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"Sing to the Lorxd a mnew song; sing to the
Lord a8ll the earth! For God has made our
heart and spirit joyful through his dear Son,
whom he offered for us to redeem us from sin,
death, and devil, He who earnestly believes
this ocannot keep quiet about it; he must sing
about it Joyfully and exult over it and spesk
about it so that others also hear and come to
1teeee.Therefore, the printers are doing a
very oommendable work when they print ‘good
hymns industriously and make them attractive
to the people with all manner of ornementa-
tion, to the end that they may be ineited to
this joy in believing and glaedly sing."™

===Dr. Martin Luther
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AN EVALUATIOI OF THEE NINETEENTH OCENTURY ENGLISH
HYHUI TUNE FOR AUERICAN LUTHERAN WORSHIP

I. THE BEYMN AND HYMN TUNE
IN LUTHERAN WORSHIP

Since the earliest days of the Christian Church, be-
lievers everywhere have recognized the God-given requisite
for common worship. "The assenrmbling of ourselves togsther"l
inevitably became organized. Iany of the early Christians
were converts from the liturgiocel Jewish religion and brought
with them a feeling for systemastized worship. From the be-
ginning an integrel part of this system was the use of
"psalms and hymns and spiritual aonss."z as a means for let-
ting the Word of Christ dwell riochly in Christian hearts.
History has shown how hymn-singing eventually fell 1ntordia-
use with the rise of elericslism in the Esstern and Western
Church. The priest and the speclally trained ohoir became
the only vocal participants in worship. History has also
shown that Hartin Luther and the Protestant Reformation

brought baock congregational singing in the comrmnal worship.

l. Hebrews 10: 2b.
2. Colossians 3: 16.



The Lutheran Church has upheld Dr. Luther's emphasis on

the singing of hymns, and for centuries has been Imown as
"the Singing Church."

We do well, therefore, td'study the hymns and the
hymn tunes that are used in our common Lutheran worship and
to evaluate them in the light of objective oriteria. In
this paper we shall iiﬁit our study to the music written
for the hymns, and that from a specific period and area of
Christian Worship.

For many decades the Lutheran Church followed the ex-
ample of the Reformer and continued to produce hymn tunes
for public worship of musiceal worth. This was the era of
the Lutheran Chorale. Gradually this output ceased in the
land of the Reformation and was undoubtedly expected to be
caught up by those church groups which besr Luther's name
in other parts of the world. This expectation has not been
realized. Except perhaps for a few worth-while tumes from
the Scandinavian Lutherans end & few tramnslations and re-
visions of the German chorgles, the Lutheran Church outside
of Germany hes not been conspicuous in the fiecld of hymnody
and hymn tune writing.

Yet the Lutheran hymmals continue to increese in size
and in choice of hymn tunes. A brief study of The Lutheran
Hymnal (1941) of the Missouri Synod shows that the compo-
sers of the 380 tunes of the hymnal come in the main from

three aountries: 18 from America, 59 from England, and 58
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from Germany. This trend is borne out in the other Lu-

theran hymnels published in America during the first 40
years of this eentury, to perhaps an even more marked de-
gree, If so many of these tunes sre coming into the Lu-
theran Services from extra-Lutheran sources, we also do
well to study these sources with the aim of evaluating
their usage in the Lutheran Church of Amerioca.

In this paper we shall study the contribution of the
Anglican Church.

For nearly four centuries the Anglican Churoch
has supplied English-speaking Christendom with
its best tunes, tunes that are universally con-
ceded to be models of their typre. Their only
rivals are the Lutheran Chorales, but Lutheran
Hymnody is a thing of the past while the Angli-
can Church is today at its fullest and ripest
. period of musical expression., 4

We shall further limit the scope of the paper by narrowing
the study to a comparatively new type of hyman tune that a-
rose during the nineteenth century. Dean Lutkin outlines
the period:

The nineteenth sentury witnessed the birth of a
new type of hymn tune in England and one which
largely dominates the hymn tune composer of to-
day. The leading exponents of this style of
inglioen hymn tunes are Goss, 1800; Smart, 1813;
¥lvey, 1816; Hopkins, 1818; Monk, 1823; Dykes,
1823; Barnby, 1834; Stainer, 1840; and, Sulli-
van, 1842. 5

Edrund S. Lorenz emphasizes the importance of the his-

3. We Ge Polaok, The Handbook to the Lutheran Hymnal,

« XII.
2 4, Peter Christian Lutkin, lusioc in the Church, P. 3.

5. Peter Christian Lutkin, Seleoted Hymns snd Caxols,
Foreword.



torieal approach to Church Musie in his book designed to

stimulate the interests of the ministers, especially of
the non-liturgic denominetions in this vaet field of musia,
Why, he asks, should the preacher he interested only in
the development of dootrine and not in the development of
music which also cplays en important pert of every publiec
worshép? Vhy is Palesfrin& not as interesting as Savona-
rola?

To enter a discuésion of the musioc of Christian hymno-
dy we must have before us an adequate definition of the
hyrn itself. "A hymn 1s a sacred poem expressive of devo-
tion, spiritual experience, or rel%gioua truth, fitted to

be sung by an assembly of people.” Furthermore, a hymn
"magt be true, Biblieal, Christian, edifying, simple yet
dignified in language, excellent in content and form,-de-
votional in tong. churchly and .congregational in viewpoint

and sentiment." We are ocareful to evoid any confusion be-

6. Edmund 8. Lorenz, Church liusie, »p. 87-38: "If the
minister has not followed the development of the imerican
hymn tune from Willliam Billings down to the present time, if
he does not know the extraordinary influence of lLowell Kason
upoa Ameriocan church musio, or the progress of the English
hymn tune from Tallis down to Dykes, how can he Jjudge as to
their relagive glaima Eﬁoniﬂm:rigﬁn §¥u€0h352; e t‘

Edward Diokinson, Music in the History of the Western
Church, pe. 406: "Both ministers and oholr leaders should be
avare of the nature of the problems which ecclesiastical mu-
sioc presents. They should Imow something of the experience
of the church in its historic deslings with this question,
of the speocial qualities of the chief forms of church song
whioch heve so greatly figured in the past, and of the nature
of the affeot of musioc upon the mind both by itself zlone
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tween the discussion at hand and a discussion of spiritual

songs in general, or between the hymn and the gospel-song.

We are here interested eolely in the true church-hymrn. The
definition given sbove also governs the tunes to whioh the

hymns are set, for words end tune work together for s ocom-

mon effeoct and goal in public worship.

Furthermore, sinee we are to evaluate hymm tuneshfor
vse in American Lutheran worship, we rmst a2lso have before
us an adeguate ooncept of the special demands of the Imther-
an religious service. Such dermends are Bitlicel and tradi-
tiongl, 2nd a olear ountline of these gives us the necded ob-
Jjeotive oriteria for Judgment of the Anglican hymn tune.

Pirst, we shall considér the Biblioal or doetrinal de-
mands of Lutheran worshin, The Lutheran faith is built
solely on the Atonement of Jesns Christ. The people that
gather for corporate worship are in the main believers in
this Atonement. Through this work of reoconciliation, Jesus
Christ has brought them back into fellowship with their Fa-
ther, and through Jesus Christ they worship Eim. The moods,
therefore, of Lutheran worship are al¥ays moods of joy, Joy
in the Atonement of Christ. Iutheran worship, furthermore,
is always en expression of the believer's strong feith in the
Atoning Ohrisf: it is always built around the Word which

and in eollusion with other religious influences.”
7. Harvey B. Marks, quoted by Polack, op. cit., p. IX.
8. Ibid.



brings the message of this reconeiliation. Iuther writes:

eseeesit is necessary to know, first of all, that

the Christien congregation never should assemble

unleess God's Word is preached and prayer is made,

no matter for how brief g time this may be., 9
Finally, Lutheran worship is always'the worship of the cor-
norate ochurch. The believers gather for worship, snd toge-
ther they are instruated of God, and together they bring
their comron problems and praise before His throne.

The second consideration is how these dootrinal prin-
ciples of worship have been put into praotice, Traditional-
ly, Imtheran worship has slways included the hymn by the peo-
ple. 8Since the people have gathered for worship, since they
heve individually been redeemeiby the Atoning Christ, and
sinoce they each are members of the royal priesthood, Luther
and his followers have demanicd a place for the oongrega-
tional hymn in public worship.

ssesseslet me emphasize that we must regard the

great musical heritage of the Lutheran Church

not only as a precious gift of God, but also

28 a manifestation of Lutheranism's belief in

the doatrine of the universal priesthood. This

precious dootrine has exerted a tremendous in-

fluence in determining the neture of our Lu-

theran liturgies and the styles, charaster, spi-
rit, and content of Lutherasn church music. 10

9. Martin Iuther, "Conaerning the Ordering of Divine
Worship in tho Congregation," Works of lMartin Luther, VI,
» 60, L A G P
E 10. Walter E. Buszin, "The Dootrine of the Universal
Priesthood and Its Influence Upon the Liturgies and llusio
of the Lutheran Church," Theodore Heolty-liockel, The iiusi-

cel Heritage of the Church, p. 12%.




Furthermore, the hymn tune of traditional Iutheran worship
has always been in the idiom close to popular oapacity.

This is witnessed by:the gources of the Lutheran chorales.

The first was Gregorian music accomodated to th; limitations
of the people. It was simplified and even changed to bring
it within popular reash. Secondly, the religious folk songs

of the people in days priof'td the Reformation became a
source for the Lutheran chorales, again mueic in tﬁe popular
idiom. The third source was the hymns of the Bohemian
Brethren and later, hymns from the Huguenot Psalter. These,
too, were simple tunes the cormmon people loved. Finally,
the originel hymns penned within Lg{heran cireles by Luther
and others were the fourth source. Although the Reformer
end his assoociastes in no way ignored the artistic in church
rusic, the hymns they produced were popular hymns. They
were hymns that oould a&nd would be sung by the people.

In addition to the hymn of the people, Lutheran worship
is traditionally associated with the organ. The hymn is
sung with organ accompaniment, The Lutheran chorale and
organ music effected mutual influences.

essesthe German Reformation had brought in the

new Lutheran chorales which the people sang with

unfailing gusto and enthusiessm, Organists were

e ehbrelon ant fnirotusad fhen Bith neelinic

nary passages, based on the tune to be sung. 12
These "preludes" develoved into short orgen movements and be-

CRINTALAKE MEMORIAL LIBRARY
CUOMCORDIA SEMINARY

9. LOS, 140,

1l. Ibid., Pp. 117-121.
12, Torenz, op. oit., DP. 426,



came very popular with German church composers and had a

definite influence on later organ musies. On the other hand,
the hymn tunes of the church asme from the pens o0f church
organiste to a great degree and were conditioned by the or-
gan training of these composere.

The evaluation of hymn tunes for Lutheran worship, then,
mat rest on these doctrinal and traditionel considerations.
They must be in the spirit and fsith of the Atonement of
Christ Jesus and within the rusiecal capacity of the people
thet sing them.



II. A BRIEF HISTORY OF ENCLISH CHBURCE
HUSIC UP TO THE NIUETEENTE CENTURY

In order to understand the music of the latter haif of
the 19th century in England, the reader must have an over-
view of the entire history of Eaglish Churceh liusic. The m-
sical oconcepts of the men who wrote the hymn tunes we are to
evaluate were the results of the long chain of development
in the church music of England. VWhen Augustine and his monks
entered Canterbury in the year 596, they brought with them
not only the Roman hierarchy and sovereignty, but also the
system of church music of th?ir pope, Gregory the Greast,
Although the Gregorian system easiiy found its way into the
urban churches, the people's own songs, secular and reli-
gious, held out in the villages and rural areas. The roots
of English music are to be found in the folk songs and folk
dances which developed side by side with the ecclesiestiosl
art fostered by Gregory's monk:. However, instead of the
comparatively highly developed Gregorian system "raising"
the musical taste of the English peasants, {hair popular bal-
lad tunes found their ways into the churech. In the great
monastic asenters the pure Gregorian melodies did manage to
survive, and for about 900 years these two elements, Grego-

rien and folk songe, continued to strive for aseendancy,

1. Lorenz, op. cit., ne 270: "Not only did the Church
use the peOple'é ﬁgioaiea'for its own purposes outside of
the church service, but they were adapted to the needs of
the churoch service itself."




the folk tune slowly gaining the dey. The Englizh madrigal

and glee of later times are similar, in origin at least, to
these earliar, somewhat oruder ballads of the common peox:le.2
The ohlef blow to the purs Gregorian influence remained
for the hands of the self=willed Henry VITI. In his endea-
vor to gentralize Englasnd’s rule, he suppressed the ronss-

teries and at the same time stamped out the pure plainsong

of Gregory. However, the ancient plainsong was adapted to
the vernaoular, and the first pert of the Fnglish service ar-
ranged in this way was translated by Archbishop Crammer in
1544, Although Henry'e reformation was at first anti-papsl,
rather then anti-Catholioe, the high religious feelings of
the continent eould not bte warded off long, The religious
folk-songs end metriesl psalme of the Lollards, Wyeliffites,
and Calvinists soon found their way to the esrs of the Eng-
lish »eople and began the inter-Fnglish struggle of church
rusic whioh was felt even in the days of Americe's Pilgrim

fathers.

2. Several references will he made to the madrigal
and glee in chapter III, The madrigel is a secular compo-
gition for two or more voices, practised originslly in North
Italy in the 14th gentury and revived in the lé6th and 17th
canturies, when it bescame popular in most of Europe. The
glee ig derived from the Anglo-Saxon gligge, which means
rusic. It is defined as 2 plaae of unaccompanied vooal ru-
gic in at least three perts, and for solo voices, usually
those of men. Glees osme into use around the beginning of
the 18th century and reached the peak of their popularity
between 1760 and 1825. Cf. Grove's Diotionary of Imsic and
lusiocians, 8. ¥., III, p. 275, II, p. 292.
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Howhere has musioc been a keener two-edged sword,

a fiercer weapon, than in England during the fif-

teenth, sixteenth, and seventeenth centuries.cees

Gregorian chant (in the vernaoular) wes arrayed

against folk-song styles; polyphonic choral 1lit-

erature versus a new style of composition, the

anthem; Psalmody etriking at the heart of origi-

nal hymns. 3

Within the nevly established English Churoh, the con-
trepuntal style devecloved, endeavoring tn give each voice
equel importance. This movement was a result of the gen-
eral rise of medieval pelyphonioc music in the 16th sentury,
Palestrina had bronght on the Golden Age of Roman Church
lusic and with it the upsurgs of contrapuntal style. The
movenment ocaught on outside of Italy and spread throughout
Europe to England, where it found forceful adherents in
Tallis and Byrd. These two men, with Tye and Gibbons were in
the fore in the writing of motets during this period, following
the pattern of Palestrina, Oxlando di Lasso, Willaert, and o-
thers. They soon turned their efforts from the Latin motet,
however, to the writing of anthems with English toxts and
found a néw inspiration 12 the fresher rhyithms and accen-
tuation of the new texts. Tallis galned the title of
"Father of Imglish Cathedrsl Iusis," but carried over his
interest in the polyphonia style to his organ works and
pealm tunes. Most of his work was done while he was at the
Abbey of the Holy Cross at Waltham in Essex and lafer when
he served as joint organist with Byrd at the Chapol Royal.

Gibbons also helped to build the polyphonic influence on

3. H. Augustine Smith, "The Expression of Religion in

Musio," The Arts 2nd Religion, A. E. Bailey, p. 120.
i. Lorenz, Op. oit., pPe 359




Fnglish Church Husic. TFor over twenty years'he served as

organipst at the Chapel Royal. He wrote no music for the
Latin Churoh rites and few of his compositions for English
texts were published during his lifetime. His own impor-
tance, and the influemce of the polyphonic style for whioch
he stood, is evidenced by & @ollection of his shureh rusic
published by Sir Frederiok Cuseley in 1873, in the midat of
the period under discussion. ,

But the Furitans end non-conformists, beginning with
the reign of Elizsbeth, asked for stricter Cglvinistie doeo-
trine, Presbyterianism in the stead of the lpiecopacy, &nd
& "purer" form of worehip then the Anglican. "The supposed
gimpliocity of the spostolic practice was assumred to be a
oonstraining lew npon all later genarations."8 During the
next two centuries, while John Blow (1648-1708), Henry Pur-
cell (1658-1695), end Williem Croft (1677-1727) ocarried on
and advanced the English Cathedral musie, the voices of the
Paritans and Independents eried for the purity of Calvin's
metriocal psalms and bewailed the "Papal" use of the motet
and anthem.

The extraordinary personal ascendancy of Calvin

was ShOWneeseealso in the faot that his opinions

oongerning the ideal method of public worship

were treated with almost equal reverence (=s his

theologioal system), end in meny looslities have

held swey to the present time. Consolous, per-

haps to exsess, of certain harmful tendencies in
rituslism, he proolaimed that everything formal

8. Dickinson, Op. cit., p. 563.




and artistic in worship was an offense to God;

he oclung to this belief with cha¥acteristic te-
naoity end enforced it upon all the congregations
under his rules.«..The unemotional unison tunes
tc which these rhymed psalms were set also satis-
fied the stern demends of those rigid zealots,
who looked upon every appeal to the sesthetios
sensibility in worship as an enticement to com-
prormise with popery. 9

e must be slow to condemn these metrical pesalms and
their mueical settings. They were not merely the product
of anti-Roran hatred eoming from a group of Stole-like en-
thusiasts. Indecd, they were a2 product of the Calvinistio
conception of Christianity with its emphasis on the sov-
ereign will of the éhsolute God, in contrast to the Lutheran
eonroach to common worship centering in the work of the A=~
toning Chrigt. However, we mst search the conditions and
times of these people. We must take into consideration the
fieroe perscention to which they were subjected snd the na-
turel antipathy they wouvld have toward everything assogigted
with their "enemies."

"The metrical pselms,” says Curwen (3Studies in
Worship iMusic), "were Frotestant in their origin,
and in their use they oxemplified the FProtestant
prineiple of allowing every worshiper to under-
stand and participate in the service. s years
went ONe.ss.They were a liturgy to those who re-
ijeated liturgies.” It was their one outlet of
poetic religious feeling, and dry and prosaid

as both words and mmsic seem to us now, we rust
believe, since human nature is everywhere moved
by much the seme impulses, that these psalms end
tunes were not to those who used them barren and.
formal things, and that in the singing of them
there was an undercurrent of repture which to our
minds 1t seems olmost impossible that they could

produce. 10

9. Ibid.. pp. 558-555.
10. Ibid., P. 377
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Therefore, during the time that the great lir. Handel thrilled
the Englieh people with his oratorios and gave further impe-
tus to English Cathedral ilusie, the Non-conformists published
Psalter after Pselter, based in one way or the other on the
excellent work of Thomas Sternhold and the Rev. 7ohan Hopkins
which appeared in 1553.

But we must not overemphasize the strife between the
gorposers of Cathedral mmasic, on thec one hand, and the wri-
ters of psalm tunes, oan the other, The musicians of the
established ohurch previously mentioned wrote many psalm
tunes also, a number of which have come down to the hymmsls
of our day. Examples are: St. fAnne and Eenovzr from William

Sroft; Tallis' Conon from Thomes Tallis; and Light Divine

from Crlando Gibbons. These bring us the basic charscter-
istics of the English Psalwm tune: a. syllabic, a note to
évery syllsble; be plain and severe rhythm, only corron time
being used; a. radisal change of chord with every note of
the melody; d. distinetly coantrapuntel harmony; snd, e. melo-
dig strueture that was sirple but symmetrioal.ll

However, the gontributions of these men soon turned to
nsught. 4s the psslter by Sternhold and Hopkine was intro-
duged widely, the text end tunes beceme a sacred tradition.
The people did not want new tunes. Confusion end disorder

filled the land because of the sontest hetween the Puritans

1l. Lorenz, op. cit., p. 277.
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end Caveliers. DBooks beceme scerce end those that did ex-
ist &id not oontein the tunes. Hence came the "lining out™
of hymns, thst is, a lesder resd or sang easoch line before

it wee sung. In the 18th century, the psalmoldy of the
Presbyterians, Independents, and Separatiets, declined into
the moet contracted and unemotionel routine that cen be
fovnd in the history of religious song. The number of tunes
grow lese and less, In some oongregitlions belng reduced to

a bere half-dozen. The conception of individuslisr, which
was the source of congregational singing, in the first place,
wee anrried to such cheurd extremes thet the notion exten-
sively prevailed that every rerson was nrivileged to sing

he melody in any key orx teﬁpo and with any grotesque cm-
bellishment that might be pleasant to h:lmsel:l‘.l2

We mat here talre note ¢f 2 by-rroduet of the lon-con-

formists' view on public worship. Their Protestant prin-
ciple of the laity participating in common worship found its
way into the Established Church. Under the Artiole entitled

13
"Anglisan Parish Church," in The Cxford Compenion to lineig,

12. Dickingpna %%’toit.'fpi 3;8. ve g .

13. The Oxford History of Mueig, s Do :
1alexks' (Tay or in minor orders) who had formerly, in the
ochancel, assisted the priest in the responsive parte of the
gerviae, now (perheps in some pleces gradually) became reo-
duced to one 'parish oclerk' upon vhom devolved the loading
of the people’s verses of the (resd) prosc pselms and the
responses, which latter may in some places have becn chanted
ta the new adaptation of the 0ld plainsong and in others mere-
1y uttered in a spesking voice. A metrissl psalm was often
algo included in the service, as what we today wounld oall a
hymn, and this wes announced, read, and led by the perish
olerk, sitting at his desk.™




we find thst the Reforration eventually affected the liturgy

of the established church. At first the influence was bold,
but later the lay-pertiecivation was molded into the tradﬁ-
tional prinoiples of "high-church" worship.

In considering the development of the msic of the Eng-
lish during these years, we connot overlook the contribution

of George Frederiok Handcl. e first came to England from

Germeny in 1710 and stayed but six months. However, he re-
turned in 1712, overcztayed his leave, and when his own mas-
ter, Xing George, carme to the English throne, Handel stayed
on, until his death in 1759. At the time of his coming, Eng-
1iah music was under the infiuence of the Italien opera which
had so greatly influenced Handel himaself. His oratorios soon
molded the tastes of the Fnglich pesple, but we must note
that Handel's oratorios were "congert oratorios.” His works
diffored strikingly from the earlier works, his own and those
of Schuetz, ¥elser, Bach, and Telemann, in Germany.l4 His in-
fluence, therefora, was not direatly Pfelt in the psalm tune

writing of his day or the later hjim tune writing. The effeat

i )

14, Ibid., 8. Y.,"Oratorio;” ".....the outstanding
differenco between tho Hondel oratorio and the various Ger-
man works of the presedingz and contemporary period, such as
the 3chuetz Regurrection and Passions and the Bach Fassions.
These latter are delinitely devotional works. They h&ve a
thresd of nerrative, with the arematic element entering in
the dialcgue of the varioue passages, and meditation in the
shepe of refleotive arias and chorales. Handel's oratorios
are not primarily devotional, but either dramatic or epic..
«ssbut they are essentially lnglish."
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of his work in England wzs shown, however, in the Cathedral
lueic that followed. 4lthough his oratorios influenced the
anthem in a poeitive way, in general Handel's 1nfluende was
unfavorable. Cathedral mwusic flourished, but "the standard -
of achisvement sank lower and lowe:r“15 eod tThe fiowery melo-
dies became an: end .in themselves. \/e note further that du-
ring this period, the organ 1s gimost unknown, or at least
gencrally not used, in the worsghip of the churach.

The writing of congregational songs revived under new
impulses. The Puritan and Hom-conformist influences began
to diminish, although they did not disappear by eny means.
The road wes slowly peved for the hymn tune to snoceed the
psalm tune. A4s the church esnd people began to ocondone the
expression of religious thought and sentiments in extra-Bib-
lieal words, largely through the work of lissac Watts, the fa-
ther of Inglish Hymnody, the musioians began to feel the
need for.new and freer settings for these hymns. While this
hyrnologieal movement was not lLethodistic in origim, the
wesleyan initiative in regard to the music is:undeniable.
The evengelistio work of the Wesleys ocalled for sometning
more than mere devotionglwusie. "The effort to win the un-
saved in popular meetings, large and small, made attraotive,

16
gpirited, exsciting singing extremely important. Their

15, Grove's Dictionary of Lusic and lusicians, IV.
Pe 728,

16. Lorenz, op. oit., P. 283,
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new hymns that emphasized personzl experience demanded émo-
tional tunes. Henae, the ‘ilesleys enoonraged the composers
of their day to write the type of msio they necded. Diok-
ineon summarizes the influence of the Weeleye:

Whatever effect of the exuberant singing of the

ilethodist asserblies may have had upon a oculti-

vated ear, it i certain that the enthusizstio

welaore accorded by the Wesleys to popular ma-

elo as a proselyting agent, and the lattitude

permitted to & free invention and adoption of

hymns =and tunes, gave an impulse to purer and

nobler style of congregetion song which has ne~

ver heen lostesa.oThe exarmple of the Lethodiste

wes e revelation of the power that lies in popu-

lar gong when inspired hy oonvietion, ¢s’ wes

spid of the early Lutheran ohorale, so it might

ha said of the Maethodist hymns, that they wvion

more souls than even the preaching of the avan-
gelists. 17

This exuberant singing was not without its bad effects.
A8 in almost every phasa of ﬁiatnrical narrative, the pen-
dunlum swvung to the other extrems. Instead of a congregetion
lirmiting itself to six o¥ 8o tunes, the English churches were
swanped with tunes. Almost everyone that oacupied the orga-
nist's bench on Sundsy morning felt himself duty bonnad to
turn out at least a few hymn tunes evaﬁy year. The fesulte
sould not help but be disastrous to the mmsioal standards.
These misical expressions of emotion beseme more and more
flowery nntil they gave to the whole tendency the name of
the "Florid School." Inevitably the tunes Tfell into disre-

pute both with the Anglicans &nd Non-conformists who held to

17. Dickinson, op. cit., pp. 378-379.
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the stateliness of the s37llabis tunes.

Hany of these new tunes deserve the oriticism

which they met, being seonlsr, complicated and

impreoticeble, tnt the vwhole movenent was =

very valuable one, bresking down the mechanicsl

rigidity that hsd sglready wreocked the musicel

effioienay. of the churches of fngland. 18
This sohool is desoribed as the "introduoction of a new and
frivolous spirit into English hymn tunes, which gradually
snread {hroughout the 18th century, and had disastrous re-

9
sults." Seoular music was adapted to szored words, re-
petitions were multiplied snd "vooal exercises more suit-
able to the Italien opera of the day were introduced for the
honour and glory of the singers.““ This. low standard of
rnusiec was not entirely evil, however, for by resction it led
to a spirit of experiment which brought in the better tunes
21

of the 19th eentury.

This brings our survey to the beginning of the 19th cen-
tury and to the point of change in the attitudes and concepts

of church music, and more specifiocelly, of hymn tune vwiriting.

18, Lorenz, %2, cit., p. 285.

19. Grove's Dictionary of Husic agnd Lusieians, II, p.
694,

20. Ibid., ». 695.

2l. Digkinson, op. git., pr. %82-383: "Thue the dia-
toniz schos) was sueseeden in the eighteenth eentury by a
taste for the florid and nrnete which, in spite of some con-
+ritutions of a very besutiful and oxpressive charszcter, on
the whole marked a decline in favor of the tawdry and sensza=-
tional. If this tendenoy was an indioation of an experimen-
tal spirit, its result was not sltogether evil. Earnest and
dignified as the 0ld nsalm-tunes were, the church could not
live by them slone. The lighter style was a transition, and
tme purer modernm school is the outoome of & process whioch
thrives to unite the breadth end dignity of the ancient tunes
with the warmth and color of those of the seocnd period."




We are ahout to apprbach.the agearndency in ohurch muaic. and
this aseendanay oen be traced to the influense outlined in
this chapter, skillfnlly pmided by the leaders of the 100
vears that followed.. .Flainsong, countexrpoint, the Paalm tune,
Hendel, Cethedral Musis, the INethodist and congregetipﬂgl
hyms, end the Floxid school csontributed to the setting of
the eerly nineteenth sentury snd of the rise of English hyrn

tone writing.



III. ASCENDANCY OF ENGLISE CEURCH
-NUSIC IN THE NINETEFRNTH CEATURY

e have stated that the musical concepts of the hymm
tune writers of the nineteenth century were the results of
the long chain of development in English Church Kusie. These
men and their musioal principles were slsoc produots of their
ovn age. The musiocal leaders that trained these men and the
genters of interest in ohurch music aided in meking these
church musicians the lecaders in later years. HEefore discus-
sing the biographiocal material of these hymn tune writers,
we will note some of these contemporary influences.

The first to be oonsidored is the Chapel Royal, a body
of clergy and musicians attached to the household of the roy-
al family. Records of this religious establishment in Eng-
land go baeck to 1135, The duty of the group was to perform
daily services wherever the king wrs in residence whether he
sttended in person or not. Because this establishment, under
patronage, usually set the pattern for the church musio of
the times, membership in the group was & coveted distinction.
In the period of the Restoration we find Blow, Purcell,snd
Croft as leaders of the Chapel. It reached its greatest glo-
ry in Elizabethan times, when Byrd, Tallis, Gibbons, end
othere served the Queen here. Today the Chapel Royal consists
of a body of clergymen, choirmen and boys, and the orgenist
i © charged with the conduct of the Sunday services, chiefly

in the St. James Palsce. "No one institution has been more
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useful in fostering English musicianship and promoting the
development of English muaio."l

liany of the leaders of this period began their msical
education as "choristers,™ a technical term for a boy singer
in Cathedral or church choirs. This is an ecoclesiastical
office of ancient origin. The oldest in ¥ngland is St. Paul's
Cathedral, which dates from fhé tire of Edward the confeséor.
Uzually only 10 or 15 boys were in attendansce at a partioun-
lar school at one time. The pﬁrpose of the institution was
to train the boys both in singing and in grammar, but espe-
cially to provide choral music for the services. Early in
the nineteenth eentury cathedral choristers were pitifully
negleocted bty the heads of the church, Treatment given these
young boys often became brutal., Iliiss Laria Haockett devoted
her time and money to bettering the condition of choristers
in all parte of England. Before her death in 1874 she was
sble to see¢ fruits of her efforts in the improvements that
ceme in many of the churches and cathedrals.2

Although of contemporary origin, the Royal iAcademy of
Yusia (R.A.H.) also played en important role in the develop-
ment of rmusic end nusiciens of this time., The institution
was proposed by a group of noblemen in 1822, The king was as

the princippl patron and the govermment of the Academy con-

1. Tne Oxford History of Musis, 8. V., "Chapel Royal,"
p. 156, Cf. Grove's Diotionary of liusio and lusicians, I,
S+ Yo, ."Chapel Royal,” pp. 60 ¥,

2, Grove's Dictionary of MNusic and Nusicisns, I, 8. Y.
"ahoxrister," pp. -642,



sisted of = committee of twenty-five directors. The school
was to be supported by subscriptions and donations. There
was also a board oflfour professors and & principal and a
number of assocliate professors. The first principsl was
Dr. William Crotch, and Sir George Smert and Henry Swmart
served as professors in the opening yeer, 1823. fThe stu-~
dents were to be between the ages of 10 and 15, and the to-~
tal enroliment was limited to forty girls and forty boys,
The institution is in existence todey, supported partislly
by govermment grant, and offers between 60 and 70 scholar-
ghipe for study in every branch of mueio.3

Through these three influensces, we osn see the pro- .
minence of the church organ. In the Royal lLcademy, and more
especislly in the Royal Chapel and in the parish choirs, the
musicians were treined at the orgen. Improvements in the
instrument itself,4 and the work of Samuel iesley (1766~
1837), & powerful extempore player, helped restore . English
organ music to its former solid basis.5 His son, Sammel
Sebastian Wesley, also became = prominent organist of the
19th oentury. e will note that almost without exceptiion,
the hymn tune writers of this period spent some time as or-
geniste in the churches &nd .cathedrals, espeaizlly in the

London aret.

5. Cf. Grove's Diofionarz of linsio and Iusieians, 1V,
8. Ve, "Royal Academy of Music," pb. 457-460.
= T 4, The Oxford History of lusis, 8. Y., "Orgen," pp.
656 ff.

5. Lorensz, OPe.. oite, Pe 435.
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One of the first musical leaders of the asentury wae
Thomas Atwood, © .. followed by his god-son, Thomas Atwood
Walmisley. The iatter assumes 2 more importent. role later
as the instruector and piofassor of some of the leading hymn
tune writers of the period. Samuel Sebastian Wesley earried
on the heritage left by his father and gained new honors
through his mastery of the organ and ability in the compo-
sition of Cathedral llusie. Thus English ochurch music he-
gan to be revived from its lethargy. ©Soon followed the
work of Sir John Goss, 2nd we have reached the exra of the
new hymn tune. Somo6 attribute the change in hymn tune
writing to the work of the American composer of hymn and
song, Lowell lason. However this osnmot be verified from
the other esources listed in this paper. ZThe Cxford History
of Musioc give more oredlt to the German mester, Bach, than
to any American source. Around the middle of the sentury
%“illiam Sterndale Bennott, one of the most brillient of the
early pupils of the Royal Academy of Music, turned his mind
to the idea of mwaking his counirymen sing Bach. Ec end a few
friends founded 8 "Bach Sogiety."™ Cther musioians coopers-
ted and 2 great rmovement wes started. 3IBut the importence of
the Bach movement to English music is not merely the intro-
duotion once again of the best of continental art to this

oountry. Rather it was that Bach rovsed the Inglish ama-

6. David R, Breed, History and Use of Eymns &nd Hyrmn
Tunes, pe 308.




teurs from their lethargy, and set them new tasks of very-

ing magnitude. Bach's musiac called for the highest efforts
of all classes, from the Leeds Festivel Cholrs.««to & vil-

lage choir oompassing with diffiovlty a four-part chorale.

Ites-s0pencd the minds of Engligh choralists to a2 myriad of

masiocal forms great and emsll.

In time the inrpact was felt by the hymn tune writers
and the modern tune cvolved.r The modern Fnglish tunes in-
clude all those written since 1800, Dickinson desoribes the
Period in this way:

In comperatively rcoent times a new phase of pro-

gress has manifested itself in the presenee in the

later hymnals of a large number of rsical compo-
sitions of novel form and eoloring, entirely the
product of our own pericd.....Composed for the

noble ceremony of the Anglioean Church, these tunes

have mede thelr wey into many of the non-liturgia

sects, and the value of their influence in inepi-

ring love for that which is purest and most salu-

tary in worship hss been inoaloulable. 8
The most noteworthy publication of this period is, Eymns
incient and kiopdermn, with text edited by Sir Henry V. Baker
and produced under the rusiocal editorship of William Henry
llonk, A few interested clergymen and rmsicians had taken
it upon themseclves to prut ont a "hymnal to end all hymnals,"
a task not to be belittled in the light of the many collec-
tions of hymnes good and bad that found their way into the

English churches and homes in the latter part of this aen-

7« The Cxford Histjf% of Hu-io, VI, p. 455.
8. Diekinson, op. oit., Dr. 96 5-584,
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tury. After many aonferences and much arduous labor,
Hyrms Ancient and lipderm, "For use in the Services of the
Church, with Accompenying Tunes," was printed in 1861.

Dykes' tunes, with Monk's own rich contributions and
those of Elvey, Gauntlett, Redhead, Reinegle and others,
with lionk's ochoice and arrangement of ancient melodies and
psalm tunes, orystallized the musicel tendenoies of the
time into 2 definite form of Anglican hymm tune, with re-
strained melodies and close harmonics wonderfully adapted
to liturgiocal worship, and yet apresling to the taste of
the people. These tunes constituted the immediate arpeal
of tha Book not only within but beyond the bounds of the
Churah. 3ince, then, this hymnal of the Anglican Commu-
nion represents the orystallization of the tondencies in
hymn tune writing of the period, we shall gevote ourgelves
to a brief study of the lives of severzl of tho musicians
who contributed new tunes to it. The order will be chrono-
logioal, beginning with Sir John Goss at the turn of the
century.

Sir John Goss was bhorn in Fareham, Hants, on Descember
27, 1800, the son of Joseph Goss, organist af Fareham. At
the age of ten he beceme one of the children of the Chapel
Royal under John Stafford Smith, and on leaving the choir

beocame a pupil of Thomas Attwood, under whom he completed

9, Louis F. Bonson, The English Hymn, p. 52l.
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his musiocsl education. Hie ability ae a singer is wit-
neseed by his appearance as a tenor of the chorus at the
first prodnotion of "Don Giovanni" in Fnglish in 1817.

The faat of his being a singer made him mindfnl .

of the needs of vocalists, and nothing that he

ever wrote was mnot laid out to display the test

powers of the voice for which it is set. 10
In 1819 Goss unsuccessfully aompeted (a practice common to
the day) for the positioﬁ of organist of Chelsea Chuxch,
but was appointed such at stookwell Chapel two years later.
From 1824 until 1838 he served as orgenist in the parish
church of St. lLuke, Chelsea, at the same time devoting a
good deal of his efforts to teaching, both privately and as
professor of Harmony at the Royal Academy. Here he also showed
a great Interest in glee singing end wrote a set of glees
end & madrigal. Also while at St. Luke's, Goss puhlisﬁed
a ceollection of parochial psalmody, ineluding orgen volun-
taries, chants, and hymn tunes. His orchestral writing done
during this period did not find too muoh success. In 1833
he won the coveted Gresham Frize liedal for his enthem, "Have
Mercy upon ile."

' Upon the death of his former instructor, Attwood, in
liarch of 1838, Goss became his successor as orgenist and vi-
car choral of St. Paul's Cathedrel. In 1841 he compiled snd
published a ocolleotion of chants, antitl;%, Chants isnoient

agnd Hodern, oontributing eleven hinself. From about the

10. John S. Bumpus, A History of English Cathedral
Yusic, sesond series, p. ’ 504,
11l. Ibid., p. b11.
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middle of the century on, hardly a year passed that an an-
them did not flow from hie prolifio pen. With the Rev. W.

Xoercer, Goss edited the Church Psalter and Hymnbook, ano-
ther collection of chants and hymn tunes being ineluded, in
1866, and in the same year suoceeded William Knyvett oc one
of the oomposers to the Chepel Royal. The anthem heard in
almost every Zrotestant church in ocur day, "0 Savior of the
dorld," was written in 1869.

On 19 ldaroh, 1872---Goss received the honour of

knighthood from Sueen Viatoris and her thenks

for his musioc. Iour years later the degree of

Dootor in Musio, honoris csusa, was conferred

on hinm by the University of Cambridge, his dis-

tinguished pupil, Arthur Suliivan, receiving on

the esme day & like dietinetion. 12
Surrounded thus by respect and'honor. Sir John Goass died on
lay 10, 1880, in Brixton.

Although only one of the tunes of Goss is found in The
Luthoran Iymnsl and two in the Common Servige Book gnd Hymmsl,
the influence of this carly composer of the period should
not be underestimated. His works served as a guide to many
of the younger rmeicians, and he was personzlly associated
with & number of them. In addition to the previous refer-
ences, his works included The Crpgenist's Companion, a series
of voluntaries ané interludes, many services, and a volume

which reached 1% editions, An Introduotion to Harmony and
Thorough-bass. Zrown and Stratton list 27 anthems by Goss

12. Ibid., p. 524.



29

in British Husieal Biography (». 168).

Henry Spart, the son of a well-known and highly acoom-
plished violinist, was born in London on October 26, 1913.
His father had served in various theater orchestrss of the
day and later beoceme the proprietor of a brewery which
failgg. The elder Smart then established a pisno menufac-
tory which proved rather profiteble. ZEenry's uncle was
more famone and probsbly s greater influnence misiocally.
for 46 years this unele, 5ir George Smart, served as or=-
ganist and composer to the Chapel Royel (as aso-wor¥er with
Goss for a number: of years), but showed his greetest apti-
tudes as conductor gnd teacher of ainging.l4 Unlike rosat
of the other leaders of the latter hglf of the 19th century,
Henry Smart did not study in s Cathedrsl Choir. He studied
with his father for a time, later with W. H. Eearns, but
wag self-taught to gquite en extent. ILike the other leaders,
Smart held in succession seversl organistehips, beginning
in 183i after he declded sgainst the profession of solici-
tor. The first of these positions was at the pasrish church
of Blsakburn. During the four yeers here, he composed his
firat importent work, on snthem for the tercentenary of the
Reformation. He served at St. Fhilip's Chepel, Regent
Street, from 1838-1839, was merried in 1840, and four years
1ater began his twenty-year orgenistship at St. Luke's, 0l1d

13, James Duff Brown and Stephen 5. Stratton, "Henry

Smert," British Musical Biography, p. 378,
14.” Bumpus, Op. 0it., De 497.
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3treat. His finel poeitlon was at St. Penaras, Euston
Road. Tor many yeare hie sight had been falling and soon
after 1864, he besame too blind to write. He contimued to
compose by dictation, however. His end come on July 6, 1878,
the same year the government hed granted him an annual nen-
aion of 100 pounds. |

Smart was a prolific song writer and an exscellent or-.
ganist, as his many positions indicete. Through the years,
his knowledge of the orgen mechanism became profound and was
used to design & number of instruments. DBumpus states that
he wrote for the orchestra with great power ond originality.ls
Ee also wrote operas, oantatqs, many part-songs, edited a
hymnal for the United fresbyterian Churah, and the Chorale
Book. "Lightwood says that in this lattor book Smart has
dome for the English hymn-tune what Bach did for the German
.:sho:z-:-:.le."16 Smart also contributed to many collecotions of
tunes and some of his best are found in Eymns fLnoient and

lodern. The Luthersn Hyrnal malkes use of three of his

hymn tunes, one, Regent Square, five times, while the Com-
mon Servieo Book znd Hymnal lists eight of them.

George Job Flvey, born in Canterbury on March 2’!, 1816,
began his musical education es a chorister of Canterbury
Oathedral under Highmore Sikeats, the organist. After leav-

ing the choir, Elvey continued his studies under his elder

1b. Ibid.. Pe 499,
16. FPolack,op. oit., p. 579.
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brother, Stephen, snd later under Ciprieni Potter and Dr.
Williem Crotoh at the Royal Academy of Husic. In 1834 he,
too, geined the Greshem Prize Hedsl, for his anthem, "Bow
Down Thine Egr." The next year he wae sppointed to suaceed
ighmore Sroats, Jr., son of his noted teacher, se organist
of S5t. CGeorge's Chapel, Windeor, a post whiceh he held until
his retirement in 1882, Harriet, the danghter of his pre-
decessor, lzter became his wife. He grsduated sz Bachelor
of liusic from Oxford in 1858, end as Dootor of Husic two years
later. DTuring his long period of office st St. George's
Chapel, he meneged the arrxengement of the music in ooﬁneotion
with many importent events in the Royal family, including
the merriaze of the Prince of Walee (1863), of Princess Loun-
ise (1€71), end of the Duke of Albsny (1882). Ee wes mar=-
ried three more times in =ddition to the union with Harriet
Slkeats. In 1871 he reoeived his knighthood from the Zueen,
and died in Vindelsham, Surry, on Degember 9, 1893. Eis

widow, & sister of on ex-Lord Ngyor of London, published

Tne Life grd Reminisgences of Sir George ¥lvey the follow-
ing year.

In generel, Flvey's works inoluded oretorios, morming
and evening serviaes, cathedral ohants, glees and part-songs
(he condnsted the Clee and Madrigel Sooiety), = few eompo-
sitione for orchestrs, varipus works for the organ and for
the violin, and hymn tunes found in Hymns incient and liodern
end other collections. His tunes that have found their way
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into The Lutheran Eymnal are: St. George, used with five
hymms; St. Crisgpin, found with five hymns: and Disdemeta.
Edward John Hopkins was born on Jvne 50, 1818, in
Westminster, and begﬂﬁ his mueical carecr as & chorister
of the Chapel Royal under William Hewes at the age of
eight. His mmsiocal background was limited to an unole,
Edwerd, who was a bandmester and the first clarinet pleyer
of his day;lv On leaving the choir in 1833, he studied
under Thomas Forbes Walmisley. INven before he secured
the sppointment of organist of Mitoham Church st the age of
16, Hopkins had played for services at Westminster Abbey.
He held two other organiatsﬁips before beginning hies long
end famous stay st Temple Church. These were 8t. Peter's,
Islington, and St. Luke's, Berwick Street, which he left in
1843, For the next 55 years his telents were used largely
at Temple Church, where, under his care, the mueicesl service
gecquired o great renown. FHe was glmost unrivalled as an ao-
compenist and demonstrated his abilities:r as & concert orge-
niet in his own church as well as in recitsle g1l over the

country until 1896. His anthems, Cut of the Deep and God Is

Gone Up, obteined the Gresham Prize ledal in 1838 and 1840
respestively. His great interest in the orgen led him to be
one of the founders of the College of Orgenists and professor
of orgen at the Roysl Normal College for the Blind, Norwood.

17. ZPrown and Stratton, "Edward John Hopkins," on.
ol s9 Pe 206. ;
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His wmritinge about the organ, partiocularly The Organ, Its
History and Construction, h:ve influenced organ building
until our own day. He contributed several articles on the
subject to the first edition of George Grove's Dictionary
of liusic and Lusioisns. Lopkins also edited ancient rusio,
primarily Bennet's lladrigels, and Weelkes's First Set of lia-
drigalg for the Musioal Antiquerian Society, and the rusical
portion of The Temple Church Choral Service (1898)., The
drchbishop of Canterbury conferred the degree of Dootor of
Kusic on him in 1862, He had sung at the corcnetion of .
william IV in 1831, end lived to join the cholr at the dia-
mond Jubilee of Queen Victoria in 1897. Hopkins retired
from his duties at Temple Church in 1898, and aiter & fow
yeare reet, died in London on February 4, 1901.

The worke of Hopkins follow the lines of the other lea-
derg---anthems, medrigals, part-songs, services, chants, and
hysn tunes, of vhich not a few "holiilaan assured place in the
repertory of English Church lusic.” Zarliecr he had also
helped to oconplete the Wesleyan Tune Book, begun by E. J.
Gauntlett &nd George Cooper.  His tune, Ellers, is the only

one used in The Luthersn Eymnal, while five of them are uti-

1ized in the Common Service Book &nd Eynnel,.
The plzce of William Henry lionk in a study of this per-

ipd ie unquestioned because of his work es editor of the

18. Grove's Dietionsry of Nusic arnd Husieians, II,
Se Y., "Edward JdJohn Hopkins," Dp. 664,



"hymnbook of the century," Hymns inecient gnd lModern. He was
born in London on lesrch 16, 1823, and his musiesl educetion
was gained mostly at the feet of T. Adams, J. A. Hemiltion,
and G, A. Griesbaéh. He beeame organist of Eaton Chopel,
Pimlico, in 1841, gnd served in the same capacity succes-
sively at St. George's Chavel, Albermarle Street, and Prot-
man Chapel, liarylebone, until the year 1847, At thie time
he bheearme essooiated with Xing's College in London, vhere
he was first, choirmester, 1847, leter organist, 1849, znd
upon the reeignstion of John Hulleh in 1874, finglly beoeme
proferssor of vooel masic. Eerlier he hed been closely ag-
sociated with Hulleh in tke work of populer mueiecel educe=-
tion. Fe also beceme professor of musio.at the School for
the Indigent Blind in 1851 arnd in the Netionsl Treining Col-
lege for Musie in 1876. Eie lest post ae organist was st
St. lMgtthias Church, Stoke Hewington, which he begsn in 1852,
Here a voluntaér choir un&er his direction presented deily
choral servicee for ﬁany yee.rs.l9 He was appointed to ano-
ther professorship ot Bedford College, London, in 1878, end
reseived the Dootor of Husic degree, honoris csusa, from
Durham College seven years before hig death in London, Harch
1, 1889,

Tn a2ddition to his achievements as & scholarly lesturer

in England and 3cotland, he produced a considersble amount

19, Ibid., 8. Y., "William Henry Monk," III, D, 495,
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of_musioal ecupoeitions. 2Zeepides hymm tunes, these included:
Te Deums, Kyries, anthems, snd other works for the ehurch
servicoes. Perheps his grestest work, however, wes thet of
musiocal editor of seversl .oollicctions of hymne end {tunes.

He worked on the Book of Psslme in leter, The Psalter, Book
of inthems, and & hymmel, for the Churoh of Scotland. His
outstanding accomplishment was the editing of Eyjmms incient

and lodern, &« title which he suggested. Iutkin;-cheaking of

his grest work writes of MHonl: ",....hip teste oand mmei-
cianship had much to do with the enoxmous success of thet
book. His confribution.of 256 original tunee is ty no meuﬁa
the least attractive feature of thet model hymnal.“21.

We now turn to the biogrephy of John Becchus Dykes,
held by rmanyto be the outstanding leader in the writing of
hymn tunes during thie century. Suffice it to say thst the
riee of thiz style mey be said to dete from 1857 when Dykes
wrote his earliest publighed group of 13 tunes for Grey's
lienusl, though the cherscteristics of the style were hardly
thon fully doveloped.22

The son of & banker and the grandson of = clergymen,
the Rev. Thomas Dylres, J ohn Dykes wes born at Euwll, lierch 10,

1825, His grendfather wes the inourmbent at St. Zohn's Church

20. The Oxford History of lusie, "FPregbyterian Church
¥usio," p. 747: "It is notable that the eaitors employed for
the first tune bhooks of these various bodies were Englishmen
and organists in the Anglicen Churchee..."

81, Petor Christian Lutkin, flusic in the Church, p. 29

22. Hymns Angient and lModern, Historiecal Edition, p.
CIV. .
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in this oity, and it is from the organist of this church,
Skelton, that Dykes received his first musical training.
He gained additional education at the propriety school =t
Wakeful, and at the age of 20 entered St. Catherine's Hall,
Cambridge. As &n undergraduate here, he helped found the
University lusical Society and became its oondu.ctﬂr.25
Through the influence of his grandfather, Dykes took holy
orders, and in 1847, the same year he graduated as B. A.
from Cambridge, he received the curaocy of Eglton, Yorkshire.
Two years later, in July, he was appointed Minor Canon and
Precentor of Durham Cathedrsl. In 1850 he received his
Master's from Cambridge and married Susan, the daughter of
George Kingeton of Malton. After eleven years at Durham
Cathedrel, the Univergity of Durham conferred on him the
degree of Dootor of Iusic, and the following year he was
presented to the vicarage of St. Oswald, Iurham. f‘hen
Dykes' High-church tendenaies were forcefully opposed here
by his bishop, Dykes received a shoock from which he never
fully reoovered.z4 Grove's Dictionary adds that "beyond -
hie mueiesal repute he was much esteemed as a theologisan.”
His health finslly gave way in 1875, and he died at St.
Leonards-on-Sea, on January 22, 1876.

Dykes differs from the other leading musicians of this

23. Polack, op. o6it., pe 502.

24. Ibid.

25, Grove's Dictionary of Music and lnsicians, II, S.
Yo, "John Bagohus Dykes," De 133,
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period in that most of his efforte were directed toward the
writing of hymn tunes. His other works for the service were
negligible. He wrote 300 hynm tunes and took en 2otive pert
in the compilation of Hymne Ancient and lipderm in which his
tunes played so important a role. Dean Lutkin conocludes:
"Enough has been quoted from Dykes to prove that he is easi-
ly first emong moderns in his art. "26 Of his 300 tunes, se-
ven are used in The Lutheran Hymnal, and uniquely enough,
each with only on; set of words. Ilore will be said of this
later. These tunes are: §St. Cropgs; licaea; Vox Dilecti;
Beatitudo; St. Agnes; Alford; and St. Mary lagdalene. 31 of
Dykee' tunes are used 41 times in the Common Service Book
and Hymnal.

In 3ir Joseph Bzrnby, we have another leading compo=-
ser of hymn tunes during the last half of the 19th century.
He contributed 250 tunes to the hymnals of the period, and,
a knowledge of his life and work is essential to a fuller
understanding of development of the hymn tune during these
years.

Born in York, August 12, 1838, Barnby became a choris-
ter in York Minster at the age of seven. Eis other prodi-
gious feats included teaching music at the age of ten, ser-
ving as organist when he was 12, and as music master of a
school at 14, When he reached 16, he set out for London
and the Royal Academy of Musio, living with his brother Ro-

26, Iutkin, Music in the Church, p. 32.
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bert, a viocar-choral of Westminater Abbey. He began a ser-
ies of organistships at Hitoham Psrish Church, returning to
York for four years. Then suasessively at St. Hichael's,
Queenhithe, St. James the Less, Westminster, and, in 13863,
St. Andrew's, Wells Street. Here he asquired a2nd exeroised
the influence that worked many developments in the chorsl
services of the church. He participated in the revival of
Baoh's musio in England (of. pp. 15y 16) by condusting a
perfornmance of Bach's St. Ilatthew Paession in Westminster Ab-
bey on Maundy Thursday, 1871, with full orchestra and cho-
rus, "a memorable cvent in the history of church msic in
this aountry."27 In 1873, he introduoed Bach's St. John
Passion at St. Anne's, Soho, where he was then direato? of
mieic. By 1886 he had resigned his positions in churches
and had organized "lir. Joseph Barnby's Choir" vwhioh devo-
ted itself to the performance of the larger choral works.ae
From 1886 until 1888, Barnby conducted the Royal Academy of
liugic Concerts. He had reseived the precentorship of Eton
College in 1875, but resigned this in 1892 when he wae meade
rrinaipal of the Guildhsll School of Husic. Also during
this time, he devoted 15 years as rusical adviser to the

firm, Hovello, EZwer, and Co. In the same year that he ceme

27. Brown end Stratton, "Sir Joseph Barnby," op. oit.,
[ ] 26.
i 28. Thipg choir was later smalgamated with one led by
H. Gounod and called the Royal Albert Hall Choral Soociety,
as which it has played an important part in the recent his-
tory of English choral singing.
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to Guildhall, Barnby received the honor of knighthood from
the Queen. He died rather suddenly four years later on
J anuary 28,

The works of Barnby are numercus, touching almost all
forms of religious and some of secunlar mueic. IBrown and
Stratton list, among others, a sacred Idyll, Serviee in
E., lagnificat and HNunc Diﬁittis in E Flet for voices, var-
ious works for orghestra and .organ, 46 anthems, a motet,
earols, trios, and songs, all in agddition to the 250 hymn
tunes mentioned previously.

John Stainer was a2 native of London. He was born there
on June 6, 1840, and seven years later begen his nine-year
stay as choripster at St. Feul's Cathedral. During this time
he often aoted as organist and had severel of his own se-
leotions performed. Through the liberality of liss Haokett
(of. p. 22) he reoceived & sourse of orgen lessons from
George Cooper at St. Sepulchre's. W. Bayley and Dr. Steg-
gall also had him as & pupil. Stainer began his long oe-
reer as organist, at St. Benediot and St. Peter's, Faul's
Wharf, in 1864, and two years later the Rev. Sir Frederiok
Ousley appointed him orgenist of St. liichael's, Tenbury.
After three years, he entered Christ Church, Oxford, and
was appointed organist of Magdalen College. The next year
he became organist of the University of Oxford. EHis de-
grees came:rather quiekly, Hus. Bac. 18569, B, A. 1863, Kus.
Doo. 1865, and M. A, 1866. Stainer succeeded Sir John Goss
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as organist of St. Paul's Cathedral in 1872, when Goss re=-
signed because of his failing sight. Later Stainer served
as professor of organ and as principsl of the National Train-
ing School for liusie, suoceeding Sir. Arthur Sullivan in the
latter positions He held several other positions of honor,
culminating in the Professorship of lusic at Oxford Univer-
gity. He 2lso received the-degree of lius. D., honoris causa,
from Durham University, and was knighted by Queen Viectoria
in 1888, Stainer's death took place in Verona, Italy,;on
laroch 31, 1901, and he lies buried at Holywell Cemetery, Ox-
ford.

In addition to his hymn tunes, Stainer produced an ora-
torio, cantatas, ochurch servioces, canticles, anthems, madri-
gals, and arrangemente for the organ., His famous cantats,
The Crucifixion, was written in London in 188%. EHis editor-
ial endeavors were A Dictionary of Musical Terms, done joint-
1y with W. A. Barrett, and Carols 0ld and New with the Rev.
H, R. Bramley. He wrote several books on organ, harmony,
and ocompositions, and The liusiec of the Bible in 1879, and two
of his children did researoch work for the first edition of
Grove's Dictionary.

Arthur Seymour Sulliven was the son of Thomas Sullivan,
an Irish soldier who becare Sergeant of the Band at the Roy-
el lilitary College, éanﬂhuret, and eventually professor of
the olarinet at Kneller Hall when that institution opened in
1857. Besides the practical orochestral training he received
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from hie father, Arthur continued his general education at
a private school at Bayswater under Mr. W. G. Plees. On
Aprll 12, 1854, he ontered Chapel Royal as a chorister on
the recormendation of Sir George Smart, and received the sys-
tematio instruction of the Rev. Thomas Helmore, master of
the children. His musioal progress under these influences
was rapid. His first oomposition to be published, O Isragel,
was ascepted by Novello when he was only 13 and still a
chorister. 1In July 1856, in open competition, he became the
first holder of the newly established "Mendelssohn Scholar-
ship" at thre Royel Academy of liusisc. He left the Chapel
Royal the next year and spent a year under Sir John Goss,
Sterndale Bennett, and O'leary at the Royal Academy of Iu-
eice Under the terms of the scholarship he was enabled to
g0 to Leipzig to further his educsation and arrived there in
the autumn of 1858, Sullivan remained there for three years,
"steeping himself in German taste and tradition, full of re-
verance for German thoroughness and method, yet still main-
taining sturdily his own remarkasble artistie inﬁividuality.“29
His instructors were Plaidy, Hauptmann, E. F. Richter, and
lioscheles and others of this aenter of German rmusical oulture.
On his return to London, Sulliven's mmsic to Shakes-
peare's Tempest, ocomposed in lLelpzig, was produced as a

Crystal Palace Saturday concert. It was repeated the follow-

29, Grove's Diotionary of Kusioc and Xusicisans, V
Be Yo, ;81r Arthur Seymour Sullivan," p, 187. g
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ing week and Syllivan awoke to f£ind himself famous. For a
time he was organist at St. Michael's, Chester Square, and
at St. Peter's, Onelow Gardens, tut soon began to try his
hand at comie opera. In 1871 he produced "Thespis, or The
God's Grown 01d,™ not wholly successfully, but the impor-
tance llies in its being his first association with the fa-
mous English humorist, W. S. Gilbert. At this same time,
Sullivan beocame engeged in editing The Hymnery for Hovello,
and also the collection of Church Hymns with Tunes. He
wrote a large number of original tunes for both of these
endeavors, among them his famous setting of Onward! Christian
Soldiers (1872). His light operas produced with Gilbert
have attained unperalleled success. In January of 1878 he
suffered the loss of his brother Stephen, at which time he
wrote what is perhaps his most popular song, ggg_ggg;_ggg;g,ao
He became musiocal direstor of the Royal Aquarium, and mwin-
cipal of the Hational Training School for iusie and profees-
sor of composition, a position he resigned in 188l. - Along
with his aolleague, Gilbert, he visited Amerieca in 1879 to
proteat their light opera interests, and Sullivan raturned
here in 1885 at which time he conducted The liikado in New
York City. In 1876 he received degrees of MNus. D., boyh

honoris csusa, from Cambridge and Oxford respectively.

Through the years the people began to 100k § him on days

30. Mo. Pe 188.
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of national importance for & rmsical expression of public
feeling, and a number of his scmpositions were thus in-
spired. Zig2 his heslth began to fail, honor sfter honor
fell on his shoulders. He received the Legion of Eonor
from France in 1878, knighthood from the Queen in 1883,
end wae instituted as grand-orgenist of the Freemasons in
1887, However, by 1898 the 1}felong, rainful malady had
undermined his constitution. "It is & harrowing thought
that a very great number of his most sparkling end deli-
cious melodies were written at intervals between spasms
of the illness.™ Sullivan died on the morning of Iovem-
ber £2, 1900, in Westminster, at the age of 58.

Sullivan's musical efforts, in addition to his popu-
lar comic operas, included orchestral works, songs, and
saoreéd mueic in the form of oratorios, cantatas, anthems,
and hymn tunes.

Turning to an Fnglish church musician of our own day,
we Ffind that Ralph Vaughen Williams is generally accepted
as the outstanding lesder in this field. ILe was born on
Qaotober 12, 1872, in Down Ampney, Gloucestershire, the son
of the Rev. Arthunr Vaughan Williams. He received his edu-
at Charterhouse (1887-1890) end Trinity College, Cambridge
(1892-1895). He spent the two years between in musical stu-
dy at the Roysl College of musio, and returned here sfterx

regeiving his Bachelor's degree in music at Cembridge. His

3l. Ibid., Pp. 190.
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main objeot was alwaye composition, but he also studied
organ snd pisno. Heither of these two instruments influ-
enced his output to a great degree, although his three-
year orgenistship at South Lembeth Church showed him the
need for good hyrmn tunes. His Sine lomine written for
Bishop VWalsham Eow's hymn For all the Ssints is oonsidered
one of the best tunes written in recent years.aa In 19056
he undertook the editorship of The English Hymnsl, and has
also served on the editorial boards of some modern imeri-
can hymale. Vaughan Willieme' work hes by no means been
limited to the intereste of the church, and his efforts in

the seoular field have also received wide scclain,

32. Grove's Digtionary of musio and Husioeians, V,
8. V., "Ralph Veughen Will ams, " p. 46




IV. FRINCIPLES OF EYMN TUNE WRITING IN THIS
PERIOD AND THE INFLUEKCE OF AMERICAN HYNNODY -

Thus far we have outlined the historical background
and given tke biographieal date for this period of church
maeic and the nine men with whom we ere chiefly concerned.
By means of a graph we now intend to trace the influenoe-
of their tunes on Ameriocan hymnels. Before we do this,
however, we will firet turn to a study of the principles
involved in the approach of these men to hymn tune writing.
Cur aim is to study the concepts thet prevailed in these
times on how a hymn tune should sound.

Winfread Douglasl lists three primary movements that
brought about the leadership of the Anglican Church in the
writing of hymn tunee, The first is the Evangeliozl Revi-
val with its intense desire to win the souls of men, re-
sulting in the missionary expansion of the Anglican Church
throughout the world. Next he lists the Trasotsrian Hove-
ment, which stressed a return to the fulness of the ancient
foith and practice. Finally, a confused movement, dasoribed
as ocaring for the minde of men as well as for their souls
and bodies, ie to have exerted an 1n:f1uenae.2

Undoubtedly the Wesgleys and those who osught the impli-

1. Co-worker of Dean Lutkin at the Sachool of lusioc of
Horthwestern University. In his book, Church liusic in His-
tory and Eractice, he calls this period "he Triumph of
Anglioan Foleotio Hymnody," of. p. 244.

2e Ibid.. Pp. 244-245,
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cation of the congregstional song in the lives of Christian
people, set the stage for the rise of new hymmals. Where
before it had been ah ecalesiastical offense to publish a
hymnsl without the full authorization of the churoh hierar-
shy (whioh was diffiocult emough to obtain), the influence
of the Xvengelistioc Revival led to too many hymnale, 150
being pnblished in England during the first 50 years of the
19th oentury.5 For many yeers the most imvortant of these
hymnals was the one produced by Reginald Heber.

But the so-callei Oxford Trastarian lovement (18533-
1841) followed. The outoome of the 90 Tracts, ss far as
Church Music is ooncernéd, wes primarily en interest in the
old Latin Hymmns, in order with the overall asppesl to anti-
quity whioh the movement bore. However, these translators
of ancient hymna did not burden themselves with the mmsie
of the hymns involved.

In this same year, 1833, another eloment sprang into
being, that is, a renewed intarest in the Folksong Csrol.
This movement was sponsored originally by a lawyer, William
Sandys, who had interested himself in antiquarian research.
His work 1s similar to that of Johann Gottfried von Herder
with the German folksong during the late 18th century. zan-

dys thought that the carol was neglected more every year

S. 1bid.
4, m-. Pe 251,
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and from his smell beginning has sprung a great revivel of
carol singing and an sdoption of folksong as a legitirate
source of music for hymms. In scoular music this parallels
the Romantic movement in its more dcmocratic spirit, as ex-
pressgod in the music of von Weber, Mendelseohn, Schumenn,
Vagner, Berlioz, Chopin, Liszt, and others.5

Following this, Dr. Henry J. Gauntlett, especially
through his Gregorian Eymnel, roused a new respeot for the
Plainsong Hymn. The result wes that no hymnal thst appeared
after 1850 negleoted these =ncient tunes.

Cne further step toward the culmination of thie périod
is the appearance of Hymns Ancient and Mollern and the new
tunes which it contained were the publieation of Williem
lUercer's Church Psalter gnd Hymn Book in 1854. The book
iz important for two reasons: 1; it wae the first impor-
tant generesl hymnsl to include tunes &s well 28 words, for
aongregationalluee;vand.sa. it re-introduceced the Gerren
Chorale to Anglican use. Misgs Cathorine Winkworth followed
up this lead with her many exaellent translations which
brought more end more of these German hymns end their tunes
into common use in England. The olirmax of the entire period
then wes the publication of Hymns Ancient and Modern in 1861.
This hymnel is & olimax not only because of its ecleotic

5. Cf. Grove's Dictionexry of Eusie and Eusieisns, IV
8. Ve, "Romgntioe," p. 420; Ihe Oxford History of liusic, S. '_y_.
WRomentie," pp. 809-810.

6. Winfred Douglas, A Brief Commentary on "Seleated
Hymns and Carols,™ p. 253.
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character, but also beoause it introduced to England g new
type of hymn tune.

Perhaps the general principles that brought sbout this
new hyrm tuns can be best discussed under five heads: The
First would be: the hymn tune composers of period were
trained musicisns. By hymm tune composers we meen the ones
breviously menticned and discussed, of course. These men
wore trained mmeieicns, a few even were child prodigies.
dost of them had comparastively extensive {resining in the
leading schools and under the outstanding teachers of the
day. They were not just organists that felt an irrepressibdle
urge to give their congregations some veriety in hymm fnnea.
They very likely had this urge, but it was coupled closely
with their innate and ascquired abilities &s trained rusicians,

Seaondly, the hymn tune writers in guestion were devout
Christians. Theese men were steeped in the teachings and tra-
ditions of the Anglican Church, and ecach spent meny yeers in
the service of his ohurph as organist or choir conductor.

The Anglican composers were influenced to & great degree by
the liturgioal setting into whioh most of their hymns were
deeigned to fit. Their Christian indootrination showed it-
self 2lsg0 through the wany anthems and service music which
they produced, all of whioh was intended to aid in the oon-
gregation's worship, and therefore that of the individual
worshiper. The gustere traditions of the inglieen Church

restrain efforts after the brilliant and emotionsl within
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distinetly marked boundaries. 1Its musioc can never, as the
Catholioc mass has often done, relapse into the tawidry and
sensational, but the ¥nglish ghurch composers have recognized
that the Churoh snd its art exist for the peopls, snd that
the chenging standards of besuty as they in the popu-

lar mind must be oonsidered, while at the same time the se-
rene and elevated tonme ‘whi,oh makes church music truly church-
1y must be reverently preserved. This, as I understand it,
is the motive, more or lezs aconscious, which actuates the
Church of Englend composers, orgenists, and direators of the
present day.v Although we Aoanm-)t always agree that Barnby
aend Sullivan adhered to the principle of preserving the se-
rene end elevated tone in their ohurch music, the faot that
generally they conceived of church msic as existing for the
people is an important sonsideration in evaluating their mu-
gic for public worship.

Thirdly, for the most of these musioians, the words gl-
ways bore & relationship to the tune. To some extent
this is & result of the hymn writing movement that reached
its climax with Heber's hymnal. The translations of Latin
and Germen hymns are slso involved. These men wrote tunes
in the musical idiom of their day to fit the words they had
at hand. These Anglican oomposers sought to express the

feeling end content of the words in the rusical setting they

7. Diokinson, op. cit., ppr. 855-556. Underlining nmy
OWhe

a
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gave to the hymms. Dickinson endeavors, at great iength,

to trace the reasonlibr a change in the style of the hymm

tune to the change in style of the hymn writing 1tsel£.8
Fourthly, the secular m of the day, both in England

and on the continent, had an effect on these writers. This

is to be understood in two ways: 1l. some tunes were taken
from secular sourcees; and 2, the oondition of secular musioc
in generel affected the tastes of these composers. Of the
firet we have no doubt, nor do we offer ckiticism. Illany
of the best melodies in thegLutheran and Calvinistic song
books had a similar origin. This gave the "new schoocl" a
wider range of choiese and greater liberty. Xeeping in mind
the ideals of church music of their day, the composers would
judieiously choose melodies from various seculeaer souraas.lo
These sources varieé but were often the glee or madrigal,
which reached great popularity both smong the_peOple and
among the muesieians of the dag.

That leads to the second esonsideration of this point.
The secular musie of the day affected the hymn tune writers
also in the sense that thelr musical tastes were conditioned
by it. This not easily established, althought we can have
but little doubt that the extensive seoular endeavors of
Sullivan and Barnby influenced and cheapened much of their

efforts in the field of church rusic.

8. Diokinson, op. cit., p. 388.
9., Ibid., p. 383.
10, Breed, op. cit., p. 308.
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The "modern school”

ternded to make the hymn a pretty thing to be

heard: not a vitel expression of religious

faith to be uttered. It was inevitable that

this phase should appear. A general movement

such as Romantiocism has its weak elements as

well as its strong ones. 11

Perhaps s stronger relationship exists between these
hymns and some of the seocular music of the day than we rea-
lize., The hymn tunes were undoubtedly v;;y elosely allied
to the secoular part-songs of the period. Tkis bears out
the influence of the composition of glees and madrigsls no-
ted in the biographical sketches in Chapter III. The part-
cong wes a 19th century developmert of tke older madrigsls
and glees. It differed from these earlier forms in that it
was & produot of the large choral sooietles of the period
and was intended for singing by many voices to a psrt. This
explains, in part, such comments as:

While some of Barnby's tunes are preeminently

suscessful, a certain number of them helong to

the oategory Imown as "ohoir tunes," that is,

tunes which on zcoount of their harmonlic com=-

plexity are ill-adapted for congregational use
and better suited to & well-trginad choir, 13

Kany of them are, it must be confessed, over-so-
phisticated for the use of the average congrega-
tion, carrying refinerments of harmony and rhythm
to such a point that they are more suitable for
the choir then for the ocongregation.. 14

The part-song differs from the madrigsl also in that ;F is

1l. Douglas, Op. cit., p. 2b5.
12, Hymns Ancient and liodern, Historiocal Fdition, p.

CIV: of. Douglas, op. cit., p. 2b5.
’ 13. Lutkin: ﬂﬁhio ;g:the Church, p. 3b.

14, Dickinson, op. cit., p. 384.
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not entirely contrapuntal, but more of the nature of a melo-

dy in the top: part, acocompanied by harmonies in the lower
voices, much like the hymn itself. The part-song differs
from the glee 'in thaf'the former is generally wiritten for
mixed voices and is.ﬁot intended for solo voices, again re-
sembling the hymm.ls

In this connection we maj note that throughout this
period, the anthem, especlially through the influence of Sa=
muel Sebastian Wesley, enjoyed great popularity. Like the
hymn, it received its impetus from the post-Reformation era.
It was the English version of the Latin motet end at first
enthems were merely sdeptetions of the older motets. Through
the work of Byrd and Gibbons, so0lo passages with organ or
string accompaniment were introduced, and this new form or
church music continued to flourish in the hands of Thomas
Tallis, Christophexr Tye, end Robert Whyte, Later, under John
Blow anﬁ Henry Furcell, the gnthem was made more oomplpx and
of greater length, including ariss, quartets, and duets. It
followed this pattern in the 18th eentury, and to some de-
gree also in the 19th, under the leadership of Wesley. Un-
doubtedly, since fhé'sama men aomposed anthems and hymn tunes,
the development of the anthem influences the hymn tunes of
the day. .

The fingl consideration of the prineiples of these 19th

15. The Oxford History of Husic, "Part-song," pp.
688-689.
1l6. Lang, DP. git., Do 282,



agentury hymn tunes ie relasted to the previous one. The Gom-
posers of this time depended on the harmonies of the tune
wore than had been done before in England. The strength and
vigor of the earlier tunes gave p%$oe to "more sinuous melo-
dic ourves" and wesker harmonies. This is not true of all
the composers of the period, nor of 211 the tunes of certain
composers. Some, inapired by the asncient psalm tunes, pro-
duced so0lid tunes of lasting character, to be sure. However,
others, while avoiding the floridness of the late 18th ocen-
tury, fell into eimilar nmistalkes and strove for estchy melo-
dies and luecious harmonies. These tunes seem more like part-
songs than hymns

An illustration of Barnby's emrhasis on harmony

is his ruch admired "Merrial™ (1868) to "Now the

Dgy ie Over." The melody, it will be observed,

in both the first ard last of the four lines is

entirely eonfined to one note, the interest cen-

tering on the movement of the glto, tenor, and

pertioularly the bass. J. Spencer Curwen, of

tonio sol-#a fame, in his interesting Studies in

Worshi¥ ¥usio, decries this tendency to transfer

he interest from the melody to the other parts.

He gives a clever "redunotio ad sbsurdum” of

this prineiple by writing & tune censisting of

repeated notes, accompanied by rather elahorate

harmonies, and succeeds in meking quite sn in-

teresting piece of music. 18

Feither Barnby's nor Curwen's overemphasis of harmony
proves this phese of the hymn tune's development is neces-

parily bad. Bach's harmonizations are chromatic and yet

1% Tutkin, Selected Hymns and Carols, Foreword
Yo, Ietiin, Haete in the Cimroh, Ip. 58-89
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eonsidered of great ochurchly value. The fact that many of
the tunes of this "modern school" have survived in formal
worship use is added proof that this tendenoy does not de-
stroy a tune's worth.

Influenoed in a greater or lesser degree by these prin-
ciples, the nine leaders of the period composed hymn tune
after hymn tune. 208 of these tunes found their way into

Hymns Ancient and kodern. From here they exerted an influ-

ence on all other hymnals published in Engleand and America.
By meens of the following graph we trace their influence in
the Episcopal, liethodist, and Imtheran churches of America.
In addition to the tunes of the English leaders, we have
listed the tunes of the foremost American hymn tune writer
of the 19th century, Lowell lason,

In connecotion with the influence of these tunes on
Ameriean hymmale, & discussion of Dr. Lowell ¥ason is in
order,

Dr. Lowell liason is the only Awerican hymn tune writ-
er of great note. As previously stated, liason's relation-
gship to the hymn writers of the era of Hymns Ancient and
Yodern is debatsble, A good deal of his work was done be-
fore most of the English composers became active; howoever,
we have little reason to make a direot conneotion between
these two movements on two continents. Suffice it to say
that along with the eomposers listed above and the lesser
lights of their period, Hason 1s the only other man to af-
feoct American hymm singing to any great degree.
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School

the 1list for that work is only approxi-

The numbers in brackets indicate the number of times the
Because the Sunday

tunes of the specified comp

hymnal.

hymn tune composers,

mate,



Lowell Ilason was born in iledfield, Ilassachusetts,
January 8, 1792. He spent the first years of his life learn-
ing to play any and every musicel instrument he counld find
and spent some time direotinz & ohurch choir in his home
town. 1In 1812 he moved to Savannah, Georgia, where he found
a position as olerk in a benk, but continuned to teach and
preatice masio. He.ﬁaé active first in the Independent Pres-
byterian Church, and, in 1827, helped found First Fresby-
terian Chureh. With the aid of his teacher, F. L. Abel,
llagon formed e collection of psalm tunes based on Gardiner's
Sacred llelodies, "itself extracted from the works of Heydn,
Hozart, and Beethoven.“l9 At first he hed difficulty find-
ing & publisher for the volume. However, in Boston, through
the interest of George X. Jackson, the manusoript wss pre=-
sented 1o the Board of lanagement of the Boston Handel and
Haydn Society whisch agreeito publish 1t.z° The work beoceme
immensely populsr and ran through 17 editions, bringing o
net profit of about $12,000 each for the Society and for la-
son, The composer then moved to Boston and directed the mu-
gic in several churoches there, notably Bowdoin Street Church
vhere Dr. Lyman Beecher was pastor. Here liason began to
conaentrate his efforts as en organist. He became president

of the Handel and Haydn Society, but because he was more in-

19. Grove's Dictionary of liusic gnd Musicians, "Lowell
Mason," IIT, p. 241.
20. Polack, op. cit., p. 542
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terested in the introduction of musio into the common
schools, he left this post and with G. J. Webb formed the
Boston Academy of Musio in 1832. 1500 students attended
the Academy in ite first year and Mason's feme and influ-
ence spread. He began a movement for rusical conventions
all over the country which proved successful. In 1838 he
obtained permission to teach in 8ll1l the schools of Boston,
enegbling him to put his theories of musical education into
practice there. MNason produced a number of manuels and ool-
lections which added to his esrlier fortune. Ee visit;d
Germany in 1837, specifiocally to study their educatioﬁal set-
up snd to confer with Pestaloszi whose writings had influenced
his interest in the training of the youth. The degree of
¥us.D. ,he received from.New York University in 1835 was "not
absolutely the first" of its kind, "but certainly the first
of distinction.“21 He made a seoond European trip in 1853,
of which his Musioesl Letters from Abroad is an acoount. He
spent the last years of his life in Orange, New Jersey, the
home of his eons.zz He died there on August 11, 18%2.

In his hymn tune writing, Lowell llason was greatly in-
fluenced by the secular.music that was popular in his:day.
His assooistion with the Hendel and Eeydn Society brought

about & great influence in their music. lany of his tunes,

2l. Grove [ Diotionarz of lusic and lMusicians, Amer.
SuppP., "Lowell lason,

22. His son, Henry, 1ater mamfactured pisnos, while
Daniel and Lowell, ﬁr.. established a publishing fixrm.



b7

especieglly the first onecs, were edmittedly based on melo-
dies from their cormpositions, 2 well es from other eclas-
sicel musia. Ilason did not follow the pattern of the Angli-
can musiciane in his approach to the hymn tune. 4is méntionea
before, they wrote tunes to f£it the words they hed at hand.
llason reversed this process.

llgson did not write tunes to specific hymns, but

wrote a tune and then found & hymn that suited it.

Superficially considered that would seem like in-

verting the natural order; but it hsed its advan-

tages. If the tune had been composed to a spe-

cific hymn, the temptation would have been irre-

sistible to give oxpression to its swaller phra-

ses and it would have been unfitted for any other

hymn. This would do for a few tunes like "llearer

ny God, to Thee" or "ily Faith Looks up to Thee,"

but the rass of hymn tunes must be self-contained

and objective in order to carry hymmns of varied

emotions. 23
This comment sssumes that the ide2l is t9o have s fecw tunes
to fit s large body of hymma, in cortrast to the prineiple
of the Anglicsn composers.

Mason's musical efforts outside of his hymn tunee are
not great. However, the impasct of his thought and ideals is
still felt in imerican hymn singing. Besides his many ori-
ginal tunes, and those based on secular melodies, he arranged
a good number of tunes of other church musicians. O0Of thg4en-
tire numbar, shout 30 have rerained popular to this day.
¥or his influence on other hymnals, consult the greph oppo-

gite page 54.

23 Lorenz, Op. 01t.. PPe 309-310.
24, Cf., Hew B‘E‘Etﬁa Hymnal, 1926, in which 30 of Ma-
gon's tunes are Tound.




V. THE APPLICABILITY OF THE NINETEFNTE CENTURY
ENGLISH HYUN TUNE T0 LUTHERAN WOCRSHIP

We shall now approach the tegk of evaluating the hymm
tunes produced in this period by the composers we have stu-
died. We shall do this only in the light of their eprliioca-
bility to Lutheraﬁ worship., No other consideration is to be
involved. In &n eveluation of this type, we must be sure
thet we use Jjust methods of Judging the tunes, It is easy
to be subjeative in judgment. Ve have seen that the tunes
in question heve often been oritiscized as being lush end as
having seductive, weak harmonies of a chromatic tendenoy.l
We have no assuranee, however, that such judgments are .made
socoxding to juet etendarde or that they are mede in consi-
deration of the moocde of the tunes as well as the uptﬁess of
msical expression.

In ochapter I we have outlined the demands of Lutheran
worghip. Dooctrinally, Lutheran worship is the expression of
strong Taith in the Atonement by the corporate chursh and re-
sulting in moods of Joy. Traditionslly, Lutheran worship de-
mands hymn2 by the people that are in the vernacular snd in
an: idiom of music that 1is close to popular capaocity. Fur-
thermora, these hymns have slways been associated with and
sung to the accompaniment of the organ. With these demands

in mind, we will evaluate these tunes appearing in The Luth-

1. ctf. Douglas| 2) . X3 ait.' Pe 255,
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ersn Eymnal, published by the Evengelicel Lutheran Synodi-
cal Conferenae of Iorth Awerica in 1941.

In the previous chepter we have disoussed the prinei-
ples involved in the composition of these tunes. Ve hove
secn that these men were trained musiciesns, acoomplished or-
ganists in eagh instance. Their training had the beckground
of the polyphonic movement in the earlier history of English
Ckhurch llusiec. e have seen thet they heve not hesitsted to
use folksong materisl for their tunes, ezpecielly since sl-
most all of them were closely acqueinted with the gieé,.ma-
drigel, and pert-song of the day. In this way they approached.
the Iumtheran principle of worship that the individusl Christ-
ign is importent, as a membei of the universal priesthood,
end therefore both the werds and the tunes of the hymns that
e is to sing rmust be within his gresp. This, then, estab-
lishee tho aptness of mueioel expreesion of the tunes udder
disoussion, in all osses exoent Sullivan, whose only con=-
tributions to The Iutheran Hymnal ere in the form of spiri-
tual songs gné aroc not in the hymn seotion proper.

Turning to the moods of these tunes, we will elaborate
by listing the tunes under the hymm classifications of the
hymnal, thue presenting the moods that these tunes represent.
Under the heading of "Adoration,”™ we find two tunes from
this period: ZFllers (47) by Hopkins and Regent Square (50)
by Smart. Under the broad title of "The Church Year," we
f£ind the largest group of tunee from this periocd, ten in ell,
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although St. George, by Elvey, is used twice (71 end 134),
under "Advent" gnd "Epipheny," respectively. ¥We esn under-
setend this lerge number of tunes in the light of the asso-
ciation of these men with the liturgical Anglicen Church.
Within this communion they were always aware of the Church
Year and its implicationes for the pudblic worship. From
these men, then, we would exzpect & goodly nmumber of tunes
writiten specificelly for the observance of the holy days and
sezsons 0f the Church Year. The other tunes under this
clessification are: St. Oxoss (124) =nd Nigea (246) by -
Dykes; Regent Square (136), Lancashire (205), and Rex Glo-
riae (216) by Smart; Bevan (220) by John Goss; Coronae
(222) by HMonk; and St. Crispin (245), snother tune by
George Elvey.

The heading "Invitation™ finds only one tune of this
genue listed under it, the well-known Yox Dileceti by Dr.
Dykes, set to the words I Hoard the Voice of Jesus Say.

This is8 not 28 small a contribution as it may seem, since
only five different tunes sre under this oclassification.

St. Crispin (304) by George Elvey is the only tune lie-
ted under "The Sacraments,” and specifically under "The Lord's
Supper." This tune was written originelly for the hymm, Just
der the heading of "Faith end Justificetion" in this same
hymnsl, In addition, we find it used under "The Church Year,"
once again under "Feith and Justifiocation,” and with a hymn
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under the heading of "The Church."

Three tunes that sre easch associated with only one set
of words in The Imtheran Hymmal are found in the classifica-
tion of "The Redeemer." These are: Diamdemats (341) by Fl-
vey end Beatitudo (360) and St. Agnes (361) by John Dykes.
The Christian charseter of these men, snd the school which
they reprasent, ie set forth in these tunes. We should note
that the case here true of Dykes' tumes is true elsewhere
in this hymnal. Eig tunes ere wniformly found with but one
get of words thronghont the book.

Under "Faith and Justification™ we find four tunes from
these men used five times. . ¥lvey's St. Orispin (371 and 388)
appears twice, in both instances with hymns asserting the
Christian's subjective trust in the merits of the Savior.
Stainer's Magdalen (370), Monk's Energy (374) and Dunstan
(390) also oreate the mood of the individual's assurence in
salvation through faith in Christ. Ve note that in another
area of Lutheran emphasis, faith and justifiscetion, we find
four noteworthy ocontributions from these Inglish hymn tune
writers.

"Sanatification," on the other hand, has but twoc twnes
from the period and onc of these, Energy (441), by lonk is
gleo used under the oclassifications of "Faith and Justifioa-
tion," as jJust mentioned, and "The Church.” It is a tune of
oongregational mood, with the words here found, or with those

with which it origirally appeared 1in Hymns ‘incient and llodern,
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2
Soldiers of Christ, Arise. ‘The other tune under this

heading is Winterton (4023 and 422) by Josepk Barmby. In
both instances it is used under the subheading of "Now
Cbedience. ™

Iive of the nine-: English composers are rapreeeﬁted un-~
der the title "The Church." Bernby's Galilean (469 and 496)
ie nsed under both "Communion of Saints" and "Missions,"
two subtitles of the c¢lescification. lionk's Energy (468)
eppears for the second time in the hymnal, FElvey's St. Cris-
pin (499) for the fifth time, in eddition to Dykes' Alford
(476) and Henry Smart's Regent Square (502). Energy, Ga-
dilean, and Alford are used in the mood of corporate joy in
the knovwledge that the saints on earth will join those above
in endless glory. 7The others are expressions of the church's
responeibility in spreeding the Good News. Barnby's Gali-
lean, coupled with the words Hark] The Voige of Jesus Cxy-
ing, emphesizes the personal responsibility in this work.
These contributions to the moods of the doctrine of "The
Church" are.espeocially noteworthy hecause this sestion
lists few tunes of Germen Lutheran origin.

Undexr the heading of "Crose snd Comfort" we find Dr,
Dyker' St. liary Magdslene (516) set to the hymn In the Hour

of Tripl, Thie is the only contribution from these ren un-

der this hesading.

2. Of. The Lutheran Eymnal, No. 450.
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The broad olassification of "Times and Seasons" brings ,
two tunes by these English composers to our attention. The ‘
first, Xyventide (552), by William NMonk, is found under the
subhead "Evening," with the popular hymn Abide with Me!

Fast Fplls the Hventide. The moods is one of the individu-
al's complete trust and reliance in the crucified Lord. The -
second is Elvey's St. Géorge (566, 547, 584), used to ex-
press the ocorporate feeling of praise and thanks to the mer-
6iful Lord, under the heading of "Harvest and Thanksgiving,"
and again under "The Hation." Henry Smart's Regent Square
(641) is found once rore with & hymn in behalf of "Theolo-
gleal Institutions,"™ under the general heeding of "Special
Cocasions. "

The only tunes remaining are the two from the hand of
Sir. Arthur Sullivan. Both are not found in the hymn seetion
prover, as previously mentioned, but under "Carols and Spiri-
tual Songs." The hymn tune titles are St. Gertrude (658)
and Heaven Is My Home (660). These tunes have not come up
to0 the standerds set by the music editors of the hymnal, a
oondition asccounted for in part of Sullivan's close associa-
tion with secular music. In these tunes he emphasizes the
msic and harmeny for their own sakes, rather than seeking
to produce moods which are purely subservient to the con-
oepts of the hymn with which they are used.

We see, then, that these 19th century composers of the
Englieh Church have contributed tunes of definite value to
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American Lutheran worship. The tunes, exoept for those of
Sir Arthur Suvllivan end perhaps those of Y oseph Barnby, both
of whom fell under the sway of secular influences, have met
the ctandards of musical expreesion and have eontributed po-
sitively to the mﬁnﬂs of Lutheran worship, especielly in the
realm of "The Church Year," and "The Church."

This study is by no means conclusive, since it has been
undertaken solely from the theoretical approach. The proof
of the oconclusion wonld lie in & thorough study of Lutheran
econgregations in various localities and of different sizes
to ascertain the affeotivenqes of fheée tunes in the wor-
ship of Lutheran Christians. What the study has ahdwn above
all else ie the need for further research in this field and
further oonsideration of the importsnse and fﬁnction of the

hymn tune in general in Lutheran worship.
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