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The purpose of this paper is to trace the development of the
hymn tune from the esrliest times until its aprearance in itis
modern form, with special reference to the contributiouns msede
by classic music and the folk song. We shall study the various
periods through which the hymn tune haes rassed, such as the
early chants, the Germsn choral, English psslmody, and the
hymns of the Wesleyan movement.

At the close of our stuéf we shall give & list of 1
tunes in use at the present time which have been derived from

vocal and inslrumentsl sources, both sceular snl sacred.



N A

At the beginning it is well to note that the history of
the hjmn tunes has not been so thoroughly t0ld as the his-
tory of the hymns of the church. lhis is to be expected,
for the writling of hymns is an ancient art, whereas the writing
of hymn funes is sn art that it has tsken hundreds of years
to develop.

fhe hyman tunes that are iﬁ use today came originally from
ihe Greeks. The resson for this is the fect that the Christian
Church bagen in & period when Greek art and culture were prevalentl
The Gospels were written in the CGreek language, snd much of the
pregching of the early Christiens was &lso in Greek. Jome have
thought that the early Christian Church was profoundly influenced
by the Hebrew faith, snd slthough this is true to & certain ex-
tent, the feet is thal in the course cof three centuries there
ceases to be any trace of the Hebrew melodies smong Christisn
sSongs. As the aposiles entered Gentile comuunities, the method
of worship was effected by the form of culture dominant &t that
time. The most ancient of Greek hymns were written in Greek,
and setl to Greek musie. These tunes used in the ritual of the
early church were doubiless handed down from generstion 1o
éeneration from memory, as there was no system of musicel note-
tion. Usually such transmissicn results in meny ineccuracies,
but the fact that these were definite formules used in s ritusl
gservice resultied in their being more casrefully transmitted.
Any element of & religious service iz &pl to be carefully
guarded becsuse people assocliate it with ihe sacredness of the

entire ritusl snd il becomes in itsell s sscred thing not to



be profened.

It was altogether natural, however, to find thal after e
few centuries had elapsed, the uniformity of prectice in the
churches hed somewhatl disappeared. For this reason it was
attemplted in the fourth and sixlh centuries to discover the
most authentic trsditions. ihis brings us to two grest
names--- St. Ambrose, Bishop of !Milan, and Fope Gregory the
Great.

Before noting the definite work of each of these men, let
us survey the situation that they found in existence. '‘he
gcarliest Creek "scale” of which we have knowledge was known asg
1the "tetrachord of Clympus'", and consisted pf three tones sr-
renged in a downward succession. Later a fourth tone was
edded below the first three, and this was lmown as the Doric
or Dorien tetrschord. This scale was the basis.oi the Greek
systen. As time passed four other tones were added, and
sdditional scales were formed by beginning the sequence on
different tones.

Such, then, was the musical system when Ambrose became in-
terested in the subject of church music sboul the year 384.

He is said to have made the first orderly asrrsngement of sscred
song. Various opinions are held in regard to his actual work,
but we are certein of a few reforms fhat he made, namely, the
regulation of the ritual of the church, the introduction into
furope of the Eastern custom of antiphonsl choirs.in ithe sing-
ing of the psalms, and the rearrangement of hymns for the
regular service. Regsrdless of what mey or may not have been

his own personal influence, there appesred & new set of scales s



gimplified, but based on the four Creek scales menlioned above.
The influence on subsequent church music was grest. Augustine
wrote of the singing in 5U. Ambrose' church in Milen--- "0 my
God! when the sweet voice of the congregation broke upon mine
ear, how I wept over Thy hymns of praise. Zhe sound poured
into mine ears, and Thy truth entered my heart. Then glowed
within me the spirit of devotion; tears poured forth, and I
rejoiced.” (Confessions: Book IX, Chspter 6)

The modes which Ambrose selected were authorized for use in
the church because of their supposedly severe religious
charuacter. Other modes were used in heathen temples and
theaters, but in the church only the so-called "suthentic”
scales might be used--- & name ithat has remsined to this dsy.

During the next two hundred years no marked development was
made in the forms of church music. An importent work was done
by Cregory the Grest, who became pope in 590. The actuasl ex-
tent of his sctual achievement is nét definitely known, but
historians usually credit him with four principal ieforms-‘-
the liberstion of church song from Creek prosody, the estsb-
lishing of & singing school in Rome, the addition of four new
scales to the four already in existenee, and the collection
and revision of the chants previously ia use. An interesting
item is the writing of these chants in & book,later known sas
the Antiphonary of 35t. Gregory, which was chalned to the slter
of 8t. Peter's Church thal it might be a stendard for chants.
Dickinson points out that it is sxtremely doubtful that Gregory
himself did &ll thet is attributed to him. It is entirely

possible that there were a number of men who contributed to



these reforms with the result that they were attributed to
Gregory becsuse he was the outstanding figure and personglity
of the age. llany of these Gregorian chants ¢z plain song
melodies are st1ill used today in the Romen Cathelic Church.
"One who has fully entered into the spirit of the Plsin Song
melodies can al leasl sympathize with the reverence which such
& reactionary asttitude implies. There is a sclemn unesrthly
sweetness in these tones which appeals irresistibly 1o those
who have become habltuated tc them. They heve maintained

for centuries the inevitable compsrison with every other form
of melody, religious an@ secular, and there is reason to be-
lieve that they will continue 1o sustain all possible rivelry,
until they at last outlive every other form of music now
existing.” (Dickingon: p. 100)

A sentence from St. Iscdore, one of Gregory's friends is
significent &t this point---"Unless sounds are reteined in the
memory they perish becsuse they cannot be written." In ihe
seventh century we find traces of & system of musicel notation.
It was & system of signs, called neumes, which were charscters
written sbove the words. These were very numerous and it
geems to us that they must have been very difficull to measter.

At the beginning of the tenth century, however, & very im-
portaent improvement was introduced. In the éystem of neumes
there had been nothing to indicate the piteh at which the
melody was 1o be sung. Now & red line was drewn scross the
pege and stbod for F below our middle C, the neumes being ar-

renged above or below the line. Before long & yellow line

was sdded to represent O. Sut there wes difficulty in



using the two colors, with the resultl ihsat both lines were

{JI’.I

drawn ipn black with the 1etterg P and C pleced opposite. This
was the originm of the modern c¢lef.

Hucbald, & monk in Flanders, sbout 930 discarded the use of
neumes end added lines sufficient for sll the notes in the
melody, writing the words in the spaces between the liges. Ie
ig also credited with having introduceé hermony. He wrote
voice accompsuniments to the chant, very simple and to modern
ears harsh as well. The church spproved his system and it be-
came known &g the sacred organum. Great development im this
field of »clyphony lay Just ahead. |

Farly in the eleventh century a monk in Ravemna, known as
Cuido Arentino or Guido of Arezzo, mede come significant con-
tributions. some authoritlies hold that he invented the

in its modern form. This may or may not be

F

strictly true, but he did zive nomes to the first six tones

of the scale. ‘hese names--- ut, re, mi, lz, sol, la---

F

were teken from & hymn to John the Baptist, in which esach

phrage began on & tone & gtep higher than that of the pre-

o)

by our stundards his work seecms awk-
o

i

ceding phrage. Judge
ward, but we must remember that he can be Jjudged rightly only
by comparing hem with 1he gze in which he lived. Some one has
said that he sccomplished "seeing with the esrs" and "hearing
with the eyes.” dis hearers could not understand how his
choir boys could sinzg at sizght melodies previously unfamiliar
to them. The monks in his convent, fearing thet he was

working under some occult influence, expelled him, This

attracted the sttention of the Pope who summoned him to Rome.



lileg feme was greatly increased when he had succeeded in teaching
he Fope to sing his musiesl phrases, and he returned in honor
to his monastery. A new ers in music had begun.

During this time another importent chanze in music was taking
place--- the development of discant, that is, of something apart
from the song. It was cnother voice part sung simultaneously
with the principal part, the cantur firmus. In genergl, the
singers improvised whatever they chosé as the discant, using
even some of the worst of secular songs. As the discaal was
not recorded we cannot judge ol its attainment, althouzh we can
say that it wss important as a transition from organum to

ounterpoint. By the term "counterpoint" is meant a form of
music in which one note is set over against another note, the
word "point" belng the o0ld word for & note, since esch note was
pricked into the parchment. "The succession of ccunter-notes
must have their own movement or meiody. lhey must furnish
more than a mere voice asccompsniment."# The modera hymm lune
"lerrigl™ by Barnby, usually set to lhe worde "Now the dey is
over", is an illustration of a tune having an independent melody
in each part. The greatest master of counterpoint wes
Johann Sebastian Bach (born 1685) whose work we shall discuss
at length later.

Before counterpoint could proceed to any greater degree there
was need for another improvement. This need wss met in the
work of snother monk, Franco of Cologne, & worthy successor of
Tucbald and Guido. He devised a system for indicating the

length of notes--- one of his characters representing a note

three times the length of the seconad, which,in turn, was three times



&s long as the third. This was sdequate at that time as all
ggcered music was in triple time to correspond to the three per-
song in the Trinity. Before long, however, this was found to
be insdeqpate, snd & new sign was added, indicating a length
twice that of the other signs. Then both triple and quadruple
time were in use, the former being known as "perfect time" anad
the latter as "imperfect time". lhe signature of triple time
was & cirele, while that of quadruple time wuas indicated by =
broken circle. The letter C, or the broken circle, is still
used.

411 was now ready for the development of full harmony---
"The location of the notes might be indicated, their durstion
could be determined, the musiciaen 'heard with his eyes' both
their pitch and their length and the organum followed by dis-
cant hed suggeéted the &d justment of part to pert."# Counter-
point was very severe at first, with one note set sguinst
another. Then there came to be two notes against one, then
florid and syncopated arrangements, inversions, and maany other
variations. It almost seemed thaet the musicisns tossed and
played with the motes ss & child might play with & new toy.

One of the best knowa forms was the "canon" in which the same
melody is repeated in the verious perts, each of them begianing
al @ different time. The practice of writing in this manner
grew into some very fantastic forms of composition, until there
were even eight or more parts on one score. The materisls
were ready--- the great need wes for some one to arise who

could organize &nd resarrange these wild elements.

iBreed: p. 276



The one who was eble to do this great tesk was Ciovanni
Pierluigi, known &s Falestrina, from the nsme of his birthplsace,
twenty miles {rom Rome. The dsate éf his birth was 1514, and
he went to Rome to study music et the age of twenty-six, coming
uander the ipfluence of Orlando di Lasso of the Belgian school
thet had contributed so much to the development of counterpoint.
He then returned to his own town where he was the chapel master
in the village church during the next ten years. In 1552 the
Council of Trent decided that musical reform was very greatly
needed, and since Talegtrina had returned ic¢ Pome and become
chapel master at the Vaticen, he was appointed by the Fope to
compose & msss that should embody the spirit of the reform that

was desired. He sccepted the task, and his production has been

e model of all that is great in & sacred musical work. The

"Lisss Papse Marcelli"” was received with great praise and sac-

clamgtion. "It is a style that is peculisrly tender &nd grscious

sud may be found reflected in the sweetest of modern Latin snd

English hyma tunes...... Il is the most serene form of music

in existence, and is suggestive of the confidence and repose

of spirit which is the most refined essence of the devotiounsal

MO0O0A@ sassss.+. The whole effect is measured, subdued, solemn."#
Palestrina had introduced a new style; the modern ers begias

with him. His neme means as much in the reformed music as

that of Luther means in the reformed faith. L.C.Elson hss said--

"In the use of choral-like simplicity Palesirins causes the

commentetor involuntarily to draw & comparison between him s&nd

—————

#Dickinson:p. 160



John Sebastien Bech. Pelestrina msy stend as the typical
Cetholic, as Bach repreéents the earnest Frotestant,in music.™
The present hymn tune "Victory" or "FPalestrina" is an ar-
rangement by W.H. Ilonk of one of Palestrina's melodies. It

illustrates the besuty snd dignity of his work.

X\

Feuoted by Breed: p.282
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III

We now approach a period of great importance in the develop-
ment of the hymn tune--- the rise of the Luthersn hymnody. As
we heve already noted, the whole musicdl system of the Cstholiec
Church is based on the Gregorisn chant, which is a detail of
the priestly office. The significant feature of the Lutheran
music which we sre now to study is the fasct that it is based
on the congregational hymn. This 1s one of the outstanding
differences that hes s2lways remained between the Cstholic and
the Frotestant Church. The Catholic Church withdrew the of-
fice of song from the congregation and sssigned it to the
clergy, for it looked upon song, like prayer, as & liturgic
office. In the Protestant Church, however, ilhe barrier of
an intermediary priesthood is removed. This church teaches
the direct approach of the individual to his God through one
medistor, Jesus Christ. This conception gives the body of
believers the right to the offices of worship. They, in
turn, delegete their administration to officiels who have
their own particular privileges and also share with the laity
in determining matters of policey. Congregalional song has
thus held & place in the Protestant Church never ssnctioned
by the Catholie Church, the baslc resson being the diverse
teaching in regard to the relation of the individuel believer
to the church. "The emancipated laymen found in the genersl
hymn & symbol as well as an agent of the sssertion of his new
rights end privileges in the Gospel. The people's song of
eariy irotescantism has therefore & militant ring. It merks

its epoch no less significantly that Luther's ninety-five

o



theses and the Augsburg Conflession."#

A second outstending distinction between these two churches
igs the fset that the hymns of the Catholic Church are written
end sung in Laltin, whereas those of the Irotestant Church are
in the language of the people. ihe natural impulse of a people
is to worship in theilr native tongue, and when the sianging of
hymns was restored to the congregation, the new hymns were in
their own langusge.

As we pass to the study of the ILutheran hymnody we should
note its greet importance in ilhe course of church history.

It is surpaBSed'bg the Latin hymns of the medisvel church
and by the knglish- American hymns in regerd to literary
beeuty; and it is equalled by them in its musical qualities;
but historicelly it stands foremost. The Latin snd Lnglish
hymns sre significant in the higtomy of poetry and inwerd
spilritusl experience, but the Lutheran hymns have & place in
the history of doctrinal strifes. The hymns of llartin
luther mark the beginning of German Protestant hymnody; for
more thaen a century they were models of the hymns of the
church in Germany. |

As our chief interest is iIn the hymn tune, we ask:

What can be said of ihe tunes 1o which these hyuns were sung?
"The melodies to which the hymns of ILuther snd hig followers
were set became the foundetion of s musgical style which ig the
one school worthy to be placed beside the Italien Catholic
music of the sixteenth century."# Such wag the imporience

of the Lutheran hymnody.

-

i}

Dickinson. #p. £84; Hp. 226



Jeverel questions rise very naturally at this point: What
was the origin of Lutheren hymmody*® Did it have models, and
1f so, what were they? Did Luther make originsl contributions
or did he imitate the past, ané should he receive all the credit
given him by the Protestent world!

Protestants generaily give great preise to Luther as the one
who first geve the people & means of expression for their re-
ligious beliefs. But it must be remembered that s great na-
tionel epoch in art or literature is always preceded by & time
of experiment. Some writers sttsch but little signiflicance
to previous religious songs in Germany. Luther is glso
praised for having done great creative work in music as well
g8 in the writing of the words. Catholic writers, however,
explain the situation by saying that every festure of his work
mey be ftraced to the Catholic Church music of previous centuries.
Although they admit his success in the spresd of his new doc-
trines, they hold thst he sccomplished it by borrowed ideas.

The answer to this controversy lies in the reslization that

the facts 1lie between the two opposing views. Luther gave

to his church not so much new forms as a new spirit. He

aimed to find the truth in the Scriptures and the writings of the
theologians of the Liddle Ages, discarding what he felt to be
felse in the teaching of the Cetholic Church. He knew the

needs of his people, and he knew how to meet those needs.

The Reformation was not the beginning of the use of religious
songs by lhe Cerman people; . they had hed their religious songs
to their deities long before they were converted to Christianity.

After their adopticn of Christienitly the religious songs which
P J £



they used were of a personal devotional nature. frevious

to the tanth century the only presctice that could be called
populesr church song was the usage of the words "Xyrie kleisen,
Christe Kleison". These expressions were found in the ancient
mess end litenies of the Catholic Church. Sometimes they were
used hundreds of times in a religious service and were shbre-
viated into almost inarticulate cries. But when these phreases
were formedly suang, the Gregorian tones used in the church

were employéd.

During the centuries that followed the number of religious
songs grew very repidly, the highest point being reached in
the twelfth and thirteenth centuries. The fourteenih century
merked the writing of mystic hymns with & more individual note.
0f importance to us in our study is the appesarsnce in the
fourteenth century of a device gsignificent for its part in the
Reformation hymns; namely, the adaptetion of seculsr tunes to
religious poems. Hot only were the tunes adspted, but some-
times the words were recast:

The popular religious song flourished in the fifteenth cen-
tury, which was & period of unrest and inquiry. The preach-
ing eand martyrdom of John Hus aroused great politicsl and
religious movements in Bohemis, resulting in the writing of
hymns end the publishing of hymn books which preceded those
of Luther. Their tunes were derived from secular and re-
ligicus melecdies. The religious folk song had elements similar
to those of the secular folk song---elements which emphasized
the marvelloug eand the supernatursel. this type of song often

presented perversions of ihe doctrine of the church.



Let us nmow turn to the work of Luther himself. Le aimed
not to destroy but to purify existing prsclices within the
church. Whenever possible he desired to retein the grest music
of the church. His reforms were three-fold: first, the revision
of the liturgy; second, the introduction of new hymns;gnd third,
the arrangement of melodies that would be appropriate for con-
gregational use. The third item is the one with which we sare
primarily concerned. It was very important that the pepple
ghould have pnroper tunes for their use. Doewn to the yesr 1600
the composer always borrowed hils themes from older sources and
developed them into chorsl works according to the Pegulations
of counterpoint. In other words, he was not & tune-maker
but & tune-setter. Such was the custom in Luther's dey, and
il bécame the work of Iuther and his assisiants to adapt
existing melodies to the metre of the hymns, and to write the
harmonies. Ag 1lime went on, however; the modern method of
writing originsl melodies supplanted the older method.

It has glways been believed the Luther produced many tunes
as well as hymns. Dr. L.W. Bacon in his edition of the hymns

¢f Iuther holds to this belief, as does Julisn's "Dictionary

of Hymnology." At this point a stestement from Dickinson
will be of valué---- "Thig is slitogether an error. ILuther
composed no tunes. Under the patient investigation of a

half-century, the melodies originally associsated with Luther's
hymns heve all been trsced to their sources."§# He further
points out the three sources of the hymn tunes, or chorgles,
as they were called; namely, the Latin songs of the Catholic

Church, the tunes of Germen hymns in existence beforé the time

- e ——



of the Reformation, and the secunlar folk song. In regard to
the first source, Luther said: "In the same way have they much
noble music, especially in the abbeys and perish churches, used
to adorn most vile, idolatrous words. 'ﬁherefore have we un-
dressed these lifeless, idolatrous, crazy words, stripping off
the noble music, and putting it upon the living snd holy word
of God, wherewith to sing, praise, and honor the ssme, thal so
the besutiful ornament of music, brought back to its right uss,
may serve its blessed Maker, and his Christisn people."i de
intended that church song should consist of cholr snthem, chant,
end congregatlional hyma. Graduelly, however, the chent weas
supplanted, as the custom grew of turning all of the elements

of the service into metrical form. Wwhenever the vernacular
hymns of pre-Reformation times were retuined, the 01d melodies
were also keplt, and hence some very o0l1d German tunes may be
found in German hymn books today.

The secular folk song wes a source from which meny of the
Germsn chorals were mede. it soems thal anone of Luther's
tunes were of this class, however. fhe German people hed
used sgimple songs on many occeslons--- in the home, at work,
al weddings, christenings, end numerous other circumstances
of domestic and social life. Lthere was much material sveil-
eble for development into chorsl tunes. Sometimes but little
adaptetion was needed, since in those daeys there was less dif-
ference between secular and sscred musical styles than at the
present time. It is true that the associetions of these melo-
dieg were not slwsyg of the best, with the result that come

#quoted by Dickinson, p. 280
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of the strictest of ithe theologians protested. In the course
of time, however, the secular associations were forgotten, and
there are ﬁut few who think of the tunes of some of the devout
hymns as former love songs or even drinking songs. Among
other nations this practice is common, as well. The French,
Dutch, 3cotch Celvinists, English Wesleyans, and Americaens are
among the number of those who have done the same.

Let us note two examples of this method. The tune "Crusaders'
dymn" has long been credited to the period of the Latin hymns,
but in reality it is a Silesian folk song. The melody is the
same, but the harmony varies with different hymn books. The
tune "Sicilian llariners" is a Sicilian melody.

4 study of the German choral will be profitsble st this point.
Ag first sung by the congregation the chorgls were not harmoanized

-

and were stng without saccompaniment. Then, when they were later
harmonized the congregation sansg the melody end the choir sup-
plied the parts. Criginally the melody was in the tenor, but
the custom later arose of putting the melody in the upper voice,
as a simpler method for a mass of ﬁntrained voices. Thus the
chorel became more compact and simple, and approached more
nearly the chord progressiona of modern hymn tunes. Ag found
in hymn books today,the German choral is greatly modified frouw
its original form. Ilarked changes have been made in rhythm,
for it is usually written now with notes of equel length snd

one note to a syllable, whereas in its original form there

were [reguently several notes 1o & syllable. This chsange,
brought gbout in 1lhe eighteenth century, has resultied 1a giv-

ing the chorel a grave and almosl monotonous character.



*®

Lmong the examples of the oldest chorals found in our hymn
books today are "Ein' Feste Burg", formerly atiiibuted to
Tuther;"Tassion Chorale", by Hassler; "Decius™,by Decius;
Manich", resrranged by lendelssoln. Another well known
choral, written in 1648, is"Nun Danket by Cruger.

One of the strange occurrences of this period was ithe inter-
chanze of material between the Frotestant ¢nd the Cetholic Church.
luther trenslated some of the Latin hymns into German, snd
the Cegtholic Church borrowed some of his hymns. In the first
German Cetholic hymn book, published in 1537, there were fifty-
two hymns, of which four hed bean sltered from those of Luther.
e himselfl encoursged this friendly exchange snd good will, but
it did not long endure. It was broken by the Thirty Year's
War.

Throughout the sixteenth century a large number of hymns
end chorels were written, but the War mentioned above threatened
to destroy the Reformation, and succeeded in destroying the
enthusiésm of meny of its writers; but there were a few brave
spirits that remsined undaunted. Up to the middle of the
seventeenth century many beautiful melodies were produced.

Then the movement in secular music beginning in Italy offered
more setisfaction to composers than they could find in the
congregational choral. Again came & period of borrowing

from secular sources, in this case not the soags of the people,
but the 1ight.music of the fashioneble world. Ag the years
passed the great Germen choral was neglectled. Alteppte have
been made 1o restore the old practices, butl it now seems

certain that until a revival of spirituality seizes the

1 ¥



popular heart in Germany, there can be no worthy successor to
the great choral of Luther's sge.

The study of German church music would be incomplete without
mentioning Johann Sebastien Bach--- the greatest name in Protest-
ant church music, snd some say in all the history of music.

He devoted his life to the enrichment of the music of his church.
Ue ceame Ifrom the most musical family known to history--- there
being six generations which showed remarkable musical ability.
Born et Eisenach in 1685, he received training in choir schools,
and was a master of Lhe organ at the age of eighteen. After
holding many official positions he became cantor of the Thomas
school in Leipsic in 1723, a position which he held until his
death in 1750. His great desire to build up church music

did not lead him to sitempt the restoration of the o0ld forms,
for he used the new forims thet were still in the process of
development. e used the matlerials &t hand--- the religious
folk song, the cantata, the Passion music end &ll the other
elements, blending them into works of aré unequalled snd un-
surpassed.

Iis devotion to the Protestant Church was akin to thatl of
Talestrina to the Roman Catholic Church. "Given Bach's in-
herited charescter, his educstition and his environnent, add the
personel factor--- imagination and reverence--- and you have
Bach's music, spontanecus yet inevitable, like a product of
nature."§ His great work lay in his vocal music and orgsn
music---- the latter being better known to thé world.

The Hew Hymnsl of the Ipiscopal Church gives one tune

# Dickinson: p. 289



"Potsdam", adapted from Bach, snd several older melodies to be
sung in unison, hermonizeé by Bach.

His work is unsurpassed; upon all that he attempted he
placed the seel of finael perfection. dHis is the music,not
of one cereed, butl of humanity.

Frence &lso had a part in the hymns for Protestant worship.
As egrly as 1552 the psulme were set to old French tunes, snd in
1565 & collection of hymn tunes was published in Paris by
Goddimel, al one time the teacner of Falestrins in Rome. A
large number of his tunes were from seculsr sources. The
well known tune "01ld Bundredth" appears dn his collection for the
first time.

As we turn to England's early coatributions to churcb
music we find thaet the early tunes were not hymn tunes but psslm
tunes. The origin of psalmody was at the Irench court in

15638. In 1562 the 01d Version of Sternhold and Hopkins ap-

peared in Inglend. It co;{giﬂed the psalms in metrical
form, with "apt notes to sing them withal”. This prejudice
which favored only the singing of psalms prevailed in Eng-
land for & hundred end fifty years, and the writing of hymns
wes thus delayed for a long time. That the oaly religious
sonz books in England were the psalm books is evidenced by
the 601 editions of Sternhold sand Hopkins; the Ainsworth
Pselter, 1612; the Bay TPsalm Book, 1640,( the first book
published on the American continent); and the New Version
of Tate and Brady, 1696. These editions were somewhat re-
placed by the version of Watts in 1719; who has been called the

father of English hymnody. With him begins the writing of



the ¥nglish hymn. But let us now return to the study of the
tuneg, which are our particular interest.

The best known name in this connection is that of Thomas
Tallis, called the "Iather of English Cathedral lusic". He
was a contemporsry of Palesirina, and was only second to the
zreat mester of counterpoint. A student c¢f hsrmony and
counterpoint, & writer of voice psrts for ithe old plein song
chents, yet his greatest work waes done in his hymn tunes.
bight of his tunes are to be found in Joln Daye's "Morning
snd Evening Prayer and Communion" published in 1560, two
years before Sternhold and Hopkins' book. Perhaps the best
known of these tunes ig the "Lvening Hymn" set to the words
"Glory to thee,my God, this night"- With him the modern hymn
tune sppeared, end we should note in passing thet Daye's book
is"the first collection of hymn tunes ia which the music is

written in four perts." (Breed: p. 297).
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As we have noled above, the pselm tunes remeined iu use in

Englend for more then & hundred and fifty years. The hymn snd
the hymn lune appeared together. with the hymns of Watts and
Wesley furnished the demand fornew tunes. "Altbough most of

the best hymn tunes now in use were not lhe product of lethodism,
yet llethodism did more to promote them than sny other religious
movenent except the Iutheran Reformation in Germany."# The
statement of Dickinson is similar--- "Like & sun-burst, opening

& brighter ers, came the Wesleysn movement....lThe example of

the llethodists was & reveletion of the power that lies in pop-
ular song when inspired by conviction, snd as was said of the
early Lutheran chorgl, so it might be ssaid of the lethodist

hymns, lhat they won more souls than even the preaching of

the evangelists."f## The departure from the o0ld forms was &t
first retrogression. The new lunes had lost 1he ruggedness
of the 0ld ones, and the melody was more flowing. some of them

introduced sliding notes, which had been unknown in the syllsabic
tunes. This indicated both zdvance and decline; it wep
anﬁlogous to the movement & generstion before the time of
Palestrina, when the excess of counterpoint led to greater
development of harmony.

The third form of the hymn tune intrcduced the fugue, alter-
nating the same melody in the various parts, messing all the
parts together at the end. Notl meny of these tunesg have been
retained, although they were very populer for & tilume. The iorm

went too far in that it csme to express the inventive ablility

%37éed: p. 304 # p.379



0of the composer and the contortions of the voice of the singer.
There wes need for another Palestrine to arise, and the need
wee met by the coming of seversl sble men, among whom was the
Americsn composer, Towell Liason.

He was born in Masssachusetts in 1792, and hed cherge of a
choir st the age of eighteen. e lived in Georgie for fif-
teen years, but afterwsrd resided in Boston, where he held
some important positions, founding the Boston Acsdemy of
lueic in 1832. He published several volumes in the interest
of better sacred music. His influence may be reslized when
it is known that more than seventy of his tunes are found in
modern collections. In his hymn tunes we find no fixed style,
but he broke away from the current forms.

[ile was followed by five great composers--- Sir John Coss,
Henry Smart, Rev. John B. Dykes, Williem H. Ilonk, and 3ir
Joseph Barnby. lhe tunes written by &ll of these men were
of a very high grede, expressing the best in sacred music.

Let us look more closely at the work of Dykes. DBreed (p.213)
says that we may take any tune of his found in modern collections
and say of it----"This is what a tune ought to be for such a

hymn as this."” Ile was born in Hull, England, in 1823, learn-
ing to play on the orgen st an esarly age. He was conductor

of the Camhridge University lmusical Society for msny years,

end slso held positions &s a priest in the Church of kEnglsend.

lle gselected some of the finest hymns &nd wrote tunes for them.

Among them msy be mentioned "Holy, holy, holy," and "I heard

ithe voice of Jesus say."
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We have now reached the perfected hymn tune iu its modern
form. There were many problems snd many mistekes in the long
history of the tunes, bult the way led onward and upward until
the highest form has been reached. llany centurées of develdp-
ment and experiment were required, and the toil of meny men was
needed, but the glorious gsummit of highest attainment was ul-

timately found.
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As we come 1o the study of the tunes that have not been
written originally as tunes, but arranged and adepted from other
gources, it Lecomes necessary for us to know just what is meant
by the terms "adaptation" and "Arrangement”. He will take the
definitions given by Lightwood---- " An adeptetion is & chorsl or
hymn tune that hag been altered or adapted to suit certein metres;
en arrengement is & melody derived from sacred or secular sources,
arranged as & hymn tune”. (p. 334)

In the outline we have indicateé msny types of music that
have been adapted or arranged snd now find & place in hymn bookg
as hymn tunes. The foliowing comprehensive list is quoted from
Price,(196-199 inc.] It will serve to give us a realizetion of
how widely tlhis method has been practiced. - | B

GLORGL FREDEEICK HANDEL (1685-1759)

"Antioch"” A medley from the oratorio "Mesgiah"
"Christmes" "Non vi piacgue” from opera "Circe™
"Thaetcher™ Prom opere "Sosarme'

"Samson™ From orsgtorio "Samson"

"Bragford" Trom orstorio "liessigh"

"Dirge" From oratorio "Suul"

——— - - —— -

LUDWIG VON BELTUOVEN (1770-1827)

"Hayes" Andsnte movenment in Sonsats. Op.14, lio.2
"Hymn of Joy" From the LHinth Symphony
"Alsace" From the Second Symphoay

e e e

PELIZ MENDLLSSOLN-BARTHOLDY (1809-1847)
"Consolation” From "Songs without Words™"

"Lendelssohn” From "Festgesang"”
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"Wilson" From oretorio "Elijsh"
"Bartholdy" From "Songs without Words"
"Intercession New" From oratorio "E1lijah"

e e e e S -

LOUIS alchﬁ(1?84w1859?

"Simpson™ From sscred cantata "Crucifixion™”
"Spohr" FProm orstorio "Calvary"
"Waring" String quartette in A minor

[ ———————————— R S

FRANCIS JOSEPH HAYDHR(1732-1809)
"ureaiion“ Prom orsatorio "Creastion"

CARL LARIA VON WEBER (1786-1826)
"Seymour" From opere "Cberon"

"Jewelt" From opers "Der Freischutz"

e e e e - e

ROBEET SCHUMANN (1810-1886)
"‘auanbury" From"Fechtstick”

CU4ARLES GOUNCD(1818-1893)
"Clney" From song "There is & green hill"

e " ——— - — -

SIB JOHN STAIN:R(1840-1901)
"Crogsg of Jesus" Fron szcred cantets "Crucifixion®

e et -

GIJACE.J. PIEYEL(1757- 1851)
"fleyel's Hymn" Luertette, Cpus.7, No.4

L T el L Iy S S

JEAN J. RCUS3EAU(1712-1778)
"Greenville” From opera "Le Devin du Villsge"

- - —— iy k" i, S .| W e, W e e i s " B . il

GEORCE J. WiEBB (1803-1887)
" "Webb" Song-""%¥is dawn,

v

he lark is singing"

!_‘\"
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TSAAC 3. WCODSURY(1819-1658)

"3iloam" Tirst sung to"3weet dasy, sc cool”

THCOLIAS A. ARNE(1710-1778)
"Arlington"™

SAMUEL WRBBE(1740-1816)

"lelcombe™ From Liass to words "O sslutaris hostia

e e e e S e B R e R e e e S A e e e e A e mE e e

HANS L. HASSLER (1564-1612)
"Pussion Chorsle" A love song from "Lustgerten"

from an instrumentel marzh
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By way of summary, we may say that we heve itraced the gradusl

-

course of the Gevelopment of the hymn tune as it is found today.

=

After & briel survey of the earllest Greek scales, we noted the
reforms in churech music made by Ambrose and Gregory the Crest.
lhere followed a study of the work of lucbald, Guido arenlino,
aud Tranco of Cologne. By this time had come a very full
development of Counterpdint. & survey of the great contri-
butions of Palestrina concluded this section of our study.

The next great period was thet of the Lutheran Reformation,
with ite massive chorsls which had a mighty iafluence in the
spread of the new doctirines. The next name of note was that
of Bach, who is the greamtest figure in the music of the
Protestant Church.

After mention;ng briefly the early French tunes, we passed
to & study of esrly English psalmody, and its place in the

church mugic of England during & hundred eand fifty yeears.

-

With Thomas Tallis the modern pymn vune mekes its appesrsance.
The hymne of lason &nd Dykes represent the highest and pursest
form of the hymu lune. With them our study was concluded.

To gime & sugpestion of the extent to which the melodies

from songs, operas, masses, and oratorios have influenced the

modern hymn tune we guoted & list of tunes of this orizin.
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