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ABSTRACT

Choral music irthe Unted Statebefore 180Qvas aimost exclusively composed
by tunesmiths who also worked as singing masters. Willidhm@s (17461800) was the
most prolific of theseomposers, andn 1770,he was the first individuah North
Americato publish a collection composed entirely of his omorks This colledion was
known as a tunebook, amehs designed to assist in tle@thing of musical fundamentals
and vocal performance in the singing schoeige additional tunebooks fowed; three
of these sixcontained lengthy prose introductions in which Billings addressed pedagogy,
music theory, and sight singing. This prosevpies important information about the
performance practice of the period, including the issues of accompaniment, articulation
and text, dynamics, balance and voicing, ornamentation, and vocal timbre.

Previous researchers have often mistakenly groupedubke of the tunesmiths
with the later southern hymnists. This has distorted many general notions of historically
informed performance practice for the {100 tunesmiths. An examination of what
Billings specifically says regarding issues of performameetice in his tunebook
introductions, as well as inferences from additional prose material, wiltdvglpide
modern conductors tmore historically appropriate performance practice. A comparison
of this information to por research will isolate apprdaesthat have previously been
considered accurate performance practice, but may, in fact, be inappropriate for choral
music of this genrezinally, an understanding of the intended purpose of the

compositions, as well as the historical context, will helptorm performance practice.
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1. INTRODUCTION

A. Historical Context

Throughout the seventeenth century, the populatidfooth Amerca was
primarily a composed of Native Americ&ibes anccolonial settlementsMusic was
used primarilyfor religious puposes ifom the beginning of European colonization in
America* andit would remain saintil the mideighteenth centurythe Spanish
colonists who were the first to settle in the Americas, waiiemarily Roman Catholic
They used music, as Richard Cravdfquts it, 'hot only to maintain and bolster the faith
of the European settlers, but to familiarihe Natives with white settlens’ays.” In
other words, music making was for a functional purpdbé would hold true for the
laterNew Englanctoloniesas well.

Beginning with the English colony of Jamestown, founded in 1607, immigrant
populations from mdiple Euopean countries settledong thecentrateastern coast of
North America whichwould later become known as the "New England” portion of the
United StatesIn this document will examinethe musical development that occurred in
this specific regiomuring the latter half of the eighteenth centanyong the immigrants

who wereProtestant

! Leonard EllinwoodThe History of American Church Mugidew York: Da Capo Press, 1970),
3-9; Richard CrawfordAn Introduction to America's Musi®ew York: W.W.Norton and Company,
2001), 67.

2 Richard CrawfordAn Introduction to America's Mus{®ew York: W. W. Norton and
Company, 2001)13.
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It is important to recognize thathetr musical activigs wee occurringat this
time. Aside from the Catholiclominated Spanish coloniddative Americans maintained
their own unique tribal musithroughout both North and South Americae \Whow little
about this because our histarfyit relies primarily on econdhand reportsand settlers
did not incorporate this music into their livéShe European emigration to the American
continents had devastating effects on the Native populations, and it was not until late in
the 1600s that a "musically knowledgeatlesterner" recorded Native melodfes.
European colonists had little or mderest n the Natives' musig preferring their own
traditions

African immigrantswho were primarily imported as slavéspught with them a
very different musical backgrounGilbert Chase states that "by 1727 there were more
than 75,000 Africans in the North American British colonies, and by 1790 there were
more than ten times that number in the United Stat€ke influence of variechusical
cultures cannot be ignored in theverall development of distinctly "American® sound
but it seems clear that most of these cultures existed in relative isolation from one
another.

There were also influences on the English settlenfemts other European

colonies and from the Europeaorheland Later colonists from Germany, France, and

% Ibid., 6.
*bid., 8.

® Gilbert ChaseAmerica's Music: From the Pilgrims to the PreseRev. 3rd ed(Urbana, IL:
University of lllinois Press, 199255.

® The term "American” will be used throughout the document as a vernacular title to represent the
citizens of the United States. This does not account for the entire popwétiorth and South America.
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other countries brought music from multifeotestantraditions. The French maintained
a large presence in the northern part of the continent, which would eventually become
CanadaThe French settlementgeremusically dominated by the traditions Jdsuit
priests’ Themilitary aid from theFrenchgovernment wasrucialto the defeat of the
British military in theRevolutionary Warbutthe English and Frenckacred musical
traditions were maintained saptely.
In theNew EnglandPuritancoloniesmusicwasmost often learned by rosand
not notatedThere is little evidencef secular music; its abseniseattributed to the
PuritanbeliefsthatmostEnglish colonists heldPerhaps the best summationlod t
generdattitude toward thenfluence of the Puritans in the colonies is statather
poetically, byChase: "The Puritans who settled in New England have been held up to
posterity as haters of music, so that the dawn of America's musical heritalgagvas
darkened by this sinister shadotHe makes the point that the Puritans were not
universal haters of music, br#tther focused oaradicatingsecular musithatthey
believedwas immoral. They didbjectstronglyto the use omusical instruments in
churchesut continuedthe tradition of singing psaltunesfrom England’ In contrast,
Broyles argues that tHeuritan leaders' mistrust ehusic cannot be overstated
To Puritan clerics the issue was far worse than an affront to their sensibilities. As
one of the few opportunities for individual emotional expression in an oppressive,
conformist society, psalm singing threatened their control of the congregation. As

one cleric observed, the emotional release that psalm singing provided could in a
few secads wipe out the entire effect of a sermon. And those sermons, often

" Crawford, Introduction toAmerica's Music14.
8 Chase America's Music3.

% Ibid.
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designed to terrify, lasted upward of three hours. Thus almost from the start,
music, though an official part of the service, was subvefSive.

He also discusses the overall impact ofRleitan foundation:
No social, religious, or intellectual movement in the history of the United States
has had a stronger, more pervasive, and deeper impact on American culture than
Puritanism. It affected the arts, including music, well into the twéntientury. It
not only established an artistic hierarchy that prevailed through at least much of
the nineteenth century, but it probably did more to shape attitudes toward the
place and the value of both the arts and the artist in society than anyactber f
Many of those attitudes continue, though masked, to this'day.
Perhapdecause of thedeuritanicalstrictures anotatedmusical tradition which
was distinct to the North American immigrant populatiditsnot appear untthe mid
eighteenth centy. The impetus for a new musical tradition stemmed from a Puritan
debateat the beginning of the eighteenth century over how to improvatditiey of
congregants to sing hymn tun€hase makes the point that, in thise®uritan
ministers took the lebon improving the state of music in the New England coloffies.
The Puritans' desire for improvement in the quality of hymn singih¢p the
development of the singing schooldjich were taught by music teachers, referreaisto
singingmastersBy the nid-eighteenth century many of the European colonies had
grown into weltestablished cities, including Boston, Philadelphia, and New Yidré.
singing schools became popular in the cities, and the business of printing music for use in

the schools expandedpidly. Some of the singing masters began to compose their own

music to use with the singing schools, and they became known as tuneg¥iiltam

19 Michael BroylesMavericks and Other Traditions in American Mug@itew Haven: Yale
University Press, 2004), 15.

1 bid., 24.

12 Chase America's Music4.
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Billings (1746:1800) would become the most wktiown of the singing masteasd
tunesmithsn the lattethalf of the eighteenth century, and his body of musical output
would surpass all other singing masters in quantity.

The development of music in peE8B00 New England has little connection with
the musiaf Billings and the eighteenttentury singing masterShapenoteswere the
next major trend in teaching musical skills. This system first appeak&dliam Little's
and William Smiths The Easy Instructof1801) and Andrew LawBlusical Primer
(1803)*2 The shapaotemethod for improving sighgingng, thaugh initiated in New
England, quickly fell out of favor in the northern half of the United Stdtes was
largely due tesuccessfumusic advocates, such Bswell Mason (17921872) who
believed that the tlesof American composemsere rudimentary andotasuseful in
teachingmusic aswverethose of the European masters.

A reaction againdflew England psalmodyccurred in the first half of the
nineteentttentury. Alexander states the situatasfollows

About 1805, however, America took a right tdrnright back to Europe.

Reformers, under leadership of the clergy, who preferred the tried and true,

decried native efforts and directed American attention abroad. We should learn

European music written with 'correct’ taste, they said. We must emulateeBaro

models in our compositions if appropriate progress is to be fiade.

In the nineteenth century, as McKay and Crawford state:

Taste was theine qua nopand psalmody was to develop in an ideological
framework in which taste determined value. Every oy needs its heroes

3 Frank J. Metcalf, "The Easy Instructor:' A Bibliographical Studylusical Quarterly23
(1937): 8997.

14 3. Heywood Alexander, edT,0 Stretch Our Ears: A Documentary History of America's Music
(New York: W.W. Norton and @mpany, 2002), 66.



15

and villains. The reformers chose as the latter the Boston taomgroser,
William Billings."*®

Billings became th representation of all thebwell Mason and hiseformist
movement fond undesirable about eighteemtintury psalrady. Mason, considered the
father of American music education, was extremely effectiegaaticating the musiof
eighteenthcenturyAmerican composer#\s public school music education spréad
other citiesn after thel830s, there was revidence proned to students that Billings or
his contemporaries had been a part of the country's musical history. Broyles makes the
following summary:

Lowell Mason was truly religious. He was also upright, pompous, domineering,

and deadly serious, sure of the riglsmef his cause and his own ability to

deliver. He was the answer to the unrestrained hymnody of the west.

Unfortunately he was also the antidote to Billings and all that he stood for. Mason

was to see that church music, and by extension American mustal adhered

to a proper, "scientific" model. Mason meant, simply, that such music should

imitate European classical practice. Beginning with Mason, notions of taste,

propriety, and science trumped natural spontaneous melody, and banished such
untutored ubes as William Billings to those segments of society that did not
know better:®

The producbf this change in &tude was thaBillings's worksdisappeareffom
the musical scene. According to McKay and Crawford, "Billings's music is almost
entirely abent from works [collections] after 1820, with the exception of the southern

shapenote collections, which do preserve a small selectionsaiines'*’ The

extradition of Billings's and o#r New England singing mastemstsic to the south and

15 David P. McKay and Rhard CrawfordWilliam Billings of Bostor{Princeton: Princeton
University Press1975), 189

1% Broyles,Mavericks 40.

7 McKay and CrawfordyVilliam Billings, 202
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the eventuahbsorption of their tunes into the shapee and southern hymnody
tunebookscontribute to theonfusion regarding performance practice, which will be
discussed in the followmvg chapters.
The music of the New England tunesmiths survived only in obscunléep
groups Alexander states:
New England psalmody was kept alive in the North by nostalgic songfests
featuring the 'good old tunes.' Other organized events and publications helped to
perpetuate the repertoire. For example, the Billings and Holden fhociet
organized in Boston in the 1830s, publishedhitsient Psalmody1836) so that
music 'might not only be rescued from oblivion, but again be presented to the
public in its original form®®
The "ancient" music that was published was less than halftargend, but it was so
unknown to the general public by this point that it might have well been truly ancient.
The singing masters who livedroughthe turn of the century began to follow
Mason's recommended model of composition with the melody irogirarso, functional
bass linesandhomophonicsettings with namitation. Some of the most successful-pre
1800 tunesmiths, like Andrew La(&7491821) Samuel Holyoke (1762820), Oliver
Holden (17651844), and Supply Belcher (1788B36) became fast adhate to Mason's
ideology, and quickly altered their methods of composition. Essentially, they were setting
the foundations for the modern strophic hymns which dominate Protestant religions
today. Had Billings lived a longer lifé, is possible he also mdaveshifted his
technique. McKay and Crawford offer a final word on Billings's career:
Granting Billings's achievements, he is perhaps even more significant as a

symbol, and it is important to square the symbol precisely with reality. Billings as
self-reliant, uncouth tanner thumbing his nose at the rules, the genteel, and the

18 Alexander, ed.To Stretch Our Earsl19.
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learned is not quite correct. Se#fliant he was to a remarkable degree, and brave.

He was, however, no astitellectual, and all indications are that he sought entry

into circlesmore respectable than his own, but was blocked by his lack of

breeding, address, and education. Similarly, he worked to purge his music of
stylistic crudities and, groping more or less instinctively, managed during the
course of his composing life to alteis style considerabl¥’

It was not until the 1960s, as the bicentennial of the United States approached
(1976), that aenewed interest in eighteertkntury American music arose. A variety of
researchers attempted to trace the lineage of American bagido the colonial era, as
will be discussed in the review of literature. It was at this point that William Billings was

recognized by scholars for the enormaupact he had on lateighteenthcentury

American music.

B. Problem Description

During the period of the United States bicentenrsalveral musicologistecused
on piecing togetheBillings's biography cataloguinghis output, ané&xamininghis
impact on theéAmerican composers whiollowed him Most importantly, the collection
and publicatio of his complete works was fuad?® Aswill be evidentin the review of
literature,however there were few thorough examinations of performance practice, and
most focused on the broad spectrum of singing masters as a collectiveTgreup.
research thabllowed in the remainder of the twentieth century and early twinsty

century has added little to the overall dission

¥ McKay andCrawford, William Billings, 188

2 Hans Nathan, edT,he Complete Works of William BillingBoston: American Musicological
Society and Colonial Society of Massasktts, 1977), 2:ix.
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Performance practice is difficult to determipecaus®f the circumstances
surroundinghecreation of thesinging schootepertare. This musiovas not dsigned for
concert performanceather it was designed as a didactic tool for improving sghging
and vocal performance. Even sgagination of Billings's outpushows that he
masterfully crafted music for a variety of puges (see discussion in Chapter 3 of his
various tunebooksNot all of his nusic can be considerathging schootepertoire.
Some of the pieces wedesigned foliturgical settings, and sonaetually for secular
performance. Gould states that, "as Bgbris the father and pioneer of American
compositions, so &s he of choirs, publisinging schodal, and concert$* Though Gould
provides little detaibn the actual design plblic singing and concertee does provide
a description which incorporatestlyrics to Billings's antheriModern Music?

We have said Billings was the father of concerts or mueidabitions in this

country. . . The character and object, however, of these concerts, and many of the

customs introduced at their exhibitions, wop&thaps appear rather ludicrous at
the present day. For instee, when the words 'clap your hamatturrred [sic] in

their music, they used to make the action correspond with the words, and all clap

their hands in time. We cannot, perhaps, better exgiressident intent and
object of thee concerts, than to use Billings' own words, which were affixed to

one of his introductory anthems, and sung at one of these exhibitions. He says, in

regard tahe manner of introducing i\ fter the audience aifsic] seated, and the
performers taken their pitaiyly from the leaderthe concert beginsghd here we
find the words which we suppose express their object:

'‘We've met for a concert of modern invention;
To tickle the ealis our present intention.

The audence seated, expecting to be treated
With a piece of the best.'

% Nathaniel D. GouldChurch Music in AmericéBoston: A.N. Johnson, 1853. Reprint, New
York: American Musicological Society, 1972), 42.

% Karl Kroeger, edThe Complete Works of William BillingBoston: American Musicological
Society and Colonial Society of Massasktts, 1986), 383103
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And, to give our readers an idea of the character of the words generally made use
of, we will add a few more of these affixed to the same piece of music:

'‘And since we all agree
To set thekey on E,

The author's darling key
He prefers to the rest.’'

Then a fugue, the bass commencing,

"The Bass take the lead,
And firmly proceed;
Let the Tenor succeedt.

We may reasonably infer, from the character of the words and music used at this
time, and for many years afterwards, that to "tickle the ear" was the main object;
and may we not also fear that, at the present day, there are many performers and
hearers striving rather to tickle, and have their ears tickled, than their hearts
improved?®

Gould givessome of the firsindications ofcolonialperformance practice, albéit a

fanciful descriptionlt is clear that ancertsor "exhibitions,"occurred in the eighteenth

century though the frequency of their occurrence and the reguldribed attachment to

asinging schoosubscription is uncleaBroyles suggests that the concerts may have

been rallies designed to garner patriotic support for the American Revdtution.

Gould's description, based on lyrics that were likely penned by Biftftdmsems

some of the performangeactice techniques "ludicrous,” which can be taken as a general

reflection of tle attitudes of early nineteentientury musicians on eighteertantury

hymnists. The reality of thiate-eighteenthcenturysinging schoois that it was primary

a social venture. Thginging schoobeganas an institution to improve hymn singjrigut

% Gould, Church Music 44-45.
% Broyles,Mavericks 33-34.

% Kroeger, edComplete Works of William Billing8:373
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the repertoireeventually crossed from strictly homophonic hymns to more complex
musical forms, and composdysgan to incorporate secular te¢gach asModern
Music). It became apparent that "for most the recreatiaspécts of theinging school
were more important than the instructional or devotioffal."
Current researchers present two different schools of thought reganalgirgg
schoolpeiformance practice. These two ideas are basedeodual purposes of the
music: 1. Didacticthe music should be performed in a rough, unpolished manner that
would theoretically represent any actual performan€éseopieces that occurred they
were taght 2. Entertainingthe music should be performed at the highest level of
musical ability to representdtgoals of the singing mastdessondor entertainment
There is no blaclandwhite answewith regardto which of these options is
correct.Helen Stewart Kaufman, in her discussion of performance practice in early
American church music, which includearks byBilli ngs, sates
With respect to earlier music in general, one important point must constantly be
kept in mind. There was not necessanihe "correct” version of a composition,
nor was there one "correct" performance of a work. The further back in time we
go, the more variants of performance exist, since it was the musical concept that
mattered and not the means of its realization. Alcese hope to know is the
nature of the problem and some of the more acceptable solutions to it that seem to
be indicated by a study of contemporary soufées.

Kaufmann's analysis of the reality of performance pratizsehelped to guide my

decisions in tle document. The question of exgatthat occurred has no indisputable

% McKay andCrawford,William Billings, 39.

*"Helen Stewart Kaufmann, "John ColRsdiments of Musi®erformance Practice in Early
American Church Musit,in "Performance Practice in Bg American Choral Music,"” ed. Alfred Mann,
special issueAmerican Choral Revied8 (1976): 50.
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answer, but | have attempted to provid@eusibleconclusions which areoth historically

enlightenedandfeasiblefor application to modern concert performance

C. Thesis Statement

It is my belief that ppropriate performangeractice of William Billings's choral
music can be identified through descriptions included in the prose introductions to his
tunebooks dating from 1770 to 179% supporthisthesis | will use primarysource
information from the prefaces of Billgs's tunebooks in conjunction wipior research

on performance practice.

D. ProjectDescription

My research will ddress six areas of performanmactice: accompaniment,
voicing and balance, dynamics, articulatiomamentation, andocal timbre.l will not
discuss metric relationgys because iBings outlinesthis concepvery cleary in his
tunebook introductions, ard MurrayBarbour's analysis d@illings's metric
relationshipssufficiently addesseshis face of performanceractice?® The primary

source material will be the prose writingsBiflings.

28 3. Murray Barbour, "Billings and the Barlingtl' "Performance Practice in Early American
Choral Music," ed. Alfred Mann, special isséenerican Choral Bview18 (1976): 3749.
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2. THE SINGING SCHOOLAND SINGING MASTER

The debate that occurred in the early eighteenth century ovgudity of
congregationahymn singing was thert major discussion of musical performance in
colonial public discoursdn 1720, a sermon attributed to the Reverend Thomas Symmes
(16781725)was published in Boston. In it, he made a case for the "reasonableness of
regular singing, or singing by not& Regular singing, sometimes referred to as the
regular waywas the ability to sightead music, in contragh usual singing, or the usual
way. Usuakinging was a rote learnimyocessaccomplished through what caneebe
knownas liningout, in which gprecentor (the equivalent of antar) first sang the tune
andthe congregation then repeatebdack The opponents of thimtetradition wanted
singers to read music without first hearibgrhere were no purely musicatentions
behind their positio; they wanted the church services to function more uniformly and
consistently. Richard Crawford discusses the origins and effect of-linitg

Whether congregations began liniagt, as this practice came to be called,

because too few worshipers couddd the psalms, buy the books, or sing the

tunes as they were written, the custom won acceptance as the clergy realized that

without it there would be noongregational singing at all . Lining-out began,

then, as a way of cueing congregation membetb®texts they were to sing. Its

impact on psalmody was enormous: first, it greatly slowed the pace of singing;

second, it meant that the repertory was kept small because tunes had to be chosen
from those that the worshipers already knew; finally, theienuas entrusted to

the leading singers, who did not nesadly read music themselves. Lining-out

gave birth to a singing style in which the tunes were freely elaborated. This style,

eventually labeled "the Old Way" of singing, won favor with manywNengland
worshipers®

% Thomas Symme§,he Reasonableness of Regular SingBaston: B. Green foBamuel
Gerrish, 1720).

30 crawford, Introduction to America's Musjd.9.
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A year later, in 1721, another minister, Cotton Mather (16628) made a
similar argument. The intent of the two authawss alignedbut the tone was very
different. J. Heywood Alexander, in his documentary history of Americasscimptes
that Symmes directed his sermon to simple country peapte"thus attempted to write
plainly and clearly, [whereas] Mather, the scholar, brought the full weight of biblical
scripture to bear on the argument. Employing quotations from bottk @neleLatin,
Mather equates regular singing with the dictates of Gbditie controversy over regular
singing crossed all economic and educaidmarriers; it was at the center of societal
concern. Mather opens his articldhe Accomplished Singeas folbws:

It is the Concern of every one [sic] that would enjosinquility in this World, or

obtainFelicity in the World to come, to follow that Holy Direction of Heaye

Exercise thyself in PIETYAnd there is ndexerciseof PIETY more

unexceptionable thahat ofmaking a JoyfuNoise of SINGING in the Praises of

our GOD; That of signifying oubelightin Divine Truths. . . %
The sentiment of the opening lines makes it diear Mather believed the discussion of
musicwas relevant to altitizens of the alonial societyHe goes on to make his support
of regular singing very clearhis, and other similar open letters, spureepublic debate
over the importance of regular singjirayidenced by the numerous publications which
refer to this topic.

In 1721 ,the same year as Mather's serntbe,Reverend John Tuf{$6831750)

published what can be considered the first American rtastbook,An Introduction to

31 Alexander, ed.To Stretch Our Earsl8.

32 Cotton MatherThe Accomlished SingetBoston: B.Green for Samuel Gerrish, 1721), The
original italicization, capitalization, andupctuation have been retained.
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the Singing of Psalm Tun&&Tufts outlined the basics of musical notation, scales,
intervals,andclefs, anche included some basio$ musictheory.To assist congregation
members in reading notetervals, he replaced the ndteads with the first letter of the
corresponding solfege syllables. His focus on the solmization system quickly gained
popukhrity, and it became the basis for taaghsightsinging, though his use of letters in
place of noteheads did not become a popular practice. BuUftsbk was immensely
successfuand went into multiple reprint®\lexander states:

Tufts's work went througeleven editions to 1744l that remains of the first

edition is an advertisement in tBeston New etterof January 2/9, 1721 . The

fifth edition, 1726, which includes thidgeven tunes but no texts, became

definitive, the contents remaining magdly intact through the later editioris.
Shortly afterward, Thomas Walter (162825) followed with his own texGrounds and
Rules Walter's text was also successfuid went into eight editions of printirigy

These premier mustextbookshelped leado thefirst musical publications
unique to the North Americammigrants Entrepreneurial men began to take the
pedagogicaideas of Tuftsand othersand incorporate them into lessons, whiatrev
taught in gatheringenown assinging schod. Thefirst singing schoobn record waim

Boston in 1714° but the schools existed only ashlized gatherigs with few in

attendance. Aftet 721, he dsire for regular singing skilland the availability of

33 John Tufts)ntroduction to the Art of Singing Psalffunes 3rd ed. (Boston: T. Fleet for Samuel
Gerrish, 1723; Irving Lowens, "Introduction to the Singing of Psalmnes' (17241744): The First
American Music Textbook,Journal of Research in Music Educatiar{1954): 89102.

3 Alexander, ed.To Stretch Our Ear7.

* Ibid.

#McKay andCrawford William Billings 20.
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textbooks helped to quickly expathe popularity of tasinging schod. David McKay

and Richard @wford note that the singing schod provided the forum in which

musical literacy was taught, and thus they became the means through which the desired
musical reform took place€”The authors describe the iitstion as such:

Singingschoos were devoted to teaching the fundamentals of vocal performance.
Tone production, noteeading, and ensemble singing were three topics that

usually received especial attention. The circumstances and organization of schools
varied greatly, as diche competence of the masters The scholars were mostly
young adults and teenagers, the master usually an itinerant musician. Often
sporsored by churches, masinging schoa were held on church premises,

though sometimes a spakcroom was rented for the meetings.

As interest iregularsinging grewthenumber ofsinging schod also increased.
DanielKingmandescribes how they functioned

Thesinging schooWas a private venturéaught by an itinerant mastdihe

school would be advertised in advance in the comity) and subscriptions taken.
Thesinging schooitself was not a denominational institution, and in fact the
instruction did not always take place in the church; a room in a schoolhouse or
local tavern vas sometnes usedTwo or three meetings a week for three months
seemgo have been a common schedifi¢ghe Singing Master had published a
tunebook the pupils would be expected to buy and use it, thus somewhat
augmenting his incomeyhich was seldom Iarg%

Thetune books to which Kingman refers initially compriggd-existing tunes
that the singing masters compiled as the primaryagchral resource in th&nging
schoos. Tunebookslsoprovided the siging masters with income that supplemented the
subscripton fees McKay and Crawford provide a detailed examination of the history of

tunebook publication in the colonies. Though lengthy, their summation of this history

¥ bid.
% bid., 37.

% Daniel KingmanAmerican Music: A Panoram@ew York: Schirmer, 1998),34.
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during the firsthalf of the eighteenth century bears quotation here to ¢eaontext for
what wouldoccur in the latter half of the century:

The earliest American publication to include music was, appropriately enough,
theBay Psalm Book specifically the ninth edition, published in Boston in 1698.
As was customary for metrical psalters in A&rglo-American tradition, this
publication was devoted almost entirely to psalm texts. Tucked in at the end of the
volume was a brief instructional preface and thirteen textless tunes, harmonized
for two voices. Succeeding issues of Bay Psalm Booklso carried a handful of
tunes that were, from the eleventh edition of 1705 to the twentyh of 1732,
unharmonized. In 1721 the reform movement bore fruit in two Boston
publications of considerable importance: Thomas Wal&sinds and Rules of
Musick,Explainedand John Tuffs Introduction to the Singing of Psalifunes

(1721 edition lost; 1723 edition extant). Both began with rather detailed
introductions explaining the rudiments of nog&ading and continued with
collections of psalm tunes, mostlyrh@nized for three voices. Tufts's and
Walter's little works set the tone of sacredsic publication in America for the

next generation. With the exception of the twefifityh and twentysixth editions

of theBay Psalm Bookl737, 1742), which carried &able supplement of thirty
nine tunes, later editions of Tufts and Walter were the tmgbooks published

in Americabefore the 1750s. That decade did see the appearance of three new
items: a tune supplement James Turner engraved to go with John Barnard
psalms (Boston, 1752), William Dawsoi'euths Entertaining Amusement
(Philadelphia, 1754), and a supplement compiled and engraved by Thomas
Johnston (Boston, 1755). As represented in these half dozen items, which, when
all printings are counted, numb®@ore than thirty separate issues, no more than
seventyfour different tunes were printed in Enghnguage publiations in

America before 1760 almost all from the British repertory and harmonized in
block chords. The same group of tunes was reprintbdok after book, keeping

the repertory small and uniform in styfe.

It may be legitimately inferretom this history that amall number ohomogenous
piecesdominated theinging schod through 1760, dwever, as the gularity of the
singing schod continued to grovit became less vide to teach sighteading through

musical repedire that was already familiar.

“OMcKay and CrawfordWilliam Billings, 21-22.
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With the release diiraniain 1761 James Lyor{17351794) transformethe
publication of tunebooks in two remarkable ways. Most impdstatinis was the first
tunebooko include compositions by Americdoorn composers. Alexander's analysis of
the contents dfrania indicates that there are a total of nyrsix compositions (making
it considerablyarger than previous tunebogkBve are by Lyon himself; eher
American composers included Francis Hopkinson and John*fTfés was a sharp
changdrom relianceexclusively on previously published British material.

An equally important aspect tfrania is that itincluded for the first time in print
in North Americaa form called the fuging tufias well as other pieces that wers
British psalm tung*® The fuging tune would become immensely popular irsthging
schoos, and it becamdistinctly associated with the New England tunessiiithe
inclusion of noApsalmtune music opened the door for the wideiety of musical
publications that followed.

At the same timenusic from Englandvas becoming more readily available
Trade and travel imeasedetween Europe and North Amerjaghich allowedfor the
morefrequent import oBritish tunebooks. Ga;of the most important British
compilations wasVilliam Tan'suts (17061783)Royal Melody Completg@ublished in
1755 His tunebook was very influential ihe develpment of American musjenore

sobecause offiis theoretical writingthanbecause ofiis compositionsAn edited version

41 Alexander, ed.Jo Stretch Our Ears31.
“2 Forms are identified and discussadietail in Chapter 3
43 Alexander, ed.Jo Stretch Our Ears31.

4 William Tans'ur,The Royal Melody CompletBoston: W. M'Alpine, 1767).
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of Tan'sur's introductory material Royal Melody Completeas included in Daniel
Bayley's 1764 revision of WalteiGrounds and Rules of Musicks McKay aml

Crawford note, this put Tan'sur on "equal footing with one of New England's most
esteemed authoritie§>Three years later, ih767,Royal Melody Completeas reprinted
in its entiretyin Boston These publications led to Tan'sur's prominence among Aameri
musicians, though he remain&elatively obscure" in Englant.

Printing presses became more readily availabl&e latter half of the century.
Tunelooksbegan to be published more frequendgdtunebook compilers welactively
seeking ew tunes. Bmecompilersbegarto include their own compositions, comprising
the first group of Americatvorn composers in the coloniédcKay and Crawford make
the following comment on the sharp change:

The increase in the printed repertory indicates thatreatdng was no longer a

rare skill, which in turn demonstratdgeteffectiveness of thenging school . .

By 1800 well more than a thousand different compositions had been printed in

American tunebooks. When that figure is set beside the handful of taegette

common property of worshiping in colonial Christians early in the century, the

seventyodd tunes available in American tunebooks by 1760, and the
approximately four hundred tunes printed before 1770, it is clear that the tradition
was utterly tranformed bythe impact of musical literacy
The musiditeracy to which McKay and Crawford refellowed the singing masters to
break away from the original intent of the Puritan ministershadtsupportethe

singing schod. The public was interesteml €xploring new genres, forms, and styles of

music, and the singing masters were ready to oblige. McKay anddZdastate

> McKay andCrawford, William Billings, 48.
“bid., 47.

47 bid., 2324.
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An essentially oral musical repertory is slow to change. Moreover, when that
repertory is also sacred, the tunes which comprige s@afirmly rooted in the

religious memory and consciousness of the worshipers that they tend to take on an
almost liturgical significance. There is no reason to think that the Boston
reformers wished to violate that feeling. They did not recommend citige

tunes; they just wanted them sung more accurately. However, they chose to
pursue that end by encouraging the development of a skillreating, that

would soon destroy the notion that the small stock of psalm tunes held in common
in New England &d any special religious significance. Once people could read
music, the tunes sung in church no longer comprised their entire sacred repertory
but just a portion of it. It is one of the ironies of American musical history that

New England religious leadeadvocated the skill of noteeading as a guarantee

of musical uniformity. For by the 1760s that skill had become just the opposite:

an agent of musical diversit$.

Thepost1770singing masters were no longer only compilers of tunebooks; many
were now &0 composers. As more hew music was publistiexicomposers became
known as "tunesmithsd title derived fom thetunesthatwere crafted just as horseshoes
were smithedthusthe name "tunesmithThough thesinging schod became popular
and numeroughe singing masters talgand composed only part tinfeew traveled far
from their hometo teach, and ost included only a few of their ovtianes when
compiling a tuneboak

In the 1770s and 1780he singing schooteachedhe height of itgpopularity.It
was during this period that the most influential of all the singing masters, William

Billings, was active.

8 McKay andCrawford,William Billings 24.
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3. WILLIAM BILLINGS

A. Musical Forms

Billings's musical forms have been analyzed by several researchers, but the most
notable is J. Murray Badur. In hs text, The Church Music of William Billing®
Barbourwas one of the first to thoroughly examine the composer. The final chapter,
"Texture and Form," provides a detailed look at the composer's output and reference
numerous specific examples.Baur's work helped to defirtbe forms of composition
not onlyfor Billings, butfor the entiresinging schoomovement.

Billings publishedsix different tunebooksfhe New England Psak®inger
(1770) The Singing Master's AssistgiZ78) Music in Miniaure (1779) The Psalm
Singer's Amuseme(l781) The Suffolk Harmonfl786) andThe Continental Harmony
(1794) The details of these publications will be examined in the second portion of this
chapterAll of the pieces in the tunebooks can be categdnzw® five basic forms.

The simplesform is the canon, of which he composed only four; all of them
appear inThe New England Psak®@inger In the introductory material fohe Singing
Master's AsssitanBillings includes "A Musical Dictionary Containirdgn Explanation
of the most useful Terms that are used in Mugl@his is the equivalent of a modern

glossary, though Billings labels it as a "dictionary.” [rh# defines a canon as a

“93. Murray BarbourThe Church Music of William Billing&East Lansing: Michigan State
University Press, 1960).

¥ Nathan, edComplete Works of William Billing&:25.
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"perpetual fuge" [sic] and continues with an explanation that aéasonable evidence
as towhy he included no further canons in his publications:
Canons are not esteemed with us so much as formerly, and | think not without
good reason; for we can express all the beauty and variety of Canons, in fuging
music, and with tis apparent advantage, viz. that all the performers may sing the
part most suitable to their voices, which cannot be done in canons; for they
partake of the height of the counter, and the depth of the bass, and unless the
performers have suitable voices &very part, they cannot sing a canon with
ease, or elegance; therefore | think the contrivance of canons is more curious than
useful[.F*
Given this clange in attitude over the eigigar gap from his first to second tunebook, it
is ironic, then, that #1 canorWhen Jesus Wep(see Appendix Apas become one of
Billlings's most recognizable tunes. It exemplifies his ability to write a long and beautiful
melody, which is one of the elements that has made his music more popular and long
lived than that obther tunesmiths. Billings indicates in the score four entrance points.
Two additional canons for four voices are included, one withoufiexid Thus saith the
high and lofty Ong*
The canonWake Ev'ry Breatf® which appears on the first pageTdfe New
England PsalrSinger is notable beause it hasix canonic entrances plus an

independent vocal groudshss voiceand isan interesting variation on a traditional form.

Billings included this piece as part of the cover illustratiofited New England Pha-

1bid., 2:25-26.

2 Karl Kroeger, edThe Complete Works of William Bilgs (Boston: American Musicological
Society and Colonial Society of Massachtset981), 1:203.

*3bid., 1:177. Kroeger assigns the text "Now to the Pow'r of God" by Isaac Watts to the edition.
4 Ibid., 1:303.

5 |bid., 1:39.
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Singer which was engraved by Paul Revere. This is one of the most often reproduced
images of New England hymnody.

The plain tuneinterchangeably referred to akymntune or simplyahymn is
the most numerous form in Billings's output. Many were posed without text, but
quickly became associated with texts. The majority were intended for sacred use; others,
such ahester® were both sacred and secular in natliteugh the name suggests a
monophonic melodic line, plaitunes were homophonic workaost often set for four
voices They were strophic settings, and were probably the most commsedypieces
in thesinging schod. With few exceptionghe melody is in the tenpthe root of the
harmonic structure in the baseftfifth in the counteror soprano, line, and the remaining
harmonic content in the medius, or alto line. This is also the oraénichthe parts were
composed, making the alto the least melodic of the four voices. The range of the alto and
tenor are so similar that both vedikely sung by a mix omen and women.

Africa (see Appendix Bis a typical example of Billings's plain tunes. It first
appeared iThe New England Psat®inger’ without text. It was reprinted ifihe
Singing Master's Assistafiwith atext by Isaac Watighe texts of whom Billings
frequently setlt appeared a third time Music in Miniature again without text. It
exemplifies the tunesmith practice of assigning seemingly random names to tunes.

Billings generally chose location names, varying from ceamtis, to cities, to streets.

*¢ Nathan, edComplee Works of William Billings2:7273.
" Kroeger, edComplete Works of William Billing4:88
%8 Nathan, edComplete Works of William Billing®:46. The edition contained Music in

Miniature was unchanged, with the exception of the text deletionttis reason, Kroeger chose not to
reprint the piece a third time in the collectedris.
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This made the tune titles distinguishable, and because most were published without
printed text, the nospecific titles made them more versatilerbi®ps because of its
inclusion in threesuccessivéunebooksAfrica became aignificant part of thesinging
schoolrepertory>®

Variations to the plain tuneave been discussed by several scholars. Crawford
first identifies plain tunes "with extension” in his 1968 examination of Andrew*Cév.
his text on Billings with McKay, hetates that a typical Billings plain tune with extension
"Iis for a contrast in texture to be supported by some transcending of the textual meter, as
when phrases are repeated to different music, or when certain words are stretched with
melismas.®* Anotherform of variation vas identified by Barbour dsving"responsive
or antiphonal treatmenf?As the name suggests, thisiasion uses a break in the feur
voice texture to vary the form. For example, the soprano and alto in one phrase may be
followed by the tenor and bass in the consequent phrase;ajo diree may be followed
by music forthe whole choirKroeger asserts that this innovation first appeared in New
England hymnody around 1720 and "may have been a progenitor of the much more
important specie of psalmtune called the fuging tuné*Additional, less common,

variations are discussed by Barb6tr.

9 McKay andCrawford, William Billings, 59.

9 Richard CrawfordAndrew Law, American Psalmodigvanston: Northwestern University
Press, 1968).

1 McKay and Gawford, William Billings, 90.
%2 Barbour,Church Music of William Billings124.

%3 Kroeger, ed.Complete Works of William Billing4 :xxv.
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Fuging tunes were not unique to the American tunesmiths, but they did become a
favored form. One of the most comprehensive examinations of the fumiedg he
Origins of the American Fuging Tuneas authaxd by Irving Lowen$? His studytraces
the roots of the fuging turte English compositions, and hksely examines the
standard forms in New England hymnody. The fuging tunes weffegués in the
European senseh@y typically began with a homophonic op@nin the style of a plain
tune, which generallgame to a full cadence on the tonic chord. This fedowed by an
imitative section based oa single melodic ideaenerally, themitative secton was
repeated, whether indicated or not. This created an ABB fbinmresult of this approach
was that the B sectidended to be almost entirely disposable. As McKay and Crawford
note, "Billings provided the strongest possible demonstration thatgkeafas optional
by printing inMusic in Miniaturefive of the fuging tunes frorfithe Singing Master's
Assistantaind one fronThe New England Psal@ingerwithout their fuges®

Though thdirst section could often stand alone, this was not always the case.
Some A sectiondid not close on a fucadence, and needed the imitatsextion to be
harmonically complete. Kroeger, in ltatalog of the Musical Works of William Billings
which accompanied the collected works, distinguishes two types of fuging Tunese
with the distinct twesection model are referred to as a fuging chesRBieces which

have "a fugal section that is an integral part of the tune's structure, without which it would

% Barbour,Church Music of William Billings119138.
% rving Lowens, "The Origins of the American Fugingrigy' Journal of the American
Musicological Societg (1953): 4352.

8 McKay andCrawford,William Billings, 93 The authors use "fuge" to referimitative sectios.
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be incomplete,” are referred to as fuging tuti@dost researobrsdo not differentiate
these two forms, rather both fall under the general category of fuging tune.

A typical example of a two section "fuging chorugth a harmonically closed A
sectionis TheBird (see Appendix C)The work was published in May of 1796th a
companion piecelhe Lark®® These weréndependent publicatisndesigned to be bound
as a supplememnd The Suffolk HarmonyAn example of a fuging tune that needed to be
performed irits entirety to be harmonically completelgypt®® This piece ontains only
nine measres of homophony that conclude the dommant, requiring the ensuing
imitative sectiorto come to a tonal close

The musical form refeed to as a sqtiece is a source of debate among scholars.
McKay and Crawford define it broadés a "througkcomposed setting of several stanzas
of devotional poetry™ This creates a great deal of confusion about longer works which
contain both prose and poetry,voorks withcombinations bsacred and secular texts.
McKay and Crawford'slefinition leadsto the categorization ahany of Bllings's works
as sepieces. br the purposes of this document | will refer to Kroeger's categorization of
Billings's output in higCatalog of the Musical Works of William Billingshich has
become the authoriise gandard. He provides éfollowing definition of a sepiece

A setpiece is usually a througtomposed setting of a poetical text, made so that
the substitution of other words is either inappropriate or impossible. Billings,

%7 Karl Kroeger compiler Catalog of the Musical Works of William Billingsew York:
Greenwood Press, 1991), xv.

% Kroeger, ed.Complete Works of William Billing8:232233.
% Kroeger, ed.Complete Works of William Billingg:83:85.

"9 McKay andCrawford, William Billings, 89.
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however, made througtomposed settings of poetry that he called anthems, and

he frequently interminglefpoetic] verse and Biblical prose in his anthems. In the

catalog, those tuneseadesignated seiece when they are short enough to be
strophic pieces (setting no more tharee or four stanzas), but their tune

structure is devised in such a way as to make text substitution urffikely.

This definition allows for only two pieces be categorized as ggiecesBerlin (see
Appendix D)andRutland’? This seens more appropriat@s the segpiece was not a
recognized "form" by the tunesmiths, rather it is a musicological designation adopted a
century later.

Anthems of the tunesmiths can be describethrasighcomposed works that
generally feature changes of key, meter and texitlings frequently identifies his
anthems with "An Anthem" before the title. They are lengthy works and were less likely
to have been used as teaching tools irsthging schod. A typical anthem i$he Lord
Is Ris'n Indeedsee Appendix F)This wasBillings's most commercially successful
work. The anthem is primarily homophonic with the exception of a short section
featuring a melismatic motive passed among the four voices. It exemplifies the standard
throughcomposed form and varied textures ofliBds's anthems.

Who Is This That Cometh From Ed¢see Appendix Gjepresents the height of
Billings's compositional abilities as an anthem composer. Billings uses his full range of
techniques to @pict thestory of Jesus's arrival, death, and resuioacBillings varies

meters throughout the work to better set the natural rhythms of the texts, and moves

through a rangef textures, dynamics, and articulations. McKay and Crawford rezegni

" Kroeger,compiler,Catalog of the Musical Workd @Villiam Billings, xv.

"2Kroeger, ed.Complete Works of William Billing8:62-65.
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the flamboyancef the anthem in their discussionTfe PsalrSinger's Amusemenh

which the anthem appeared:
The audacities of anthems suchlagy That Go Down to the SeawWho Is This
That Cometl® the latter a setting of a composite text that approaches at times
the hallucinatory exuberance of such a curioggyChristopher] Smart's "Rejoice
in the Lamb"d and the inimitable jauntiness of the concert pidbagern Musi¢
show Billings's imagination virtually unrestrain&d.

It is the innovation irworks like these that set Billings apart from his contempesari
Each form was composed for a specific Udee plan tunes, fuging tunes, and set

pieces were most assuredly the most commonly used pietlessimging schod. Their

possible performance at the conclusion of esehing schoosession must be

constdered. The anthems are the only works whichrigjs may have actually designed

for concert performanc&he purpose of the canons is unclear, for, as Billings calls them,

they were almost certainly "a contrivance more curious than uséitle' have no

indication that that canons were used in eitheisthging schod or public concest

B. Tunebooks

Thewidespread popularity of theinging schod in New Englandfter the mid
1760s led to the rapid increase of tunebook prghaind subscriptions teingng schoas.
At this time, he tunebooks were stitbmpilations of works from multiplcompsers and

were still consisted primarily dgnglish tunes.

3 McKay and CrawfordWilliam Billings, 115

" Nathan, edComplete Works of William Billing2:26.
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Little is known abat Billings'slife, especially prior to 177®ut whd has been
determined is detaildid McKay and Crawford'sVilliam Billings of Bostorf® This
biography published in 1975emainsthe most detailed research on Billings's life.
Reiterating his information is unnecessary to a discussion of performance practice, but
the circumstances suunding Billings's education and the publication of the tunebooks
bear tertiary significance

In 177Q William Billings, at the time aelatively unknown twentjyour-yearold
singing master, made a bold move: he publishieelNew England Psak®inger a
tunebook containing 127 pieces entirely of his own composition. The death of Billings's
father, William Billings, Senior, is recorded as being in 1760, when Billingsowiys
thirteen.Four years later, in 1764, Elizabeth Clark Billings, William's motheo, disd.
He was now, at the age of 18, financially responsible for his three younger sisters, and he
began working as a tanner's apprentidething is knowrof his formal educatioor
musical training. Hans Nathan states thiditrijs was primarily seltaught, influenced
largely by what was heard at his parents' church, The New SouthhG¥fuBoston, and
by anysinging schod he attendef The unfortunate death both parents when
Billings was youngnake it even more remarkable that he was able to asengnd
publisha tunebook of his own pieces only a fgears later.

The New England Psal@ingerwas the first collection of music published in the

colonies by a single composerwas o small tasko produce the collectiomside from

> McKay andCrawford,William Billings.

® Hans Nathanwilliam Billings: Data and Documeni@®etroit College Music Society, 1976).
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composing the nic, Billings saw to the engraving, wrotdengthy theoretical
introduction, soldhe tunebook by subscription, and dedth printing delay® a
frequent occurrence in eighteergéntury New England. Thentire publicatiorprocess
probably took at least yearMcKay and Crawford assert that "it would be difficult to
find another single publication the history of American musi in the history of
western music, for that mattér whose priority in its tradition is more conspicuous than
that of Billings's collection, The New England Psak®ingei."”” Karl Kroeger remarks
on Billings'sunprecednted lack of prior published music
There were no trial runs, nor any testing of the waters by including atuwe
in earlier collectionsBillings, a youry, unknown composer, burst upon the
Boston musical scene with a publication of major dimensions without, apparently,
any previous public exposure déltompositions in prinf
Billings boldly relied on his repation as a singing master to influence saie
The New Englan&salmSinger Billi ngs was independefrom the onset. In the
introductory materialo The New England Psat®inger,Billings writes a letter
addresse "To dl Musical Ractitioners'”® which includes the following statement
... Nature is the best Dictator, for all the hatd/ studied Rules that ever [were]
prescribed, will not enable any Person to form an Air any more than the bare
Knowledge of the four and twentettersand strict Grammatical Rules will
qualify a Scholar for comming a Piece of Poetrgy properly adjusting a

Tragedywithout a Genius. It must be Nature, Nature must lay the Foundation,
Nature must inspire the ThougBiut perhaps some may think | mean and intend

""McKay andCrawford,William Billings, 41.
8 Kroeger, ed.Complete Works of William Billing4 :xxix.

®bid., 1:32.
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to throw Art intirely [sic] out of the Question, | swer by no Means, for the more
Art is displaydd, t°he more Nature is de

This and similar statements indicate that Billibgsieved in his owmalentdespite his
lack of training His most famous statement regarding lack of adherence &stabished
academicgules of composition appears at the end of the same preface:
e[ r my own Part, |l dondt think myself
laid down by any that went before me, neither should I think (were | to pretend to
lay down Rulesjhat any who came after me were any ways obligated to adhere
to them, any further than they should think proper: So in fact, I think it is best for
everyComposeto be his owrCarver. Therefore, upon this Consideration, for
me to dictate, or pretend togscribe Rules of this Nature for others, would not
only be very unnecessary, but also a great Piece of \nity.
The New England Psat®ingerwas immensely successful, ati@ number of
Billings's engagementas a singing masteapidly increasethroughait New England.
The tunebook caists of 126 piece4,18of whichareplaintunes. Addibnally, there are
three canonand five anthemsThe pieces are almost entirely set four voices, though
a few are fofive. Many of theplaintunes are printed wibut words, often with a meter
indication that would help the singer choose an appropriate psalter text tbiaédtne
music. McKay and Crawford comment on the importance of the publication
When all the evidence at hand is weighed, Billingsy Englad PsalmSinger
stands as perhaps the most significant social document in the history of American
psalmody.The work's musical importanée its signifying that psalmody now

lay within the creative purview d@he native American musiciénis only the
beginniry of the story*?

8 |bid. Billings's prose was setightly differently for each dition of a tunebook that was
published. For the purpose of clarity and uniformity, all Billings's quotes will appear as they are printed in
The Complete Works of William BillingEhe capitalization, italicization, spelling, and punctuation are
quoted exetly as they appear.

8 bid., 1:3233.

8 McKay andCrawford,William Billings, 68.
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Thelead up to and thenset of the Revolutionary War in 15%kely accounts for
the eightyea gap betweeifhe New England Psak®ingerandT he Si ngi ng Mast
Assistantpublishedn 1778.Notably, The Singing Master's Assistamas he first
tunebook published after the Revolutionary War had be§yamoted by McKay and
Crawford, "Billing's work ended a fotyear interruption in American sacred music
publication, and as the only new domestic item available it was bound to attract more
attention than if, as was the case both earlier and later, competitors had filled the

market"®®

Perhapslue to this factor, theollection washis most commercially successful
publication, going into reprint four times before his de@tie Singing Mastés Assistant
contains somef his most populapieces fromlhe New England Psak®inger The
inclusion ofpieces that were already familiar wasmartmarketingstrategyand it
becamecommon for Billingsto republishhis owncompositions throughout hisd,
occasionally withrsome revisions.

The Singing Master's Assistastsignificantly shortethanThe New England
PsalmSinger containing seventgne piecs. Again, the majoritysixty-one, arglain
tunes. Nine are antheraad two are difficult to cagorize.The first of these pieces,
Jargon is considered a "dissonant musical jokEBillings explains the reasoning behind

the dissonance in the introdacy material to the tunebook through a letter addre’Ssed

the Goddess of Discord>He begins

81bid., 79.
8 bid., 82.

8 Nathan ed.,Complete Works of William Billing8:29.



42

| HAVE been sagacious enough of late, to discover that somenaded
persons have insinuated to your highness, that | am utterly unmindful of your
Ladyship's importance; and that my time, as well as my talents, was wholly taken
up in paying my divoto to yor most implacable enemy and strenuous opposer,
viz, the GODDESS OF CONCORD; which representation is as false as-t is ill
natured; for your Ladyship may believe me without hesitation, when | assure you
on the word of an honest man, that knowing your lagy® be of a very captious
disposition, | have always been very careful of trespassing on your grounds for
fear of incurring your displeasure, so far as to excite you to take vengeance
(which is well known to be your darling attribuf&.)
The evitmindedpersons to which Billigs refers are his critics, who complained of too
much dissonance in some of the tumeshe New England Psat®inger Jargon which
is almost completely dissonaid,Billings's attempt to show his critics what a lack of
concern fo dissonance would actually sound like Billings's responsavhich continues
at length we ayainsee a msterful manipulaon of prose He not only bluntly addresses
his critics, but does so with humor and provocation that surely interested the Huyiers o
tunebook.
The second piecéat is difficult to categorize Bavid's Lamentatioijsee
Appendix E) In structure, it is essentially a shortened antHedoes not follow the
standardstrophic form of a hymn(jt is ABB) but it istoo short to be caidered typical
of his anthem&’ Regardless dorm categorizationthe piece has become one of
Billings's most weltknown and frequentiperformed pieces.
It is remarkable that th@nging schod continued to flourish throughout the

period ofthe America Revolutiorary War. Tavel between the major cities was

significantly hampered by thevar, butthe singing mastergib managed to thrivén New

% bid.

8 bid., 2:89-90.
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England Billings is known to have travelle WWeymouth, Massachusetts in 1771 asd
far as Rhode Island ih774 andagain in1775; his popularity in Boston remained
consistent through the 1780s.

A set of"Rules for regulating &inging schodlin the introductory material to
The Singing Master's Assist&hindicatehis firsthandexperience as a singing master
McKay and Crawford comment that, "mundane as they may seem, the matters that
Billings enumerates were surely the ones that teachers found themselves most occupied
with, and that more often than aathers determined the succes$ailure of a school®®
The authors also note that, "whatewausical abilities the singingaster may have
possessed, it was his skill as a leader and disciplinarian that determined his school's
success. The accent was on 'master’ rather than on 'singiag the title of the
tunebook suggests, the entirety of the prose is directed at helping the teacher more than
the student.

Billings was an outspoken patriot, and his musitecdéd this quite clearl{Chase
calls attention to the fact that "Billings conspicuously identifi@sself as 'A Native of

Boston, in NewEngland'®*

on the title page ofrhe New England Psat®inger.The
British siege of Bostothat lastedrom April of 1775 to March of 1776 was grueling for

the citizens, and it must have had a great impact on Billiffgsugh there is little

% bid., 2:20.
8 McKay andCrawford,William Billings, 37.
*bid., 39.

%1 Chase America's Music116.
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recorded about Billings's activities at this tifi€;hesterandLamentation Over Bostgh
which both appear ifthe Singing Master's Assistanto years after the siege entlaye
texts that unveithe deep emotionsetfelt overthe struggle to extricate the colonies from
English rule ThoughChestethad appeared earlier ithe New England Psak@inger it
was republished with four additional verses which left no roorddabt over Billings's
opinion of the British. Speculation owehy he did not enlist in the American army is
usually focused on his physical handicdgathaniel Gould published a description of
Billings's disabilities based on correspondence with people who interacted with him:
"Billings was somewhat deformed in gen, blind with one eye, one leg shorter than the
other, one arm somewhat withered, with a mind as eccentric as his person was
deformed.®

The Revolutionary Wamot onlychanged the political atmosphere of the colonies,
but also the social structurBritish infantrymusic certainlynfluenced colonial
composersAdditionally, Frenchallies shared their musical style through many nights of
military-camp interaction. Soldietsmdoubtedlyentertained themselves wislecular
music,though we have no notatedpeesof it. Kroeger notes that secular music was
likely more prominent than may be clearly evidenced:

The presence among the military of at least two regimental bands would have

provided musicians for both public functions and private amusements. We may
also suppose that young men arriving from England briowgh them the latest

92 McKay andCrawford,William Billings, 75. The authors discuss probable activity and possible
involvement in the Revolutionary War.

% Nathan, ed.Complete Works of William Billing2:136147.

9 Gould,Church Music46.
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ballads, popular songs, catches, and glees, and that these were sung at the taverns,
in the club meetings, and in the private homes of the gentry. Thus one may posit a
rather submntial secular musical activity in migighteenthcentury Boston which

only occasionally left its mark upon the public recdtd.

Billings was notdirectly involved in the militaryput New England cities were filled with
soldiers during the Revolutionapgriod. The influenceof military musical tastesn the
general publicannot be ignored, andlikely contributed to the movaway from
hymnody tomore secular and popular tunes in the ensuing decades.
Regardless of what was to comeeideal timing ofthe publication offrhe
Si ngi ng Addistantcaupledivgth the popularity of the tunes within, made
Billings immensely populaEven befoe this succes®Billings revealed hispinion of his
growing abilities and is disdain for some of his earlieompositionsin the introductory
material. Healso provides a unique insight iris character; é states:
No doubt you (do, or ought to) remember, that about eight years ago, | published
a Book entitledThe New Englan@salmSinger.And truly a most mastly and
inimitable Performnce, | then thought it to be . [However,] After impartial
examination, | have discovered that many of the pieces in that Book were never
worth my printing, or your inspection; therefore in order to make you ample
amends for m former intrusion, | have selected and corrected some of the Tunes
which were most approved of in that book, and have added several new pieces
which | think to be very good ones; for if | thought otherwise, | shoatchave
presented them to yoBut however, | am not so tenacious of my own opinion, as
to desire you to take my word for it; but rather advise you all to purehBsek
and satisfy yourselves that particular®

As Kingman ptsit,i Bi | | i ngs waesergatic writet ob proseshis salty, d

conversational, and sometimes lengthy prefaces to his tunebooks’atksttonly is he

% Kroeger ed.,Complete Works of William Billing4:xiv.
% Nathan ed.,Complete Works of William Billing®:5-6.

" Kingman,American Music145.
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prose entertainindgut alsothe marketing strategy is evidesillings mentions the
inclusion of tunes that the public already knows and loves TroeNew England Psalm
Singerin addition to promoting his new material.

In the eight years aftéhe debutof he Si ngi ng Mtiedmere 6s AsS S
publications were releaseldlusic in Miniature The PsalrSi nger 6 s , ahdibes e me n t
Suffolk HarmonyThe publication of these three works in rapid successigilies that
Billings had been composing thughout thevar but was unable to publish hi®mks
until the war endedn a masterful move, Billings aimed each of thediections at a
different segmentf the public.

Billings's two new collectionfMusic in MiniatureandThe PsalrSinger's

Amusemeitwere not merely attempts to capitalize on his fame by flooding the

market with imitations of his earlier works. Each had its own specific purpose,

format, and repertory, with virtually no overlap. In fact, whil&e Singing

Master's Assistans a mixture of music for singers of a wide range of talents,

Music in MiniatureandThe PsalrSinger's Amusemeaach carry their own

homogeneous repertory, and eactiiiscted toward a specific clientefé.

Music in Miniaturewas published i1779 and consisteaf seventyfour plaintunes all
without texts. About halvererevised from the previous two tuneboosied were
interspersed with thirtpne new compositionBillings made the decisioalsoto

include eleven tunes which were composed by otfidris washe only tme he would

do so McKay and Crawford note that, once again, Billings's marketing ability was keen:

The 'borrowing’ amounted only to eleven turies,from European sources, and

one,Royalston attributed to the Massachusetts composer Abraham Wood-(1752

1804). If in his choices from the ngkmerican repertory Billings's aim was to

include the most popular among those tunes, he could hardly haen dieiter.
All ten European tunes he printed were already established in popularity, and they

% McKay and CrawfordWilliam Billings, 104.
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maintained their position for the rest of the century and through the first decade of
the next”

Music in Miniaturewas not a tuebookfor use insinging schoa it wasintendedfor
liturgical purposess a musical supplement to be boundhatend of a psalter. Tunes
were sung to any of the psalm texts in the same meter, making the tunebooks more
marketabldo a variety of denominations.

The Psal'S i n g e r dnent publisheden 178Imarkedanothersignificant
changeinBilings compositional output. Though the
composed many of the anthems as early as 1% 7i@e work was an innovaticamong
colonial music publications

As effedively as anything else he producddhe PsalrSinger's Amusement

demonstrates Billings's flair for transcending the purely functional. Cast in the

typical oblong tunebook format, the work is anything but typical in content. To
begin with, the title is dededly uncharacteristiof psalmody, promising neither
instruction nor edification but "amusement," as unsubstantial in implication as it
is intangible’®*

Thiswas clearly not designed as a teaching book, but ratharbook of music
for advanced singerBillings makes this apparemt the brief "Advertisement" which
precedes the music in the tunebook. He states, "As this Book is not designed for

Learners, | thought it not essential to write an Introduction; but would refer the young

Beginner, to my formePublication, entitled, THE SINGING MASTERS ASSISTANT

9 1bid., 1056.
1001hid., 106107

101 pid., 108.
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which | have lately reprinted® Yet again, Billings is ingeniously marketing his

material. He suggests all who find the contents difficult that they would be wssved

to purchase his earlitmnebook. By choosing not to include any introductory prose, other
than the brief paragraph of the "Advertisement," he is matkisgoook as yet another
typeof product. Rather than the didacsiaging schootunebookor the psalter
companionthis colkction is for the true music dedicatee.

The anthemsontained in the tunebook are some of his most difficult, with
unprepared modal shifts and many metric charige&ay and Crawford summarize the
contents as follows:

Despite the worldly implications ofs title pageThe PsalrSinger's Amusement

remains solidly in the tradition of psalmody, with only two of its twefiotyr

compositions beingettings of secular texts. The presence of only twenity
compositions also indicates the preponderance of étepieces in Billings's
new collection. In comparison witilusic in Miniature which carries seventy
four pieces in thirtytwo pages, one finds the tweffyur composition iriThe

PsalmSinger's Amusemespread over 101 pages of music. Billings's subtifie

Number of Fuging Pieces and Anthems," is borne out by thertdfite
The PsalrrSinger's Amusememas ommercially less successful than Billingstsor
publicationslt contains nine anthems, two g&tces, five fuging turg four plain tunes,
and bur plaintunes with extension. These works ware difficult for most of the
amateur singensho participated in theinging schod, yetit was not sophisticated

enough nor secular enoughgr the growing number of tra@a musicians who were

beginningto populate New Englan&ven so, Billings remained extremely popular.

192K roeger,ed.,Complete Works of William Billing8:3.

193 McKay andCrawford, William Billings, 109.
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Thesinging schod reached the height of their popularitythe latter half of the
1780s Daniel Read (1751836) joined Billings in 1785 as the secohaherican
composer to publishneentire tunebook of his own compositigkmerican Singing Book
Read also became immensely popular, especially for his lively fuging tunes. Another
notable singing master and tunesmith ofx@80s was Andrew Law,aw had an
apparent dislikéillings from the onset of his career as a singing master, and Law
became one of the most outspoken denouncers of Billings's musit8iiisHe made it
clear that Billings's music was not at a standard he found acceptable.

In The Suffolk Harmonypublished in 1786, iBings retumed to a more
pedagogical format. The collection breaks from the path of his previous publications, as
noted by McKay and Crawford:

The thirtytwo compositions in the work, from the standpoint of musical form,

appear to show a change in hismwsitional approach. Billing's earlier works

had successively shown a steady decrease in plain tunes, where the text alone

generates the structure, and a corresponding increase in the more elaborate

musical formsThe Suffolk Harmonguns counter to thatend. . . The

explanation for this apparent anomaly is found in the texts Billings set, for in

metrical variety they outstrip the texts of any of the composer's earlier Works.
There are a total of twenty plain tunes, five additional plain tunes wigmson, four
fuging-tunes, and three anthenisisl probable the return to a larger number of plain
tunes was in response to the public's lukewarm reaction to the difficulty of the music in
The PsalrrSinger's Amusement

Over the next eight years, Billisgpublishedh number of pamphlets containing

new musi¢intended as supplements to be bountihie Suffolk Harmonyrhe nost

104 |pid., 146.
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notable of the single copies waslings's Easter Anthem: The Lord Is Ris'n Indee
which became quickly popular and was laterirgpd in an expanded versiofhe
individually published piecesill be referred to hereiby the labelKroeger provides in
The Complete Works of William Billingindependent publicatiod$®> Kroeger
comments on the ipact of these pdications
Before e 1780s, sacred music was published in the American colonies only in
tunebooks and in tune supplements, which contained plain {saés, designed
to be bound with metrical psalters. After 1780, however, sacred music also began
to be published in smallgamphlets of four, eight, or sixteen pages. Many of
these shorter publications were directed toward particular occasions, such as
Billings's ownPeace(1783). . . The subjects of these works help to demonstrate
the attraction of the new format: a pampldea few pages could be produced
more quickly and run off more cheaply than a-Bdhale tunebook. Hence, it gave
a composer a chance to respond to an éveatpublic celebration, religus
festival, or special choral performance, for exandplevith a fresh work fitted for
the occasion®
Extant independent publications in the collected works include five anthems, two fuging
tunes, and two plain tunes.
Billings's music had become a standargirblic performancéy the end of the
decadeand his pieces ereoften incorporated into the tunebook compilations of others.
At the sametime, his personal and financial life seemind®)i into ruin. The Columbian

Centinelprinted the fdowing on December 8, 1790: "Boncert of Sacred Musick, for

the benefit of M. WILLIAM BILLINGS of this towr® whose distress is real, and whose

1% Kroeger, ed.Complete Works of William Billingg:xii.

1% Kroeger, ed.Complete Works of William Billing8:xii.
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merit in that science, is generally acknowledg@dThepossible reasons for Billings
distresscan aly be speculated, and are beyond the scope of this document.
Billings's final tunebookThe Continental Harmonyvas published in 1794 he
circumstances surrounding the publicatare difficult todiscern Negotiationgor
publicationensued for several years, mitant correspondencedigates Billings was not
heavily involvedand thathe publication wasompiled andunded by friends or
supportersWhat is definite is thahe firm of Thomas and Andrevpsiblished The
Continental Harmonys aract of charitylronically, the tunebook was an exceptional
publication. McKay and Crawford $&a:
WhenThe Continental Harmongppeared in finished forit contained no hint of
Billings's declining fortunes, no suggestion that it most likely would have
remained in manuscript had not a group of we#hers arranged publication as a
charitable erdrprise. As announced in the subscription nofites Continental
Harmony Billings's only collectiorto be printed typographically, was some 200
pages in length. An attractive frontispiece, built around a circular printing of the
tuneConnectiorwith appopriate decorations, is followed by a thifyur page
introduction and 165 pages of musit.
In addition tothe appearance andhigth, the musical conterddsowereexceptionalThe
tunebook consists of fiftpne piecesnd contains some of Billingd@ngest and most
difficult works, including nineteen anthepfsurteen fuging tunesen plain tunesand
eightplaintunes with extensiorMost importamto the topic of performangaractice is

the long and detailed introductory material, consisting of twenty pages of

informationthat gives some clues to Billings's personality.

197 As quoted irMcKay andCrawford, William Billings, 157.
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Billings diedon September 26, 180Despite hissuccesses, he was buried in an
unmarked graveHe was unique among the tunesmiths for a variety of reasons. Most
obvious is the amber of pieces he composed, totaling 338 in the collected widrlssis
over twice as many as any other tunesmith of the New England Sthedhact that
Billings died in the year that marked the turn of the nineteenth century has, in hindsight,

becomesymbolic of the end of an entire musical era in American history.
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4. REMEW OF LITERATURE

A. Billings's Prose Writings
The New England Psat®@inger, The Singing Master's AssistamdThe
Continental Harmonygontain detailed prose introductions. Thesge written with the
dualintention of helping the singer axcuratelyperform the musiand helping the
singing master to &&£h (most notablin The Singing Master's Assistantopics varied
among the three introductions and ranged from music theoegrttraining (using
solfege), to performance suggestionsough the introductions are didactic, Billings's
prose is witty and entertaining. The Continental Harmonyegoes so far as to create a
mock Socratic interview between the questioning "Schalad the alknowing
"Master." At all times, he seems to be writing for the dual purpose of teaching and
entertainingMcKay and Crawford offer thisomment on his prose style:
Billings was a poet, a man who enjoyed wordplay for its own sake, and digpecia
in collections afteThe New England Psal®ingerone can hardly find a page he
wrote that does not contain some striking or unusual use of language. Moreover,
together with his obvious love for the sound of words, Billings wrote with a
directness and flair that carries the impress of his highly distinctive personality
and gives the reader a tangible and almost constant awareness of the writer's
presence. Billings was unequipped for anonymity. When his writings arelplace
alongside those of his fellosomposetcompilers, he starsbut as a waggish,
earnest prodigy in a crowd of sober, circumspect, faceles$’folk.
The information contained within thegenebook introductions wasiginal in manner of

presentation, but not in content. There is a cleanection between the contentldfe

New England Psalrgsingerand William Tan'sur'®oyal Melody Completd his is

199 McKay andCrawford, William Billings, 56.
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especially apparent when the two glossaries are compared. As McKay and Crawford have
stated, "Billings seems to have taken over [the glofsémost verbatim from
Tan'sur.**° Though this material had been previously published, there is no indication
the general public was familiar with the rules fiousicthat Billings sets forth, and this
allowedfor the public acceptance of the reprint.

Togeher, the three introductions contain over seventy pages of information.
full analysis of each introduction is provided by McKay and Crawford in theittext.
Kroeger and Nathadf¥ make additional otes on the tunebook introductions in the
prefaces to theolur volumes of the collected workkiough they also primarily defer to
McKay and Crawford. A thorough examination of the complete contents is beyond the
scope of this document. Most important apecific references th&illings providesthat
give insigh to the performance practice of the period. Theeethe basefor the

conclusionsn this cocument.

"9pid., 53
bid.

2Hans Nathan and Karl Kroeger, edghe Complete Works of William Billingé vols. (Boston:
American Musicological Society and Colonial Society of Massachusetts; 1990).



55

B. Prior Research

As mentioned above, th®ographical historyf William Billings became a
source of interest primarily at the time of the bieemialcelebratiorof the United States
(1976).Prior to this, Billings, along with colonial arerly American music in general,
existed in aademic discussions largedg a historical footnote. The bicentenm@ppears
to havemotivated several musicolmsgs tomore closelyexamine the music ohe early
United StatesMost previous scholars outlinesiveeping overviews of the periadth
little attemp to reference primary sources.

Themost important body of research on Billings belongs to four schétaisard
Crawford, David P. McKay, Hans Nathan, and Karl Kroeger. In 1@7BeJournal of
Research in Music Educatip@rawford andMcKay made one of the first detailed
analyses operformanceractice forBillings's music'*® The authors made a thorough
examination of primary and sautary sources. ffeir conclusions on performance
practice will be examined later in the document.

Two years later, in 1975, McKay and Crawford publishétbgraphy of the
composerWilliam Billings of Bostort** This text remais the authoritate standard on
Billings's life, andit stands as one of the major scholarly additions to the field of
American musicology. The authopsevious article on performanpeactice that
appeared in th@ournal of Research in Music Educatisas included as an appendix to

the book. One need only examine any discussion of Billings which has been published

3 Richard Crawford and David P. McKay, "The Performance of William Billings' Music,"
Journal of Research in Music Educatiah (1973): 318330.

114 McKay andCrawford,William Billings, 231-255.
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after this biography to understargtthoroughness of the authaoesearch. As seen
this document, footnotes andeeénces to McKay andrawford abound imny scholarly
discussion of Billings. Most notably, Nathan and Kroeger, who edited the collected
works, defer to McKay and Crawford throughout their preface notes. In Wgiligm
Billings of Bostorwas awarded the Otto Kinkeldey Awdrg the American
Musicological Society to recognize it as the most distinguished book in musicology
published during the previous year.

Crawford continueso study earlyAmerican mgic, and he remains one of the
authorities in American musiaady. His reseh in addition to that oBillings includes
other importantisging mastersuch as Andrew Law'> Crawford served as the
president of the American Musicological Socigtyn 1982 to 1984. His research in the
field of early American music is the most sigcégint of any individual. Hisecent texts
includeThe American Musical Landscap&andAn Introduction to America's Musté’

In the early 1970terest in compiling the collected works of Billingeme from
the membership of The Colonial Setyi of Massalkusetts, Boston. This wasother
response to the bicentennial celebration. The Americancilogical Society agreed to

help fund and publish the project, and Haladhan was selected as editdathan had

115 crawford,Andrew Law

M8 Richard CrawfordThe American Musical Landscape: The Business of Musicianship from
Billings to GershwinRev. ed. (Berkeley: University of California Press, 2000).

17 Crawford, Introduction to America's Music
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already contributed to the field withorough inroductory notes and facsimile edition
of The Continental Harmonyublished in thé\merican Choral Reviewn 1963®

Nathan chos€rawford as his assistant editbr.preparation for his editorial
work, Nathan compiled two inl@able collections. The #t is an exhaus/e
bibliography of literature oillings.**® The second, a compilation of extant historical
materialsregarding Billings™* helps to provide context for the time peritlit, Nathan
includes facsimileandtranscriptionf personal corrggondence, newspaper articles
which refer to Billingsadvertisements for tr@nging schod, andmaterials which do
not directly mention Billigs bu provide secondary information about his whereabouts,
appearance, activities, and interests.

Thefirst volume of the collected works was published in 1977, contaifirey
Singing Master's AssistaahdMusic in Miniature Because this was not chronologically
Billings's first tunebook, it was assigned the designation "Volume Two." At this point,
Nathan exitedhe project and theemaining three volumes of the collected works were
edited by Karl KroegefTheycontain the four adtional tunebooks and independent
publicationsKroeger fnished the final volume in 1996lis notes for the editions are
thorough andhe includes albf Billings's introductoryprosematerial.In 1991 Kroeger

publisheda companion to the four volumeSatalog of the Musical Works of William

8 Hans Nathan, "William BillingsThe Continental Harmonl 794)," American Choral Review
5 (1963).

19Hans Nathan, "William Billings: A BibliographyNotes29 (1973): 65869.

120 Nathan,William Billings: Data and Documents
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Billings.*** This index identifiesvhere the works appear in original publication and
where theyappear in the collected works, in addition to specific information, such as
form, about each piece.

Kroeger published two important articlestive middle of editing the collézd
works. The first,'William Billings's Music in Manuscript Copy and Some Notes
Variant Versons of His Piece%:?? explainedthe choices Kroegenade about the
editiorsincluded in the collectedrorks The second, "Word Painting in the Music of

William Billings,"*#®

was a detailed examination of how Billings employeduabdnd
musial relationships.

The combined work of Crawfor#i{cKay, Nathan, and Kroeger is invaluable to
all scholars who study Billings, butfew importantcontributiors were made prior to the
1970s.Nathan's bibliography clearly outlines all of theserses,buta few bear
mentioning. In 1949, Allen P. Britton completed his dissertation titled "Theoretical
Introductions in American TuABooks [sic] to 1800.Kroeger refers to this document as

the beginning of "systematic study of the historical, bibliographical ,rausical issues of

early American sacred musit?® In anothedissertationwritten in 1952 Allen Garrett

121 Kroeger,compiler,Catdog of the Musical Works of William Billingsv.

122K arl Kroeger, "William Billings's Music in Manuscript Copy and Some Notes on Variant
Versions of His PiecesNotes39 (1982): 316345.

123 Karl Kroeger, "Word Painting in the Music of William Billings&merican Musi® (1988): 41
64.

124 Kroeger, edComplete Works of William Billingg:xxxv.
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compiled the first scholarlindexof Billings's works* Kroeger found some
discrepancies with the list when he was completing the collected works.

J.Murray Barbour authoredne of the first books entirely devoted to the
composerThe Church Music of William Billingpublished in 196¢7° Barbour's
analysis of metric relationships followed in 1963, and it stands as the most
comprehensive disesion of the topi¢?’ This text was istrumental in helping twentieth
century musicologists become more aware of Billings's musical o@ghgrresearchers
who contributed notablearlycontent include John Tasker Howdrd Carl Lindstrom*?°
Raymond Morin;*° Robert Stevensgh* Leonard Ellinwoodt®? andFriedrich Blume'?

In 1970 a reprint of George Hood's wokkHistory of Music in New England:

With Biographical Sketches of Reformers and Psalposiginally published in 1846,

125 Allen Garrett, "The Works of William Billings" (Ph.D. diss., University of North Carolina,
1952).

126 Barbour,Church Music of William Billings
127" 3. Murray Babour, "Billings and the Barline American Choral Revie®w (1963): 1-5.

128 JohnTaskerHoward Our American Music: A Comprehensive History from 1620 to the
PresentNew York: Thomas Y. Cromwell Company, 1929).

129 Carl E. Lindstrom, "William Billings andHis Times,"Musical Quarterly25 (1939): 479497.

130 Raymond Morin, William Billings: A Pioneer in American Musi¢yew England Quarterly
14 (1941): 2533.

131 Robert Stevensomrotestant Church Music in America: A Short Survey of Men and
Movements frm 1564 to the Presefiew York: W.W. Norton and Company, 1966).

132 Ellinwood, History of American Church Music

133 Eriedrich Blume Protestant Church Music: A HistoWew York: W.W. Norton and
Company, 1974).
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was releasetf This was followedwo years later by a reprint edition of Nathaniel
Gould'sChurch Music in Ameria® originally published in Boston in 1853 hese two
works arecritical to the understanaly of Billings's lie because they contain secbadd
accounts of Billings'activities andhoseof many of theothertunesmithsThe authors
knew people who had known BillingZ and their recollectiosprovideinformation
aboutthe eighteentitentury singing masterhe reprint of these wks also signaled that
the musiaesearch commutyi was becming interested enough in eadynerican music
to support the cost of the publication.

Perhaps most telling of ¢éhgeneral knowledge about eaflsnerican music in the
early 1970s waKarl Kruegers title, The Musical Heritage of the United &a: The
Unknown Portion'*” published in 1973. Krueger, a wéthown conductorpublished an
overview of earlyAmerican music. ld briefly discussed performanpeacticeissues but
without specifics relating to Billings

Several studies @arly American @rformance practicerere published in 1973

In addition to Crawford and McKay's artickmn article in theChoral Journalby Leonard

Van Camp and John Haberlin also addressed the i&Tieis was a briefxamination

134 George HoodA History of Music in New Enghd: With Biographical Sketches of Reformers
and Psalmist¢Boston: Wilkins Carter, 1846. Reprint, New York: Johnson Reprint, 1970).

135 Gould,Church Music
136 McKay andCrawford,William Billings, 33.

137Krueger, Karl,The Musical Heritage of the UnitedaB¢s: The Unknown PortiogfNew York:
Society for the Preservation of the American Musical Heritage, 1973).

1381 eonardvan Camp and John Haberlin, "On Performing the Music of William Billings,"
Choral Journall4 (1973): 6165.
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that was less comprehensive thla magrial covered in Crawford and McKay's
publication.

Three years latemil976, a special issue of tAenerican Choral Reviewtled
"Performance Practice in Early American Choral Music" was published. The issue
included five articles, with only one, bye#ling E. Murray, being an original
contribution'® The remaining four articles were reprints, including Barts previously
discussedrticle,Billings and the Barlineand arevised version of Natharpseviously
mentionedntroductory material to hiacsimile of The Continental Harmon¥/° The
third reprint wadHelen Stewart Kaufman's "John Col@sdiments of Music
Performance Practice in Early American Church Mti§itKaufman's article, in addition
to includingan examinationfoJohn Cole's materialpotainsa variety of references to
Billings. The final article was a discussion of shaote hymns and irrelevant to this
document. In his introduction to the issue, Irving Lowens opens with this statement:

The serious study of music in our own counsrgnly now coming to be

recognized as a respectable scholarly exercise. As recently as-fiventgars

ago, it was looked upon with high suspicion by musicologists, who often

suspected (and not without reason) that those who exhibited more thanla casua

interest in American music did so because of their discomfort and unfamiliarity

with foreign languages. But those ideas nowehfav less foundation in fact.
bicentennial or no, the last decade has seen a strong upsurge in interest among

139 Sterling E. Murray, "Perforance Practice in Early American Psalmody," in "Performance
Practice in Early American Choral Music," ed. Alfred Mann, special igsoerican Choral Revied3
(1976): 926.

140Hans Nathan, "William BillingsThe Continental Harmon§1794),"in "Performare Practice
in Early American Choral Music," ed. Alfred Mann, special is¢uragrican Choral Revied8 (1976): 9
26.

I Helen Stewart Kaufmann, "John CoRadiments of Musi®erformance Practice in Early
American Church Music," in "Performance Praciic&arly American Choral Music," ed. Alfred Mann,
special issueAmerican Choral Revied8 (1976): 5665.



62

young academicsyith the inevitable result that standards have been raised,

respectable dissertations have been written, andrditstpapers have been

published:*?
Lowens followed two years later with his pvexamination of American musigstory,
Music in America andmerican Music*®

In the 1980s andarly1990s Billings is frequently mentionad histories of
American music education and church music, with almost all discussions referencing
McKay and Crawford's biography. Few original contributions to research bmgBil
appeared in these decades (excluding the final volumes of the collected works and
Kroeger's catalogOf note is Kroeger's texmerican Fuging Tunes, 17-2@20: A
Descriptive Catalod** The catalog helps to place Billings's fuging tunes istorical
context with his contemporaries.

In 1996 nteres in early American performangeactice resurfaced with the 250th
anniversary of Billings's birttKevin J. Lambert made an aggressive call for a
reassessmenf many of the ideas that McKay and Crawddvad initially proposed in

their 1973 articlé* Several of Lambert'gleas hae served as thenpetus for futher

study in this project and will be exameid in the fourth through tenth chapters

21rving Lowens, "Introduction," in "Performance Practice in Early American Choral Music,"
special issueAmerican Choral Revied8 (1976): 7.

3rving Lowens Music in America and American Mugidew York: Brooklyn College, 1978).

144 Karl Kroeger, American Fuging Tunes, 177820: A Descriptive CatalogNVestport, CT:
Greenwood Press, 1991).

15Kevin J. Lambert;Performance Practice of Easymerican Choral Music: A Reassessment,"
Choral Journal37 (1996): 2934.
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Additionally, George Heller provided an update to Nathaibography as well as an
index of published editions of Billingsmusic!*°

In the past decadscholars have only peripherally mentioned Billings as a part of
thelinear development cAmerican composition and music education. Kimbéihne
Veenstra discssed the development of Billings's compositional techniques in her 2000
thesis'*’ but no other degeeseeking students haaeldressed Billingsnitheir

culminating research.

C. Deductions and Summary
Research on Billings seems to share a similarity wgHife's work: it rose to
quick popularity, and then sharply declined. The bicentennial of the United States was an
important turning point for American musicologists am¢heir recognitiorof the
development of musiin the colonies. The increase irptcal research in the 1970s
peaked with McKay and Crawfordssvardwinning biography and then sharplgeeclined
after thecompletionof the collected works. Aesinging schod and singing masters
were establishedsan importanpart of Ameri@a'smusicalhistory, but little new research
was published after this period. In 1976, Lowerexle a accuraterojection for the

future:"There will, | am convinced, be something of a coungaiction to American

148 George N. Heller, "William Billings (1748800): Sources and Resourcayllletin of
Historical Research in Music Educatid® (1996): 4970.

147 Kimberly Anne Veenstra, "William Billing: The Development of a Composer as Shown by an
Analysis of his Anthems" (Master'sesis, Michigan State University, 2000).



64

music following the floods of material unloosed uporuasispecting public because of
the Hcentennial celebratiot:*®

Regadless of the amount of reseatblat originated in the 1970sonfusion
remains about much the performance practice ety American music.n the ensuing
chapterd will examine tle souces above as well #ise prose that Billings includes his
tunebooks. This researehll, hopefully, provide clearer answers farreluctors and

musicians seeking foerform Billings's musian a historically appropriatsanner

81rving Lowens, "Introduction," in "Performance Practice in Early American Choral Music,"
special issueAmerican Choral Revied8 (1976): 7.
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5. PERFORMANCE PRCTICE: ACCOMPANIMENT

Whether or notecompanimentvas regularly used ithe singing schod is
difficult to discern Almost nothings recordedabout the specifipedagogicahctivities
that occurred between the singing mastersthei pupils. f acconpaniment was used, it
seems likely ifunctionedonly to double thevocal lines, as mindependent instrumental
parts exist for anyfahe tunesmith musiprior to 1800

The majority of extant records which chorhevents are referenced pertain to
churdh gatheringsThe influence of the Puritan church certainly added to the reluctance
of mary colonists to use instrumentsut organslid existin many colonial churchesind,
presumably, were played during worship servitesnard Ellinwood has cardiy
traced the history of church musicAmerica, anchenotes that the earliest refererioe
an orgarappearsn 1703in Philadelphia:** By 1800 there werapproximately twenty
organs throughout New England.

As a childin Boston, Billings would have lkdafew encounters with an organ.
There is record of an organ being installed in the Old North Church in 1736, and a
replacement in 1759nstallation of an organ at the South Church was begun in 1745, but

the builder died before it was completadd it was desbyed by fire during the British

149 Ellinwood, History of American Church Musi&3.

150 pid., 57.



66

siege of Bostor>* As Billings grew into adulthoodhe numbenf organinstallatiors
increasedby 1784, five wer@n recordas beingn Boston'*?

The public accepted the useiétrumental accompanimeintthe last decadef
the centurySeveralscholargjuote the journal of Reverend William Bentley of Salem,
Massachusettso support thi$>* Bentley's writings indicate thabngregations expected
accompaniment at this point, and that the choir @zasisionallyunable to pgorm
without it. The remedy to the poor glity of congregationadinging ultimately came
through the organ, rather than the singing schools.

Sterling E.Murray notesthat, by the end of the centurysing instrumentto
support congregational singing sveery popula®* Crawford and McKay point ouhat
Billings held severasinging schod at the First Congregational Church noWdence,
Rhode Island, which &s one of the first colonial churches to install a full pipe afgan
Thegrowingpopularity of tiurch organs$o assist congregational singiisgvell
documented in the last fiftegrears of the eighteenth centuryséems likelythatBillings
would havehad the opportunity to play the instrumeasshe agedlthough he is not
known to have had arfgrmal keyboard training. Even stihe majority of Billings's

outputwas published in 1781 or beforéhe SuffolkHarmonywas printed in 1786, but

*!bid., 56.

132 arl E. Lindstrom, "William Billings and His Times," 493.
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composedecessarily yar prior due to the tinfeame of printing. Assuming that the
music forThe Continergl Harmonywas composeHtalf a decade before the final
negotiations for its charitable publication were complete (as dgisdus Chapter)3it is
unlikely Billings conceived any of his tunetk repertoiravhen public acceptancé o
instrumental accompanient had becomie norm.

Some of the most important informatioegarding accompaniment comes from
Gould. In his bapter'Instruments of Music" he states:

About the commencement of Billings's career, we find that the\balsgrow

called violincello) wa used in his schools and concerts of sacred music, and to

accompany the singer of song. This simple and grave instrument, however,

created astonishment in some, alarm and disgust in others, and some few were

delighted with it; but, generally, it was codered unfit to have a place within the

walls of a church®
Gould is writing threequarters of a century after the period he is discussing, and he gives
no source of reference for this statement. Even so, there is little reason tthdbtio
bassviol was used ithe singing schod. It was transportable, aitccould be used more
easily than an organ. Gould goes on to state that "the bass viol was here and there
introduced into churches. It was the grand entewwedge that opened the way for all
otherinstruments.**’

Gould outines the introduction of additionaistruments into the New England

musical scene: flutdnautboy[oboe] clarinet, bassoon, amiblin. He notes that the

difficulty in tuning these instrumentghen played togethaevas complicaté by a lack of

15€ Gould,Church Musi¢ 168

157 pid., 170.
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skilled playerspby secondhand insiments, andby the general deficienoyf training.

Gould comments on this "Confusion of Instruments:"
The perplexity and parade of such a heterogeneous collection of instruments soon
became irksome. All we convinced that solemnity and devotion were in many
instances driveout of the church; but the instruments wetere and how could
they be removed, was the question. There was but one alternative, and that was, to
put an organ in their stead. Afteattwas done, many persisted in showing
themselves, with their favorite instrument, at its side, until they found it futile to
try to make a display, or contend with or add to the sound of the t¥gan.

Gould's statement implies that instrumentalists wergcarptegart of church swices

and that the organ eventuathplace them, though he acknowledgdss was a gradual

process"At the commencement of the present century, there were but few organs in the

country. These were among the wonders of the"8J&ould's discussion provides a

strong basis of proof thase ofinstrumentther than the organ in this contextre

more common in the eighteenth century than the spotty historical record makes clear.
Billings never reveals point of view on instrurantal accompaniant, which in

itself may bea clue to his ojion on the issue. Thiacets of performance practice

discused in the fifth through tenth chaptefsthis documenéare each at least briefly

mentioned by Billings, but he neveirectly addresss accompanimentoFa man as

specificas Billings, it seems almost unthinkable that he would have omitted a topic he

deemed musically important or necessary.

The New England Psal@ingerprovides littlediscussion of instruments aside

from a definitionof the organ as "The grandest of all Wind Instrumetifte also

158 bid., 175.
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makesbrief mention of the organ in a section titled, “Thoughts on MUS$$EBIllings
states: "Let all Parts close in a proper Key, and a full Organ, which will yield great
delight both to théerformers and Hearer®*This impliesthat the organ was, at least
occasionallya part of choral performances as early as 1770.
In the introduction ta'he Singing Master's Assistaheincludes "A Musical
Dictionary Containing an Explanation of the maseful Terms that are used in
Music."*®® The list of terms defined ifihe Singing Master's Assistastsignificantly
longer tharthat inThe New England Psal@inger In addition to repeating his definition
of the organ, héefines asoluntary as'an airwhich is played on an organ, it is
performed in church before service begins, to soothe the minds and calm the passions of
the Audience, for the fit worship of God* He definessymphony as "an air, which is
played, or sang [sic] without words, before sfomg begins, and sometimes such airs are
in the middle of a piece and at the en®f.'Both of these definitions allude to musiat
is composed for instrumentbough the second suggests the symphony could be sung.
Also included are definitions for harparpsichord, lute, and pitghipe, but he
conspicuously omits definitions of the instruments Gould states were common, such as

the bassviol, flute, hautboy, clarinet, and violiThere are multiple explanations for this:

%1 bid., 1:30.
1%21bid., 1:31.
183 Nathan ed.,Complete Works of William Billing®:25
184 bid., 2:29.

185 pid., 2:28.
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one, the instruments were so coomhe felt they did not warrant a definition; two, the
instruments were not as prevalent at this point (1786) as they would become later; three,
the instruments were of no importance to Billings in his idealing schoal

Unfortunately, there is no dicthary of terms included ihe Continental Harmono

no further comparisons can be made. No discussion ahatiyment appears in this
tunebook introduction.

When defining vocal works ifihe Singing Master's Assistaiillings states that
an anthem iga divine song, generally in pros¥®and that a caroki“a song, or hymnfo
joy, on a feast, or birth day®’ When compared with the definitions for symphony and
voluntary, there is nepecificindication that he intended instrumetdse a part of his
choral compositionddis definitions for choral gensedo not mentiomstrumentsand
his defnitions for instrumental genresdicate they could be replaced by vac&he
emphasis seems alwayshi® on the singer.

In Billings'sentire extant outpugnly two works exist with any writteout

instrumentationPeace'®®

an independently published anthdikely composed in 1783,
contains an opening "symphorgtid short interludescored for four unspecified
instrumentsThefour instrumental parts wegrinted on a fourstaveopenscore that
continued directly fromhefour vocal partone instrument on each vocal stawehich

was likely to maintain the printing format. McKay and Crawfqrdaulate that the

texture indicates it was actualhtended to be plyed orthe organ;tie bass line

186 1hid., 2:25.
187 | pid.
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functionrs much like a typical organ pedal point, and the construction of the three
remaining parts fits eily into keyboard fingeringperformed with both hand§®

O Thou To Whom All Creatures Bdwas published iThe Contiental
Harmony In it, Billings includestwo shortinterludes, again labeled as "symphohy.
These sectionarescoredon two separateries extending frorthe tenor and bass voice
parts The interludes serv@smoduldions, moving from C major to-Bat in mm. 165
168 and then returning to C major in mm. Z4¥.In thiscase, the difficulty of the
modulations for untrained giBrs may have beerr@ason for includingnstrumentation.
Billings's full label for the first interlude i¥Sym:. to introduce B fia""* It is possible
that Billings was not confidersingers could modulate without the aidaof
instrument(s)The intended use of this piece is unknown, but other rargiedh as
extendedsections for the altm divisi, indicate it was not a typicabmposition.As with
Peace it is possible that the symphosgctionan O Thou to Whom All Creatures Bow
were intended for organ but remamopen score as a printing approach.

Billings's definition of symphonystateghat theesections could bsung wthout
words though this seems unlikelJheassumption that the symphoniaghese two
anthemawvere performed on an instrument, or instruments, raises the questibetoew
the instruments were intended to continue with the voices or whether theinteacded
to be silentafter tre specifically scored measures. Billingg'sviouslyquoted comment

from his"Thoughts orMUSIC" implies that the organ came to a close with the vaites

%9 McKay and Crawfordwilliam Billings, 252
0Kroeger,ed.,Complete Works of William Billingg:157171

1 bid., 4:166.
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some performancethough he never designates this in any s¢biemy assertiorthat

the instrumental parts iReaceandO Thou to Whom All Creatur&owwould have

likely continued throughouhe pieceon the same printed stguegardless of whether
Billings was composing for organ or independent instruméintsnnotbe assumed
however thatBillings composed with the intention of instrumental accompaniment for
any of his other works.

Regardless of what Billings actually desirdtgre isevidence that his nsic was
performed with organ accompanimemt occasionin 1785, an organ was installed in the
First Church in Boston. FKay and Crawfordjuote an extant letter from an obss of
the organ premier; the lettstates that an anthem composed by Billings wa®peed
and accompanied lyrganfor the premier of th instrument’® The piecamentioned in
the letter, a setting of Psalm 122 Jost, which prevents a determinatioinwhether
Billings composed a separate organ part or whether the arga doubling the vocal
lines. The only clear fact is that one of Bilis's pieces was accompanied by organ in this
instance, buit seems likely that the organ was used from this point forattie First
Church of Boston whenever anthems waeeformed. Assuredly, thiacluded
compositions by Billings

A final considerabn in makingthe decision oftvhether or not to use
accompaniment is the foramd intended usaf the pieceThe above discussion focuses
primarily on the anthems, whiahkere the most commaof Billi ngs's compositions to be

used as part of a sacred servi@rgansvereavailable in certain churchesnd they may

172 McKay and Crawfordwilliam Billings, 252



73

have commonly accompanied a choral performance in these specific locBtieptain
tunesand fuging tunewvere the coref the singing school reperteir Althoughsinging
schools were occasionalheld in churches, it seems unlikely that a singing master would
hire an organist to participate in the singicg®ols, even if the instrument was available.
Accompaniment, if it did occur, was likely perfoechon independent string or wind
instruments Wwich doubled the vocal parts, as discussed by Gould.

Billings's omission of andiscussion regarding eampaniment implies a standard
of unaccompanied performandgillings alsostates a clear fondness farcalmusic:

"The most curious instrument thatsgwvas constructed, is but sounds, and sound without
sense: while man, who is blest and endued with the faculties of speech can alternately
sing of mercy and of judgment as duty bids, or occasion may req(ire."

The combination of these many considerati@asls me to the assertion that it is
historically acceptable to perform Billings's works with accompaniment, but that it is not
a necessity. As has been shown, accompaniment of the anthems was largely intended to
remedy the poor abilities of the eightdenentury choir, andie frequency of
accompanying the anthems likely increased in the final decades of the eighteenth century
as the number of available organs in churches also increased. A trained modern choir
makes an accompaniment unnecessdrgn perbrming the anthemdbut if desired it
would be most appropriate to use an organ. The singing school repefioliae tunes
and fuging tunewvas almost certainly less frequently accompanied. Even so, doubling the

vocal lines with string or wind instrumenseems to have been occasiongihcticed As

13 Kroeger,ed.,Complete Works of William Billingg:18n
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mentoned by Gould, using viols or similar instrumewtsuld be the most appropriate
accompaniment for these pieces. Inséliationsmodern musicians must keep in mind
thatBillings certainly never intendeaccompaniment to be an independent force, nor did
he intend it tadominate the voices. If accompaniment is used, it should always be only to

reinforce the vocal lines, without aidd additional harmoniesr ornamentation.
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6. PERFORMANCE PRACTICEARTICULATIONS AND TEXT

In the dictionaries contained in the introductory material to his tunepooks
Billings does not define the term articulatidn The New England Psalm Sing#&itlings
follows the dictionary with: "These are the most general Terms ubdsick, therefore
most beneficial for Learners™ The lack of any descriptioof articulation suggests that
it was not a topic of great concethough Billingsdoes occasiailly reference concepts
relevantto articulation.

Billin gsincludes some articulaon markingsn his musi¢ but the intent of these
is clearlynot the modern equivalerin the introduction td’he New England Psalm
SingerBillings stateghat a slur is "in Form like a bow drawn over or under the Heads of
two, three or more Notes, whérey are to be Sung but to one Syllabie This
definition indicates the slur symbol was only a tool for determinihgn to change
syllables Billings placed slur®ver repetitions of the same pitch. In his editorial notes for
the collected works, Kroegaddresses this issue:

In eighteentkcentury psalmody, it is not uncommon to find a group of repeated

notes under a slur. Billings seems to have used this notational device for two

purposes: as a substitute for a tie in which the repeated notes sheulglees a

continuous sound, and as a vocal ornament in which each note should be

articulated. Tk determining factors in interpretation are the length of the note
values involved and the availability of other notational symiddis. tie substitute
usuallyinvolves half and wholenotes with one or more bar lines intervening, or
smaller note values within a longer melisma for which no single notational

symbol is available (e.g., a note length of five eigitites). Occasionally, in
Billings's earlier worksit was also used to correct an error in engraved music.

7 Kroeger, ed.Complete Works of William Billing4:34.

178 pid., 1:23.



76

The vocal ornament, on the other hand, usually involves smaller note values, such
as quarterand eighthnotes, for which a larger note value was available and

Billings wanted a continuous sound. Thatdid not use the alternate symbol

implies that he intended each note under the slur to be articulated. This vocal

ornament is often used as a motive, passing from voice to voice several times in a

section'’®

Using Kroeger's assessmethie slur in contast tolegato,indicates the performer should
re-articulatethe repeated notespé possibly even add ornamentati&imding these
instances in the collected works is difficult becaNathan and Kroeger chose to omit the
slurs over repdaad notesbut trese changes are noted in the Commentary section at the
end of each volume

An exampleof repeated notes which were originally printed with a slur odours
m. 74 ofThe Lord is Ris'n Indee@ee Appendix J This is a repeated motive which is
passed amonidpe voicesAs Kroeger notes, this is the typical instance Billings composes
repeated notes on the same syllaBlI#ings begins themitative section on the word
"wing" in all four voices. The bass voice, which first presengdrttitative material,
repeatsthe A pitch four times in mm. 756, followed by a brief melismatic turn, and
then three more repetitions of the Agbi in mm. 7778. As with other articulations, the
text provides the most substantial cue for making this decision. The full phidsesé
nature then took Wing, and mounted with him from the Tomb," suggests that Billings is
trying to imitate birdsongn the word "wing." The repeated pitches and short melismas
composed for all four voices onishwordprovide text painting. Separatingah repeated
pitch alludes to the idea of a birdcall, appropriate for the phrase "Whose nature then took

Wing." Other similar examples of this technique occur throughoumnBsls tunebooks

178K roeger, ed.Complete Works of William Billingg:Ixvi.
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O Thou To Whom All Creatures BiWcontains an extended sectidrimitation in mm.
181-198 that precedes the Symphony. The repeated notes on the word "joy" were
originally printed with slurs. Here, again, is an imitative motive passed among the voices
intersgersed with melismatic passages.

In the preface td@he Singindvaster's AssistarBillings links articulation
markings to ornaents He repeats his comment on sféfand states th&A mark of
distinction is set over a note, when it is to be struck distinct and emphatic, without using
the grace of Transitior.” Billi ngs is referring to the use of an ornament known as the
grace of transition, which he describes later. A "mark of distinction" looks much like a
modern accent, baipparentlyservesonly the purpose of telling the performer to avoid
ornamentation. Billings definition does indicate that notes with a mark of distinction
should be sung distinctly and emphaticallyt translating this to the modeawncent mark
often distorts the correct text stress.

Blessed Is He That Considereth the Poontainsexample of Billings'suse of

the mark of distinction:

7 Kroeger,ed.,Complete Works of William Billingg:157171
178 Nathan, ed.Complete Works of William Billing&:9.
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Musical Example 1Mark of Distinctiort®

ANTHEM
Blessed Is He That Considereth the Poor
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In measuresix and nine, Billings places marks of distinction over the téxier him."
Billings's definition guides the performer to avoid any ornamentatitimsapoint. The
natural text stress diiese words would not include emphamsisthe “er" syllable,

though it appears this is what Billings has requested

180 Kroeger,ed.,Complete Works of William Billing8:35 Copyright © [1986 American
Musicologi@l Society, Colonial Society dflassachusetts. All rights reserved. Used by permission.
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In the dictionary portion of he Singing Master's Assistaiillings includes the
definition o accent: "The emphatical notes in musit.tn addition: "EmphaticaNotes
Are where the accent is placed," and "Emphasis [is] The same as a€&&htdugh
these definitionsBillings'sdiscusgsthe concept of an accent, thegives no indication
that e used a specific symbol to represent the placewiestcentsin Billings final
tunebook;The Continental Harmonyere-printsthe samelefinitions forslur'®*and
mark of distinction but omits the inclusion of accent, emphatitaies, and emphasi¥’
This small amount of information regarding the printed articulation markings indicates
theywerea tool Billings wsed to define syllabification and help the performer decide
upon appropriate places for ornamentation.

This does not mean that etgbnthcentuy Americanmusic was devoid of any
modernarticulationvariationsin performance, but, bas@oh Billings's comments, it
seems likely it was related to the overall affect of the meaning of thariéhie New
England PsalrSinger Billings states:

THERE ae but two natural primitive Keys in Musick, viz. C, the sharp and

cheerful Key, and A, the flat and melancholly [sic] Key. No Tune can be formed

rightly and truly, but in one of these two Keys, except the Mi be transposed by
either Flats or Sharps, whiehne set at the Beginning of the five Lines, which

brings them to the same Effect as the two natural Keys . . . . It is a Proof of a very

nice Taste and discernment in a Chorister, to chused$iaiKey Tune for a

Psalm of Penitence and Prayer; andviise a farp Key Tune for a Psalm of

Praise and Thanksgiving. But to sing a Psalm of Praise in a flat Key Tune, and
Psalm of Prayer in a sharp Key tune, would be a direct Contradiction. The Musick

181 Nathan, ed.Complete Works of William Billing@:25.
%2 1bid., 2:26.
183 Kroeger ed.,Complete Works of William Billingd:8.

184 |pid., 4:9.
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and the Words would greatly tend to lessen the Beautycbf@aer. But you
must endeavor to make the Musick conform to the Words; then they will serve to
beautify each othef®
Billings refers to the major keys as "sharp" keys and the minor keys as "flat" keys, and he
explains which texts he believes are appaip for each. Though he does not mention
articulations, it seems logical thaiet affect of the text would also be acceptable guide
for choosing articulations.
Thereare ®veral distinct problems withpplyinga textbased guidéo
articulations ilmmodern performanc&he most obviasproblemis that many of the
plain tunesvere published without text. The intemdmusical stress of Billingsay be
significantly altered by the application of various texts. Murray provides one of the most
detailed exminations of this issu&kegarding all eighteenttentury tunebooks ehstates:
Perhaps the single most perplexing problem for modern conductors, editors, and
performers in dealing with the texts used in early American psalmody is that of
text underlay. Edy American printers were not careful in this respect, and
sometimes indicated only a portion of the text, omitted the text entirely, or
squeezed together the words, placing syllables so that the scansion of the text best
fits the meter of the music. Mareer, even when complete texts were furnished
and text underlay is reanably accurate, the poor quality of the engraved or
printed plates sometimes hampers a deading of the words. In cases where the
words are not included, only partially includedltegible, the editor must go to
the original printing of the poetry; but adjusting text underlay is a more
substantial task. In order to accomplish it, knowledge of proper eighteenth
century pronunciation is essentfai.
Murray alsonotes a quote by Galibn the diffculty of determining eighteenttentury

syllabification:"Some words that weow pronounce as one syllableenhad two, and

sometimes clashed with the accent of the tune; words endiiog,rsuch as salvation,

185 Kroeger ed.,Complete Works of William Billing4:26-27.

18 Murray, "Performance Practice in Early American Psalmody;16.5
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the last syllable was divideand pronouncesi-on, or shi-on."**” The issue is
complicated further when using the collected works, which is the edition available to
mostconductors. Nathastates:
Certain archaic spellings that might confuse the modern performer are
modernized withoutention in the commentary. For example, "ye" when used as
an article is replaced by "the." Such spellings as "sav'our" or "gloous"
examples of the eighteentientury practice of apostrophizing vowélsare here
written out as they are pronounced,,i"saviour" and "glorious™®®
Changing these words without providing references hinders a performer seeking to
replicate eighteenthentury text pronunciationsvhich may, in turn, hinddristorically
appropriate text stress and articulatidhe difficulty of acquiring an original tunebook
for primary-source comparison makes this editorial decision even more pratitem
Certainly a historically inforrad performance would retain the "archaic" pronunciations.
The collected works are an invaluable resouncé these considerations must be kept in
mind when examining theseigdns for modern performance.
Strophic pieces can be additionally problematic when determiniicglations
basedon text affect Tunesmiths obviously intended that singers pairgumigh poetry in
a matching meter,ef strophic settingcanincludeoccasional exceptions to the tune and
text alignmentStrophic texts may are also occasionally composed of verses with
differing affects, though they are to be sung to the same ntushese instances,

Murray's summation of the topicascredible solutiorto the problenof performance

articulation and textinderlay "Performance of Yankee psalmody, then, should strive for

187 Gould, Church Music 47.; Quotedin Murray, "Performance Practice in Early American
Psalmody," 16.

188 Nathan, ed.Complete Works of William Billing@xiv.
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a clear and distinct pronunciation of the words cadiplgh an enphatic articulation of
their underlying rhythms'®° The implicdion of this statement is also that the overall
affect of thetext is more important thahe specific syllabic stress.

A final consideration for texts jsgainselated tahe editions whiclkappear in the
collected works. In his initial volume, Nathan chose to sufglis for all tunes
publishedby Billings without text Nathanoutlinesthe editing rules which governed
these selections in his introductitfiKroeger, in the followinghree vdumes, reprints
these rules verbatim and follows thdmmany instances, these tunes had already
become commonly associated with a particular text. Evenfisa, little justification for
choosing to include texts with thegeces, other thathattherewere virtually no
available modern editions of Billings's music at the time the collected works were
compiled. Nathan and Kroeger were working to make the collected works serve as both
historical documentation and a source of choral repertoire suitalperfi@mrmance.
Modern conductors should be aware, however, that it is acceptiidemance practice
to substitute different texts foreéke works. This can addgreat deal of flexibility when
programming concert repertoire.

The modern conductor has maagtors to consider when choosing performance
articulations. Billings provides little clear insight as to what he would have preferred, but
his commentargn the overall affect of piecésads to the conclusion that it is most

appropriate to make choicdssigned to emphasize the mearohthe text.

89 Murray, "Performance Practice in Early American Psalmody," 17.

1% Nathan, ed.Complete Works of William Billing&xiii .
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7. PERFORMANCE PRACTICEDYNAMICS

Billings, like his contemporaries, never used the term "dynamics," but his prose
makes it clear that he was aware of variations in volume. The few printed dynamic
markingsthat appear in his works atentainedn theanthemsThe difficulty and added
cost of includhg dynamic indicationsn engraved plates, whiowvas the printing format
for all of Billings's tunebooks excepihe Continental Harmonynust be considered as a
substantial deteentto includingdynamic marking in publication. In the dictionary
portion of The New England Psak®inger Billings provides the following definitions
significant to dynamics:

Eccholsic] 8 soft like an Eccho [sic].

Forted Loud, Strang.

Fortissimod very loud.

Pianod soft and sweet like an Eccho [sfdf.

Thedynamic markings in the anthergenerally appear at the openingctosing
of a musical sectioand at the most important pointsthe narrative of the lyric-or
example, infWho Is This That Cometh from Ed¢8ee Appendix EBillings indicates
fortein m. 128. This is the opening of a nBamophonicsectionsetto the text, "Hark!
how he groans! his bitter Cries The Rocks have split; but see! he dies, dies, dies, but see!
he des!" The text is referring to the crucifixion of JesUghen the music arrives at the
first statement of the word "diesi'm. 135, Billings indicatepiano. These are the only

two dynamic indications in the piedewhich at 188 measures is one of Billirggs'

longest. It is my belief that Billings chose these two specific points to include dynamic

%1 Nathan, ed.Complete Works of William Billing@:33-34.
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markings in order to highlight the importance of this text. The contrast between loud
groans of pain and a soft statement of death helps to dramatically illtse atery.

One of thassues with the sparse dynammarkings is that there is rabear
indication of how long each dynamic level is to last, unless it is assumed that each
dynamic is maintained until the next miugg. In this example, that would mean tha
remainder of the piece was performed at a piano dynamic, becaysaribearking in
m. 135 is the final marking Billings provides. This seems highly unlikely to have been
Billings's intenion due to the triumphant nature of the ending of the pieteghe text
"Hallelujah, Praise the Lord!" in reference to the resurrectialesiis. There is also no
dynamic marking at the opening of the pi¢@e&ommon occurrencelequiring a
decision to be made on all dynamic levels preceding m. 135.

| asserthat Billingsintended for other dynamic shifts to occur, even though they
are not specificayl indicated. Billings's anthems are constructed in clearly defined
sections, or musical phras@fiese phrases are generally set dpam each otheby a
full or partial measure of rest. Who Is This That Cometh from Edaime practice of
phrase separation is clear: the first two measures are an independent phrase which
establish the key of E major through-a\ - | chord progression. A full measure of rest
follows before the next pase begins. This phrasethen followed by a half measure of
rest, allowing for a complete break before the bass enters on the ienitattive of the
nextsection.This exended section of imitatioconcludes in m. 57 with a haphonic
cadence, again followeday a full measure of rest. Timeeasures of rest which delineate

each musical section continue throughout the piece (mm. 67, 98, 127, 140, 149, 178), and



85

appear in all of Billings's anthem¥ At other points, Billings uses bts of rest to
separate repeated woyrdsich as thevord "die" in mm. 8487, mm. 9295, and mm. 135
136
Contrastn other musical aspts, includingtexture, keyand meter, are apparent
betweerthese sectionsf the anthemsThe few dynamic markings fad in the
tunebooksalmost always occur at the onset of a new phrasd tianges in the narrative
of the textaretypically aligned with these point$his leadsmeto the conclusiothat
dynamic levels weralsocommonly changed between phrases, thougtalvays
indicated by Billings Each phrase was likely performed at a chosen dynamic level which
remained throughout, rather than through gradual increases or decreases in Voisime.
enhanced the overall affect of the text and musical setting in esa$e¥icKay and
Crawford state the followingeneralization supportirifpe relationship of dynamsand
text:
It is one of the composer's chief axioms that the music conform to the expressive
content of the words, and he misses no opportunity to emphlaszmint.
Billings employed dynamics to reinforce textual moddsofter levels being
generally associated with mirorode tunes and dolorous text, louder ones with
texts expressing triumph and joy. Performers, then, can take their dynamic cues
from thetexts!®
Who Is This That Cometh from Edeontains a variety of text affects for which

dynamic variations would be appropriate, though few are indicated. In m&Y. 15

Billings sets a Biblical textirawnfrom Isaiah, Chapte®. This is a joyful text containg

192 This practee is also useih the fuging tunes, typically between the homophonic A section and
the imitative B section. For example, see m. 1Tl Birdin Appendix C.

193 McKay and Crawfordilliam Billings, 237-238.
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the many triumphamames of the coming Christ: wonderful, counselor, prince of peace,
Shiloh, Emmanuel, etc. It is set imitatively in E major. The section is followed by the
previously mentioned measure of rest (m. 58) and therfourmeasure mondmnic
phrases which function as a bridge to E minor, again followed by a measure of rest (m.
67). In addition to the key change, Billings alters the meter from duple to triple and the
texture from imitative to homophonic. The texiw discusses the impemdj crucifixion
of Jesus: "Now is the Hour of Darkness come, And Jesus waits to hear his Doose." The
are very different ideas in the text, but thesreo dynamic change indicatedassert that
Billings, based on his comments regarding the relationsHighairp" and "flat" keys to
joyful and sorrowful text$®*would have preferred the joyful imitative section in a major
key to be sung at a louder dynamic than the sorrowful homophonic section in a minor key
based on the intent of the text.

Theanthems, unke the shorter plain tungsortain a variety of structurahanges
thatcanprovide a modern conductor wighguide for making dynamic decisions
addition to changes from major to minohanges in texture likely also played a
significant role in detenining dynamicsin the dictionary ofThe New England Psatm
Singer Billings includes the following definition:Solo or Solu$ Either Part alone'®®
He continues later in the introductory prose to state:

Much caution should be used in singing a SolanynOpinion Two or Three at
most are enough to sing it well, it should be sung as Soft as an Eccho [sic], in

194 see quote frorithe New England Psak@inge in Chapter 6.

19 Kroeger, ed.Complete Works of William Billing4:31.
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order to keep the Hearers in an agreeable Suspense till all the Parts join together
in a full Chorus, a smart and strong as possibi®.

These st@ments suggestusicalpassage indicated asolo were not intended for a
single performer, but, instead, a small group of singers or an entire sétigon.
specificity with which Billings discusses solo performance, though brief, implies it was
an imporant part of his compositions. Only a few passages are marked as "solo"
throughout the sixunebooks, butiis plausible that far more of the musiasmassumed
to be a solo passage. As with other markings in the score, the cost of including an
indication br a solo should be considered a frequent deterrent. It was likely acceptable
performextendedassagescored for a single voice pavith smaller groups (sqlilt can
be assumed thatithchange in textur&ould have resulted in a varied dynamidtering
the performing forces from full to pi#al choir resulted in a buiih dynamic contrast,
and based on Billings's statement it seems clear this was the intent, not only an
unexpected result.
In The Singing Master's AssistaBitlings's reprints tre same definitions for
dynamic markings that appearedTine New England Psak®inger andhe provides
further comments on solo singing. In his typical witty style, Billings provides the
following advice to his "younger Pupils:"
It is deemed a point of ihanners to invade the province of another, by singing a
Solo, which does not belong to your part, for it will admit of these two

constructions, viz. that the persons to whom it is assigned, are not capable of
doing justice to the piece, or at least, Y@ are more capable than tH&y.

1% bid., 1:3334.

197 Nathan, ed.Complete Works of William Billing:19.
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Again, solo is implied as a group rather than an individual. There is no discussion
relevant to soloists or dynamics in the introductioiiite Continental Harmony

In addition to the overall affect of the piec@roposehat dynamics were closely
related to texture variationg/hen Billings wished for a passage to be softegdreerally
composed it fofewer voice parter marked it as a solo passag#hough the dynamic
level is actually a byproduct of the number ofoes, a conductor should be aware that
this was most likely the desired purpose. A conductor should not try to retain the same
level of volume throughout a section with a changing number of voices.

Consider the opening of the anth@ime Lord Is Ris'n Ineked(see Appendix [
Billings begins with a solo in the bass line on the text "The Lord is ris'n indeed,"lmm.
4) followed by a statement by all voices"Hallelujah” (mm. 56). The pattern repeats in
mm. 1113, this time with the opening text set eduat between the samo and tenor.

An increase in dynamic intensity createdn the way the piece is construdtesolo as

softest, all voiceas loudest, duet as a middle dynamic, famally a statement by all
voicesthatreturns to the louder dynamithis is followedby another texture contrast: a
monophonidass ine in mm. B-22 leads to all voices, which is thezpeated in mm. 23
30.Dynamic varation, if any, between sucaiepetitions must be considered. Murray

asserts that "the general assumpiof the period was that when dynamic marks were not
notated in the printed music, the repetition of a rhythmic pattern, phrase, or entire section

of music should serve as an unwritten indication of increased dynaitfidghére is little

198 Murray, "Performance Practice in Early American Psalmody," 14.
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directevidence tsupport this claim, butconcur thait does seem likely that Billings
intended a repetition of text to engdize that statement.

For strophiovorks, other factors must be considerébhlike the anthems, there
are nokey or texture changes to guidgndmic decisionsin the plain tunéifrica (see
Appendix B) howeverthe text of the versesould suggest multipldynamic decisions.
Verse one begins with "Now shall my inward joy arise and burst into a song." Clearly,
this is a jubilant statement, and "btirimplies it could be performed at a loud dynamic.
Verse three begins with "Why do we then indulge our fears, suspicions, and complaints?"
This is a significantly different text, and could indicate a softer, more subdued dynamic.
The purpose of the plaimnes also factors into possible intended dynamic variations.
Because plain tunes were primarily used as teaching pieces and for congregational
singing, t is likely dynamic variations weifar less of a concern for Billings than in the
arthems | asserthat the most appropriate guide to dynaniiccsa plain tunas the
overall affect of the texdand the ky of the pieceather than the text of the individual
verses It would still be appropriate for verseshie performed with some level of
contrast butnot greatly different from the primary dynamic choice (loud or soft).

Fuging tunes are based on a figature constructioof homophony followed by
imitation. Although there is an obvious difference in texture, the strophic form
(homophonic verse with iitative refrain) indicates there was likely one affect which
remained throughout the piece. Fuging tunes, as with plain tunes, were also primarily

used in the singing schools. These factors suggest it would be appropriate for an overall
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dynamic level to beised throughout the performance of fuging tunes with minimal
variation between verses.

Decisionsregarding dynamics imodern concert performansbould be based on
the ideahat the absence of printed dynamics dagsmean they were not intendess
with articulations, it is my assertion that the affect of the maoailld serve as the
primary guide for choosing dynamics. Texture was also likely an important factor in
dynamics, and this wadmost certainlyoy design, not only as a chance result. Biking
makes clear thatgssages marked solo are not intenddzkteung by an individual;
rather they are tbe performed by ansaller group ofingers. Similarlythough Billings
does not state i passagthatis scored for a single voice part could ostblyshave
beenperformed with a smalgroup rather thathe entiresection.The repetition of
phrasesauld conceivably have changed in dynamic intensity, and the text should guide

decisions as to whether an increase or decrease Epaipe.
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8. PERFORMANCE PRACTICEBALANCE AND VOICING

Creating an appropriate balance among the voice parts for a modern performance
requires an understanding of how theesmithpieces wereomposedThe melodyof
the homophonic tunesmith musicaknost exclusiely in the tenowroice.Billings's
definition of tenor includes‘The second Octave above the Bass, also the leading or
Church Part*°If this is the "leading" part andhé¢ part sung by theongregation, then it
would almost certainly have been healibve theothers simply because tife number
of singers Modern conductors should be aware of the placement of the melody in the
tenor, rather thn in the highestoice part. Composing homophonic pieces with the
melody in the highest voice became the standard cérfaan hymnody after 1800

In certain pieces, Billings includes voice divisi, most commonly an octave
division inthe bass voice. It was noécessarilyntended that both parts always sung:
"When you meet with two Notes standing one over the othey,ale called choosing
Notes, and signify that you may sing which you please, or both if you have Voices
enough.?®® |t should be noted that splitting a section to perform both “choosing notes"
would affect the balance, but there is no @ation how oftenhis occurredBecause the
divisi was specifically notated, | believe that Billings's would have preferred the

performance of both notes whenever enough singers were available.

199Kroeger ed.,Complete Works of Wiam Billings, 1:34.

2001hid., 1:26.



92

The most specifipassageegarding balance is contained in the introduction to
The New England Psah®inger
IN Order to make good Music, there is great Judgment required in dividing the
Parts properly, so that one shall not epewer the othedn most Singing
Companies | ever heard, the greatest Failure was in the Bass,ther Tétree
upper Parts be Sung by the Best Voices upon Earth, and after the best Manner, yet
without a sufficient Quantity of Bass, they are no bettan th Scream, because
the Bass ishe Foundation, and if it be well laid, you may build upon it at
Pleasire. Therefore in order to have good Music, there must be Three Bass to one
of the upper P#s.2%
Billings seemingly advocates fowo opposing concepts: an equal balance of parts that
do "not overpower the other" andn overwhelming imbalance between bass and the
uppervoicescreated by putting "three bass to one of the upper.pats was not an
isolated sentiment; the ide@peas in tunebook introductions for the next several
decades. Daniel Read, Tine American Singing Bogéuccinctly statethe sameoncept
"Care should be taken, in singhkagmpanies, to have the parts properly proportioned,;
one half the strength of voices should be upon the bass, and the other half divided upon
the other parts®*
Some pior researchersf performance praate have taken this idea at faadue.

Murray states that the "suggested proportionrfeal results in a bottosmeavy sound,

which, unfortunately is seldom adhered to in moelday performances, where the

201 hid., 1:30.

202 Karl Kroeger, edDaniel Read: CollectetiVorks(Madison: AR Editions for the American
Musicological Society, 1995829.
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sopranos tend to predominaf8*McKay and Crawfad state that, "at least at the
beginning of his career, Billings's ideal chorus was bottom hedby."

In 1996 Kevin JLambet called for the reassessment of this concept. He noted
that"there are no indications of the balance before adding basses, nosrgagm about
the reason for adding basses, and no explanations of the desired outcome of adding
basses. The only certainty is that [Billings] wanted more sound coming from the bass
part.””® Lambert implies that Billings may have believed tha¢quiredthe threeto-one
ratio of bass singers to achieagual balance among the four voidesiding the basses
into choosing notes may have further complicated the ifisgsemportant to remember
that the opening of Billings's statement is "IN Order to ngd@d Music, there is great
Judgment requireinh dividing the Parts properlygo that one shall not ovpower the
other.®°®

In his aticle, Lambert takes aim at seveoAMcKay and Crawford's statement
but the pair desoffer an alternativealbeithumorous bias against tlsenging schoa

If one takes all of this figuratively rather than literadlyBillings as a writer, after

all, is figuratived as a plea for a solid and audible bass line and a relaxed vocal

production in upper voices, it makes gamhse. For one thing, singing schod

where the scholars were mostly youngsters the number of mature bass voices

would have been small and the bass overbalanced. For another, Billings's singing

scholars were surely no less likely to force high notas #re inexperienced
singers today, and a fotaigh note from an uncultivadesighteentkcentury

23 Murray, "Performance Practice in Early American Psalmody," 11.
24 McKay and Crawford William Billings, 233
295 ambert,"Performance Practice of Eafymerican Choral Music," 29.

2% Kroeger, ed.Complete Works of William Billing4:30.
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throat prdaldy sounded worse than anything that might be produced in the name
of music at the present d&Y/.

McKay and Crawford also provide the followingsstics from the Stoughtainging
schoolof 1774, the only school for which such record exists:

Bass: five males

Tenor: eight males, thirteen females

Counterfalto]: five males

Treble: eighteen females

(Total, eighteen males and thitye femaleg§®
The lack of basses provides a plausgggestion fowhy Billings states "In most
Singing Companies | ever heard, the greatest Failure was in the’®alse’ counter,
though equally small in number of singesss less important to the harmonic
constructbn of the tunesmith musiés noted by Lambert, the assumption that Billings
preferred an overwhelming bass sound didawzount for the probablack of low
voices; instead, the assumptisibased orthe modern choral model of a relatively equal
numberof voices in each sectian which each singer is expectedcontribute equally in
volume.

Billings's statement on balanceThe Singing Master's Assistainly adds to the
confusion

One very essential thing in Music, is to have the parts properlpgiaped; and

here | think we ought to take a grateful notice, that the Author of Harmony has so

curiously constructed our Organs, that there are about three or four deep voices

suitable for the Bass to one for the upper parts, which is about the proportio

required in the laws of Harmony; for the voices on the Bass shoudjestic
deepandsolemn the tenorfull, bold andmanly, the Countetoud, clearand

27 McKay andCrawford, William Billings, 235.
% |pid., 234

29 Kroeger, ed.Compete Works of William Billings1:30.
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lofty; the Treblesoft shrill, andsonorousand if suitable voices cannot be had, to
sing eactpart properly, some of the parts had better be omitted; for it is a maxim
with me, that two parts well sung, are better than four parts indifferently sung; and
| had rather hear four people sing well, than four hundred almost{ell.
Within this descripton, Billings states that basses are the most common voice type. As
McKay and Crawford put it, "according to Billings's Law, people with good voices are
three or four times more likely to be singers of bass than any uppef’patis is at
odds with higmplied need for bass sound The New England Psat®inger In his
description of the voice typeBijllings, as expectedjses adjectives for the three lower
voice parts which suggest a larger sound than the treble. Surprisivegbgunter is
describedhs"loud," which is notan aspect of balandeund in any of the other prose
discussions.
In The Singing Master's AssistaBitlings provides a fewpractical suggestions
for his fellowsinging masters:
1. LET the low notes in the bass be struck full, ardhigh notes soft.
2. LET not the upper parts overpower the lower ones.
3. LET each performer attend critically to the strength of his own voice, and not
strive to sing louder than the rest of the company; unless he is in the place of a
leader.
4. LET eab performer sing the part that is most suitable to his voice; and never
stretch it beyond its proper bearifig.

Here, again, are comments on keeping the upper voices soft and the bass present to avoid

overpowering thedw voice. The third poirglludes tca general need for balance within

#9Nathan ed.,Complete Works of William Billing2:18
Z1McKay and CrawfordWilliam Billings, 235

#2Nathan ed.,Complete Works of William Billing®:19
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the section and thfeurth makes the allowance for singerssing whichever part is "most
suitabde,” which included men on the upper parts or women on the lower parts

In The Continental HarmonBillings addresses kch voices should be assigned
to each chbral part(hereafter,'voicing"). Billings's writings on thigopic areunique
among the tunesmithble advocates a spart texture created by doubling the soprano
line an octave loweanddoubling the tenor line an aste higher

Scholar Pray, sir, what is the difference betweenNtezliusandTreble?
Master When apiece of music is set in four parts, if a woman sings the

upper part, it is called &reble because it is threefold, or the third octave from the

Bassbut if a man sings it, it is calledMedius or Cantus because he sisgt an
octave below a Treble.

Scholar Which is the best of these two?

Master. It is sometimes set so, as for one part to be best, and sometimes
the other; but in general they drest sung together, viz. if a man sings it as a

Medius, and a woman as a Treble, it is then in effect as two parts; so likewise, if a
man sing a Tenor with a masculine and a woman with a feminine voice, the Tenor

is as full as two parts, and a tune so s@aghough it has but four parts) is in
effect the same as six. Such a conjunction of masculine and feminine voices is

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

vastly preferable to any instrument whatever, framedurgan invention.
Scholar And is it a matter of indifference which part is sung, either
Mediusor Treble?
Master. No, for if one part must be omitted, | chuse [sighiould be the
Medius, because oftentimes notes in the Treble which are fifths aim\emor,
or Bass, when sung as a Medius, are converted into fourths Hélow.
This is a clear description which Billings obviously prefers, and it has been adopted by
many modern choral conductorstyit may not have been common practi€he
ContinentalHarmony whichcontained the previous scholaaster interview, was
publishedwhen Billingss public impact had significantly diminishdcambert notes that

the sixpart texture is mentioned a few years later fogtiaer minor composer, but that

#3Kroeger, ed.Complete Works of William Billingg:18-19.
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"general aceptance of a practice mentioned only twice seems unlikely. For this reason
the prevalence of this doubling in modern performances is questioA&bl&is voicing
technique was likely a development late in Billings's careerspsificity intunebook
introductions suggestbat if he had desired this voicipgior to the publication of he
Continental Harmonyhemost likely would have mentioned it.

Taking into account all of this information, Murray makes an observation about
Billings's commentary: "lts noteworthy that the counter part was the only voice of the
four not reinforced either by a larger complement of performers, as with the basses, or by
octave doubling, as with the trebles and tenors. In general, the counter was considered the
least impatant of the four voices>*® Murray's statement reinforces the fact that the
counter was typically the last part composed and therefore the least melodic of the four
voices.

A possible interpretation dillings's explanation ofhe sixvoice texturds
simply that he wanted women tlmuble the tenor melody actavehigher to make it
stronger Although he takes the time to explain the tenor doubling of the soprano line, or
the "medius'voice,he immediately follows this with th&euggestion that the medius
could be omittedBillings prose is far from unintentional, and he would not have
included this query from his "scholar" without having a purpose. Consider the-above
guoted numbers from the 1774 Stoughéomging schools a model: if thirteen female

singes were performing the tenor line, it may well have been up the octave rather than

24| ambert,"Performance Practice of Eatymerican Choral Music," 33. The second composer
he is referring to is Isaac Lane, who mentions this practice with less explanation indtiedtitm to one
of his collections

#5Murray, "Performance Prace in Early American Psalmody," 12.
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at-pitch with the tenors. Using these same statistiegpearsnore likely that there

would be additional female singers available to double the tenor than men available t
create a medius voice. Notjadsq that no men are indicated on the treble part,
indicating the absence of the meslivoice in this singing school. Variatioinem the
printedscoremay have been more prevalent than extant historical refersigeéfy, and

it seem9lausible thaat least five-voice texture was commonplace when women
doublal the melody up the octave.

This leaves the modern conductor with many variablesrnsider. McKay and
Crawford offer this conclusioriin sum, Billings's prefacegive ample justification for
presentday performers to adjust voice dispositions so as to overcome the balance
problems the original scores seem to sugde&This statement gives theonductor free
reign to adjust Billings music, and it intimates an@nént weakness in Billings's music
0 |take issue with both suggestions.

Billings's prose, though sometimes difficult to decipher in modern tésms,
specific, and its all essentiallyaimed at achieving an equal balance among the voice
parts. Two stateents make this exceedingly clear: from Tiee New England Psatm
Singer " IN Order to make good Music, there is great Judgment required in dividing the
Parts properly, so that one shall not epewer the other?*” and from théThe Singing

Master's Assistat, "ONE very essential thing in Music, is to have the parts properly

Z®McKay and CrawfordWilliam Billings, 236

Z7Kroeger, ed.Complete Works of William Billing4:30.
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proportioned.?*® Modern conductorshould neveadhere to an overwhelming imbalance
fromany of the four parts, including the bass. Billingsgjuent comments on decreasing
the volume bthe treblevoiceswerelikely an attempt to balance the disproportionately
small numbepf bass singers, not tiverwhelmaurallythe piece from the bottom up.

The music stands as written without balance problems. The tenor melody can be
clearly distinglished with proper direction from a modern conductor. Billings was
attempting to provide thesestructions throughis proseThis does not meathe six
part modekhould beentirelyignored It certainly was employedat least occaonally,
sinceBillings went nto such detail to describe McKay and Crawford make@oint
with which lagree: "Conductors should not shy away from changing voice dispositions
during pieces. One verse of a plain tune, for example, might be sung in four parts, another
in six."*'° For example, the six versesAfica could be sung in alternating fopart and
six-part texture, or the sigart texture couldbe applied to the final verse. Portions of
fuging tunes could also be performed with voice doubling, such as the strofsas ve
found inThe Bird Application of the sixpart textures less fesible in the anthems.

These pieces already contain variations in texture, and they were too difficult for most of
the singing schools attendees; if they were performed it was likedinggrs who could

sing the parts agipted. L is still possibleghatvariations in texture were performed in the
anthems, especially when homophonic phrases were repAatedductor wio makes

intelligent decisions abowthento apply the texture variains,in combination with a

#8 Nathan ed.,Complete Works of William Billing®:18

#9McKay and CrawfordWilliam Billings, 236
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well-balanced choir that is aware of the melodic material in the tenowlilhée able to

perform Billings'smusic in an appropriate manner
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9. PERFORMANCE PRACTICEORNAMENTATION

One of thepurposs ofsinging schod wasto enablesingers to read what was on
the page rathehan to singrom rote; this, in parwasintendedo eradiate the
embellishmentand variationshatprecenors added during the liniagut process. Even
So, t is clearthatornamentation of the nhedy remainedh widely accepted prace.

Billings states his support for ornamentatiornis first publication; helescribs the
"Grace of Transition" iThe New England Psal®inger

THIS Grace, called the Grace of Transition, if rightly performednesaf the

greatest Ornaments to Music that can be used; and in my Opinion, the turning of

Thirds up and down, is one of the nicest Points, and if well done, beautifies the

Musick exceedingly, whether Vocal or Instrumerital.

The ornament fills in thirds wh stepwise motion and allows for the use of neighbor

tones. Billings follows his description with a musieabmple of melodic and rhythmic

ornamentation to embellish an otherwise unremarkable musical passage

Musical Example 2The Grace of TransitiGh*

The Grace of Transition
Plain Notes as Prick'd

o i
PO | T
g4

220K roeger, ed.Complete Works of William Billing4:26.

221 |bid. Copyright © [198] American Musicologial Society, Colonial Society dflassachusetts.
All rights reserved. Used by permission.
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Billings makes no further comments @nnaments or the rules for applyitigem inThe
New England Psalm Singdyutheexpands the explanatiam The Singing Master's
Assistarnt

THE Grace of Transitiofs sliding; not jumping, from one note to another;
therefore, it is called a Grace, because it is doing the work gracefully; it is
intended as an ornament, which it really is, if it is well performed,; it is also
intended to weeten the roughness of a leap. In my opinion the turning thirds up
and down, is &eautiful part of music; but you must not use the Grace of
Transition or lean on the intermediate Note in thirds, where the Notes are but a
half beat in length; for that makes them sound like Notes tied together in threes;
but you must strike such Notes distinctly and emphatically as possible. See the
Example, where | have set down, first the plain Notes, with the Grace following;
and the halfbeat Notes are inserted in the Grace, as they are in the Example,
which signifies that the Grace of Transitiemiot used in such Notes, in any case
whatever’?

Musical Example 3The Gracé&?®

Example [VIII]. Transition. The Grace.

In his description and exampBallings indicates theornaments should nbe applied to
any note value legban a haklnote. If the value is less than a hatfte in durabn it
should be struckdistinctly and emphatically.” The same terminology is uskdn
describing the purpose of the mark of distinction, (discussed in Chapter 6) a symbol
which indicates an ornament is to be avoided

In addition to the grace of transih, Billings addressethe use of trillsn The
Singing Master's Assistartie explairs that a single trill isto direct the performer to

divide the note it is set over into three,” and a double trill "is to direct the performer, to

2221pid., 15.

223 |bid. Copyright © [198] American Musicologial Socigy, Colonial Society oMassachusetts.
All rights reserved. Used by permission.
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divide the note it iset over into five parts’® These explanations are followed by

musical examples:

Musical Example 4Single TrilF®

AN
o————

cdiT:

Musical Example 5Double Tril??®
A

—L£r

It is likely that there were variations in the melodic content of trills, for example moving

to the uper rather than the lower neighbor tone. Billings follows \@ittadmonishment:

Many ignorant Singers take great licence [sic] from these Trills, and without
confining themselves to any rule, they shake all notes promiscuously, and they are
as apt to teaa note in pieces, which should be struck fair and plump, as any
other[.] Let such persons be informed, that it is impossible to shake a note without
going off of it, which occasions horrid discords; to remedy which evil, they must
not shake any note but whis marked with a Trill, and that according to rule,

which may be easily learned, under a good mé&ster.

Billings is statingthatornamentatiorthanges the pitch of the notated note, which may
result inunintentional dissonandeetween voice partsle s prescribingliscretionin the
use of trills, though he stops short of providing specific rules when and when not to use

ornaments.

224 Nathan, ed.Complete Works of William Billing2:9.

22 |bid. Copyright © [197T American Musicologial Society, Colonial Society dflassachusetts.
All rights reserved. Usely permission.

22 |bid. Copyright © [197T American Musicologial Society, Colonial Society dflassachusetts.
All rights reserved. Used by permission.

227 hid., 2:10.
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The Continental Harmongontains only brief mention of ornamentation:

Scholar Sir, | should be glad to know whether tjrace of transition
should be always used in tuning thirds up and down?

Master Where the time of the notes will admit of it, | am very fond of the
notes being graced by sounding the intermediate note, which serves for a stair for
the performer to step up down upon; but where the notes are but a half beat in
length, you must not strike the intermediate note, because the two outside notes
are so short, that if you spend any time upon the intermediate note, it makes the
sound like notes tied together,threes, which is very false, and entirely spoils
theair; but where you meet with such notes, you must strike them as distinct and
emphatic as if a mark of distinction was placed over their hféads.

There is no discussion of trills and no musical exampdetining to ornamentation in
the final tunebook.

This provides the modern conductor with only the knowledge that Billings
supported the use of ornamentation, but little guidance on when to apply ornaments other
than avoiding notesf less than a hatfiote valuewhen the melody moves the interval of
a third McKay and Crawford recommend the application of ornaments in modern
performance primarily as an improvisatdegrningexerciseor choirg and have little
else to say on the topic, aside from: "Thenposer's recommendations on the use of
embellishments, or 'graces,' is generally cautious, but he does admit to a fondness for
their judicious use."

In an attempt to determine the rules for ornataon, Murray examinethe
prose of other tunesmiths. Heakes three assessments based on William Tan'sur's
writings, which were the basis for much of Billings's own introductory material:

One can assert that, according to [Tan'sur], trills could be applied: (1) on

descending dotted rhythms, (2) at the final cage (3) on leading tones at
internal cadences as long as the rhythmic value is not smaller than a quarter note.

28 Kroeger, ed.Complete Works of William Billingg:23-24.
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This covers masmportant structural points, and with sucbaate blanchet is

not difficult to imagine abuses stemming from excessive egpdin, particularly

as applied by inexperienced sing&ts.

Murray's conclusions are important because Tawss one of the leadirtheorists of
the time.lt makes musical sengleat ornaments, such as trills, were likely added at
important structural gaots, i.e. cadences. The grace of transitippears to have been a
broadly applied ornament, as Billingausical example suggests.

No tunesmith directly outlinethe rules which governed eiglenthcentury
American ornamentatiofit is unclear whethesrnamentation was dictated to the entire
section by the singing master or whether individuals added ornaments of their own
choosingRealistically, because there was no formal musical tra@wagable to most
singers, ornamenian probably became an imgvised practiceThe clash oén
ornament with another printed part,ssmultaneous ornamenits multiple voice parts
likely promped the various statements demanding restraint. When deciding upon
ornaments for modern performance, it seems wise totheeddvice. Applying trills
only at cadence points is a prudent decision and supports Murray's findumgay also
states: "One thing about which there is total agreement is that embellishments should be
applied carefully, not ovemsed by any singer drgenerally avoided by beginners. In
such admonitions the emphasis is placed upon achieving a natural and eas$ style."

other words, singers who are not familiar with ornamentation should not apply it to

ensure that the end result is pleasant and musica

22 Murray, "Performance factice in Early American Psalmody," 20.

20hid., 22.
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Ornamentation applied to melodic leaps died could prove effective in modern
performance, but each piece should be considered individually. A careful analysis must
be made to avoid dissonance when simultaneous voices use thefgraosition The
scored texture should also be coesetl; f Billings has redued the voicing, which
occurs in sections of the anthemsyill be easier to ornament one or both parts. The
entirely homophonic works, such as the plain tunes, are more difficult to arheutniée
avoiding dissonandeetween voice part$he imitative textures of the fuging tunes and
anthems argighly improbable candidates for ornamentation.

As with texture variations (Chapter 8), ornamentation need not be consistently
applied to each regtition of aphraselt seems likely that plain tuine with six verses
would have gradually become more ornamenteti@singergained familiarity withthe
melodic and harmonic structure. A historically informeddarn performance, though
rehearsed andgnned,could reflect this idea. It would also be appropriate épetitiors
within the anthems tase more ornamentation on the repeat than during the initial
statement.

Overall, theras great flexibility inthe use of ornamentati@ssuming a
conducto follows themelodic and rhythmipatternghatBillings provides.t is
appropriate in music of thigeriod to &oid prolonged dissonanandto ensure that the
text is still understandable. This will create a perfanceof which Billings likely would

haveappro\ed.
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10. PERFORMANCE PRACTICEVOCAL TIMBRE

Choral conductors, scholars, and singers disagreleeoappropriate vocal timbre
for paforming earlyAmerican musicOn this subje¢tMcKay and Crawford state:
"Billings never described in detailéhvocal quality he favored, and even if he had, it is
doubtful that it could be interpreted today in terms specific enough to be useful to
performers.®* This is an accurate statement, but there are some conclusions that can be
drawn fromhis brief commentsontained in the tunebooks.

In The Singing Master's Assistaiillings writes:"Be sure not to force the Sound
thro' your Nose; but warble the Notes in your Thré&tThefirst half of this statement
seems to ban admonition against nasality. The segohdonsidered in archaic terms, is
probably a suggestion for maintaining oral space. Taken together, this is a request for
performing the music with a healthy, roasal tone.

Several researchers have itléad the eighteentitentury tone as similar the
modernSacred Hargsingers McKay and Crawfordnake the assertion thgderhaps the
best guide for the conductor to consult is the recorded repeiteoythern shapeaote

singers:?* They describe the Sacred Harp sound as follows: "Their tosiedaght 8 or

1 McKay and Crawfordilliam Billings, 237.
%32 Nathan ed.,Complete Works of William Billing&:17.

23 Crawford and McKay, "The Performance of William Billings' Music," 322.
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vibrato is at least involuntary rather than cultivabedaind nasal, their dynamic range
small, and they carry a sense of flexibility and ¢438Viurray supports this idea:
Early American singers did not perform with the polish of a modesntained
choir, and if the music of the Yankee psalmodists is to be recreated authentically,
modern rendition should bear in mind the primitive flavbthe original
performances. . On the basis of this information, it might be inferred that the
tone prodiction of a typicakinging schoogroup was likely to be loud, husky,
and nasal, with perhaps too much vibrato used on high notes anddsiouoel
in the bass register. Taken together, these qualities must have produced a raucous
and uncontrolled sourakin to that of today's Sacred Harp Sindéfs.
It is a valid point that the modern Sacred Harp Singers may be tlestdbgg we have
to eighteentkcentury singing schools, but the leap to this comparison is a large one.
McKay and Crawford follow theirtatement with a qualificatioriThe shapeote
tradition is, of course, chronologically and geograghidar removed from eighteenth
century New England and cannot be taken as an authentic replica of the style of Billings's
time."3®
The research of Kevid. Lambertalls attention to the obvious lack of connection
between the two time periodd’ His analysis of commentary Billings andother
singing masters, including Jacob Kimball, Andrew Law, John Stickney, and Samuel

Holyoke,leads him to an entirelgifferent set of conclusions regandivocal quality and

production in the singing schools. Lambert asserts the following five points:

24 bid.
235 Murray, "Rerformance Practice in Early American Psalmody," 13.
23 Crawford andMicKay, "The Performance of William Billings' Music," 322.

%7 ambert,"Performance Practice of Earymerican Choral Music,31.
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1) A generally accepted standard of vocal quality existed, which choirs tried to
produce.
2) Ideal vocal quality was ¢ and open, with a free production.
3) Good vocal quality and production allowed the voice to move with agility, sing
pitches accurately, produce a variety of dynamic levels, and provide nuance of
expression.
4) Poor vocal quality and production soundedal, throaty, spread, breathy,
constricted, shouted, bawled, or excessively loud.
5) The sound of a voice reaching for pitches outside its range was unacceptable.
A caveat with these rules appears in number two: "ideal." It may have indeed been the
case that the singing masters were striving to teach what would be considered modern
vocal teclmique, as Lambert describes, itgeems highly improbable this was always
successfully achieved in the few wedkat asinging schooéxisted Again, howeverthe
leapto asserting that thesounded like the moderra&ed Harp Singers is not an
appropriate conclusioionductorshould approacthe study of Billings's music without
initially consideringshapenote hymndy, especially sincehapenotes first appared
after Billings's death (See ChapterMuch of theconfusion betweeaighteentkcentury
tunesmiths and the ninetath-century shap@ote traditiorarose because many tunesmith
pieces wereventuallyincorporated into the shap®te collections
| side with Lambert in claiminghat here are additionamore appropriate,
models br tone Billings's statement that nasal sowvds not desirable is in sharp
cortrast to thevocal style ofSacred Harp Singer$he issue of vocal timbrgoesto the
core ofissuesassociateavith performanceracticeand Billings's musicit aims to define

performancepractice for music thavas nevespecificallyintended for concert

performanceThe decision must be made to perform these works either as they would

28 hid.
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have beemperformed at the conclusion obaef singing schoglwhichlikely was with
subparvocal technique, or to perform them as the singing masters desired.

Billings's early works were composed aslactic tools, butvith the publication of
The PsalrSingers Amusementisintentions for his masic greatlychanged. The
complexity of hisanthems and fuging tungsobablywere beyondite capabilities ofhe
averagesinging schogland ncestablished choral ensemble is known to have existed
pre-1800 AmericaBillings seeminglycomposedor concert performansewithout tle
expectation of his work being performes the title of the tunebook suggests, Billings
probably composed the music simply for the enjoyment of advesicgers

The modern choir should ste to perform Billings's music with a tone that is
healthy, open, and free. It should be brigjt, not overly nasal to realize tgeal of the
singing masters. Taken literally, the singtenment Billings makes abotgne makes it
clearthat hedid notsupport nasal singindf. is therefore most appropriate to make
decisions about vocal b@ based othe premise that one tife primary intentions of
Billings's music was to teach vocal performance, and a high standard was desired, even if

not always achieed.
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11. CONCLUSION

Performance practice of eigi@nthcentury American psalmody has been
interpreted a variety of wayand there arfew concrete facts. Conclusions must be made
based on the specific composer, piece, form, and year of compolsitsoalmost certain
that the music of William Billings was performed in multiple ways throughout New
Englandover the period of his lifeThe singing publiembracedhe music of the
tunesmithsaccording to the theory easinging mastepromulgatedwhich meant every
singing schooand every congregatiomas unique. It is important to make informed
performancealecisiondased on what Billings stated, in lightalf possibilities.

It seems most fitting to let the eveerbose Billings have the final warhlis last
prose publication, the conclusionThe Continental Harmongreface, containan
appropriate commentary regarding the decisions a mambamductor must make about
performance practice

| advise you to be neither too confident, nor too diffigdémt is, do not be too

ready to give up your argument, when your cause may be just and well grounded,

and on the other hand, do not be swallowed up, imaklhor self-conceit, but

let your mind be always open to conviction, diligently enquiring afteh; for

Solomorsays, instruct a wise man and he will yet be wigétroverbs 9:9].

Therefore you must never think yourself too wise to be taught, nor too old to

learn; but be always ready to receive instruction from any one; and | hope you

will be ale to say with thé>salmist "I have more understanding thall my
teachers [Psalm 119:99]. At the same time you must not be so taken up with the

soundas to neglect theubstancebut strive to sing in the spirit as well aswihe
understanding®

29 Kroeger,ed.,Complete Works of William Billirsy4:35.
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APPENDIX A: CANON 8 WHEN JESUS WEP#"
Copyright © [1981] American Musicologicg&ociety, Colonial Society of Massachusetts.
All rights reserved. Used by permission.
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APPENDIXB: PLAIN TUNE3 AFRICA**
Copyright © [1977] American Musicological Sotye Colonial Society of Massachusetts.

All rights reserved. Used by permission.
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Heart, And Plea - sure tunes my Tongue.

2.God on his thirsty Sion-Hill
Some Mercy-Drops has thrown,
And solemn Oaths have bound his Love
To show’r Salvation down.

3. Why do we then indulge our Fears,
Suspicions and Complaints?
Is he a God, and shall his Grace
Grow weary of his Saints?

4.Can a kind Woman e’er forget
The Infant of her Womb,
And ’mongst a thousand tender Thoughts
Her Suckling have no Room?

5. Yet, saith the Lord, should Nature change,
And Mothers Monsters prove,
Sion still dwells upon the Heart
Of everlasting Love.

6. Deep on the Palms of both my Hands
I have engrav’d her Name;
My Hands shall raise her ruin’d Walls,
And build her broken Frame.
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APPENDIX C: FUGING TUNES THE BIRD**
Copyright © [1986] American Musicological Society, Colonial Society of Massachusetts.
All rights reservedUsed by permission.
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242 Karl Kroeger,ed., The Complete Works of William BillingBoston: American Musicological
Society and Colonial &iety of Massachusetts, 1986), 3:225r.
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2. Behold, the Wicked bend their Bow,
And ready fix their Dart,
Lurking in Ambush, to destroy
The Man of upright Heart.

3. When once the firm Assurance fails,
Which public Faith imparts,
"Tis time for Innocence to fly
From such deceitful Arts.

4. The Lord hath both a Temple here,
And righteous Throne above;
Where he surveys the Sons of Men,
And how their Counsels move.

5. If God, the Righteous, whom he loves,
For Trial does correct;
What must the Sons of Violence,
Whom he abhors, expect?

6. Snares, Fire, and Brimstone, on their Heads
Shall in one Tempest show’r;
This dreadful Mixture his Revenge
Into their Cup shall pour.

7. The righteous Lord will righteous Deeds
With signal Favour grace;
And to the upright Man disclose
The Brightness of his Face.
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Copyright © [1986] American Musicological Society, Colonial Society of Massachusetts.
All rights reserved. Used by permission.
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23 Karl Kroeger,ed., The Complete btks of William BillinggBoston: American Musicological
Society and Colonial &iety of Massachusetts, 1986),-3-5
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2. Here’s Love and Grief beyond Degree,
The Lord of Glory dies for Men!
But lo, what sudden Joys I see!
Jesus the Dead revives again.

The rising God forsakes the Tomb,
Up to his Father’s Court he flies;
Cherubic Legions guard him Home,
And shout him welcome to the Skies!

3. Break off your Tears, ye Saints, and tell
How high our Great Deliv’rer reigns;
Sing how he spoil’d the Hosts of Hell,
And led the Monster Death in Chains.

Say, “Live for ever, wondrous King!
Born to redeem, and strong to save!
Then ask the Monster, Where’s thy Sting?
And where’s thy Vict’ry, boasting Grave?”
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ANTHEM: David’s Lamentation
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244 Hans Nathared., The Complete Works of William BillingBoston: American Musicological
Society and Colonial &iety of Massachusett$977), 2:108109.
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APPENDIXF: ANTHEM 8 THE LORD IS RIS'N INDEEB*
Copyright © [1986] American Musicological Society, Colonial Society of Malsssetts.
All rights reserved. Used by permission.
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245 Karl Kroeger,ed., The Complete Works of William BillingBoston: American Musicological
Society and Colonial &iety of Massachusetts, 1986), 3: 2251
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