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PREFACE

TuE author of 2 bock on American music may well approach his task™\
with fears as to the cutcome, knowing that no matter how thoroug}bge
may try to be, his work will be incomplete in many respects. Yett has
seemed that a book like this iscalled for, to bring information~about
the music that has been written in this country; one that ~Wlll be both
historical and contemporary, look facts fairly in the fade, avoid chau-
vinism, and present the honest opinion of the writés\This book is an
account of the music that has been written in Ame{)ca, not a history of
musical activities, except, of course, where We- muSt have some idea of
the conditions that have produced the compt)scrs of each era.

The student of American music will isd many paths open to him.
There is an abundance of source ma.tenai gathered by such tireless
research workers as Oscar G. Sonndck and others who have worked in.
our libraries and historical societ{es. Mr. Sonneck’s source books on our
early secular music, concertsy aid opera, though written a quarter of
a century ago, are still su}F}Lsmgly complete. While discoveries have
been made since his bobks were published, little has been found that
would prove any ofhi$findings wrong. Mr, Sonneck carried his studics
up to 1800, and\&} oid that date the student must do his own re-
search, in neﬁﬁpapers, ‘musical _]ournals, diaries, from concert pro-
grams, andyfrem printed music. It is of interest to note that a fund has
been csgab‘hshed as a-memorial to Mr. Sonneck, which, it is hoped, will
provide) for a complete compilation of all musmal records of New
York, Boston, and Philadelphia for the years 1800 to 18 50; a mam-
moth task, but one that will be of inestimable value.

‘Material for the present ‘volume has been gathered from a mde
variety of sources, as listed in the bibliography. Mr. Sonneck’s compi-
lations were, of course, invaluable. Private collectors have generously
opened their collections, and .descendants and relatives of our early
composers have been kind in showing material that has added fresh

nm .



viii PREFACE

data to the information previously available. Contemporary musical
journals of various periods have likewise yielded an amazing wealth
of information.

An outline serialization of much of the material in this book has
appeared in Voice of the Air; and other material has appeared in the
form of articles in The Musical Digest and The Musical Quarterly.
1 acknowledge the kindness of their editors in granting permission to
include this matter, A

Many individuals have also been helpful in my task. Amohg the
‘descendants and relatives of composers—Mr. Edward Hepkinson,
great grandson of Francis Hopkinson; Mr. Hobart Hewitt and Miss
Carric W. Hewitt, grandson and great granddaughiter of James
Hewitt; Mrs. James Spurr Whitman, granddaughtet/of Oliver Shaw;
Mr. Howard Van Sinderen, husband of the lat¢evMinna Mason Van
Sinderen, who was the daughter of William Mason and grand-
daughter of Lowell Mason and George-James Webb; Mrs. Edward
MacDowell; Mrs, Ethelbert Nevin;'Mts. Horatio Parker; as well
as many friends and associates of MacDowell, Parker, Nevin, Paine,
and others, who have given \{amable information, impressions, and

“anecdotes. N\

Those in charge of the ibraries to which I have gone for reference
and study have done miich to make my work pleasant and easier. Dr.
Otto Kinkeldey, who'Was head of the Music Division of the New York
Public Library until he became librarian of Cornell University; Miss
Dorothy Lawton“and her assistants at the §8th Street Music Library
in New Ypr};} Mr. Walter R. Whittlesey, and Mr. W. Oliver Strunk
of the Bibfary of Congress; Mr. Richard G. Appel, of the Public
Libraryof the City of Boston; as well as those at the many state

Aibtaries who have helped me in finding books referring to music and
rousicians in their states.

Among the private collectors who have given access to their treas-
ures, I am particularly grateful to Mr. Arthur Billings Hunt of
Brooklyn, Mr. Joseph Muller of Closter, New Jersey, and Mr.
George Fischer of New York City. o

I wish also to acknowledge the kindness of the book publishers who

have granted me permission to quote from their copyright publications,
as indicated in the text.
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Music publishers have been helpful in supplying information about
the composers of the music in their catalogues; and I should like to
save a large portion of my gratitude for the contemporary composers,
who have responded most graciously to requests for data. If I have
failed to put any of them in the place they feel they should have, I
hope they will forgive me and credit it to ignorance rather than to
malice.

And lastly T wish to acknowledge my debt to many friends Iwhc{
have helped in suggestions and criticism, and in many cases with rete}-
lections of the happenings chronicled in these pages; among them‘my
erstwhile music teacher and lifelong friend, Paul Tidden; my’ friend -
and neighbor, Osbourne McConathy; meessor Homer( Ay 'Watt of
New York University, who has been helpful in intgéducing me to
specialists in several fields; J. Walker McSpadden,Sgho has been my
friend and adviser as well as my publisher’s Cdltqt\ Many others, too,
whom I should like to menfion; but space farbids.

So here is the book. T let it go from meWigh misgivings, but at least
I know that I have tried to state the case“of the American composer
honestly And I have the feehng tbat his music is better quahﬁed to
speak for him than any single Wntef of a book on’ American music.

J. T. H.
Glen Ridge, New Jersey. ,
January, 1931. ' \\ -
- :;:\‘. s
>



"PREFACE TO SECOND
REVISED EDITION

In 1939, when Owur American Music had been in circulation for eight
years, two supplementary chapters were added to tell briefly of ‘the
developments and-the many new composers that had appeared $nthat
comparatively short time. And now, after six more years, it issqot only
desirable, but necessary, to revise the book completely, 0 adjust cer-
tain viewpoints to.changing. conditions, to re-evaluate o add to the
discussion of composers included in the original yolumes the many
‘works they have composed more recently, 3 Yalso to include the
several hundred composers who became recbgnized after 19 3I.

Since the first appearance of Qur Ampiican Music many specialists

~ have been busy. with research into the\ ps?rly da,ys_of. America’s music

- life; some of them carrying on the Svork of Oscar G. Sonneck in ex-
amining the beginnings of our seeular music and concert life; others in
the backgrounds of the psalitedy and hymnology of New England,
some into folk music, manyinto regional history, and a dozen or more
into jazz and contempbrary. manifestations of twentieth-century phe-
nomena. Consequently, our scholars know infinitely more about the
backgrounds of Aerican: music than was known even fifteen years
ago. Evidence/f this is'in the addition of more than three hundred
titles to th_e\\Biblic_')_g_raphy at the end of our book, most of them of works
publishsd:in recent years. '

In(rder that Our American Music might have the benefit of this
vakied research, certain chapters and sections of the book have been
_submit_ted to specialists in several fields, who have checked the accuracy
of all statements in the light of recent discoveries, and have suggested
-additional text material to amplify what was already presented in the
‘book. .Accordingly, my thanks and sincere appreciation for invaluable
assistance. go to Henry Wilder Foote for his contributions on early
New England psalmody, the later hymn:tune composers, and on cer-
tain phases of our contemporary church music; to William Treat

X1 .



Xit PREFACE TO REVISED EDITION

Upton for his help in the sections on early secular music and on An-
thony Philip Heinrich and William Henry Fry; to Richard S. Hill
for the latest information on the origins of our national airs, particu-
larly The Star-Spangled Banner; to Hans Nathan for the benefit of
his studies in Negro minstrel shows, Negro minstrel music, singing
families of the mid-nineteenth century, and for material on Daniel
Decatur Emmett; to George Pullen Jackson for his contribution on
the “White Spirituals” and folk hymnody and their effect O;Kthe
present-day gospel songs; to Fletcher Hodges, Junior, for a review of
the chapter on Stephen Foster; and to Sigmund Spaeth for amplifying
the material on popular songs to cover more adcquately the period
between the Civil War and the 1890’. N

Several institutions and individuals have been Rartlcularly helpful.
The Americana Collection of the Music Diviston of the New York
Public Library, of which the author is curator, has naturally been a
rich mine of informaticn, and 2 clearin, ‘ground for many matters
which required examination and mftm.g The staff of the Music Di-
vision has had an indispensable partun'the preparation of these pages.
My thanks are due to them and partlcularly to Miss Anita Goldstein,
who has given unsparingly of her time in attending to innumerable
details of preparation.

Likewise, the staff of-the Music Library on 58th Street have been
highly co-operative :ﬁ\& helpful in locating information on many indi-
viduals included in‘these pages. Thanks are due also to Mr, Daniel
McNamara of t,he staff of the American Society of Composers, Authors
and Pubhshefs for supplying information on composers who are mem-
bers of th{{t fociety.

It ig:@pleasure further to eXpress my appreciation of the willingness
of my* publishers to spare no pains in making this revised edition of
Q" American Music as thorough and comprehensive as it could be
made, and of the interest and sympathetic co-operation offered by Mr.
Robert L. Crowell and his editorial staff. And lastly, but by no means
least, my heartfelt thanks are offered to Miss Ava Yeargain, for her

invaluable assistance in research and in the actual preparatlon of several
chapters, as well as in proofrcadmg

_ J. T. H.
Glen Ridge, New Jersey, 1946.
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INTRODUCTION

Berore beginning this account of Our American Music, it will bg
wise if the reader and the author agree as to just what Arerican musie
is and, likewise, who is an American composer. It may be argued that
all such classifications are arbitrary, and that the -author ‘is pfivileged-
to make his own distinctions. Nevertheless, we will get along much
better, and be happier, if we can agree. 7, MR

Shall we insist that music must be nzitionalisticallj?hméricanP We
shall have to settle this at the start, for it will mdke a vast difference
in our contents. And if we limit ourselves to hﬁ%e'things that we can
agree are American, we-probably will neegh to)write no book at all; for
even though we may each have our’ own ideas on the subject, I doubt
if any two of them are-alike. And, mgreover, even if.we do agree, we
must omit all composers who havé, Written principally in the manner
of other nations, and perhaps;wﬁé.te'ver may be considered wniversal
or cosmopolitan in its style oridiom. Under such a rule, Tschaikowsky
might conceivably be batred from a book on Russian music. So Why-
not say right here that yusic written by Americans will be our Ameri-
can music, at leashJot the purpose of our discussion? Then, if we are
careful to poinlout Americanisms as we find them, we can give the
composers fi&'spbnsible for them an A double plus, or whatever merit .
mark we.ghoose. . T

"Lhén who is the American composer? Many think he must be born
in‘thi8 country; that those who urge the adoption of foreign residents
as Americans; do so because we have so few natives. That a Trench-
born composer is always a2 F renchman; a German-born, a German.
Maybe so, and the day may come ‘when we no’longer. lengthen our
list with foreigners. But our -case is'a little different. We ‘have all
adopted America, even those of us who-let our ancéstors do our immi-
grating. for us. And shall we be like college. boys in treating new-
comers as freshmen, just because our ancestors had the idea first?”

: : CX1X



XX INTRODUCTION

You may say that the Constitution requires the president of the
country to-be a native-born citizen; but there can be only a few presi-
dents, and we have room for many composers, You and I know many
native Americans whose families have been here for generations, but
whose temperaments and points of view are as foreign as thosc of their
cousins who stayed at home. Of course, it is obvious that mere residence
will not make an American, and we cannot call a composition Ameri-
can merely because its composer has had a part of his physical existence
in this country. If that were allowable, the New World Symphony .
would have been written while Dvordk was an American cafhposer.
Noj visitors are welcome, but they are not Americans, O

- It must be a case of extended residence, to all intc:its'.;p'crmancnt;
the adopted composer may go home to visit, but he pinstn’t stay away
too long. And it must be something more subtlevand subjective than
citizenship, Legal naturalization may make a_aitizen, but it does not
in itself make an American. The foreigner/hust become one of us,
become identified with our life and instititions. And also he must make
his reputation here, He must come to us'in his formative years, not
as an established artist. N

Try this definition: a composer(is an American if, by birth or choice
of permanent residence, he becomes identified with American life and
institutions before his talgts have had their greatest outlet; and
through his associationﬁi‘n{i sympathies he makes 2 genuine contribu-
tion to our cultural deyelopment.

These specifications would admit Charles Martin Loeffler, who came
here at the beginding of his career; Ernest Bloch, who received his
first imporJ{gt‘recogniticn in this country; and Percy Grainger, who
came to ds'Well established as 2 pianist, but with his most important
composing yet to be accomplished. The definition obvicusly does not
include many of those who have become citizens in recent years, men
who” were widely discussed and internationally known composers
abroad in the years before racial persecution drove them from Europe.
Arnold Schoenberg, Igor Stravinsky, Darius Milhaud, Sergei Rach-
maninoft, Ernst Kfenek, Kurt Weill, and dozens of others have be-
come Americans by naturalization, and our nation may well be proud
of the fact, but it does not seem appropriate to include them in this
volume as the musical product of the United States. '



INTRODUCTi_ON _ _ o .

The music of America’s three hundred years seems naturally to fall
into three periods, but not according to centuries. Dating its existence
in this country from the settlement of Plymouth in 1620, the first:
period would include the one hundred and eighty years to 1800, toa
time when our independence was established and we had begun to
be a nation, and we were beginning to absorb. the first immigration of
those foreigners who came to our land of freedom after we had become
the United States of America. There were the ecarly psalmodists in
New England, but none who were known to have written musio.s
their own until the time of William Billings, in the latter part ©fthe
eighteenth century. There was secular music in New Yok} Phila-
‘delphia, and the South, but no composers we know of antil Francis
Hopkinson appeared. Yet we shall find that there wegé gertain factors .
in our early musical life, barren as it was, that hap€ had an influence
on the music of our day. Euterpe did indced com®%0 a wilderness, but
she made the best of her situation. D L

The next period, in which Euterpe seends :t}havc made up her mind
to stay with us, extends from 1800 to 1860. The foreigners who had
come in the 1780% and 1790%, because of the French revolution and
because they had heard of Americd’s ‘freedom; were.becoming Amert-
cans. The native -composer, j}zhf)' *had ‘been forced to the background
by the coming of skilled ‘E’su'opeans,'came forward again with more
confidence. Lowell Magon”appeared, with his. contemporary hymn
writers. Concert lifeand operas became more firmly established. The
new Western citiesdemanded some rusic, The minstrel show became
a favorite divession, and Stephen Foster wrot¢ melodies that have
‘become .foHQébhgs. ' : o ' :

Then ahdther tide of immigration swept our shores, which had the
SAME; e&é&t that the latter eighteenth-century coming of foreigners
had had fifty years before. The revolutions in Central Europe made
Ameérica a refuge for hundreds of Germaris in'the years around 1848.
When they came here they took over a large part of our musical life,
and many Americans were content to sit back and listen rather than
- put their less developed talents in competition with the foreigners.
And so the second period ended, as the first had finished, with aliens
in the foreground. '

The third period reaches from 1860 to the present day. Euterpe
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mazkes a home with us. As at the beginning the century, in the second
period, most of the foreigners became Americans, Moreover, we were
beginning to be nationally conscious in our music. And we began to
produce composers who were important: John K. Paine and Dudley
Buck among the first. Then MacDowell—Chadwick, Foote, Parker,
and the rest of the Boston group; Ethelbert Nevin, with his lilting
tunes and his Rosary. All of this right down to our own day, when we
are arguing about musical nationalism, and trying to determine what
American music is, as far as its idiom is concerned. To a time whed'we
have produced jazz, and are wondering how important it l‘jCﬂ!l}’ is.
To a period when our musical life is on a par with that of-&ny other
country in the world; when we have the finest of symphony orchestras
in our large cities; the finest teachers of the world in oue\conservatorics
or in their own private studios; and, what is mostimportant, to a day
when we may really be on our way to becoming”a musical nation;
when our public schools are giving musical ’tm}n‘ing to pupils equal to
that offered by conservatories twenty-fivesyears ago.

How much of this external music caf_make us musical in our inner
depths is another question. But we hdye the desire, anyway. And if the
desire is sincere enough and strong*enough the rest will follow. We
cannot buy a musical soul \}'itH ‘our money, but we can wish for a
musical soul and get it. And\I'think that we are wishing for it.

But more of this in i@.p‘roper place. The division into periods has
been arbitrary, and tl%re has been some chronological overlapping.
For example, the fiest national airs are included in the second section,
yet two of them‘%‘Yanﬁ’B Doodle and Hail Columbia—=first appeared
in the eigh_t¢e'{§t\f1 century. It has seemed better to include all of these
national songs in one chapter, and to consider that the earliest of them
bridgedithe century and the first two periods.

) AgcT now we go to the first act of our pageant. There will be much
to ‘amuse us, and, I trust, to interest us, But I ask one favor of you:
smile and taugh if you wish, but wis% not as the friends we shall meet.
For when we think of their handicaps, the few tools they had to work

with, talent Tises to genius. But enough of the sermon. Raise the cur-
tain and meet Euterpe in the Wilderness.
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CHAPTER ONE
Early Days

N

. o 2 A
. NEW ENGLAND PSALMODY AN
Tug history of American music, meaning the music of “What is now
the United States, should logically start with the ps:)elm singing of
the New England colonists, not. because it was the first music known
on the North American continent, but rather becau\e it was the earliest
music of which we have any. satisfactory recor&, and of which any ex-
tended account can be written. O

The folk music of the Amerlcan Indlfms was probably in cxmstcnce
long before the coming of the colomsts, and no doubt the Negroes
who were brought from Africa ilthe first slave ship in 1619 used -
song as an outlet for their em{fmons but recognition of folk music has
been a comparatlvely modem ashion,:and it séems more appropriate
to discuss it in other than chronologlca.l place which is wholly prob-
lematical, The earliest\European music to be heard upon either coast
of North Americalhorth of the Spanish settlements was the French
psalmody sung-by the Huguenots on the Carolina Coast in 1572, be -
fore their bp& “settlement was wiped out by the Spantards; and the
English PSalmody sung by Drake’s seamen during their stay of several
weeke\n) June, 1579, at what is now known as Drake s Bay on the
Cah}brma Coast, as described in Francis Fletchcr 5 sz.e Worlaf En-
compassed by Sf?‘ Francis Drake.

Aside from these brief eplsodcs the first recorded use ‘of music on
this contirient, north of the Spanish domain, was thit of the Pilgrims
at Plymonuth. The Settlcment at Jamestown preceded that at Plym—_
outh by eleven years, it is true, but the Virginia planters have left no
rccord of singing; though it is not unreasonable to assume that i in spite

3
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of the miseries they endured they may at times have plucked up cour-
age to sing popular “catches” round their campfires, and psalms in
their houses of worship. In contrast to our lack of information about
the Jamestown settlement, we do have definite knowledge of the
music the New England settlers brought with them from England,
and contemporary documents tell of their methods of singing. We
are; therefore, able to follow the course of musical development in the
Northern colenies from the earliest days. ~

The first century of New England’s history was in many respetts a

musical wilderness, but probably little if any more so than inthe other
colonies. The England from which the first settlers emigrated was a
Jand noted for its singing, and there is no reason to suppose that only
those persons emigrated who were unmusical, The Puoritans, of course,
held strictly to psalmody as the only music suitablefor use in worship,
and discountenanced lewd and indecent sopgs,” of which there were
plenty in the seventeenth century, as tepding to “the nourishment of
vice and the corruption of faith,” but thére is adequate evidence that
many of them appreciated good musig and that some brought musical
instruments with them to this cquﬁt}'y.‘

But the hard conditions of pigheer life, with its heavy labor, left no
leisure for the fine arts, andNin all the colonies the second and third
generations grew up wi&fj&ut the cultural background their English
fathers had enjoyed, This was undoubtedly the principal cause of the
musical impoverishatent that existed until more stable conditions
made possible therevival of interest in music early in the eighteenth
century.

When thePilgrims crossed from Holland in the Mayflomer in 1620
they brought with them Henry Ainsworth’s Book of Psalmes, pre-
pangdﬁby him in 1612 for the congregations of Separatists who fled
from England to Holland. His book included thirty-nine psalm-tunes,

about half being taken from English psalm books, the rest being the -

1ong¢r and finer French and Dutch tunes in 2 considerable variety of
meters, Ainsworth’s Psalter was superior, musically, to any English
psalm book then available.?

YH. W. Foote, Three Centurizs of American Hymnody, chap. 1T {1g940); also

Foote, “Musical Life in Boston in the Eighteenth Century,” Proceedings of the Anti-
guarian Society, New Series, KLIX, 293—313. : '
2 Waldo S. Pratt, The Music of the Pilgrims, Bosten, 1921,
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The Plymouth Pilgrims undoubtedly had a love for music, for 2
contemporary account of their sailing. from Leyden tells of thé cere-
mony that attended their departure. In. Hypom.rw Usnirnasked Ed
ward Winslow wrote: o

They that stayed at Leyden feasted us that were to go at our pastor s
house . . . ; where we refreshed ourselves, after tears, with smgmg of
Psalms, making joyful melody in our hearts as well as with the voice, there
being many of our congrerratmn very expert.in music; and- Jndeed it was€he
sweetest rnelody that ever mine ears heard : A

Ainsworth’s Boo}f: of Pmlm:e; remamed in use at Plymcu;fth._ unfil
1692, when it was abandonéd in favor of the Bay Psalin Bowk, because
the children of the emigrant generation were no londed able to sing
the longer and more involved tunes their fathers-bad loved.

The Puritans of the Massachusetts Bay Colonybrought with them
the psalm book that had been produced by Eg@%xsh Protestant exiles
in Geneva on the model of the French Genﬁa@n Psalter of 1562. The -
English book was first prmted in the samé& year by John Day under
the title The Whole Booke of Pmlme.r, collected inta English Meter
by T. Sternhold, I. Hopkins and oﬁ}eﬂ, conferred with the Ebrue,
with apr Notes 1o sing them wxﬂml Faitkfully perused and alowed
according to t’ ordre 4 ppoms{ezl in the Queenes maiesties Injunctions:
Very mete to be used of @¥sortes of people privately for their solace
and comfort; laying apart all ungodly Songes and Ballades, which
tende only 1o thegpourishment of Vyie 5 corruption of Y outh.

It is necessary\to know something about this book, and its various
editions, if wé are to understand the Psalmody of New England. Com-
monly calle Sternhold and H opfams and later known as the Old
Vemoﬁ\u—»after the appearance in 1696 of Tate and Brady’s New
Vafsian of the metrical psalms, the book had been quickly. adopted
_into“popular and universal use in Elizabethan ‘England. Tts verse,

which later generations came to. regard as crude and barbarous, was
cast in the popular ballad meters and was probably as good as England
could have produced at the pcr;od At any rate, it pleased the people
for whom it was written: Sternhold and Hopkins® book was promptly
introduced into the worship -of the’ Church of England, and only
slowly gave way to the New Version nearly a‘century and a half later.
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Musically it was inferior to the French Genevan Psalter. Yet at times
it has 2 simple dignity and solemnity, often combined with sweetness.

Three other musical editions followed John Day’s first Sternhold
and Hopkins; Damon’s in 1579; Este’s in 1592; and Allison’s in 1599,
Este printed his tunes in four-part settings arranged by distinguished
musicians, and Allison’s collection of psalm-tunes has been called by a
competent authority, “on the whole the best that ever appeared.” They
were followed by Thomas Ravenscroft’s Psalter in 1621, conhf:‘ring
ninety-seven tunes, by far the best English selection available in the
seventeenth century, with which the Puritans in New Eng.land were
quite familiar, as will presently appear, Ravenscroft acknowledges his
indebtedness to outstanding musicians of his own orthe immediately
preceding generation, including Dowland, Farnab}z, Morley, Tallis,
and Tomkins.

The only early psalm-tune that appearediin these books which is
still familiar to churchgoers is the Oldgundredth. This melody is
attributed to Louis Bourgeols, the muisiz ‘editor of Calvin’s Genevan
Psalters, and first appeared in 1551,8et to the 38th Psalm. It was taken
over by the English Puritans and*was attached to William Kethe’s
version of the rooth Psalm in\John Day’s edition of Sternkold and
Hopkins, with a slightly Qxffercnt ending from the Genevan form,
and so passed into all {Q‘later psalm books. The original words began,

All pceple that on earth do dwell
Smg to the Lord with cheerful voyce;
) im serve with mirth, his praise forth tell,
‘.§~' Come ye before Him and rejoice,

_Qur forefathers called it a “lively and jocund tune,” because they
dang it with some quick notes which well expressed the sentiment of
the words—not with the slow and solemn tread of even notes into
which the tune was flattened out in the eighteenth century, and to
which we are accustomed when we sing the Doxolo gy- Some modern
hymnbooks have revived the original form of the tune, to the original
words. A few other psalm-tunes from the sixteenth and seventeenth
centuries have also been restored to recent hymnbooks, notably 8.
‘Florian, Dundee, Dunfermline, Windsor, and Old 1z0th from Eng-
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lish and Scottish - sources, and Toulon (0ld 1243&), L’Ommpotem
Donne Secowrs, and St. Michael from Genévan sources,

In John Day’s edition of Stemkol(i and Hopkins,and in Amsworth,
the music-of the psalms was prmted with the words, a single melody
linc to'be stng in unison, a smgle note to each’ syllable, after the Ge-
nevan fashion. A large proportion of the.tuncs are in the minor key,
which qur forefathcrs do not appear to have found depressmg, as so
many moderns do. ~

But to return to New England: the Puritans. brought with them\to
the Massachusetts Bay Colony éopies of -Stermhold. and Hopk‘zm,
prob'f.bly in most cases with Ravenscroft’s settings® But they were
dissatisfied with the words they found in it. To understafidy their dis-
satisfaction we must go back to Calvin’s tea.chlng H(e dield- that the
only words suitable for singing in worship werg\those taken from
Seripture, the inspired Word of God, put intosmetrical verse in:the
most accurate translation possible. But the Jew ‘England ministers
were good enough Hebraists to realize thatip'many places the metrical
versions they found in Sternhold and K opkins were quité-inaccurate.
As Cotton Mather puts it in hlS Ms.gnoha'

About the year 163, the New Englzsh Reformerq, con%ldermg that the1r
churches enjeyed the ordmanees of Heaven in their spiritual purity, were
willing that the ordinancecof singing Psalms should be restored among them
unto a share in that pur:ty\ “hough they blessed God for the religious en-
deavors of them whoeratislated the psalms into the metre usually annexed,
at the end of the Blee, yet they beheld in the translatlon, variations of, not
only the text,. bl,;t \he very sense of the Psalmist, that it was an offence unto
them. < §

They\thercfore appointed a committee of thirty divines to prepare
a néwnand more “closefitting” translation, each of whom' “tock a por-
tion Yo be translated.” The work, ‘however, appears to have been done
almost entlrely by the Reverend Richard Mather of Dorchester, and
the Reverend Thomas Welde and the Reverend John Eliot of Rox-
bury, all of whom had studied at Emmanuel College, Cambridge.
 This is. mdlcated by Cotton Mather, who says. that they “were of so

- # John Endxeott’s copy of Ravenscroft’s Psalzer, with his autograph is'now o“ncd
by the Massachusetts Hlstoncal Society,.
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différent a Genius for their Poetry that Mr. Shephard of Cambridge
on the Occaston addressed them to this Purpose,

You Roxbury Poets, keep clear of the Crime

Of missing to give us a very good Rhime;

And you of Dorchester, your verses Jengthen,

But with the Text ’s own words, you will them strengthen.

Today the verses of these Roxbury and Dorchester “poets” scem
uncouth enough, although careful examination reveals lincs of rogged
beauty. But it is essential to remember that their aim was notsmoothly
flowing verse so much as close accuracy of translation. In that they
succeeded well. Their book was printed in 1640 in the little press at
Cambridge, and was the first book to appear in thg;English-speaking
colonies of North America. It was popularly known'as the Bay Psalm
Book, but its actual title was T'he Whole Bookedf Psalmes faithfully

translated into English Metre. W hereuntody-prefixed a discourse de- -

claring not only the lawfullnes, but also-thé necessiry of the heavenly
Ordinance of Singing Scripture Psdlines in the Churches of God.
Richard Mather wrote the preface. iﬁwhich he states the case for psalm
singing. “The singing of Psalme$;'though it breathe forth nothing but
holy harmony, and melody; };ét such is the subtilty of the enemie, and
the enmity of our naturg‘against the Lord, and his wayes, that our
hearts can find mattergéfidiscord in this harmony and crochets of diri-
sion in this holy mcmy.” And he concludes: “If . . . the verses are
not always so sqlfmih and elegant as some may desire or expect, let
them considegﬁhat God’s Altar needs not our pollishings . . . for we

have respected rather 2 plaine translation, and so have attended Con- .

science £ather than Elegance, fidelity rather than poetry, in translating
the Xlebrew words into English language, and David’s poetry into
,Eﬁg\lish meetre: that soe we may sing in Sion the Lord’s songs of
Praise according to his own will; until hee take us from hence, and
wipe away all our tears, and bid us entre our masters joye to sing
eternall Halleluiahs.”

Only ten copies of the original edition survive, not three of them
perfect. In 1651 a revised edition was brought out, edited by Henry
Dunster and Richard Lyon, with considerable improvements in the
vetsification. This revised edition bore the title The Pselms, Hymuns
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and Spiritual Songs of the Old ami New Testaments, faithfully trans.
lated -into English meter for the use, edification and somfort. of the

Saints, in publick and private, especially“in New In gland. The two -
books have been commonly regarded as successive CdlthI‘lS of what was
universally called The - Bay Psalm Book. ' '

The early edition contained no music, probably. for lack of anyone
capable of engraving the plates, but all included an “Admonition”
about the tunes to which the psalms might be sung, which. reads (in
part) as follows: : \

The verses of these psalmr:s may be reduced to six kinds [m'etres] .fhE' first-
whereof may be sung in very nicere fourty common tunes; -as “they are.
collected out of our chief musicians, by Tho. Ravenscroft Thé second kinde .
may be sung in three tunes, as Ps. 23, 50 and 67 in our Engbsh psalme books. -
“The third may be sung indifferently; as ps. the 51,.109,a5d ten command-
ments, in our English psalme books, which these tunexaforesald comprehend

_ almost this Whole book of psalmes, as: being tunc{mhst familiar to us.

Altogether some fifty tunes are rcferrecl to in e1thcr Ravenscroft’s
Psalter or other English psalm booksy\It s 1mportant to remember
that although the editors were unable'to print musi¢ in the Bay- Psalm
Book, they did recommend to,it§ users the best collections of tunes
which the time: aﬁ‘orded .

The ninth edition, 1698 mserted thlrteen tunes at the back of the
book dnd is the earliest lhw\wn book with music printed in'the Enghsh
colonies, The tunes svere doubtless those'in frequent use at the time—
Oxford, Lftckﬁeld, Low—Dmcﬁ York, Windsor, Cambrid, ge, St.
David’s, Maﬂyn, Hackney, r19th- Psalm Tune,.tooth. Psalm Tune,
r5th men%ﬂme, and 148tk Psalm’ Tune. Most are in commmon
meter, but\Cambridge is short meter, the zoozb Pialm T une is:long
metes, a,nd tbe 1485h Pmlm me Is six, six, six; six, four; four, four,
four

‘The music was COplE',d 1naccuratcly from some unidentified Enghsh
source. It was crudely engraved on wood in @hamondshaped notes in
two-part harmony, without bars except at the end of each line. In later
editions, well-made copper. platcs were used. :

The Bay PmZm Book sbon tame 'into wide use, not only-in New :
England but, i in its 16 [3: form, as far south as Phlladelphla It-even
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had some use in England and Scotland where, according to the his- .
torian Thomas Prince, it was well esteemed, Twenty-seven editions
were printed in New England, the last in 1762, and some twenty more
in Great Britain, the last in 1754. Of the many verstons of metrical
psalms, only those of Sternkold and Hopkins, of Tate and Brady, the -
Scottish Psalter, and that of Wares were reprinted and used more
widely. :
Evzdently not all of the early Bostonians favored singing,&ven of
psalms, for in 1647 the Reverend John Cotton found it 28yssable to
publish a treatise entitled: \

Ny

Singing Psalms a Gospel Ordinance: or a Treatise whez:em are handled these

7

¢ particulars: S
1. Touching the duty itself, '
( Smgmg of Psalmes with a lively voyce isamholy Duty of God’s Worship
now in the dayes of the New Testamen() .
2. Touching the Matter to be Sung.
{(We hold and believe that not oniy the Psalmes of David, but any other
spirituall songs recorded in Scr;gture, may lawfully be sung in Christian
Churches)
3. Touchmg the Singers. » :
. Whether one be J;O\Slng for all the rest; or the whole congregation?
2. Whether wo e{], ‘as well as men; or men zlone? '
3. Whethér carnall men and Pagans may be permitted to sing Wlth us,
or Chrrst\ram a]one, and Church members?
4. Touching the Manner of Singing.
(It wﬂ{‘be a necessary helpe, that the words of the Psalme, be openly
rea&b&forehand line after line, or two lines together, so that they whe
want either books or skill to reade, may know what is to be sung, and
]oyne with the rest in the duties of singing.}

’o

\

*This document shows the nature of the discussions that were taking
place in regard to music. Some complained that psalms should not be -
sung because the tunes were uninspired by God, and that God could
not take delight in praises when sinful man had had a hand in making
the melody. Some even we