have neither ear, voice, nor genius for music—But is

it not well known, that too many that might, with decency, at least, attend

and bear a part in singing praise to the Lord, who, either through pride, or

bashfulness, or from some other cause, neglect it—How such can excuse

themselves, or answer it to their consciences and unto that God, whose

praise they refuse to celebrate, and whose name they neglect to glorify ...

Would to God, they might be led to think seriously of their neglect, before

it is too late?°

Clark concludes that such excuses are poor ones, indeed, and deeply offensive to God.

8 Shippie Townsend, “A View of a Most Magnificennging-Choir. Presented to the Singing Societies of
Every Denomination, and to All Lovers of Music” (8&on: J. Bumstead, 1793), 7, 12. AccessedExia

8 Clark, “The Use and Excellency of Vocal Music,”.20

% Clark, “The Use and Excellency of Vocal Music,™-38.
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While the best singers were obliged to use their God-given talents in &t full
way possible, perhaps by leading the singing in worship or participating ahoire
others were by no means exempt from participating. As William Symnpéaireed to
his congregation in Andover, Massachusetts, the job of praising God through song
belonged to everyone:

Choristers or quire-men soon obtained an office in the christian church;

but no church has any warrant to commit the whole work of singing to

them, and so exclude themselves, and the congregation. The Scripture

shuts none out that can bear a part in a service so honorary to God, and so

profitable to mar>
A similar argument is presented, though in a less direct way, in the form of an
anonymous published dialogue from 1794 between a minister and a parishioner. This
exchange, most likely exemplary, employs the Socratic method of inquiry and debate,
typical of seventeenth- and eighteenth-century textbooks. The minister and the young
man, named Billy, embody two opposing viewpoints about singing in worship. Billy
believes that he is not a good singer. He feels that, when it comes to praisingi$sod, it
what is in his heart that counts, and he should therefore be exempt from singing. The
minister confronts Billy about why he remains silent in church and proceedsiti® ref
Billy’'s answers with evidence from scripture. Through question and answgicdhe to
the conclusion that singing sacred songs, especially the psalms, for the purpose of
praising God is a necessary duty for even the poorest of sifigers.

Religious leaders seemed to agree that singing was an important dy for t

faithful Christian worshipper, regardless of skill level. John Black flatly dedlt his

1 Symmes, “The Duty and Advantages of Singing,” 22.

92«A Dialogue, between a Minister and Billy, a YouRgrishioner: on the Subject of Singing Praises to
God” (Danbury, CT: N. Douglas, 1794). Accessedb/d.
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Presbyterian congregation, “It is the dutyatifto sing the praises of God>Others
allowed for some rare exceptions, qualifying “all” to mean all who arebtapa sing.
The Reverend Oliver Noble, for example, named some minorities who were obviously
exempt from this duty, like the deaf (tone deaf or without hearing), the dumb, and the
mentally retarded. But, Noble reiterated that one needed a serious ex¢uas sue of
these, and not merely a claim of mediocrity, in order to remove oneself franothé
obligation of devotion through sacred song. He summarized, “So it appears that but very
few indeed, can excuse themselves, in the neglect of the duty we are consaitéeng,
in public or family worship.* As a practical musician and composer, Elias Mann held
similar beliefs about the participation of subpar singers. He claimed dsatp@ople
could find themselves capable of singing even the three- and four-part harmomgs set
common in most tunebooks of the day. Unlike the preachers, he attempted to quantify
the situation in the preface to Solomon Howe’s tunebddaishipper’s AssistarfiL799):
“Very few are destitute of a voice for some part, not more than one if°t€he
consensus seemed to be that most persons, if not all, were to some extent capable of
singing. Only the most extraordinary impairments were permitted asesxfars
neglecting this important duty in the course of worship. To otherwise decline to
participate was considered a sin of omissfon.

The use of the voice as an instrument of praise, as it was designed to be used, was

a sign of gratitude and humility; in contrast, the willful neglect of the singnnze

% Black, “The Duty of Christians in Singing,” 20-2Emphasis in original.
° Noble, “Regular and Skilful Music,” 35.
% Howe, Worshipper's Assistanfrom the preface by Mann.

% Strong, “The Duty of Singing,” 24.
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showed great disrespect for God’s created order. This understanding of the soice
seemed to apply equally to public and private forms of worship. Some pocket
congregations of Puritans were antagonistic or ambiguous about the use of music in
public worship, but the majority of religious leaders in New England held the opposite
opinion, believing that music, namely song, was essential for proper worship. Ichabod
Skinner expressed a typical sentiment, declaring, “The neglect of music, io publi
worship, is not merely indecent, but sinf@f.Joseph Strong emphasized the value of
sacred song in the home as well: “Singing performed in a proper religious maother

in our public and family worship, is an important duty that may not be neglected by any
who are capable of it® There was no place, it seemed, where singing was not required
of the devout Christian.

Nor, it seems, could the worshipper refrain from singing at inconvenient or
difficult times. This topic came to the forefront in the 1770s, when the tensions of
political unrest and fighting on American soil diverted some attention away from
religious and leisure activities. Preachers warned that acts of worstligling singing,
could not be put on hold during these trying times, even though New England was the
site of great unrest and bloodshed during the war years. In spite of this, thesdclaat
acts of praise were always appropriate and requisite: “Singing praiseSohf is a duty
that is never out of seasof.'Some went even further to suggest that the need for
psalmody was greater in wartime, since the fate of the nation ultinmagtéd in God’s

hands. It was not good to provoke God to anger when the people were in such dire need

97 Skinner, “A Discourse on Music,” 13.
% Strong, “The Duty of Singing,” 5.

% Symmes, “The Duty and Advantages of Singing,” 6.
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of divine favor. The Reverend Samuel-John Mills drew this connection between the state
of the nation and the duty to sing for a congregation in Litchfield, Connecticut. Bgeaki
on March 22, 1775, as the Continental Congress scrambled to assemble an army mere
weeks before the “shot heard ‘round the world” that signaled the officiab$tagr,
Mills reminded the faithful of their ultimate duty to God above all else:

Some plead that the State of the Nation is such as rather wears a

forbidding Aspect, that the Season is unsuitable for this Duty [to sing]. It

is granted, that the darkest Cloud now hangs over us, that ever was known.

But it is not granted, that God is any the less worthy of Praise on this

Account. Our base neglect of this Duty is rather to be considered, as one

Sin among others, which provokes God thus to threaté?f us.
At the time of Mills’s sermon, the future of the nation was still very much in doubt, and
the need for trust in God was more apparent than ever. It seemed that American

Christians could not afford to lay aside the important task of showing praiseaditadgr

through song.

*kkkkkk

The duty to sing applied to all people, seasons and contexts. As these accounts
show, this act of praise was not just for the most talented singers. Nor waséagto
divine understanding merely for the most learned theologians and philosophers. On the
contrary, these benefits to the soul were available to all who had a voice to sihg and t
will to cultivate their God-given instrument. Psalmody invited each to exmeria full
range of emotions and to come as near as possible to heaven. Such a democratic

framework for experiencing the divine embodied the prevalent Reformedusligi

19 Mills, “The Nature and Importance of the Duty dfi§ing,” 13.
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climate in New England, which endorsed individual responsibility and a diesatgrof

communication between God and each believer.
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CHAPTER 3: SACRED SONG AND THE BODY

While the soul reflected the inward expression of psalmody, the body made
possible its outward expression. For early New Englanders, the phypeaiegxe of
performing psalmody was crucial to achieving the full effects of sacref btere
listening was not explicitly discouraged, but authors consistently arguettiéhahysical
act of singing carried the greatest benefits and evoked the strongeisinsmAL its best,
singing brought forth sensations of pleasure in the performer, resultingieom t
combination of bodily action and the sacred meaning of the text. When done properly,
singing united the inward and outward expression of psalmody. Inwardly, tiee sing
ideally felt a depth of devotion and internalized the religious meaning of the words he o
she sang. Those internal feelings were then released through the physical byd usua
public act of singing. Most observers agreed that these two aspects wéye total
inseparable: in the true performance of psalmody, one could not exist withothé¢he
Through this active participation in sacred song, each individual could contribute a
unique voice to the communal act of praise through song.

Thus, the argument for a moral duty to sing, discussed in the previous chapter,
rested largely on the body’s particular capability to perform this outesgression. The
solemn duty to sing was as much tied to the physiological construction of the human
body as it was to scripturally-based religious beliefs. Viewed as naBodtgiven,

intricately constructed, and uniquely human, the voice was the preferred medium for



expressing religious sentiments. The body, it seemed, was made to sing. limg¢umg, s
was good for the body. While theorists and religious leaders discussed thess vari
justifications for the physical act of singing, American composers indutgaahear
obsession with the singing voice, making it one of the focal points of their works.

That this attitude about the body, embracing it as a key component of the spiritual
aspects of singing, prevailed in Revolutionary-period New England is notssogpiiife
for the average colonist demanded both intense physical work and solemn piety. Daily
reminders of the potential shortness of life surrounded them, so a constant state of
religious devotion was important for attaining eternal life. A religiousfjoation
accompanied nearly all activities, from the most mundane aspects of evéigydayie
grand ideals behind the American Revolution. New Englanders constantly had one foot in
this world and one in the next. Psalmody helped to bridge the gap between hmehven a

earth, uniting body and soul in one act of praise.

Theories of Sacred Song and Embodiment

Modern theories of ritual action and embodiment inform this study of the
relationship between song and the body in late eighteenth-century AmeataoRy
flourished in that environment in part because of sacred song’s ability to dpncise
embody the values of a society and connect to the rituals norms alreadyein $taphen
Marini’'s theory of sacred song assesses how the conciseness of the words aald music
setting influenced the relationship between performers and the audience and the
interpretation of the music by both. According to Marini, sacred song lyricsic@nta

“low density of information,” meaning that their message is relativetpla, at least on
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the surfacé.While the core beliefs lying beneath the texts may be deeply theolagital

complex, the expression of those beliefs is more straightforward through dinenref

sacred song. Song simplifies these hard-to-grasp beliefs. Marini addsdsong

makes it possible to sing what we cannot say, and singing adds meanings beyond the

verbal sense of the word$The fact that the words are in the form of a song (and not

merely poetry) is significant; the very act of singing amplifies atgldilit these

seemingly simple texts. One of the functions of singing, therefore, is to ungmgees

around these core ideas that can be difficult or impossible to express in ordireaty. spe
The importance of sacred song moves beyond the text-music relationship and also

includes the physicality and movement surrounding a piece of music. The concept of

“ritual” describes this relationship between the music and the activitiesutraund it.

Marini names ritual as an essential corollary to sacred song: “For asbagacred, it

must possess not only belief content but also ritual intention and form. Ritual is the

defining performance condition for sacred song, as mythic content is itsndefini

cognitive condition.? In the case of New England psalmody, ritual describes not only the

usual movements of performance—the tuning of the voice, the placement of the

performers—but also the physical actions taking place in the larger contexts such

music might be found, such as the singing-school class, the worship service, and the

intimate social gathering. Part of the ritual environment of Americaimuogly was a

communal performance setting. Singing was a social activity, and psalm turees we

! Stephen A. MariniSacred Song in America: Religion, Music, and PuBlitture (Urbana: University of
lllinois Press, 2003), 5.

2 Marini, Sacred Song in America3.

% Marini, Sacred Song in America,

118



rarely enjoyed alone. On one level, this social context naturally accompastide of
music that required several voice parts singing in concert; on a highkitlestected a
cooperative community spirit and the parallel religious concept, the Body of,Chris
discussed in the final chapter. Marini’s theory supports this observation about yhe earl
American context, as he believes that sacred song is, by its nature? Sazig¢d music
helped to form social bonds in both its worship-related, devotional, and educational
contexts.

Other theories of ritual contrast with Marini’s and offer other ways of
understanding psalmody. One of Victor Turner's main contributions to the studyadf rit
is his explanation of the liminal state in which ritual actions may take place. He
discusses a balance between hierarchical structure and communitariahaitreos t
fundamental to society. Ritual plays an important role in that balance biygraat
liminal space where individuals participating in the ritual are temporauilyide of the
normal social structureContradicting Turner somewhat, Catherine Bell places ritual
action firmly within the realm of everyday social life. She defines izatbn as "a
culturally strategic way of acting” and argues that rituals must be'stodd not as
isolated, paradigmatic acts but rather as ordinary parts of social attikia ritual
activity and not merely an autonomous art form, sacred song in Revolutionary-period
New England might be understood as both ordinary and extraordinary. It was part of the

daily rhythm of the town and a vital component of a culture infused with religion. But

* Marini, Sacred Song in Americ8,

® See Victor TurnerThe Ritual Process: Structure and Anti-Struct(@hicago: Aldine Publishing
Company, 1969), especially chapter 3: “Liminalittdecommunitas” (p. 94-130).

® See Catherine BeRitual Theory, Ritual Practic&New York: Oxford University Press, 1992), 7-8.
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singing was also a ritual activity that facilitated special aepees; it provided a liminal
space for spiritual ecstasy and physical pleasure.

Because of the physical nature of singing and the emphasis on the singing body
late eighteenth-century writings on psalmody, its study requires a catgdesf how
sound was embodied in this context. Theories of musical embodiment, once applied
almost exclusively to non-Western cultures, are now popular ways of understanding
Western music as wellNow reformulated, theorization of the body provides one of the
most promising and fertile areas of study in modern musicology, offering neyltinsi
into the intersection of dance and music, performance practice, and musicaliexyress
among other topics. In the case of sacred song, a religious conception of thefdrmaly in
these studies in a crucial way. It is clear that late eighteenth-g&xmearican religious
leaders viewed the voice as a "human instrument” that was part of the bodmss it
created by God. The singing voice unified God's created order and human musical
artistry. Furthermore, while choirs of many voices formed the collective embatiof
American psalmody of this period, particular bodies and particular voicesdffesie
praise in this way. Singing was therefore both a communal and a very perspmdl wa

experiencing and communicating with the divine.

" Seminal works in this early stage of music-bodsesech include John Blackingpw Musical Is Man?
(Seattle: University of Washington Press, 1974)réi@cent studies include: Elisabeth Le Guin,
Boccherini’'s Body: An Essay in Carnal Musicold@erkeley and Los Angeles: University of Califani
Press, 2006); Gary TomlinsoMetaphysical Song: An Essay on Op@Painceton, NJ: Princeton
University Press, 1999); Robert Walser and Susa@lbty, "Theorizing the Body in African-American
Music" Black Music Research Journdd.1 (1994):75-84; Joseph Straus, “NormalizingAbaormal:
Disability in Music and Music TheoryJournal of the American Musicological Socié8.1 (2006):113-84.
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The Voice: Nature’s Superior Instrument

Thoughts on the body’s role in the practice of psalmody were influenced by a
religious environment in New England in which the human voice was heralded as the
most natural medium for expression of religious sentiments. The sermons of the
Reverend Ralph Harrison (1748-1810), an amateur violinist, singer, and the compiler of
at least one collection of psalm tun&a¢red harmonyissued in two volumes),
circulated in manuscript form throughout his lifetime. His writings apfeebave been
influential in the New World. They were later edited and published by his son, William
in Sermons on Various Important Subjed®13)® Harrison’s musings on sacred music
(from the fourth volume of that collection) made their way into the prefatoripssaif
several important American tunebooks, especially those explicitly designsitding
schools’ He championed the cause of a natural and unforced method of musical
composition and performance that brought out the voice’s God-given qualities. The most
oft-quoted passage from Harrison’s sermon names nature as not only the sourasdof sacr
song but one of its most profound expressions:

Divine song is undoubtedly the language of Nature. It originates from our

frame and constitution. The wise author of nature has kindly added to our

other powers and faculties, the sense of harmony. He has ordained certain

sounds to excite sensations of delight; he has made them the proper

accorPopaniment and expression of the passions and affections of the
mind.

8 Transactions of the Lancashire and Cheshire AntigmaSocietyvol. 29 (Manchester: Richard Gill,
1912), 141.

° Some examples of tunebooks quoting Harrison: Andkdgate,Select Psalms and Hymns for the Use of
Mr. Adgate's Pupils: and Proper for All Singing-8ots (Philadelphia: Uranian Press by Young and
M'Culloch, 1787), 6-8A Selection of sacred harmo(Bhiladelphia: William Young, 1788), front matter;
John PoorA Collection of Psalms and Hymns, with Tunes Affixer the Use of the Young Ladies’
Academy of PhiladelphigPhiladelphia: John M’Culloch, 1794), 3-5. AccessedEAL

1% Ralph HarrisonSermons on Various Important Subjeetsl. iv (Manchester: C. Wheeler and Sons,
1813), 235.
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As Harrison explains, this naturalness is not coincidental; God, in his design fargreat
gave man this particular gift. God was not only the “author of Nature,” and thus al
harmony and music, but also the creator of the human voice. In other words, God created
both song and the singing voice as uniquely human expressions.

Harrison goes on to describe how song, being the most natural of the arts, is also
the most flexible. It easily adapts itself to myriad human emotions anchseis. In this
way, Harrison would argue, song is an ideal means of communicating with God. This
versatility and the divine origin of the voice were often cited in tunebooks asmscias
the special preference for vocal music. God gave humans the ability to sing, and b
combining language and art in this way, the voice was capable of echoing stiate of t
divinity back to the Creator. As John Todd, a Presbyterian minister, preached in 1763,
returning song to God as a means of praise is a most natural and universal hionan act

To sing the praises of God, is so much the dictate of nature, that it has

made a part of all religions, true and false:@reeksandBarbarians

made it a part of their worship to their deities: and thought its original so

heavenly, that they ascribed the invention of it to their gbds.
Todd notes that even non-Christians, the “Greeks” and “Barbarians,” have a voice and a
natural inclination to use it. He argues that the voice is such a divine giftémat e
unenlightened pagans cannot but recognize its usefulness, although by honoring false
gods, their use of the sacred instrument is perhaps misdirected. Nonetheless, Todd
suggests that all humans have the potential to offer praise with their voice.

Many writers described the voice as a “gift,” bestowed by God upon man in the

creation of the natural order of the world. In the prefaceh®American Harmony

1 John Todd, “An Humble Attempt towards the Improeernof Psalmody: the Propriety, Necessity and
Use, of Evangelical Psalms, in Christian Worshiphi{adelphia: Andrew Steuart, 1763), 5. Accessed vi
EAL
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(1771), Aaron Williams claims that music is God-given and describes how it baght
used it in light of its origins: “Hence it is, that all must allMusickto be theGift of
God, ... which his infinite Wisdom hath made, in the f@stationn and is given to us as a
Temporal Blessingooth for hisServiceand our owrRecreationafter hard Labour and
Study.”™? Similar sentiments from Isaac Watts's “Thoughts on Poetry and Musiaé&m
their way into the 1760 American printing of Thomas Walter’s treatise@rutes of
music: “The Art of Singing is a most charming Gift of the God of Nature, and @ekign
for the Solace of our Sorrows and the Improvement of our J3§@"return this “gift” to
God was considerd not only a solemn duty but one which follows naturally from the
divinely created human person: “To whom shall the breath ascend in melodious,accent
if not to him who first inspired it?* The voice was not the product of human invention,
like other instruments, but rather a product of nature and therefore of God himself.
Because of its divine origins, the voice was viewed as a natural and perfect insfarment
sounding praise and thanksgiving to the Creator.

Given its rootedness in God’s created order, many observers claimed thesvoice a
more advanced, mature, complex, and expressive than man-made instruments. In a
passage from “Thoughts on Poetry and Musick,” Watts makes a case for thergype
of the singing voice above all other instruments:

Variousharmony both of theéwind and String, were once in use in Divine
Worship, and that by Divine Appointment. It is certain then that the use of

12 Aaron Williams, The American Harmony, or Universal Psalmogdistl. 2 (Boston: Daniel Bayley,
1771), 3.

13 From Isaac Watts, “Thoughts on Poetry and MusiokThomas WalterThe Grounds and Rules of
Musick Explained: or, An Introduction to the Art®ihging by Note. Fitted to the Meanest Capacities
(Boston: Benjamin Mecom for Thomas Johnston, 1780ht matter.

14 Adgate,Select Psalms and Hymrés
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these instruments in common life is no unlawful practice, tho’ the New

Testament has not ordained the use of them in Evangelical Worship. But if

the voice be happily capable of this Art, it is preferable to all instruments

fashioned and composed by man: this is an organ formed and tuned by

God himself. It is most easily kept in exercise, the skill is retained lgnges

and the pleasure transcends all the rest. Where an ode of noble and

seraphic composure is set throughout to Music, and sung by an artful

voice, while the spirit at the same time enjoys a devout temper, the joys of

the soul and the sense are united, and it approaches to the scriptural ideas

of the celestial state.
Here, Watts argues that the voice is preferable to other instruments nbeoalse of its
natural and Godly design, but also because of its unique ability to affect the soul.

Many composers and tunebook compilers adopted this viewpoint, using it as a
tool to promote their sacred vocal collections. Williams, for example, adsbe
primacy of vocal music: “[Song] has t&eiperiorityof all otherArts andSciences
whatsoever, by Reason it is employed inhitghestOffice that can be performed, by
eitherMenor Angels whereby we sound forth ti&raiseandGlory of the great Author
of all created Harmony® The fact that the voice, unlike other instruments, could
combine music and sacred words allowed it to be put to a much higher purpose: that of
praising God.

William Billings reiterated this superiority of the voice in his typigatcentric
way in the introduction tdhe Continental Harmon{1794) and further emphasized that
the voice can express and accomplish so much more than other instruments:

Such a conjunction of masculine and feminine voices is beyond

expression, sweet and ravishing, and is esteemed by all good judges to be

vastly preferable to any instrument whatever, framed by human invention.
... The most curious instrument that ever was constructed, is but sound,

15 From Watts, “Thoughts on Poetry and Musick,” foumé number of sources, including Daniel Bayley,
A New and Complete Introduction to the Grounds Rates of Musi§Newburyport, MA: Bayley, 1764),
iii-iv; also in Walter,The Grounds and Rules of Musiflont matter iii-iv.

1 williams, The American harmon.
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and sound without sense: while man, who is blest and endued with the
faculties of speech can alternately sing of mercy and of judgment as duty
bids, or occasion may require. The Royal Psalmist, who calls upon
“everything that hath breath to praise the Lord,” has made this very
beautiful distinction, where he says, “tBamgerswentbefore thePlayers
oninstrumentdollowed after.” Here you see the singers took the lead,
while the instrumental practitioners humbly followed affer.

Here, Billings cites Psalm 68, which describes a grand procession abdsedf Israel.
He notes that the singers led the train, in front of the other instrumentalistise fearly
Hebrew peoples, place and position in ritual formations were highly significant and
indicative of hierarchy. According to Billings’s interpretation, the simsgat the front of
the procession represented the primacy of vocal music in that culture. Becasise of
portrayal of favoritism for singers, this passage from Psalm 68 was popufeanérican
psalmodists. Timothy Swan also set this text in “Canton” (Example 3ub)ydting the
“sweet singing Levites” with a section of imitative polyphony, risiranf the lowest
voices to the highest:

Sweet singing Levites led the van,

Loud Instruments brought up the rear.

Between both troops a virgin train

With voice and timbrel charm’d the ear.
Example 3.1 Timothy Swan, “Canton,” in Joseph Stone and Abraham Whioel,

Columbian Harmony1793), mm. 33-46
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7 william Billings, The Continental Harmon§Boston: Isaiah Thomas and Ebenezer T. Andrevg4)1.7
xv. Emphasis in the original.
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A secular text with a similar message was the inspiration for Elias Blémger set
piece, “Ode on Musick.” The poem by Alexander Pope may have been loosely based on
Psalm 68, as it includes a litany of instruments that are awakened by thdimspiréhe
nine muses. The “breathing instrument,” that is, the voice, is listed first.

Descend, ye nine, descend and sing;

The breathing instrument inspire;

Wake into voice each silent string,

And sweep the sounding lyre.

In a sadly pleasing strain

Let the warbling lute complain;

Let the loud trumpet sound

‘Till the roofs all around

The shrill echo rebound.

While in more lengthen’d notes and slow,

The deep majestic solemn organs bfgw.
Composers of psalmody naturally gravitated towards these texts that heldcthevoli
high esteem, affirming its place of primacy in the created order. Viesvadpecial,
Godly instrument with unique capabilities, the voice granted access to 'Sumanal

space, where the individual could temporarily participate in the divinely ardesation

and tap into a wide range of emotions beyond those available through common speech.

An Intricate Design

New England preachers asserted the superiority of the voice over other
instruments by citing its divine origins. They also emphasized the expestrgction of
the human voice that surpasses that of anything manmade:

Whatever ingenuity may have been discovered, in musical instruments, of
human structure; and however sweet and harmonious the sounds, when

'8 pope’s original poem is entitled “Ode on St. datilDay.” Mann’s “Ode on Musick” appears in the
Worcester Collectiof1786).
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touched by a skillful hand; yet, certain it is, No Organs are equal to those
of divine construction;—no music so pleasant in itself—none so pleasant
in the ears of the Lord our God, as the voices of the saints and people,
tuned to sacred harmony and regularly employed in celebrating his
praise’®

But of all instruments of music the natural faculty and organ of the human
voice is the most noble and excell&ht.

Though mechanick instruments may have their use; yet the organ tuned by
the hand of God, the human voice, is to be preferred to all dther.

These religious leaders argued that nothing conceived by humans could possibly equa
the handiwork of the divine craftsman. Thus, no man-made instrument could match the
voice. The Reverend Ichabod Skinner, speaking at a singing lecture in North Bolton,
Connecticut, in 1796, described the versatility that God worked into the design of the
voice. He makes the following, rather poetic analogy between man-made ingsame
statues:

Instruments can never equal the human voice; the voice must always be

more various, more manageable, and more significant than any single

instrument. There is the same difference between the voice and an
instrument, which there is between a living man and his statue.

19 Jonas Clark, “The Use and Excellency of Vocal Muisi Public Worship” (Boston: Nicholas Bowes,
1770), 17. Preached at an “occasional lecture ...iafabto promote and encourage the divine use of
vocal music, more especially in public worship, Liaxington, MA on April 25, 1770. Clark was pastdr
a church in Lexington. Accessed &aAl.

2 John Mellen, “Religion Productive of Music. A D@arse” (Boston: Isaiah Thomas, 1773), 5. Delivered
in Marlborough, MA on March 24, 1773, at a singlagture. Accessed viaAl.

L Charles Stearns, “A Sermon: Preached at an Eidmibif Sacred Musick, in Lincoln” (Boston: Isaiah
Thomas and Ebenezer T. Andrews, 1792), 5. DelivAmd, 1792. Stearns was pastor of a church in
Lincoln, MA. Accessed Vi&Al.

22 |chabod L. Skinner, “A Discourse on Music” (Haridg CT: Hudson and Goodwin, 1796), 7. Delivered
February, 1796, at a singing lecture in North Belt6T. Accessed ViRAI.
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The natural and divine construction of the vocal instrument was, according to many
writers and composers, a justifiable reason for preferring it to otheunmstits, which
merely imitated the music of the voice as a statue imitates its subject

A number of works by American psalmodists center on this intricate design of the
human body and its purpose as an organ of praise. Watts’s version of Psalm 139, set in
Oliver Brownson'’s “Litchfield,” claims that the body itself is a proctdion of God’s
goodness, as each part is a miraculous embodiment of grace:

‘Twas from thy hand, my God, | came,

A work of such a curious frame;

In me thy fearful wonders shine,

And each proclaims thy skill divine.

Brownson’s polyphonic and melismatic setting of the second couplet, shown in Example

3.2, aptly portrays the complexity and sophistication of the body’s design:

Example 3.2QIiver Brownson, “Litchfield,"Select Harmony1783)
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As a part of this miraculous creation, the voice was indeed a spectacular disptay of
skillful artistry. Another Watts text, from his second book of hymns, expresa#arsi
awe at the human form and goes on to compare the whole body to a musical instrument:

When | with pleasing wonder stand,

And all my frame survey,

Lord, 'tis thy work, | own thy hand,

Thou built my humble clay.

Our life contains a thousand springs,

And dies if one be gone.

Strange that a harp of thousand strings

Should keep in tune so long.
Here, the concept of “intonation” is applied to the fitness of both the instrument and the
body. This metaphor was common in the religious rhetoric of the period, as the proper
alignment, or intonation, of body, mind, and soul was of great concern. Billings'gsett
of this text extends the final couplet (Example 3.3) and makes use of a complex

polyphonic texture that may be interpreted as text painting of the “thousand’string

the bodily instrument:

Example 3.3William Billings, “Creation,”The Continental Harmon{1794), mm. 31-61
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Another text about the intonation of the heart comes from Psalm 92.

Sweet is the day of sacred rest,

No mortal cares shall seize my breast;
O may my heart in tune be found,

Like David’s harp of solemn sound.

Nehemiah Shumway’s setting, “Lewisburgh,” provides a very consonant backdrop for

these words about the modulations of the soul. Shumway portrays the third line and its

references to tuning with open fifths (boxed in Example 3.4), an easy interval for
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achieving perfect intonation and one which recalls ancient Greek ideas abeat perf

intervals based on mathematical rafids.

Example 3.4Nehemiah Shumway, “Lewisburghl’he American Harmon{1793)
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In this text, “heart” refers not to the anatomical organ that pumps blood through the body
but to the core of the human soul and its conscience. Hearts and souls are not musical
instruments and thus cannot be tuned in a literal sense, but they can be refined and
brought into proper alignment in a way that is similar to the process of tuning. Here, the
outward intonation of the voices may be an auditory reminder of the inward intonation of
body and soul. The Reformed idea that humans, although essentially depraved, might at
times catch a glimpse of such harmony between body and soul, found special@xpress
in psalmody, where moments of intonation were indeed possible with diligent @ractic

and application.

% The preference for the “perfect” intervals — ofiiéhs, octaves, and unisons — in the harmoniesaply
American psalmody and especially at cadencesedyli&kn aesthetic choice that had at least soms basi
the Pythagorean tuning system, in which thosevaterwhose ratios used the smallest numbers (g.g. 1
3:2, 4:3) were considered the most consonant arsidasignated as “perfect.” Explanations of theotly
of intervals and the preference for perfect onesgaen in the introductory sections of severghamant
tunebooks. See William Billing§;he New-England Psalm-Singer: or, American ChorifBoston: Edes
& Gill for Elliot, Flagg, and Bass, 1770), 8-8;Selection of Sacred Harmo(®hiladelphia: W. Young,
1788), front matter; Asahel BenhaRederal HarmonyNew Haven: A. Morse, 1790), 12.
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As a part of the intricate design of the human body, the voice also repredented |
itself. When the voice and its furnishing breath runs out, so too does the body’s course
on earth. The following passage from Psalm 46, which inspired settingdibg®il
Brownson, and Amos Bull, among others, equates life and breath in this way and looks
hopefully, beyond death, to the soul’s eternity of praise:

I'll praise my Maker while I've breath,

And when my voice is lost in death,

Praise shall employ my nobler powers;

My days of praise shall ne'er be past,

While life, and thought, and being last,

Or immortality endures.

This psalm recalls the communion of heaven and earth in the act of praise through song;
even though the voice is lost to the body in death, it is believed to be reborn to the devout
soul as he or she enters the angelic chorus.

These writers and composers affirmed that humans were simply made to sing and
so designed by God; to reject that purpose was, in essence, a rejection of God. Some
delved further into this idea of the divine construction of the voice, citing specific
physiological evidence. Samuel Emerson extolled the detailed nature of the voca
instrument in an oration from 1800: “Whoever attends to the mechanism of the human
body, will find from the structure of the lungs and organs of speech, that the Almighty
has there adjusted the most perfect musical instrument pos$ible.”

Aside from the parts of the body that allow humans to create sounds—the lungs,

the mouth, the tongue, etc.—many authors pointed out that God also created a

24 Samuel Emerson, “An Oration on Music” (PortlandEME. A. Jenks, 1800), 4. Delivered in Portland,
ME on May 28, 1800. Accessed \EA\I.
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remarkably complex organ for receiving and perceiving musical sounds—the ear.
Emerson revels in its marvelous and mysterious design:

The organs of hearing are made to answer the tones of the most complex

musical instrument, and indeed of every instrument in concert,—but how,

and in what manner this is, can never be known: all that can be said is—

the hand of Omnipotence made them, and the eye of Omniscience is alone

able to trace the delicate textdre.
Adams similarly concludes that the human sense of hearing is virtuallyicedpland
attributable only to Godly design, but he further explores the range of human perception
of sounds. Here, in a sermon preached in Lancaster, Pennsylvania, in 1771, he wonders
about humans’ awareness of consonance and dissonance:

In the doctrine of concords, there is something absolutely unaccountable

by man. Voices at some certain distances from each other, how pleasant

soever in themselves, will grate and jarr; whereas other different distance

(which are easily ascertained by fixed rules) they will mix and unite, and,

by their union, produce concords, from a continued combination of which,

springs harmony. Now why this is so, we are unable to say ... These

different effects are by us inscrutable, and must be resolved wholly into

the divine will 2
Like the ear itself, Adams argues that the phenomena of consonance and dissonance are
beyond our understanding and therefore clearly constructed by God. The Reverend
Samuel Blair also preached about the many different effects that manpesckive
through the ear, drawing a distinction between “inward” and “outward’tsffadcheme
that runs through much of the discourse about psalmody:

We are all very sensible of the communication of external sound through

the organs of hearing. And not only of its different tones, as the high and
the low, the clear, the soft, the shrill, and the harsh; but likewise of certain

2 Emerson, “An Oration on Music,” 13.

% pAdams, “The Nature, Pleasure and Advantages,” 10.
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more inward effects, which we usually designate by the epithets, sweet, or
soothing, melting, or elevating, jarring, or disgustig.

It seemed that the ear could perceive more than just the objective dhistrastef
sound—its pitch, volume, and timbre. It could also perceive the underlying sentiments
that the sound expressed. Many claimed that only God could be responsible for such a
mechanism.

Furthermore, some argued that the voice and the organs for hearing it wexfe par
a distinctlyhumanbody. While other animals might be able to make noises and respond
to sounds, none could unite words and melody in the same way as humans. Nor could
animals perceive or produce harmony or distinguish between dissonant and consonant
sounds, a key feature of choral singing. This constituted one of the major differences
between man and beast and, as such, enhanced the sacredness of the singing voice,
making its use in worship even more necessary. In 1790, Pennsylvania minister John
Black preached about the uniqueness of the human perception of harmony:

The author of our being has constituted us so, that we naturally and

indeed, necessarily perceive and relish harmony in sounds ... The Creator

hath given to some other animals a power to sing; but none of them

discover any capacity fdrarmony never has any choir of them been

heard to perform any thing like4t.
This unique ability of man to perceive harmony and enjoy its effects was uard as

argument to support the practice of congregational singing. Preachersseraghie

necessity otisingthe gift, because it is what separates humans from beasts.

27 Samuel Blair, “A Discourse on Psalmody” (Philade#p John M’Culloch, 1789), 9. Delivered at a
public concert given by Mr. Spicer, “master in sgtmusic,” at the Presbyterian Church in Neshaminy,
PA. Accessed vi&Al

8 John Black, “The Duty of Christians in Singing fReise of God, Explained” (Carlisle, PA: Kline &

Reynolds, 1790), 19-20. Black was pastor of theddfresbyterian congregation in Marsh-Creek, PA.
Accessed Vi&Al
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Congregationalist minister John Mellen, speaking at a singing lecture in Martjior
Massachusetts, in 1773, summarized this argument: “Nor did heaven endow us with the
pleasing powers of harmony, above the brutes, that we should neglect the gidt thia®&
is in us, and come before his presence with confused noise of artless sounds, like the
congregated flocks, and lowing herdS The images of “congregated flocks” and
“lowing herds” that Mellen used to contrast with the voice of man are utilizethén ot
sources as well. Birds and beasts also appear in Zabdiel Adams’s sermon from 1771
Man, as he is possessed of reason and a faculty of speech ... is capable of
declaring articulately to all around him the glories of his heavenly King.
For this end was his tongue given him, which therefore, in the psalms, is
stiled his glory. And shall he suffspo noble,sodistinguished a faculty to
lie dormant? ... Shall man, tho’ his organs are framed to make articulate
sounds, and his reason sufficient to enable him to produce harmony, talk,
notwithstanding, the confused language of beasts, and chant the discordant
songs of birds? No. ... For harmony was he made, and in melodious notes
should he sing the praises of his God.
Even the nightingale, the songstress of the animal world, was no comparison to¢he voic
of man. Introducing his collection of spiritual songs, John Mason poetically names
singing as man’s purpose: “If | was a nightingale, | would sing like a Nigale; but
now | am a man, | will sing the praises of God as | live; and | would have you to sing

with me!”3! This line of reasoning served as a moral justification for a participatory

culture of sacred music. The bhirds and beasts could not be allowed to outshine man, the

% Mellen, “Religion Productive of Music,” 25.

30 Zabdiel Adams, “The Nature, Pleasure and Advarstag€hurch-Musick” (Boston: Richard Draper,
1771), 9-10. Accessed vigAl. Delivered April 4, 1771 at a lecture in the FiPstrish of Lancaster, MA. A
very similar passage, clearly styled on this oppgears in Timothy Langdon, “The Pleasure and
Advantages of Church Music. A Sermon, PreachedCaracert of Vocal and Instrumental Music”
(Danbury, CT: Douglas and Nichols, 1797), 4. AcedsgaEAI. Delivered at a concert of both vocal and
instrumental music, in Danbury, CT, April 5, 1797.

31 John MasonSpiritual Songs: or, Songs of Praise, with Penitr&ries to Almighty God, upon Several
Occasions15" ed. (Norwich, CT: John Trumbull, 1783), 2. Accessi@ EAI.
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crown of God’s creation. As a result, to be silent and not sing was, as Samuel-dshn Mil
pastor in Torringford, Connecticut, stated, “shameful”:

Hath God given us a Voice, and shall we not praise him with it? When he

puts a Price into our Hands for this End, will we shamefully neglect it?

Shall the Birds, wild Beasts, and tamer Cattle resound his Praise, & yet

Man be silent? Shall we that were never made Dumb, make ourselves
2
so?

Because the voice was intentionally designed by God as an instrument unique to humans,
it was held in high esteem. Psalmody, which featured the voice in combination with
sacred words, allowed the individual to exercise his or her voice for its natysakpLof

praise.

“Pleasure, Natural and Moral”

An equally important part of God’s design of the human person was the capacity
to experience physical pleasure. Writers observed that sacred sodgagiasort of
pleasure that was as much a physical sensation as religious one, and it ragegorta
positive light. At many points in the history of Christianity, religious leathave
claimed that sacred music ought not to excite too much pleasurable emotion, because
these sensations might distract both the listener and the performer fronmstegamef
the sacred text. However, with the practice of psalmody in America, issbairthe
pleasure attained by the singer was viewed as both natural and good. Etra Wel
implicitly derided the Catholic Church and its practice of suppressing pleasough

self-mortification in his sermon about singing: “But in this, where is thedeslial—the

32 samuel-John Mills, “The Nature and Importancehef Buty of Singing Praise to God, Considered”
(Hartford, CT: Ebenezer Watson, 1775), 17. DelideaeLitchfield, CT, on March 22, 1775. Mills was
pastor of a church in Torringford, CT. Accessedbd.
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pain—the mortification? Nay, but the exercise is replete with entertainmith
pleasure, natural and moral; delightful to the ear; cheering to the mind; peofiicthie

heart!™?

The Westminster Catechism, a chief source of Presbyterian doctrineatha
completed in 1647 and officially adopted by the American Presbytery in 1729, also
embraced pleasure as a good and holy response to encountering God. At the very
beginning, it poses the question, "What is the chief end of man?" The answer, "Man's
chief end is to glorify God, and to enjoy him for ever," argues that positivesupédde
feelings can, and indeed should, result from the worship of God. Acts of devotion, such
as singing, that helped to evoke this sort of response, clearly fit with theng=mohthe
Westminster Catechism, and its language influenced the discourse of sacregdtseng

late eighteenth century.

The physical act of singing naturally awakened dormant emotions and evoked
feelings of pleasure. Like Weld, Billings advocated an unabashed pursuit of pleasure
through sacred song and the avoidance of unnecessary pain its performance. Hg instruct
his readers in choosing a voice part:

Sing the part which gives you least pain, otherwise you make it a toil,

instead of pleasure; for if you attempt to sing a part which is (almost or

quite) out of your reach, it is not only very laborious to the performer; but

often very disagreeable to the hearer, by reason of many wry faces and

uncouth postures, which rather resemble a person in extreme pain, than

one who is supposed to be pleasantly empld$ed.

By choosing the most natural part, a singer also chose the most pleasurable one.

According to Billings and other like-minded authors, naturalness, pleasure, andggpodne

3 Weld, “A Sermon,”23.

3 william Billings, The Singing Master's Assistant. Or Key to PractMakic (Boston: Draper and
Folsom, 1778), 14.
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go hand-in-hand, and all of this is by God’s design. Comfortable positioning of the body
and enjoyable sensations accompany the natural performance of sacred song.

Some writers even referred to this experience of sacred music usingepugsi-s
language: “Is the soul immersed in the pleasures of sense and voluptuousress? A s
song sung by skillful and pleasant voices will arouse it from its lethdrdyather than
distracting the mind from the message of the text, music awakened the setsks, a
sensation of pleasure presumably enhanced understanding and led to an even deeper
spiritual experience. As William Duke, authoritymns and Poems on Various
Occasionsput it, “Pleasure and duty go hand in hand; and the greater our satisfaction is,
the greater is our religior’ In this way, the spiritual dimension of sacred song was
thought to intertwine with the physical. Singing brought the singer into coneation
with the divine. At the same time, it brought great pleasure and could influence the
religious receptivity of the singer, making him or her more open to recehengprint
of God. As Zabdiel Adams explained in 1771, these pleasurable feelingsiaa#iypas
indescribable. One must participate in the singing to truly understand thesraptur
speaks of:

Concerning the pleasure of it, but little is necessary to be said: For they

who have a taste for musick know by experience its delight; whilst others

cannot form any better conception of it, than a blind man can of colours.

...They who have their auditory nerves rightly strung ... are transported
with joy and filled with rapturé’

% Adams, “The Nature, Pleasure and Advantages, Th6.positive portrayal of bodily pleasure also
explains the occasional use of the Song of Solomgmuetic book of the bible that presents the etotie
of a man and woman as an allegory for the relalipnisetween God and Israel, as a text for psalmody.
See, for example, John Mas@piritual Songs.

% william Duke,Hymns and Poems, on Various Occasions. By a Meaflibe Protestant Episcopal
Church(Baltimore: Samuel and John Adams, 1790), v. AcegssaEAL.

37 Adams, “The Nature, Pleasure and Advantages,” 11.
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The Reverend Weld of Braintree Massachusetts echoed these sentifleaisure in
the common acceptation of the word, is by no means sufficiently expressive of his
sensations. The effect may be a transport, an extacy of joy unspeaR&uen’the
sensation of pleasure and the sense of hearing that made it possible/egsmely
mysterious. Not surprisingly, preachers argued that this, too, was by hedesign.
Several sources described the physiological construction of the ear and thedargas
system, emphasizing a real, physical sensation that occurs when mustesgaenn
the case of consonant harmony, this sensation is described as intensely pkasurabl
[Psalmody] isa pleasing exercisé€sod hath so formed the ear, and
constructed the human creature, that the harmony of sounds should be

productive of sensations, exquisitely delighful.

Harmony simply considered, operates mechanically upon the nervous
system, and is attended with sensations of pledSure.

The nerves of the human body are probably a system of chords, which
vibrate with intense pleasure to the touches of harmony. And, how can this
pleasure be better applied, than to excite affection and love to him whose
counsel was wonderful in the formation of man? ... Most men, if there be
general similarity of constitution among them, may not only hear and

relish musick, but feel it as distinctly and intensely, as the sensations of
heat and cold*

These sources acknowledge that music was experienced in a very phggical w
and that the perception of musical sounds involved the whole body. The act of singing
involved the body not only in the production of the sound but also the reception of it. It

was seen as a complex and somewhat mystifying process. Such descriptiethasea

3 Ezra Weld, “A Sermon, Preached at a Singing Lett(8pringfield, MA: Ezra W. Weld, 1789), 11.
Given in Braintree, MA, on May 21, 1788. AccessalBAl.

¥ Wweld, “A Sermon,™23.
40\weld, “A Sermon,”18.

1 stearns, “A Sermon,” 9-10.
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justification for the entire practice of psalmody, looked down upon as unsophisticated by
some observers. Since God so intricately formed the organs required for simgjing a

those for perceiving the pleasurable sensations of harmony, the argumernhase

special gifts demanded cultivation and use. This evidence reveals attibodésacred

song that combined its physical and spiritual dimensions. For those who wrote about
psalmody in late eighteenth-century New England—namely preacherssprator

composers, and tunebook compilers—the physical and spiritual seemed to be two sides of
the same coin. One could not exist without the other. God, they argued, formed the body
in just such a way as to promote harmonious singing. Humans, then, were required to
capitalize on this bodily construction and, fittingly, to use it to praise the one wd®ima

so. Nor were the religious and musical communities the only ones who thought about
sacred song in this way. Those who attended singing schools, church services, and public
lectures and concerts—in essence, all of New England society—could expect to hea

about both the body and soul in relation to song.

Singing Does a Body Good

Embracing a holistic view of singing, most writers agreed that the actbaedlc
physical components which were rich in religious meaning. That singing imvtiiee
body was fairly obvious, but many also argued that it was good for the body. Ancient
ideas about the ability of music, instrumental or vocal, to affect the mood of émeetist
were alive and well in eighteenth-century America, even if colonistshaag been
unfamiliar with the theory of the modes set forth by the Greeks. An organizeg tfe

the connection between certain musical modes and bodily states came to friiition w
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writers such as Guido d’Arezzo and Adam of Fulda. Recycled again and again, these
ideas were repopularized in the eighteenth century, largely because of thawaish
Mattheson’®er vollkommene Capellmeisté739). It is unclear whether most
Americans were acquainted with this work or the “doctrine of the affections”;
nonetheless, the idea that music could incite something within the body and cause
physical changes was undoubtedly present.

In the American context, writers seemed more focused on the positive emotions
that could be roused by music, rather than the melancholic ones. For example, the
introduction to a collection of military songs from 1779 claimed that the songs ahtain
therein would raise the spirits and therefore contribute to an overall physittal hea
“[These songs] will probably excite some unusual feelings of candor and good humour,
that, however ill they may suit the temper of a Critic’'s mind, will ceryasohtribute to
the health of his body*? This attitude extended to sacred song as well. Psalmody was
thought to be as good for the body as it was for the soul.

Many believed that the music had a tangible and curative effect on ailments of
many types, from physical to psychological to spiritual. William TarsTine Royal
Melody Completea mixture of theoretical treatise and tunebook, develops the idea of
curative song: “It is likewis@he Soul's Dispensatargf all Medicines for its several
DiseasesWherein ard_enitivesfor tender WoundsCorrosivesfor InveterateCuresfor
the InfectedPreservativegor the SoundCordialsfor the Weak; an®&Restorativegor the

Relapsed* Tans'ur suggests that the sacred tunebook is akin to a pharmacy, full of the

*230ngs, Naval and MilitargNew York: James Rivington, 1779), xi. AccessealBAl.

3 William Tans'ur, The Royal Melody Complete: or The New Harmony e @Boston: W. McAlpine,
1767), 7.
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best medicines to heal whatever ails. He goes on to discuss some of the mbee speci
benefits of the physical act of singing: “It is a great Preservatike#aith, and
strengthens all Parts of the Breast, and clears the Lungs; it hedpsraesing Speech (as
| know by Experience) to a true Pronunciationgrds”** By strengthening and
preserving the body, sacred song contributed to an overall sense of well being in its
practitioners.

New England orators and preachers also emphasized song’s potent effects on the
body. Samuel Emerson gave a speech on the topic in 1800 in Portland, Maine. In this
excerpt, he refers to listeners as “patients” and to music as a “clyaranthial” and a
“panacea” to illustrate his point about its healing powers:

May we not fairly infer, that much advantage might be derived to the

healing art by the application of this charming cordial?—How often do we

see the most inveterate diseases brought on, and incurably fixed, by the

corroding hand of sorrow and affliction. Is it not reasonable to suppose,

that the early, and skilful application of Music to such patients, would

have operated as a panacea, and lighted up the crimson of health in the

wan cheek of diseas?.

Zabdiel Adams also speaks of music as a type of medicine in a sermon given in
Lancaster, Pennsylvania in 1771. He names a number of ways that tunes can heal the
person: “Sounds have an immediate and powerful influence on the nervous system. ...
Accordingly history gives an account that diseases have been cured, unchasttedor

seditions quelled, passions raised or calmed, and even madness occasioned B tunes.”

Here, Adams indicates several different categories of illness—lhy/&lcseases”),

* Tans'ur,The Royal Melody Complet®,10. This passage was copied into the introductecjions of
several tunebooks, including WilliamBhe American Harmon{l771), 4.

S Emerson, “An Oration on Music,” 14.

4 Adams, “The Nature, Pleasure and Advantages,”3.2-1
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moral (“unchastity”), mental (“madness”), and even social (“seditiong’cithg such a
wide range of potential infirmities and asserting music’s ability & tieem all, he
presents an example of the holistic attitude towards sacred song thaiegrevairly
America.

That sedition neared the top of Adams’s list of social ills reveals the close
relationship between politics, religion, and sacred song at this time agweNid
patriot himself, Adams was related to some even more well-known patribes in t
relatively small world of pre-Revolutionary New England. John Adams, who woutd late
become the nation’s second president, was Zabdiel’s first cousin, and legenchaling
father Samuel Adams was a more distant cousin. Sedition, or acts of dislgyatist @
lawful authority, was a chief concern during these nation-building years ofidgene
history; in 1798, John Adams signed the Sedition Act into law, which set out harsh
punishments for a number of acts of dissent against the new regime. Becaussnidsic
potentially quell such rebellion, it was viewed as a valuable tool for maintahmeng
health of society.

William Symmes, a Congregationalist minister, seemed to agree w&mas
claims about music’s powers and noted that it could profoundly affect militargroatc

Strange things have been related of the power of music, in curing diseases

of the body—in exciting or allaying the passions of men—in reviving the

spirits, or dissipating rage or melanchollyCertain it is, that men are

capable of feeling its force: And have not been a little indebted to it for
their military achievement¥.

*”William Symmes, “The Duty and Advantages of SimgRraises unto God” (Danvers, MA: E. Russell,
1779), 14. Delivered at an occasional lecture id@wer, MA. Symmes was pastor of the First Church in
Andover. Accessed vigAl.
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Although Symmes speaks here about music in general, he later talks afpg@bout
sacred vocal music and its healing powers: “In such a state of exultation, wingghthe
praises of God are in the moutbkhis servants; how will it soften pains, take off the
edge of affliction, and overcome the fears even of death ifSalhether in wartime or
peacetime, whether for soldiers or civilians, sacred song was believedke ae |
anesthetic, to “take off the edge” of pain or sorrow.

Some preachers gave scriptural support for their beliefs about sacresl song’
medicinal qualities. The story of Saul and David, from the Old Testament boao&tof fi
Samuel, seemed to provide the best example. Saul, jealous of David because of David’s
greater military success, becomes possessed by evil spirits. BaMildito cure Saul
with music. Jonas Clark, a Congregationalist pastor in Lexington, Masstishadapted
this message to suggest that sacred music might cure several sisataotys afflictions:

As, whenDavid played skilfully on the harp, the evil spirit departed from

Saul so, in many instances, theechanicakffects of music, vocal, or

instrumental, have been equally surprizing and wonderful. —Diseases,

that have defied the power wiedicineand baffled thg@hysiciaris skill,

have not been able to resist its charms.—And if the best accounts do not

deceive us, in some cases, it is the best, the only remedy—Poisons are

expelled, senses restored, and even life itself has often been saved, by the
powerful energy and reviving charms of muSic.
Clark claimed that music could heal the most severe afflictions, even ondwdlaatned
the very life of the affected individual. Thus, music was seen as an agentdonges

physical health. Many preachers agreed and added that music could acse\apve

to health for those who were not afflicted with disease.

8 Symmes, “The Duty and Advantages of Singing,” 15.

9 Clark, “The Use and Excellency of Vocal Music,”. 26
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Song'’s ability to heal notwithstanding, the singing voice of an individual could
serve as an indicator of that person’s overall health and wellness. Symma®s ser
singing from 1779 embodies this holistic attitude toward health, stating tiagapte
feelings, bodily health, and a good singing voice go hand-in-hand: “Nor on the contrary
is it at all strange that man whose frame is so exquisitely constructeanaag $hould
please himself with the harmony of sounds; when his body is healthy, his hesaftith
and his voice at command”John Mellen, in describing the benefits of singing for
church and for the larger society, also spoke of singing as part of a totaiHiéestyle.
Here, he mentions good singing, good exercise, good morals, and good time
management, all in the same passage:

Let all our singing bands be regular and orderly in their whole behaviour.

Let regular singers be regular walkers. Shun bad company, and expel the

vicious and debauched from your musical societies. Keep good hours, and

measure time well, in other respects as well as in your tines.
This attitude about health that included all aspects of the individual’s life was
commonplace in writing of many kinds from this period. In the primarily i&lig)i
writings, like sermons, one can find discussion of physical health and itemstap with
the soul. Similarly, in late eighteenth-century texts devoted primarily tagathysealth,
there is discussion of spiritual wellness and its effects on the body. Foplexama
1761 instructional booklet entitlddealth: An Essay on Its Nature, Value, Uncertainty,

Preservation, and Best Improvemehie author notes that outward signs of health tend to

accompany a sound religiosity in the individual:

0 Symmes, “The Duty and Advantages of Singing,” 5-6.

*1 Mellen, “Religion Productive of Music,” 33-34.
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Establishment in the Faith, which is attended with all the happy Symptoms

of an healthful Mind, a clear Head, a warm Heatrt, a regular Conversation,

a florid Complexionj.e. an uniform Course of Life, which makes it

visible, that things are well in the Soul, as a good Complexion usually

shews when it is so in the Body. When there is that Activity in Religion,

that shews ‘tis ouMeat and Drink to do the Will of our Father which is in

Heaverr?
Here, the author uses the language of the body, speaking of complexions and
nourishment (“meat and drink”) to describe spiritual wellness. As one might expect, he
goes on to encourage the regular practice of activities that benefit the dcas, paes
encourages exercise for the body.

That man was made up of both body and spirit was almost universally accepted in
the deeply religious culture of late eighteenth-century New Englanthdfomore, the
two natures seemed so closely connected that the health of one was largatiedepe
the other. Sacred song served as a sort of connective tissue between body and soul: “A
man is compounded of body and spirit, the design of music is to make both natures to
harmonize together® Music could unite the two into one purpose and manifest the
workings of the soul into bodily action. It was believed that song, as an egpeciall
physical and personal type of music, could “raise and animate us to action”git coul
literally move the body to extraordinary lengths and “propel it to deeds of virtue and
piety beyond the ordinary reach of principle devoid of this diG&acred song offered a

salve for both body and soul, embracing the personal and emotional aspects of the new

Reformed religious climate. On the one hand, it lent a corporeal sensuality tait@lspi

*2 B[enjamin] GrosvenorHealth. An Essay on Its Nature, Value, Uncertaiffgservation, and Best
Improvement3 ed. (Boston: J. Kneeland, 1761), 114-15. Acces&eHAI.

%3 Skinner, “A Discourse on Music,” 11.
** Elias MannThe Northampton Collection of Sacred Harm¢Nprthampton, MA: Daniel Wright & Co.,
1797), iv. Blair, “A discourse on psalmody,” 16.
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side of man, “that our spiritual deadness may be enlivened, by the warmth of animal
feelings.”™> On the other, it molded the body into a holy instrument that felt as if it was

flying to the heavens.

Gestures

The importance of the body in the performance of sacred song is appéatent i
practical instructions found in late eighteenth-century American tunebookssimgiag
was understood as a physical act is clear from discussions of bodily expreskiba a
many lessons on proper use of the vocal instrument, including manipulations of the
mouth, tongue, lips, and breath in sacred tunebooks. But the physical elements of singing
went beyond those actions that produced sound. Commentators often spoke of other
gestures that accompanied singing, such as the movements of the hands. In addition, the
different voice parts that comprised the typical psalm tune were givenispheafacters,
embodiedn a lifelike way and cast as a part of the larger choral body. This found its
greatest expression in a unigue subgenre of psalmody—songs that, rather redundantly,
address the act singing. In each case, authors and composers imply that entlafdime
the music is key to reaping the greatest spiritual rewards from it.

Gestures were thought to enhance both the spiritual and physical enjoyment of
song and, as such, were highly encouraged by most writers of practicaltioss dor
singing. Congregationalist minister Joseph Strong mentions gestures in @&AiAd8 s
about the improvement of congregational singing: “Singing in the worship of God, is to

be performed with such bodily gestures as are most expressive of becomragaeve

%5 Skinner, “A Discourse on Music,”11.
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and devotion ® Strong does not elaborate, but he might have been referring to facial
expressions or bodily movement in time with the music.

Chauncy Langdon, in the introductionBeauties of PsalmodiL786), names a
number of specific gestures and body positions to be avoided. From these, one can infer
which postures were preferable for singing:

It ought likewise to be the Care of every Performer to behave with

Decency and Solemnity, especially when singing sacred Words, and to

avoid as much as possible all awkward Gestures, such as looking about,

whispering, standing or sitting not erect, having their Faces distorted with

Wrinkles, their Eyes strained, and their Mouths open too wide: all which

frequently disgust Spectatots.

Langdon’s admonishments suggest that a proper singing body should be standing or
sitting tall, with relaxed facial muscles and natural movements. Athegtius gestures
that did not enhance the meaning of the song were to be avoided.

One important music-related gesture was beating time. Instructions oo how
beat out the pulse with one’s hand or arm were included in the “rudiments” section of
many tunebooks, and such gestures were certainly common in the performancedof sacre
song>® Billings's The New-England Psalm-Singdi770), which served as a model for
many subsequent American collections, includes a section entitled “Of ise |
various Moods, and how to Beat it in each of them.” In it, Billings gives detailed

instructions for the movement of the hands in each “mood.” The moods, as understood by

Billings and his contemporaries, were essentially equivalent to modersigmaures,

*% Joseph Strong, “The Duty of Singing, Considered hecessary and Useful Part of Christian Worship”
(New Haven: Thomas and Samuel Green, 1773), 12védetl at a singing lecture in a parish in Simsbury
CT, on March 18, 1773, “on occasion of introduciagular singing into public use in the worship afds
there.” Accessed ViBAI

*" Chauncey Langdoigeauties of PsalmodiNew Haven: Daniel Bowen, 1786), preface 2.

%8 Andrew AdgateRudiments of Musi(Philadelphia: John M’Culloch, 1788).
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although some distinction was made between slower and faster versionsashégnse
signature. Aradagiomood (slow 4/4), for example, might be interpreted with two
different motions:

You may Beat it two several Ways, either with your Hand once down, and

once up in every Bar, which is called Minim [half note] Beating, or twice

down and twice up which is called Crotchet [quarter note] Beating. Where

the Tune chiefly consists of Minims, | would recommend the first, but

where the Musick consists of letter Notes, | would recommend the latter to

be the easiest and plainest Way, because every Crotchet is exactly one

Second, which is very natural and easy Mofion.
A similar section in th&Vorcester Collectioif1786) gives another method of beating
each of the four pulses tedagiomood: ‘First, lightly strike the ends of your fingers:
Secondlythe heal [sic] of your handhirdly, raise your hand a little and shut it partly
up: Fourthly, raise it still higher and throw it open at the same time; which completes the
bar.”®® From these descriptions, it is clear that the motions of beating time did not
correspond exactly to modern conducting patterns. In the context of earijcAme
psalmody, such movements were probably not intended, as they often are today, as
performance directions given by one leader for the benefit of a group ofssiRgeher,
beating time seemed to be a way for each singer to engage his or her bodygtothe a
singing. Billings suggests movements that are “natural” and “easy” asezpfmenes
that are awkward or contrived; the physical gestures were to be a natersi@xtof the
song itself and part of the expression of the whole person.

Furthermore, many composers, tunebook compilers, and singing-school

instructors emphasized the importance using the body correctly when siNghmgmiah

Shumway, for example, in the introductionTioe American Harmon{1793),

%9 Billings, The New-England Psalm-Singé#.

% Laus Deo! The Worcester Collection of Sacred Haryri®¥orcester, MA: Isaiah Thomas, 1786), 8.
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recommended that “decency in the position of the body, and in beating time, #ise stric
to be adhered t6>* Others waxed rhapsodic when discussing the effect that such gestures
had on their spiritual experience. Aaron Williams compared the beating of thardutw
pulse of the music with his hand to his own inner pulsations:

Whenever | sing myself, methinks, the very Motion that | make with my

Hand to the Musick, makes the same Pulse and Impression on my Heart; it

calls in my Spirits, is diffuses a Calmness all round me; it delights my Ea

and recreates my Mind, it fills my Soul with pure and heavenly

Thoughts>
Here, Williams likens the movement of hands to the “movements” of the heart, aptly
describing the connection between body and soul that is strengthened by thal physic
gestures surrounding singing. James Lyon described a similarlyichapgtroach to
sacred song, where the body and soul move in tandem:

There is something iRoetryandMusickadmirably suited to divine

Subjects; and it is natural for the Soul, when struck with any Thing

surprizinglygreat, goodor new to break forth, beyond the common

Modes of Speech, into the most rapturous Turns of Expression;

accompanied with correspondent Attitudes of Body and Modulations of

Voice &

It seems no accident that sacred song became the most prominent mamifettat
the cultural pursuit for holism. Late eighteenth-century Americanioekgeaders and
composers deemed poetry and music the most suitable arts for conveyingseligi

devotion; song united the two and exploded the expressive potential of sacred words and

ideas. Because it was so deeply expressive, song animated the body, mind, and soul

1 Nehemiah Shumwashe American Harmon§Philadelphia: John M’Culloch, 1793), 18.
2 Williams, The American Harmony.

8 James Lyon, “The Lawfulness, Excellency, and Adage of Instrumental Musick in the Publick
Worship of God Urg'd and Enforc'd, from Scripturad the Example of the Far Greater Part of Christia
in All Ages. Address'd to All (Particularly the Bi®yterians and Baptists) Who Have Hitherto Beerghtu
to Look upon the Use of Instrumental Musick in Wership of God as Unlawful” (Philadelphia: William
Dunlap, 1763), 9. Accessed \EAI.
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together. Movements of the body, which flowed naturally from the act of singing,

enhanced the singer’s experience and reinforced the unity of the whole person.

The Choral “Body”

The image of the singing body was also applied on a more metaphorical level to
the larger chorus of voices. Like the human body, the choir is made up of several parts—
in this case, voices—that each have different roles in helping the larger whahetiord.
Each individual voice contributes, according to its skill and strength of volume, to the
choir. Furthermore, each of the voice parts acts as one entity, relying ohehetot
produce pleasing harmony and counterpoint. By the latter half of the eighteetutty ce
four-parta cappellaharmony was the normal texture of American psalmody. The parts
consisted of bass, tenor, counter (often called altus), and treble. The tune’g weetod
usually held in the tenor, in the middle of the texftre.

In performance, the parts not only had to work together to achieve harmony, but
they needed to be assigned and proportioned properly. Singers were cautioned to take
care in choosing a voice part that suited their particular physicalesillthey ran the
risk of “squeaking” if, on the one hand, attempting a part that was too high, or

“grumbling” if, on the other, they chose one too [BwAside from individual assignment

% From what is described by composers of psalmodyimthe introductory sections of tunebooks, the
compositional method was mostly additive. The mglads written first, and then a bass part was
composed against the tenor, setting the harmonied@ation for the piece. Next, a treble voice was
composed against the bass; intervals formed aghi@senor may also have been taken into accountnb
some cases it is clear that they were not, creatinge of the characteristic dissonances amongstrupp
voices. Finally, the counter was written to filltdbe texture; often the counter or altus is tteeste
melodically interesting line because of this “filleole. Occasionally, tunes were written in theex style,
consisting of only three parts, eliminating the mi&n altogether, since it was thought to be thstlea
essential of the parts.

% See Nicholas TemperleBound for America: Three British Composétsbana: University of lllinois
Press, 2003), 147.
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of parts, some tunebooks, especially those printed after 1780, give instructions as to the
proportioning of the voices for the entire group:

Care should be taken, in singing companies, to have the parts properly

proportioned; one half the strength of the voices should be upon the bass,

the other half divided upon the other p&fts.

One very essential thing is to have the parts properly proportioned. Three

upon the bass, one upon the tenor, one upon the counter, and two upon the

treble (in general) is about the proportion required by the laws of

harmony?’
The insistence on such a large proportion of bass singers—half of the group for Swan,
and three out of seven M Selection of Sacred Harmerynight come as a surprise,
given the modern-day preference for a more balanced choral sound. That such a bottom-
heavy sonority was seemingly ideal in the early American performingxtaniggests a
different aesthetic norm. Billings claimed that choirs arranged in suay g@roduced the
most pleasing sound. Trhe New-England Psalm-Singdi770), he waxed rhapsodic
about the bass-heavy choir, describing their sound as “so exceeding Granduas thea
Floor to tremble, as | myself have often experien&&@illings thought that this
proportioning of the choir, like many other aspects of singing, was rooted in nature. H
apparently believed that most (male) singers were natural basses:

| think we ought to take a grateful notice, that the Author of Harmony has

so curiously constructed our Organs, that there are about three or four

deep voices suitable for the Bass to one for the upper parts, which is about
the proportion required in the laws of Harmdiy.

% Timothy Swan;The Federal harmony. In three pat®oston: John Norman, 1788), 17.

7 A Selection of Sacred Harmarfyont matter 12.

% Billings, The New-England Psalm-Singd. Billings elaborates in a footnote: “All Notdst descend
below G Gamut in the Bass, occasion an agreeakladn But in my Opinion double D, viz. (an Octave

below the Middle Line of the Bass) is the most caanding and Majestick of any Sound in Nature.”

% Billings, The Singing Master's Assistaft-15.
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The musical style of psalmody may also have had something to do with the proportioning
of voices. Perhaps the preponderance of bass helped to emphasize the movememt betwe
mostly root-position harmonies, a characteristic of vocal music from thisdpdihis
extra weight on the root of the chord (and the preference to double it in four-voice
textures) might be what these authors mean when referring to “the lawsnainya’
Billings surely felt this way, as he also called for a large proportionssdsaand
described that voice part as the “foundation”:

Let the Three upper Parts be Sung by the best Voices upon Earth, and after

the best Manner, yet without a sufficient Quantity of Bass, they are no

better than a Scream, because the Bass is the Foundation, and if it be well

laid, you may build upon it at Pleasure. Therefore in order to have good

Music, there must be Three Bass to one of the upper Parts.
In a culture that valued singing not only as a religious activity but also akieatienal
one, perhaps the larger number of bass singers also helped to keep the other voices in
tune and aware of harmonic motion. Furthermore, if the excerpts above are thpgical
performing forces for psalmody were usually quite small in numbers. Ibfemee of
keyboard or other continuo-type instruments, such as a cello, the extra harmonic support
provided by a preponderance of bass singers may have been helpful in small groups of
performers.

Besides being properly proportioned, the different lines of the texture alsalneede
to act their part and embody a certain identity. Evidence suggests tleathiaeacteristic
identities of the voice parts remained fairly constant from piece to pieceuffteesaof

American tunebooks, especially those published toward the end of the century, seemed t

have a fairly uniform conception of how each part was to behave:

0 Billings, The New-England Psalm-Singéds.
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A Selection of Sacred Harmo(iy788): “The voices on the bass should be
majestic, deep, and solemn; the tenor, full, bold, and manly; the counter, loud,
clear, and lofty; the treble, soft, shrill, and sonordds.”
Asahel Benhant-ederal Harmony1790): “The voices for the bass should be
grave and majestic; for the tenor, steady and engaging; for the counter, soft and
captivating; and for the treble, transporting and angéfic.”
William Billings, The Continental Harmonf1794): “Now the solemn bass
demands their attention, now the manly tenor, now the lofty counter, now the
volatile treble.”®
These descriptions pertained not only to the performance of the parts but also to their
composition. The performers were to embody the character of the voice part, and
composers were to write them in such a way as to bring out their naturalegualiti
Ideas about the proper characters for the voice parts made their wdeiptdpit
as well. Preachers discussed them, usually in the context of describing hovarach p
with its unique qualities, worked together with the others to produce the moshgleasi
sound. In 1771, Zabdiel Adams’s sermon on sacred song included this account of the
voice parts:
The clear and lofty notes of the Counter; the soft, but full sound of the
Tenor; the sprightly and acute consonance of the Treble; the manly, the
solemn and the grand echo of the Bass, all conspiring together, and uniting
in one charming symphony, give the soul such delight as is beyond
description glorioust

Adams found the combination of the voices, with their unique and complementary

natures, to be especially pleasing to the ear. The Reverend Chartes,$iastor of a

™ A Selection of Sacred Harmaqrfyont matter 12.
2 Asahel Benhanf-ederal HarmonyNew Haven: A. Morse, 1790), 12.
3 Billings, The Continental Harmonyxuviii.

" Adams, “The Nature, Pleasure and Advantages,”2L1AInearly identical sermon, which included this
same passage, was given by Timothy Langdon in 17&8Ygdon, “The Pleasure and Advantages of Church
Music,” 5.
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church in Lincoln, Massachusetts, in 1792 offered a description of the voices in

counterpoint: “The firm and steady tenor, the acute and sprightly treble, tharmtkar

lofty counter, breaking in turn, like echoes, through the swelling, majestick Bdss.”

this sort of texture, the listener had the opportunity to consider each voice in turn.
Furthermore, these descriptions may be interpreted as having gendergelsguali

reflecting the roles men and women played in sung performance. Typically, ntgtihea

bass and women sang the counter or altus. The tenor (melody) would usually be sung by

men, and the treble usually by women, although a few persons of the opposite sex might

sing either line in their own rang&Regardless of who sang them, the tenor and treble,

based on the descriptions above, clearly had different and heavily gendered sdentitie

The tenor, the most essential line of the texture, embodies masculineystetuilit

confidence, depicted with such adjectives as “manly,” “bold,” and “steaadgdntrast,

the treble is flightier and less self-assured, being “soft,” “shrill,” ‘aothtile.” Yet, the

more feminine treble is not without its own sort of power. While not loud and boisterous,

s Stearns, “A Sermon,” 10.

S While women were active consumers of psalmodfénearly American context, attending singing
schools and performing sacred music alongside aueth ¢ften on the same voice parts as men) in both
public and private venues, their role in creatimg music is less clear. There are no known exasmle
American tunes from this period composed by worbehpecause attributions are often inconsistent,
partial (surname only), or missing altogether,pghssibility cannot be ruled out. At least one Newgland
woman, Bridget Fletcher of Boston, penned the titta few “hymns and spiritual songs,” publishad i
1773; as in many earlier tunebooks, these strm#yered texts were to be sung to familiar melodies.
Fletcher’s collection, however, belies some ofdhkural bias against women the artistic arena. fithee
identifies her as the deceased wife of Timothydflet:Hymns and Spiritual Songs. Composed by Bridget
Fletcher, the Wife of Timothy Fletcher, Late of et Deceased, “She Being Dead Yet Speaketh”
(Boston: Isaiah Thomas, 1773). AccessedBAd The opening words of the preface to this coltectffer
a clearly misogynist qualification that brings atien to the author’s gender: “It is expected thatry
candid reader will be ready to make allowancestfermany inaccuracies of a female pen, when he
considers that the advantages of females in geasrdut small, in comparison of those of the offe”
Another collection of hymn texts by a Philadelphiaman, Rebecca Wilkinson, similarly points to the
author’s gender by including “By a Lady” in thdditRebecca Wilkinsorermons to Children: to Which
Are Added Short Hymns, Suited to the Subjects. Badg(Philadelphia: W. Young, 1795). Accessed via
EAL
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it is nonetheless “transporting” and “angelic,” seemingly capable of eyokat deeply
spiritual and perhaps rapturous state for listener and performer alike. aptating”
counter, another characteristically feminine voice part, might be adiipdar powers.

Billings made a special note about the gendered qualities of the voice pires in
New-EnglandPsalm-Singeraddressing the standard practice of having performers of
both sexes singing the tenor and treble parts. He defined the treble g8 Qutage
above the Bass, adapted to Feminine Voices in either Sex” and the tenor agdihg™lea
part, presumably for the strongest voices, be they male or féhBiléngs insisted that
each individual was to sing the part that most matched the natural qualities of his or he
voice, and in no way were they to contrive their voices to fit a particular part:

A man cannot sing a proper Treble without counterfeiting a Woman'’s

Voice, which is very unnatural, and in the Ears of most Judges very

Disagreeable: Neither can a Woman sing a proper Tenor without

counterfeiting a Man’s Voice, which is also unnatural and disagreeable:

But a Man may sing a Treble the Eighth below, and a Woman a Tenor the

Eighth above, and then they will act upon Principles of Nature, and may

make good Music, for every Eighth or Octave in Effect is the $dme.
Once again guided by the laws of nature above all else, Billings suggests the use of
octave faburden in the inner parts where it seems natural for the singers, balthey m
female. With these doublings, four parts became, in essence, six, resultingn fulle
sounding performances of psalmody. More importantly, the gendered qualities of the
voices were maintained while the male or female performers sang inaae ttat was

comfortable and natural for them. Whether possessing a masculine, femininey or othe

type of character, each voice part was expected to play its role. In so deyngotld

" Billings, The New-England Psalm-Singé.

8 Billings, The New-England Psalm-Singé.
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best fit together and complement one another. The responsibility for creating this
appropriate interplay fell both on the composer, who had to write parts that higtlighte
the natural, characteristic tendencies of each voice part, and the perfovheehad to
embody this identity.

The proper balance and blend of the different voice parts was especially important
in tunes with polyphonic textures, where each voice is more independent and able to
display its unique character. These textures, which might be found in fuging tunes or
anthems and other long pieces with alternating sections of homophony, imitative
counterpoint, and freer polyphony, required more of the composer’s skill. In the preface
to what is considered his most adventurous colleclibr,Continental Harmon1794),
William Billings emphasizes the complexity of this compositional endea¥te grand
difficulty in composition, is to preserve the air through each part separaelyet cause
them to harmonize with each other at the same tith€lie ability to achieve this
delicate balance between independence and unity in an aestheticallygéaasi
harmonically sensible way was highly esteemed in the relativadil sircle of New
England composers and tunebook compilers.

The challenges that polyphony posed to composers were not without reward; by
all accounts, these intricate sections were especially invigotatieh@xciting for
listeners. Billings seemed particularly fond of imitative polyphony, hereitdesgin
dramatic terms its exhilarating effects in the popular fuging tuneegenr

It is an old maxim, and | think a very just one, Vi@t variety is always

pleasing and it is well known that there is more variety in one piece of

fuging music, than in twenty pieces of plain song, for while the tones do
most sweetly coincide and agree, the words are seemingly engaged in a

9 Billings, The Continental Harmonyxxi.
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musical warfare; and excuse the paradox if | further add, that each part

seems determined by dint of harmony and strength of accent, to drown his

competitor in an ocean of harmony, and while each part is thus mutually

striving for mastery, and sweetly contending for victory, the audience are

most luxuriously entertained, and exceedingly delighted; in the mean time,

their minds are surprizingly agitated, and extremely fluctuated; soegtim

declaring in favour of one part, and sometimes and&ther.
Billings goes on to detail the way in which this type of polyphony brings out the unique
aspects of each of the voice parts. Using rich imagery and poetic languagddnateb
on this “musical warfare” between different characters representeak wpice parts:

Now the solemn bass demands their attention, now the manly tenor, now

the lofty counter, now the volatile treble, now here, now there, now here

again.—O inchanting! O ecstatic! Push on, push on ye sons of harmony,

and Discharge your deep mouth'd canon, full fraught with Diapasons;

May you with Maestoso, rush on to Choro-Grando,

And then with Vigoroso, let fly your Diapentes

About our nervous systeff.
Besides the imagery of warfare, Billings also hints at a sexual and etetigretation.
David Stowe interprets Billings’s description of a good fuging tune asngp#iort of an
“aural orgasm ¥ Modern observers look to passages like this as examples of Billings’s
gift of rhetoric and the general impassionedness with which composers andhpesfof
early American sacred song approached the music.

The tensions between individual voices and the whole construction of the fuging
tune mirror similar issues in homophonic tunes. Each voice part (and each individual
voice singing that part) plays a specific role, and all are necessaryduce a pleasant

sound. This tension extends to larger trends in American theology as web, Brais

8 Billings, The Continental Harmonyxviii.

8 Billings, The Continental Harmonyxviii. See also David W. Stowelow Sweet the Sound: Music in
the Spiritual Lives of Americarf€ambridge, MA: Harvard University Press, 2004),58/

82 Stowe,How Sweet the Sounsi7-58.
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common act, nevertheless requires individual effort. Part of the radical sleligious
thought at this time was an acceptance of individual responsibility for molding one’
spiritual life. Sacred song offered a practical way of acting out the push armkpudien

individual and communal devotion.

Songs about Singing

American psalmodists seemed to embrace the singing voice and its potential t
portray individual characters and enact the drama of personal striving in a gtiog. s
They wrote pieces that highlighted the musical versatility of the voit¢e aad the
unique qualities each possessed. A careful comparison between older tunebooks,
consisting entirely of English compositions, and newer ones that contain a large numbe
of native compositions reveals subtle changes to this effect. While older tunebooks
largely collected un-texted tunes that were set to certain meters amdboigaired with
any number of Watts’s versifications of the psalms, the newer tunebooks vatargre
representation from American composers tended to contain texted music in which a
particular psalm was paired with a particular tune. For example, a typicelspjtie
tunebook from the 1760s would be titled like this one:

Tunes in Three Parts, For the Several Metres in Dr. Watts’s Version of the

Psalms; Some of Which Tunes Are New. This Collection of Tunes Is Made

from the Works of Eminent Masters; Consisting of Six Tunes for Short

Metre; Eight for Common Metre; Seven for Long Metre; and a Tune for

Each Special Metre. To Which Are Added the Gamut, with Directions to

Learners of Musié&®

Even though it boasts some new tunes, a common front-page sales pitch, the user of this

and similar collections would expect all tunes to appear un-texted.

8 This tunebook published in Philadelphia for Armiar, 1764.
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As the native school of psalmody gathered momentum in the 1770s,
compositional choices began to reflect aspects of particular texts, and thdadh-t
approach became less favorable. While most composers continued to use Watts’s
versifications of the psalms as the primary source material for thesy tbgy gravitated
toward certain types of psalms; they drew disproportionately from tegargtof
“hymnic” psalms. Psalms from this group typically begin with an exsltiort to song,
such as “Sing unto the Lord...,” “Sing praises to God...,” etc., and continue to
enumerate the great deeds that God has done to merit such celebratory honor. This
exhortation is usually presented in the imperative form with the implied “youjukr
or plural) as the subject, or perhaps in the first person plural form (“Let us sing ...”
These psalm texts, listed in Table 3.1, clearly connect the physical aggiofswvith the
spiritual act of praising God. Late eighteenth-century tunebooks teénthege texts and
other exhortations to song Even the physiological components of vocal production
receive special attention: the lips, tongue, teeth, mouth, and breath are all fteguent
images in this repertory, all pointing with poetic language to the actgihginrable 3.2
shows the large proportion of tunes that refer to singing in some way in selected

tunebooks.
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Table 3.1 The hymnic psaln$

Psalm & Verse Exhortation to Song
9:11 “Sing praises to the Lord, which dwelleth in Zion”
21:13 “So will we sing and praise thy power”
30:4 “Sing unto the Lord, O ye saints of his”
33:3 “Sing unto him a hew song”
47:6 “Sing praises to God, sing praises: sing praises unto our King”
66:2 “Sing forth the honour of his name”
67:4 “O let the nations be glad and sing for joy”
68:4 “Sing unto God, sing praises to his name”
81:1 “Sing aloud unto God our strength”
92:1 “It is a good thing to give thanks unto the Lord, and to sing praises”
95:1 “O come, let us sing unto the Lord”
96:1 “O sing unto the Lord a new song: sing unto the Lord, all the earth”
98:1 “O sing unto the Lord a new song; for he hath done marvellous things
100:2 “Come before his presence with singing”
105:2 “Sing unto him, sing psalms unto him”
135:3 “Sing praises unto his name; for it is pleasant”
138:5 “Yea, they shall sing in the ways of the Lord”
145:7 “They shall abundantly utter the memory of thy great goodness, and g
sing of thy righteousness”
147:1 “Praise ye the Lord: for it is good to sing praises unto our God”
149:1 “Praise ye the Lord. Sing unto the Lord a new song”
150:6 “Let every thing that hath breath praise the Lord”

Table 3.2 References to singing in selected tunebooks

Collection and Year

% of Songs with
Reference to Singing*

The New-England Psalm-Singd770) | 51% (65/127)

The Singing Master’s Assistaii778) 68% (48/71)

Select HarmonylLaw) (1779) 38% (22 /58)
The Chorister's Companiofi782) 41% (30/73)
Worcester Collectiof1786) 32% (46 /143)
Federal Harmony1788) 31% (40/128)
The Continental Harmonil 794) 52% (26 /50)

*Includes the words “sing,
and “tongue” where they are clearly used to desdtile act of singing.

song,” and “singingg’s well as “voice,” “lips,” “breath,”

8 This categorization is adapted from Hermann Guskefluential study;The Psalms: A Form-Critical
Introduction trans. T. M. Horner (Philadelphia: Fortress Pr&867), originally published in German
1927. Psalms were not generally categorized by topiil the mid-nineteenth century and not formally
critiqued in this way until Gunkel's writings. & inot likely that the Yankee tunesmiths would hiwvewn
these as “hymnic psalms.” Nevertheless, they gleadognized them as a group and favored them.idfly |
is more expansive than Gunkel's, including sevpsalms that he did not categorize as hymnic buchvhi
clearly exhort the reader to sing.
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A further indication of the importance of the hymnic psalms is their presence on
the title pages of numerous American tunebooks and collections of hymns fratethe |
eighteenth centur{® These were more than mere space-fillers or decorative additions to
the title pages. Having these quotations from hymnic psalms so promineptyds
served three purposes. First, it offered a preview of the content of the collection,
including songs for whom God is the audience. Many drew texts primarilytfrem
category of hymnic psalms. Second, a quoted hymnic psalm on the title page served as
justification for the whole practice of psalmody. The text was scriptural, arcehe
immediately imbued with importance and generally accepted as authoritativeuthioe
of the psalm exhorts the reader to sing praise to God, implying that this is aotgral
The composers, by setting these sacred texts to music, facilitated tlé gatidect
communication with God. Finally, the quotations served as general instructions to the
users of the tunebooks. They were to carry out this order in a most literal way hesing t
breath, tongues, and lips to form the notes and sing to God.

But this obsession with the singing voice in New England went even further, as i
infiltrated non-Biblical sacred texts and became the focal point of more akbora
pieces—anthems and odes—that were normally found at the back of tunebooks. Through
both text and music, these songs address techniques of vocal production, expression, the
mechanics of four-part polyphony, and the ins and outs of choral singing. We might say

that these are no longer songs about singing, but songshavotat sing. This small but

8 Just a few examples include John Stickn@yie Gentleman and Lady’s Musical Compan(bh74),
which quotes Psalm 149 on its title page, Danigll®ds Essex Harmony, or Musical Miscellafij785) —
Psalm 149Worcester Collectiof1786) — Psalm 147, Billing3he Continental Harmon{1794) — Psalms
68 and 87A Pocket Hymn Book, Designed as a Constant Compdoidhe Pioug5th edition, 1786),
Abraham Wood'Divine Song¢1789), andevangelical Psalms, Hymns, and Spiritual Sofigi91).
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significant subgenre of tunes goes beyond a mere description of sisgingaat of
worship and actually instructs the singer as to how precisely that should be done.

“Down Steers the Bass” is an example of this sort of pedagogical composition.
With a text by Boston clergyman Mather Byles, it details the various woicene choir
entering in turn. Byles’s descriptions of the voice parts are similar te thosther
writers, with each embodying a certain identity. The bass is “grave’raajkstic” in its
low range, the treble “shrill,” the tenor soft, gentle, and “melodious,” and the altus
“aspiring.” In the second half of the poem, Byles explains how the parts blend to produce
chords and harmony and then how they interact together in counterpoint.

Down steers the bass with grave majestic air,

And up the treble mounts with shrill career;

With softer sounds, in mild melodious maze,

Warbling between the tenor gently plays;

But if the aspiring altus joins its force,

See! Like the lark, it wings its tow’ring course;

From the bold height it hails the echoing bass,

Which swells to melt and mix in close embrace.

Though diff'rent systems all the parts divide,

By music’s chords the distant notes are ty'd;

And sympathetic strains inchanting winde

Their restless race till all the parts are join'd.

Then rolls the rapture thro’ the air around

In the full magick melody of sound.
In this poetic language, Byles gives each voice part a distinct pergoAaliparts of the
choral body, each behaves differently, and their complementary natures maiasthe
pleasant-sounding whole. Their interactions are rather human as well, asnthay

close embrace” and run a “restless race.” Byles gracefully appéigsliious concept of

the Body of Christ—unity in diversity—to music by referring to the visupéetsof
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psalmody notation: although divided by “diff'rent systems” on the page, “music’s
chords” bring the “distant notes” together into harmonious union.

Billings’s setting of this text appears as an anthem entitled “Consonanas”
fourth tunebookThe Psalm-Singer's Amuseméhi81), shown in Example 3.5. A series
of soli for each voice part accompanies the first six lines, in which the particular
characters of each are described. Billings enhances the meaning of thehaxing
each group of singers embody its voice part’s description in a literal maybdss
section opens with a bold, leaping gesture outlining tonic and dominant harmonies. This
is followed by a high, meandering treble line and a tender melody for the tenkedmar
“piano.” The ornamental figures of the altus solo are likely used to paint the whégye

lark, which Byles uses to represent that part.

Example 3.5William Billings, “Consonance,The Psalm-Singer's Amusem¢€hi81)
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Daniel Read set the same text, appearinthe American Singing Bodk785), but took
a slightly different approach, allowing each voice to continue in counterpoint ascthe ne
one enters (Example 3.6). Similar to Billings’s setting, each voice paddetba

distinct shape and character, as directed by the text.

Example 3.6Daniel Read, “An Anthem,The American Singing Bogk785)
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Billings seemed particularly fond of this type of text that gave the differ@ice
parts specific traits to embody. The text of “O Praise God,” set as ammaimiliallings’s

The Continental Harmonfd794), is loosely based on Psalms 149, and 150, both hymnic
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psalms. In this text, the voice parts are cast as characters in a dridm&ach catching
the excitement of the others as the piece builds. The use of the verb “inspire” and the
images of “ardent fire” and “firm desire” probably indicate the Holy &piri

Let the leading bass inspire,

And stimulate with ardent fire,

Let the tenor catch the fire,

And specify their firm desire,

Let the counter still be higher,

Let the treble join the choir;

Until all the parts have join’d the choir;

Let all agree and join with me

To praise the Lord.
Billings animates the music (Example 3.7) with an imitative texturengddiices from
the lowest to the highest. Then, the texture shifts to homophony as the voices slow and
come together in longer notes that declaim the last line. This line is givealspasical
treatment because it names the ultimate purpose of the exercise at hana:ethaneoi

used for praise.

Example 3.7William Billings, “O Praise God,The Continental Harmonf1794), mm.
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It might seem strange or redundant to use the vocal genre of psalmody to talk
about singing. If one is already singing, why is it necessary tabiogtsinging? These
self-reflexive songs about singing demonstrate not only the unique wit of some of
America’s first composers but also a keen awareness of the functioning of treeofoice
the choir and their interactions as part of the whole body of performers. Therenceb
to the act of singingvithin songs are a particular mark of late eighteenth-century New
England psalmody. This culture valued the physical act of singing more than mer

listening.

*kkkkkk

The Yankee tunesmiths considered the singing voice not only an instrument with
expressive capabilities but also a Godly instrument and a distinetign one. The voice
was viewed as a natural and God-given gift; because the voice was so fygr@ed, lit
was made to express a broad range of emotions and thus was the ideal vehicle for
expressing religious truths. Deemed better than all the other instrumeritsett@ing

instrument” found a special place in the cultural landscape, as it aptly embodied the
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tension between individual and communal praise characteristic of religious thought i

colonial New England.
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CHAPTER 4: SACRED SONG AND THE MIND

As part of their holistic view of singing, early Americans recognizédrd major
part of the human person that could benefit and be made healthy through sacred song
the mind. The mind and the soul were intimately connected, because the mind was the
place for contemplation of divine thoughts and the use of rational facultiesrto affi
religious beliefs. The mind and body necessarily worked together to allow guaper
function. The mind processed sensory input from the body and instructed it on how to
react to stimuli: “Between the senses and the mind, there is the most irdonagztion.
By the former, the latter is easily affectédth the case of sacred song, the mind served
two key functions. Firstly, through study and application, it allowed the body to produce
harmonious sounds and achieve musical literacy. This function was directiyl relat
broader trends in religious thought at the time, as a movement for greaieal bitelfacy
accompanied the desire for musical literacy. Diligent study and applicdttoe Bible
was believed to produce a person in tune with the will of God; the cultivation of the voice

was thought to have a similar effect. Secondly, once those musical sounds were

! Ezra Weld, “A Sermon, Preached at a Singing Lett(8pringfield, MA: Ezra W. Weld, 1789), 15.
Delivered in Braintree, MA, on May 21, 1788. AcasdviaEAL Since the 1970s, the fields of
musicology, cognitive science, and psychology haolaborated to produce much research on the topics
of musical perception and cognition. EighteenthtggnAmericans seemed to believe that music had
significant (mostly positive) effects on mental étioning. With the continual improvement in techogy

for measuring the effects of music (both listeramgl performing) on the brain, we now have more
evidence to support that which was intuitive tocgiteoners of early American psalmody. Relevanerdc
studies on this topic include Daniel J. Levifliis Is Your Brain on Music: The Science of a Human
ObsessiorfNew York: Penguin, 2006); and Marc Lem&mbodied Music Cognition and Mediation
TechnologyCambridge, MA: Massachusetts Institute of Techgp)@008).



produced, the mind absorbed and processed them, uniting the meaning of the words to the
musical medium. As with the body and soul, the mind was thought to be made healthy

and whole by sacred music. The system of educétidooth children and adulfgesent

in late eighteenth-century New England relied heavily on singing instnuasi@ means

of improving the mind in particular and the whole person in general. The presence of
singing schools and the widespread publication of tunebooks and instructional manuals
attest to the importance of singing in the teaching and learning culture tinte.

Instruction in singing was a chief means of incorporating the religiouks idekarned

spirituality into daily life in New England.

Moral Thinking

In relation to the mind’s role as processor of musical information, one of the
effects of sacred song that many observers of American psalmody netiseth
increased receptivity to religious ideas. Instruction in singing wasvkedli® afford the
learner a number of mental benefits. In the first place, it served to lobearind of
unholy thoughtsbe they “evil” or merely “trifling,” thereby reducing the desaed
occasion to sin. Psalmody then filled this mental space with a suitably clradieng
activity that brought an appropriate sort of pleasure. Congregationalistanirsa
Weld expounds on these benefits for the mind:

The acquirement of more skill, and greater frequency in the exercises of

psalmody, would doubtless be attended with very salutary effects. They

would serve, not only as an expulsory mean, to the usurped dominion of

otherlords andlovers but greatly assist in the restoration of the soul to the

obedience of its only rightful Sovereign and Owrldrattime, which is

now wasted in vain amusement; and the breath which is lost in trifling,

and often worse conversation, might in this way be improved to the most
valuable purposes. This would unite the pleasures, and the interests of men

170



together. While it prevented much evil, it would be fruitful of great peace,
and pleasantnes$s.

Psalmody, Weld argued, assisted the mind in making moral decisions because it
combined desire and virtue. To sing sacred songs was both enjoyable and good, uniting
“pleasures” and “interests” into one act. It was therefore able tohek@dce of vices

than might be pleasurable but morally wrong or indecent.

Sacred song presumably made the mind suppler and more open to the deeper
meaning of the words being sung. It cleared the way for intense mental workexh sac
themes: “vocal music ... surprisingly prepares the mind for the sublimest, and most
vigorous exertions and meditatiorfsL’ecturers and singing-school masters spoke and
wrote about the effects on the mind, but sermons on the topic held even more sway.
Preached from the pulpit, the words of ordained ministers were believed to beydivinel
inspired. By drawing a connection between the voice and the mind, preachers suggested
that psalmody would align the whole person more closely with God. The Reverend Weld,
for example, offered a poetic explanation of sacred song’s effects on the mind in a 1789
sermon:

Sacred harmony to the mind, is like the perspective to the eye; it enlivens,

strengthens, and prepares for the more ravishing view, and contemplation

of the object. It warms the heart; it elevates the mind to God; to the

triumphs, as it were, of immortality; to an anticipation of the joys of just
men made perfeét.

2 Weld, “A Sermon,” 18.

% Oliver Noble, “Regular and Skilful Music in the \Wahip of God, Founded in the Law of Nature, and
Introduced into His Worship, by His Own Institutiamder Both the Jewish and Christian Dispensdtions
(Boston: Mills and Hicks for Bayley, 1774), 4-5. Iered at the North Meeting-House in Newburyport,
MA, “at the desire of the church and congregationFebruary 8, 1774. Noble was pastor of a church i
Newbury. Accessed ViBAI.

4 Weld “A Sermon,”14.

171



Like perspective, sacred harmony lends a sense of depth, clarity, and focus itadthe m
Another preacher noted that this helps the listener affirm his or her faith, schdratve
sing, “our hearts are disposed to receive the great truths of religion, our mands a
prepared to digest and improve the instructions we receive, and thus our faith is
confirmed.” Singing was thought to bring the truths of religion to light, giving the singer
a lucid understanding of his or her faith.

Sacred song, with its combination of harmonious sound and edifying lyrics, was
believed to clear the mind of immoral thoughts and fill it with holy ones. The Reverend
Zabdiel Adams described sacred music as “an enemy to all malice, to impure
imaginations and un-hallowed desirésSbme preachers argued that this effect, like so
many others, was by Godly design:

The harmony of Zion, leads the mind to God. By the divinity of the

subject, the melody is sanctified, and the latter becomes an auxiliary to the

former in the promotion of virtue. This was the benevolent design of the

Creator, in forming the mind to discern, and to be delighted with the

harmonious proportions of soufd.

By leading the mind to God, psalm singing was thought to inspire morality and right
beliefs. Thus, learning how to sing properly, itself a mental challenge, wasasé#ee
chief means to attaining such holy thoughts. Congregationalist minister Aamoa K

spoke of these benefits to the singing schools of Groton, Connecticut, in 1798. He praised

the efforts of teachers and students, touting sacred song'’s abilityt théfihind with

® Jonas Clark, “The Use and Excellency of Vocal Muisi Public Worship” (Boston: Nicholas Bowes,
1770), 27. Delivered at a lecture in Lexington, Mappointed to promote and encourage the divineofise
vocal music, more especially in public worship” April 25, 1770. Clark was pastor of a church in
Lexington, MA. Accessed ViBAI.

6 Zabdiel Adams, “The Nature, Pleasure and Advarstag€hurch-Musick” (Boston: Richard Draper,
1771), 14. Delivered at a lecture in the First $tadf Lancaster on Thursday April 4, 1771. Accessad
EAL

"Weld “A Sermon,"17.
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lofty and grand conceptions,—inspire it with noble sentimeh®éld also preached

about the benefits of studying music: “the study and exercise of harmony’aare 1o
“better dispose and qualify the mind, for the high and noble contemplations of religion.
The pleasing sensations of harmonious, well proportioned sounds on the nervous system,
are attended with the most friendly effects on the mental pow&¥eld went on to

name the mind as the site of moral decision-making, a place where the persontsorts
all of the different good and bad choices that he or she is faced with. He adssrted t
sacred song served the vital function of pushing people towards the morally right
decisions: “The psalms, and hymns, to which the tunes are usually set, at onck instruc
and solemnize; invite, and even compel the mind to a choice of virtue, and goddness.”
Song, it seemed, aided the person in making virtuous choices, and this had obvious
benefits for both the individual and society.

The sung texts themselves often addressed this topic of moral thinking. Psalms
and other texts about the mental obstacles to Christian living were common siabjects
American psalmodists. Part of Watts’s version of Psalm 119, for examptenseGod
for relief from the “vain desires” that prevent holy thoughts:

My soul lies cleaving to the dust.

Lord, give me life divine.

From vain desires and ev'ry lust

Turn off these eyes of mine.

Justin Morgan'’s setting of this text, “Plesant Valley,” shown in Examdleappeared in

several tunebooks, includifgederal HarmonyAsahel Benham, 1790). Morgan makes

8 Aaron Kinne, “Alamoth. An Address, Delivered tetBinging Schools, in the First and Second Sosietie
in Groton” (New London, CT: S. Green, 1798), 8. dssed viEZAl.

% Weld, “A Sermon,”16.

weld, “A Sermon,26.
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use of an imitative texture for the second couplet, perhaps to portray the speaker’s

distracted mind:

Example 4.1Justin Morgan, “Plesant Valley,” in Asahel Benh&maderal Harmony
(1790)
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In a similar text from Watts’s second book of hymns, the speaker renouncestenfpt
the mind” and compares their powerful influence to the pull of a stream’s current

| send the joys of earth away,

Away ye tempters of the mind;

False as the smooth deceitful sea,

And empty as the whistling wind.

Your streams were floating me along,

Down to the gulf of black despair,

And while 1 listened to your song,

Your streams had e'en convey'd me there.
Example 4.2 shows one setting of this text, “Newport” by Daniel Read. Readyampl

minor key, as the speaker’s control over the sinful thoughts remains ambiguous:
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Example 4.2Daniel Read, “Newport,The Worcester Collectiofli786)
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Texts and settings such as these may have served as a reminder to singers of the

q-c-“

.
#*
1
1

importance of moral thinking, and the act of singing itself prepared the mind for virtuous
thoughts. In addition, these mental benefits might remain long after the acgiagsi
was done. Many sources claimed that the poetic and musical setting of sacred words
allowed the message to be retained in the memory for much longer than if it had been
expressed in simple prose:

Moral and religious truths, and indeed, any matter whatever, thrown into

plain and agreeable verse, generally makes a more lasting impression on

the memory, than prose compositions; and when they are frequently

repeated, or sung, the effect will be proportionally more lasting and
strong™

1 John Black, “The Duty of Christians in Singing fRmaise of God, Explained” (Carlisle, PA: Kline &
Reynolds, 1790), 18. Black was pastor of the Ufresbyterian congregation of Marsh-Creek, PA.
Accessed Vi&Al
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The lasting imprint of sacred verse was an effect, like many others, thdtought to be
particularly useful the raising and instruction of the young, as weseell

Furthermore, sacred song was thought to heal a variety of mental afflictions and
restore the mind to a state of calm and high functioning. Weld named a number of mental
illnesses that might be helped by the practice of psalmody:

But to thepleasuresmust be added thesefulnes®f psalmody. The

natural tendency of musick to dispel the gloomy affections of the mind;

disperse the darkening clouds of melancholy, and anxious cares, is great

indeed, and truly admirabfé.
Modern observers would likely see the mental problems Weld mentions—“ahxiety,
“melancholy,” and “gloomy affections” —as symptoms of depression. By suggesti
music and especially sacred song with its encouraging texts as a curefar me
afflictions, eighteenth-century New Englanders were channeling toegbef ancient
philosophers and seventeenth-century music theorists while at the sametidipatang
what modern music therapists now know about chemicals released into the brain while
listening to music or creating it. Adams also affirmed the ability of daswag to clear
away mental illnesses; he bolstered this claim with the poetry of AlexRBogerin “Ode
for Musick on St. Cecilia’s Day”: “Musick can soften pain to ease, and make dasgai

madness pleasé>Early Americans seemed to believe that these effects were palyicular

evident in sacred vocal music, in which both the medium and the message combined to

12\weld, “A Sermon,”13-14. English texts on melancholy, especially RoBarton’sThe Anatomy of
Melancholy(Oxford: Henry Cripps, 1638), circulated in New HEargl. Burton discussed music as a remedy
for melancholy, citing ancient and modern examplasdividuals whose madness or depression waglcure
through music. Sacred music, he noted, was espep@ierful in this respect; it could “expel theegtest
griefs, ... extenuate fears and furies, appeasethtgrabateth heaviness, and to such as are watishful
causeth quiet rest; it takes away spleen and Haividl ii, 227-232).

13 Adams, “The Nature, Pleasure and Advantages,” 18.
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produce healing effects. Just as it was a salve for the body and soul, mussowas al

believed to still the tumultuous mind and heal its many afflictions.

Learning to Sing: Another Sacred Duty

The words of St. Paul to the Corinthians, “I will sing with the Spirit, and | will
sing with the understanding also,” served as the main scriptural support for what
observers of early American psalmody saw as a crucial connection behgesul and
the mind in the act of singing. Paul’s letters contained instructions on a \@riety
religious activities for the new Christian communities he was establighthg@verseeing
in modern-day Greece and Turkey; roughly 1700 years later, his words seemed to ring
true for the relatively new Christian communities in America. Perhgpsgthemselves
after St. Paul, religious leaders in the New World offered advice on how to go about
building religious communities. Paul’s insistence on the combination of spirit and
understanding lay at the core of much Protestant theology in Europe and the Nelw Worl
It was part of the justification for Bible translations and services in velaraanguage.

For sacred vocal music, clear text settings that did not obscure the words alded in t
guest for understanding.

When it came to the important act of singing, preachers suggested that these
words of Paul be a guide. They recommended that singers keep them constantty runni
through their minds. A number of sermons from this period address the need for the type
of mental engagement that Paul speaks of to accompany the spiritual movements and
physical gestures of singing. Jonas Clark, preaching to believers in taxing

Massachusetts, expanded on Paul's charge: “We are to sing prilrsaaderstanding
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That is,intelligently, with regard to ourselves, as well-knowing, or entering into the spirit
of the matter and subject of what we singlt is not enough, Clark explains, to merely
go through the motions of sacred song, hoping for some sort of spiritual enlighteasment
a result. On the contrary, the singer must be fully conscious of the significatheeaatt
and must have an understanding of the words being sung. William Symmes agreed,
saying that in the act of singing as in other religious activities, the sagsientially, lost
without the engagement of the mind:

In order to render the practice of this divine art a reasonable and

acceptable service; we must enter into the true sense and spirit of the

sacred song. To sing without knowing the meaning of the words, or

attending to the matter of the song; is as unedifying as to hear a prayer in

an unknown tongue. In this as well as in other respietsthe soul be

without knowledge it is not godd
That the singer is in communication with God through the song makes this mental
commitment even more necessary. To converse with God thoughtlessly wouldale a gr
offense. Tans’ur reminds his readers of this point: “Let us always reméonlvbom we
do Sing ... and that we do it witlincere pious anddevout Affectionsand with due
Attentionof Mind.”*® Without attention of mind and true understanding, song was hardly
an exercise of praise, according to the ideals of Reformed theology.

That singing was a sacred duty, based on the nature of God'’s creation, directives

from the Bible, and established norms for worship, was well understood by late

eighteenth-century religious leaders and congregations. Some believéustdaty

14 Clark, “The Use and Excellency of Vocal Music,”.24

15 William Symmes, “The Duty and Advantages of SimgRraises unto God” (Danvers, MA: E. Russell,
1779), 11. Delivered at a lecture in Andover, MAQrA6, 1779. Symmes was pastor of the First Chimch
Andover. Accessed vigAl.

18 william Tans’ur,The Royal Melody Complete: or The New Harmony af ZBoston: W. McAlpine,
1767), 13.
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implied that efforts must necessarily be made to ensure that the singidgneawell,
with full understanding and proper methods. Not surprisingly, many composers and
compilers referred to the Pauline directive and the duty to learn well thedsetf
singing in the introductions to their collections. In doing so, they alluded tooredig
attitudes about sacred song that included not only Paul’s writings, but those of Aygustine
Calvin, and leaders of the Reformed churches that dominated New Englamyitsiseli
landscape. By implicitly citing this long tradition of theological support foiptiaetice
of psalmody, composers and compilers highlighted the necessity of their pablicat
appealing to the morality and religious obedience of the reader. Williamgdgillin the
preface tol'he New-England Psalm-Sing@r770), his first tunebook, reminded the
reader of this particular duty:
It would be needless in me to attempt to set forth the Usefulness and
Importance of Psalm-singing, which is so universally known and
acknowledged, and on which depends no inconsiderable Part of the Divine
Worship of our Churches. But this much | would say, That he who finds
himself gifted with a tunable Voice, and yet neglects to cultivate it, not
only hides in the Earth a Talent of the highest Value, but robs himself of
that peculiar Pleasure, of which they only are conscious who exercise that
Faculty’
The Reverend Samson Occom opened his 1774 collection of hymn texts with similar
words, emphasizing this obligation to learn well the methods of singing: “Thgreais

Engagedness, in these Colonies, to cultivate Psalmody; and | believe it to be thé Duty

Christians to learn the Songs of Zion, according to good Method or BuBg.fearning

" william Billings, The New-England Psalm-Singer: or, American ChorigB®ston: Edes & Gill for
Elliot, Flagg, and Bass, 1770), 2. From the prefdeg¢ed October 7, 1770.

18 Samson Occonf Choice Collection of Hymns and Spiritual Songseided for the Edification of
Sincere Christians, of All Denominatioffdew-London, CT: Timothy Green, 1774), 3.
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to sing properly, good Christians put their minds to a virtuous and morally necessary
purpose.

Religious leaders, as voices of authority on the uses and obligations related to
sacred music, confirmed the importance of the act of singing and, of equalangeort
the process of learning how to sing well. They argued that each believer owdteGod t
best presentation of the voice as possible, according to his or her abilitiesofid)eakbf
singers, from the best to the worst, were called to embrace their natunaysabdities
or lack thereof, and work to improve them to a higher level. The emphasis on “all”
echoed the hymnic psalms and their inclusive language. Psalm 98, for example, exhorts
“make a joyful noise unto the Lordll the earth.” The Reverend Weld explained the
theological basis for this requirement: “That he who formed the organs for pheség s
be praised in the use of them in the best manner, and with the best design, is altogether
reasonable, and therefore requisiteOliver Noble similarly noted the divine origins of
the voice, which demanded a response of diligent effort to develop one’s skills: “Thi
excellent art, has been introduced into the worship of God lynmspecial institution,
... which should animate all that are capable of it, to a sacred ambition to learn, in some
good measure, this important art, and to get skill in music, especially in psalffiody.”

No excuse could be made for failing to properly cultivate the voice; the “sacred
ambition to learn” the art of psalmody was nothing short of a moral obligation. Like the
duty to sing, the duty tearn how to singlid not except anyone for want of ability.

Preachers stated that persons simply could not claim inability to sing uptilademade

9 Wweld, “A Sermon,21.

2 Noble, “Regular and Skilful Music,” 5.
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earnest attempts to learn. The Reverend Joseph Strong presented such art argtitee
occasion of introducing regular singing into public worship at his church in Simsbury,
Connecticut: “Men ought then to be convinced that it is their duty, in the first place, to
take pains to learn and go into proper methods for that purpose, before they have a right
to look upon themselves excusable in a neglect, for want of cap&city.”

Furthermore, many argued that the failure to learn the proper methods ngsingi
and to improve as much as possible constituted a sin. Zabdiel Adams added that it was
also possible to “misimprove” the voice by practicing the wrong kind of song: “They,
who are furnished with musical organs, and eithemaamprove them at all, or
misimprovethem by singing profane and vicious songs, are chargeable with guilt; ‘to
themit is sin.”?? Dr. H. Farnsworth, speaking at the conclusion of a singing school in
Otsego, New York, elucidated this argument about the sinful neglect of theugoige
the biblical parable of the talents, a popular reference for the topic afigifidie voice,
Farnsworth claimed, is a gift that must not be hidden, but used and improved: “Those
who neglect to cultivate the voice bury a great talent, for which they will besdltiy
give an account®® These authors asserted that the voice was a gift that needed to be
used—not only used, but uspperlyand to an appropriate end. Regardless of whether
an individual’s voice was good, mediocre, or poor, he or she was obliged to improve it as

much as possible.

2L Joseph Strong, “The Duty of Singing, Considered Becessary and Useful Part of Christian Worship”
(New Haven: Thomas and Samuel Green, 1773), 16vdédetl at a singing lecture at a parish in Simspury
CT, on 18 March, 1773. Accessed Al

22 ndams, “The Nature, Pleasure and Advantages,” 31.

% Dr. H. Farnsworth, “An Oration on Music” (Cooperein, NY: Elihu Phinney, 1795), 17. Delivered at
the court house in Cooperstown, NY, April, 1794that conclusion of a singing school taught by Natha
Billings (no apparent relation to William). Accedsé@aEAI.
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Held accountable for the improvement of their God-given instruments, Americans
looked for institutions to help them advance their singing skills. In the conteatooiial
New England, this duty to learn how to sing well was brought to fruition through two
closely related channels—the singing school and the tunebook. The singing school, in
conjunction with the church, was the major musical institution in New England in the
eighteenth century, and the sacred tunebook served as a primary source for both musica

and moral instruction.

Singing Schools

The main venue for learning about the practical art of singing in eighteenth-
century New England was the singing school. Despite what its name implieoateaim
context, the singing school was not a permanent institution housed in a particular
building, but rather a mobile and flexible entity. The typical format consistadlafss
taught two or three nights a week for two or three hours, lasting for the duration of about
three months. Singing schools generally fit into the annual rhythm of life totbeies,
going into session in the summer, after the crops were planted but before the H{dnvest
addition to their regular jobs, most composers in early America also worketamsi

school masters These teachers, like the preachers of the Awakening era, were mostly

%4 David P. McKay and Richard Crawfordiilliam Billings of Boston: Eighteenth-Century Caspr
(Princeton, NJ: Princeton University Press, 1928),

% Nearly all of the “Yankee tunesmiths” were actineheir other professions throughout their caresrs
composers. In addition, most had short stints ditany service. Justin Morgan also left behind dlwesed
personal library that revealed strong interesisalitics, elocution, geography, creative writing,
mathematics, and homiletics. See Appendix C farmarsary of educational backgrounds and professions
of early American composers.
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Figure 4.1 Images of Late Eighteenth-Century Singing-School SesSions

< e e Ll

Two young women (foreground) and two young
men (background) look together at tunebooks.

% Taken from Isaac WattBjivine Songs: In Easy Language, for the Use ofdzéil ... Ornamented with
Cuts from Original DesignéSpringfield, MA, 1788), frontispiece and back eov
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itinerant, offering practical knowledge about singing to even the mostegrads of
New England.

The sacred tunebooks used for public worship and private devotion were equally
useful in the context of the singing school. This dual purpose was often indicated by the
compilers in marketing and introducing their publications. Many used words similar t
those of Simeon Jocelin The Chorister's Companiofi782), asserting that their
collections were created so “that the schools and congregations might baddmith a
collection of tunes, particularly calculated for the purpose of worghigdme tunebooks
were produced for a specific educational institution, such as John RaBolection of
Psalms and Hymns, with Tunes Affixed the Use of the Young Ladies’ Academy of
Philadelphia(1794).

Using sacred tunebooks as instructional texts, teachers covered the rudiments of
music, such as note-reading, tone production, and ensemble singing, and also basic
theology, morality, and manners. Classes were usually held in church buildings and
supported with church funds or through the donations of “subscribers,” making them free
of cost to the participant8.Many religious leaders encouraged attendance at singing
school in order that the pupils might attain some of those benefits that pointed the mind

towards God. Sermons and occasional public lectures about sacred song highlighted the

?"The Chorister's Companion: or Church Music Revigéelw Haven, CT: Simeon Jocelin and Amos
Doolittle, 1782), preface 1.

2 For example, the published plan for the establisitrof Andrew Adgate’s singing school in Philadédph
proclaims: “It is the object of the subscriberestablish a free school for the spreading the kedgé of
vocal music; the trustees, therefore, invite eyamson who wishes to be possessed of this knowliedge
apply to Mr. Adgate ... that his name may be entesedn@ of the school, and his instructions commence,
for which there will not be required of him ever tsmallest compensation.” The pupils of Adgatet®st
apparently gave twelve vocal concerts between JLf&5 and June, 1786 as a way of returning this
investment to the community. See “Plan of Mr. Adgatnstitution for Diffusing More Generally the
Knowledge of Vocal Music” (Philadelphia: B. Towrfe/85). Accessed viaAl.
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solemn duty to learn to sing and extolled the many benefits for the practitideeer.

public worship, the singing-school session was a significant and widely attendethevent
the daily life of the New England tow Attendees included townspeople of all ages and
professions. Singing was seen not only as a useful skill, but also as a ne@&iggaing r
activity and a pleasurable part of social life.

Although singing schools had been a feature of American life since at least the
1720s, several cultural, religious, and demographic factors combined to bring thg-singi
school movement to a peak in the late eighteenth cefftwith the passage of time
since the original settlement and the accompanying rise in the numbers é¢akHzorn
citizens, many eighteenth-century New Englanders came from fanmlghich
memories of life in Europe were several generations past. With eaclssuece
generation, the connection to English theory treatises, discussed beloviaigtewy and
congregational singing took a turn for the worse around mid-century, in the opinions of
many observers. In addition, the push for political independence seemed to run parallel
with an increased consciousness of cultural achievements.

Many church leaders expressed concern that singing, a central act loioveord
an important means of communication with God, was steadily declining in quality i
New England. Isaac Watts, though he never visited America, nonetheldass tleer
generally poor quality of psalmody wherever it was practiced: “Widesing the Praises
of our God in his church, we are employed in that part of worship which of all others is

the nearest a-kin to heaven; and it is a pity that this, of all others, shoulddrengerthe

2 See Alan Clark BuechneYankee Singing Schools and the Golden Age of CMursic in New England,
1760-1800(Boston: Boston University for the Dublin Semiriar New England Folklife, 2003).

%0 David Nicholls, ed.The Cambridge History of American Mug@ambridge: Cambridge University
Press, 1998), 86-87.
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worst upon earth® The cause of poor performance in early American churches could be
traced to the rote method of learning songs that was prevalent in the eadfythbar
century, especially in rural parts of New England. With this systemaitiéu would
learn songs by memory; as a result, the practice of reading music fie# lyayside, and
numerous variations of the same tune often led to confusion in performance. More than a
mere aesthetic problem, this system was seen by some as a shameful nirs&odf
given vocal instrument and therefore as offensive to God. Thomas Symmes’s 1720
pamphlet, entitledhe Reasonableness of Regular Singing, or, Singing by fdatded
against rote singing, advocating instead that music-reading, or “sibgingte” replace
the largely oral tradition in plac?.

Perhaps embarrassed by the poor quality of singing in some congregations,
religious leaders and musicians alike encouraged a “regular” method ohtgaaki
learning musical skills. “Regular” singing referred to the praaioeading music by
note, through a learned method; it contrasted with the “usual” method of singingdyy ear
rote repetition. Regular singing, it was argued, improved the quality of psabnady

therefore produced a more pleasing and proper offering t¢&duls, the solemn duty

31 |saac WattsHymns and Spiritual Song$8" ed. (New York: H. Gaine, 1761), preface A2. Origin
published in 1707.

%2 Thomas Symmegd,he Reasonableness of Regular Singing, or, Sirffgifdote; in an Essay, to Revive
the True and Ancient Mode of Singing Psalm-Tunespwing to the Pattern in Our New-England Psalm-
Books; the Knowledge and Practice of Which Is Qyeaecay'd in Most CongregatiorfBoston: B. Green
for Samuel Gerrish, 1720). The debate between adesof regular singing and those of rote singiag w
ongoing throughout the eighteenth century. Whitgriiction in singing eventually became the norm, it
remained a subject of controversy and was by naxmeniversally accepted in all churches.

% Adams, “The Nature, Pleasure and Advantages,”R34-8muel Hedge, “The Duty and Manner of
Singing in Christian Churches” (Boston: Richard jpgg 1772), 22-35. Delivered at a singing lectare i
Warwick, MA, on January 29, 1772. AccessedBEAs.
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to sing, which was emphasized by religious leaders throughout New England |yatural
implied a duty to learn how to sing propetfy.

Furthermore, some claimed that scripture itself, the ultimate authaisaturce,
supported a learned tradition of singing by note. In the preface to his 1793 collection of
hymns and anthems, Thomas Nichols cited a few biblical passages wheréztamal
instruction in singing is implied. He includes, once again, some of St. Paul’s disdctive
the earliest Christian communities:

But whether the scripture hath left us destitute of any rule for
singing, is what now comes under consideration. For a just decision of this
matter observe, that, under the law-dispensation, when the ark was
brought from the house of Obed-edom, Obananiah, chief of the Levites,
instructed about the song, because he was skilful, 1 Chronicles xv, 22. By
this it appears, that they had some rule for singing, otherwise skilful
instruction would have been useless. Again, when the foundation of the
temple was laid, they praised the Lord; and they sung together by course,
&c. Ezraiii, 11.

And in the gospel day, we have the example of Paul, to sing with
the spirit & with the understanding also, 1 Cor. xiv, 15Fkérefore, let
the word of Christ dwell in you richly in all wisdom; teaching and
admonishing one another, in psalms and hymns and spiritual songs,
singing with grace in your hearts to the Lor&ol. iii, 16.3°

The same biblical passages were used to support seminary training fpr @techurches
looked for a more learned approach to many aspects of worship. Paul's mention of
“teaching and admonishing” was interpreted as a direction to impart nohemyeaning

of various types of poetic texts but also theanof performing them. According to

34 Samuel-John Mills, “The Nature and Importancehef Buty of Singing Praise to God, Considered”
(Hartford, CT: Ebenezer Watson, 1775), 5-6. Delddeat Litchfield, CT, on March 22, 1775, “occasidne
by a public meeting of the singers in that place jaumblish'd at their desire.” Mills was pastor dthurch

in Torringford, CT. Accessed VigAl.

% Thomas NicholsHymns and Anthems: Composed on Divine Subjecteeapte to Sacred Scripture
(Albany, NY: Charles R. and George Webster, 1788), The passage from Corinthians can also be
found in Hedge, “The duty and manner of singind; &nd on the title page of John Todd, “An Humble
Attempt towards the Improvement of Psalmody: ThepRety, Necessity and Use, of Evangelical Psalms,
in Christian Worship” (Philadelphia: Andrew Steydrf63). Accessed viaAl.
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advocates of regular singing, learnimgwto sing, as well awhat, ensured a more
complete understanding of the religious message and a greater offgsnagse to God.
This method called for a fuller engagement of the mind in the act of worship. Augordi
to this interpretation of Paul, eighteenth-century Americans were rdduaireceive
instruction in singing, just as the early Christians had done.

The quest for musical literacy accompanied a parallel movement for general
literacy, especially for the purpose of reading the Bible. With the @Gmgakening’s
emphasis on the individual, each believer became accountable for developihtuh fait
Christian lifestyle and a relationship with God. As this responsibilityeshifiom the
clergy to individuals, the ability for all persons to be able to read and understiggrsc
became more important. Before they were supplanted by grammar textsanlyhe e
nineteenth century, Bibles were generally the primary texts used by stiildoén for
learning to read, and literacy was therefore directly associatedheitability to read
scripture®® This use of the Bible as a reading primer was likely due to its accigsibil
most segments of the New England population, but also because of the tangential benef
of the lessons in the text itself. Pupils learned not only about syllables, sentences
subjects, and verbs; they also absorbed the Christian morality present in tigepassa
read. In a similar way, musical literacy granted the pupil access kesgans found in
the texts of psalmody. To read the words was not enough; music added depth to their
meaning. The conviction that all people should be able to not only read the Bible but

understand it and apply its lessons probably also undergirded the pursuit of musical

% paul C. GutjahrAn American Bible: A History of the Good Book i thnited States, 1777-1880
(Stanford, CA: Stanford University Press, 19998.11
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literacy. Like Bibles, sacred tunebooks offered the tools for learning askitell as the
opportunity for moral development through their content.

This desire for religious formation through sacred song, a brewing distaste f
rote singing, and the further development of printing presses in Newrieingieled a
dramatic increase in the printed repertory of psalmody in the 1760s and 1770s. Of course,
the mere availability of more tunebooks did not make the people in New England towns
more musically literate. The singing school filled this gap, helpingateslate the newly-
printed material into actual changes in the practice of psalmody. Ameuitons of
Tans’ur’'s musical-theoretical works appeared in 1767, and this formed the basis of
singing-school lessons and the instructional materials printed in the introdsetbigns
of tunebooks.

Singing schools not only helped to correct the shortcomings of early American
educational institutions and meet the religious and aesthetic needs of churchiedsd he
had important social functions. Singing was thought to be an excellent source of
entertainment. As such, singing-school sessions were important events fia dfi¢hie
community. Especially in smaller towns, where itinerant singing-schookemsdsbm
hubs like Boston might visit only once or twice a year, the singing-schoekslagere
highly publicized events that were not to be missed. Like Sunday morning worship, the
singing school was attended by all who were able-bodied and who wished to be
considered part of the community. In a historical account of his hometown of Wdqdstoc
Vermont, Henry Swan Dana recalls, “Good singing was esteemed as a mairo§ource

enjoyment, and furthermore an indispensable part of church worship ... Everybody went
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to the singing-schoof® The singing-school meetings offered an opportunity for young
and old alike to gather, mingle, and catch up on community gossip.

However, it should be remembered that these classes were not mere
entertainment; their educational and religious purposes always lay atdfrerforlt was
hoped that those who came for sheer enjoyment and to be seen by their fellow citizens
might benefit spiritually and intellectually as well, even if those benekere
unintentional. Andrew Adgate, a tunebook compiler and singing-school instructor in
Philadelphia, named a number of salutary side effects:

[Singing] is not only in itself delightful and profitable, but it gives

animation to the other parts of public worship. It relieves the attention,

recruits the exhausted spirits, and begets a happy composure and

tranquility. It is peculiarly agreeable as a social act, and that in which

every person may be employed. Nor is it the least of its benefits, that it

associates pleasing ideas with divine worship, and makgadisvhen we

go into the house of the Lortl is also a bond of union in religious

societies, promotes the regular attendance of their members, and seldom

fails of adding to their numbers. The early Christians found their account

in a remarkable attachment to psalmody, and almost every rising sect have

availed themselves of its important delights and advantages.

Adgate goes on to summarize his belief in the tangential benefits that colngto a
attend singing school: “They who come to sing may learn to pray ... they whose only
wish was to be entertained may find themselves instructed and impré\&eh if they
were unaware of it, singing-school attendees were nonetheless being formaltyraad
spiritually.

On the surface, it may seem odd that colonists focused so much on the singing

voice and on an institution geared specifically towards instruction in singinggaeabdy

3" Henry Swan Dandiistory of Woodstock, Vermo¢Boston and New York: Houghton, Mifflin, and Co.,
1889), 221.

3 Andrew AdgateSelect Psalms and Hymns for the Use of Mr. AdgRigsls: and Proper for All
Singing-School¢Philadelphia: Uranian Press by Young and M’CWlot787), 10-11.
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unnecessary skill in the subsistence economy of colonial New England. Thatathgse e
public educational institutions, among the first for the general population, becges sta
of New England society, demonstrates that singing instruction was indeeal and

touched on other vital aspects of everyday life. The popularity of the singing satrools f
both adults and children sheds light on the perceived necessity of such institutions. For a
young country that lacked many formalized musical institutions, the relaipsns

between music teachers and patrons and students were vital to the growth obh music
culture in America. Singing schools were at times progressive institutiémsmneg and
improving congregational singing in places where rote singing or the “wsiyalwas
believed to be threatening the quality of worship. They educated and helped to form the
conscience based on religious beliefs. Singing schools served a social functing, uni
people from different walks of life and providing a structured environment for youth t
mingle. They even contributed to the economic life of the New England town, providing
the supporting income for many of America’s earliest composers. Thatdbasi-

religious, quasi-disciplinary musical institutions were centered omgjregpnfirms the

importance of that activity in the life of the community.

Tunebooks and Theory Treatises

The pedagogical function of the singing school brought forth a certain type of
musical composition aimed at reinforcing musical skills, facilitasigipt-singing, and
stressing the moral and religious meaning of the text. Sacred tunebooks, bédaeise o
usefulness and versatility in many contexts—the singing school, public worship, and the

home—appealed to a broad segment of the population; several collections were widely
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popular and enjoyed numerous reprintings. Most composers in late eighteentli-centur
New England were deeply connected to the churches and singing schools and dependent
on them for their artistic livelihood. It is no surprise, then, that they wrote for the
performing forces most readily available to them—i.e., singing-schoolrggided

church congregations.

Before Americans were composing their own sacred songs and compiling their
own tunebooks, they relied on a number of popular English theory treatises and tune
collections for their musical instruction, private devotion, and public worship. For the
various religious, political, and personal reasons that the first Engliskispeattiers
came to America, they brought little with them across the ocean. Thus, theéhsdrigey
did bring were probably objects of great personal or cultural importancedSsong was
certainly a vehicle for expressing important religious beliefs, and, in thedbpsalters
and hymn-books, it was a relatively portable cultural marker. While the tateeenth
century brought waves of new sacred vocal compositions in America, these didenot aris
out of a cultural vacuum. Since the mid-seventeenth century, collections of psalms
hymns, most having been printed in England, were circulating throughout the colonies.
The main psalters were those by Ainsworth, Day, Hopkins, Este, Tate & Brady,
Ravenscroft, and Playford, as well as the Bay Psalm BbBkcause of the characteristic
absence of music in these early tunebooks and the strength of the rote methaungf lear
tunes, the earliest settlers probably had a very limited repertory ofl smerg.

Around mid-century, the marketing, structure, and content of tunebooks shifted to

reflect the greater emphasis on teaching and learning brought about mgthg-school

39 Hamilton C. MacDougallEarly New England Psalmody: An Historical Appremat 1620-182(New
York: Da Capo Press, 1969), 25-26.
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movement. William Billings’sThe Singing Master’s Assistafi778), for example, was
clearly arranged to function as a singing-school textbook, moving progressomaly f
simple to more complex pieces.

One marked change in the content of tunebooks is the appearance of anthems and
other longer pieces in most collections printed after 1780. As the ranks of skillex singe
grew, songs which demanded more musical literacy, such as fuging tunes)sarathe
odes, became commonplace additions to the sacred tunebook. The distinguishing
characteristic of a fuging tune is imitative counterpoint and staggetemhces of the
voices. Whole tunes were occasionally composed in this texture, but more commonly,
longer pieces would feature short sections in the style of the fuging tuneti@thex
loose association with imitation amongst voice parts, the fuging tune had little
relationship to the European fugue. Strict rules about counterpoint, “real” and “tonal”
answers, and the like, were completely foreign to the American fuging tonetli¢less,
the similar names invited confusion and unfavorable comparisons, especially from

American music historians throughout the nineteenth and most of the twentieth &&ntury.

“0 Disparaging critique of the fuging tune was popirahe 1800s, as the field American cultural dvigt
was taking shape. John Hubbard, for example,kaththe fuging tune for its obfuscation of texaim
address to the Middlesex Musical Society in 18@#& Bubbard, “An Essay on Music, Pronounced before
the Middlesex Musical Society, Sept. 9, 1807” (BostManning & Loring, 1808), 17-19. Barly New
England PsalmodyHamilton MacDougall considered the fuging tuneagmor replica of the European
fugue: “The ‘fuguing tune’ as written by the Newdtand composers in William Billings’s day was oaly
pitiful imitation of that part of the fugue knowss ¢he ‘exposition™ (95). MacDougall's incorrectedfing
of the American genre indicates the degree to wiialas falsely conflated with the European fugue.
Irving Lowens’s study, “The Origins of the Americknging Tune,” Journal of the American
Musicological Societg (1953): 43-52) was something of a turning pairaftitudes toward the fuging
tune, as Lowens took a less comparative approattfetgenre and contextualized its development in
America. More recent studies explore the varietgtglistic approaches to the fuging tune. For eXamp
see Maxine Fawcett-Yeske, “Stylistic Developmerthia Fuging Tunes of William Billings,The
Quarterly Journal of Music Teaching and Learnii®96, special issue for the 25anniversary of the
birth of William Billings): 32-46.
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Anthems were less directly related to any type of European art musi@ amtes
not as harshly criticized. Anthems adapted the texture and harmonic idiom of psalmody
to longer and more prosaic texts. Their texts may or may not have been based on the
psalms; often, they adapted other parts of scripture or featured newlysetteed texts
by the composer or someone else. Ralph T. Daniel gives four defining features of t
eighteenth century anthem in America: (1) a through-composed settinggd@) f
treatment of the text; (3) variety of texture; and (4) a level of diffichiéy tequires some
training and rehears&.Odes shared the same musical features as anthems, but their texts
were almost always non-scriptural and tended to focus on a specific subje@ssuc
nature, art, or an important occasion, such as a military victory, political, @re
holiday. These ode texts were usually only loosely sacred, or at leadtvesssty
sacred than anthem texts; they more frequently included adaptations of contgmporar
poets. What fuging tunes, anthems, and odes all had in common is that they were more
technically difficult than the standard, mostly homophonic, squarely-phrased psaisn t
that had circulated in tunebooks for decades. Composers considered these “set pieces”
(an umbrella term for these longer and more technically challeagragpellaworks) to
be a greater accomplishment because of their length and difficulty. iMgyleventually
became displays of the composer’s skill, the original purpose of set piecasfillas t
gap in a sociomusical environment where more accomplished, singing-scioed-tra
singers needed more challenging works to perform. Groups of singing-sthmal that

might be termed choirs performed these more challenging works.

“I Wallace McKenzie, “Anthems of the Sacred Harp Emi¢hs,” American Musi®.3 (1988): 249.
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A few anthems from this period were explicitly didactic, offering speaifusical
challenges to groups of more advanced singers. Billings’s “Modern MusakThe
Psalm-Singer's AmusemdidfZ81), for example, is a longer anthem that takes singing
about singing to a new level. Its text, written by Billings himself, isdadigia tutorial on
how to use and to contrast the many shades of the human voice through musical features
and techniques such as melodic shape, texture, tempo, time, and mode. Within this
instruction is another description of the different characters of the voicarp#reschoir.

Of special interest is Billings’s illustration of the different “moods’time signatures
and how they should be used for the best effect.

We are met for a concert of modern invention;

To tickle the ear is our present intention.

The audience are seated

Expecting to be treated

With a piece of the best,

With a piece of the best.

And since we all agree Pitching
To set the tune on E,

The author’s darling key

He prefers to the rest,

Bass: Let the bass take the lead
And firmly proceed,
Till the parts are agreed
Tenor: Let the tenor succeed
And follow the lead,
Till the parts are agreed
Counter: Let the counter inspire
The rest of the chaoir, Voice parts
Inflam’d with desire
Treble: Let the treble in the rear
No longer forbear,
But expressly declare
All:  To fuge away.
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Then change to brisker time

And up the ladder climb

And down again; Quick time “mood” (meter)
Then mount the second time

And end the strain.

Then change the key to pensive tones and slow

In treble time; the notes exceeding low Slow time “mood” (meter)
Keep down a while, then rise by slow degrees;

The process surely will not fail to please.

Thro’ common and treble we jointly have run;

We’'ll give you their essence compounded in one. Compound meter
Altho’ we are strongly attach’d to the rest,

Six-four is the movement that pleases the best.

And now we address you as friends to the cause;

Performers are modest and write their own laws.

Altho’ we are sanguine and clap at the bars,

‘Tis the part of the hearers to clap their applause.
Another depiction of musical performance appears in Elias Mann’s “Ode onkMusic
Here, Alexander Pope’s poetry describes a musical rise and fal| ytekumably, the
singers perform an accompanying crescendo and decrescendo:

Hark! The numbers soft and clear,

Gently steal upon the ear,

Now louder and yet louder rise, Crescendo

And fill with spreading sounds the skies;

Exulting in triumph now swell the bold notes,

In broken air trembling, the wild musick floats;

‘Till by degrees remote and small,

The strains decay and melt away, Decrescendo

In a dying, dying fall.
While such novelty set pieces were not found in every tunebook, their occasional
presence displays a lighthearted attitude and a special appreciatio® ¢ontpositional
and performance possibilities of sacred vocal music. One can clearly inhagirtbese

pieces might be used in singing schools to instruct pupils in musical techniques in a fun
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and challenging way. Set pieces of increasing difficulty and with uniquecsufgéter
set American tunebooks apart from the older, English ones that had been circatating f
decades. They represent an absorption and expansion of those influences.

Along with psalters and hymn-books, colonists also read theoretical tse3time
number of practical guides to music theory in circulation in New England sineerthe
first settlements suggests a high value placed on learning about music. Thefworks
William Tans’ur, an English psalmodist and theorist whose publications wereywidel
known and appreciated, probably laid the groundwork for the understanding of music
theory in late eighteenth-century New Engl&h@he introductory materials in Tans'ur’s
very populaThe Royal Melody Completad the later “Introduction to Practical Music”
in Compleat Harmony1736) were the main theoretical materials for many early
American composers. Other musical-theoretical works that colonial censposy have
been exposed to included Christopher SimpsGoipendium or Introduction to
Practical Music(1669) and John PlayfordAn Introduction to the Skill of Musick
(London, 1674)?

It is difficult to assess the impact of such theoretical works on both American
composition and on the learning and performing of sacred song in the American.context
While these materials about how to compose and read music were certaildiglayit
is not known what function they served. It seems that there are two main ways in which

English musical-theoretical writings affected the Americaneshorusic scene. First,

2 McKay and CrawfordWwilliam Billings, 47-48.

3 Daniel Taddie, “Solmization, Scale, and Key in &tgenth-Century Four-Shape Tunebooks: Theory and
Practice,”American Musid 4 (1996): 43. Nicholas Temperley traces the de¢safeAmerican psalmody

from English country psalmody ifhe Music of the English Parish Churaiol. 1 (New York: Cambridge
University Press, 1979), 190-203. Similaritiestiylescan be partially attributed to common treatiaad
collections such as these.
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they set the trend for the content of tunebooks throughout the seventeenth and eighteenth
centuries. American tunebooks functioned both as collections of tunes and as
instructional manuals. As more of them contained printed music, sections at the
beginning containing information about how to read music and sing properly became
nearly ubiquitous. These introductory “rudiments” sections instructed the Usasin

music theory and literacy. In some cases, the “rudiments” section of tlmtkne

comprised a greater number of pages than the tunes themselves. These books were more
like instruction manuals, with psalm tunes appended as exercises for praticrmtes

learnt in the main part of the te¥tPractically speaking, these instructions seemed more
attuned to musical novices than the more formal English treatises, but tsemgee

affirms the value of having theoretical materials alongside actual nudieef purposes

of teaching and quick reference for the user. American compilers did not, apparently,
design these sections on their own. Rather, they copied them, more or less, from other
collections. As a result, the internal structure of the “rudiments” sectiaasemarkably
consistent from tunebook to tunebook, revealing the strong influence of English theory
treatises. Sections covering the following topics were usually included:

Clefs

Scale or gamut

Duration of notes and rests

Other characters used in music (e.g. flats, sharps, repeat signs, surs, tie
Time signatures (“moods”)

Key signatures

Consonance and dissonance (“concords” and “discords”)

Vocal ornaments, such as optional (“chusing”) notes, trills (“shakes”),
grace notes (“graces”), improvised passing tones (“transitions”),
appoggiaturas (“leading notes”)

e Syncopation

4 See, for example, Andrew Latthe Musical Primer; or The First Part of The Art®ihging 2" ed.
(Cheshire, CT: William Law, 1794).
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While the tunebooks with sections on musical rudiments as well as psalm tunes
and anthems for singing served as the main materials for singing-sclub@rteand
attendees, occasionally other publications sought to contribute to this systemoal mus
education. Although the methods for music-reading presented in tunebooks were widely
standard, some creative authors proposed alternate methods. Advertisements for the
tunebooks published by Samuel Gerrish, for example, boasted a singing method using
letters instead of notes, addressed to common folk— “children, or people of thetmeanes
capacities.*> Benjamin Dearborn sought to simplify the process with a different notation
system altogether that did not use staves. His ideas, set fé&tBdheme, for Reducing
the Science of Music to a More Simple S(a#35), suggested two main benefits of such
a system. First, it would be more amenable to learners who had no experience with
traditional musical notation. Second, it would be a boon to music printers, who would not
have to bother with the tedious process of printing staves and other special musical
character§® While Gerrish’s and Dearborn’s systems and others like them never entered
the mainstream of New England singing society, their presence indidassration
with singing instruction that sparked pioneering ideas on the subject.

A second effect of English theoretical treatises on American psalmasiya keen
awareness of the “rules” associated with musical composition. Musicjaspsang,
was governed by a number of guidelines about genre, voice leading, metegttiegt s

harmony, melodic curve, and almost anything else imaginable that ensoiged g

4> Advertisement reprinted in Irving Lowerdusic and Musicians in Early Ameri¢hlew York: Norton,
1964), 44.

“6 Benjamin DearbormA Scheme, for Reducing the Science of Music tora Bimnple State, and to Bring

All Its Characters within the Compass of a Commonrf of Printing-Types; Especially Calculated fbet
Convenience of Learne(Portsmouth, NH: Dearborn, 1785). AccessedBAd
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aesthetics, technical facility, and smooth performance. American composieedait
eighteenth century went on to follow such guidelines to varying degrees, but their
reactions show an acute sensitivity to this system of rules. Williamdg|l for one,
explicitly acknowledged this compositional environment by not so much denouncing the
“rules” but proclaiming an independence from them. In the introductidhéaNew-
England Psalm-Singdd770), the first of his six tunebooks and the first entirely by an
American composer, Billings declared that a flexible approach to thewatebest and
that each individual composer had to draw inspiration from nature:

Nature is the best Dictatpfor all the hard dry studied Rules that ever was

prescribed, will not enable any Person to form an Air any more than the

bare Knowledge of the four and twenty Letters, and strict Grammatical

Rules will qualify a Scholar for composing a Piece of Poetry, or properly

adjusting a Tragedy, without a Genius. ... | don’t think myself confin’d to

any Rules for Composition laid down by any that went before me. ... |

think it is best for everfomposeto be his owrCarver. *’
Some historians dismissed Billings’s rhetoric as a defiant examf¥feér Yankee
pigheadedness.” Nevertheless, he seemed to put into words the internal stratjgle of
composers who worked within a framework of compositional néfrBglings’s
discussion of the “rules,” especially the relationship between inspired “gemdsstrict
technique here echoes similar issues for composers from vastly differeed prad
times.

The attitude towards rules for composition expressed by Billings wassat lea

partially due to a belief that the source of music should be more natural and less

mechanical or intellectual. Indeed, if theoretical treatises were onsesoiunfluence on

“7 Billings, The New-England Psalm-Sing&©-20.

“8 Dorothy D. HornSing to Me of Heaven: A Study of Folk and Early Acae Materials in Three Old
Harp Books(Gainesville, FL: University of Florida Press, 19,/79.
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early American psalmody, nature itself was another (and perhaps npmeant) one.
Again, a connection with larger theological trends is evident. While the intellec
understanding of religion was highly valued, this was balanced by a more §piritua
approach that looked to God’s creation as a source of revelation. The untamed state of
nature represented God’s ingenuity and supreme authority. By taking nature asl¢he gui
for musical composition, Billings and his like-minded contemporaries injectechpdgl
with the same inspired originality. A natural approach applied to both the creatlon of
music (composition) and the interpretation of it (performance). This sentiaeivec
detected in many of the most popular American tunebooks from the late etbhtee
century. The introduction to Timothy SwaiThe Federal Harmong1788) takes the
usual format, explaining the rudiments of music, the basics of pitch, rhythm, and
harmony, and the rules for proper performance. But towards the end of this introductory
section, Swan qualifies the material:

Not withstanding all that has been or can be said [about the rules of

music], ... the best way is to sing with ease and freedom, and without

confining yourself to any certain rules for practicing musick, any further

than can be adapted in a natural and easy manner, there being nothing

forced or unnatural in good musick.
For Swan, “good” music was, by definition, natural. By slavishly following thesrd
composer might create a piece that was technically correct, but nosstb@teehow
artificial or unnatural and hence, in Swan’s opinion at least, bad. Asahel Belsizam a

exhibits a healthy skepticism for a heavy reliance on the intelleatigdrgce of theory.

He juxtaposes art and nature: “Art is a good assistant when it has naturgfodetsbut

9 Timothy Swan;The Federal Harmony. In Three Pa(Boston: John Norman, 1788), 17.
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when it takes the lead it runs away with all the musli©he can easily see the
relationship between Benham's “art,” by which he means the intellectigabfi
composition and performance, and Swan’s forced unnaturalness, or artifice.

The esteem for naturalness in composition stems largely from the sacsajees
behind the music. Nature, that is, God’s created order, was nearly alwayd tigwe
American Protestant Christians as superior to man-made artificgyobhef the New
England tunebook was not merely to present a selection of the best and mostalbgtheti
pleasing psalm tunes. It was at the same time an artistic object antdi@ptext with
didactic and religious aims. Users could expect not only moral instruction through the
texts they sang but also practical advice about how to improve their nattmahiesst,
the voice, and become better readers of printed music.

As such, these tunebooks were indispensable resources for both personal devotion
and public instruction in the singing schools; in both cases, they was thought to be
necessary parts of one’s instruction in psalmody. The pieces contained trereften
arranged from the easiest to the most challenging, and they sometinigted>dm
etude-like focus on a specific interval, figuration, or textual image. Molkenhang
genres, such as the anthem and the fuging tune, emerged from this sociomusical
environment in which the more advanced singers in church choirs or singing schools
desired settings with higher difficulty. The balance of these elementsnitetd the
musical makeup of the new tunebooks, because their publication success depended on
their usefulness as singing-school texts. Thus, sacred tunebooks were chadioea

mixture of artistic, pedagogical, and religious elements for a variety ofeskalld.

0 Asahel Benhanf-ederal HarmonyNew Haven, CT: A. Morse, 1790), 11-12.
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The authors of tunebooks reminded their readers of the ability of their collections
to assist in achieving these important educational and formational goals. Readglfor
example, prefaceBhe American Singing Bog¢k785) with a reminder of the duty of
proper singing and a further endorsement of the singing school and its necessity in
society that hoped to realize the goal of a more learned art. Read claitiad tha
tunebook was a functional text that facilitated learning the rules of music both on a
individual basis and through the public venue of the singing school:

Scripture also informs us, that all the Duties of the Christian Church

should be performed with Decency and in Order; and Singing being an
important Part of Divine Worship, claims particular Attention and ought to
be conducted with great Propriety. This, however, will be impracticable,
unless the Rules of Psalmody are well understood, and closely adhered to.
Hence the Necessity of Schools for the Instruction of Children and Youth,
in this pleasing Art, and hence | have been induced to publish the Contents
of the following Sheets, wherein | have endeavoured to lay down the

Rules of Psalmody, in as plain and familiar a Manner as posSible.

Later, Read criticized those who felt they could get by without a proper undengtandi
the rules of singing. By foregoing instruction, he claimed, one can only gain a very
superficial understanding of the art. Like Billings before him, Read comparsis and
literature to this end:

It is as inconsistent for one to attempt singing any tune, till acquainted
with the rules, as for a child ignorant of the alphabet to think of reading
the bible with propriety. Some, | am sensible, who are unacquainted with
the rules, have, by hearing others, learnt to sing a tune nearly right; so a
child unable to read a single word may by observation joined with a strong
memory, repeat several pages from an author; but as the latter cannot
justly be called a reader; so neither can the former claim the title of a
singer>?

*1 Daniel ReadThe American Singing Book; or A New and Easy Gtadbe Art of PsalmodgNew
Haven, CT: Daniel Read, 1785), preface 1.

2 Read;The American Singing Book3.
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Composers and tunebook compilers were aided in this effort to promote their
publications and the singing schools by New England preachers. As the voices of
religious authority, preachers emphasized the solemn duty to learn how to sing well and
encouraged their congregants to devote time and energy to this exercise. William
Symmes, pastor of the First Church in Andover, Massachusetts, urged that “aireper c
should be taken to tune and modulate the voice, as well as to understand the rules of this
divine art.”® Instruction in singing, it seemed, could benefit learners of all skilldevel
Ezra Weld spoke particularly about those believers who were rather poor singevio
claimed to not have the capacity to learn or improve. To these, he advised that even “a
small proportion of time, dedicated to the purpose of instruction, would furnish ablity.”
Preachers also supported the outlay of funds to provide this instruction. Samyed Blair
Pennsylvania-born Presbyterian minister who pastored congregations in Boston f
1766 to 1769, gave a discourse in psalmody in which he indicated the necessity of
monetary support for singing schools: “It is our bounden duty at least, to aim at the mos
perfect execution; and, at the same time, to make decent sacrifices ahtdragpence in
laying such a foundation of knowledge in the art, as shall enable us both to please and
profit on every proper occasiof”

The call for money to acquire facilities and instructors for singing schass
answered not only by the weekly offerings of congregants but occasionallynoysaut

and composers as well. A few collections of sacred song were seepuhjshed for

3 Symmes, “The Duty and Advantages of Singing,” 12.
> Weld, “A Sermon,"19.

5 Samuel Blair, “A Discourse on Psalmodyhiladelphia: John M’Culloch, 1789), 26. Deliversa
public concert given by Mr. Spicer, master in sdareusic, under the superintendency of the Rev. Mr.
Erwin. Blair was pastor of a Presbyterian ChurchN@shaminy, PA. Accessed \Eal.
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the explicit purpose of fundraising for singing-school ventufgsans on Various
Subjectg1793) was such a publication, offered by Andrew Fowler, rector of St. Peter’s
Church in Cortland, New York. Fowler wrote the text to thirty-six new hymns in sthnda
metrical poetry so that they might be paired with any number of existing tuses. A
supporter of a new singing school in the area, he vowed to put the proceeds of his
publication toward the building project: “For having prevailed upon the trustees of my
own church, to erect a building for the purpose of a Free-School, | found myself obliged
to take every honest method | could, to raise a fund for the support of the*$are.”
number of subscribers listed at the back of Fowler’s collection indicatefi¢hat t
fundraising project was fairly successful. With this level of support frenclérgy,
tunebooks flourished, singing schools attracted many pupils, and New England

congregations recognized the importance of learning to sing properly.

“Furniture for the Minds of Children”

The advantages brought about by instruction in singing were thought to have
particular value for the youth of New England society. Not only were theh frends
more receptive to the learning of a new skill; they were especially thofg@acticing
virtuous activities like singing. The youth were notorious, as they are in owstiss,
for occasional unholy behavior involving sins of the flesh and general idleness of mind
and body. According to compilers, singing-school masters, and religious leldsrs a
the impressionable youth were in the direst need of instruction in psalmody. The act of

singing, they argued, would engage their minds and make them more receptive to

*5 Andrew FowlerHymns on Various Subjedfsew York: John Harrisson, 1793), iv. Fowler wastoe of
St. Peter’s Church in Cortland, NY and St. Phili@lsapel in Philip, NY.
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religious truths, while at the same time satisfying their desire éaispkable activity.
Two of Isaac Watts’s hymn collections, designed specifically fomteuction of
children—Divine and Moral Songs for ChildreandDivine Songs, Attempted in Easy
Language for the Use of Childréboth first published in 1715)—enjoyed widespread
popularity and numerous reprintings throughout the Nortitéastese two works
outlined the main educational and moral benefits of teaching young people to sing and
laid the groundwork for thought on this subject in colonial New England. Both contained
the same prefatory material. Therein, Watts spoke of sacred song as “fuonitine
minds of children.” Like furniture, the songs were at the same time de@yrati
functional, and downright necessary for everyday living. The minds of childzenakin
to rooms in which objects could be arrang&@ihe furniture metaphor emphasized the
importance of song as a solid presence in the mind; it took up space that might be
otherwise filled with frivolous things, and it grounded the individual, giving him or her
something concrete to dwell on when left alone.

With his opening lines, Watts indicated the seriousness of the endeavor at hand,
addressing “all that are concerned in the Education of Children”:

It is an awful and important Charge that is committed to you. The Wisdom

and Welfare of the succeeding Generation are intrusted with you

beforehand, and depend much on your Conduct. The Seeds of Misery or

Happiness in this World, and that to come, are oftentimes sown very early,
and therefore whatever may conduce to give the Minds of Children a

> A number of hymnals like these, designed spedifidar children, circulated in early America. Sder
example, Christopher SmaHymns for the Amusement of Childi@hiladelphia: William Spotswood,
1791), andrhe Village Harmony, or Youth's Assistant to Sadegdick(Exeter, NH: Henry Ranlet, 1796).
All accessible viEAl

8 Watts's metaphor is similar to those found inT®tresa of Avila’s mystical writinggl Castillo Interior
(The Interior Castle, 1577), which describes “robofghe soul.
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Relish of Virtue and Religion, ought in the first Place to be proposed to
59
you.

He asserted that the development of future generations lay in the hands of thefaalults
teach and mold them. Watts then supported the use of sacred verse to achieve this end
with examples from scripture:

Verse was at first design’d for the Service of God, tho’ it hath been

wretchedly abused since. The Ancients amongéwesand theHeathens

taught their Children and Disciples the Precepts of Morality and Worship

in Verse. The Children dérael were commanded to learn the Words of

the Song oMosesDeut. 31: 19-20And we are directed in the New

Testament, not only to sing with Grace in the Heart, btéaoh and

admonish one another by Hymns and SpEgé. V. 15°
Having argued for the duty to instruct children in singing as was done in the days of
Moses and Paul, Watts outlined four main advantages that sacred songs, like those found
in the present collection, would have for children. These four points were absorbed into
the rhetoric of late eighteenth-century American composers, compilerslanolus
leaders, who, decades later, also sought to promote the improvement of young people
through tunebooks and singing schools.

Watts first claimed that children would find singing pleasurable; the ctiras,
in a sense, its own reward. Through the process of learning music and memoadedg sa
songs, children could fulfill their desire for fun and leisure in a wholesome vigfirsi
advantage states,

1. There is a greater Delight in the very learning of Truths and Duties this

Way. There is something amusing and entertaining in Rhymes and Metre,

that will incline Children to make this Part of their Business of Diversion:
And you may turn their very Duty into a Reward, by giving them the

%9 |saac WattsDivine and Moral Songs for ChildrefNewport, RI: Solomon Southwick, 1773), |; Watts,
Divine Songs Attempted in Easy Language for thedf/&hildren 7" ed. (Boston: S. Kneeland and T.
Green for D. Henchman, 1730), i.

0 Watts,Divine and Moral Songsi; Watts,Divine Songsi-ii.
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Privilege of learning one of these Songs every Week, if they fulfil the

Business of the Week well, and promising them the Book itself, when they

have learnt ten or twenty Songs out dfit.
That youth, in particular, might find singing enjoyable was certainly agselting point
for any tunebook. The combination of religious texts and pleasing melodies would be
attractive, one might imagine, to teachers and parents hoping to both entertain and
educate their children. The connection between singing and a general state of
contentment was a compelling reason for parents to make sure their childraeabtai
musical literacy. Daniel Bayley prefaced his mostly instructional maAudew and
Complete Introduction to the Grounds and Rules of M{si64), with a reminder of this
relationship: “Happy the youth who has a bright and harmonious constitution, with a
pious turn of soul, aheerful spirit and a relish of sacred melod{A'Similar words open
Solomon Howe’sNorshipper’s Assistar{tt 799, preface by Elias Mann), urging the
reader not to miss the prime opportunity to properly educate and socialize the young
while at the same time glorifying God: “Should we attend with care, wesasily see
thevastadvantage our youth might make in those arts which capacitate the mind for the
social enjoyments, which by good improvement, are harmony to God and happifying to
men.” Mann goes on to argue that it is downright neglectful to deny one’s children of
such a fruitful and enjoyable activity: “As a rational service requireddu, @d
pleasant to every generous and social mind; it would be highly criminal in uséoolea

offspring destitute of that knowledge which God commends and every wise man®bves.”

1 Watts’s four points are found in Hvine and Moral Songsi; andDivine Songsii.

%2 Daniel Bayley A New and Complete Introduction to the Grounds Rates of Musi¢Newburyport, CT:
Daniel Bayley, 1764), iv.

%3 Solomon HoweWorshipper's AssistaifiNorthampton, MA: Andrew Wright, 1799). From thesface by
Elias Mann, dated 14 February, 1799.
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Preachers endorsed singing as a beneficial activity for children of alllagect,
many believed that even infants were receptive to sacred song and gadaady and
frequent exposure. The Reverend Samuel Blair pointed to the Moravian communities of
Eastern Pennsylvania as examples of early introduction to the pleasuresngf, $ioth
at home and in the setting of public worship:

| cannot help observing, that, the society of Moravians have discovered a

singular attention to the operations of nature in the infant state. They seem

to consider it as a point of religion, not only to entertain them in nurseries

with soft and blandishing strains of voice, but to carry them daily into their

houses of worship, that, there, their little tender frames may be

harmonized into sweetness and pe4ce.

The emphasis on early exposure was echoed by the Reverend John Black, a Rresbyteri
Black was so convinced of the necessity of singing schools and instruction in psalmod
that he rated it as important as learning how to read:

Let us, therefore, cultivate church music ourselves, and promote the

cultivation of it in our children. The eatrlier in life any one begins, the

greater progress he will make; and hence, those societies are ceotainly t

be commended, who make it a part of school education, and have their
children trained to sing, at the same time they are taught t6%Yead.

When children were instructed in psalmody at a very young age, he arguedetbey
given a greater opportunity to excel at that art, and their minds weng wagtbved in
the process.

For older children, singing was a fun, social activity preferable to altothe
because it instilled morals and a habit of reverence in the process. Sacred sang, as th
Reverend Jonas Clark of Lexington, Massachusetts, argued, was an approprmsitendive

for both boys and girls: “It is, most certainly, a laudable ambition, in all, ipecesdly in

%4 Blair, “A Discourse on Psalmody,” 29.

% Black, “The Duty of Christians in SingingZ0.
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youth, of both sexes, to strive to excell in a study so pleasant, in an art so @cditabl

in that, which, by divine grace, may qualify them to glorify G8YEzra Weld also
encouraged the youth to seek pleasure through sacred song, because in so doing, they
might replace and render unnecessary their less Godly pleasureggaaisuits:

To improve the hours of leisure, in modulating the voice to the proportions

of musick, and practising in the arts of singing, are exercises, full of

entertainment, and soon become much preferable to those vulgar sports,

and pastimes, by which in numerous instances, the flower of life is

miserably wasted, and a foundation laid for future contempt and

wretchednes$’

The “contempt and wretchedness” that Weld portended was also a concern for
Watts. In his second point, Watts claimed that sacred verse engaged the mitdain suc
way as to keep the temptation of sinful thoughts at bay. The poetic language of song, he
argued, aided in the memorization of sacred words. Songs essentially fillednimdhe
with holiness, leaving little room for anything else:

2. What is learnt in Verse is longer retain’d in Memory, and sooner

recollected. The like Sounds and the like Number of Syllables exceedingly

assist the Remembrance. And it may often happen, that the End of a Song

running in the Mind, may be an effectual Means to keep off some

Temptation, or to incline to some Duty, when a Word of Scripture is not

upon the Thoughts.

The use of verse as a memorization device was commonly recognized andeehnploy

the eighteenth centuf§.The application to religious teaching was especially emphasized.

% Clark, “The Use and Excellency of Vocal Music,”™33.
57 Weld, “A Sermon,”25.

% These attitudes toward sacred song as it wasespithe education of children anticipated muotrla
research on the connection between intelligencdrestidiction in music. Beyond its ability to enhanc
memorization, modern specialists in music educatmognize a number of similar ways in which
exposure to music improves the minds of young childPositive effects have been noted in the akas
mathematical and special reasoning, emotionalligésice, social skills, and reading comprehensions.
Proponents of Kindermusik, a international earlydttood education program begun in Germany in 1960s
and brought to the United States in the 1970s dbatbines listening, music-making, and dancingdfaio
7-year-olds, argue that music has behavioral litsreef well. For a summary of this research, sée Er

210



Ebenezer Dayton concurred with Watts’s assessment, publishing a book of religious
doctrines in the form of poetry “to promote godliness and increase religiousasesr
amongst youth, in a special manner.” Dayton explained his choice to use poetny, stat
that “truths in verse are easier learned by heart than in prose, and as muchrmsie
longer retained in memory? The addition of tunes to the poetic language further
deepened the imprint on the mind. It was hoped that children would not merely remember
the words they had sung but also absorb their meaning. Ichabod Skinner, a preacher from
North Bolton, Connecticut, discussed song’s ability to prepare impressionable minds t
understand religious truths:

The general effect of music on the mind, is to soothe and harmonize the

affections, and thus to prepare it for moral influence, and even for the

reception of truth itself. Particularly on young and tender minds, nothing

has a more happy influence; it prepares the way for attefition.
Singing schools seemed the perfect place for children to practice thisoattenti
Christian morality through the structure of poetry and music. Part of Wagts®n of
Psalm 95 was a popular text in American tunebooks because it presented a pithy
summary of the form and function of psalmody:

Come let our voices join to raise

A sacred song of solemn praise.

God is a sovreign King; rehearse
His honour in exalted verse.

JensenArts with the Brain in MindAlexandria, VA: Association for Supervision andr@culum
Development, 2001), 21-35.

% Ebenezer Daytory Concise, Poetical Body of Divinif}ewport, Rl: Solomon Southwick, 1769), iii.
Accessed vi&Al.

Ichabod L. Skinner, “A Discourse on Music” (Haridg CT: Hudson and Goodwin, 1796), 9-10.
Accessed Vi&Al
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This text about the act of singing “exalted verse” confirmed the importdrpeetic
translations of religious texts and the singing schools and tunebooks that allowed for
continual rehearsal of praise through poetry and song. It is no surprise that Olive
Brownson set this text and placed it on the first page of his own compilaatact
Harmony(1783). Combined with the message of the text, its simple melody and phrase

structure (Example 4.3) make it an ideal tunebook opener:

Example 4.30liver Brownson, “Ninety-Fifth Psalm TuneSelect Harmony1783)
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By using the tools of meter, rhyme, and melody to both instruct and praise, composers,
compilers, and singing-school teachers offered children a way to praglieasing art
and the principles of Christian morality at the same time.

Thirdly, Watts employed the furniture metaphor to argue that sacred samg gav
children an advantage by providing foundational words and melodies to think about while
alone. Again, he presupposed that without something to occupy their attention, youth
would turn to troublesome or sinful activities.

3. Thiswill be a constant Furniture for the Minds of Children, that they

may have something to think upon when alone, and sing over to

themselves. This may sometimes give their Thoughts a divine Turn, and

raise a young Meditation. Thus they will not be forced to seek Relief for
an Emptiness of Mind out of the loose and dangerous Sonnets of the Age.
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The rejection of secular song, the “loose and dangerous sonnets of the age,bwas als

present in Watts’s poetry and became a theme in some American tunes, iiigsBill

“Norfolk” (Example 4.4):

Let the old heathen tune their song,

Of great Diana and of Jove,

But the sweet theme that moves my tongue,
Is the Redeemer and his love.

Example 4.4William BiIIings, “Norfolk,” The Continental Harmon{1794)
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Eighteenth-century preachers were keen to enumerate the many sins that would be
prevented by turning the youth away from “heathen” songs and instead engi@gng t
with sacred song. By singing religious texts, their minds might be profiexigrcised
instead of sitting idle and rife for temptation. Zabdiel Adams spoke on these $enefit

musical instruction in 1771:

How much better is it for youth to spend their leisure hours in learning so
pleasant and profitable an art, than to pass them, as is too often done, “in
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rioting and drunkenness, in chambering and wantonness,” to the disgrace
of human nature, the destruction of their characters and estates, their
health, and their souls.

The Reverend John Mellen’s discourse on sacred song, delivered in Marlborough,
Massachusetts, in 1773, reiterates this argument and justifies the singing scool a
institution to help the young achieve these positive effects:
Pleasant it is to see so many accomplished for this business [of teaching
psalmody], on the one hand, and so many disposed to receive instruction,
and industrious to learn, on the other. To how much better purpose is time
spent in this way, than many others, to which young people, especially, are
often addicted and inclined? How much vice and mispence of time in mere
vanity, may be prevented by it?
Like Mellen, Samuel Blair had clearly withessed a fair amount of misbehandor a
idleness in his dealings with youth. He looked to education in psalm singing as a means
of maturing their speech and actions and turning their hearts and minds toward Christ
| would also beg leave recommend it, as an useful and elegant branch of
Christian education. To the youth of both sexes it is alike ornamental and
expedient. ... Their occasional interviews, moreover, instead of being
dissipated in frivolous frolic and chit-chat, or poisoned with frothy
ebullitions of wit and impurity, may be seasoned with such innocent and

instructive amusement, as, alone, shall captivate the heart, prompt it to
moral reflection, and charm it into habits of sweetness and wistom.

With so many potential distractions for the youth, singing was viewedvatcame and
wholesome alternative.

Composers, who were often employed as singing-school instructors, also
emphasized the educational benefits of psalmody. Oliver Holden, prefdwngnion

Harmony(1793), referred to those “happy effects” enumerated by religious lealers: “

L Adams, “The Nature, Pleasure and Advantages,” 26.

2 John Mellen, “Religion Productive of Music. A Daarse” (Boston: Isaiah Thomas, 1773), 31. Delivered
in Marlborough, MA, March 24, 1773, at a singingtlee. Accessed viBAl.

3 Blair, “A Discourse on Psalmody,” 27-28.
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provision should be made, whereby the youth at a certain age might be taught the first
principlesor rudimentsof music, its happy effects would very soon be discovered in our
worshipping assembli¢* Watts’s version of the closing verses of Psalm 45, set by
Timothy Swan in Example 4.5, emphasized these benefits for children and thatspa

O let thy God and King,

Thy sweetest thoughts employ;

Thy children shall his honour sing,

In palaces of joy.

Example 4.5Timothy Swan, “Lisbon,” in Oliver Brownsogelect Harmonyl783)
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This psalm suggests that the habit of praising God through song is passed on to future
generations, and when children learn to sing, they dwell happily in “palac®gof |

Others lauded the singing school as an excellent establishment for theanental
moral development of children. Significantly, this was an activity in which bamihgy
men and young women were encouraged to participate. The mixing of the sexhks, whic
certainly presented an occasion to sin in other scenarios, was through psalmody
transformed into a wholesome social interaction. Like many other preactessdaty,
William Symmes addressed his comments on the avoidance of vice through 8inging

both boys and girls:

" Qliver Holden,The Union Harmony, or Universal Collection of Satiusic(Boston: Isaiah Thomas
and Ebenezer T. Andrews, 1793), iii. From the mrefalated August, 1793, Charlestown, MA.
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My young Friends of both sexes—We greatly rejoice to find you so
attentive to an act of religious worship, which requires so great purity and
elevation of spirit; when ... there seems to be such a general dissipation of
thought and laxity of morals. Devotion will ever be your surest and
sweetest resource. The ambition of excelling in the religious art of
psalmody is laudable. The time that is spent in tuning and modulating the
voice; and in acquiring a competent skill in this useful art is not lost. How
many heart-achs would it prevent, if youth in general spent no part of their
time in worse pursuit$?

Rather than encouraging “worse pursuits,” singing on the contrary gave euth t
opportunity to do something good for their community. Singing in choirs or in the
occasional concert at the close of the singing-school session provided a chautdidor
service that was rare for young people, especially girls. Speakinghas event—the
concluding concert for a singing school in Cooperstown, New York—Dr. H. Farnsworth
noted, “the fair sex, are seldom ever favored with the opportunity of serving their
community, by public performance, except through the medium of mifdicthe
preface to the appropriately nan@dcial Harmony1798), Asahel Benham also spoke
of the salutary effect of singing on the minds of youth and on society in generalgleadin
them toward virtue and away from vice:

Should measures be adopted whereby youth, at a suitable age may be

taught the elements of vocal Music, the salutary effects would soon be

manifest as a shining ornament to our societies and worshipping

assemblies—Psalmody makes impressions on the mind which lead to
virtue, and at the same time diverts it from dangerous h3bits.

> Symmes, “The Duty and Advantages of Singing,” 23Qoncern over the vices of children seemed to
be a theme in both sacred and secular instructliteature of the day. A popular collection of 563 from
1789,Vice in Its Proper Shape, or, The Wonderful andavieholy Transformation of Several Naughty
Masters and Misses into Those Contemptible Aniléilieh They Most Resemble in Dispositi@oston:
Thomas and Andrews, 1789) gives a picture of tiereon misbehaviors of the youth. The children
described in it possess a number of vices: lazjie&seating, talking too much, rudeness, vulgagthd
gossiping.

% Farnsworth, “An Oration on Music,” 7.
" Asahel BenhanSocial HarmonyNew Haven, CT: Thomas and Samuel Green, 1796jn fine preface,

dated September 6, 1799, Wallingford, CT.
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Some considered these positive effects on the minds and morals of youth to be so
great as to constitute, yet again, a duty. Ezra Weld explained what he savlegsra s
obligation for parents: “We cannot but infer it the duty of parents, to make the
acquirement of skilful harmony, a part of the religious education of their amilBge
this, the soft, and gentle passions of the mind, are promoted; and serious, good affections
and conduct, advantageously recommend@d@Hiat instruction in singing was
considered to be such a vital part of the general and religious education archildr
speaks to its important role in the formation of New England societies. The evidence
suggests that New Englanders believed that sacred song and vice wereyinversel
proportional. The more one sang, the less one would be embroiled in sin. On a larger
scale, then, the more a society sang, the more pious it would be. William Tans’ur
reminded readers of this conviction in the prefacéhe Royal Melody Completehich
enjoyed numerous American printings: “where Psalmody is most used,Ghasehes
are generally the most filled,’” it having a great Influence oveMimgls of most People,
especiallyYouth and keeps them from other Vices on the Lord’s Dayere, Tans'ur
draws a direct parallel between singing and church attendance. Furthermaoiggdetss
that when one is present at church, it prevents engagement in sin.

Finally, Watts argued that sacred song was “furniture for the minds” o ym
only on Sunday and in the house of worship, but every day and in every place. He
particularly pointed to the family as a support for the practice of psalnmmtithea home

as a place for continuous worship through song:

8 \Weld, “A Sermon,”25.

" Tans'ur, The Royal Melody Complet@.
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4. TheseDivine Songsnay be of pleasant and proper Matter for their daily

or weekly Worship, to sing one in the Family, at such Time as the Parents

or Governors shall appoint; and therefore | have confin’d the Verse to the

most useful Psalm-TunéS,
By making a habit of singing sacred song in all contexts, families and, on a lleigtle
societies, could imbue everyday life with the sort of moral principles thiihpdga
embodied. Calvin, for one, discouraged the distinction between sacred and secular
aspects of life, calling instead for a Godly approach to work, home life, antiexl ot
facets of daily living. As most people spent the majority of their time athdmade
sense for preachers to encourage religious practices there. Weld @geldption of
sacred song in the home, which he claimed would bring all the enumerated benefits of
singing and create a healthy pattern for religious life in all contekkese delightful and
happy effects might be experienced in families, were the practicegagithe praises of
God, introduced as a part of their domestick sacrifieBdr eighteenth-century New
Englanders, private devotion of this type went hand-in-hand with public churcheservic
as an important means of worshiping God. The opening pages of Watts’s verasicedt
the psalms, one of the most important texts for American psalmodists, addnesses t
devotional purpose:

The chief Design of this Work was to impro®ealmodyor Religious

Singing and to encourage the frequent Practice of it in public Assemblies

and private Families with more Honor and Delight; yet the Author hopes

the reading of it may also entertain the Parlour and the Closet with devout

Pleasure and holy Meditations. Therefore he would request his Readers at
proper Seasons, to peruse it thro’; and among 340 sacred Hymns they may

and WattsPivine Songs: in Easy Language, for the Use ofdZait Both collections were printed
throughout the colonies in multiple editions, watb the nineteenth century.

81 weld, “A Sermon,”18.
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find out several that suit their own Case and Temper, or the Circumstances
of their Families and Friend$.

The preface to an instructional manual about singing also points to smallerssasting

important locations for psalmody, asking its readers to study diligentbpiftd that the

Consequence of it will be, that not only thesembliesf Zionwill Decently & in order

carry on this Exercise of Piety, but also it will be the more introduced into private

Families and become a part of oiamily-Sacrifice’® It seems that nearly any place

could be the right place for psalmody:

Meet and right it is to sing,
Glory to our God and King:
Meet in ev’ry time and place,
To rehearse his solemn prafée.

Many American compilations included tunes that specifically addressedhbilys

devotional purpose of psalm singing. They used images like the rising sun to signify

daily, patterned behavior. Compare the texts of Billings’s “Aurora” and “Ngrni

Hymn” and Jacob French’s “Devotion”:

"Aurora”

Awake my soul, awake,

Awake look up and view,

The glor'ous sun, who has begun
His daily task anew.

"Morning Hymn"
Once more my soul the rising day
Salutes thy waking eyes.

8 |saac WattsThe Psalms of David, Imitated in the Language efNlew Testament, and Applied to the
Christian State and Worsh{hiladelphia: W. Dunlap and G. Noel, 1760), iv.

8 Thomas WalterThe Grounds and Rules of Musick Explained: or, #roduction to the Art of Singing
by Note. Fitted to the Meanest CapacitiBgston: J. Franklin, 1721) ii. This preface isethl18 April,
1721, and signed by Stephen Salisbury and fift¢kers, including Cotton and Increase Mather.

8 This hymn text by Methodist Charles Wesley carfidomd in a number of American collections,
including Samson Occom, Choice Collection of Hymn42.
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Once more my voice thy tribute pay
To him that rolls the skies.

"Devotion”

Awake my soul and with the sun,

Thy daily task of duty run;

Shake off dull sloth and eatrly rise,

To pay thy morning sacrifice.
All three settings, shown in Examples 4.6, 4.7, and 4.8, are similar: each is in the key of
C, and their forms are comparable, as each composer employs an imisdtixe fier the

second couplet:

Example 4.6 William Billings, “Aurora,” The Singing Master’s Assistafii778)
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Example 4.7William Billings, “Morning Hymn,” The Continental Harmon{1794)
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Example 4.8Jacob French, “Devotion,” in Nehemiah Shumwelye American
Harmony(1793)
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These texts and their settings by American composers emphasize thenggofta
daily routine that includes sung praise. They confirm the intertwining of samngdasd
everyday activity that was a prominent feature of colonial New Englanudture.

Others noted the tendency of sacred song to instill good manners in children, so
that the lessons learned in worship or at the singing school might spill over into their
everyday life, improving their general behavior and character. In this wealynqdy
served not only a religious function, but a social one too. Farnsworth spoke of these
important auxiliary benefits: “Music is calculated to refine the manoegesicrease the
sensibility, and sweeten the temper: the first by exciting youth to attdrid porship;
which is calculated to polish and refine the manners, independent of its religious
effects.”® Skinner also described psalmody in this light: “It is a very great ornament to
society; it may assist both the manners and the md¥alis.&very case, psalmody
seemed to contribute to the upbringing of polite, pious, and respectful children, and this
was obviously desirable within families and communities at large—not just on Sunday,
but every day.

Most observers in late-eighteenth century New England agreed with Watts’s
assertion that instruction in singing was a fundamental component of the educéten of t
youth. The words of preachers and musicians alike supported Watts’s beliefs in the
various mental and moral benefits of psalmody for children and young adults. By
focusing the minds of youth on spiritual and intellectual exercises in asgddocial

environment, singings schools kept children and teens “off the streets,” in modern

8 Farnsworth, “An Oration on Music,” 6.

8 Skinner, “A Discourse on Music,” 13.
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parlance, so that they might avoid “vices” and “temptations” that threatenedhitrar
development. Naturally, parents wanted their children involved in singing schools for
these important social, spiritual, and educational benefits: “The people thibeight
children should all be taught to sing, just as much as they should be taught aritimeti
As such, many collections of psalms and hymns intended specifically for theciiosn

of youth were published during this perigd.

kkkkkkk

Young or old, persons of all stations in the New England town were thought to
benefit from instruction in the art of singing. In the late eighteenth cenhay,
publication of large numbers of tunebooks—most with many pages of instructional
materials—and the burgeoning singing-school movement underscore the social and mor
importance of learning how to sing to the best of one’s God-given abilities. tlitide
spread well beyond the small groups of composers and compilers who stood to benefit
from a society focused on singing instruction; preachers and teacherdisttiessed
singing and pointed to it as a means of attaining a well-ordered mind and a &odly li
The extended focus on learning and forming the mind, both of children and adults, speaks
to the overarching Reformed religious belief in the individual’s capability and
responsibility to seek understanding in all spiritual pursuits. Psalmody way far all

persons to practice this joint pursuit of holiness and understanding.

87 Dana,History of Woodstock, Vermor21.

8 For example, Daniel Read’s illustrated manuakfutdren,An Introduction to Psalmody; or, The Child's
Instructor in Vocal Musi¢New Haven: T. and S. Green, 1790). Accessedtpia
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CHAPTER 5: SACRED SONG AND THE COMMUNITY

In the post-Great Awakening religious environment of late eighteenth-century
America, observers from many walks of life saw singing as a way of atiegione’s
whole self—soul, body, and mind—and orienting it toward God. Singing was a powerful
expression of human emotion that presumably transported the soul to realms unreachable
through other means, allowing the singer a glimpse of the divine. Sacred swoatgdcti
the lips, breath, and body in the motions of praise. It challenged the mind to learn new
skills and encouraged deep contemplation of sacred words. At its best, psalmaey affec
a true “awakening” of the person, rousing him or her to a life of health, holiness, and
harmony. The Great Awakening had brought this personal and individual experience of
religion into sharper focus and caused a reinterpretation of the corporatesidimef
spirituality, as this model of self-improvement through song might be extended yo appl
to the larger community as well. The idea of a human body with many interdependent
parts was a central metaphor for understanding society and ultimately,ae agamic
level, the Body of Christ, that is, the Church. Just as it benefited the individuah pers

psalmody seemed to facilitate the well-being of whole communities, too.

The Bonds of Friendship
The formation of a communitarian ethos was one of these larger-scale effects

sacred music for New England society, particularly through the sisgimgpls and other



public venues for the practice of psalm singing. Although sacred music was npt solel
responsible for the cohesiveness of a community—religious beliefs, economisityeces
and living conditions also surely played a role—singing was thought to strengthen thos
bonds in a unique way. While sacred song could be experienced in solitude as a form of
private devotion in the home, psalmody was essentially a communal activity. he ver
makeup of the genre, with its three- and four-part settings, indicated sowngjssor its
enjoyment. It was a pleasant form of social interaction that also promotekeiogsts

and unity on a higher level. Even in the larger and more established towns like Boston,
subsistence economies were highly localized and interdependent. Within thakarsbc
economic networks, the importance of fulfilling one’s role and pulling one’shiveig

could not be overlooked. When all worked according to their own skills, harmonious
social order resulted. For citizens who literally depended on each othenfioakur
psalmody with its interdependent vocal lines and overarching harmonic cohersied s

as a fitting embodiment of the ideals of community and togetherness.

As we have seen, leaders of both the religious and musical communities pushed
for universal participation in psalmody, a crucial act of communal reBggapression.
Modern theories about musical participation and group performance focus on the nature
of the relationship that communal music-making fosters between performeisbAsi,
shared performance creates a bond between participants that is difficulh or eve
impossible to express in ordinary speechMursic as Social Life: The Politics of
Participation, Thomas Turino argues that the shared experience of music making can
result in a blurring of the boundaries between individuals and the creation of a new,

common identity: “good music making ... is a realization of ideRbssible—human
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relationships where the identification with others is so direct and so intenhseestheel,

for those best moments, as if our selves had mergathen applied to a musical style
like psalmody that is so deeply religious in its content and contexts, Turino’srtrighis
be adjusted to include God as part of the equation as well. American Christians could
thus merge their wills with God’s will through sacred song. Singing was aanhe time

a bold expression of self and a radical submission of self to both the singing groap and t
God. In this way, a triangular relationship existed between the individual singer, t
participating group—ideally, the whole congregation/community—and God. bieis |
formulation, the participation of all in the act of singing approximated the ‘igibn a

hill,” in which the whole community was aligned with God’s will for God’s Amarica
disciples.

Tunebook authors and compilers seemed to recognize the important communal
aspect of singing; many emphasized this function in introducing and promoting their
publications. The social benefits of singing probably appealed to many New&aga
who lived in small, close-knit communities where cooperation and oneness of purpose
were highly valued. In the prefaceTbe New-England Harmoni§t800), for example,
compiler Stephen Jenks described singing as an activity that facilitigedships,
which, in turn, helped to build up the whole community: “Music is a pleasing science,
and when properly improved is equally beneficial to Society and individualshas &

tendency to reconcile discordant hearts and to unite them in the social bonds of

! Thomas TurinoMusic as Social Life: The Politics of Participati¢@hicago: University of Chicago
Press, 2008), 19.
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friendship.” Friendships, he argued, were the basic building blocks of healthy
communities, and singing was a primary way of making possible those crucial bonds
between community members.

The well-known frontispiece for William Billings'$he New-England Psalm-
Singer(1770), probably engraved by Paul Revere, is an artistic representation of the

friendship bonds that Jenks describes (see Figure 5.1).

Figure 5.1 Frontispiece to William BillingsThe New-England Psalm-Sing@r770),
probably engraved by Paul Revere
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2 Stephen Jenksaus Deo. The New-England Harmor{@anbury, CT: Douglas & Nichols, 1800), 2.
From the preface, dated 24 Sept. 1799.
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Here, Revere depicts seven men interacting with one another around a talfaih a s
room, presumably preparing to sing the music in front of them. Billings’s canon, “Wake
Ev'ry Breath” surrounds the men; by literally encircling them, the musizsl the
performers in as one body. As an opening illustration for the collection, it doeshaore t
merely inform about the performance practice of sacred song; it sufjgestse social
function of psalmody was at least as important as its use in worship, if not more so.

Singing’s role as social adhesive seemed particularly important for thantew
expanding towns and cities in the late eighteenth century. In contrast to BilBaggon,
Supply Belcher worked in the less densely populated but growing areas of Maing, but he
too, recognized the ability of sacred music to create a sense of communiberic&s
post-Independence climate:

As the encouragement of Arts and Sciences is beneficial to all countries,
and especially where the settlement is new, the Author presumes that the
propagation of Sacred Musick will answer a valuable purpose—that it will
not only be a means of forming the people into Societies, but will be
ornamental to civilization.

According to Belcher, sacred song greatly improved the cohesiveness@éty, both

in its religious and civic arenas. Psalmody expressed many core beadiefeete

commonly held among the various Christian sects prevalent in New England, and it was
viewed as an essential part of the worship service for most of them. At tbdissmnas

an art form that usually required a group of singers working in concert, psalmody
provided a simple source of entertainment and an excuse for people to get together

frequently. The singing voice was common to all members of society, and @asdy

% Supply BelcherThe Harmony of MainéBoston: Isaiah Thomas and Ebenezer T. Andrews4)] fi@m
the preface, dated Nov. 1794.
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and cheaply trained within the singing school. Requiring no special equipment or
extraordinary outlay of time or money, singing seemed the perfect glue foregbly de
religious New England societies that had limited resources but were ctnatmurbing

new members.

An Ecumenical Practice

Many observers affirmed a belief in the universal singing voice, as they note
how sacred song seemed to unite disparate segments of society. Dr. WoRarns
mentioned a number of different groups that were frequently brought into one accord
through singing. Among them were men and women, the youth and the aged, people of
different Christian denominations, and people from different socioeconomieslabs
concluded that “almost every member of society” could benefit from the mradtic
psalmody and feel the bond of community through it:

Who can slight so liberal, so polite an art? By which gentlemen and ladies,
of every sect and rank, may associate together, in a most entertaining and
useful manner. Thus music is pleasing, and greatly strengthens society, as
it cultivates friendship; and especially as it marks no different settaria

for almost all denominations of men are ready to sing together, and view it
as a very essential part of public worship—Psalmody is calculated to
entertain almost every member of society, who has arrived to years of
understanding; both the cheerful and the sedate, the old and the*young.

Singing was deemed appropriate and requisite for Christians of everysypseamed
to move beyond some of the divisions that separated the various denominations of

Christianity present in colonial New England. In its somewhat pluraésti@ronment,

* Dr. H. Farnsworth, “An Oration on Music” (Cooperan, NY: Elihu Phinney, 1795

), 7-8. Delivered at the courthouse in Cooperstow@tsego, NY, April, 1794, at the conclusion of a
singing school taught by Nathan Billings (no apparelation to William Billings). Accessed vigAl.
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singing proved to be an ecumenical activity, as most singing schools welconoers va
denominations and most churches drew from the same repertory of sacred songsThe tex
of early American psalmody expressed religious beliefs that were mimgsaommonly

held by the various Christian groups present in the area. Nearly all denominations
embraced psalmody as an important practice of the faith, and most psalmody texts
contained messages that were general enough, theologically speaking, to apply to nea
all Christians.

Examples of this inclusive, ecumenical agenda abound in tunebooks and the
materials used to promote singing schools around New England. Andrew Fowler, the
rector of St. Peter’s church in Cortland, New York, opened his church’s singing school to
non-members: “We make no difference in the plan of our school, between our own
children, and the children of other religious denominatins.the preface toVorcester
Collection(1786), Isaiah Thomas noted the almost universal use of sacred song,
observing “with pleasure the attention paid to Church Musick, by most classes & peopl
in the New-England State8.3ome tunebooks were explicitly non-denominational, like
Samson Occom’a Choice Collection of Hymns and Spiritual Songs; Intended for the
Edification of Sincere Christians, of All DenominatioAs advertisement for Andrew
Adgate’s singing school in Philadelphia also set forth an ecumenical agenda, “that
persons of every denomination, desirous of acquiring the knowledge of Vocal Music”

might be able to do sblt was perhaps this shared experience of sacred song that the

®> Andrew FowlerHymns on Various SubjediSew York: John Harrisson, 1793), iv.

® Laus Deo! The Worcester Collection of Sacred Haryr(®vorcester, MA: Isaiah Thomas, 1786), preface.
" Andrew Adgate, “Plan of Mr. Adgate's Instituticor Diffusing More Generally the Knowledge of Vocal
Music” (Philadelphia: B. Towne, 1785). Accessed k#sl.
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president of the new nation, George Washington, had in mind when he spoke with pride
about the fraternal cooperation among Christian sects: “It affords edgyasgects,

indeed, to see Christians of different denominations dwell together in morgy caad
conduct themselves, in respect to each other, with a more Christian-likehsmiréwer

they have done in any former age, or in any other nafion.”

Tunes themselves often set broad, ecumenical texts that named God as a universal
ruler and emphasized the shared responsibility of praise. Both Justin Morganwaand Oli
Brownson found the following lines from Watts’s version of Psalm 95 worthy of musical
setting (Examples 5.1 and 5.2):

Come sound his praise abroad
And hymns of glory sing;
Jehovah is the sovereign God,
The universal king.

Example 5.1Justin Morgan, “Sounding-Joy,” in Asahel Benh&m®gderal Harmony
(1790)
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8 George Washingtoff,he Writings of George Washingtaml. Jared Sparks (New York: Harper &
Brothers, 1848), Part V, 404. Washington addrefised@ishops, clergy, and laity of the Protestant
Episcopal Church on 19 August, 1789.
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Example 5.20liver Brownson, “Sutton,Select Harmony1783)
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As this text exemplifies, all Christians could agree on the sovereigntychf@ml’'s
kingship was an especially important concept for the young nation, astédesie
authority of earthly monarchs. On both a religious and political level, New Emgtand
could rally around tunes like this one.

Preachers reminded their congregants that this social aspect of singitigg-uni
people across various divisions—was part of God’s design for humankind. People were
made as social beings, so participating in group worship and in community-building
activities was natural, good, and requisite. Singing, as Lemuel Hedgenexbfailfilled
this natural desire for togetherness and appropriately directed it towardGaabhas
made men, as well as angels, sociable creatures, and he expects and reqthes that
unite together in offering up their praises to Him: And as it is good for theveth so
to sing together in unity® Ichabod Skinner similarly described the sense of unity that
enhanced the experience of worship, drawing body and soul into alignment:

Our worship is designed to be social—between the social and animal

feelings, there is an inseparable connection—as the animal are exated, t
social are drawn into exercise, and thus a multitude of hearts can beat in

° Lemuel Hedge, “The Duty and Manner of Singing hri§tian Churches, Considered and lllustrated”
(Boston: Richard Draper, 1772), 18. Preached atgang) lecture in Warwick, MA, where Hedge was
pastor, on January 29, 1772. “Published at theastopf the singers.” Accessed Al
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unison, and a whole assembly imbibe nearly the same sentiments and
feelings™®

Skinner and other observers of late eighteenth-century psalmody recodpeizeshvier of

sacred song to provide a meaningful common experience to groups of people, thus
building a sense of community on many levels. In choirs and small private gatherings
sacred tunebooks were the centerpieces of social interaction, providing acfource
pleasurable and challenging activity and shared religious beliefs Bast, psalmody

brought all into a state of being one soul, one body, and one mind together. Churches and
singing schools facilitated this sense of community in a formal way andaogea level.

As a fundamental part of daily life in New England and an activity common toy/radlarl
people who lived there, singing promoted cohesion among the different segments of the

population and embodied the ecumenical agenda of the Great Awakening.

A Democratic Practice

Furthermore, the singing voice, as the central focus of so many native tunes
opens a window onto broader aspects of American culture in the Revolutionary and post-
Revolutionary periods. Some of the apparent virtues of the singing voice—its
naturalness, its versatility, its universality, its ability to be honed tlhrbagd work—
mirrored some of the perceived values present during this early nation-bsidgegof
American history. With the growth of new settlements and a relatively mobile populat
the portability of the voice and the low cost associated with establishinggm@ups in

new locations made it an especially appealing art form and social adtlititpately, the

%|chabod L. Skinner, “A Discourse on Music” (Hardo CT: Hudson and Goodwin, 1796), 17. Delivered
February, 1796, at a singing lecture in North Belt6T. Accessed ViRAI.
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voice is an instrument representative of democracy. The choral body depended/on man
individuals doing their parts and working as one. As in a democracy, every individual has
a voice, and, as Billings reminded his readers, “It is not material whéathgoices be

greater, or less'* Regardless of skill level, each person was expected to put his or her
voice to use and to participate in the common work of praising God.

Evidence for the democratic nature of psalm singing can be found in the way
singing schools and tunebooks catered to all segments of society, particulgdynige
unlearned, and outcast. People of all ages and capacities attended simuyirtey aad
purchased tunebooks. Many observers viewed the singing school as a type of continuing
education program for adults as well as children. The practice of psalmodyyot onl
challenged the mind, it was also a means of imparting Christian moradity an
participating in the worship life of the community. These benefits were thoughsto be
crucial to the functioning of New England society that virtually everyorseemaouraged
to learn the art of singing. Thus, the rhetoric surrounding psalmody was extratyrdinar
broad and inclusive, welcoming people of all ages and all levels of artistiy albidi
mental capacity. Many authors took special care to write with languageabat w
accessible to the unlearned. Even if one was illiterate and could not read wctiorstf
manual on singing, the methods themselves had to be easy enough to be learned by nearly
anyone. Typical of late eighteenth-century tunebooksWwbicester Collectiof1786),
for example, boasted of an introductory “rudiments” section that could be understood and
easily learned by a broad range of people: “As young children, as wetsesdf riper

years, are now instructed in Psalmody, the following Introduction is wiittas plain

™ william Billings, The Singing Master's Assistant. Or Key to PractMalsic (Boston: Draper and
Folsom, 1778), 15.
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and familiar a manner as the nature of the subject would admit, in order thedetter
accommodate it to all capacitie.”

By targeting those with little or no understanding of music and singing, these
tunebooks underscored the participatory culture of psalmody and the value placed on
learning. The instruction itself was seen as a valuable activity. Pngemhithe
advantages of sacred song for all people, Zabdiel Adams asserted tinattios in
psalmody is as necessary as in any other art or science” and concludedythat eas
understand approaches to the subject were immensely valuable. He had grdenoenf
that almost anyone could come to a basic understanding of how to interpret music and
produce a reasonably pleasing sound with their voice. Resting on the efforts of tunebook
compilers to make their explanations of psalmody accessible, he declar&detrates
of [harmony] may be learned by persons of common capacities without any great
expence of time or attention; and when learnt, may be reduced to practice by far the
greater part of mankind-*

According to Adams, the benefits of singing for all segments of socigiyng
and old, educated and ignorant—were so great that accommodations had to be made for
the least of them. These efforts included the publication of tunebooks and instructional
manuals and the establishment of singing schools:

Hence the indispensable necessity of an acquaintance with the rules of

musick, ... hence also the necessity of singing-masters to teach and

instruct the young, the ignorant and the unlearned. Time and money
expended for this purpose are profitably laid out. Instruction brings back

12| aus Deo! The Worcester Collection of Sacred Haryr({®torcester, MA: Isaiah Thomas, 1786), front
matter.

13 Zabdiel Adams, “The Nature, Pleasure and Advarsta§€hurch-Musick” (Boston: Richard Draper,
1771), 11, 24. Preached in Lancaster, MA on Thyrsépril 4, 1771. Adams was pastor of a church in
Lunenberg, MA. Accessed VigAl.
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the aged to the rule, from which they gradually, and in a course of years
widely depart:*

The fact that tunebooks were written and singing schools were promoted in sugh-a wa
accessible to children and unlearned people and welcoming to all Christidectsraf
belief in the universality of sacred song. Musicians and religious leadexdalieved
that everyone should participate in the act of service and praise to God thatdysalm
embodied. Therefore, they emphasized the value of simplicity and directneds ithebot
music itself and instructional methods. Elias Mann, prefaciny\hieshipper’s Assistant
(1799), explained why an uncomplicated learning approach to the art of psalmody was
necessary: “The plainest method is best in the service of God, who requireisysamce
simplicity in his worship; therefore if we desire to belong to his spiritu@nalsly we
should condescend to the weak, capacities of Children and foreighers.”

Mann’s recommendation offers a taste the rhetoric of democracy that colored
many aspects of colonial life, especially during the Revolutionary Wattsaattermath.
The idea of condescension to the masses—in this case, “weak” singersn¢hihdre
those of “common capacities”™—was and remains one of the chief criticisms of
democracy in general. Mann even included foreigners—presumably, immigrants or other
newcomers to a community—in his circle of those who should attempt to learn sacred
song. In the eyes of eighteenth-century New Englanders, it seems thaigysalas to
be a true participatory work of the common people and not a performance by an elite

group of specially-trained singers.

14 Adams, “The Nature, Pleasure and Advantages,’®5-2

15> Solomon HoweWorshipper's AssistafiNorthampton, MA: Andrew Wright, 1799). From thesface by
Elias Mann, dated 14 February, 1799.
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The Body of Christ

With this broad and ecumenical invitation, singing helped the community to
more fully represent Body of Christ, another biblical Pauline concept thgtavasiount
in the religious rhetoric of post-Great Awakening America. In Pdus$sletter to the
Corinthians (the same epistle in which he talks about singing “with the gmdt*with
the understanding also”), he presents a famous analogy between the human boely and th
“body” of Christ, that is, the whole community of believers:

For as the body is one, and hath many members, and all the members of

that one body, being many, are one body: so also is Christ. For by one

Spirit are we all baptized into one body, whether we be Jews or Gentiles,

whether we be bond or free; and have been all made to drink into one
Spirit. (1 Cor. 12:12-13)

Through the metaphor of the body, Paul draws attention to both the unity and diversity of
the body of believers. Like the human body, the many “members” necessagly h

different functions, and they are diverse in their makeup—Jew or Gentile, bond. or free
Yet, this essential diversity results in a unified and efficient whole, waith endividual
incorporated into the common purpose of praising the one true God. Preachers
recognized this passage as a call to ecumenism. Samuel Langdon, preaahing
association of ministers in New Hampshire, cited Paul's words as support fodaahrba
universal understanding of “church”: “St. Paul most certainly useth thechardhin

the most catholic sense, as comprehending all particular churches, thro’ ldiefevor

they are all one in Christ Jesus the heé&dtought to its fullest fruition, the Body of

Christ was to be a cooperative community of all those who professed the Chrigtian fai

16 Samuel Langdon, “A Discourse on the Unity of tHeuzh as a Monumental Pillar of the Truth;
Designed to Reconcile Christians of All Parties &®sthominations in Charity and Fellowship, as One
Body in Christ” (Exeter, NH: Henry Ranlet, 1792),“8elivered before an association of ministers
convened at Portsmouth, [NH], October 12, 1791, iarslibstance repeated at a lecture in Hamptos,Fall
January 26, 1792.” Langdon was a minister in teentof Hampton Falls , NH. Accessed HA.
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Understood as a welcoming, unified entity with many diversely functioning parts
the Body of Christ shared obvious similarities with the late eighteenth-gdxituv
England singing choir. The different voice parts each worked only in conjunction with
the others, and together they joined to create harmony. No one voice could harmonize
with itself. Furthermore, the practice of psalmody in singing schools andiailt soc
functions encouraged broad participation by all segments of society and by dralbns
skill levels. With sacred texts and the consistent emphasis on spiritual and moral
development in the discourse of psalmody, Christ might be considered the “head” of the
singing group as well.

Because of these similarities, Paul’'s concept of the Body of Christ nsadayit
into tunebooks and hymn texts, serving as a fitting reminder of the larger, unitive purpose
of psalmody. One of Watts’s hymns, entitled “Communion with Christ and with the
Saints,” for example, reiterates Christ’s leadership of the “sev'r&d"gaaking up the
whole. In using the image of bread, he also points to the Eucharistic nature of Christ’s
body:

We are but sev’ral parts

Of the same broken bread,

One body hath its several limbs,

But Jesus is the head.
George Whitefield, one of the main catalysts of the Great Awakeningeglsgnized

the importance of the Body of Christ concept in drawing Christians togeétiser

evangelical preaching style was similarly ecumenical in its amphasizing the beliefs

7 |saac WattsHymns and Spiritual Song$8" ed. (New York: H. Gaine, 1761), 261.
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that all Christians held in common and minimizing the differences between
denominations. One of Whitefield’s original hymn texts echoes Watts’s:

Build us in one Body up,

Call'd in one high Calling’s Hope;

One the Spirit whom we claim,

One the pure baptismal flam&.
Whitefield asserts the oneness of all Christians, using the familiar sno@gjee body and
the baptism flame to support this claim. Psalm 133 also describes this tyméeyof
among diversely functioning parts. When set in the style of four-part psalmodp]igs
a similar harmonious order within the singing group:

How pleasant 'tis to see

Kindred and friends agree.

Each in their proper station move,

And each fulfill their part

With sympathizing heart,

In all the care of life and love.
According to these texts, in the choir as in life, each voice must in its “propensta
move”; when all perform their assigned roles, the harmony is sweet. DaaiélsR
fittingly titled setting of Psalm 133, “Amity,” shown in Example 5.3, dffan excellent

musical depiction of both independently-moving lines (in the middle fuging section) and

harmonious union:

18 George WhitefieldA Collection of Hymns for Social WorsHiphiladelphia: David Hall, 1768), 132.
Excerpted from Part Ill, hymn XXIV.
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Example 5.3Daniel Read, “Amity,” in Chauncey LangddBeauties of PsalmodyL786)
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These words about interconnectedness and larger corporate entities linkedahe hum

body, the singing choir, and the Body of Christ into one metaphor. Each entity was

comprised of many parts with different skills, and all three “bodies” weteathest

when each individual performed his or her own function, no more and no less.

Conclusions

Psalmody, as a communal activity that demonstrated the action of the Body of

Christ, represented larger trends in the religious and political life of idanerthe late

eighteenth century. A desire for oneness might be cited as a theme common to this

cultural and political environment. In the musical world dominated by psalmody

musicians and religious leaders alike emphasized the oneness of person—in soul, body

and mind—that could be achieved through singing and that could benefit the whole
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person in numerous ways explored here. In the wake of the Great Awakening, religious
leaders called for a new ecumenical spirit among Christians of all deatoms. During
the American Revolution and its aftermath, colonies that had previously functioned as
separate entities, often with religious barriers between them, were ltepeunite to
rebel against a common enemy and live under one lawhdrRevolution of the Saints
(1965), Michael Walzer assesses the relationship between religion and paditezd in
late eighteenth-century America:
The same sense of civic virtue, of discipline and duty, lies behind the two
names. Saint and citizen together suggest a new integration of private men

... in the political order, an integration based upon a novel view of politics
as a kind of conscientious and continuous ldBor.

The individual was seen as an integral part of the body politic and, in religimss the
Body of Christ. The typical Revolutionary-period New Englander, a composite sa
citizen, Walzer argues, made little distinction between spiritual and pblitiatters. This
corps of “psalm-singing soldiers” demonstrated the radical integratiombtit@nd
private in early America through all sorts of religious and political/aiets, including
singing.

Finally, the health of a community’s religious life, that is, its gdmaality,
was thought to be directly related to its civic health. Revivalist preachehaariae
spoke often of this connection; in a 1766 sermon he cited the “blessed tendency of vital
piety to happify the civil state’® This evaluation of New England societies held equally

true for the individuals that lived within them; the harmony between private pidty a

9 Michael WalzerThe Revolution of the Saints: A Study in the OsigihRadical Politic§Cambridge,
MA: Harvard University Press, 1965), 2, 87.

2 william G. McLoughlin,Revivals, Awakenings, and Reform: An Essay oniBeland Social Change in
America, 1607-197{Chicago: University of Chicago Press, 1978), 80.
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public life was expressed through activities like singing that naturatlgéxd this two.
The observations about sacred song’s ability to benefit the soul, body, and mind in
numerous ways, and to bring those parts into proper alignment with one another
demonstrates on a small scale its potential effects for New Englaptiesoat large. The
holistic well-being that psalm singing encouraged for the individual mightagigly to
the whole community of singers, bringing public and private, political and religious

into harmony.
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Appendix A: Biographical sketches of late eighteenth-century preachs and orators

Zabdiel Adams (1739, Braintree, MA — 1801, Quincy, MA) graduated from Harvard
University in 1759 and attended seminary. In 1764, he was ordained as a Congregational
minister at Lunenburg, in northern Massachusetts, where he stayed uiatsit 4t186.

Adams published sermons on various topics, including sacred music and Christian unity.
He was a first cousin to John Adams, the second president of the United States, and a
more distant cousin to patriot Samuel Adams. John Adams wrote a letter to Zabdiel i
1776 while the former was drafting the Declaration of Independence. Their
correspondence addresses the pros and cons of independence and the moral aspects of
forming a new nation.

John Anderson(c. 1748 — 1830) was born in England to Scottish parents. He studied
theology at the Associate Divinity Hall in Scotland. After moving to theddinBtates in

1783, Anderson settled in the Philadelphia area and was ordained a Presbyterian minist
there in 1788. He became a member of the Associate Presbytery of Pennsyltaoh

and pastored congregations at Mill-Creek and Herman’s Creek, Pennsylvanias He w
installed as pastor at Kings Creek United Presbyterian Church, near ghtgibdi792,

was named professor of theology there in 1794, and retired in 1810. Anderson apparently
had a weak voice and poor speaking skills. He was, however, very studious and an
excellent writer. Descriptions of Anderson capture his socially awkwatdénoverted
nature: one account describes him as “remarkably small, not over five feet in ivight

a large head, and thick, tangled hair. His eyes were black and penetrating, andéis whol
manner that of a man not belonging to the ordinary grade of humanity, but marking him
off as one of unusual powers.”

John Black (ca. 1750, North Carolina — 1802) graduated from the College of New Jersey
(now Princeton) in 1771. He was licensed as a Presbyterian minister 1773 anetliastall
pastor of the Upper Presbyterian congregation at Marsh-Creek (noveltzet),
Pennsylvania, in 1775. Known as an excellent preacher, Black was very popular with his
congregants. His popularity waned when he took up the cause of temperance in the later
years of his ministry. He left the Marsh-Creek congregation in 1794. From 1808isntil

! Walter A. Davis, compEarly Records of the Town of Lunenburg, Massacksidecluding That Part
Which Is Now Fitchburg, 1719-17§&itchburg, MA: City Council of Fitchburg, 1898)18; William

Allen, An American Biographical and Historical DictionarZontaining an Account of the Lives,
Characters, and Writings of the Most Eminent PessiorNorth America From Its First Settlement, and a
Summary of the History of the Several Coloniesaritie United State2nd ed. (Boston: Hyde, 1832).

2 Joseph Henderson Bausmeiistory of Beaver County, Pennsylania, and Its €enial Celebrationvol.
2 (New York: Knickerbocker Press, 1904), 915-917.
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death, Black worked for Unity and Greensburg Presbyterian churches in Weatmdore
County, Pennsylvania.

Samuel Blair (1741, Fagg's Manor, PA — 1818) was a Presbyterian minister and the
second Chaplain of the United States House of Representatives. Blair was the son of a
Presbyterian minister (also named Samuel Blair), who was a friend @nttoai$ revival
preacher George Whitefield and one of the prominent proponents of New Light
Presbyterianism. Samuel Blair, the younger, graduated from the Collbigsvalersey

(now Princeton) in 1760 and was licensed to preach in 1764. He was pastor of the Old
South Church in Boston from 1766 until 1769, when he retired due to poor health. He
was known as an eloquent and studious preacher. In 1767, at only twenty-six years of
age, Blair was offered the presidency of the College of New Jersey, datliveed. After
1769, Blair devoted himself to his studies and earned the degree of Doctor of Divinity
from the University of Pennsylvania in 1790. He was appointed Chaplain in Congress
later that year, a position he held for two yéars.

Jonas Clark (1730, Newton, MA — 1805) graduated from Harvard in 1752 and was
ordained pastor of the Congregational church in Lexington, Massachusetts, in 1755,
where he remained until his death. Clark was known for his exceptionally long-winded
sermons, sometimes lasting up to two hours. He was an avid patriot. Clark’s home in
Lexington is reportedly the location where Samuel Adams and John Hancock met with
Paul Revere on the eve of the Battle of Lexington, April 19, 1775, which marked the
beginning of the Revolutionary War. Revere helped Hancock and Adams escape in the
early morning h