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Seventeenth-century England witnessed profound his-

torical, theological, and musical changes. A king was over-

thrown and executed; religion was practiced fervently and 

disputed hotly; and English musicians fell under the 

influence of the Italian stile nuovo. Many devotional songs 

were printed, among them those which reveal influences of 

this style. These English-texted sacred songs for one to 

three solo voices with continuo--not based upon a previous-

ly-composed hymn or psalm tune—are emphasized in this dis-

sertation . 

Chapter One treats definitions, past neglect of the 

genre by scholars, and the problem of ambiguous terminology. 

Chapter Two is an examination of how religion and politics 

affected musical life, the hiatus from liturgical music from 

1644 to 1660 causing composers to contribute to the flour-

ishing of devotional music for home worship and recreation. 

Different modes of seventeenth-century devotional life are 

discussed in Chapter Three. Chapter Four provides documen-

tation for use of devotional music, diaries and memoirs of 

the period revealing the use of several publications con-



sidered in this study. Baroque musical aesthetics applied 

to devotional song and its raising of the affections towards 

God are discussed in Chapter Five. 

Chapter Six traces the influence of Italian monody and 

sacred concerto on English devotional song. The earliest 

compositions by an Englishman working in the stile nuovo are 

Henry Lawes' 1638 hymn tunes with continuo. Collections of 

two- and three-voice compositions by Child, the Lawes 

brothers, Wilson, and Porter, published from 1639 to 1657, 

comprise Chapter Seven, as well as early devotional works of 

Locke. Chapter Eight treats Restoration devotional song--

compositions for one to three voices and continuo, mostly of 

a more secular and dramatic style than works discussed in 

earlier. The outstanding English Baroque composers--Locke, 

Humfrey, Blow, and Purcell--are represented, and the apex of 

this style is found in the latest seventeenth-century publi-

cation of devotional song, Henry Playford's Harmonia sacra, 

(1688, 1693). 
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PREFACE 

This dissertation is dedicated to printed collections 

of seventeenth-century English devotional song, covering the 

period 1638 to 1693. Even though many devotional songs were 

circulated in manuscript during the century, the volume of 

the repertoire and the variety of musical styles cultivated 

during the time necessitate limiting this study to only 

those songs which were published. Music publishing had a 

checkered history throughout this century, and although 

there were few publications of vocal music between 1639 and 

1648, it was still a time of expanded publishing activity. 

Devotional song as a genre is here defined as vocal 

music composed for either domestic worship or godly recre-

ation in the home. Within this genre were comprised several 

types of devotional song, but the focus in this study will 

be upon those works with English texts, for one to three 

solo voices with continuo accompaniment, not based on any 

previously composed psalm or hymn tune. It will be seen 

that devotional song, as a genre, has been unjustly neg-

lected and its performance milieu has likewise been almost 

totally unexplored. The type of devotional song which is 

the focus of this study can be seen to have been in the van-

guard of the musical development of seventeenth-century 

sacred art music. By examining the intertwining of history, 

religion, and musical life, it is evident that this type of 

iv 



devotional song was the genre into which English composers 

continued to assimilate Italian Baroque styles during the 

hiatus from liturgical music in the Civil War and 

Commonwealth years. By the time of the Restoration, pub-

lished devotional songs were completely in the prevalent 

secular Baroque style, and had dropped most vestiges of 

ecclesiastical style, i.e., the prima prattica. 
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Chapter I 

INTRODUCTION 

England during the successive reigns of the Stuarts 

(1603-1714) was a nation experiencing diverse and tumultuous 

changes. Religion, which was closely bound up with pol-

itics, was a major issue throughout the seventeenth century. 

Modern science, supported by the new rational philosophy, 

triumphed towards the end of the century over many of the 

older, medieval, world views. Music, no less than other 

aspects of English life, also underwent significant changes, 

beginning with the adaptation of Italian monody in a pecul-

iarly English way. The first half of the seventeenth 

century was a period rich in devotional poetry written by 

such poets as John Donne, George Herbert, Francis Quarles, 

Richard Crashaw, Robert Herrick, and Thomas Campion; later 

in the century, contemporary divines such as Jeremy Taylor 

and William Fuller had their texts set by Purcell and Blow, 

among others. Some poetry was metrical and obviously 

intended to be set to music; other poems, more speech-like 

in style, were also used in musical settings. 

The subject of this study is the genre of devotional 

song with a special focus on sacred continuo songs for one, 

two, or three solo voices, with texts in English, and which 

are not based upon any previously composed common hymn or 

psalm tunes. The music to be studied will be that which can 



properly be called Baroque in style, that is, song which 

reflects the influence of Italian monody and its out-

growths .i Beginning with the earliest publication of 1638,2 

and concluding with Henry Purcell and those composers who 

lived just beyond him into the reign of Queen Anne (d. 

1714), these devotional songs will be studied with respect 

to both music and words. Furthermore, the social, his-

torical, religious, and aesthetic context will be considered 

in examining this repertoire. 

Devotional song, as a genre, can be defined as those 

songs with sacred texts which were used for worship or godly 

recreation in the home by individuals, families, or gath-

erings of friends. Three different types of devotional song 

texts, which affect their musical settings, can be distin-

guished. The first, the psalm, was sung both at home and in 

church, and was for more than two centuries practically the 

only congregational song in the Church of E n g l a n d . 3 The 

1. English devotional song of an earlier musical style 
period has been surveyed in Ronald Eugene Anderson, 
Richard Allison's Psalter (1599) and Devotional Music in 
England to 1640 (Ph.D. dissertation, University of Iowa 
1974). * 

2. Henry Lawes. A Paraphrase Upon the Psalms of David, by 
G[eorge]. S[andys]. Set to New Tune for Privati 
D e v o t i o n A n d a Thorow Base, for Voice, or Instrument, 

Henry Lawes, Gentleman of His Majesties Chappell 
Royall . . . (London, Printed by John Legatt, 1638). 

3. Edna D. Parks, in her dissertation, English Hymns and 
Their Tunes in the Sixteenth and Seventeenth Centuries 
(Ph.D., Musicology, Boston University, 1957), 1-2, 



second type consisted of metrical paraphrases of the creeds, 

catechisms, or Scripture other than the psalms. These found 

their places in home liturgies or in teaching catechism. 

The third type had non-Scriptural poetic texts which could 

be either rhyming or non-rhyming. 

It is no secret that musical nomenclature was not as 

exact in the seventeenth century as it is today, and in dis-

cussing devotional song one is faced with a number of 

ambiguous terms. Is it possible to distinguish which of 

certain works were meant for domestic, devotional use? 

Among modern writers in the field of sacred music, 

there is some disagreement about nomenclature. For example, 

Rosamund Harding has compiled an annotated thematic cata-

logue of Matthew Locke's works and has arranged them taxo-

nomically.4 Works which were published in John Playford's 

attempts to prove, using a rather narrow definition of 
the word "hymn," that hymns were not forbidden in the 
Church of England and that they were sung in church. 
"For the purpose of this study a hymn was defined as 
poetry which was suitable for congregational singing when 
joined with a tune. It expressed either God's purpose in 
the life of man or man's praise or prayer to God." Her 
evidence is sufficient to prove that hymns were allowed 
by royal injunction and, thus, that they could have been 
sung in church, but she has not proven convincingly that 
they actually were sung. See Nicholas Temperley, "The 
Anglican Communion Hymn. Hymn Singing in the Church of 
England: Tradition and the Law," The Hymn XXX (1979), 
7-15 . 

4. Rosamund Evelyn Mary Harding, A Thematic Catalogue of the 
Wor*s of Matthew Locke with A Calendar of the Main Events 

ili® Life (Oxford: Distributed for the Compiler by 
B.H. Blackwell, 1971). 



Cantica sacra (1674) and in Henry Playford's Harmonia sacra 

(1688, 1693)5 are included under both "Anthems: English 

Words" and "Sacred Songs with English Words." "0 How 

Pleasant and How Fair," from Cantica sacra, Book Two6 is 

designated in Harding's catalogue as a sacred song with 

English words, yet Murray Lefkowitz, in the work-list of his 

New Grove article on Locke, calls it an English anthem for 

two voices.7 Peter Dennison, in an article on Locke's sacred 

music, is more discreet in his terminology. In the British 

Library Add. MS. 31437, ff. 1-19, there is a group of what 

Dennison calls "settings of English non-metrical texts" for 

three vocal parts and continuo. He posits that these pieces 

5. Henry Playford, Harmonia sacra: or Divine Hymns and 
Dialogues: with a Thorow-Bass for the Theorbo-Lute, 
Bass-Viol, Harpsichord, or Organ. Composed by the Best 
Masters of the Last and Present Age. The Words by 
Several Learned Pious Persons. . . . (London: Printed 
by Edward Jones, for Henry Playford, at His Shop near the 
Temple Church, 1688); Harmonia sacra: or Divine Hymns and 
Dialogues: with a Thorow-Bass for the Theorbo-Lute, 
Bass-Viol, Harpsichord, or Organ. Composed by the Best 
Masters of the Last and Present Age. The Words by 
Several Learned Pious Persons, The Second Book. . . . 
(London: Printed by Edward Jones, for Henry Playford, at 
His Shop near the Temple Church, 1693). 

6. John Playford, Cantica sacra: containing Hymnes and 
Anthems, for two Voices, to the Organ; both Latine and 
English: Composed by Mr. Richard Dering, Mr. Christopher 
Gibbons, Dr. Benjamin Rogers, Mr. Math. Locke, and 
others, The Second Sett (London: Printed for John 
Playford in the Temple, 1674). 

7. Murray Lefkowitz, "Locke, Matthew," The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), XI, 117. 



were intended for devotional use in the home.8 Harding 

places these same works under the heading of "Anthems." 

Interestingly, the term "devotional song" is never used 

by composers and writers of the period, but in the printed 

sources we do find several different terms. Some of these 

works, especially the psalms, were dual-purpose, and were 

intended for use either in church or in the home. The 

authors and publishers sometimes made their aims clear on 

the title-pages of their publications, as did Henry Lawes on 

his A Paraphrase upon the Psalms of David . . . Set to new 

Tunes for private Devotion. 

What are some of the terms used by composers and 

writers of the seventeenth century for the genre of devo-

tional song? Not surprisingly, "psalm" is the most commonly 

used term, and appears in most of the printed collections 

examined since the psalter provided texts for the majority 

of devotional songs. In addition, early psalters such as 

the Sternhold and Hopkins "Old Version" usually contained 

canticles,9 the Athanasian Creed (Quicunque vult), Veni 

C r e a t o r (traditional hymn sung at ordinations), catechetical 

items such as the Ten Commandments and the Articles of the 

Christian Faith, and the Lord's Prayer. 

8. Peter Dennison, "The Sacred Music of Matthew Locke," 
Music & Letters LX (1979), 60-75. 

9. Te Deum, Benedictus, Magnificat, and Nunc Dimittis. 



"Hymn" is the next most prevalent term, but its 

application is not as simple a matter as it is with the 

psalm because the term "hymn" is used to describe a wide 

variety of texts and musical styles, such as the following, 

from an undated Sternhold and Hopkins psalter, which were 

set to simple monophonic tunes such as those to which the 

psalms were set. 

The Lamentation of a Sinner, "0 Lorde turne not 
away thy face" 
A Prayer unto the holy Ghoste, "Come holy Spirite, 
the God of Myght" (to be sung before the sermon) 
A thankesgiuinq after receiuinq the Lordes Supper, 
"The Lord be thanked" 
T h e Complainte of a sinner, "Where righteousness 
doth say" 
A Lamentation, "0 Lord in thee is all my trust" 
The Humble Sute of a Sinner, "0 Lord of whom I do 
depend"i° 

Another type of hymn, which was intended by its author to be 

sung in church, was the type written by George Wither, with 

tunes by Orlando Gibbons, and published in The Hymnes and 

S o n9 s the Church, dating from 1623.ii Although Wither had 

10. Edna Parks describes these as the first hymns and esti-
mates the date of publication as 1559. Parks, op. cit., 
42-43. Parks discusses later settings of these same 
tunes for several voices, with or without instrumental 
accompaniment. 

11. George^Wither, The Hymnes and Songs of the Church 
Divided into Two Parts: the First Part Comprehends the 
Canonicall Hymnes, and Such Parcels of Holy Scripture? 

May Properly Be Sung, and Creeds: the Second Part 
Consists of Spirituall Songs, Appropriated to the 
Seuerall Times and Occasions Obserueable in the Church 
of England. . . . (London: Printed for G.W., 1623). 



obtained a license from King James I to have his hymnal 

bound with the Book of Common Prayer, it was withdrawn by 

the Company of Stationers and more likely found some use as 

a private devotional help. The "Divine Hymns" ("and 

Dialogues") included in Henry Playford's two volumes of 

Harmonia sacra (London, 1688, 1693) were a completely dif-

ferent sort of hymn. These were free, non-Biblical sacred 

poetry set to music of a declamatory, through-composed type, 

and sometimes achieving the length and form of a cantata. 

"Anthem" is another frequently-used term which can also 

give rise to confusion. The anthem was the main form of 

liturgical music, outside of the Service, in the Church of 

England, however, the term is also found on the title pages 

of publications containing devotional songs. The title of 

John Playford s Cantica sacra (London, 1674) includes the 

description "hymnes and anthems," and in fact there are 

among the contents a number of anthems, three of which are 

by Benjamin Rogers. These verse anthems appear in litur-

gical manuscript sources, but in Playford's anthology they 

are divested of their choruses.12 The word "anthem" is also 

12. John Perry White, Jr., The Life and Vocal Music of 
Benjamin Rogers (1614-1698) (Ph.D~dlililtltl^,~ 
University of Iowa, 1973). The three pieces are "Lift 
U P / ? U r

n ?
e a d s g r e a t G a t e s ' " "Let all with sweet accord," 

and Tell Mankind Jehovah Reigns." White also discusses 
the ambiguity of terminology and the fact that, of the 
three, only "Lift up your Heads" is designated as a 
hymn." 



used in three other publications. Harmonia sacra contains 

in both its volumes anthems which were originally meant for 

liturgical u s e . n The single use of the word "motet" occurs 

in the title of Walter Porter's 1657 publication, Mottets, 

and in his preface, "To All Lovers of Musick," Porter refers 

to his "Mottets" as "Divine Hymns."*4 

In the prefatory material to these publications one can 

find some more descriptive terms, applied either by the com-

poser, the publisher, or by one of those worthies contrib-

uting laudatory verses. Francis Sambrooke was a childhood 

friend of the Lawes brothers from their days as choirboys at 

Salisbury Cathedral, and in his poetical contribution to the 

beginning of Choice Psalmes, he refers to these three—part 

settings as "pious . . . aires" and "chaste numbers."15 Book 

13. Book I, from the third edition (1714), contains four 
anthems by Henry Purcell: "Blessed is he that consi-
dereth the poor,1 "I was glad when they said unto me," 
"0 give thanks," and "My song shall be alway of the lov-
ingkindness of Lord.' Book II has one anthem each by 
Croft, Blow, and Clarke respectively: "Blessed is the 
People, 0 Lord," "I beheld and lo, a great multitude," 
and "I will love thee, 0 Lord." 

14. Walter Porter, Mottets of Two Voyces For Treble or Tenor 
St Bass. With the Continued Bass or Score: To be 
Performed to an Organ, HarpspyconT Lute or~Bass'-Viol. 
(London. Printed by William Godbid for the Author 
1657). 

15. Henry and William Lawes, Choice Psalmes put into Musick, 
For Three Voices: The most of which may properly enough 

sun<? . three, with a Thorough Base : Compos'd by 
H e" ry a n d William Lawes, Brothers; and Servants to His 
Majestie, With divers Elegies, set in Musick by sev'rail 
Friends, upon the death of William Lawes, And at the end 



II of Henry Playford's Harmonia sacra contains, among 

others, a laudatory poem by the Anglican divine Dr. Henry 

Sacheverell, who refers to the "Divine Hymnns and Dialogues" 

as ". . . Sacred Numbers, and Immortal Lays . . . " One of 

the works in the collection is headed by the title "A Divine 

Song,"16 while those others that bear headings are referred 

to as "Divine Hymn." John Playford titled his 1671 publi-

cation Psalms and Hymns in Solemn Musick, thereby including 

the interesting term "solemn musick," which appears in 

several other not specifically musical seventeenth-century 

sources. John Hollander has described various ways in which 

the word "solemn" was applied to music during the seven-

teenth century, and he demonstrates that the term came to be 

applied to music that was ecclesiastical and thus of the 

highest nobility.17 Milton's poem "At a Solemn Musick" is 

well known, and Roger North uses the term when describing 

the weekly musical activities of the North family during his 

ths Thorough Base are added nine Canons of Three and 
F o u r e Voices, made b^ William Lawes (London?- PrintecTby 
James Young, for Humphrey Moseley, at the Prince's Armes 
in S. Pauls Church-yard, and for Richard Wodenothe, at 
the Star under S. Peters Church in Corn-hill, 1648). 

16. Henry Playford, Harmonia sacra . . . The Second Book, 
preface not paginated. This is "A Divine Song on~the 
Passion of Our Saviour. My op'ning Eyes are purer'd " 
Ibid., 57-59. ' 

17. John Hollander, The Untuning of the Sky. Ideas of Music 
in English Poetry, 1500-1700 (Princeton: Princeton 
University Press, 1961), facs. edition (New York: W.W. 
Norton, 1970), 254-262. 
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boyhood. We can deduce from this that the family was in the 

practice of playing and singing devotional music. 

The servants of parade, as gentlemen ushers, and 
the steward, and the clerk of the kitchen, also 
played, which, with the young ladies', my sisters, 
singing, made a society of music, such as was well 
esteemed in those times. And the course of the 
family was to have solemn music three days in the 
week, and often every day, as masters supplied 
novelties for the entertainment of the old lord. 
And on Sunday night voices to the organ were a 
constant practice, and at other times symphonies 
intermixed with the instruments.is 

Looking at the devotional song throughout the whole of 

the seventeenth century, one finds that this repertoire con-

sisted of either songs--for one to three solo voices with 

accompaniment--or part songs. In the earlier part of the 

century instrumental accompaniments were provided by a 

variety of instruments. Plucked-string instruments such as 

the lute were used for accompanying sacred lute airs like 

those in Thomas Campion's First Book of Airs (London, c. 

1613),19 or as part of a broken consort for the accompa-

niment of devotional consort songs.2° Devotional consort 

18. Roger North, Lives of the Norths, ed. Augustus Jessopp, 
3 vols. (London: George Bell and Sons, 1890), facs. 
edition with intro. by E.D. Mackerness (Westmead, 
Farnborough, Hants.: Gregg International Publishers 
Ltd., 1972), III, 68. 

19. Thomas Campion, Two Bookes of Ayres: The First 
Containing ̂ Divine and Morall Songs: The Second, Liqht 
Conceits of Lovers (London: Thomas Snodham, for Matthew 
Lownes and John Browne, 1613). 
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songs were also more often accompanied by a consort of 

20. Examples of these can be found in Sir William Leighton's 
1614 collection The Tears or Lamentations of a Sorrowful 
Soul (London: William Stansby, 1614), an anthology of 
fifty-five four- and five-voice part-songs, eighteen of 
which are designated in the publication as "consort 
songs." The accompanying consort consists of the same 
instrumentation used by Thomas Morley and Philip 
Rosseter in their 1599 and 1609 books of consort 
lessons. In Leighton's collection the soprano, alto, 
and bass voices are doubled respectively by the treble 
viol, flute, and bass viol, and underlying these are 
lute, cittern, and bandora. 

Another collection of devotional song employing broken 
consort is a 1599 publication: 

The Psalms of David in Meter, The Plaine Song 
Beeing the Common Tunnes to Be Sung and Plaide 
upon the Lute, Orpharyon, Citterne or Base 
Violl, Severally or Althogether . . T b^ 
Richard Allison Gent. Practitioner in the Art 
of Musieke (London: Printed by William 
Barley, the Assigne of Thomas Morley, 1599). 

Except for the newly-composed Psalm 125, all of 
Allison's sixty-nine musical pieces are simple four-
voice settings of the standard psalm tunes which had by 
now become quite familiar from the psalters published 
earlier in the century. The melody is in the top voice 
of the psalms, except for Psalm 46, which has its tune 
in the bass. 

A third collection employing broken consort, in addition 
to those of Leighton and Allison, is Robert Tailour's 
1615 publication, Sacred Hymnes: Consisting of Fifti 
Select Psalms of David and Others, Paraphrastlcally 
Turned into English Verse . . . Set to Be Sung in Five 
Parts, As Also to the Viole, and Lute or Orph-arion: 
Published for the Use of Such as Delight in the Exercise 
of Music in Hir Original Honour (London: Printed by 
Thomas Snodham, by Assignment of the Company of 
Stationers, 1615). This is set for for solo voice or 
five voices, accompanied by the corresponding number of 
viols (one of them tuned "lyra-way") and lute or 
orpharion. 
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viols.2i The method of performance in the case of the 

consort song was versatile, employing either vocal melody 

with instrumental accompaniment, voices on all parts, or 

voices doubled by instruments. In fact, many consort song 

publications of the early seventeenth century were adver-

21. The designation "consort song" has been applied by 
Philip Brett to songs for solo voice or voices accom-
panied by a consort of instruments, usually viols. 
Philip Brett, "The English Consort Song, 1570-1625," 
Proceedings of the Royal Musical Association, LXXXVIII 
(1961-62), 73. When a chorus was appended to the end of 
some consort songs, the way was open for further devel-
opments—the consort anthem and the verse anthem. Many 
of these anthems exist in manuscript sources with both 
viol and organ accompaniment, and in recent years the 
term consort anthem has come to be applied to those with 
viol accompaniment, since these were meant for domestic 
use, while the organ-accompanied verse anthem found its 
place in the church, and became the favored type of 
anthem in the seventeenth century. See John Morehen, 
"The English Consort and Verse Anthem," Early Music VI 
(1978), 381; Peter Le Huray, "Consort Anthem," The New 
G r o v e Dictionary of Music and Musicians, 20 volsTT ed7 
Stanley Sadie (London: Macmillan, 1980), IV, 675. 
Craig Monson has perhaps more conveniently grouped all 
these related forms under the more general term of 
"verse idiom," which may allow inclusion here of songs 
accompanied by a broken consort. For further reading, 
see Craig Monson, Voices and Viols in England, 
1600-1650. The Sources and the Music (Ann Arbor: UMI 
Research Press, 1982); Craig Monson, "Consort Song and 
Verse Anthem: A Few Performance Problems," Journal of 
the Viola da Gamba Society of America XIII (1976), T^ll; 
Philip Brett, "Introduction," Consort Songs, 2nd rev. 
ed., Vol. XXII of Musica Britannica (London: Published 
for the Royal Musical Association by Stainer and Bell, 
Ltd., 1974); Philip Brett, "Consort Song," The New Grove 
Dictionary of Music and Musicians, 20 vols., ed~Stanley 
Sadie (London: Macmillan, 1980), IV, 675; Susan Treacy, 
And Sweetest Sound to Sacred Sense Dost Marry ' 

Devotional Consort Song in Elizabethan and Jacobean 
England," unpublished paper. 
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tised as "apt for voices or viols."22 As the influence of 

Italian monody grew, the accompaniment was supplied mainly 

by a continuo bass of viola da gamba with a keyboard 

instrument such as the organ or harpsichord, or a plucked-

string instrument such as the theorbo-lute. The style of 

the vocal writing ranged from that of the Jacobean lute ayre 

and the consort song to the more declamatory and florid can-

tata-like works of Restoration composers. 

Murray Lefkowitz's delineation of six types of psalm 

settings in the seventeenth century could, with the addition 

of a seventh, be applied as well to the description of set-

tings of non-psalmodic texts.23 

1. The simple monophonic melodies known as the "proper" 

(meant to be sung to a specific psalm) or "common" 

(which could be sung to any number of tunes with the 

same text) tunes, which were sung after Morning and 

Evening Prayer by the congregation, and which appeared 

in many different editions of the psalms following the 

22. Some other anthologies containing devotional songs which 
were "apt for voyces and viols" include John Amner's 
Sacred Hymnes of 3. 4. 5. and 6. Parts for Voyces and 
V^ols (London: Thomas Snodham, 1615); The Third Set~of 

^London: Thomas Snodham, 1610) and The Foulth— 
Set of Bookes (London: Thomas Snodham, for Matthew 
Lownes and John Browne, 1618) by Michael East; and 
Thomas Greaves' Songs of Sadness for Viols & Voyce from 

collection Songs of Sundrie Kindes (London, 1604). 

23. Murray Lefkowitz, William Lawes (London: Routledqe & 
Kegan Paul, 1960), 235-236~ 
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publication of the Sternhold and Hopkins psalter.24 

2. These tunes with an unfigured bass line added for organ. 

3. The same tunes harmonized in settings for three, four, 

or even more voices. Thomas Ravenscroft's psalter of 

1621 contained the psalms set this way for four voices, 

with the tune in the tenor.25 John Playford's 1677 

psalter carried the melody in the top voice of three.26 

4. Original melodies supported by an unfigured bass line 

for the organ. Examples of this type include Henry 

Lawes' tunes published in 163827 to go with Sandys' 

24. The Whole Booke of Fsalmes, Collected into Englysh metre 
by T. Starnhold _I. Hopkins & others: conferred with 
Ebrue, with apt Notes to synge them with . . . (London: 
John Day, 1562). 

25. Thomas Ravenscroft, The Whole Book of Psalmes: With the 
Hymnes Evangelicall, And Songs Spiritvall: Composed into 
4. parts by sundry Authors, with seuerall Tunes as haue 
beene, and are vsually sung in England, Scotland, Wales, 
Germany, Italy, France, and the Nether-lands: Neuer as 
yet before in one volume published, Also: A briefe 
Abstract of the Prayse, Efficacie, and Vertue of the 
Psalmes: Newly corrected and enlarged by Tho: 
Rauenscroft Bachelar of Musicke (London: Printed for 
the Company of Stationers, 1621). 

26. John Playford, The Whole Book of Psalms: With The usual 
Hymns and Spiritual Songs; together with all the ancient 
a n d proper Tunes sung in Churches, with some of later 
Use: Compos'd in Three Parts, Cantus, Medius, & Bassus: 
in a more Plein and Useful Method than hath been for-
m e r l Y published.. . . (London: Printed by the Company 
of Stationers, and Sold by John Playford near the 
Temple-Church, 1677). 

27. Henry Lawes, o£. cit. 
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metrical translations of the psalms, and Orlando 

Gibbons' tunes for George Wither's Hymnes and Songs of 

the Church (London, 1623).28 

5. Sacred songs and anthems composed in the Italianate dec-

lamatory style which was popular in secular songs. 

Henry Lawes* three "Hymns to the Trinity," published in 

his Second Book of Ayres and Dialogues (London, 1655),29 

fit this category, as does the music in John Playford's 

Psalms and Hymns in Solemn Musick (London, 1671)30 and 

Henry Playford's Harmonia sacra, Books One and Two,3* 

fits this category. 

6. Original settings, not using one of the common tunes as 

a cantus firmus, for at least three voices, accompanied 

or unaccompanied, such as William Child's First Sett of 

Psalms of 163932 or the Lawes brothers' Choice Psalmes 

28. Gibbons, o£. cit. 

29. Henry Lawes, The Second Book of Ayres and Dialogues for 
One, Two, and Three Voyces (London: Printed by T.H. for 
John Playford and are to be sold at his shop in the 
Inner Temple, 1655). 

30. John Playford, Psalms and Hymns in Solemn Musick, op. 

31. Henry Playford, Harmonia sacra, op. cit. 

32. William Child, First set of Psalmes of III Voyces, fitt 
~r J_P

r i vf^ e_ c h aPP el l e s or other private meetings with a 
Continuall Base> either for the Organ or Theorbe,"newly 
1 6 3 9 ° S after Italian way (London: James Reave, 
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of 1638.33 Those without accompaniment are often not 

very different from contemporary full anthems. The 

style of some of these is akin to the Italian sacred 

concerto and the transmission of it from the continent 

will be discussed in Chapter Six. 

7. Similar to the above, but in a more pedestrian realm are 

the many religious canons, catches, and rounds. 

Examples of these can be found in such eclectic collec-

tions as John Hilton's Catch as Catch Can (London, 

1652)34 or in those as single-minded as the Choice 

Psalmes of Henry and William Lawes.35 

Studies of English sacred music have tended to deal 

only with church music service music, full anthems, verse 

anthems--and writings on English solo song tend to ignore 

compositions with sacred texts amongst the profusion of 

secular masterpieces. Nevertheless, composers such as 

Dowland, Campion, Byrd, and later Locke, Blow, and Purcell 

had sacred songs published, so it would seem that there was 

a demand for devotional song by some segments of English 

society. 

33. Henry and William Lawes, o£>. cit. 

34. John Hilton, Catch that Catch Can: A Choice Collection 
of Catches, Rounds, and Canons for T or 4 Voyces 
(London: Printed for John Benson and~John Plavford 
. 1652). 

35. Henry and William Lawes, oja. cit. 
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How have scholars dealt with the genre of devotional 

song, the repertoire of this music (much of it in modern 

editions), and its function in society? In my opinion, 

their treatment of this genre has been mostly inconsistent 

and inadequate. 

As a general historian of music, Donald Jay Grout does 

not really consider the genre at all, but takes note of its 

neglect with regard to the vocal works of Henry Purcell by 

writing that Some of the best of Purcell's sacred music is 

found in his settings of nonliturgical texts, pieces for one 

or more solo voices usually in a rhapsodic arioso style with 

continuo accompaniment, evidently designed for private devo-

tional USe."36 

Although Charles Burney gives some space to the Lawes 

brothers Choice Psalmes of 1648, and even includes three 

complete examples, he does so only to "damn with faint 

praise music which he cannot understand when experienced 

through the eyes and ears of his own generation.37 

Manfred Bukofzer devoted two paragraphs to the subject 

of domestic devotional song in England in his discussion of 

36. Donald Jay Grout, A History of Western Music, 3rd ed. 
(New York: W.W. Norton, 1980), 362. 

37. Charles Burney, A General History of Music from the 

vr-^ao^ — P r e s e n t Period, 4 vols. (London, 
1/76-89), new ed. in 2 vols, with critical and his-
torical notes by Frank Mercer (New York: Dover 
Publications, 1957), II, 318-321. 
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"Music During Commonwealth and Restoration," although he 

includes it as "a group apart" under the general heading of 

"Anglican Church Music: Porter, Humfrey, Blow." Bukofzer 

describes succinctly and well the uses to which this music 

was put, and mentions the publications of William Child, the 

Lawes brothers, John Wilson, and Walter Porter.38 

Historians of English music, though they do naturally 

enough cite the major publications of the period, even men-

tioning individual sacred songs of Henry Purcell, and often 

the function of such works, still do not allow devotional 

song and its milieu to come into focus. The social setting 

is tossed off in passing, as though the writer assumes that 

the reader knows well already what the function and char-

acter of the music was. Henry Davey mentions devotional 

song briefly in connection with some of the publications 

which were issued in the earlier part of the seventeenth 

century.39 He refers to these works, most of which are tech-

nically speaking consort songs, as "sacred madrigals." 

Davey also enumerates some of the metrical psalters of the 

38. Manfred Bukofzer, Music in the Baroque Era (New York* 
W.W. Norton, 1947), 198. Bukofzer errslH more than'one 
respect on this page. Both here and in the index, he 
incorrectly spells the surname of the poet George Sandys 
as Sandy . In addition, Bukofzer errs in stating that 
the words to John Wilson's Psalterium Carolinum were by 
Sandys when they were in fact by Thomas Stanley. 

39. Henry Davey, History of English Music (London: J 
Curwen & Sons Ltd., 1895), 200-201. 
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late sixteenth and early seventeenth centuries, which he 

says were favored by the Puritans, but does not mention that 

some were intended for domestic use.4" Later Davey mentions 

Walter Porter's Mottets of 1657,4* and displays a list of 

published music from the reign of Charles I, including 

William Braithwaite's Siren coelestis (London, 1638),42 

William Child's "Choice Psalms" (i.e. First set of 

Psalmes),43 and the Lawes brothers' own Choice Psalmes. 

Again, he does not mention their devotional function, and 

refers to Child's three-part psalms as "motets."44 Davey 

includes a list of music published during the Commonwealth, 

among which are included Porter's Mottets and the Psalterium 

Carolinum of John Wilson.45 Much of Davey's book consists 

40. Ibid., 199. 

41. Porter, ojo. cit. 

42. Braithwaite, William. Siren coelestis. London, 1638. 
This was actually an edition of an earlier German publi-
cation, Victorinus, Georg. Siren coelestis duarum, 
trium et quatuor vocum, quam novavit e principibus, 
etiam nec dum Vulgatis auctoribus legit, pro temporum 
dierumque, festorum diversitate concinnavit, organis 
item accommodavit, et in lucem dedit Georgius Victorinus 
musicae ad D. Michaelis & S. Nicolai PraefectusT 
(Munchen: A. Berg, 1616). 

43. Child, ojo. cit. 

44. Ibid., 262-263. 

' ' 274-275. Wilson, John. Psalterium Carolinum: 
The Devotions of His Sacred Majestie in His Solitudes 
and Sufferings, Rendered into Verse: Set to Musick for 
— y ° l c e s a n (3 an Organ, or Theorbo, . . . (London: 
Printed for John Martin and James Allestrey, and are to 
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self-admittedly of a "record of facts," but he manages to 

convey some of the general character of life in England at 

this time, especially in his section exonerating the 

Puritans of any general dislike of music.46 Purcell's sacred 

songs for the Henry Playford publication Harmonia sacra are 

referred to by Davey as "pieces," and no mention is made of 

the milieu in which they would have been sung. " Harmonia 

sacra is also described in Davey's short discussion of Henry 

Playford and his publications. 4(* 

Sir C. Hubert H. Parry reproduces three examples from 

William Child s First Sett of Psalms in trying to demon-

strate that Child's "Choice Psalms" are 

a kind of intermediate standard between the 
"verses; above mentioned in the verse anthems by 
Byrd, Gibbons, Ward, and Morley and other 
Elizabethans, and the more familiar verse anthems 
of the Restoration.49 

be sold at the Bell in St. Pauls Church-yard, 1657). 

46. This predates Percy Scholes* longer and more thorough 
study, The Puritans and Music in England and New 
England, A Contribution to the Cultural History~of Two 
Nations (London: Oxford University Press, Humphrey 
Milford, 1934). 

47. Davey, op. cit., 360. 

48. Ibid., 330. 

49. C. Hubert H. Parry, The Music of the Seventeenth 
Century, Vol. Ill of The Oxford History of Music, ed. 
dward J. Dent, 2nd ed. London: Oxford University 

P J e ^ ' i i ? 3 8 ' J??' f a r r Y . h a s perhaps confused the title 
, Publication with the Choice Psalmes of Henrv 

and William Lawes. The second edition of Child's First 
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To say that there is no connection between Child's psalms 

and the early and late seventeenth-century verse anthem 

would be incorrect, but Parry does not really consider their 

devotional function and the domestic setting for which they 

were composed. 

Ernest Walker, a later historian of British music, in 

writing of "Purcell and His Contemporaries," actually 

devotes about three pages to Purcell's sacred songs and 

part-songs for domestic devotional use.so Among some histo-

rians of English music the psalters of William Child, Henry 

and William Lawes, Walter Porter, and John Wilson are men-

tioned, though without any extended discussion of the music 

or the milieu in which these psalms were performed. Percy 

M. Young, in his fairly recent survey of English music 

history, gives "private sacred music" a brief mention in his 

discussion of the sacred music of Matthew Locke and Henry 

Purcell.^1 

Among general historians of sacred music in England, 

Peter Le Huray is the only one to devote any considerable 

W a S r e n a m ! ? Choise Musick to the psalmes 
of David for 3 voices with a continuall base~ilther for 
the organ or theorbo (London: John Playford, 1656). 

5°. Ernest Walker, A History of Music in England, 3rd ed., 
rev. & enlarged by J.A. Westrup (O^foIdT—it the 
Clarendon Press, 1952), 192-193. 

5 1' y S S ? ^°Un?' - H i 5 t o r r ^ British Music (New 
York. W.W. Norton & Co., Inc., 1967), 233, 262. 
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space to the subject of devotional song. The title of his 

study, Music and the Reformation in England, allows for the 

inclusion of a non-liturgical genre such as devotional 

music, and his final chapter, "For . . . such as delight in 

musicke," surveys domestic sacred vocal music from the anon-

ymous XX Songs of 153052 up to Walter Porter's 1657 publi-

cation, Mottets of Two Voyces.53 

Christopher Dearnley, however, in his history of 

English Baroque sacred music, warns the reader that 

No mention is made in this summary of the many 
sacred songs that were written for domestic use. 
A long tradition of singing 'divine hymns' in the 
home was maintained right through the seventeenth 
century, for which most leading composers supplied 
their 'choice psalms,' solo airs and dialogues. 
Continued in the following century in the private 
practice of psalmody, the tradition still survives 
today in the passive pursuit of watching hymn 
singing on television . . .54 

Kenneth Long's survey of English church music occasionally 

contains mention of the existence of devotional music and 

its milieu, but one can really not expect more since his 

52. XX Songs (London, 1530). 

53. Peter Le Huray, Music and the Reformation in England 
1549-1660 (London: Herbert Jenkins, 1967) "chapter 11, 
370-402. Appendix I, pp. 403-405, is a list of printed 
books containing devotional music. 

54. Christopher Dearnley, English Church Music 1650-1750 in 
Royal Chapel, Cathedral, and Parish Church (London: 
Barrie & Jenkins, 1970), 177. 



23 

subject is defined in the title as church music.55 

Historians of the whole field of English song have been 

hardly more generous to the genre of devotional song. The 

otherwise quite useful bibliography of Day and Murrie by 

design includes only publications of secular song, though 

the occasional sacred song which has been published in an 

otherwise secular anthology manages to be included in their 

compilation.56 

Ian Spink's survey of English song from Dowland to 

Purcell contains occasional references to sacred songs, but 

he avoids discussing their f u n c t i o n . H i s main object seems 

to be to discuss song as a broad genre, with the bulk of his 

emphasis on secular song. He does not completely ignore 

sacred song, but he gives the genre only a passing glance in 

several instances. The recreational milieu of sacred song 

is mentioned in the chapter on catches and glees, where 

55. Kenneth R. Long, The Music of the English Church (New 
York: St. Martin's Press, 1971). 

56. Cyrus Lawrence Day and Eleanore Boswell Murrie, English 
Books, 1651-1702, and Their Publishers (London: 

Printed for the Bibliographical Society at the 
University Press, 1940). The several editions cited of 
John Playford's Introduction to the Skill of Musick 
feature several psalms sung to the common tunes as part 
° . .f i n s t r uction on how to sing. Three "Hymns to the 
Trinity" by Henry Lawes are included in The Second Book 
o£ Ayres and Dialogues for One, Two, and Three Voyc^i— 

J°hn Playford, 1655), Day & Murrie, Nos. 
3295-3297, Collection No. 8, 350-351. 

57. Ian Spink, English Song: Dowland to Purcell (New York-
Charles Scribner's Sons, 1974). 
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sacred catches by Locke and others are cited as having been 

in the repertoire of the Old Jewry Catch Club. Biblical 

dialogues are touched upon in Spink's general discussion of 

seventeenth-century dialogues, but again they are not placed 

in the context of their function in society.58 The per-

forming milieu of the court and of the theatre are empha-

sized in the latter part of the book, so even Spink's 

mention of a few of Purcell's sacred songs does not stand 

out, and individual analysis of these songs, or comparison 

of them with secular songs does not occur. Lastly, devo-

tional song is not at all under consideration in Elise 

Bickford Jorgens' The Well-Tun'd Word: Musical 

Interpretations of English Poetry 1597-1651, the published 

version of her dissertation. Jorgens' interest is in the 

relationship of poetry to music, and she discusses this in 

the context of English secular song.59 

Several studies of individual composers reveal a 

58. For more on Biblical dialogues see Spink's article, 
vvS3i" /?®y®"tef?Jh:-?ntury Dialogues," Music & Letters 

ij ? a n d e sP e c i a l lY Basil Smallman, 
Endor Revisited: English Biblical Dialogues of the 
Seventeenth Century," Music & Letters XLVI (1965), 
137-145. In addition, the Biblical dialogues of British 
Library Add. MS 11608 are discussed in James C.B. Fogle, 
ocal Music oji Seventeenth-Century England as Reflected' 

in British Museum MS Add. 11608 (Ph.D. diss^Itation, 
University of North Carolina, 1979). 

59. Elise Bickford Jorgens, The Well-Tun'd Word: Musical 
Interpretations of English Poetry, 1597-1651 
(Minneapolis: University of Minnesota Press, 1982). 
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similar reluctance on the part of musicologists to 

investigate the genre of devotional song. Henry Bryce 

Jordan, in writing about Pelham Humfrey, remarks that 

"Sacred songs of this period were probably used in private 

devotions. There seems to be little or no precedent for the 

genre prior to the Restoration."6o The research of this 

writer and the researches of many other scholars give evi-

dence that this is not so. Whether one is referring to 

songs scored for one solo voice, or two or three solo 

voices, the publications and manuscripts from the late six-

teenth century to the Restoration give the lie to Jordan's 

assertion, as will be demonstrated in this dissertation. 

The only full-length study of John Blow, to my 

knowledge, is the 1947 dissertation of Henry Leland 

Clarke.6i Clarke takes care to devote a little space to the 

Divine Hymns and Dialogues," in order to be comprehensive 

in his study of the works of Blow, and he adds certain facts 

to our knowledge and appreciation of these sacred songs, 

especially with regard to textual matters, but he stresses 

that the musical style is the same as the style of their 

60. Henry Bryce Jordan, The Life and Works of Pelham Humfrey 
(Ph.D. dissertation, University of North Carolina, 1956) 

61. Henry Leland Clarke, John Blow (1649-1708): Last 
Composer of an Era (Unpublished Ph.D. dissertation, 
Harvard University, 1947). 
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secular counterparts.6 2 clarke ultimately deals with the 

genre by stating that 

any detailed consideration of the music of the 
"divine hymns and dialogues" would impinge upon 
the next chapter, which deals with the style, 
background, and text interpretation of Restoration 
songs and dialogues in general. It will therefore 
be well to confine the present discussion of the 
works in hand to their one distinctive feature, 
their devotional texts. 

Henry Purcell's outstanding contributions to the genre 

of devotional song have not received any serious discussion 

from any writer despite their acknowledgement of his genius 

in this repertoire. Franklin B. Zimmerman does not, in his 

biography of Purcell, discuss the composer's compositional 

process or musical style.63 It would seem from Zimmerman's 

book that his research on the chronology of Purcell's compo-

sitions for Harmonia sacra was not very fruitful, for he 

makes only suppositions about the periods in Purcell's life 

when he might have been composing these pieces. While 

Zimmerman does not really describe the milieu in which 

Purcell s devotional songs might have been performed, he 

does include a short but worthwhile mention of the "doctrine 

of the affections" as applied to sacred song by quoting at 

62. Ibid., 287 

63. Franklin B. Zimmerman, Henry Purcell: His Life and 
Times, 2nd rev. ed. (Philadelphia: University of 
Pennsylvania Press, 1983). 
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length from Henry Playford's preface to Harmonia sacra while 

contrasting it with a similar statement from Roger North on 

the general idea of raising the passions through music.64 

Jack Westrup's classic study of Purcell is a short but quite 

comprehensive survey of both the composer's life and works. 

Considering the brevity of the book, Westrup seems generous 

an the amount of space he has devoted to Purcell's sacred 

songs. In about two pages he manages to provide a graphic 

description of the musical style of these songs while citing 

five of them. 

Both Joan Bicknell and Katherine Rohrer, in their dis-

sertations, do not entirely neglect Purcell's sacred songs, 

but the majority of songs cited by them are secular.66 

Interestingly, Nigel Fortune, in his article, "The Domestic 

Sacred Music [of Purcell]," treats only the sacred part-

songs and completely ignores Purcell's "divine hymns and 

dialogues," the more dramatic solo devotional songs such as 

those in Playford's Harmonia sacra, published in two volumes 

6 4• I b i d - ' 142-144. 

65. Jack Westrup, Purcell (London: Dent, 1938; New York-
Collier Books, 1967), 191-192. 

6 6. Joan Colleen Bicknell, Interdependence of Word and Tone 
F u r g e 1 1 f P h — Stanford 

^ = " > £ i ^ S r ^ E ^ i f r f f s f i e l T s 
UnXversi^y, TPhTlX dissertation^ 
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in 1688 and 1693.67 

Another kind of cavalier treatment accorded the genre 

of devotional song results in its misappropriation to a 

wrong category. We have already seen this in Bukofzer's 

mention of devotional song under the heading of "Anglican 

Church Music."68 A similar misappropriation can be seen in a 

study whose subject is music mostly of a slightly earlier 

style period, Elizabethan Music and Musical Criticism, by 

Morrison Comegys Boyd.*9 Boyd, in his Chapter Three, lumps 

all music with sacred texts under the category of "Music 

Sung in Church, except for the publications of metrical 

psalms, which he says were meant for "personal or recrea-

tional use."7o 

Louis Benson, in his study of the English hymn, treats 

primarily of the words and not the music.7i Or would it 

better to say that he discusses the hymn as a complete 

67. Nigel Fortune, "The Domestic Sacred Music [of Purcell]," 
in Essays on Opera and English Music in Honour of Sir 
Jack Westrup, ed. Frederick Sternfeld, Nigel FoItuH^-

and Edward Olleson (Oxford: B. Blackwell, 1976), 62-78. 

68. Bukofzer, op. cit., 198. 

69. Morrison Comegys Boyd, Elizabethan Music and Musical 
£riticism, (Philadelphia: Pennsylvania Paperback, 
University of Pennsylvania Press,1974). 

70. Ibid., 38. 

71. Louis F. Benson, The English Hymn: Its Development and 
Use in Worship (New York: Hodder sfstoughtonT Georii~H. 
Doran Co., 1915). y 
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entity without really considering the music, just as 

musicians often think of hymns, and identify them by their 

texts while really thinking only of the tune. Benson treats 

devotional poetry as a phase between metrical psalmody and 

the congregational hymn, and thus, since he does not mention 

music, devotional song as a genre is not considered.72 

Some exceptions can be found to this general neglect of 

devotional song. As mentioned above, Peter Le Huray devotes 

a whole chapter to the subject of devotional music up to the 

Restoration.73 The only long study which focuses specifi-

cally on the genre of seventeenth-century English devotional 

song as the above-cited dissertation by Ronald Eugene 

Anderson This is a survey of devotional song, through its 

printed sources, from the Reformation to the eve of the 

English Civil War. Thus, a lacuna remains for the study of 

devotional music of the second half of the seventeenth 

century. 

Joe Melvin Zimmerman's study of William Child includes 

a complete edition of Child's First Sett of Psalms. 

Ironically, however, Zimmerman does not give any space to a 

discussion of the uses to which these psalms were put.75 T h e 

7 2• Ibid., 63-72. 

73. Le Huray, og. cit. 

74. Anderson, ojo. cit. 

75. Joe Melvin Zimmerman, The Anthems and Psalm Settings of 
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long title of Child's publication expressly states that the 

psalms were "fitt for private chappells, or other private 

meetings. . .- Don Franklin, however, provides a more 

extensive discussion of devotional songs and their use in 

the seventeenth century, even though William Turner, the 

subject of his dissertation, wrote very few.76 He sees the 

devotional song as a catalyst in the development of the 

Restoration verse anthem, of which Turner was an exponent. 

Murray Lefkowitz devotes about half of his chapter on 

William Lawes' "Religious Music" to the publication Choice 

Psalmes, which contained works by both William and Henry 

Lawes. 7 7 The musical style of the psalms is analyzed gen-

erally with specific examples cited for support. Lefkowitz 

also discusses aspects of thorough-bass practice in England 

during the years leading up to the Interregnum. Henry Lawes 

also has been honored with a monograph by Willa M. Evans, 

though the emphasis in her book is more literary than 

musical.7s Evans briefly mentions Henry Lawes's 1638 col-

lection, A Paraphrase Upon the Psalmes of David, giving a 

76. Oscar Don Franklin, The Anthems of Willi™ fn r n°r fvh n 
dissertation, Stanfo^UniversitJT 1967) T u r n e r ( P h' D-

77. Lefkowitz, OJD. cit. , Chapter X, 235-258. 

7 8' Poet J ?New UYork V a nThe HMod Z L ^ e S ' M u s i c i a n and Friend of 
America • ^ f Modern Language Association of 
America, London: Oxford University Press, 1941). 
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general idea of the musical style.79 she even titles Chapter 

Ten "Choice Psalmes 1648," but the discussion in the chapter 

focuses more on the history of the publication, the dedi-

catory poems, the psalm texts, and other matters rather than 

on the music.8 0 

George Jeffreys (1610-1685), a composer of many devo-

tional songs, received attention at about the same time from 

two different scholars. Peter Aston completed his disser-

tation on Jeffreys in 1970,si and an article, "Tradition and 

Experiment in the Devotional Music of George Jeffreys." 

This latter was very useful in that it was really one of the 

few studies of an individual composer to focus on the genre 

of devotional song.82 similarly, Kenneth Bergdolt, writing 

circa 1976 on Jeffreys' sacred music, did not ignore the 

composer's considerable output of Latin and English devo-

tional songs, though he really does not discuss the social 

and performance milieu of this repertoire.83 

79' (L™donaW?638T F T P h r a S e ^ ^ Psalmes of David ^onaon, 1638). Evans, OJD. cit. , 141-144. 

80. Ibid., 171-185. 

32 • ee s s: sionai 
M u s i c a l Association XCIX (1972-73), 105^115: 

83. Bergdolt, The Sacred Works of George Jeffreys 4 
1976). dissertation^University of~CincTnnafT^' 4 
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That music, poetry, and religion should have been 

united in such a meaningful and significant way was one of 

the glories of English culture in the seventeenth century. 

Devotional song had begun to flourish even before Elizabeth, 

and in its generic character it has been defined as intended 

for domestic use, not for use in public liturgical worship. 

These sacred songs were composed in diverse musical styles 

and for sundry performance media, but as mentioned above the 

focus will be on works for one to three solo voices with 

continuo accompaniment dating from 1638 to 1693. 

The music of the Stuart age can be considered "English 

Baroque" because it was during this time that, in spite of 

foreign influences, an English musical idiom with certain 

traits common to the Continental hallmarks of Baroque style 

developed, with Purcell•s music at its apex. Italian monody 

and French musical styles had made their inroads, but not 

until the early eighteenth century did foreign musicians 

establish a hegemony over English musicians and musical 

style. It has been seen that the terminology of the seven-

teenth century was inexact and vague, and that even today's 

scholars are specific neither about nomenclature, nor about 

what constitutes a devotional song. Further, few writers 

have given much attention to the social setting of devo-

tional song and its relationship to other musical develop-

ments of the time. This situation has come about largely 
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because of the tendency of historians to emphasize external 

events rather than giving any consideration to the inner 

life of a society, and the corresponding tendency of musi-

cologists writing on the Baroque era to give more attention 

to music of a public nature and function. In Baroque 

studies, this can be seen in the emphasis on opera, ora-

torio, and the concerto. Although most music in the seven-

teenth century was privately sponsored and supported, much 

of at was composed for occasions which presupposed an 

audience comprising more than just a few people. Opera, 

oratorio, and concerto are important musical forms which 

rightly demand the student's attention but often at the 

expense of investigating smaller and more introspective 

genres such as the chamber cantata, the trio sonata, and the 

devotional song. 
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Chapter II 

THE HISTORICAL AND RELIGIOUS CONTEXT FOR SEVENTEENTH-CENTURY 

ENGLISH DEVOTIONAL SONG 

The turbulence and instability of England's political 

•̂nd religious life throughout the seventeenth century had 

definite effects upon the kind of music composed, its func-

tions, and its styles. One such outgrowth of this turbu-

lence—the same configuration of events and trends which 

gave impetus to the multifarious social changes and cultural 

growth both in England and on the Continent—was the devo-

tional song. A summary of some of these events and trends 

will help in understanding certain developments in the coun-

try s musical life as they relate to devotional music. 

There was a studied attempt by Christians in sixteenth-

and seventeenth-century England to halt the progressive hold 

of pagan and secular literature and world views on men's 

minds and hearts. The continuing discovery of manuscripts 

of ancient Greek and Roman literature and philosophy had 

kindled in many learned men an interest in, a nostalgia for, 

and a desire to emulate these ancient pagan cultures. At 

the same time, men's minds began to consider the humanity of 

Christ and the edification of mankind in this world as well 

as the next, thus beginning a subtle drifting away of 

thoughts from God. Classical literature became more widely 

available through the invention of movable type, and a 
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process began which included (1) the translation of this 

literature, (2) the attempt to emulate it in style and subs-

tance (introducing pagan gods and demi-gods even into 

Christian poetry), and (3) the fashioning of a new liter-

ature based on these pagan classics.i 

It was seen by many throughout Europe that the elements 

and techniques of pagan literature and arts could be of use 

in combatting these secularizing influences by substituting 

Christian content so that no one would take Christians 

captive through hollow and deceptive philosophy, which 

depends on human tradition and the basic principles of this 

world rather than on Christ."2 Most of the educated cru-

saders might have agreed with the following words written by 

Thomas Nashe to Lady Elizabeth Carey, the dedicatee of his 

1593 publication Christs Tears over Jerusalem. 

Unworthy are wee of heavenly knowledge, if we 
keepe from her any one of her hand-maydes. 
Logique, Rhetorique, History, Philosophy, Musique, 
Poetry, all are the hand-maides of Divinitie. She 
can never be curiously drest, or exquisitely 
accomplisht, if any of these be wanting.3 

A line can be traced in this movement, from England 

1. Lily B. Campbell, Divine Poetry and Drama in 

Press0nBerkelevrI ~ . ( C a m b r i d9 e : At the University 
Prlss,' 1959K <5. A n <? e l e s: University of California 

2. Colossians 2:8. 

3. Quoted in Campbell, OJD. cit., 6. 
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back to the Florentine friar, Girolamo Savonarola, who 

stirred the hearts and consciences of many in the last 

decade of the fifteenth century. He attacked corrupt clergy 

by saying that they 

tickle men's ears with talk of Aristotle and 
Plato, Virgil and Petrarch, and take no concern 
for the salvation of souls. Why, instead of 
expounding so many books, do they not expound the 
one Book in which is the law and spirit of life.4 

Although Savonarola advocated the Bible as the guidebook to 

life, he also allowed that there were some of the pagan 

writers who stressed good deeds and a virtuous life, and 

these writers were later included for their uplifting and 

moral character along with the Greek and Latin Christian 

texts in university curricula. 

Savonarola demonstrated an early use of music to combat 

these unholy influences. In 1497 and 1498 he staged a 

Burning of the Vanities," a celebration counter to the 

Florentine carnivals and pageants whose canti carnasc-

ialeschi were their most characteristic musical features.^ 

Villari, Life and Times of Girolamo Savonarola, 
2nd ed., 2 vols., trans. Linda Villari (New York: 
Scribner and Welford, 1889), I, 179. 

^ 132-134. Burckhardt believes that a number of 
the more indecent texts of these songs were falsely 
attributed to Lorenzo de' Medici, the "Magnificent," 
(reg. 1469-1492) because the true writer preferred to 
remain anonymous. See Jacob Burckhardt, The Civilization 
of the Renaissance in Italy: An Essay, 4th ed., rev., 
trans. S.G.C. Middlemore (London: Phaidon Press Ltd., 
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Savonarola's musical weapon against these often obscene car-

nival songs were his laudi spirituali, contrafacta con-

sisting of the melodies of the canti, but with Christian 

words substituted. The Florentine monk is known to have 

influenced Martin Luther in his thinking,6 and probably also 

in Luther's own musical adaptations of secular songs. 

In England, Savonarola's influence was present both 

directly and indirectly in the taking of certain measures 

which formed the foundation for a wide-ranging Christian 

movement. The Bible was to be returned to as the source of 

all truth; only those pagan authors were read who by 

teaching and example stressed sound morals; and lastly, 

popular secular literary forms were adapted to carry 

Christian content.7 

At the time that Henry VIII broke with Rome in 1534, he 

had no intention of England's church being anything other 

than Catholic, with himself as its supreme head; but for 

some years the winds of reformation had been blowing across 

1951), 260. Interestingly, Lorenzo also wrote the texts 
to some laude spirituali, according to William F. Prizer 
^Lauda spirituale. 2. Polyphonic" The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), X, 540-543. See also 
Frank A. D Accone, "Canti carnascialeschi," The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), III, 721-723. 

6. Campbell, o£. cit., 12. 

7. Ibid., 13. 
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the Channel, first through the Oxford Reformers (Colet, 

Erasmus, and More), and later at Cambridge through Tyndale, 

Coverdale, Cranmer, and Latimer. Some time in 1496 John 

Colet returned from Italy, where he had come in contact with 

the new learning of the Renaissance. While it cannot be 

proven that he met Savonarola in Italy, it is evident that 

Colet imbibed many of the reforming monk's ideas. In 1497 

Colet delivered his lectures on St. Paul's epistle to the 

Romans at Oxford. Colet aimed to discuss the Scriptures in 

a realistic, literal way, unlike the prevailing method of 

the scholastics, who emphasized the allegorical mode of 

Biblical interpretation. Colet's method, it goes without 

saying, was a radical departure from what had been standard 

at Oxford for many years. Colet began an association with 

Thomas More and Erasmus. 

Erasmus, during his 1499 visit to England, had met and 

had become friends with Thomas More and John Colet, and it 

was under the latter's influence that Erasmus decided to 

dedicate his humanistic talents to the cause of Christ. He 

made a new Latin translation of the New Testament to compete 

with the Church's authorised text, and in his preface he 

advocated making it available for men to read in their own 

languages. At the same time, Erasmus was editing the works 

of St. Jerome, and in his book Paracelsus he recalled 

Jerome's description of his "little villa of Christ" and his 
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opinion of psalm singing. The Dutch scholar wrote, in the 

words of William Roye's 1529 English translation, that 

"beynge of the same oppynon and mynde which saynte Hierome 

was of," he would be glad if it could be 

that the ploughman holdynge the plough dyd synge 
somwhat of the mystycall Psalmes in his owne 
mother tonge yea and yf the wever, syttyng at his 
worke, dyd synge somewhat of the gospell, for his 
solace and comforte in his labours & moreover yf 
the mayster of the shyppe, syttynge faste at the 
sterne, do synge also somewhat of the same and for 
to make an ende yf the wedded wyfe, when she 
sytteth at her dystaffe, have some companyon, or 
kynneswoman nere unto her which doth reade and 
reherse somewhat herof unto her.8 

Erasmus, in his turn, was paraphrased by Myles 

Coverdale in his address to "the Christian reader" which 

prefaced his book of Goostly Psalms and Spirituall Songes. 

0 that men's lips were so opened, that their 
mouths shew the praise of God! Yea, would God 
that our minstrels had none other thing to play 
upon, neither our carters and ploughmen other 
thing to whistle upon, save psalms, hymns, and 
such godly songs as David is occupied withal! And 
if women, sitting at their rocks, or spinning at 
the wheels, had none other songs to pass their 
time withal, than such as Moses' sister, Glehana's 
[Elkanah's] wife, Debora, and Mary the mother of 
Christ, have sung before them, they should be 
better occupied than with hey nony nony, hey troly 
loly, and such like phantasies.9 

8. Quoted in ibid., 18-19. 

9. Myles Coverdale, Ghostly Psalms and Spiritual Songs, in 
Remains of Myles Coverdale, Bishop of Exeter, ed. George 
Pearson as Vol. XIV of The Parker Society (Cambridge: 
University Press, 1846), facs. edition (New York: 
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Coverdale was Bishop of Exeter and, like Luther, a 

former Augustinian monk; his English translation of the 

whole Bible, finished in 1535, was the first to be pub-

lished, though it was never officially sanctioned. 

Coverdale's Goostly Psalms and Spirituall Songes contained 

many adaptations of Lutheran tunes and texts, with which he 

had become acquainted when he worked with William Tyndale in 

the latter's Hamburg exile. Moreover, while in Germany 

Coverdale had visited Luther in Wittenberg.10 

The Lutheran influence receded, however, during the 

short reign of Edward VI (1547-1553) because the boy king's 

chief advisers were oriented toward Geneva. The followers 

of Martin Luther accepted the use of any Christian text, 

whether Scriptural or non-Scriptural, for use in church 

music, and encouraged the full range of art music to worship 

God. The Calvinists, on the other hand, restricted the 

texts of their church music to psalms and canticles since 

they believed that only the words of the Bible were fit to 

be sung in churches; further, they did not allow the use of 

musical instruments and elaborate polyphony in their worship 

Johnson Reprint Corporation, 1968), 537. 

10. Le Huray makes the point that Henry VIII at this time 
was "considering an alliance with the Lutheran states." 
Peter Le Huray, Music and the Reformation in England 
(London: Herbert Jenkins, 1967), 371. Another col-
lection, containing both sacred and secular songs, the 
first music printed in England, was the XX Songs, anony-
mously published in 1530. Ibid., 370. 
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services. 

Under Calvinist influence, the singing of metrical 

psalms became very widespread in England. Many courtiers 

had already begun fashioning sacred poetry and psalms as 

early as the reign of Henry VIII. During the reign of 

Edward VI, a "grome of the kynge's Majesties roobes," and 

Gentleman of the Privy Chamber, Thomas Sternhold, published 

with the encouragement of the young King Edward a small col-

lection of psalms in English meter in 1549.11 

None of these metrical psalms had music with them, and 

none did until 1556, when the psalter, now enlarged with 

psalms translated by John Hopkins and William Whittingham, 

and furnished with simple monophonic tunes, was published by 

the Genevan exiles who had fled from Queen Mary (reg. 

1553-1558), who did not eschew the force she thought nec-

essary to re-establish Roman Catholicism as the state 

religion. While the English exiles were in Geneva they 

became familiar with the Huguenot psalter and soon set about 

making their own English version using some of the French 

tunes, resulting in the first Anglo-Genevan psalter.i2 

11. This was the same year that Edward passed the Act of 
Uniformity. 

12. One and Fiftie Psalmes of David in Englishe Metre, 
Wherof .37. were made by Thomas Sterneholde: and the 
Rest by Others; Conferred with the Hebrewe, and in 
Certeyn Places Corrected as the Text and Sens of the 
Prophete Required. . . . (Geneva: Iohn Crespin, 1556) 
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Finally, in 1562, the London publisher John Day brought 

out The Whole Booke of Psalmes, containing 151 metrical ver-

sions of the psalms (Ps. 51 was done twice.), along with 

nineteen hymns.13 Sternhold and Hopkins' psalter, which 

became known as the Old Version, became the standard 

metrical psalter, used for both public and private worship, 

for the next one hundred and thirty years. The ballad, or 

common meter, in which most of the psalms were set, is not 

of a high artistic standard when viewed in light of what was 

to come in English poetry of the late sixteenth and early 

seventeenth centuries, and yet, for its time, it was con-

sidered to be on a level with the best. 

William Forrest, a Catholic who was later a chaplain to 

Queen Mary, also fashioned some metrical psalms (which were 

not published until the nineteenth century), and in his ded-

ication to the Duke of Somerset, Protector to King Edward, 

he mentioned how court music had changed for the better 

during this time. Sternhold was singled out for praise by 

Forrest because he had published the psalms.i4 Many other 

psalm translations were made throughout the sixteenth and 

early seventeenth centuries, either for public use or for 

13. The Whole Booke of Psalmes, Collected into Englysh metre 
by T. Starnhold 1̂ . Hopkins & others: conferred with the 
Ebrue, with apt Notes to synge them with . . . (London: 
John Day, 1562). 

14. Campbell, o£. cit., 43-44. 
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the private comfort of a noble or royal dedicatee, the most 

poetically noteworthy being those now-lost psalms of Edmund 

Spenser, and those of Sir Philip Sidney and his sister Mary, 

Countess of Pembroke. The most musically noteworthy were 

Archbishop Matthew Parker's psalter,15 which featured nine 

tunes by Thomas Tallis,16 and the psalm settings contained 

in William Byrd's three publications of 1588, 1589, and 

1611.17 

When Elizabeth became queen the Genevan exiles 

returned, but they found that the new queen's reforms and 

her style of Protestantism did not go far enough from Rome 

for them. Elizabeth's own taste in worship was rather 

ornately liturgical in character, and included the use of 

full choirs and organ in elaborate polyphonic music. These 

radical Protestants began to organize and agitate for 

further purification of the Church of England, and thus the 

15. Matthew Parker, The whole Psalter translated into 
English Metre, which contayneth an hundred and fifty 
Psalmes . . . (London: John Daye, Cum gratia et privi-
legio Regiae Maiestatis per Decennium, n.d. <}:ca. 1567 or 
81 ) . 

16. The tunes are transcribed in Morrison Comegys Boyd, 
Elizabethan Music and Musical Criticism (Philadelphia: 
Pennsylvania Paperback, University of Pennsylvania 
Press, 1974), 45-52. 

17. William Byrd, Psalmes, Sonets and Songs of Sadness and 
Pietie . . . (London: Thomas East, the assigne of 
William Byrd, 1588); Songs of Sundrie Natures . . . 
(London: Thomas East, 1589); Psalmes, Songs, and 
Sonnets . . . (London: Thomas Snodham, assigne of 
William Barley, 1611). 
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Puritan party came into being.i8 

in spite of this potential for strife, Protestants were 

able to live in relative harmony, while Catholics now bore 

the brunt of persecution. Many English Roman Catholics had 

chosen exile on the continent rather than face curtailment 

of their freedom to worship and possible death, while others 

remained in their native land, attending clandestine cele-

brations of the Mass. English schools, convents, and theo-

logical colleges sprang up on the Continent, particularly at 

Douai, Rheims, and Antwerp. The Jesuits strove militantly 

at this time to recapture England for Rome, and several of 

their missionaries, along with other recusants, lost their 

lives during Elizabeth's reign. The defeat of the Spanish 

Armada in 1588 and the Gunpowder Plot of 1605 were events 

which had the effect of equating Catholicism with inimical 

foreign powers in the minds of most Englishmen. 

Edmund Campion, one of the Jesuit missionaries martyred 

during this time, was eulogized by William Byrd in, "why do 

I use my paper, ink and pen?,- a consort song from his 1588 

18. Although there were major differences in +-
of worship among English Protestant-* +-£ ^ externals 

Scripture with its I t ' e suPremacy of 

England ^ F i ^ r i f ' p r ^ ^ r S s ^ ^ ! l S t o ^ d ° f 
_ 2 _ _ ^ 1 6 0 3 Z 1 7 1 4 (London: Longman GrSuF7S5ited7 
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collection Psalmes, Sonets and Songs of Sadness and Pietie. 

Byrd was one of those Catholics who remained in England, and 

it is well known that he managed to maintain his position in 

the Chapel Royal and compose music for the Anglican service. 

Although Byrd and his family were persecuted comparatively 

mildly recusancy,*9 he eventually removed himself to East 

Anglia, where he lived in the country among other Catholic 

families.20 In addition to his devotional consort songs in 

19. See Edmund H. Fellowes, William Byrd, 2nd ed. (London: 
Oxford University Press, 1948), 36-46. 

20. Byrd was friends with, among other gentlemen, Edward 
Paston, member of a distinguished Norfolk family, and a 
Catholic gentleman who had withdrawn to his country 
home, Appleton Hall, some time after the 1570's. Here 
he could with less danger practice his religion and give 
more time to his favorite pastimes, poetry and music. 
He had a passion for copying music, and it is thanks to 
his efforts (or the efforts of his personal scribes) 
that we have some of the consort songs of William Byrd 
later published in vocal versions in Psalmes, Sonets, 
and Songs of Sadness and Pietie, his 1588 anthology. 
See Philip Brett, "Edward Paston (1550-1630): A Norfolk 
Gentleman and His Musical Collection," Transactions of 
the Cambridge Bibliographical Society IV (1964), 51-69. 
The most important of these Paston manuscripts, con-
taining devotional consort songs from the 1588 volume, 
are London, British Library Add. MSS. 29401-5, Egerton 
MSS. 2009-12, and Tenbury MSS. 1469-71. In addition, 
from Paston*s scribes came twelve anonymous consort 
songs, which have since been identified as having been 
composed by William Byrd. See Philip Brett and Thurston 
Dart, "Songs by William Byrd in Manuscripts at Harvard," 
Harvard Library Bulletin XIV (1960), 343-365. Presence 
of devotional consort songs among the many other types 
of works indicates that they might have been used in a 
devotional context at Appleton Hall. Furthermore, many 
of the songs are arranged for solo voice with lute 
accompaniment, a process which made them useful for 
individual devotions. This Paston lute-book, dating 
from around 1600, is presently housed in the British 
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English,21 Byrd also published a number of Latin motets,22 

those of especial interest being contained in his two books 

of Gradualia, published in 1605 and 1607.23 These motets 

Library as Add. MS. 31992. 

21. Psalmes, Sonets and Songs of Sadness and Pietie (London, 
1588), Songs of Sundrie Natures (London, 1589), and 
Psalms, Songs, and Sonnets (London, 1611). The earliest 
collection, Psalms, Sonets, and Songs of Sadness and 
Pietie, is not, on the face of it, an anthology of 
consort song, for the partbooks are assigned to voices. 
But upon reading Byrd's Epistle to the Reader, we see 
the matter in a different light: 

Benigne Reader, heere is offered unto thy courteous 
acceptation, Musicke of sundrie sorts, and to 
content divers humors. If thou be merrie, heere 
are Sonets. If to lament for thy sinnes, heere 
are songs of sadness and pietie. If thou delight 
in Musicke of great compasse, here are divers 
songs, which being originally made for Instruments 
to expresse the harmonie, and one voyce to pro-
nounce the dittie, are now framed in all parts for 
voyces to sing the same. 

In each song Byrd has labelled one voice "the first singing 
part," thus indicating which one has the tune, and which 
are the accompanying voices. 

22. Cantiones, quae ab argumento, sacrae, vocantur . . . 
(London: Thomas East, the assigne of William Byrd, 
1575). These were thirty-four motets, seventeen by Byrd 
and seventeen by Thomas Tallis, published by them as a 
joint venture under their royal monoply on music pub-
lishing. Byrd alone published two more books of motets: 
Libel: primus sacrarum cantionum quinque vocum . . . 
(London: Thomas East, the assigne of William Byrd, 
1589), and Liber secundus sacrarum cantionum quinque 
vocum . . . (London: Thomas East, the assigne of 
William Byrd, 1591). 

23. Byrd, William. Gradualia, ac cantiones sacrae, quinis, 
quarternis, trinisque vocibus concinnatae [liber primus] 
. . . (London: Thomas East, 1605), and Gradualia, seu 
cantionum sacrarum quarum aliae ad quatuor, aliae vero 
ad quinque et sex voces editae sunt, liber secundus . . 
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were intended for private domestic liturgical use, and were 

no doubt used in many Catholic households.24 

Queen Elizabeth I had had the gift of being to able to 

get what she wanted from the members of her Parliament while 

making them think that her ideas were their own. This com-

bination of charm and guile managed to make her reign as 

queen very successful and England seemingly stable, but it 

left the members of Parliament thinking of themselves as 

more powerful than they actually were. When the queen died 

in 1603, she did not provide a successor with her skill and 

personal magnetism. 

James VI of Scotland made his way from his homeland to 

become James I of England with an already formulated theory 

of the divine right of kings in his mind.25 A "free mon-

archy" to King James signified a regime in which he was free 

to decree and do whatever he pleased, and he was quite 

unprepared for the situation bequeathed to him by his pred-

(London: Thomas East, the assigne of William Barley, 
1607) . 

24. Jackman, James L., "Liturgical Aspects of Byrd's 
Gradualia," Musical Quarterly XLIX (1963), 17-37. 
Jackman refers to Gradualia as "a flexible collection, 
composed mainly of sectionally constructed motets that 
can be arranged and rearranged according to the litur-
gical requirements of the church year--a collection, 
that is, of Mass-motet elements, rather than of discrete 
pieces each inviolably whole in its own right." 

25. In 1598 he had set down his thoughts in his tract, The 
Trew Law of Free Monarchies. 
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ecessor. In 1603 the roles and rights of monarch and 

Parliament were not well defined, and much of the ensuing 

troubles of the century revolved around this ambiguity. 

When they considered their new king's Scottish 

Presbyterian background, the Puritans had high hopes of 

purifying the English Church of all traces of "Popery," but 

James chose instead to support the Church of England as 

Elizabeth had left it, with those Catholic liturgical 

customs which would later come to be identified with the 

name Anglican. James realized that his position as king was 

closely tied in with the maintenance of this state church 

with its hierarchy of bishops who held places in the House 

of Lords. Among the many remnants of Catholicism the 

Puritan wing wished to purge from the Church of England, the 

episcopacy was a prime one. 

Indeed, the whole structure of authority was in the 

process of being profoundly challenged, and Puritan ideas 

played no small part in this revolution. The doctrine of 

predestination, which was Calvinism's most characteristic 

feature, imputed a sense of self-worth, hope, purpose, and 

freedom to the person who believed himself to be one of 

God's elect. With no earthly authority between man and his 

Creator, it seemed that he could help further God's kingdom 

on earth through his observation of natural laws and the 

corresponding experimentation needed to implement the 
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changes which would bring this about.26 The Puritan thus was 

exhorted to study God's universe and discover its laws. 

Christopher Hill makes the point that Francis Bacon, the 

father of modern empiricism, was strongly influenced by his 

Puritan mother.27 

The Puritan concept of man's individual relationship 

with God, and the corresponding insistence on each man's 

ability to read and interpret Scripture for himself with no 

intervening authority, filled those in temporal and ecclesi-

astical authority with dread at the possible further conse-

quences. Those conservatives who had their orbit about the 

crown felt threatened by these new scientific ideas with 

their possible further ramifications in scepticism and by 

the revolt against traditional authority. Beginning with 

the unseating of the Pope as the head of the Church in 

England, the old authority and the old world views had begun 

to disintegrate. By the time of James I it seemed to many 

that their world was falling apart; nothing could be 

accepted with certainty any more since the usual authorities 

had been discounted. 

The end of the reign of James I (1603-1625) corresponds 

quite closely to the deaths of most of the great composers 

26. Christopher Hill, The Century of Revolution: 1603-1714 
(Edinburgh: Thomas Nelson and Sons Ltd, 1962), 92-93. 

27. Ibid., 94. 
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of the older generation— Byrd (1543-1623), Dowland 

(1563-1623), Bull (1563-1628), Coperario (ca. 1570-1627), 

Weelkes (ca. 1575-1623), and Orlando Gibbons (1583-1625). 

The vogue for the polyphonic madrigal tapered off, giving 

way to a resurgence of interest in the equally complex, but 

native art of the consort song. William Byrd's application 

of his genius to the consort song assured that the genre was 

raised to a new level of artistic achievement, and scholars 

like to think that it was Byrd's continued interest in this 

native art form (during the ascendancy of the madrigal and 

lute ayre) that made its eventual revival and continuance in 

the seventeenth century possible. Although he had shown his 

ability in composing madrigals, Byrd wrote relatively few, 

and had a penchant for more serious types of music. In 

fact, Henry Peacham noted in his handbook The Compleat 

Gentleman (1622), that the composer, "being of himself natu-

rally disposed to gravity and piety his vein is not so much 

for light madrigals and canzonets."28 It is possibly his use 

of viols with devotional song which laid the ground for 

their use in the consort anthem and for the consideration of 

28. Henry Peacham the Younger, The Compleat Gentleman: 
Fashioning Him Absolute in the Most Necessary & 
Commendable Qualities Concerning Minde or Bodie That May 
Be Required in A Noble Gentleman (London: Imprinted . 
. for Francis Constable and Are to Be Sold at His Shop 
at the White Lion in Paules Churchyard, 1622), No. 59 of 
The English Experience: Its Record in Early Printed 
Books Published in Facsimile (Amsterdam: Theatrum Orbis 
Terrarum Ltd.; New York: Da Capo Press, 1968), 97. 
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viols as instruments to be used in a serious context. 

Allied to this is the vogue for viol playing, which reached 

its zenith in Jacobean times, not to mention the taste for 

the melancholy, which pervaded various areas of life during 

the reign of James I.29 

Orlando Gibbons' First Sett of Madrigals and Mottets of 

5. Parts: Apt for Viols and Voyce (London, 1612), offers 

several examples of music and poetry which suit the temper 

of the age. One such work in Gibbons' anthology, "0 That 

the Learned Poets," is part of a lengthy poem, published in 

1601, called The Passions of a Discontented Mind. Another 

is his setting of the poem "What is our life?" (attributed 

to Sir Walter Raleigh) 

What is our life? a play of passion. 
Our mirth the music of division. 
Our mothers' wombs the tiring-houses be, 
Where we are dressed for this short comedy. 
Heaven the judicious sharp spectator is, 
That sits and marks still who doth act amiss. 
Our graves that hide us from the searching sun 
Are like drawn curtains when the play is done. 
Thus march we, playing, to our latest rest, 

29. Craig Monson, "Consort Song and Verse Anthem: A Few 
Performance Problems," Journal of the Viola da Gamba 
Society of America XIII (1976), 4-5. Some pertinent 
writings include Lawrence Babb, The Elizabethan Malady 
(East Lansing: Michigan State College Press, 1951); 
Edmund K. Chambers, "The Disenchantment of the 
Elizabethans," in Sir Thomas Wyatt and Some Collected 
Studies (London: Sidgwick & Jackson, 1933); Wilfrid 
Mellers, "La melancolie au debut du XVIIe siecle et le 
madrigal anglais," in Musique et poesie au XVIe siecle, 
Paris, 30 juin ^ £ juillet 1953 (Paris: Centre 
Nationale de la Recherche Scientifique, 1954), 153-168. 
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Only we die in earnest, that's no jest. 

In the Church of England, ceremony, ritual, and ornate 

polyphonic music were promoted in the Chapel Royal and the 

cathedrals, as were highly intellectual, ornate, and rhe-

torical preaching by the likes of Lancelot Andrewes and John 

Donne. Donne and the other poets who have since become 

known as "metaphysical," reflected some of this interior 

questioning in their poetry. 

Queen Elizabeth had died leaving the crown very much in 

debt, and the country as a whole was ravaged by inflation. 

James was in the weak position of being unable to live 

within his means and thus of being more and more dependent 

upon Parliament for revenues. The friction between King and 

Parliament was relatively minor until the outbreak of the 

Thirty Years' War, which directly involved one of James's 

own children, his daughter Elizabeth, who married the 

Lutheran Elector Palatine, Frederick V, in 1613.30 When 

Frederick, in 1618, accepted his election as King of 

Bohemia, thus foiling the attempts of the Catholic Hapsburgs 

to keep a Catholic monarch on the throne, Europe was set 

upon the course of the bloody Thirty Years' War. By this 

time James I had already annoyed Parliament and England by 

wanting to arrange a marriage between his son Charles and 

30. This alliance was the seed of the Hanoverian succession. 
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the Catholic Infanta of Spain. Parliament instead clamored 

for the King to lead an alliance of Protestant nations 

against the Catholic Hapsburgs. James's refusal led to the 

eventual dissolution of Parliament, but when his son's suit 

was rejected by the Infanta in 1624 he called a new 

Parliament and declared war against Spain; the king also 

sent some forces to assist the Protestant cause in Germany. 

This conciliatory action was only a temporary, cosmetic, 

gesture which did not truly heal the tensions between crown 

and Parliament. 

In this same year, Prince Charles married Henrietta 

Maria, daughter of France's Henri IV. Her presence at the 

English court was responsible for a number of changes in 

English life, not all of which proved to be salutary in the 

years to come. Whereas Elizabeth had been parsimonious 

about spending money on music, art, theatre, and other cul-

tural aspects of court life, James was much more lavish, and 

Charles and Henrietta Maria continued the trend. Henrietta 

Maria had brought to England not only her love of theatre 

and dance, but also her own French musicians--a sore point 

with the English musicians in court employ. One exception 

was the Englishman Richard Dering, who was brought over from 

Brussels to serve as organist in Henrietta Maria's Roman 

Catholic c h a p e l . D e r i n g ' s Latin motets for two or three 

31. Dering, as a Catholic, had migrated to the Continent 
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voices and continuo were accepted with enthusiasm by the 

members of the Stuart court, though none were published in 

England until 1662, after the Restoration.32 

Charles had continued his father's program of buying 

works of art for England, and in 1625 he sent his versatile 

servant, the artist and musician Nicholas Lanier, to Italy 

as a buyer of paintings.33 Lanier's contact with the Italian 

music was important for the development of an English 

monodic style, the process of which had begun somewhat 

earlier, and will be described in Chapter Six. The Caroline 

court was the locus of the great masques by such collabo-

rators as Ben Jonson, Inigo Jones, Henry Lawes, Lanier, and 

others. These spectacular amalgams of drama, dance, poetry, 

and music created a beautiful, fantastic world inhabited by 

the courtiers and their professional servants, and in many 

ways the masques were abettors in putting Charles, Henrietta 

Maria, and their courtiers out of touch with what was going 

on out in the world around them, and in the lives of their 

subjects. 

some years before, and was organist to the convent of 
English Benedictine nuns in Brussels. 

32. Richard Dering, Cantica Sacra, ad duas & tres Voces com-
posita, Cum Basso continuo ad Organum: Authore Ricardo 
Deringo Regiae Majestatis quondam Organistae (Londini: 
Typis Guil: Godbid pro Joh. Playford in vico vocato 
Inner Temple, apud quem prostant venales, 1662). 

33. See Ian Spink, "Lanier in Italy," Music & Letters XL 
(1959), 242-252. 
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At his death in 1625 James left his heir with a futile 

campaign in Spain and a multitude of unresolved tensions 

with Parliament. Charles I had neither the experience nor 

even the amount of understanding of his kingdom which his 

father had possessed. 

Historian Barry Coward sees four factors as major 

forces in the shaping of events which led up to the Civil 

War and the execution of the king. First, Charles was a 

devout Christian and a tender, conscientious family man, but 

he was reserved by nature, and had not the personality to 

relate to his subjects, nor to the current of public 

opinion. A second stumbling block was Charles' unwise 

dependence upon inept advisers and favorites, especially the 

despised parvenu, Buckingham, who warded off any of the 

king's other councillors who might have wanted to steer him 

another direction. Thirdly, England became more and more 

involved in warfare with both Spain and France, and Charles 

began to exercise his "royal prerogative" increasingly in 

order to obtain funds which Parliament was not willing to 

grant. 

Finally, Charles adopted the theological stance of 

Arminianism, which ran counter to the Calvinist views held 

by most of the nation.34 Arminianism was in effect seen as a 

34. Arminianism was a new theological development in 
England, and was based on the teachings of the Dutch 
Protestant theologian Jacob Arminius, who had been 
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threat to the status quo, and William Laud, appointed 

Archbishop of Canterbury by Charles in 1633, was the symbol 

of this alien threat.35 

branded as a heretic by Calvinists convened at the Synod 
of Dort in 1619. James I, in fact, had agreed with the 
Synod's proscripton of Arminius, and put his seal on 
this opinion by appointing the Calvinist George Abbott, 
instead of Lancelot Andrewes, the prominent Arminian, to 
succeed Richard Bancroft (another Arminian) as 
Archbishop of Canterbury in 1611. Andrewes and Bancroft 
were among the earliest of the bishops to espouse 
Arminianism, and Charles I came to favor this theolo-
gical stance which so upset many of his subjects. 
Arminianism is not an easy position to define, and 
aspects of it were wrongly interpreted by many 
Englishmen to be "papisticall," and part of a move by 
the King to re-establish Roman Catholicism in England. 
Briefly stated, Arminianism poses a direct contrast to 

Calvinism in three areas. In opposition to the 
Calvinistic doctrine of predestination, in which God 
foreordains a select number to be saved, Arminianism 
promulgated the doctrine of God's universal grace to all 
and man's free will, to the Calvinist mind promoting the 
idea of salvation by works rather than by grace alone. 
Arminians underplayed the emphasis on the Scriptures and 
the importance of the sermon. In accord with their 
concept of God's universal and readily available grace, 
Arminians stressed the importance of the sacraments, the 
role of the priest as the channel of God's graces (the 
vicar of Christ), and ceremonial worship with all the 
aesthetic accoutrements which were considered to be 
desirable to "worship the Lord in the beauty of hol-
iness." Lastly, the Arminians seemed unsympathetic to 
the Sabbatarian ideals of the Puritans in that they saw 
no harm in allowing certain games to played on Sundays. 
Coward makes the point that in Jacobean times, the 
Church of England was able to accommodate dissenting, 
Puritan views, even with the Arminian Bancroft in the 
seat of Canterbury, because most of England's 
Protestants, including the King, were unified in their 
acceptance of the Calvinistic fundamentals of predesti-
nation, the centrality of preaching, and the "sanctity 
of the the sabbath." See Coward, OJD. cit. , 149. 

35. See Nicholas Tyacke, "Puritanism, Arminianism and 
Counter-Revolution," in Conrad Russell, ed. The Origins 
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The culmination of Laud's abhorred regime occurred in 

1637 when he tried to impose a new prayer book on 

Presbyterian Scotland.James I. by allowing most of 

Scottish religious life to carry on relatively undisturbed, 

had made bishops seem acceptable to the Scots. His son. 

however, inflexibly tried to impose his Arminian views on 

the Scots without consulting them or listening to their 

views 

The Civil war began on August 22nd, when Charles raised 

his standard at Nottingham and called all those loyal to the 

king to fight on his side. During the early part of the 

Civil War the two sides were evenly matched; it was not 

until the emergence of Oliver Cromwell as an outstanding 

military leader that the tide began to turn in favor of the 

Parliamentarians.37 

Of the English Civil War (Barnes S. Noble/Harper & Row, 

1973), passim. See pp. 71 75, 98, 

™ in addition to trying to force the Anglican Church on 

arise, and in church he proscribed extemporary prayer 

and allowed confession. 

in The ravalier forces were supported largely by the aris-
3 7' tocraS? t w i i Parliament found its main advocacy among 

the merchant class and the smaller gen ry. 
Geographically, the Royalists tnd the 
west of England and in Wales, while the south and the 
east were Parliamentarian strongholds. It goes 
saving that the Royalists were aligned with the King 

the Church of England, but the this 
divided in their views of church and state, and this 
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By 1648. after several important battles and an attempt 

by Charles to gain ground by making promises to the Scottish 

Presbyterians. Cromwell realized that it would be unfruitful 

to negotiate any more with the King, and so he led his New 

Model Army victoriously against the Scottish royalist forces 

in August of 1648 at the Battle of Preston. Having van-

quished the Scots, Cromwell then expelled all the 

Presbyterian members of Parliament. The loss of these 140 

members left only 60 Independents, who became known as the 

•Rump" Parliament, and who on 27 January 1649 declared 

Charles I guilty of treason, sentencing him to death on the 

block. 

Already, on 4 January 1644, Parliament had passed an 

ordinance which would repeal the Act of Uniformity as 

decreed by Edward VI in 1549 and revised by Elizabeth in 

1559. From that moment on the Directory of Publique Worship, 

and not the Book of Common Prayer was to be used in churches 

and other places of public worship. Sir John Hawkins, 

speaking more than a century later from an Anglican per-

spective, wrote that 

For these and other reasons contained in the 

division was later to cause problems during the 

Interregnum period. The Presbyterians advocated a 
national church based on the Presbyterian model (whi 
allowed for more lay representation), while trie 
Independents favored independent, self-governing congre-
gations . 
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preface, which represent the hearing of the word 
as a much more important duty than prayer or 
thanksgiving, the directory establishes a new form 
of divine worship, in which the singing 
is all of music that is allowed... 

He then went on to quote from the Directory: 

It is the duty of Christians to praise God pub-
lickly by singing of psalms, together in the con-
gregation, and also privately in the family. In 
singing of psalms the voice is to be tuneably and 
gravely ordered; but the chief care must be to 
sing with understanding and with grace in the 
heart, making melody unto the Lord... 

This, of course, spelled the end of organs in church, and of 

professional choirs of boys and singing men. Hawkins com-

mented that 

in the opinion of these men it therefore became 
necessary for the promotion of true religion that 
organs should be taken down; that choral music-
books should be torn and destroyed; that painted 
glass windows should be broken; that cathedral 
service should be totally abolished, and that 
those retainers to the church whose duty it had 
been to celebrate its more solemn service, should 
betake themselves to some employment l®ss 
offensive to God than that of singing his 
praises.3 9 

Other modes of employment needed to be foraged for, and 

.Tnhn Hawkins, A General History of the Science and 
Practice of Mulic, 5 vols. (London: Printed for T 
Payne & Son, 1776), new ed. in 2 vols., with an intro-
duction by Charles Cudworth (New York: Dover 
Publications, 1963), II, 576. 

39. Ibid., 577. 



60 

these exigencies were the catalyst in the growth and 

flourishing of secular instrumental and vocal music, and of 

new forms of devotional song. 

Many indigent musicians found the "musick meeting a 

good way to earn a living, and a number of these sprang up, 

particularly at Oxford. Anthony Wood has recorded the foun-

dation of these meetings, the members, and many of the 

activities, in his chronicles of life in Oxford during the 

years of the Interregnum. He began attending the musick 

meetings" early in 1656 at the house of William Ellis, who 

had been removed from his position as organist at St. John's 

College. Other members of the meeting at Ellis's house were 

also former professional church musicians, though the 

largest number were students and f a c u l t y . O t h e r music 

meetings flourished in Oxford during this period, according 

to Wood, among them one in the chamber of Narcissus Marsh 

(1638-1713), who was at that time a fellow of Exeter 

College, but would later become first the Master of Trinity 

College, Dublin, and eventually Archbishop of Armagh in 

Ireland.41 Wood goes on to mention several other music 

40. Anthony Wood, The Life and Times of Anthony Wood, ^ 
Antiquary, of Oxford, 1632-1695, Described b£ Himself, 
Collected fTHm His Diaries and Other Papers by Andrew 
Clark, 5 v3IiT (Oxford: Printed for the Oxford 
Historical Society, at the Clarendon Press, 1891 1900), 

I, 204-205. 

41. Ibid., I, 274-275. The Archbishop also began Marsh's 
Library in Dublin, where many manuscripts of viol 



61 

meetings: 

Besides the weekly meetings at Mr. Ellis's house, 
which were first on Thursday, then on Tuesday, 
there were meetings of the scholastical musitians 
every Friday night, in the winter time, in some 
colleges; as in the chamber of Henry Langley, or 
of Samuel Woodford, in Wadham Coll.; in that of 
Charles Perot in Oriel; in another at New c°ll* 
&c.—to all which some masters of musick would 
commonly retire, as William Flexney, Thomas 
Jackson, Gervas Westcote, &c.; but these 
meeting$sI were not continued above 2 or 3 yeares, 
and I think they did not go beyond the yeare 
1662.42 

Edmund Chilmead, a chaplain at Christ Church, Oxford, moved 

to London when, according to Wood, after 

being ejected by the parliamentarian visitors in 
1648, he was forced, such were the then times, to 
obtain a living by that, which before was only a 
diversion to him, X mean by a weekly music 
meeting, which he set up at the Black Horse in 
Aldersgatestreet in London."43 

These meetings could be considered forerunners of the public 

concert, which began after the Restoration 4 4 

consort music are held. 

42. Ibid., 275. 

43. Anthony Wood, Athenae Oxonienses: An Exact History of_ 
All the Writers and Bishops Who Have Had Their Education 
In-the University of Oxford, to Which Are Added the 
FastTT or Annals of the Said University, new ed., with 
additions and a continuation by Philip Bliss, 4 vols. 
(London, 1817), facs. edition Vol. XXII of Anglistica & 
Americana (Hildesheim: Georg Olms Verlagsbuchhandlung, 
1969), III, 350. 

44. Percy M. Young, A History of British Music (New York: 
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Nicholas Hookes similarly documented the activities of 

several professional musicians in Cambridge during the 

Commonwealth years in a poem addressed to John Lilly, a viol 

player. 

We have good Musick and Musicians here, 
If not the best, as good as anywhere; 
A brave old Irish Harper; and you know 
English or French way few or none outgo 
Our Lutenists; the Lusemores45 too, I think 
For Organists; the Sackbuts breath may stink 
And yet Old Brownes be sweet; o' the Violin^ 
Saunders plays well, where Magge or Mel han't 

been. 
Then on his Cornet brave thanksgiving Mun 
Playes in King's Chappell after Sermon's done; 
As those loud blasts, though he's out-gone by none 
Yet Cambridge glories in your self alone; 
No more than thus, he that heares only you, 
Hears Lilly play, and Dr Coleman46 too.47 

Other musicians found employment as residential music 

masters in the home of some of the landed gentry. The 

W.W. Norton, 1967), 223. 

45. Henry and George Loosemore. Frida Knight, Cambridge 
Music from the Middle Ages to Modern Times (Cambridge: 
The Oleander Press, 1980), 32. Henry was organist at 
King's College, and both brothers served at different 
times as music masters for the North family at Kirtling, 
their Cambridgeshire home. 

46. Charles Coleman, the composer, granted the Mus.D. in 
1651. Ibid. 

47. This poem appears in Hookes' collection Amanda (London, 
1653), 56, quoted in Ibid. Knight cannot identify any 
other of the Cambridge musicians in the poem than 
Coleman and the Loosemore brothers, but Saunders is com-
pared to the famous contemporary violinist Davis, or 
David, Mell. Lilly, as she mentions later, was an 
excellent viol player. 
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brothers Henry and George Loosemore taught music at 

Kirtling, the Cambridgeshire home of Dudley, the Fourth Lord 

North, as did John Jenkins. Walter Porter, having lost his 

job as Master of the Choristers at Westminster Abbey, spent 

his last years with the family of Edward Laurence.48 George 

Jeffreys was employed not as a music master, but as chief 

steward to Christopher, Lord Hatton, at Kirby Hall in 

Northamptonshire, and it was here that he composed his many 

English and Latin sacred works. William Child retired to a 

farm and lived a quiet life during the Interregnum. Several 

musicians joined the Royalist army, among them William Lawes 

(who lost his life at the siege of Chester in 1645), 

Christopher Gibbons (son of Orlando), and Henry Cooke.49 

It was during this time that the music publisher John 

Playford opened up his shop in London and began the brisk 

trade that made him England's foremost music publisher. An 

advertisement from his 1651 publication A Musicall Banquet 

indicates that a number of former church musicians, 

48. Wood, Athenae Oxonienses, op. cit., I, 284. Porter very 
gratefully dedicated his Mottets for Two Voyces to 
Laurence. 

49. Cooke, fittingly enough, was known as "Captain" Cooke. 
He was a fine singer, trained in the Italian way, whom 
Charles II appointed at the Restoration as his Master of 
the Children of the Chapel Royal, and was the trainer of 
the talented group of boys including Pelham Humfrey, 
John Blow, and Henry Purcell. Peter Dennison, "Cooke, 
Henry," The New Grove Dictionary of Music and Musicians, 
20 vols., ed. Stanley Sadie (London: Macmillan, 1980), 
IV, 710-711. 
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including former gentleman of the Chapel Royal Henry Lawes, 

made their living teaching private music lessons.50 Some 

others who appeared in Playford's advertisement as teachers 

of "Voyce or Viole" and "Organ or Virginall" were Charles 

Coleman, David (or Davis) Mell, "Captaine" (Henry) Cooke, 

Christopher Gibbons, John Hingston, and Benjamin Rogers. 

John Hingston (ca. 1610-1683), another gentleman of the 

Chapel Royal, was actually employed by Oliver Cromwell, who 

had the organ from Magdalen College, Oxford, moved to his 

domicile at Hampton Court. There Cromwell, according to 

Anthony Wood, 

bred up two Boyes to sing with Himselfe (Mr. 
Dearings) printed latin songs for 3 voices: which 
Oliver was most taken with: tho he did not allow 
singing, or Organ in Churches. He had them sung 
at the Cokepit at White Hall, where he had an 
Organ: and did allow this John Hingston 100 

50. A facsimile of this advertisement can be seen facing 
page 166 of Percy A. Scholes, The Puritans and Music in 
England and New England: A Contribution to the Cultural 
History of Two Nations (London: Oxford University 
Press, Humphrey Milford, 1934). Chapter XVIII, "The 
Musical Profession in England Under the Puritan Rule," 
elaborates on the various means of employment found by 
these musicians and provided by the Puritans. 
Playford's publication was A musicall banquet, set forth 
in three choice varieties of musick: The first part 
presents . . . new lessons for the lira viol, set to 
severall new tunings: The second a collection of . . . 
allmans, corants, and sarabands for one treble and basse 
viol, composed by Mr. William Lawes, and other excellent 
authours: The third part contains . . . catches or 
rounds for three or foure voyces, To which is added some 
few rules and directions for such as learne to sing, or 
to play on the viol (London: T.H. for J. Benson and J. 
Playford, 1651). 
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[pounds] per Annum during his usurpation.51 

After the Restoration, Hingston went back to the Chapel 

Royal, where he was also Keeper of the Instruments, and it 

was to him that the young Henry Purcell was apprenticed just 

after his voice changed and he could no longer sing as a 

Child of the Chapel Royal. 

Composers who formerly had plied their trade primarily 

through the composition of church music were forced by the 

discontinuation of the Anglican service to seek other genres 

of music in which to practise their art. The Puritans, as 

Percy Scholes has shown,52 encouraged many kinds of secular 

music making, and from the publishing house of John Playford 

came many volumes of dance music, secular songs and dia-

logues with continuo accompaniment, and catches, often with 

bawdy lyrics. More importantly for this study, various 

types of devotional music experienced further musical devel-

opment and growth in popularity. Now that psalm singing was 

so heartily recommended composers turned to this new cre-

ative outlet. The unstable times leading up to the Civil 

War had brought forth publications of the psalms set to 

51. Anthony Wood, Manuscript Biographical Notes on Musicians 
in the Bodleian Library (Wood MS. D. 19-4), quoted in 
Scholes, ibid., 142. Either Wood is in error here, or 
he is referring to Dering's motets which were already 
well known in manuscript, because his music was not pub-
lished in England until 1662. 

52. Scholes, o£. cit. 
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music by Henry Lawes and William Child. Lawes had provided 

the music for George Sandys' metrical paraphrases in A 

Paraphrase upon the Psalmes of David for the purpose of 

private devotions, specifically for the King's private devo-

tions, according to Willa McClung Evans.53 Child's First 

Sett of Psalms were issued in 1639, in the middle of the 

Scottish skirmishes which preceded the declaration of the 

Civil War. The final year of the Civil War saw the publi-

cation of the Lawes brothers' Choice Psalmes, lovingly com-

piled by Henry in memory of his younger brother William, who 

had been killed as a member of the Royalist army in 1645, 

and "divers Elegies, set in Musick by sev'rall Friends," 

were included in his honor.54 

Two publications of devotional music with continuo 

accompaniment were issued during the Interregnum, both of 

them by composers with Royalist sympathies. John Wilson 

53. Many had hoped that Sandys' versions of the psalms would 
supplant the doggerel of Sternhold and Hopkins as the 
official psalter of the Church, but because of external 
events this never occurred. The Old Version was already 
firmly entrenched in the worship services of both 
Anglicans and Puritans, and thus difficult to dislodge. 
Further, by 1638, the nation's outrage against 
Archbishop Laud was too great for him to effect any more 
changes. Willa McClung Evans, Henry Lawes, Musician and 
Friend of Poets (New York: The Modern Language 
Association of America; London: Oxford University 
Press, 1941), 143. 

54. Elegies were composed by brother Henry, John Wilson, 
John Taylor, John Cob ("Organist of his Majesties 
Chappell Royall), Captain Edmond Foster, Simon Ive, John 
Jinkins [sic], and John Hilton. 
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courageously brought out his Psalterium Carolinum in 1657.55 

The psalm-like prayers were adapted by Thomas Stanley from 

Eikon Basilike, the notorious best-seller of the 

Interregnum. This was a book purported to be by Charles I, 

in which he meditated upon the events leading up to and 

including the Civil War. Also in that year the aging Walter 

Porter published his collection of Mottets of Two Voyces, 

dedicated to Sir Edward Spencer.56 

The preceding publications, with the exception of Henry 

Lawes' 1638 volume, were musical settings of two or three 

voices and continuo, and modeled after the style and texture 

of the Italian sacred concerto. This particular musical 

style provided a fertile ground for much growth, and will be 

discussed in more detail in Chapters Six and Seven. Don 

Franklin sees this particular type of devotional song as a 

catalyst in the further development of the Restoration verse 

anthem.57 Other types of devotional song flourishing at this 

55. John Wilson, Psalterium Carolinum: The Devotions of His 
Sacred Majesty in His Solitudes and Sufferings, Rendred 
into Verse: Set to Musick for 3̂  Voices and an Organ, or 
Theorbo. . . . (London: Printed for John Martin and 
James Allestrey, and are to be sold at the Bell in St. 
Pauls Church-yard, 1657). 

56. Walter Porter, Mottets of Two Voyces for Treble or Tenor 
& Bass, With the Continued Bass or Score: To be 
Performed to an Organ, Harpspycon, Lute or-Bass-Viol 
(London: Printed by William Godbid for the Author, 
1657) . 

57. Oscar Don Franklin, The Anthems of William Turner (Ph.D. 
dissertation, Stanford University, 1967), 48-56. 
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time included the Biblical dialogue and the sacred canon or 

catch. 

Until 1660 a grand experiment was tried, and failed, 

largely due to the Puritan attempt to do the impossible—to 

form a perfect earthly society. When the exiled king was 

invited to return, the nation heaved a sigh of relief. 

Charles II was a much more astute ruler than his father had 

been, and realised that the divine right of kings had seen 

its day in England, though he was not ready to hand over all 

his power. The new king was politically cunning, and not 

above using subterfuge to achieve his ends as he built up a 

nucleus of supporters in Parliament. These men, drawn by 

various ploys (not all of them honest)to support the king, 

became the first members of what has ever since been known 

as the Tory party, the first real political party in the 

nation. Opposition to Charles' designs and his shady 

methods arose in the form of another party, composed of 

those who would replace absolute monarchy and the state 

Church of England with a constitutional monarchy of limited 

powers and religious toleration for all Christians except 

Roman Catholics, who, since the days of the Spanish Armada, 

had been thought of as "agents of a foreign power." This 

opposition group came to be known as the Whig party. 

Naturally, Charles restored the Anglican Church to its 

former position, and the Book of Common Prayer was revised 
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and reprinted. This new Act of Uniformity of 1662 also 

effectively forced the ejection from their livings of 1,470 

clergy who would not conform to the Church of England. 

Those English subjects who had been Puritan members within 

the Church of England were now officially outside the 

Church, and were henceforth known as Dissenters or 

Non-Conformists. Charles, always the politician, even used 

music to promote himself and his party. Popular catches and 

ballads of the time reflect party politics, but the King was 

not above having even the anthem serve his designs, as 

Franklin Zimmerman has shown with regard to Purcell's 

anthems.5 8 

In the meantime Charles managed to live a life as friv-

olous as Puritan lives were sober. Wit and intrigue, social 

opportunism, and low morals became the order of the day at 

court. Theatrical life was revived and theatres were 

reopened, but for the king and his court the public theatres 

provided the locus of their theatrical activity. Charles II 

was too aware of his financial limitations to mount in his 

own court magnificent theatrical productions like the 

masques of his father's day. The king granted monopolies to 

two theatrical entrepreneurs and their companies. Thomas 

58. Franklin B. Zimmerman, "Music and Restoration Politics," 
Chapter Five of Henry Purcell, 1659-1695: His Life and 
Times, 2nd, rev. ed. (Philadelphia: University of 
Pennsylvania Press, 1983), 54-69. 
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Killigrew was appointed manager of the King's Players, and 

William D'Avenant was to be at the head of the Duke of 

York's Men in 1663. Charles had returned to his homeland 

with a taste for French culture, acquired during his nine 

years of exile, and he changed the tenor of court life by 

introducing the French taste in clothing, in dancing, and in 

many other things, but above all in music. In this regard 

the new king at first had two overriding objectives. 

Charles was eager to emulate Louis XIV, his host in 

exile, by having his own version of the vingt-quatre violons 

du Roi, and to that end he established a band of twenty-four 

violins. Charles' second objective, for his own musical 

delectation, was to revive the Chapel Royal and introduce 

the musicians to church music of his own liking. Samuel 

Pepys, the diarist, was too young, having been born in 1633, 

to remember the pre-Civil War Anglican service, and his 

family, moreover, had Puritan sympathies. Thus, in 1660, 

the year he began his diary, we find him commenting with 

pleasant surprise on the restored Anglican liturgy. 

[July 1660]. Lords day. To White-hall to chapel, 
where I got in with ease by going before the Lord 
Chancellor with Mr. Kipps. Here I heard very good 
Musique, the first time that I remember ever to 
have heard the Organs and singing-men in Surplices 
in my life.5 9 

59. Samuel Pepys, The Diary of Samuel Pepys, 11 vols., ed. 
Robert Latham and William Matthews (Berkeley and Los 
Angeles: University of California Press, 1970), I, 195. 
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Two years later both Pepys and John Evelyn commented in 

their diaries on the new French style of music with 

orchestral symphonies introduced into the restored Anglican 

service. Evelyn, who was older than Pepys and a lifelong 

Anglican, was not entirely approving of the new church 

music. 

Instead of the antient grave and solemn wind 
musique accompanying the Organ was introduced a 
Concert of 24 violins betweene every pause after 
the French fantastical light way, better suiting a 
Tavern, or Play-house, than a Church: This was the 
first time of change, & now we no more heard the 
Cornet, which gave life to the organ, that 
instrument quite left off in which the English 
were so skilfull.6° 

Pepys's comments reflect his youth, his love of music, and 

his desire to be a man a la mode. In September of 1662 he 

went to the chapel at Whitehall, where he heard the new 

music two Sundays in a row. On September 7th he commented 

on "a most excellent Anthem (with Symphony's between) sung 

by Captain Cooke," while on the following Sunday he went 

Then to White-hall chapel, where sermon almost 
done and I heard Captain Cookes new Musique; this 
the first day of having Vialls and other 
Instruments to play a Symphony between every verse 
of the Anthem; but the Musique more full then it 
was the last Sunday, and very fine it is.6i 

60 21 December 1662. John Evelyn, Diary, 6 vols., ed. 
Esmond Samuel de Beer (Oxford: At the Clarendon Press, 
1955), III, 347-348. 

61. Pepys, o£. cit., III, 190, 197. 
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The King had called for the reorganization of the Chapel 

Royal to perform the new music which he required when he was 

to be present at divine worship, and commissioned the singer 

Henry Cooke, a former Royalist captain, to set about gath-

ering up a group of boys to sing. A number of the Gentlemen 

of the Chapel Royal who had held positions before the Civil 

War returned to their former positions, and the Chapel Royal 

began its development into the outstanding musical ensemble 

of the Restoration. The boys who formed the nucleus of the 

reinstated Chapel Royal included a number of very talented 

musicians, among them John Blow and Pelham Humfrey. One 

generation later the young Henry Purcell would take his 

place in the choir. 

Richard Dering's Latin motets, which had been so 

popular at the court of Charles I and Henrietta Maria, at 

last achieved publication after the Restoration. In 1662 

John Playford brought out a volume of these motets entitled 

Cantica sacra. Samuel Pepys purchased his own copy of 

Cantica sacra from Playford's shop in the Inner Temple on 22 

November 1662,62 and we know that it must have been of some 

62. "This day I bought the book of country-dances against my 
wife's woman Gosnell comes, who dances finely. And 
there meeting Mr. Playford he did give me his Latin 
songs of Mr. Deerings, which he had lately printed." 
Ibid., Ill, 263. McDonald Emslie, music editor for this 
volume, notes that the country-dances were probably 
either Playford's Dancing Master (1657; possibly the 
1651 edition), or his English Dancing Master. 
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value to him because we read six years later, in his diary 

entry for 10 May 1668, that he had occasion to teach Mary 

Mercer, his wife's maid at the time, to sing "Canite 

Jehovae," the second song in the collection.63 

The second volume of Cantica sacra, published in 

1674,64 contained works both in Latin and in English by 

Dering and other composers, such as Matthew Locke, Benjamin 

Rogers, Christopher Gibbons, and George Jeffreys. The com-

posers included in this collection clearly represent native 

musicians who exhibited varying degrees of familiarity and 

success with the Italian idiom of the seconda prattica. To 

name only the more illustrious of the composers in the col-

lection, Dering, as the oldest and as one who had studied in 

Italy, is the pioneer. Rogers and Gibbons were more conser-

vative in their adoption of the stile nuovo, but their con-

temporary Jeffreys, in his rustic isolation, felt free to 

experiment extensively. One of the youngest of these, 

Matthew Locke, was the most forward looking and, with his 

proximity to the court and the public theatres, in a 

position most to influence and to set the style of English 

63. Ibid., IX, 194. 

64. John Playford, Cantica Sacra: containing Hymnes and 
Anthems, for two Voices, to the Organ; both Latine and 
English: Composed by Mr. Richard Dering, Mr. 
Christopher Gibbons, Dr. Benjamin Rogers, Mr. Math. 
Locke, and others. The Second Sett (London: Printed for 
John Playford in the Temple, 1674). 
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Restoration music. That he was directly influenced by 

Italian composers can be seen by looking at a manuscript 

collection of songs copied by Locke when he was on the 

Continent in 1648. The names of Galeazzo Sabbatini, 

Giovanni Rovetta, and Francesco Costanzo are inscribed by 

Locke at the head of several of the compositions.65 

It was during the reign of Charles II that John 

Playford instituted his campaign to improve the standards of 

congregational singing through his two collections of 

psalms, hymns, and spiritual songs: Psalms and Hymns in 

Solemn Musick of 1671 for four voices,66 and the simplified 

Whole Book of Psalms for three voices from 1677.67 Nicholas 

Temperley has suggested that this latter collection of set-

tings of the common tunes would have been ideally suited to 

the requirements of the Anglican Religious Societies which 

65. British Library Add. MS. 31437. 

66. Psalms and Hymns in Solemn Musick of Fovre Parts On the 
Common Tunes to the Psalms in Metre: Used in 
Parish-Churches:Also Six Hymns for One Voyce to the 
Organ (London: Printed by W. Godbid for J. Playford, at 
his Shop in the Inner-Temple, 1671). 

67. The Whole Book of Psalms: With the usual Hymns and 
Spiritual Songs; together with all the ancient and 
proper Tunes sung in Churches, with some of later use: 
Compos'd in Three Parts, Cantus, Medius, & Bassus:in a 
More Plein and Useful Method than hath been formerly 
published (London: Printed by the Company of 
Stationers, and Sold by John Playford near the 
Temple-Church, 1677). See Nicholas Temperley, "John 
Playford and the Metrical Psalms," Journal of the 
American Musicoloqical Society XXV (1972), 331-378. 
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began to form in 1678, and that the Religious Societies 

played an important part in the development of parish choirs 

during the 1690's.68 As mentioned above, Playford had 

already been publishing much secular vocal and instrumental 

music for consumption by the expanding middle classes, and 

he continued to do so until his death in 1687, when he was 

succeeded by his son, Henry. The elder Playford had done 

much to educate a wider musical public, and this must have 

had an effect on the growth of the public concert. 

In spite of Edmund Chilmead's earlier "musick 

meetings," John Banister is usually credited with having 

instituted the public concert in London in 1672. Banister 

was an excellent violinist and for twelve years one of 

Charles' band of violins at court. Like his father, Charles 

employed many foreign musicians at court, even going so far 

as to raise a Frenchman, Louis Grabu, to the position of 

Master of the King's Musick. This outrage, and some 

financial embarrassments, caused Banister to resign his 

position at the court and begin a public concert series in 

his own home, presenting "Musick prepared by excellent 

Masters, beginning precisely at four of the Clock in the 

afternoon, and every afternoon for the future, precisely at 

the same hour."" Only six years later, in 1678, Thomas 

68. Ibid., 376-378. 

69. London Gazette, 26-30 December 1672. Quoted in Young, 
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Britton, a Clerkenwell coal merchant, began a series of con-

certs which lasted until 1714, the year of his death. His 

concerts were attended by many of the aristocracy and the 

gentry, as well as by folk of humbler station, and profes-

sional musicians provided the entertainment, a contribution 

to the growing gap between amateur and professional per-

formers. It was here that the newly-arrived Handel made 

many of the contacts which were to help him in furthering 

his London career. 

Upon Charles II's death in 1685, the Catholic James 

came to the throne, but to reign for only three years. 

James's reign opened with a splendid coronation featuring 

eight works representing the apex of the Restoration anthem. 

The composers selected for this occasion were Henry Purcell, 

William Turner, John Blow, and two composers of an earlier 

generation—William Child and Henry Lawes.7» 

James II had no noticeable sensitivity to his subjects' 

feelings, and soon after he succeeded to the crown, he began 

op. cit., 230. 

70. The anthems were Purcell's "I was glad" and "My heart is 
inditing," Turner's "Come, Holy Ghost" and "The King 
shall rejoice," and Blow's "God spake sometimes in 
visions," "Let Thy Hand be strengthened," and "Behold, 0 
God our defender." Lawes had died in 1662, and his 
"Zadok the Priest" was selected for the coronation. 
William Child contributed a Te Deum. See Anthony Lewis 
and H. Watkins Shaw, ed., Coronation Anthems: Anthems 
with Strings, Vol. VII of Musica Britannica (London: 
Published for the Royal Musical Association by Stainer & 
Bell, Ltd. 1953). 
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to place Catholics in high government, military, and aca-

demic posts. Toleration for Catholics and dissenting 

Protestants was instituted. The Whigs of course were 

incensed, and the Tories, with their ingrained sense of 

loyalty to the crown, were confused about how to react to 

this development, but neither party took decisive action 

while there seemed to be no threat of a male heir from 

James. The situation changed dramatcally on 10 June 1688 

when James's queen, Mary of Modena, bore a son, and Whigs 

and Tories began to pull together in the cause of a 

Protestant England. 

Musically speaking, Englishmen seemingly had no trouble 

accepting both music and musicians from two such "papist-

icall" countries as Italy and France, for several foreign 

musicians were in great demand among modish Londoners, and 

manuscripts from the Restoration reveal a great penchant for 

music by Carissimi, Cesti, Stradella, and other Italians. 

Pietro Reggio (1632-1685) was an Italian musician who was 

very successful as a teacher of singing and as a composer in 

both London and Oxford, and even composed a set of songs to 

poems by Abraham Cowley. Giovanni Battista Draghi (ca. 

1640-1708) was another Italian who became popular in England 

at this time, as we read in the diaries of Pepys and Evelyn. 

A number of manuscripts from this time contain Latin motets 

of Carissimi, his contemporaries, and a number of his sue-
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cessors.71 

Franklin Zimmerman, in citing the publication of Henry 

Playford's Harmonia sacra, Book I, in 1688,72 for its "high 

church" style, notes that: 

Had James II grasped the import of various straws 
in the wind, he might have saved his crown. His 
subjects were willing to go a long way toward 
achieving a ceremonial form and an outward show 
equal in dignity and pomp to that of the Roman 
Catholic church, but they would not convert to a 
foreign religion. Had he realized this, he might 
have averted the catastrophe that descended upon 
him the following year.73 

On the 30th of June, 1688, William of Orange received a 

letter from seven Whig and Tory leaders inviting him to come 

with his army and assume England's throne with his wife, 

Mary.7* On November 5th of that year, after months of prepa-

71. A selection of these manuscripts, many of which also 
contain English works, includes British Library Add. 
MSS. 31479, 31460, 22100, 33234, 33235; British Library 
Egerton MS. 2960; Christ Church MSS. 18, 23, 53, 598; 
and Bodleian MS. Mus. Sch. c.96. 

72. Henry Playford, Harmonia Sacra: or Divine Hymns and 
Dialogues: with a Thorow-Bass for the Theorbo-Lute, 
Bass-Viol, Harpsichord, or Organ, Composed by the Best 
Masters of the Last and Present Age, The Words by 
several Learned Pious Persons. . . . (London: Printed 
by Edward Jones, for Henry Playford, at His Shop near 
the Temple Church, 1688). 

73. Franklin B. Zimmerman, o£. cit., 42. 

74. Mary had been offered the throne, but she would not 
accept it unless William and she could be joint mon-
archs. William, although a Dutchman, was the son of 
Charles I's daughter, Mary; but more important was the 
fact that his wife Mary was the Protestant daughter of 
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rations, William's army disembarked on England's shores and 

prepared to move on London. James II, deserted by his army 

and his government, abdicated his throne and took flight in 

December to refuge in Catholic France; thus the "Glorious 

Revolution" occurred with no bloodshed. 

Under William and Mary, a new kind of government was 

created for England. A Declaration of Rights, passed in 

1689, established William and Mary as joint monarchs, but 

the nation was actually by now a constitutional monarchy. 

The law was based in the people,but not all the people—only 

the nobility, the merchants, and the landed gentry. England 

was finally relatively stable after almost a century of 

religious and political strife. 

Franklin Zimmerman has written that William was not 

partial toward much music apart from the martial sort.75 The 

splendid orchestral anthems of Charles' and James's reigns 

were called for on special occasions, but for the daily 

round of services, a royal order of 1691 decreed that "the 

King's Chappell shall be all the year through kept both 

morning and evening with solemn musick like a collegiate 

church.'76 In other words, full, unaccompanied anthems, or 

James II's first wife, Anne Hyde. 

75. Franklin B. Zimmerman, o£. cit., 154, 177. 

76. Henry Cart de Lafontaine, The King's Musick: A 
Transcript of Records Relating to Music and Musicians 
(1460-1700) (London: Novello & Co., Ltd., 1909), 407. 
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verse anthems accompanied by organ would be the usual fare 

in the Chapel Royal. Further, after a period of growth, 

William in 1689 ordered retrenchments among the musicians, 

and their number was reduced to twenty-six.77 

The court became less of a magnet for composers, though 

the King and Queen continued to commission odes for 

birthdays and other occasions. The ode was a sort of 

"secular anthem" which began to flourish at the Restoration 

and continued in popularity through the eighteenth 

century.78 Aside from such commissions, many musicians 

resorted to the theatre as a means of livelihood since they 

could no longer count on regular court employment. 

The threat of having James II*s heir, another Catholic 

monarch, on the throne had caused the Tories to ally them-

selves with the Whigs, Anglicans with Dissenters, in order 

to present a united English front against "popery," and to 

assure that England would have a Protestant monarch. As 

members of this short-lived alliance, Dissenters had even 

been promised a certain measure of toleration, so when 

William, a Calvinist, and Mary, an Anglican, came to the 

throne, William joined with Latitudinarian Low Churchmen 

77. Franklin B. Zimmerman, op. cit., 179. 

78. An important precursor of the ode was Orlando Gibbons' 
welcome-song, "Do not repine, fair sun," a consort song 
composed for the visit of King James I to Scotland in 
May of 1617. 
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rather than with the High Anglican Tories, who were the 

traditional supporters of the crown, in advocating the 

passage of the Act of Toleration in 1689.79 

The Latitudinarians, a new "party" in the Anglican 

Church, were coming to the fore at about this time. The 

origins of this party can be found in the ideas of a group 

of philosophers and divines who flourished in Cambridge 

during the 1640's. These were the Cambridge Platonists, who 

found themselves weary with all the internecine disputes 

over doctrinal points among Christians. The guiding lights 

of this group of scholars, who had considerable influence on 

the generation of Churchmen beginning their careers after 

the Restoration, included Henry More, Ralph Cudworth, 

Benjamin Whichcote, and John Smith. These intellectuals 

rejected predestinarianism as it had been manifested during 

the era of the Civil War and the Interregnum, and they were 

equally against "enthusiasm" of any sort. Religious "enthu-

siasm, " or the reliance of many of the Protestant sects on 

the guidance of the "inner light," was seen to have gone too 

79. For the subject who would take the oaths of supremacy 
and allegiance, and deny a belief in transubstantiation, 
the crown would suspend the recusancy laws. The Test 
Act, which required all civil servants and military 
officers to receive the Sacrament in the Church of 
England and deny transubstantiation, was retained, and 
freedom of worship was denied to Roman Catholics, Jews, 
and Unitarians. Judged by today's standards the tol-
erance was not very noticeable, but it an advance on 
what had existed before. 
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far, especially among sects such as the Quakers and the 

Ranters. Thus, they tended to favor "rational argument" 

over revelation and faith as the basis of Christian belief, 

and the idea of man's inherent sinfulness and the need for a 

divine savior were allowed to fade out of the foreground of 

doctrine. Many of the Latitudinarian divines were, on the 

other hand, quite enthusiastic about the development of 

modern science, and were members of the Royal Society, which 

was formed after the Restoration.8 ° 

The division within the Church of England, which had 

begun at the Restoration, between the large High Church 

majority and the small group of Low Church Latitudinarians, 

took on new dimensions as a result of the Glorious 

Revolution and the coming of William and Mary. Because the 

High Church leaders from Archbishop of Canterbury William 

Sancroft down to many country clergy refused to accept 

William of Orange as King, they were relieved of their posi-

tions in the Church. The gap left by these non-juring cler-

gymen was tremendous, and the new Whig government was quick 

to appoint a group of Latitudinarian divines in their places 

to fill the vacant bishoprics. These bishops sought to 

reduce Christianity to several main tenets which could be 

agreed upon by all. People were weary of arguing about doc-

trine, so an emphasis began to be placed on good works as a 

80. Coward, op.cit., 421. 
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major expression of Christianity. 

Christianity itself was now threatened by the devel-

oping rational, or natural religion. Josiah Woodward, the 

chronicler of the Religious Societies, which began to spring 

up in 1678, suggests that young men originally began to form 

these fellowships to counteract currently existing clubs of 

Atheists, Deists, and Socinians, though there is not com-

plete agreement on who had the original idea to form these 

Anglican societies.si John Locke, in his book The 

Reasonableness of Christianity, though not discounting reve-

lation altogether, removed it from the foreground of 

thought, and reduced Christian belief to one simple tenet— 

that Jesus Christ is the Messiah.82 The result of this type 

of theology, as John Oman has noted, is that: "God is 

shown to have acted in a sensible, business-like manner, and 

Christ to be the incarnation of Divine commonsense."83 

In 1689 a book was published which caused a furor among 

81. Josiah Woodward, Account of the Rise and Progress of the 
Religious Societies, (London, 1701), recounted in Garnet 
• 4. f^US' C a r f A n g l i c a n a , or, an Historical Inquiry 
into those Religious and Philanthropic Societies that 
Flourished in England between the years 1678 and 1740 
(London: A.R. Mowbray & Co., Ltd., 1912 K 10~ 

82. John Locke, The Reasonableness of Christianitv (London: 
For Awnsham and John Churchill, 1695JT 

83. John Oman, The Problem of Faith and Freedom in the Last 
Two Centuries (London, 1906), 105. Quoted in~G^Ild~lT 
Cragg, From Puritanism to the Age of Reason: A Study of 

w i t h i n t h e church of England 1660 to 
' 00 (Cambridge: At the University Press, 1950) , 124. 
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many Christians.84 Christianity Not Mysterious was an 

attempt by its author, John Toland, to explain the precepts 

of Christianity in a wholly natural way, thus removing the 

important factor of divine revelation. From here it was 

just a short step to full-fledged Deism. Deists acknowl-

edged that God created the world, and that his ordered cre-

ation testifies to his existence, but that he then left the 

world and its creatures to run on their own, without his 

intervention. Thus, the divine, supernatural revelation of 

God to men was discarded in the thinking of the Deists, and 

man's unaided reason was exalted. 

The ascendancy of rationalism in religion, philosophy, 

science, and other areas of life also extended to the arts. 

English aesthetics began to be influenced by Continental 

rules criticism, viz. the idea that an artistic creation 

should be formed according to a predetermined set of rules. 

Since reason governed the laws of nature, it was thought 

that an artist should submit his imagination to reason to 

bring the irrational faculties under control. In the 

theatre, this is seen in the adherence to the concept of 

poetic justice, especially in Restoration adaptations of 

Shakespearean tragedies with happy endings; in architecture, 

by the paring down of Baroque grandeur until a classic 

8 4' 1696?;|0land' C h r i s t i a n i t Y Mot Mysterious (London: 
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Palladian style prevailed; in painting by the careful 

arrangement of figures and geometric proportions of Claude 

de Lorrain; and in music through conventional uses of mode 

and key to raise the affections of the listener. H. James 

Jensen remarks that 

Regularity and proportion of the rules result in 
beauty of a rational kind, an instructional sort 
of beauty that helps calm the passions and also 
leads to the social utility effected by the 
example of characters' proper behavior, according 
to their stations in life. The rewards and pun-
ishments are received by good and bad characters 
according to their actions and their social sta-
tions. The feeling of serenity and stability 
induced by ordered art was an important part of 
aesthetics. It was justified in the seventeenth 
century as the ideal order and peace that reign in 

^ which the judgment or the understanding 
rightfully controls the aberrant forces of the 
imagination and the passions.85 

Jensen has traced in detail two concurrently developing 

aesthetic philosophies of the seventeenth century. One, a 

representative of the older world view, was Neoplatonic in 

its view of a work of art as a microcosm of a divine model. 

The other philosophy, a more rationalistic view, rejected 

the notion of a spark of the divine in man, and seeing him 

as a mechanism capable of only the lower passions, came to 

view music as a pleasing experience devoid of any more 

serious purpose. Music's pleasing aspect was easier to 

8 5' ":. Jff e s„^ e n sf n' Zhg Muses' Concord: Literature. Music. 
f2| Visual Arts in the Baroque Age (Bloomingt^?— 
Indiana University Press, 1976), 110^ 



86 

grasp and more evident to a society which tended increas-

ingly to rely only on what could be perceived by the senses 

and the reason. The idea of music's ability to raise the 

affections was not discarded, but it was modified somewhat 

to conform to the Zeitgeist. 

Christopher Dearnley has noted the change in the eight-

eenth century of the prevailing attitudes towards music, and 

the resulting style changes in sacred music.86 In accordance 

with the vogue for rules criticism, it was proper to raise 

only the less violent and more respectable passions. As 

Dearnley remarks, 

Such well-meaning pragmatism excluded realms of 
experience to the great loss of much eighteenth-
century music. It achieved prettiness at the 
expense of profundity; banished the devil and, at 
the same time, lost sight of God.87 

Music, instead of being for God's glory, was beginning to be 

considered entertainment for men. The Reverend Jeremy 

Collier, writing about music in 1697, could write 

One word of Church-Musick. and I have done. The 
End of Church is to relieve the Weariness of a 
long Attention, to make the Mind more chearful and 
composed; and to endear the Offices of 
Religion."88 

86. Christopher Dearnley, English Church Music 1650-1750 in 
R o Y a l Chapel, Cathedral and Parish Church (London: 
Barrie & Jenkins, 1970), 5-llT 

87. Ibid., 7. 
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After the Glorious Revolution, England began to settle 

down but for the continuing party struggles—in the state 

between Tory and Whig and in the church between High 

Churchmen and Latitudinarians. No lasting calm occurred 

until the coming of the Hanovers with George I in 1714.8 9 

The calm of the Hanover era was paid for by the loss of 

depth and vigor in English sacred music. 

The political and religious ferment of the seventeenth 

had contributed to a variety of musical expressions 

springing from the constantly changing musical life. The 

ban on church music during the Puritan rule had stimulated 

the composition of several kinds of devotional music, and 

had made this genre a crucible in which various elements 

were mixed to produce the full-blown English Baroque music 

88. Jeremy Collier, "Of Musick," in Essays upon Several 
Moral Subjects, 4 vols. (London, 1697), facs. repr. of 

^ ? : 1 7 ? 9 . e d i t i o n s - Y o 1' o f Anglistica & Americana 
(Hildesheim: Georg Olms Verlagsbuchhandlung, 1969), 25. 

89 In 1701 the Act of Settlement was passed by Parliament, 
thus securing a Protestant succession for England and 
ending once for all the threat of another Catholic 
monarch on the throne. This act required England's 
monarch to be a Protestant and forbade him (or her) to 
leave the country. Mary had died in 1695, and William 
was left to rule alone until his death in 1702. 
William s successor was to be Anne, his sister-in-law 
and James's other Protestant daughter. 
Queen Anne, since she was both a Stuart and an 

Anglican, favored the Tories, and during her reign the 
Whig influence receded, but at her death in 1714 a 
Protestant succession and a Whig hegemony was assured 
when George I, the Elector of Hanover and great-grandson 
of James I was called to reign as King of England. 



88 

of the Restoration era. 
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Chapter III 

DEVOTIONAL LIFE IN SEVENTEENTH-CENTURY ENGLAND 

_And 'tis fit to tell the Reader, that many of 
the Clergy that were more inclin'd to practical 
P i e tY and devotion, then to doubtful and needless 
Disputations, did often come to Gidden Hall, and 
make themselves a part of that happy Society, and 
stay a week or more, and then join Mr. Farrer and 
the Family in these Devotions, and assist and ease 
him or them in their Watch by Night. . .1 

Izaak Walton's brief account of Nicholas Ferrar's com-

munity at Little Gidding, nestled in his Life of George 

Herbert, is only one of the indications we have that not 

every Englishman was embroiled in the complex of religious 

and political strife which beset the country during the sev-

enteenth century. Many Christians of all parties were 

content to love and serve God through an ordinary devotional 

life above the plane of sectarian strife. From the pre-

ceding chapter it can be seen that religion was indeed a 

burning issue, and one which lent its name to a succession 

of causes fought with pen and sermon--and with sword— 

throughout the century. Indeed, the continual strife left 

many Christians so exhausted by the end of the century, that 

zaak Walton, The Lives of John Donne, Sir Henry Wotton, 
Richard Hooker, George Herbert and Robert Sanderson 
(London, 1670), new ed. with introduction by George 
Samtsbury (London: Oxford University Press, 1927), 
311-312• 
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they were open to the pernicious influences of 

Latitudinarianism, Socinianism, and Deism. 

Standard secular histories tend not to emphasize or 

even to offer evidence of the inner life of a society. The 

student of history is offered an incomplete view of life in 

the era which is being described, a view which emphasizes 

only those extraordinary events that are manipulated or 

acted out by heroes and villains in the panorama of history. 

As a result, when reading seventeenth-century English 

history, one is likely to encounter only the doctrinal dif-

ferences which spilled over into the arena of mundane pol-

itics and not the ordinary daily devotional life which was 

above these fierce religious battles. Here these differ-

ences could be smoothed over or even ignored, as Christians 

related personally to God and to each other through worship. 

On the devotional plane, Anglicans, Puritans, and Roman 

Catholics shared many things in common--devotional books, 

practices, techniques, poetry, and music--while diverging in 

theology and doctrine. Several scholars have remarked upon 

Protestant willingness not only to carry on with the use of 

traditional pre-Reformation devotional literature with some 

changes to accomodate changes in theology, but also to adapt 

for their own use the literary fruits of the 

Counter-Reformation.2 

2. Helen Constance White, The Tudor Books of Private 
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During the seventeenth century the whole of Christendom 

ignited in a revival of personal faith--a swing from the 

more intellectual, Thomist approach, to the "heart religion" 

of the Augustinian tradition, which was the heir of 

Augustine's Confessions. Augustinian spirituality generally 

emphasized a personal experience of a loving God, the sin-

fulness of humanity, and God's initiative, through His 

grace, in salvation. The Augustinian strain of piety 

extended to all parties in the Church as can be seen in the 

works of such Anglicans as John Donne and George Herbert, 

such Roman Catholics as the poets Robert Southwell and 

Richard Crashaw, and the saints Ignatius Loyola, Teresa of 

Avila, and Francois de Sales.3 P u ritan piety was of course 

lQM? i 0£hU M a di S°?- 'u U n i v e r s i t Y Wisconsin Press, 
i?nn g l l s h Devotional Literature [Prose] 
Lancmaae & *°f V r } i v ^ s i t Y Wisconsin Studies in 

Lout^M f E U n i v e r s i t y of Wisconsin 
^ress, 1931), Louis Martz, The Poetry of Meditation A 
Studx in English Religious Literature of the 
Century, Vol. CXXV of the Yale Studies"Tn~EKglish, ed 

P r e s s " 1 1 1 ^ ^ ? 1 8 ^ ^ ^ 1 1 9 1 0 ( N 0 W H a v e n : Y a l e University 
Press, 1954); Anthony Low, Love's Architecture: 
?SV° i°n^ Modes in Seventeenth-Century English Poetry 
(New York: New York University Press, 1978)' Barbara 
Kiefer Lewalski, Protestant Poetics and the 

g ^ e n t 5 - ? e P t t t ^ R e l i q i o u s L y r i c (Princeton: 
Princeton University Press, 1979); Charles 
Hambrick-Stowe, The Practice of Piety: Puritan Devotional 
Hill1' I1!"63 l n Seventeenth-Century New England (Chapel 
Stevens Wakefi^T*H °p C a r o l i n a P r e s s ' 1982); Gordon btevens Wakefield, Puritan Devotion: Its Place in the 

196lt° P m e n t ~ c h r i stian Piety (London: Epworth"Press, 

3. Hambrick-Stowe, OJD. cit., 26-27. 
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overwhelmingly Augustinian, so one need mention, say, only 

Richard Baxter and John Bunyan out of a multitude of names. 

The writings of St. Augustine had supplied John Calvin with 

the basis of his theology, and Martin Luther, it will be 

remembered, had been an Augustinian monk prior to the nine-

ty-five theses. Such important precursors of the 

Reformation as John Wycliffe, John Huss, and the Brethren of 

the Common Life were strongly influenced by the Augustine's 

thought.4 

The movement to promote a Christian society in England 

gave impetus to the publication of a voluminous amount of 

Christian literature during the sixteenth and seventeenth 

centuries. A good many of these books were devotional 

manuals, tailored to suit the spiritual needs of Christians 

of all parties and in sundry walks of life. These books-

theological treatises, poetry, advice on holy living and 

dying, manuals of prayer— took different forms, according 

to the penchant of the writer and the audience he was 

addressing. Helen White has noted the continuity of private 

devotional traditions, in spite of the outward changes which 

were going on in society and in the corporate liturgy of the 

Church. This continuity, she maintains, is evident from a 

perusal of the devotional manuals of the sixteenth century.s 

4• Ibid., 26. 

5. White, Tudor Books of Private Devotion, 3. 
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Protestants did not hastily discard the rich legacy of 

pre-Reformation devotional books, and they even went so far 

as to use manuals published after the Counter-Reformation by 

both Continental Roman Catholics and English Recusant 

writers. Roman Catholics, as far as we know, continued to 

use such books in their unaltered forms, along with the 

newer literary efforts of the Counter-Reformation. It is 

difficult to reconstruct with accuracy the spiritual life of 

English Roman Catholics in the seventeenth century. Since 

their faith was proscribed, all that can be surmised is 

gained from surviving devotional books and from records of 

confiscations of these banned volumes as they were smuggled 

into England from the Continent.6 

From examining the multitude of editions printed and 

published, White has concluded that the best-loved and most 

often used pre-Reformation devotional books were selected 

from four categories--the sixteenth-century Primers, St. 

Augustine's writings, the works of St. Bernard of Clairvaux, 

and The Imitation of Christ, and that these were adapted and 

modified to suite the Reformers' perceptions of 

Christianity. Building upon White's ground-breaking work, 

Horton Davies has added a fifth category--the monastic 

rules, and mentions in particular English translations of 

6. Horton Davies, Worship and Theoloqv in Ena]anH F r ™ 
g g g " to Baxter and 
rrinceton University Press, 1975), 90. 
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the Rules of Saints Benedict and Francis.7 Davies' justifi-

cation for including these Rules is that they "aim at the 

culture and discipline of the spiritual life, and so they 

are ancillaries to devotion."s 

The Primer was a kind of prayerbook and manual of 

instruction for the devout life, and had for several cen-

turies been very popular among layfolk.? It contained devo-

tions which had begun in around the ninth century as accre-

tions to the Divine Office.i« The books which bear this name 

1' TWO ^ l e B e £ e d i c t w a s Published at Ghent in 1632. 
Two translations of Francis's Rule were published in 
Belgium. Richard Mason's translation, The rule and 

—-e s e r a p h i c a l father S. FrancIsT~was"~puh-
aifI? « ,? O U a i i n 1 6 3 5- An earlier translation, by 

thur Bell, was The rule of the religious of the thirrf 
£rde£ of Saint Francis . . . living togethil I ^ c S ^ 
n i t : L e a n d cloyster (Brussels, 1624). 

8. Davies, op. cit., 80-81. 

9' the.1!*5* o p i n i o n s exist concerning the etymology of 
the word Primer. P.G. Stanwood, in his introduction to 
John Cosin s Private Devotions, and Helen White, for 
instance, posit the idea that the word stems from the 
Latin primarium, or prime, the first of the Little Hours 
£?'V i h n ^ o s l n ' ,A Collection of Private Devotions, edited 

(Oxford- AtWthf rt t h ^ a * s i s t a n c e o f Daniel O'Connor 
The Tudor clarendon p " s s , 1967), xxiv. White, 

Tudor Books of Private Devotion, Rfi rV|ariP« 

S J S l T r t h ' t ^ " ^ K ^ " h 5 H d r ^ p o r t s the etymology 
£ e. s aY s is favored by "most authorities." m this 

view, Primer was the common name accorded to the liber 
themhn1US c J u s e ifc w a s t h e prime, or most-used, book in 
^especiallvrineL^Se ^ ° f t e n u s e d t o teach reading, 

pecially in Latin. Butterworth adds, though, that 
slSi? evidence 1 3 a t h a n d of sufficient antiquity to 
settle the question." See Charles Butterworth The First 
fS^ish Primers (1529-1559) (Philadelphia: Univ^Iitrff 
Pennsylvania Press, 1953), 3. or 
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were in evidence for the first time near the turn of the 

thirteenth century, and had as their core the Little Office, 

which was a modification of the seven hours of the Divine 

Office featuring much material appropriate to Mary; thus, 

the medieval Primer was most often known as Horae Beatissime 

Virginis Mariae, or book of hours.n The language of the 

Primers was either Latin or English or a combination of the 

two; thus the Primer could be taken to church and used as a 

liturgical book in conjunction with some of the Latin 

liturgies. Rather than using it as a breviary at the Divine 

Office, however, layfolk probably considered the Primer to 

be a private devotional manual.12 The Primer was no less 

1 0' t£eie'biSE ? r l V a t e devotion, has traced 
their wav to i-hp « monasteries whence they made 
tneir way to the secular priests who added them to the 
public recitation of the daily office. These devotions 

t h l T h i / * Y X n g f° r m Sl b U t b y t h e fou*teenth century 
they had become somewhat standard. The continuity of 

glish devotional life, according to White can be see»n 
by examining the whole range of these Primers, which 

tained t-h , c h a n9 es of the sixteenth century main-
ained their place in the hearts of devout laypeople 

intrnS P r e s s e d various modifications were' 

Reformation a C C ° U n t f° r t h B after the 

1 1' J?S° k%° f h°V r s o f t e n contained other additions (e a 
Kalendar for saints" days, the Creed, homilies 

' b U t £ h e . L i t t l e 0"ice, with several or all of 
,m f o f l o w i n 9 basic components were the stable 
thi a5 y iS g P ° r t l ° n s : !• Little Office. 2. Offices of 
g r a d u a l ' a J v £ h " e t Y P r ° f P s a l m s (penitential? 

cit!, xxiv c o m m e a t* o n s'• 4. Litany. See Cosin, 

12. Ibid. 
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popular during the sixteenth century than it was in earlier 

centuries, as proven by the number of editions exceeding one 

hundred and eighty published between 1525 and 1560. Tudor 

monarchs from Henry VIII to Elizabeth gave their royal 

authorization to some of these in order to promulgate, 

settle, and protect their particular doctrinal stances. The 

differing theological positions of each king and queen were 

reflected in the materials included in these Primers. It 

will come as no surprise that Elizabeth's Primer of 1559 

does not feature the Hours of the Blessed Virgin Mary.i3 

St. Augustine's Confessions were not translated into 

English until 1620, probably by the Roman Catholic, Sir 

Tobie Mathewi* a Protestant translation, by William Watts, 

followed in 1631.is The most widely read works of St. 

Augustine, however, were selected meditations and prayers 

attributed to him in works such as The Pomaunder of Prayer 

by Thomas Becon.u T h i s i s j u s t Q n e Q f m a n y a n t h o l o g i e s q £ 

• Ibid., xxv. 

14. Saint Augustine, The Confessions of the Incomparable 

^ [ S i r Tobie Mathew] 
Literature 75 White, Eng^sh Devotional 

15. William Watts, trans., St. Augustine's Conf<=<*<i r»ns 
(London: John Norton for John Pari-ri^a ^ 

" " D a y ^ U ^ ) — P ° m a u n d e r 2£ ££2Z2£ (London: J o h „ 
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prayers and devotional manuals which contained selected 

prayers and meditations attributed to St. Augustine, and 

Puritans like Becon were almost sure to annotate them with 

quotations from the Bible or to omit certain words or pas-

sages which might lead fellow Protestants astray.i7 

St. Bernard of Clairvaux, another devotional writer 

dear to Christians who value a warmer, more personal 

approach to faith, was ironically not read, according to 

White, for these qualities. Instead, surviving texts 

feature his poetry dealing with the reminders of human mor-

tality and the transience of this world. This accords, 

however, with the common preoccupations of the era with 

these subjects.ia Davies notes that several devotional works 

of St. Bernard were published during the early seventeenth 

century, including one translated by William Crashaw, the 

Puritan father of the poet Richard, who went first to the 

Laudian party and died as a priest of the Roman Church.19 

17. Of the books attributed to Augustine, one of the most 

§ T f L n d o n ^ r ^ P ¥ translated by 
W.P. (London. John Wmdet, 1585). Meditations of St 
Augustine, in several different editions and transla-' 
tions, were widely read by both Protestants and 
CathJ??^ "England, and by those EngliSh Roman 
todav in ° n t h S C o n t i nent. One which survives 
today m fairly numerous quantities is A Pretious Rnnk® 

S 5 u l f t 
% t witn God . . . Written (as some thinkeTb^ 

Denhl H 1ilt?). t r
I
a^. I h^! 7

s
8
R o g e r s <*>sa5»r H«ri.- • 

18. Ibid. 
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Surely the most popular devotional book of the time 

(and of all time) was The Imitation of Christ. For many 

years the authorship of the book was contested, with 

scholars arguing for either Thomas a Kempis or Jean Gerson, 

the medieval mystical theologian and chancellor of the 

University of Paris, though now Thomas is thought with cer-

tainty to be the author. First published in Latin sometime 

between 1470 and 1475 by Gunther Zainer of Augsburg, the 

Imitation had reached more than two hundred and eighty edi-

tions in its original tongue by the close of the seventeenth 

century.2o Helen White, in examining the many versions pub-

lished in the sixteenth and seventeenth centuries, was able 

to observe various modifications made over the years. 

Protestant writers felt bound to make certain emendations, 

19. Davies, OJD. cit. , 79-80. 

20. 81. Of the many English translations, several are 
2 m e ^ i o n . A Roman Catholic translator, Richard 

P" b l l s h®f h l s translation, The folowyincr of 
Christ (London; Thomas Godfray), in around 1531 t o ~ 

t w e l f t h„, e d l t l o n was published as The following 
ot Christ , . . whereunto also is added thi~ioId^H 
|£ist^ of Saint Barnarde, translated by Richard 

the f S ? / ; C a W?° d ) l n 1 5 5 6 ' E d w a r d H a k e 

Zuf £ " ^ Protestant translator of the Imitation with 
ic_,tlon o f h l s version, The Imitation or fol-

lowing of Christ. . . Whereunto . . . we haue adiovned 
another pretie treatise, entituled. The perpetuall 

inJ?RRn IS — S° d l y ( L o n d o n : Henry Denham, 1568) and 
c L i oSt wi?hSn?°?SrS; s5 e ™ o s t w i d e l Y read translator, 
ame out with of the Imitation of Christ (London-

Henrie Denham, 1580) . — 0 5 5 1 ^ 8 — R ^ S T c a t h o l i c version 
deserves mention. This was the translation by M C 
alias Thomas Carre, Of the Followina of Christ-. (pa^'c. 
Mistns Blageart, 1636). See Ibid.; 82-83~~^ 1 



99 

and their biggest stumbling block was Book Four, which 

reflected thoroughly the belief in transubstantiation of the 

elements in the Eucharist. They solved these problems in 

various ways, Edward Hake, for instance, omitting the fourth 

book entirely and glossing passages he thought might be 

harmful to his Protestant readers. Thomas Rogers also 

omitted the original fourth book, but made a substitution 

which he titled Book Four. This was Thomas a Kempis's 

treatise, Soliloquium Animae, translated as The sole-talke 

of the Soule. Or, A Spiritual and heavenlie Dialogue 

betwixt the Soule of Man and God. Rogers justified this 

substitution because the treatise has such a "great 

' ' • with other bookes of the Auctor published 

heretofore in our native tongue . . ."21 

Helen White makes the point that Protestant devotional 

writers owed more to Continental Roman Catholic writers than 

to the writings of Continental Reformers because "the book 

of devotion as distinguished from the book of instruction 

was at the beginning much more a Catholic than a Protestant 

institution."22 one can find selected passages from the 

writings of the Reformers, even the writings of Calvin 

himself, which expand warmly on the life in the Spirit, but 

by and large Calvin's influence was more felt in the area of 
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theology and doctrine. Indeed, a most important thrust of 

the Counter Reformation was the renewal and intensification 

of the devotional life, and Roman Catholics received much 

inspiration from the lives and writings of Ignatius of 

Loyola, Teresa of Avila, John of the Cross, Philip Neri, and 

other later saints. Largely through the efforts of the 

Jesuit missionaries, Ignatian spirituality made a strong 

impression in England. Of the many Spanish spiritual 

writers to emerge from the Counter Reformation, the most 

popular of all in England was Luis de Granada. From France, 

St. Francois de Sales was highly influential with such dif-

ferent Britons as Nicholas Ferrar and, in a decidedly 

desultory way, the ladies of easy virtue who returned from 

France with Charles II in 1660. 

Several different styles of devotional life which could 

have included music existed among the various parties of 

Christendom. Certain elements were common to all groups, 

but it will be well to give an account of various practices. 

The Church of England, as the via media, sought to 

retain all that was good about Catholicism but also embraced 

those aspects of Protestantism which harked back to the 

purity of the primitive Church, thus it was "both Catholic 

and Reformed." The Bible, as God's word, was the authority 

for all doctrinal matters, but in worship and liturgy any-

thing was permitted which was not explicitly forbidden in 
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the Scriptures. In this the Anglicans were more the 

descendants of Luther, while the Puritans, with Calvin as 

mentor, eschewed any form of worship which was not 

Scripturally sanctioned.23 I n p u b i i c w o r s h i p , t h e P u r i t a n s 

ere contemptuous of prayers and responses which were read 

from a book; thus they had no esteem for the Book of Common 

Prayer, which was the basis of Anglican worship both in 

public liturgies and in private devotions in the home. 

Part of Thomas Cranmer's genius as a Reformer had been 

to take the Roman Breviary, condense the eight daily offices 

into two, and put morning and evening prayer back into the 

realm of the laity. The Prayer Book was the basis, along 

with the Bible, of Anglican worship, both in public 

liturgies and in private devotion. Anglican books of 

devotion were considered to be supplementary to the Bible 

and the Prayer Book; thus they may at times seem to lack a 

certain completeness or comprehensiveness in their expo-

sition of the Christian life.24 

In his devotional life the Anglican was encouraged by 

the Prayer Book to "read, mark, learn, and inwardly digest" 

the Scriptures daily. The paterfamilias was encouraged to 

2 3' ^Westminster^' FT 2 W ° " h i P Si the English Puritans \Westminster: Dacre Press,1948), 8^9! 

2 4 * .ftrfnkf' Anglican Devotion: Studies in the 
Spiritual Life of the Church of England betwi^K the 

Ltd " " l S S l K ^ f f e — ? X f ° r d M ° v e m e n t (London: SciTpress, 
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teach his family the truths of God's word.25 j f daiiy devo-

tions were not actually conducted in certain homes with the 

aid of the Prayer Book, then another book of devotion would 

supply the worshippers with a set form of worship to follow. 

For the individual too there were devotional books which 

would give him a form to follow daily and which made pro-

vision for music in some fashion. Bishop John Cosin's 

Collection of Private Devotions, or the Hovres of Prayer, 

published in 1627,26 represents with its reconstruction of 

the daily offices for the individual, a blending of the tra-

dition of the Primers, the Roman Breviary, and the Book of 

Common Prayer. in the tradition of the monastic offices, 

each office contains metrical hymns, no doubt intended to be 

sung. Cosm s volume was the first since Queen Elizabeth's 

Primer of 1559 to feature a liturgical orientation, since 

the trend in devotional books during the intervening years 

had been towards the less structured scheme favored by the 

Puritan wing. Another, later, book of private devotion in 

the liturgical tradition was John Austin's Devotions in the 

Ancient Wa^ of Offices, first published in 1668.27 Austin 

was an Anglican who had converted to Roman Catholicism, and 

25. Ibid., 274. 

2 7 '

 J°hn<£Ts-
n\Wir^ 4 2 ^ ^ SI Offices 
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his book, organized much like Cosin's, also contains 

metrical hymns to be sung after the manner of office 

h y m n s . 2 s T h e devotional pattern here is one of regular daily 

devotion at set times in a set form. 

Some Anglicans also followed the more informal but 

still structured devotions such as those prescribed by 

Bishop Lewis Bayly in his very popular manual of devotion, 

The Practice of Pietie (London, 1619), This book exercised 

a considerable influence over Christians of all parties, as 

Bayly had hoped it would when he wrote that he desired "to 

extract (out of the chaos of endless controversies) the old 

Practice of true Piety, which flourished before these con-

troversies were hatched,-2. The Practice of Pietie contained 

many prayers for special occasions, directions for the 

Christian life, meditations on the divine mysteries, and 

forms of worship for the use of families. These are neither 

so specific, detailed, nor prescriptive as the forms found 

2 8' to 

p c a n - ^ e d i S - £ f p ~ ° 

offirp^' w^°h
n
r^?

t i n' in the Ancient Wa^ of 

(London: The Church Press Company, 1869). 

29. Quoted in Hambrick-Stowe, o|>. cit. , 36. 
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in devotional manuals based on the Prayer Book. Bayly 

suggested few guidelines, or a framework, for worship in the 

home, with the father as pastor of his family. The main 

components are prayers, Bible readings, and psalm singing. 

In fact, Bayly includes a list of five rules for the proper 

singing of psalms; these will be discussed later. 

The Book of Common Prayer formed the basis of worship 

for that remarkable family, the Ferrars of Little Gidding. 

Nicholas Ferrar, in 1627, gathered his family and various 

others, into a community of prayer and service to others.3o 

All their good works, which positively affected their whole 

neighborhood, were rooted in a devoted life of constant 

prayer. 

In expectation of Christ's imminent return, two dif-

ferent family members, "those that did desire to be Partners 

30. The family consisted of Mary Woodnoth Ferrar, seventv-

b I Z T a r K l d Wi d°? ° f N i c h°la* Ferrar senio^, who hJd 
been a member of the Virginia Company, and her children 

L o n' N i c h ° ^ Junior, „ L noi JhS' 
•fither • h e w a s c l e a r l Y the spiritual 
Ferrar Collettanrf the community were John and Susanna 
rerrar Collett and their nine children--Marv Anna 
Suanna, Hester, Margaret, Elizabeth, Ferrar,'jovce' and 
udith. Susanna Collett was Mary Ferrar's oldest child 
and one other Ferrar sibling whoembar^d on this e x p ^ 
lment in communal living was Nicholas's older brothe? 

children ® e c o n d w i f e ' Bathsheba, and their 
Nicholas, Virginia, and John. Bernard 

Family Letters (Cambridge: At the University PressT 
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in the Action," would station themselves voluntarily each 

night from nine o'clock until to one in the morning for the 

praying of the entire book of Psalms, "sayd . . . by way of 

Responsall John Ferrar, the older brother of Nicholas, 

further relates that 

!ie4.0f?ans W S r e S O P l a c e d ' & then tuned so low as 
^ o s e t]?at watched, might (if they would)'at 

some times sing & play to them, & yet noe distur-

w ^ C n « £ ° a n y ° f t h e F a m ily in the House, but this 
then u s u a l l every night done, onely now & 

Nicholas himself, on nights when it was not his turn to be 

on watch, would relieve the last two family members at one 

o'clock and spend the rest of the night in prayer and medi-

tation . 3 2 

Outside of this, there was the family rhythm of Sunday 

and daily domestic worship.J3 0 n Sunday mornings family 

members would rise very early and meet in the Great chamber 

to repeat those psalms and Bible chapters which they had 

committed to memory, after which they retired to their 

rooms. All attended church twice in the morning. Nicholas, 

31' ^r°m th® Life 2l Nicholas Ferrar written by his brother 
John and copied by Thomas Baker. These exfcr»i?« £ v 
from the Baker MSS. vol. 35 m I J r 
University Librl^ a^i-qu^ted"n Tbilf 55 C a m b r i d <3 e 

32. Ibid., 57. 

3 3' Ippend^"? e d d e s c r l P t i o n s from the Ferrar papers, see 
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who was an ordained deacon, would read Morning Prayer at the 

first service at nine o'clock, and at the 10:30 service all 

would assemble to worship and hear a sermon by the vicar of 

the nearest parish. Nicholas is described as reading the 

service at the Communion Table, so perhaps the visiting 

priest would celebrate the Lord's Supper from time to time. 

Between the two services, time was allotted to hear the 

local children, dubbed "Psalm children," recite the psalms 

which they had learned, and receive dinner and a penny for 

their efforts. All were free until two o'clock, when they 

went to hear a sermon at the Steeple Gidding Church, after 

which psalms were recited in the Great Chamber. More free 

time, and then supper followed until eight o'clock when 

prayers were read and hymns were sung in the Great Chamber. 

The weekday was more structured and rigorous, and began 

with the same early rising and psalm repetition as on 

Sundays. An important feature of the day was the hourly 

gathering m the Great Chamber of prayer teams which would 

read the proper psalms and chapters from a Concordance of 

the Gospels pieced together by the sisters. At this time 

too a hymn would be sung to the organ. Also part of the 

daily rhythm of life at Little Gidding was corporate worship 

by all family members--Matins at six, the Litany at ten, 

Evensong at four, and the final family prayers (with a hymn) 

at eight o'clock. Family members were engaged in various 
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useful and charitable tasks throughout the day, and the 

younger members went to school. 

It goes without saying that the devotional life 

observed by the community at Little Gidding was quite beyond 

what the average Anglican family would have thought "meet 

and right so to do." The constant hourly watch would have 

been considered works of supererogation, but the structure 

of the daily community worship reflects the liturgical char-

acter of much Anglican devotion. Of the family's love and 

use of music more will be mentioned later. 

Another devout Anglican of whom we have some documen-

tation is Letice, Viscountess Falkland. John Duncon, also a 

friend of George Herbert and Nicholas Ferrar, has written of 

her spiritual life in more than one book. White summarizes: 

Lady Falkland usually spent about an hour with her 
maids in the morning, praying with them and 
catechizing them and instructing them, but she 
spent even more time in her own private devotions 
in prayer and in meditation.34 

In The Returns of Spiritual Comfort Duncon relates that Lady 

Falkland's spiritual director [Serenus Cressy] advised her 

to 

A Letter conteining Many remarkable pas-
h o l r -Llfe £ Death of the late LadyT" 

Printed ^ h ^ h £ RitSrnes 
H v f K n e t c' (L°ndon: for RichlFd 
Royston, 1648), 162. Quoted in White, English 
Devotional Literature, og. cit., 63. — 
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enliven her lengthy devotions by singing of spir-

5 ? n g S ' J b 0 t 5 ^ i t h v o i c e ' a n d instrument' and 
Sf? I U? h l s a dY l c e W i t h a couple of references 

to Old Testament history wherein she might read of 
greater matters, helped forward (to say the 

least) with Musick and Instruments.'35 

Jeremy Taylor, in his devotional work, The Golden 

Grove, or, A Manual of Daily Prayers and Litanies, 

endeavours to help the individual develop a rule of life and 

offers much sound advice on holy living.36 in section II, 

the Agenda, or Things to be Done, Taylor offers the reader a 

Diary, or a Rule to Spend Each Day Religiously. These 

instructions for the individual life also contain references 

to the devotional life of the family which give us a 

simpler, less structured, though still very Anglican picture 

35 

36 

arief n ' ] The Returns of Spiritual comfort and 
Lett5r4r F °ut 5®££®sented (by enterco^e of 
L L ? ) -S2 ^ a dy Letice' Vi-Countess Falkland. 
D^aF^o^T? — E x e m p l i f i e d in the holy Life and 

Honourable Lady (LoHaSnTRiSESFd 
Royston, 1648), 22. Quoted in White, ibid., 61-62. 

Jeremy Taylor, The Golden Grove, or A Manual of Daily 
Prayers and Litanies Fitted to the Days nf t-h® Week. 
^ 1 ^ ifto^Ee^Slli^d, 
Practised, Desired: Also Festival Hymns, According to 
the Manner of the Ancient Church (London: Printed b^ 

Royston, at the Angel in Ivie-Lane, 1655) 
Tavlor D1!? j?orks of the Rt. Rev. Jeremy 
wlthrl'Llfl'of^^ F t f 2 2 — SOWr1, C o n n o r ' a n d Dromore: 

•i^Ti — - C r i t i c a l Examination of 
His Writings by the Rt. Rev. Reginald Heber, D.D., r e ~ 
vo?°

rre?r
tled bY the Rev. Charles Page Eden, M.A., 10 

ret al . L o n g m a " ' ? r o w n ' Green, and Longmans; 
Let al., 1850), facs. edition Vol. LXVII of Anglistica & 

(Hildesheim: Georg Olms Verlag, 1970)
 & 

o o/ — 562. 
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of domestic devotion. 

Whosoever hath children or servants, let him or 
her take care that all the children and servants 
of the family say their prayers before they begin 
their work. The Lord's prayer, and the ten com-
mandments, with the short verse at the end of 
every commandment which the church uses, and the 
C rI ef: " * v e r y g o o d o f fice for them if they be 
not fitted for more regular offices. And to these 
also it were good that some proper prayer were 
apportioned, and they taught it. 

Before dinner and supper, as often as it is con-
venient or can be had, let the public prayers of 
the church, or some parts of them, be said pub-

voS Ian* rpu family, and let as many be present as 
you can. The same rule is also to be observed for 
Sundays and holy-days for their going to church. 
Let no servant be detained, but relieved and pro-
vided for by changes.37 

The individual reader of the Golden Grove is advised to 

follow a daily pattern of devotions which actually begins as 

he or she awakes in the morning, much as the Puritan would 

have done. Thanksgiving is given to God for His safe care 

during the night and praise to Him for His creation. Short 

prayers follow while one is dressing, and then the Lord's 

Prayer is said devoutly kneeling. The reader is then 

advised to withdraw to his closet and begin his daily devo-

tions, which are "divided into seven actions of piety." 

1) an act of adoration. 
2) of thanksgiving. 
3) of oblation. 
4) of confession. 

37. Ibid., 613, 614. 
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5) of petition. 
6) of intercession. 
7) of meditation, or serious, deliberate, useful 

reading of the holy scriptures.38 

Taylor then gives his reader tips on how to read the Bible 

most profitably, and on how to meditate on the scripture 

portions. Then he or she is to go out and lead the family 

in the worship described above, it will be seen that 

Anglican and Puritan devotions were similar in many 

respects. 

C. Kirchberger, in examining Bodleian Library manu-

scripts dealing with the spiritual life, especially those in 

the Rawlinson collection, has come to some interesting con-

clusions. Kirchberger has found many English translations 

of Roman Catholic devotional classics, products of the 

Counter-Reformation, which can indeed be seen to have had a 

strong influence on seventeenth-century Englishmen. 

Additionally, there are a number of manuscripts treating 

meditation and prayer by Anglican men and women, clerical 

and lay. Kirchberger believes that these reflect an 

increased interest in the liturgical daily office.3 9 

Charles Hambrick-Stowe, in writing of New England 

Puritanism, has provided a useful list of different cat-

38. Ibid., 611-612. 

3 9' Kirchberger, "Bodleian Manuscripts Relating to the 
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egorj.es of private devotion which were exercised by the New 

Englanders. Since a number of his sources were from 

England, it will be possible to make similar suppositions 

about the devotional life in the old country. 

Hambrick-Stowe presents the reader with four types --

"private meetings, family devotions, private conference, and 

secret exercises."^o 

"Private meetings" were regularly occurring meetings of 

layfolk who met weekly, biweekly, or monthly, usually in 

someone's home. The New England missionary John Eliot 

relates that at these meetings "we [would] pray, and sing, 

and repeat sermons, and confer together about the things of 

God.»4i The "private meeting" was known also as a "con-

ference meeting" or a "society of conference." These 

meetings were occasions for lay ministry and reflected the 

character of Puritanism as a lay movement. During the per-

secution of the Puritans in England, meetings such as these, 

called "conventicles," had often provided the only opportu-

nities for Puritans to worship God in the way they pre-

ferred. 42 

Family devotions were an important part of Puritan 

40. Hambrick-Stowe, o£. cit., 136. 

M°fctjn Eliot*' 8 d " and Death of the Renown'd 
In ibidT^TI?! ' " d' ( L o n d o n ' 1691), 20. Quoted 

42. Ibid., 137-138. 
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life, especially since the family was considered to be a 

little church in itself, with the father as pastor. One 

view of English Puritan customs comes from an New England 

grandson. Cotton Mather, in his Magnalia Christi Americana, 

describes the way his grandfather, John Cotton, conducted 

family devotions.43 cotton would read a passage from the 

Bible "with a little applicatory exposition, before and 

after which he made a prayer; but he was very short in all, 

accounting as Mr. Dod, Mr. Bains, and other great saints 

before him, That it was a thing inconvenient many ways to 

be tedious in family duties.'"44 Family devotions usually 

took the form of Bible reading, prayer, and psalm singing, 

and were performed in the morning and the evening. Grace at 

meals could be considered another kind of domestic devotion. 

In the morning the idea of thanksgiving was stressed along 

with the theme of Resurrection, and some devotional manuals 

recommended psalms featuring these themes. The description 

cited above of John Cotton's family devotions depicts 

perhaps evening devotions. Here the father might expound 

4 3. John Cotton (1585-1652) emigrated to New England in 

4 4' Cotton Mather, Magnalia Christi Americana, or the 
ecclesiastical history of New England, from"Tt«?~?TyC<-
Elan^na in the year 1 6 2 0 . 5 S F 

pHiSed-forf 3' 
Moraan Th P p! >

 I' 277-278. Quoted in Edmund S. 
— ? Puritan Family. Religion and 
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upon the Bible reading to instruct his family, and psalms 

appropriate for the evening were chosen. These usually 

reflected the theme of examination of the day's sins, repen-

tance, and resolution of amendment. Death, and the idea of 

one's bed as a possible grave was another prevalent theme of 

evening devotions. Family evening devotions were usually 

conducted in the early evening, not long after supper, and 

left time later for personal devotions before bedtime. 

John Cotton described one of the aspects of private 

spiritual counseling when he wrote that the "presence and 

assistance of a Christian friend in learning to pray" was 

extremely valuable.** Such a Christian friend could lead a 

person through conversion and help him to increase in grace. 

Private spiritual counselors could help prospective church 

members to prepare for their public profession of faith, and 

they could advise parents on how to lead their children to a 

conversion and firm personal commitment to Christ.46 

The most private devotions were those performed by the 

individual and known as "secret" exercises, or "closet devo-

tions, " after the mandate of Christ in Matthew 6:6. Closet 

devotions generally consisted of three activities. 

John Cotton, Modest and Cleare Answer to Mr Rails 
ffHrse formes of (L^dbnT" f f i n f i ^ y ^ o 
and G D for H. Overton, 1642), 36. Quoted in 
Hambrick-Stowe, o£. cit., 151. Wu°tea m 

46. Ibid., 151. 
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Devotions were usually begun with reading and study. The 

Bible, of course, was the main object of reading and study, 

but other books, such as books of devotion, were often used. 

Meditation was the second main component of Puritan private 

devotions. Prayer was the third component, and the Puritan 

had many books of devotions containing prayers that were 

designed to be used as models until he could form his own 

prayers spontaneously from the heart. Other exercises which 

could be, and often were, part of closet devotions, included 

psalm singing and spiritual writing. The writing often took 

the form of a journal of the individual's spiritual life, or 

it could be some other type of writing which had grown out 

of prayer, self-examination, and meditation.47 

The return of Charles II in 1660 from his French exile 

ushered in a period of such debauchery and laxity of morals 

as to make the words "immorality" and "Restoration" synon-

ymous. Restoration comedy itself provides us with trenchant 

examples of conversation and lifestyle among Englishmen of 

mainly the upper classes. 

This is not to say however that Christian virtue and 

Piety were not in practice at all among the gentry and 

nobility. John Evelyn wrote at length, in book form, of the 

saintly life and Christian graciousness of his young friend, 

Margaret Blagge Godolphin, who was a member of the court of 
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Charles II, and the diarist himself was a sincere and devout 

Anglican.40 Some others who attempted to live Christian 

lives at this time were the scientist Robert Boyle and his 

sister, Mary Rich, Countess of Warwick.*' 

in 1678, some eighteen years after the Restoration, a 

spiritual movement began within the Church of England which 

would have far-reaching consequences into the eighteenth 

century, particularly with regard to the Evangelical Revival 

and the rise of Methodism. Young men began to band together 

under the leadership of clergymen into study and devotional 

groups which came to be known as the Religious societies. 

G.V. Portus claims that (surprisingly) the impetus for the 

rise of these Anglican high church religious societies came 

from the general interest in listening to sermons, "the one 

feature of Puritanism for which the nation retained an 

affection after the Restoration."- Three Restoration 

«• a.rs.si 
and Rivington, Ltd.; New York: Anson, D.F. Randoxpn 

Co., 1888). 

r r Faf I^^L^o^Tiisr.T^lii^ta^rsiw 
larnis & Noble inc., 1969); Charlotte Fell Smith, 

Mary'Rich, Countess of Warwick, Her Family and Frien 
(London: Longmans, Green, and Co., iyu±;. 

5 0-
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divines in particular had an impact on the founding of the 

Religious Societies - William Beveridge and Smythies of St. 

Michael's, Cornhill, and more especially Anthony Horneck, 

both in his preaching and his pastoral work. The 

German-born Horneck was a High Churchman, later to become 

non-juring, and carried out the major part of his ministry 

at the Savoy Chapel from 1671 to his death in 1697. Unlike 

so many clergy of the day he would not take up more than one 

living and become involved in the widespread corrupt 

practice of plurality. 

He was of primitive zeal and practice in his devo-
tions; His preaching most florid, fervent, and 
pathetique, bot all upon the Mystique way, which 
did take much with the common sort of serious 
people, who are many tymes wrought upon by zealous 
raptures of communion with God . . . Indwelling in 
Christ, the joy of the Holy Ghost, and other mist-
erious notiones, which they fancie, rather than 
feel or understand. Whowever he is much lamented, 
and had upwards of one thousand of godly sisters, 
daughters, and mothers in Israel, to convoy his 
corps to the enterment. " 5 1 

Evidently Horneck's preaching, and that of Smythies, in 1678 

had such a convicting influence on a number of young men, 

that they began to visit their clergymen for spiritual 

direction over their newly enlivened spiritual lives. There 

is still some doubt about where the actual idea of beginning 

51 Letter from Thomas Burnet to the Electress Sophia of 
Hanover, July 29, 1697. J.M. Kemble, State Papers, no. 
64 (London: 1857), 193. Quoted in ibid., 9. 
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the Religious Societies arose, but Horneck can be considered 

the inspiration and the "patron" of the movement if not its 

actual founder.52 The most reliable sources containing 

information about the founding of the Religious Societies 

are Bishop Richard Kidder's biography of Horneck and Josiah 

Woodward's history of the Religious Societies." Though we 

cannot vouch for his accuracy, Woodward, nevertheless, 

informs the reader that Horneck himself had seen and 

expressed his approbation of Woodward's history.Bishop 

Kidder's Life of Anthony Horneck contains a list of the 

rules which Horneck devised for the first societies, and 

they reflect a great practicality, simplicity, and no evi-

dence of the extravagances which Thomas Burnet attributed to 

Horneck in the quotation above.5 5 

The meetings were very structured, with a Minister 

present, and only prayers from the Book of Common Prayer 

were permitted. No controversial points of doctrine, or 

questions of Church or State were proper for discussion. 

Rule VIII indicates that allowance was made for a psalm to 

52. Ibid., 10. 

B3 Richard Kidder, Life of Anthony Horneck (London: By 
J.H. for B. Aylmer, 1698); Josiah Woodward, Account of 
the Rise and Progress of the Religious Societies 
"(LondonT 1701). Ibid. , 10. 

54. Ibid. 

55. For a complete list of the rules see Appendix II. 
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be sung after prayers and the reading of the Bible or other 

spiritual books. From this one rule blossomed eventually a 

resurgence of the parish choir, as Nicholas Temperley has 

suggested in several of his writings.56 According to 

Temperley, John Playford1s 1677 publication of three-part 

psalms57 would have been admirably suited to the require-

ments of the Religious Societies since the psalms were 

scored for three male voices (TTB), but adaptable enough 

include women and children by octave doubling when desired. 

This same combination of voices was specified by Playford s 

son, Henry, who attempted to cater to the needs of the 

religious societies with his collection The Divine 

Companion, first published in 1701.58 

56. Nicholas Temperley, Music in the English Parish Church, 
2 vols. (Cambridge: Cambridge University Press, 1979); 
"John Playford and the Metrical Psalm,' Journal of the 
American Musicological Society XXV (1972),331-378; 
"Psalm, metrical, III," The New Grove Dictionary of 
Music and Musicians, 20 vols., ed. Stanley Sadie 
(London: Macmillan, 1980), XV, 358-371. 

57. John Playford, The Whole Book of Psalms: With The usual 
Hymns and Spiritual Songs; together with all the ancient 
and proper Tunes sung in Churches, with some of later 
Use: Compos'd in Three Parts, Cantus, Medius, & Bassus: 
in a more Plein and Useful Method than hath been for— 
merly published. . • . (London: Printed by the Company 
of Stationers, and Sold by John Playford near the 
Temple-Church, 1677). 

58. Henry Playford, The Divine Companion: Being a Collection 
of New and Easie Hymns and Anthems, For one, two and 
three-Voices, Compos'd by the best Masters, and fitted 
for the use of Those who already understand Mr. John 
Playford's Psalms in three parts: To be used in Churches 
or Private Families, for their Greater Advancement in 
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A wide variety of devotional practices co-existed 

during the seventeenth century, but they reveal a common 

surge of the heart towards God in response to the renewing 

fire of the Holy Spirit. The legacy of the 

Counter-Reformation was a body of devotional literature 

designed to raise the affections of Catholic layfolk to a 

deeper experience of God's love. These books also served 

Protestants in various ways in their renewal of personal 

faith, and influenced Puritan and Anglican alike. While 

Anglicans remained oriented to a liturgically influenced 

devotional life, Puritans offered their devotional manuals 

as firm branches from which the soul could take wing in 

extemporaneous prayer to God. 

In all of these styles of devotional life, music could 

play a part; it remains to be seen how music could be incor-

porated, and to find, if possible, specific uses of music in 

a devotional setting. If, as St. Paul says, we are to pray 

without ceasing," then it follows that the Christian might 

also sing spiritual songs in the course of his daily life, 

for recreation or while at work. 

Divine Musick. . . . (London: Printed by William 
Pearson, in Red-Cross Alley in Jewin-Street, for Henry 
Playford, 1701). 
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Chapter IV 

DEVOTIONAL SONG IN SEVENTEENTH-CENTURY ENGLISH MUSICAL LIFE 

If, as St. Augustine says, "He who sings prays twice, 

then sung praises and prayers to God must bring the wor-

shipper into a deeper experience of His presence. The poet 

George Wither was only one of many seventeenth-century 

writers to attest to this, both by Biblical authority and by 

the authority of ancient writers both Christian and pagan. 

In his 1619 work, A Preparation to the Psalter, Wither wrote 

that music 

hath also diuine raptures, that allure and dispose 
the soule vnto heauenly meditations, and to the 
high supernaturall apprehension of spiritual 
things. Which power although (as I perswade my 
selfe) many men feele ; yet to make those who are 
not yet sensible thereof, beleeue that this is no 
fayned qualitie imputed thereunto : Let them 
search the story of Elisha; and there they shall 
finde, how he being to aske counsell of God, 
called for a Musician ; and that whilst the 
Musician played, the hand of the LORD came vpon 
him. Nor is it any wonder ; for Musieke is a 
diuine gift, first and principally bestowed on man 
for diuine vses, and to be exercised in the 
prayses of God : yea, as Plutarch sayth, Profecto 
munus eius primum & pulcherrimum, est gratiarum 
erga Deosactio Concerning the power and force with 
the singing of the Psalmes hath, we haue many tes-
timonies. Iustine Martyr saith, that it stirs vp 
the mind, with a more fervent affection to that 
which is desired in the Psalme; that it asswageth 
euill concupiscences arising in the flesh; that it 
expels wicked thoughts infused by the inuisible 
enemy ; and that it more enables to bring forth 
the sweete fruits of diuine goodness, &c. S. 
Gregory saith, that singing of Psalmes, if it bee 
done with intention of the heart, opens in the 
soule a passage for God, that hee may infuse 
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thereinto, gifts of Prophecie, or compunction of 
spirit.i 

Divine hymns and psalms were also seen as appropriate for 

the recreation of the godly, and useful for maintaining 

Christian values and virtues in society. For this reason, 

printed anthologies of song often contained a number of 

songs set to morality poems, as, for example, with the first 

book of Thomas Campion's Two Bookes of Ayres, which is sub-

titled "Divine and Morall Songs."2 

Since, for the Christian, to "pray without ceasing" is 

an ideal, it is not always easy, or even desirable, to dis-

tinguish where recreation ends and devotion begins. 

Further, we need not judge the motives of our seventeenth-

century Englishmen in their motives for the use of devo-

tional music. Suffice it to say that they did indeed raise 

their voices in song to their God outside the walls of 

church buildings. Several seventeenth century sources 

provide documentation for the use or possible use of devo-

tional song in domestic worship or for recreation. 

Some very specific directives for the use of music in 

1. George Wither, A Preparation to the Psalter (London, 
1619). No. 37 of The Spenser Society (London: The 
Spenser Society, 1884), facs. edition No. 150 of the Burt 
Franklin Research and Source Works Series (New York: 
Burt Franklin, 1967), 83-84. 

2. Thomas Campion, Two Bookes of Ayres: The First Containing 
Divine and Morall Songs: The Second, Light Conceits of 
Lovers. (London, 1613). 
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domestic worship can be found in one of the most popular 

devotional manuals of the seventeenth century. Bishop Lewis 

Bayly's Practice of Pietie was first published ca. 1619, 

during the years when Calvinism was the doctrinal cement 

which still held the Church of England together, and it was 

widely used by all Protestants. Bayly recommended that the 

family gather in the morning and the evening for worship 

together, and, as an example, his directions for the evening 

are quoted here. 

At Evening, when the due time of repairing to rest 
approcheth, call together againe all thy Family. 
Reade a Chapter in the same manner, that was pre-
scribed in the Morning. Then (in the holy imi-
tation of our Lord, and his Disciples) sing a 
psalme.3 

Bayly, not content to leave families without an under-

standing of the proper way to approach psalm-singing, pro-

ceeded to leave them a set of "Rules to bee observed in 

singing of Psalms." 

1. Beware of singing divine Psalmes for an ordi-
narie recreation; as doe men of impure 
Spirits, who sing holy Psalmes, intermingled 
with profane Ballads. They are Gods Word, 
take them not in thy mouth in vaine. 

Lewis Bayly, The Practise of Pietie: Directing a 
Christian How to Walke, That He May Please God, 53rd ed. 
(Boston: Green for Benjamin Eliot and Daniel Henchman, 
1718), 189-191. Microcard AA5 in Early American Imprints 
1639-1800, ed., Dr. Clifford K. Shipton (Worcester, 
Mass.: American Antiquarian Society). 
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2. Remember to sing Davids Psalmes, with Davids 
Spirit. 

3. Practice Saint Pauls rule: I will sing with 
Spirit, but I will sing with the under-
standing also. 

4. As you sing, uncover your heads, and behave 
your selves in comely reverence, as in the 
sight of God, singing to God, in Gods owne 
words : but bee sure that the matter makes 
more melodie in your hearts, than the Musick 
in your Eare: for the singing with a grace 
in our hearts, is that which the Lord is 
delighted withal, according to that old 
verse: 

Non vox, sed votum, 
non musica chordula, sed cor. 

Non damans, sed amans, 
psallit in aure Dei. 

'Tis not the voice, but vow: 
Sound heart, not sounding string: 
True zeale not outward shew: 
That in Gods eare doth ring. 

5. Thou maist (if thou think good) sing all the 
Psalmes over in order : for all are most divine 
and comfortable. But if thou wilt chuse some 
special Psalms, as more fit for some times, and 
purposes: and such, as by the oft usage, thy 
people may the easilier commit to memory: 

Then sing. 

In the Morning, Psal. 3.5.16.22.144. 
In the Evening, Psalm. 4.127.14. 
For mercy after a sin committed, Psal. 51.103. 
In sicknesse, or heavinesse, Psalm. 

6.13.88.90.91.137.146. 
When thou art recovered, Psal. 30.32. 
On the Sabbath day, Psalm. 19.92.95. 
In time of joy, Psal. 80.98.107.136.145. 
Before Sermon, Psalme 1.12.147. the 1. and 5. Part 

of the 119. 
After Sermon, any Psalme which concerneth the 

chiefe arguement of the Sermon. 
At the Communion, Psalm. 22.23.103.Ill.113. 
For spirituall solace, Psalm. 
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15.19.25.46.67.112.116. 
After wrong and disgrace received, Psalme 

42.69.70.140.144.4 

The Ferrar family has been mentioned5 for their exem-

plary devotional life, and they were, in addition, well-

trained lovers and practitioners of music. Nicholas 

Ferrar's brother, John, left documents describing the life 

of Christian charity and the daily and weekly round of 

worship at Little Gidding, and we learn from him that all 

the family members had musical training. 

N.F. moreover took care to provide proper Masters 
for the trayning up of these Children, & of others 
in the family, in severall Sciences: viz One for 
their Schooling & learning the Latine Tongue; 
Another that might also instruct them in writing 
fair hands & Arithmetick; A third that might teach 
them to sing, & play upon Virginalls Violl & Organ 
(his Sister being a Lutinist) and for all these 
severall imployments they had their Houres & 
times: So that, though they were always in Action 
& a learning, yet the variety of the things made 
all more pleasant to them & delightfull.6 

In 1631 they began to have meetings of a "Little Academy," 

which would offer opportunities for discussion and dialogue 

4. 
Ibid., 364-367. 

5. See Chapter Three, pp. 104-107, and Appendix I. 

6. Bernard Blackstone, ed., The Ferrar Papers; Containing a 
Life of Nicholas Ferrar, the Winding-Sheet, an Ascetic 
Dialogue; a Collection of Short Moral Histories; and 
Selection of Family Letters (Cambridge: At the 
University Press, 1938), 29. 
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on edifying subjects. Usually the music of a sacred or 

moralizing song preceded each meeting. The texts of several 

hymns sung by the community at their academy have been tran-

scribed from manuscript by Edith Cruwys Sharland.7 The texts 

of the songs were carefully recorded in the meetings of the 

Little Academy taking place during Christmastide of 1631. 

The first song, "Unquenched Love in him appeared to bee," is 

the second stanza of the hymn appropriate for the feast of 

St. Stephen (26 December), found in George Wither's Hymnes 

and Songs of the Church (London, 1623), and was sung to viol 

accompaniment played by the "Master of their Musique." 

Wither's directions indicate that one should "Sing this as 

the 4. Song," thus referring to Orlando Gibbons' tune 

printed with the metrical paraphrase of Hannah's song in I 

Samuel 2: 1-10. On the feasts of St. John the Evangelist 

(27 December) and Holy Innocents (28 December), Wither's 

hymns proper to those days were sung, again with viol accom-

paniment. Both of these hymns follow in sequence the Hymn 

for St. Stephen's, and are to be sung to Song 44,8 printed 

7. Emily Cruwys Sharland, ed., The Story Books of Little 
Gidding: Being the Religious Dialogues Recited in the 
Great Room, 1631-2: From the Original Manuscript of 
Nicholas Ferrar (New York: E.P. Dutton and Co., 1899), 
20, 40, 59-60, 72-73, 88-90, 92-94. 

8. Orlando Gibbons and George Wither, The Hymnes and Songs 
of the Church Divided into Two Parts: the First Part 
Comprehends the Canonicall Hymnes, and Such Parcels of 
Holy Scripture, as May Properly Be Sung, and Creeds: the 
Second Part Consists of Spirituall Songs, Appropriated to 



126 

with the metrical paraphrase of the Veni Creator Spiritus. 

Other texts transcribed by Sharland may be those referred to 

by Peter Peckard in his account of Nicholas Ferrar when he 

wrote 

For the Christmas season of the year 1631, he 
[Nicholas] composed twelve excellent discourses, 
five suited to the Festivals within the twelve 
days, and seven to the assumed name and character 
of The Sisters. These were enlivened by hymns and 
odes composed by Mr. Ferrar, and set to music by 
the music master of the family, who accompanied 
the voices with the Viol, or the Lute.9 

As mentioned in the previous chapter, at each hour 

during the week, a prayer team would gather to recite psalms 

and read from the Concordance of the Gospels, and a regular 

part of this was "to sing a Hymne, & play on the Organ 

whilst they sung."io John Ferrar has recorded another 

occasion on which the family incorporated one of Wither's 

and Gibbons' Hymnes into their daily schedule of worship. 

After returning home from early morning church, they 

the Seuerall Times and Occasions Obserueable in the 
Church of England. . . . (London: Printed for GTW., 
1623). The Works of George Wither. No. 30 of The 
Spenser Society (London: The Spenser Society, 1881), 
facs. edition No. 150 of the Burt Franklin Research & 
Source Works Series (New York: Burt Franklin, 1967)7 
166-169. 

9. Peter Peckard, Memoirs of the Life of Mr. Nicholas Ferrar 
(Cambridge, 1790), 201. Quoted in Blackstone, op. cit., 
48. 

10. Blackstone, ojd. cit. , 34, 49. 
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gathered in the "great Chamber" where after the second team 

had read from the psalms and the Concordance, "the shorte 

Hymne sung, & the Organs playing to it was only: 

Thus Angells sung, & so doe wee, 
To God on high, all Glory be: 
Let him on earth his peace bestow, 
And unto Men his favour show.ii 

This is but a slightly altered version of Wither's "Song of 

the Angels. Luk.2.13," which is printed with Gibbons' Song 

34.12 Hymns were also sung at prayers before bed and, pre-

sumably, at daily Matins and Evensong, as they were each 

morning at the general gathering of the family in the Great 

Chamber for the reviewing of scripture memorization. 

It has already been mentioned that Oliver Cromwell was 

a great music lover, and Anthony Wood, in his biography of 

John Hingston, has provided evidence that the Protector's 

home life often featured devotional music. 

Kingston, John, an able Composer, and Organist; He 
was Orga. to Oliver Protector, who had the Organ 
of Magd: College in the Palace Hall of Hampton 
Court: till his ma ties Restauration: he bred up 
two Boyes to sing with Himselfe (Mr. Dearings) 
printed latin songs for 3 voices: which Oliver 
was most taken with: tho he did not allow 
singing, or Organ in Churches He had them sung at 
the Cokepit at White Hall, where he had an Organ: 

11. Ibid., 44. 

12. Gibbons and Wither, og. cit., 16. The only difference 
in the wording is "and thus sing we," instead of & so 
doe wee." 
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and did allow this John Hingston 100 pounds per 
Annum during his usurpation.i3 

Another remarkable family in England's history, and one 

which displayed, among other talents, a singular love of and 

practical talent for amateur music performance was the North 

family. Copious documentation exists for the seventeenth-

century activities of three generations of Norths. Several 

documents will be cited, but most information comes from 

Roger (1651-1734), the youngest son of Dudley, the Fourth 

Lord North. Roger wrote extensively and has left biogra-

phies of several members of his distinguished family. 

Furthermore, in several manuscripts, he commented widely on 

music and musical activity during his long life. His 

practice seems to have been to repeat much of the infor-

mation, worded slightly differently, from manuscript to man-

uscript, and John Wilson has collated and extracted all the 

most valuable portions into a compendium which reveals Roger 

as an astute and knowledgeable music critic and historian.14 

The earliest evidence we have of music's place in the 

13. Anthony Wood, Manuscript Biographical Notes on Musicians 
in the Bodleian Library (Wood MS. D. 19-4). Quoted in 
Percy A. Scholes, The Puritans and Music in England and 
New England, A Contribution to the Cultural Hisotry of 
TwoNations (London: Oxford University Press, Humphrey 
Milford, 1934), 142. 

14. John Wilson, ed. Roger North on Music: Being a 
Selection of His Essays Written During the Years c. 
1695-1728 (London: Novello and Co., Ltd., 1959). 
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North family comes from a 1608 inventory of the 

Charterhouse, London home of Dudley, the Third Lord North. 

In the 'greate Chamber' there were playing tables, 
chessmen, and his lordship's viol (music was 
important to him), and, upon the walls, five 
'Tapestrie hangings with bells.'*5 

The Third Lord North passed on to his son Dudley (the 

Fourth Lord North) both his love of music and a strong faith 

in God; and Roger, in his recollections of his parents, 

notes that his abiding joy was in the fact that he was 

descended from Religious, vertuous, wise, and 
sound parents. That they were so is granted by 
all that knew them, and that I am happy from their 
vertues know and can affirme.*6 

Dale Randall has written that 

besides the dominating and unifying force of 
religion in the family there was also, through the 
years, the harmonizing influence of music. Sir 
Dudley wrote that 'Of pastimes within dores Musick 
may challenge the next place to Study, and is more 
sociable, for it entertains many at the same 

15. Dale B.J. Randall. Gentle Flame: The Life and Poetry of 
Dudley, Fourth Lord North (Durham, N . c T : Duke 
University Press, 1983), 29. "The facts in this para-
graph come from 'The Inventorie of Charterhowse July . . 
. 1608.' A transcription of this document made by Mr. 
Francis Bickley has kindly been furnished by Mr. Oliver 
Van Oss, The Master of Charterhouse." Ibid. 

16. Roger North, Lives of the Norths, 3 vols., ed. Augustus 
Jessopp (London: George Bell and Sons, 1890), facs. 
edition with introduction by E.D. Mackerness (Westmead, 
Farnborough, Hants.: Gregg International Publishers 
Ltd., 1972), III, 1. 
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time.'i7 

The Fourth Lord North's large family consisted of his wife, 

Anne, and his fourteen children, eleven of whom survived at 

least to their majority, and all of whom were proficient 

musicians, able to sing and play viols. Much of the married 

life of Dudley and Anne was spent in residence at Kirtling, 

the country estate of his father, in Cambridgeshire. 

About the time of Roger's birth (September of 1651) and 

the admittance of the sixteen-year-old Francis to St. John's 

College, Cambridge, in 1653, musical life in the North 

family began a gradual increase. In Francis's seventeenth 

year he was presented with a new viol, according to Sir 

Dudley's account book.18 A music teacher was continuously in 

residence at Kirtling for a period of years and we have doc-

umentation that the Loosemore brothers were successively 

fulfilling this function. Henry (16007-1670), the composer 

and organist, taught the family members and performed as 

organist-in-residence from around 1652 to 1660, when he 

seems to have been succeeded as organist by his brother 

George. The most eminent resident musician of all, however, 

to grace Kirtling with his presence was John Jenkins 

17. Randall, o£. cit., 82. Quoting Dudley, Fourth Lord 
North's Observations and Advices Oeconomical, (London. 
1669), 55. 

18. Ibid., 72. Now at Rougham Hall. 
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(1592-1678), pre-eminent composer of viol fantasias. John 

Lilly also had some association with the North family.19 

Roger recounts some of the musical occasions which were cus-

tomary at his grandfather's house. 

The servants of parade, as gentlemen ushers, and 
the steward, and the clerk of the kitchen, also 
played, which, with the young ladies', my sisters, 
singing, made a society of music, such as was well 
esteemed in those times. And the course of the 
family was to have solemn music three days in the 
week, and often every day, as masters supplied 
novelties for the entertainment of the old lord. 
And on Sunday night voices to the organ were a 
constant practice, and at other times symphonies 
intermixed with the instruments.20 

Sir Dudley himself recorded his thoughts on the 

pleasures of music in Observations and Advices Oeconomical 

(1669), one of his published works. 

When I found myself to be pensive, then by Musical 
Ayres, Corantoes, and Sarabands, I was rendred 
more chearful; and when I desired to become 
Serious, the work was done for me by hearing 
Almayns, Fancies, and Pavans; variety is most 
pleasing, and much of this is afforded even in the 
diversity of Musical Instruments, as the Lute, 
Harp, &c. but certainly no Musick can bear up with 
the Vocal, to which some suppose a continuance in 
Heaven it self; but however that be, Musick is 
found useful in the Service of God here below 
(even with the most rigid who must have singing 
Psalms) . . . I professe not to know any pleasure 
exceeding Musick, saving that of Contemplation in 
matters Divine.21 

19. Wilson, ojo cit. , 37. 

20. North, £2- cit., III, 68. 
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Musick indeed may be said to be sensual, for it is 
altogether conveyed by the Senses, but certainly 
it hath a great approach towards Spirituality, or 
else the Prophet Elisha would never have called 
for a Minstrel, when an inspiration was 
required.22 

The brother with whom Roger was perhaps the closest was 

Francis, later created Lord Guilford. His legal career took 

him through being a judge until, at the apex of his profes-

sional life, he was made Lord Keeper of the Great Seal. As 

mentioned above, Francis was a viol player, and Roger, in 

his biography of his brother, gives us some idea of the 

extent of Lord Guilford's devotion to the art and science of 

music.23 Roger recounts that during his travels as a judge, 

Francis was glad when a stop would have to be made in a 

cathedral town, so that he could worship on Sunday where 

there was fine church music, "[f]or he was always affected 

with the church service, and had the books of the hymns and 

anthems always brought to him."24 T h e L o r d Keeper spent many 

hours himself practicing the art he loved so much, and Roger 

21. Observations, 120-121. Quoted in Randall, o£ cit., 84. 

22. Quoted in Dale B.J. Randall, "Country Delights for the 
Gentry: A View from 1669," South Atlantic Quarterlv 
LXXX (1981), 230. 7 

23. North, Lives of the Norths, Vol I. Life of the Riaht 
Honourable Francis North, Lord Guilford. — 

24. Ibid., I, 231. 
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tells us that 

his music, I have already mentioned his 
exquisite hand upon the lyra and bass-viol, and 
the use he made of it to relieve [sic] his sol-
itude in his chamber. He had a desire to use also 
the theorbo and violin. He scarce attempted the 
former, but supplied the use of it by the touch of 
his lyra viol upon his knee, and so gained a sol-
itary concert with his voice. He attempted the 
vaolin, being ambitious of the prime part in 
consort, but soon found that he began a difficult 
art too late; and his profit also said nay to it, 
for he had not time for that kind of practice. It 
was a great pity he had not naturally a better 
voice; for he delighted in nothing more than in 
the exercise of that he had, which had small 
virtue but in the tuneableness and skill. He sang 
any thing, at first sight, as one that reads in a 
new book, which many, even singing masters, cannot 
do. 2 5 

Roger was very fond of his brother Francis, and with 

special reason, for the Lord Keeper took his youngest 

brother under his wing when young Roger was embarking on his 

own legal career, and he received preferment for several 

positions, thanks to the influence of Francis. Further, 

Roger lodged for a time with his older brother, and the two 

of them had many occasions on which to join their voices and 

instruments in some music making. A picture of some of this 

informal music making is drawn by Roger in Francis' biog-

raphy, where he assures the reader that it 

was always in private between him and my self 
without any but his family in the sound of it! It 

25. Ibid., I, 388-389. 
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was his own voice and mine in duo's of the Italian 
as well as English and Latin; and the thro-base 
was my part upon the touch of a base viol. There 
was seldome a night of his life, but if wee were 
by ourselves, this was the entertainment, and it 
was my buissness as well as his to pick up duo's, 
as wee did with all imaginable industry, as well 
in wrighting as print; all which wee wrote out in 
score, for the understanding part, as well as 
ready performance. And what shewed us to be true 
lovers was [that] any vulgar musick served our 
turnes; nothing came amiss for variety.26 

It is interesting to note that after the quotation on 

the brothers' inclusion of "any vulgar musick" in their 

music making, Roger's editor John Wilson mentions in a 

footnote the possibility of their collaborating on some 

devotional music. Lord Guilford's copy of John Playford's 

Psalms & Hymns in Solemn Musick (1671), signed by Roger and 

"humbly presented" to "the Rt Honble Sr Francis North, his 

Majesties Solicitor Generall," now resides in the British 

L i b r a r y . 2 7 wilson suggests that the brothers might have been 

joined by a couple of friends from time to time to sing 

these metrical psalms set for four-part men's voices. 

Certainly this is possible, and it is also possible that 

Francis and Roger joined forces in the six hymns for a voice 

alone and organ which are found at the end of Playford's 

collection. The bass line could be played on the bass viol, 

played by Roger, and the harmonies filled in by Francis, 

26. Wilson, ojd cit. , 36. 

27. Ibid. 
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with his lyra viol on his knee, plucking it in theorbo 

fashion, while one of the brothers sang the tune. 

After the Glorious Revolution of 1688 Roger retired to 

his own country estate, Rougham Hall, where he and his 

family lived the pleasant life of the country gentry. Roger 

spent much time reading, building his library, and writing 

on a variety of subjects. His love of music assured that he 

would recreate the family music making he enjoyed at 

Kirtling. A large organ was installed in the long gallery, 

and the children were taught to play both on this and on 

stringed instruments. Roger's will provided that his harp-

sichord be left to his daughter Elizabeth, his "first base 

his daughter Christian, and other musical instru-

ments to his son Montagu.2e As Roger himself was a devout 

Anglican, one can imagine that this family music must have 

included some devotional music on Sundays. 

Another son of the Church of England was the diarist 

John Evelyn (1620-1706). Although he loved music, he seems 

not to have been much of a practitioner of the art, and his 

diary reveals few entries which discuss or hint at connec-

tions between music and private devotion. It was Evelyn's 

custom frequently to comment upon sermons in his diary, and 

on the 25th of November, 1683, he mentions having heard a 

sermon by Dr. John Meriton based on Colossians 3:16, 

28. North, oj>. cit. , III, 302. 
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shewing every Christians dutie to admonish & teach 
his brother, Ministers, Magistrates, People; as 
also their obligation to rejoice in giving praise 
to God, expressly in Psalmes & Spiritual Melody, 
in the heart, when he spake also of the lawfull-
nesse of church Musique for assistance of devotion 
&c: 29 

Evelyn records a visit he made with Archbishop Tenison 

to Hammersmith to see the mathematician and inventor Sir 

Samuel Moreland, who had become blind. The diarist 

describes some of Sir Samuel's inventions and then goes on 

to mention that "he had newly buried 200 pounds worth of 

Music books as he sayd 6. foote under ground, as being love 

songs & vanity, but plays himself on his Theorb, psalms & 

religious hymns. &c.3<> 

Thanks to Evelyn we have another brief mention of the 

practice of singing psalms. This comes not from his own 

diary, but from his manuscript of The Life of Mrs. 

Godolphin, which was published in the nineteenth century.3* 

Margaret Blagge Godolphin (1652-1678), wife of Sidney 

Godolphin, was a young woman with whom Evelyn had a spir-

itual friendship. She died in childbirth at the age of 

2 9. John Evelyn, Diary, 6 vols., ed. Esmond Samuel De Beer 
(Oxford: At the Clarendon Press, 1955), IV, 351. 

30. 25 October 1695. Ibid., V, 221-222. 

31• John Evelyn, The Life of Mrs. Godolphin, ed. Edward 
^ — H a r C O U r t ( L o n d o n : Sampson Low, Marston, Searle, 

and Rivmgton, Ltd.; New York: Anson D.F. Randolph & 
Co., 1888). 
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twenty-six, and from her teens to her death, Mrs. Godolphin 

and Evelyn, who was old enough to be her father, carried on 

a platonic friendship which the diarist treasured very much. 

Evelyn was entranced by the saintly young woman, who, even 

while serving as lady-in-waiting at the dissolute court of 

Charles II, managed to lead the life of a devout Anglican 

Christian. Evelyn was impressed more than almost anything 

by Margaret s joyful mien and the lack of lugubriousness 

often associated with the pious. In his book he records 

passages from her letters and her diary, among them this 

one: Sing Psalmes now and then out of Sundayes. Endeavour 

to begg with teares what you aske, and '0 lett them be, 0 

Lord, my onely pleasure.32 

A near contemporary of Evelyn's was the poet John 

Milton (1608-1674). who had a great love for music, as well 

as talent and skill in the art. This comes as no surprise, 

however, because his father, though a scrivener by trade, 

was a highly regarded musician. John Milton the Elder com-

posed at least one devotional consort song, "Thou God of 

might hath chastened me," which was printed in William 

Leighton's 1614 collection The Tears or Lamentations of a 

Sorrowful Soul, an anthology of fifty-five four- and five-

voice part-songs, eighteen of which are designated in the 

32. Evelyn, ibid., 23-24. 
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publication as "consort songs."33 sigmund Spaeth has sug-

gested that Leighton's Tears or Lamentations, The Whole 

Booke of Psalmes, of Thomas Ravenscroft,34 and the 

Tristitiae Remedium of Thomas M y r i e l l , 3 s collections which 

contained works by the elder Milton, were probable sources 

of devotional music for the Milton f a m i l y . 3 6 John Aubrey 

reports that the poet had "a delicate tuneable voice" and 

good skill, and that "his father instructed him. "He [the 

younger Milton] had an organ in the howse; he played on that 

most."37 I n later years, during the poet's tenure as 

33. For a modern edition see Sir William Leighton, The Tears 
or Lamentations of a Sorrowful Soul, transcribed and 
edited by Cecil Hill. Vol. XI of Early English Church 
Music (London: Published for the British Academy~bv— 
Stamer and Bell, Ltd., 1970). 

34. Thomas Ravenscroft, The Whole Book of Psalmes: With the 
Hymnes Evangelicall, And Songs Spiritvall: Composed Into 
4. parts bjr sundry Authors, with such seuerall Tunes as 
haue beene, and are vsually sung in England, Sc^tll^d~ 
pies, Germany, Italy, France, and the Nether-lands: 
j;eyef M ]fet before in one volume published. Also: A 
g^ l e£ e Abstract of the Prayse, Efficacie, and Vertue~of 
the Psalmes: Newly corrected and enlarged bv Tho1 

Rauenscroft Bachelar of Musicke. . . . (London?' 
Printed for the Company of Stationers, 1621). 

35. This was a manuscript compiled and transcribed by 
Myriell, and furnished with an engraved title page; 
hence, Milton must have borrowed it or used it in the 
presence of Myriell, if, indeed, Spaeth is correct. 

36. Sigmund Spaeth, John Milton's Knowledge of Music (Ann 
Paperbacks, University—f-Ml5higan 

rress, iybj], 15. 

37. John Aubrey, Aubrey's Brief Lives, Edited from the 
riginal Manuscripts and with an Introduction by Oliver 

Lawson Dick (London: Seeker and Warburg, 1950), 202. 
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Cromwell's Latin secretary, he wrote about the place of 

music in education, including devotional song, that 

The interim of unsweating themselves regularly, 
and convenient rest before meat, may, both with 
profit and delight, be taken up in recreating and 
composing their travailed spirits with the solemn 
and divine harmonies of music, heard or learned, 
either whilst the skilful organist plies his grave 
and fancied descant in lofty fugues, or the whole 
symphony with artful and unimaginable touches 
adorn and grace the well-studied chords of some 
choice composer; sometimes the lute or soft organ-
stop waiting on elegant voices, either to 
religious, martial, or civil ditties; which, if 
wise men and prophets be not extremely out, have a 
great power over dispositions and manners, to 
smoothe and make them gentle from rustic harshness 
and distempered passions.38 

1638 Milton obtained permission, through the good graces 

of his friend Henry Lawes, to travel on the Continent, 

notably in Italy.3? He returned to England with volumes of 

vocal music by Monteverdi, Marenzio, Vecchi, Gesualdo, and 

Antonio Cifra, thus indicating his familiarity with and sym-

pathy for the stile nuovo. 

Like Saint Augustine, a young lady named Susanna 

Perwich experienced conflicting emotions towards music. She 

38. John Milton, Milton on Education: The Tractate on 
Education ^ S u p p l e m e n t a r y Extracts from Other-

Writinqs of Milton, ed. Oliver Morley Ainsworth. Vol. 
XII of Cornell Studies in English (New Haven: Yale 
University Press, 1928). (London, 1644), in Prose 
Works, III, 476. 

39. John Milton, Complete Prose Works of John Milton, ed. 
Don M. Wolfe, et al. (New Haven: Yale University 
Press, 1953-), I, 339. 
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was a talented amateur musician whose untimely death in 1661 

at the age of twenty-four occasioned a eulogistic biography 

by John Batchiler. He recorded the conflict Susanna experi-

enced between her love of music and her love of God. While 

feeling that music sometimes seemed to detract from her 

pursuit of Christian perfection, she nevertheless found that 

it helped to raise her own heart towards the highest Musick 

°f all."4o Batchiler eulogizes Susanna's musical talents on 

the lute, viol, and with her voice, and her deportment, but 

confides that 

She never spent the tenth part of that time in 
private practice, which others are wont to do; for 
indeed She made better use of her time, at other 
sorts of higher Musick, which was much sweeter to 
her . . . "4i 

One extremely well-documented seventeenth-century lover 

of music is Samuel Pepys, whose diary from the years 1660 

through 1669 contains a myriad of references to music. 

Pepys often made a practice of singing psalms with his 

frisrids Sunday afternoons, and mention is made of several 

of the publications to be studied in this dissertation. 

On 21 February 1660, early in the diary, Pepys recorded 

40. John Batchiler, The Virgin's Pattern (London, 1661), 
21-22, 26-27. Quoted in Jack A. Westrup, "Domestic 
Music under the Stuarts," Proceedings of the Royal 
Musical Association LXVIII (1942), 37. 

41. Batchiler, ibid., 4-7, quoted in Westrup, ibid., 51. 
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the singing of a sacred canon in the company of two well 

known musicians, one of them the composer of this canon. 

After dinner I back to Westminster-hall . . . Here 
I met with Mr. Lock and Pursell, Maisters of 
Musique; and with them to the Coffee-house into a 
room next the Water by ourselfs; where we spent an 
hour or two till Captain Taylor came to us . 
Here we had variety of brave Italian and Spanish 
songs and a Canon for 8 Voc:, which Mr. Lock had 
newly made on these words: Domine salvum fac 
Regem, an admirable thing.*2 

On a Sunday several weeks later (4 March) Pepys recorded 

having sung Henry Lawes' "Orpheus Hymn to God" to his own 

viol accompaniment. This had been published in the Second 

Ayres and Dialogues, Lawes' 1655 secular col-

lection.43 Pepys, as a young man in the employ of his cousin 

Edward Mountagu (soon to be named Lord Sandwich), was a 

witness to several decisive events in English history. In 

42 

43 

Pursell was either Thomas, the composer's uncle, or 
Henry, his father. Captain Taylor was Silas Taylor, a 
soldier musician who composed music. Pepys mentions 
some anthems^by him. Samuel Pepys, The Diary of Samuel 
Pepys, 11 vols., ed. Robert Latham and William Matthews 
(Berkeley and Los Angeles: University of California 

' I' 6 2 - 6 3 * T h i s canon, a setting of Psalm 
if £ m Vulgate (See Douay-Rheims translation of 
1609 for the appropriate rendering into English), is not 
extant. See Rosamund Evelyn Mary Harding, ed. A 
Thematic Catalogue of the Works of Matthew Locke~with a 
Calendar of the Main Events of His Life (Oxford: ~ 
Distributed for the Compiler by B.H. Blackwell, 1971) 
26-27. 

Pepys, op. cit., 76. See Henry Lawes, The Second Book 
of Ayres and Dialogues, For One, Two, and Three Voyces 
(London: Printed by T.H. for John Playford, and are to 
be sold at his shop in the Inner Temple, 1655). 
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April of 1660 he was on board the ship which carried Charles 

II back from exile. Squeezed into the bottom of his entry 

for April 18th is an addition which relates how before he 

retired that night, Will Howe (a junior colleague in the 

service of the Earl of Sandwich) sat by the side of his bed 

and the two of them sang "a psalm or two".44 On shore leave 

on the 15th of May, Pepys went "to a bookseller's and 

bought, for the love of the binding, three books—the French 

Psalms in four parts—Bacon's Organon, and Farnaby's 

Rhetoric.4s After church on August 5th, Pepys went with his 

friend Mr. Sheply to see Will Howe, who was at the home of 

their mutual friends, the Pierces. He wrote that he sang 

songs and psalms for a couple of hours, although he does not 

mention who of the others joined him.4* Several months 

later, on November 7th, Pepys had dinner with Lord Sandwich, 

who employed as a music teacher the composer William Child. 

Child was present on this occasion, along with a Mr. 

Borfett, and later in the evening they were joined by Will 

Howe. Pepys records that "after all this he (Sandwich) 

called for the Fiddles and books, and we two and W. Howe and 

Mr. Childe did sing and play some psalmes of Will. Lawes and 

44. Pepys, og. cit., I, 111. 

45. Emslie writes "replaced in the P[epys] L[ibrary] by 
Henry du Mont s four-part setting of Anthoine Godeau's 
paraphrase (Paris, 1663: PL 1644-7)." Ibid., I, 140. 

46. Ibid., I, 215. 
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some s o n g s . " 4 7 These psalms must have been from the Lawes 

brothers' Choice Psalmes of 1648. 

One Sunday (20 April 1662) Pepys walked from church (at 

St. Paul's) with his friend Thomas Blagrave48 to the lat-

ter ' s "old house in the Fishyard, and there he had a pretty 

kinswoman that sings and we did sing some holy things. . . 

" 4 9 On another Sunday (1 June of that year) Pepys and his 

friend Spong sang "some French psalms."5° 

Tuesday of Easter week (12 April 1664) saw Pepys at the 

home of a Mr. Paget, where, after hearing an excellent 

lutenist, he, Will Howe, the singer and composer Roger Hill, 

and another acquaintance (possibly Thomas Andrews, a 

merchant neighbor) spent some time singing. Pepys recorded: 

"I did well enough a psalm or 2 of Lawes."sI pepys, Hill, 

and Andrews met in July on another occasion, this time with 

one Cheswicke, a maister who plays very well upon 
the Spinette, and we sat singing Psalms till 9 at 

47. Ibid., I, 285. 

48. Thomas Blagrave (ca. 1615-1688) was a violinist and com-
poser who held various positions as a musician with the 
various regimes from Charles I to James I. 

49- Ibj-d- ' 67-68. McDonald Emslie, the music editor of 
the volume, adds in a footnote that some manuscript 
songs in the Pepys Library are labelled as 
"Compositions: Grave." Here again is the idea of 
"solemn musick." 

50. Ibid., III, 99. 

51. Ibid., V, 120. 
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night, and so broke up with great pleasure; and 
very good company it is, and I hope I shall now 
and then have their company.52 

Pepys's love for music was so intense that he liked 

whenever possible to hire servants with musical talent, and 

throughout the years he managed to maintain several servant 

musicians in order to allow for a small resident ensemble. 

For a man of modest beginnings but increasing advancement in 

his career, this meant only one or two such servants. 

Pepys, however, was resourceful in bringing them together 

with his musical friends from several walks of life. Pepys 

wrote in 1664 concerning Tom Edwards, a boy in his employ 

who possessed a fine voice and had recently had to leave the 

Chapel Royal when his voice changed, that: 

4. [September] Lords day. . . . All the afternoon 
my wife and I above, and then the boy and I to 
singing of psalms, and then came in Mr. Hill and 
he sung with us a while; and he being gone, the 
boy and I to the singing of Mr. Porter's mottets, 
and it is a great joy to met that I am come to 
this condition, to maintain a person in the house 
able to give me such pleasure as this boy doth by 
his thorough understand [sic] of music, as he 
sing[s] anything at first sight. . .53 

Mr. Hill and the boy again joined Pepys for psalms on 

Sunday, the 13th of November.54 The same two and Pepys were 

52. 1 July 1664. Ibid., V, 194. 

53. Ibid., V, 261. 

54. Ibid., V, 320-321. 
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joined just two weeks later by Andrews, making a foursome 

enabling them to sing from Ravenscroft's Whole Book of 

Psalms (London, 1621).55 Here Pepys deems Ravenscroft's 

psalms "most admirable music," but by December 11th they had 

begun to pall, and he remarks 

It is a little strange how these psalms of 
Ravenscroft, after 2 or 3 times singing, prove but 
the same again, though good—no diversity 
appearing at all almost.s6 

The family was joined by another musically talented servant, 

Mary Mercer, who worked as a companion for Pepys's wife, 

Elizabeth, from 1664-1666. She, along with young Tom, 

joined Pepys for psalms on the evening of Sunday, 25 June 

1665.57 Only five more references to psalm-singing occur in 

Pepys's diary,5 8 though there are countless other general 

references to Pepys, his wife, his servants, and his friends 

gathering to sing. Perhaps on other occasions they sang 

from the repertoire of published sacred songs in English. 

We have already mentioned in Chapter Two the Latin motets of 

Richard Dering which were sung by Pepys and Mercer. From 

55. Ibid., V, 332. Ravenscroft, OJD. cit. 

56. Ibid., V, 342. 

57• Ibid., VI, 138. 

58. Ibid., (8 and 15 April 1666) VII, 94-95, 99-100; (22 
September 1667) VIII, 444; (17 and 31 May 1668) IX, 
201-202, 219. 
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Pepys's diary references, it would seem that he saw the 

singing of devotional songs as the proper musical recreation 

for the Lord's Day. 

Samuel Pepys's famous diary ended 1669, but there are 

other sources documenting his involvement with music in 

later life, and it is evident that he continued to indulge 

himself in this favorite pastime. In the spring of 1675 

Pepys hired another musical servant, of more exotic cast, 

who would unwittingly get his master into trouble. Cesare 

Morelli was an Italian who had been recommended (as a 

"Fleming") by Pepys's friend Thomas Hill. Morelli spoke 

Italian, Latin, French, and Spanish, making him an educated 

man; but most important, he was a trained singer and theorbo 

player. The young man's daily custom was to go outside at 

dawn and sing psalms in Italian for a couple of hours; Pepys 

would join his servant from time to time on Sundays and in 

the e v e n i n g s . 5 9 The only problem with Morelli was that he 

was a Catholic, and his presence in the Pepys household was 

used against Pepys when he was accused of being a Papist in 

1678. 

After the death of his brother-in-law, John Jackson, in 

1680, Pepys took on the responsibility of his sister 

Paulina s two sons, John and Samuel, and letters survive 

59. Arthur Bryant, Samuel Pepys: The Years of Peril (New 
York: The Macmillan Company; Cambridge: At the 
University Press, 1935), 139-140. 
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which mention sacred music as a part of the boys' education. 

In a letter of October 20th, 1681, John Matthews, tutor to 

Pepys's nephews, wrote to request some clothing for the 

boys. Matthews reminded Pepys that he [Pepys! was "pleased 

(when in the Countrey) to speake of some single Basses 

(which you had at London) proper for one voice," and 

requested that he send them.60 On November 12th Pepys 

replied 

I remember too my promise about some Bases for a 
single voice. And will performe it some time the 
next week, by sending you a couple of short 
Anthems to begin with Which when you have you will 
from the proof of them, be better able to say what 
you would have the next to be, as to more or less 
difficult, whether English or Latine, serious or 
more gay: For I think accommodate you every 
way.6i 

One of the earliest examples of biography is that of a 

Puritan gentleman, Colonel John Hutchinson (1616-1664), 

written between 1664 and 1671 by his wife, Lucy (1620-after 

1675).62 Colonel Hutchinson was an honorable man, and a mod-

erate in Parliament, but had made the grave mistake of 

60. Samuel Pepys, The Letters of Samuel Pepys and His Family 
Circle, ed. Helen Truesdell Heath (Oxford: At the 
Clarendon Press, 1955), 190. 

61. Ibid., 192. 

62. Lucy Hutchinson, Memoirs of the Life of Colonel 
Hutchinson, introduction by Francois P. Guizot. No. 317 
of Everyman's Library (London: J.M. Dent & Sons Ltd.. 
1913, 1936). 
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allowing himself to be part of the group of Parliamentarians 

who had condemned Charles I to death. As a regicide, he was 

tried at the Restoration, but because of his otherwise exem-

plary character, he was imprisoned rather than executed. In 

his years of retirement to his country estate, during the 

Interregnum and before his trial, he had time for his family 

and his favorite pastimes, among them music. Although Lucy 

Hutchinson gives no specific documentation of music con-

nected with devotion, the following description might cause 

one to infer that family devotions may have included singing 

of psalms, perhaps accompanied by viols and other instru-

ments . 

He gave over his hawks, and pleased himself with 
music, and again fell to the practice of his viol, 
on which he played excellently well, and enter-
taining tutors for the diversion and education of 
his children in all sorts of music, he pleased 
himself with these innocent recreations during 
Oliver's mutable reign. As he had great delight, 
so he had great judgment, in music, and advanced 
his children's practice more than their tutors . . 
. He was himself their instructor in humility, 
sobriety, and in all godliness and virtue , which 
he rather strove to make them exercise with love 
and delight than by constraint.63 

One man who was loved and respected equally by Anglican 

and Dissenter was Dr. John Worthington (1618-1671), Master 

of Jesus College, Cambridge during the Commonwealth. We 

know from his diary that he was also a lover and practi-

63. Ibid., 292. 
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tioner of music.6 4 Worthington s diary affords 3. glimpse 

into amateur musical circles in Cambridge, though not so 

copiously documented as were those in Oxford by Anthony 

Wood. Dr. Worthington records in his diary that he took 

singing lessons from "Mr. Mace," probably Thomas Mace, that 

all-round musician—singing man, lutenist, and theorist.65 

Crossley's notes in the diary mention a biography of Dr. 

Worthington "by his servant" which notes that "he sometimes 

diverted himself by playing on the violl; at other times, he 

would sing a psalm or divine song, whilst his wife played on 

the organ; and when he was at Jesus College he had sometimes 

consorts of music."66 On 24 January 1665/6 Dr. Worthington 

recorded that 

I sent two hymns to Dr. Ingelo, one in verse (I 
have six other hymns from the same hand).67 This I 

64. Dr. John Worthington, The Diary and Correspondence of 
Dr. John Worthington, 3 vols., ed. James Crossley; 
II, pt. II ed. by Richard Copley Christie. Vols. XIII, 
XXXVI, and CXIV of The Chetham Society (Manchester: The 
Chetham Society, 1847, 1855, 1886), I, iv. 

65. See his diary entries for 17 May, 14 June, 13 July, 16 
August, 19 September, and 23 November, 1647. Ibid., I, 
27-29. 

66. Ibid., II, 207. 

67. Dr. Ingelo was Nathaniel Ingelo, cleric and poet, who 
befriended the composer Benjamin Rogers and later was 
sent to Sweden with the English embassy during the 
Commonwealth. Crossley's notes ascribe the verse hymn 
to Dr. Henry More, basing this ascription on Ward's 
biography of More. Richard Ward, The Life of the 
Learned and Pious Dr. Henry More, Late Fellow of 
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would desire Mr. Rogers or Dr. Child to do some-
thing about (according as X wrote then) if I were 
near them, to set one stanza or two stanzas to an 
easy tune. The other is in prose.68 I know not 
whether it can be done into verse; I am sure not 
by me, who never had an happy muse. It is pointed 
as to be sung to the Psalms in prose; but though X 
have heard many of those tunes, I never could find 
above two that were tolerably musical. There 
might be a better than any yet in use.69 

In a letter of 1666, Dr. Worthington wrote to Lord Brereton, 

a musically talented nobleman, to whom he was evidently 

sending his polyphon, a musical instrument which some London 

friends described as "a sweet, solemn harpsichord, much like 

in sound to the Irish harp.7° He goes on to say that on a 

certain page of the lesson book will be found "the tune of 

Psalm 25, which I was wont to play, and some others."7i In 

Christ's College in Cambridge: To which are annex'd 
Divers of his Useful and Excellent Letters. (London: 
Printed and Sold by Joseph Downing in Bartholomew Close 
near West Smithfield, 1710). 354. 

68. Crossley ascribes this hymn to Worthington, citing its^ 
presence, along with another prose hymn, in the latter's 
Select Discourses (London, 1725), 525-528. 

69. Worthington, o£. cit., II, 204-205. 

70. Crossley surmises that this might be the instrument 
described by John Playford in his Introduction to the 
Skill of Musick (London: John Playford, 1654). For a 
modern facsimile edition incorporating later additions, 
see An Introduction to the Skill of Musick: The Twelfth 
Edition [London, 1694] Corrected and Amended by Henry 
Purcell With Selected Chapters from the Thirteenth and 
Fourteenth Editions, new introduction, glossary, and 
index by Franklin B. Zimmerman. (New York: Da Capo 
Press, 1972). 

71. Worthington, o£. cit., II, 207. 
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the next paragraph of the letter, Dr. Worthington mentions 

that he has enclosed 

some hymns in metre, sent me from a friend, and 
one in prose. That in prose I collected out of 
the Apocalypse, and pointed it so as the reading 
Psalms are pointed to be sung in cathedrals; but a 
better tune than either the Imperial or Canterbury 
(sweet, easy, and solemn) might be made by your 
lordship. It contains acknowledgement of God's 
greatness, justice, truth, holiness, power, 
eternity, his goodness in the creation, and his 
love, and the love of Christ, in the redemption of 
the world. Such hymns as these are too good for 
some, fit to be sung by more serious persons, for 
Christian societies of well agreeing souls, which 
make a little heaven on earth.72 

Dr. Henry More (1614-1687), the Cambridge Platonist, was one 

of Dr. Worthington's musical friends, said by his biographer 

to play the theorbo,73 and as mentioned above, he also wrote 

hymns in verse. In 1667, More sent to Worthington some 

religious verses by an E.E.,74 and Worthington replied that 

he was considering sending them to "a good composer in 

72. Ibid., II, 207-208. 

73. Ward, ojo. cit. , 54. Quoted Ibid., II, 207. 

74. Crossley identifies E.E. as Edmund Elys, Rector of East 
Allington, Devon, who is mentioned in Anthony Wood, 
Athenae Oxonienses: An Exact History of All the Writers 
and Bishops Who Have Had Their Education in the 
University of Oxford, to Which Are Added the Fasti, or 
Annals of the Said University, new ed., with additions 
and a continuation by Philip Bliss, 4 vols. (London, 
1817), facs. edition Vol. XXII of Anglistica & Americana 
(Hildesheim: Georg Olms Verlagsbuchhandlung, 1969), IV, 
470-475. 
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musick, to put them to a bass and treble."75 Dr. 

Worthington's last surviving letter, written on 3 October 

1671, shortly before his death on 20 November, contains yet 

another mention of divine hymns. In this letter to his 

friend Dr. Evans at Windsor, Worthington writes: "You will 

write effectually to Mr. Wise, to show his art in these two 

Songs, there being such advantage in them for a good artist 

to shew his skill: nor can there be an argument more worthy 

of the best celebration, than the matter of these Hymns."76 

Other writers have also recorded his active interest in 

music. Writing to Archbishop Sheldon in 1667, Dr. 

Worthington comments that: "If I should not know more, what 

belongs to Church Music than some that are dignified, I have 

ill bestowed my time & money."77 Julius Worthington, a 

grandnephew and an editor of the Diary and Correspondence, 

adds the following comments: 

Dr. Worthington was well skilled & delighted in 
music, especially vocall, & had an excellent 
voice. He & Arch Bp. Sandcroft (when Fellows of 
Emanuel College) & Dr. Babington, then Fellow of 
Trinity College often sung together consort. This 
memorial I had from Dr. Babington's own mouth.78 

75. Worthington, 0£. cit., III, 265. 

76. Ibid., Ill, 363-364. Perhaps this is the composer 
Michael Wise (ca. 1648-1687), who would in 1671 already 
have been composing. Crossley does not comment. 

77. Ibid., I, 28. 

78. Ibid. 
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After these worthies, it is interesting to read of the 

musical practice of a man of humbler station. One such was 

Roger Lowe, who was apprenticed to a merchant in the 

Lancashire town of Ashton-in-Makerfield when he kept a diary 

during the 1660's.79 Lowe was a Presbyterian, and his diary 

gives glimpses of his rather tolerant intercourse with 

Anglicans and even with Roman Catholics. In addition, he 

unknowingly shares with the reader his faith and his use of 

psalm singing (unaccompanied in most cases) in devotion, or 

to fortify his faith. Three entries from his diary provide 

interesting examples, starting with that for 8 February 

1663. 

I went to Thomas Holly's & William Chadocke's to 
buy swine's grasse,80 which I did, and when I came 
home I was very pensive and sad in consideracion 
of my povertie, and I sunge the 24th psalme, and 
after I was very hearty. God will comfort and 
suply the wants of his poor servents, and God att 
present deny [worldly things, yet if in the meane 
while God put com[fort?] into hurt, this is 
better, and that God gives . . . [illegible].81 

Some months later, on 6 September, Roger's employer was 

displeased with him, and this of course made Roger 

79. William L. Sachse, ed., The Diary of Roger Lowe of 
Ashton-in-Makerfield, Lancashire, 1663-1674 (New Haven: 
Yale University Press, 1938). 

80. "Knot-grass, or ragwort, so called because it was given 
to ailing swine." Ibid., 15. 

81. Ibid. 
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depressed, 

Att night I, being very sad in spirit, went to 
Towne Feild and up and down. Att last I get to 
Towne Heath, and upon a ditch side I read a psalme 
and sunge part of another and came home being very 
well satisfied, for the Lorde will be a rocke to 
those that trust in Hime.82 

Lastly, Roger Lowe records some social activity and a 

moment of devotion in his place of employment. 

James Naylor envited me to their house. I went 
and found Mary alone and very pleasant. This 
night I sange in shopp by a candle the cheife 
verses of the 71 psalme with alacritie and heart 
chearfullnes.8 3 

John Aubrey (1625-1697) is known chiefly for his Brief 

Lives, but another of his interesting writings concerns an 

ideal school which he envisioned. He began his Idea of 

Education in 1669, not completing it until nearly fifteen 

years later. Aubrey not only provided for the spiritual 

life and for music in his plan, but also wrote of the value 

of music in worship, although it would seem that he advo-

cated not the practice of pure Christianity, but a syn-

cretism including pagan philosophers. 

It were fit that such a school as this, where are 
so many young persons of quality, should have a 
neat-built chapel. . . . I would also have here a 

82. Ibid., 28-29. 

83. 29 September 1633. Ibid., 36 
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small organ of these three stops, silicet, the 
diapason, the flute and the fifteenth; they follow 
one another, and are stops enough for a chamber 
organ, and to sing to. Among so many youths there 
will be found some good voices. On Sundays and on 
holydays I would have have one of the young gen-
tlemen or servitors to sing a hymn or anthem to a 
soft stop. 

Hymns, the principal and ancient service are 
much neglected, and in its stead are used peti-
tions and thanksgiving for ourselves. Mr. Edmund 
Waller, poet, said that poetry was never so 
properly used as in hymns; and when it was turned 
to other uses it was abused. 

I would have musical notes set to Metrum. IX, 
lib. iii Boetii de Consolatione Philosophiae, sc. 
0 qui perpetua mundum a ratione gubernas, and sung 
to the organ: as likewise Sir William Petty's 
excellent paraphrase on the [sic] psalm in 
Latin, printed in a single [sheet], and several 
other good anthems as Non nobis Domine, non nobis, 
sed nomine tuo de gloriam, or Te Deum laudamus by 
St. Ambrose . . . 8 4 

Oxford had been the scene of some sort of music meeting 

from even before the Commonwealth, as witnessed by a record 

from 1627, when William Heather, upon endowing the Music 

Lecture, stipulated 

Imprimis, that the Exercise of Musick be con-
stantly kept every week, on Thursday in the 
afternoon, afternoons in Lent excepted. Secondly, 
I appoint Mr. [Richard] Nicholson, the now 
Organist of Magd. Coll. to be the Master of 
Musick, and to take charge of the Instruments. . . 
Thirdly, I do appoint that the said Master bring 
with him two boys weekly, at the day and time 
aforesaid, and there to receive such company as 
will practise Musick, and to play Lessons of three 

84. J.E. Stephens, ed., Aubrey on Education: A Hitherto 
Unpublished Manuscript by the Author of Brief Lives 
(London: Routledge and Kegan Paul, 1972), 43. 
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Parts, if none other come.85 

Documentation exists for Oxford musical activities 

later in the seventeenth century as well. For instance, 

Matthew Locke's autograph manuscript of a Gloria Patri for 

cantus and bass with a Prelude and accompaniment for two 

violins and a Bass viol in the Bodleian Library (MS. Mus. 

Sch. C. 44x) contains a note scribbled upside-down to the 

effect that: 

This Prelude for 2 Violins and a Bass Violl was 
made prickt and sunge at ye Musick Schoole between 
the Howers of 12 and 3 afternoone ye 9th Nouember 
by Mr. Lock who did it to add to his 
Songe-Jubilate & sung the Bass then himselfe: & 
Mr. Blagraue ye Countertenor.86 

The same manuscript contains parts for the three-part "Ad te 

levavi oculos meos," a setting of the Vulgate Psalm 122:1-3. 

One of the Bass parts contains some figures written in the 

hand of Edward Lowe, and additionally Lowe has left this 

note on the first folio. "This Song & Phantasye was made by 

Mr. Mathew Locke / to carry on the Meeting at ye musick 

85. Anthony Wood, "History and Antiquities of the University 
of Oxford," ed. John Gutch (1796), II, 358-359. Quoted 
in Margaret Crum, "Early Lists of the Oxford Music 
School Collection," Music & Letters XLVIII (1967), 23. 

86. Quoted in Rosamund Evelyn Mary Harding, ed., A Thematic 
Catalogue of the Works of Matthew Locke with a Calendar 
of the Main Events of His Life (Oxford: Distributed for 
the Compiler by B.H. Blackwell, 1971), 21. Harding adds 
that the "Song-Jubilate" was most likely that in the 
British Library Add. MS. 31437, ff. 22-24. 
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Schoole. Thursday, ye 16th. Nouem: / 1665."87 

A very prominent figure, both musically and otherwise, 

in late seventeenth-century Oxford was Henry Aldrich 

(1648-1710), made Dean of Christ Church in 1689. Aldrich, 

an Anglican clergyman, was a talented architect, mathema-

tician, and musician. His interest in music led him not 

only to compose, but also to collect and arrange the music 

of other composers. He was so well known and esteemed that 

Henry Playford dedicated the second book of Harmonia Sacra 

to Aldrich in 1693. Some time in the early 1680's Aldrich 

became in charge of all the musical activities of the 

College, both in the Cathedral and in the secular music 

making of the weekly meetings. Aldrich demanded rigorous 

standards of the members of the Cathedral choir, who were in 

attendance each week at the meetings. Also present were 

students and clerics of various ranks who possessed musical 

talent. Walter Hiscock has reconstructed the possible 

format of these weekly music meetings at Christ Church. 

We may guess that the weekly meetings would begin 
with a rehearsal of such works as were to be sung 
in the Cathedral on the Sunday following. Sacred 
first, secular second; such as Tallis, Tye, and 
Byrd, perhaps their own Aldrich in G, to be fol-
lowed by string music, cantatas, refreshment, 
madrigals and catches. It would not be in char-
acter for Aldrich to wax merry before the serious 
music was performed, nor would he encourage such 

87. Ibid., 22. Lowe was Professor of Music at Oxford during 
this time. 
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bibbers as Joseph Maynard the rector of Exeter who 
was habitually let to his lodgings by his own 
undergraduates after Narcissus Marsh's musical 
meetings in the 1660's.88 

Thomas Mace, the sometime music teacher of Dr. 

Worthington, thought fit in 1676 to gather, along with 

methods for the lute and viol, his reminiscences and 

thoughts about music into a volume entitled 

Musick's Monument; / or, a / REMEMBRANCER / Of the 
Best / Practical Musick, / Both DIVINE, and CIVIL, 
that has ever / been known, to have been in the 
World. . . . LONDON, Printed by T. Ratcliffe, and 
N. Thompson, for the Author, and are to be Sold by 
Himself, at His House in Cambridge, and by John 
Carr, at His Shop in the Middle-Temple Gate in 
Fleetstreet, 1676.89 

Mace's treatise is divided into three portions. The first 

treats of psalm singing and cathedral music from an Anglican 

point of view. Part Two is a method for the lute, thought 

by the author to be "the Best of Instruments." The third 

portion contains both a method for the viol and a specu-

lative treatise on "Musick in General." Mace describes with 

relish the superiority of music in his younger days, and in 

his treatise on the viol describes the musical gatherings 

88. Walter George Hiscock. Henry Aldrich of Christ Church 
1648-1710 (Oxford: Printed for Christ Church at the 
Holywell Press, 1960), 33. 

89. Facs. edition ed. with commentary by Jean Jacquot and 
transcriptions by Andre Souris, 2 vols. (Paris: 
Editions du Centre National de la Recherche 
Scientifique, 1966). 
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which he frequented in those halcyon days. As can be seen 

from the following passage, sacred music was often a part of 

these music meetings. 

We had (beyond all This) a Custom at Our Meetings, 
that commonly, after such Instrumental Musick was 
over, we did Conclude All, with some Vocal Musick, 
(to the Organ, or, (for want of That) to the 
Theorboe. 

The Best which we did ever Esteem, were Those 
Things which were most Solemn, and Divine, some of 
which I will (for their Eminency) Name, viz. Mr. 
Deering's Gloria Patri, and other of His Latin 
Songs; (now lately Collected, and Printed, by Mr. 
Playford, (a very Laudable, and Thank-worthy Work) 
besides many other of the like Nature, Latin and 
English, by most of the above-named Authors, and 
Others, Wonderfully Rare, Sublime, and Divine, 
beyond all Expression.9° 

The publication of Playford's which Mace cites must have 

been Cantica Sacra, Book Two, which was published just two 

years earlier in 1674. 

The concept of the public concert owes much to Thomas 

Britton (1644- 1714) the "small-coal man," who started 

holding music meetings, for which admission was charged, in 

his London home in 1678. As a result, Britton amassed a 

large collection of music, which was sold after his death on 

27 September 1714. Sir John Hawkins included a list of this 

collection in his History, and among the great variety of 

vocal music are the following entries which indicate that 

devotional music might have been sung either in the Britton 

90. Ibid., 235. 
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family or at some of the music meetings 

1. Divine Companion . . . Godaus French Psalms, 
&c. . . .6. Anthems in 4, 5, and 6 parts in 
English and Latin, in 6 books neatly bound. 16. 
Bassani's Motetts, Opera 8 with Symphonies. 17. 
Ditto Opera 13. . . .26. Services and anthems by 
Tallis, Bird, Gibbons, &c. the part for the organ. 
27. The 2 Harmonia Sacras by Mr. H. Purcell. . . 
. 31. Bird's Psalms in 5 parts, and Lawes's Psalms 
in 3 parts, and 9 Canons of 3 and 4. 32. Several 
divine pieces in 3 and 4 parts, and Child's 
Psalms. . . . 37. 5 books of Playford's Psalms in 
4 parts, folio, proper for a shopkeeper. 38. An 
old book finely wrote of Latin chuch musick. . . . 
40. Lawes's Psalms, and several ditto. 41. Four 
new Psalm books. 42. 2 Harmonia Sacras, first 
part.91 

Britton's library contained a considerable selection of 

devotional song from all parts of the seventeenth century, 

as can be seen. "Playford's Psalms in 4 parts" is most 

probably his Psalms and Hymns in Solemn Musick of 1671. 

Since the list distinguishes between "Lawes's Psalms in 3 

parts, and 9 Canons of 3 and 4," and "Lawes's Psalms," one 

may guess with reasonable certainty that the former must be 

the 1648 Choice Psalmes of the Lawes brothers, and the 

latter Henry Lawes' own Paraphrase upon the Psalms of 1638. 

All but three of the collections to be considered in this 

study were in the music library of Thomas Britton, the only 

91. Sir John Hawkins, History of the Science and Practice of 
Music, 5 vols. (London: Printed for T. Payne and Son, 
1776), new ed. in 2 vols., with an introduction by 
Charles Cudworth (New York: Dover Publications, 1963), 
793. 
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ones not included being John Wilson's and Walter Porter's 

1657 publications, Psalterium Carolinum and Mottets of Two 

Voyces• 

It can be seen from the above examples of the use of 

devotional music in the lives of English Christians of the 

seventeenth century, that there was much variety, in the 

types of people who performed this music, in the types of 

music used, and in the uses to which it was put. From the 

humble Roger Lowe with his monophonic psalms, to the bour-

geois Samuel Pepys with his psalm singing mainly for recrea-

tional use, to the Ferrar family of Little Gidding with 

their well-structured daily devotional schedule of hymns to 

organ or viols, devotional song most certainly was an 

important part of English life in the seventeenth century. 
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Chapter V 

BAROQUE AESTHETICS IN RELATION TO MUSIC, POETRY, AND 

RELIGION 

Each cultural epoch has its own system of aesthetics, 

though concepts of a previous epoch and those of the one to 

come are often found to overlap and intrude upon one 

another, thus frustrating the efforts of the historian to 

classify them neatly. If the Baroque era can be said to 

have had one prevailing aesthetic dictum, it was that an 

artist, composer, writer, or even a preacher, should temper 

his instruction or goal with delight. The way to do this 

was thought to be through the senses, and thus, to move the 

passions was the aim of the Baroque composer, indeed of any 

creative artist in that age. The historical style period 

which has come to be called the Baroque was an age of flux. 

New world-views and new ideas about the arts arose and took 

up a sometimes uneasy residence alongside those ideas which 

had been long held and supported by authority. Men, instead 

of asking "why?," had begun to ask "how?" Newton, Boyle, 

and others made the seventeenth century an age of major sci-

entific discoveries. Descartes and his Discours de la 

Methode served philosophically to separate mind from matter 

and to make it the "age of reason," while John Locke and 

others attempted to take the mystery out of Christianity and 

make it a rational instead of a revealed religion. Thomas 
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Hobbes propagated the view of man as little more than an 

animal, instead of "a little lower than the angels." 

In the realm of the arts, the changes were from a 

Neo-Platonic view of a work of art or a musical composition 

as an imitation of a perfect heavenly model to a view in 

which the artist strove ever more to touch and raise the 

passions. These changes had been gradually occurring since 

the late sixteenth century and were closely related to some 

of the ideals of Renaissance humanism, particularly to the 

interest in language and its effect on the understanding. 

This tendency can be found in both sacred and secular 

musical compositions, and music of the seventeenth century 

reflects fluctuations of thought with regard to this 

aesthetic. 

Human behavior was observed, perceived, and understood 

in terms of the ancient system of faculty psychology.i The 

faculty theory had a venerable history, stretching from 

Plato, Aristotle, and Plutarch, through St. Thomas Aquinas, 

to such sixteenth- and seventeenth-century English writers 

1. Dryden scholar H. James Jensen has suggested that a 
knowledge of faculty psychology and of classical rhetoric 
is an important prerequisite to an understanding of the 
arts in the Baroque age. H. James Jensen, The Muses' 
Concord: Literature, Music, and the Visual Arts in the 
Baroque Age (Bloomington: Indiana University Press, 
1976), 194. 

2. Thomas Wright, The Passions of the Mind in Generall 
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as Thomas Wright2 and Robert Burton.3 References to aspects 

of faculty psychology abound in Shakespeare's and Jonson's 

plays, as well as in those of other dramatists of the 

period.4 

The human mind, or soul, was believed to consist of 

three complementary divisions, each of which possessed 

several faculties, or powers. Figure 1 outlines the divi-

sions of the soul beginning with the lowest division, the 

vegetable soul, and proceeds to the highest and most 

important, the reasonable, or rational soul. The vegetable 

soul has functions in common with both animals and plants, 

and its faculties are basically those of nutrition, repro-

duction, and growth. 

The second soul, the sensitive (or sensible), is far 

more complex and is where the passions are located. The 

sensible soul shares functions with animals, but not with 

plants, and it has two main faculties--the "knowing powers" 

and the "moving powers." 

(London, 1603), new edition and introduction by Thomas 
Sloan (Champaign Urbana: University of Illinois Press, 
1961). 

3. Robert Burton, The Anatomy of Melancholy (Oxford: John 
Lichfield, 1621), No. 301 of The English Experience: Its 
Record in Early Printed Books Published in Facsimile, 
(Amsterdam: Theatrum Orbis Terrarum; New York: Da Capo 
Press, 1971). 29-45. 

4. J.B. Bamborough, The Little World of Man (London: 
Longmans, Green and Co., 1952). 
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"Sîkt 
H txxriruj 

r Exteriors T<wte 

Smell 

Touch 

'Common Sense 
^ Jwteru>r< 3 *rux$ Inat "urn. 
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The "knowing powers" are comprised of two divisions, 

the exterior and the interior faculties, each of which has 

further subdivisions. The exterior faculties are merely the 

five senses of nature (sight, hearing, taste, smell, and 

touch), while the interior faculties are three—common 

sense, imagination, and memory. During the seventeenth 

century, it was the imagination which came under suspicion 

from those who formed and followed the new philosophy. 

Because it was the faculty least susceptible to control by 
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the rational soul, imagination was considered to be dan-

gerous . 

It is to the realm of the "moving powers" that the pas-

sions belong. The "moving powers," like other faculties, 

had divisions and subdivisions, first the simple division 

into physical powers, and then into the mental powers. The 

function of the physical powers needs no explanation, so the 

mental powers, which are made up of several components which 

can be called appetites, will be described. The first of 

the three major appetites is the natural appetite, which is 

the natural tendency of things to move according to their 

physical nature--for example, the tendency of heavy bodies 

to sink in water and of light bodies to float. A second 

major appetite is the sensitive, or animal, appetite. This 

appetite controls functions such as breathing, blood circu-

lation, and digestion, viz. the vital functions of both man 

and the animals. The animal appetite has been said to be 

that power which sends everything to its proper place. The 

third major appetite of the mental powers was considered to 

be the most important, as it was supposed to be under the 

governance of the reason. This was known as the intel-

lective, or voluntary, appetite, and it was here that the 

passions resided.5 

The voluntary appetite was the inborn inclination of 

5. Ibid., 41. 
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the mind to seek pleasure and to avoid pain. So that it 

could do this effectively, the voluntary appetite would 

bring about the passions, which are also often called the 

affections, or "motions;" today these are known as emotions. 

The passions straddled the border between the mental and the 

physical because they were "conceived in the mind but 

expressed by the body."6 

The complementary passions of the second soul are also 

represented in Figure 1. Writers often differed on both the 

number of passions and on their nomenclature. Therefore, 

this chart represents what are considered to be the classic 

eleven as described by St. Thomas Aquinas.7 The voluntary 

appetite is made up of two complementary appetites-- the 

concupiscible ("coveting") and the irascible ("invading"). 

The concupiscible appetite seeks to obtain pleasure and to 

avoid pain in the absolute, with no regard for circum-

stances, while the irascible appetite comprehends a pleasure 

or a pain as attended by some hindrance. Therefore, exhib-

iting the characteristics implied by its name, the irascible 

appetite invades, and comes to combat hindrances to the con-

cupiscible appetite, which is not so strong and would thus 

be discouraged by these hindrances to its attaining 

6. Ibid., 42. 

7. This portion of Figure 1 is an adaptation of a chart 
devised by Thomas Sloan to illustrate Thomas Wright's 
description of the passions. Wright, op. cit., xxx. 
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pleasure, or by the threat of some pain.8 

The passions had tendencies either towards good or 

towards evil, as can be seen in Figure 1, and this produced 

the complementarity of the passions. If the concupiscible 

appetite contemplated a good in the absolute, the passion 

which the soul felt would be love. If the good were in the 

present the mind would experience the passion of joy, and if 

the good were in the future the passion felt would be 

desire. The complementary motions occurred when the concu-

piscible appetite contemplated an evil in the absolute and 

the mind experienced the passion of hate. If the evil were 

in the present, the passion felt by the soul would be 

sorrow, and if it were in the future, the mind would 

experience fear. 

The irascible appetite in its functions gives rise to 

another complementary set of passions. If the irascible 

appetite contemplated a good as accompanied by some hind-

rance, the resulting passion felt would be hope (of 

obtaining pleasure or avoiding pain), and likewise, if an 

evil were considered as attended by a hindrance, the mind 

would experience despair of fulfilling its strivings. If 

the evil were present, the mind would experience the passion 

of anger, and this was the only passion without a comple-

mentary counterpart. If the irascible appetite considered a 

8. Bamborough, o£>. cit. , 42. 
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future evil, the mind would feel the passion of horror, and 

if a future good, the passion would be courage.9 

Since the passions could be aroused to either good or 

evil ends, it was the job of the rational soul to keep the 

passions under control. This highest division of the soul 

was held only by man, and had as its faculties the under-

standing and the will. The understanding could sift and 

judge all the information which had been sent to it by the 

senses, and it could judge whether the ideas proposed to it 

by the imagination were true or false. The will was sup-

posed to direct the mind to act in accordance with reason, 

but as God had given men free wills, it could choose not to 

follow reason. 

Rhetoric was one of the tools used by painters, 

writers, and composers to move the passions of their audi-

ences, and the discipline had long had an established place 

in education as part of the trivium--grammar, rhetoric, log-

ic—of the medieval seven liberal arts. The concepts of 

rhetoric had been inherited from Aristotle, Cicero, and 

Quintilian, among others, and these concepts were learned by 

those who wanted to be effective orators, that is, able to 

move the passions of their listeners. Cicero's threefold 

9. Ibid., 42. 

10. Dean Tolle Mace, English Musical Thought in the 
Seventeenth Century: A Study of an Art Decline (Ph.D. 
dissertation, Columbia University, 1952), 84. 
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motive of oratory [to teach (docere), to persuade (con-

ciliare), and to move (movere)] was adopted by Baroque 

artists and composers in order to move the passions, or to 

instruct through delight. 

Aristotle and Quintilian are of especial interest to 

musicians since in their writings they discuss the analogies 

between rhetoric and music.n Quintilian's Institutio ora-

toria, published at Rome in 1470, was one of the earliest 

books with a section on music to reach the public through 

the invention of the printing press.x2 In Book I, Chapter 

10, Quintilian writes of the usefulness of music as an 

adjunct in the education of an orator, pleading: " . . . 

cognitionem rationis, quae ad movendos lenienosque adfectus 

plurimum valet."13 In the sixth book of Institutio oratoria 

he classifies emotions according to ancient practice as 

pathos (adfectus in Latin) or ethos (mores), and discusses 

11. George Buelow, "Rhetoric and Music," The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), XVII, 793. 

12. Claude V. Palisca, "Ut Oratoria Musica: The Rhetorical 
Basis of Musical Mannerism," in The Meaning of 
Mannerism, ed. Franklin W. Robinson and Stephen G. 
Nichols, Jr. (Hanover, N.H.: Dartmouth University 
Press, 1972), 39. 

13. "Give me the knowledge of the principles of music, which 
have power to excite or assuage the emotions of 
mankind." Aristides Quintilianus, The Institutio 
Oratoria of Quintilian with an English Translation by 
H.E. Butler, 4 vols. The Loeb Classical Library 
(London: William Heinemann; New York: G.P. Putnam's 
Sons, 1920), I, 174-175. 
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how an orator ought to modulate his voice to fit the emo-

tional situation.!4 Quintilian's manual became very influ-

ential in disseminating the concept that music and oratory-

are analogous and that both have the ability to excite the 

passions of the listener. 

Among late sixteenth- and early seventeenth-century 

writers, there are several Englishmen who linked rhetoric 

and music.i5 Gregory Butler has recognized the writings of 

these Englishmen as important sources concerning the con-

nection between rhetoric and music, though he makes the 

point that most of these citations are to be found not in 

theoretical writings on music, but in books on a variety of 

subjects. Several of these books are treatises on the art 

of rhetoric, and Butler believes that The Garden of 

Eloquence (1577, rev. 1593) by Henry Peacham the Elder16 is 

the earliest book in England, and one of the earliest books 

in Europe, in which a writer compares specific rhetorical 

figures with actual musical conventions.i7 Another rhe-

14. Ibid., II, 421-441. 

15. Gregory G. Butler, "Music and Rhetoric in Early 
Seventeenth-Century English Sources," The Musical 
Quarterly LXVI (1980), 53-64. 

16. Henry Peacham the Elder, The Garden of Eloquence 
(London, 1593), facs. edition with an introduction by 
William G. Crane (Gainesville, Florida: Scholars' 
Facsimiles & Reprints, 1954). 

17. Butler, op. cit., 56. 
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torical treatise containing only one example of 

rhetorical-musical comparison is a manuscript by John 

Hoskyns entitled Direccions for Speech and Style, dating 

from about 1599.18 

A more famous work drawing comparisons between music 

and rhetoric is the younger Peacham's well-known manual, The 

Compleat Gentleman, first published in 1622. Henry Peacham 

the Younger, a music lover and amateur composer who had 

studied composition with Orazio Vecchi, devoted a signif-

icant amount of attention to music and its place in a gen-

tleman' s education. Near the beginning of Chapter Eleven, 

"Of Musicke," he defended Puritan attacks on the practice of 

"Repetitions" as practiced in cathedral church music by 

writing: 

For repetition, nothing was more vsuall in the 
singing of the Leuites, and among the Psalmes of 
David, the 136. is wholly compounded of those two 
most gracefull and sweete figures of repetition, 
Symploce and Anaphora. 

The two "sweete figures" he cites are figures of rhetoric 

which Peacham has applied to the psalms.i9 In a later 

18. Ibid., 56-57. 

19. Henry Peacham the Younger, The Compleat Gentleman: 
Fashioning Him Absolute in the Most Necessary & 
Commendable Qualities Concerning Minde or Bodie that May 
Be Required in A Noble Gentleman (London: Imprinted . . 
. for Francis Constable and Are to Be Sold at His Shop 
at the White Lion in Paules Churchyard, 1622), No. 59 of 
The English Experience: Its Record in Early Printed 
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section Peacham reveals to the twentieth-century reader some 

of the now recondite terminology of rhetoric and its anal-

ogies to music. 

Yea, in my opinion, no Rhetoricke more perswadeth, 
or hath greater power ouer the mind [than music]; 
nay, hath not Musicke her figures, the same which 
Rhetorique? What is a Revert but her Antistrophe? 
her reports, but sweete Anaphora's? her counter-
change of points, Antimetaboles? her passionate 
Aires, but Prosopopoea's? with infinite other of 
the same nature.20 

"Revert," "report," and "counterchange" are, in addition to 

being musical terms used in describing imitative writing, 

also Englished Greek rhetorical figures of speech. Thomas 

Morley was familiar with this terminology because he used 

two of these English terms (revert, report) in his Plain and 

Easy Introduction to Practical Music, published at London in 

1597.21 A precursor to Peacham and Morley, and a possible 

Books Published in Facsimile (Amsterdam: Theatrum Orbis 
Terrarum Ltd.; New York: Da Capo Press, 1968), 97. 

20. Ibid., 103. 

21. Thomas Morley, A Plain & Easy Introduction to Practical 
Music (London, 1597), new ed. by R. Alec Harman with a 
foreword by Thurston Dart, 2nd ed.(New York: W.W. 
Norton & Co., Inc., 1973), 162. Following Morley, 
Butler finds that rather than comparing revert (melodic 
inversion) with antistrophe, a more exact analogy for 
reversed word order would be Morley's retort, a retro-
grade in music."Antistrophe (hypallage) is the inversion 
of word order in a sentence to produce a contrary. 
Revert comes from reversio, the Latin rendering of the 
Greek term . . . " Butler, o£. cit., 58. In actuality 
Butler has erred by comparing revert with antistrophe 
instead of anastrophe, which is the reversal, or 
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influence, was The Arte of English Poesie (1589), presumed 

to be by George Puttenham.22 This rhetorical manual, which 

also cites analogies between music, poetry, and rhetoric, is 

the only one during the period to provide exact English 

translations for the Latin and Greek rhetorical terms. 

Perhaps Peacham read Puttenham's book (or that of his 

father), noticed that some of the English rhetorical terms 

were also musical terms, and formed his own analogies with 

the original Greek.23 

Francis Bacon, whose interests were manifold, also 

wrote of the analogy between music and rhetoric. In the 

section on "primitive or summary philosophy" of his 

Advancement of Learning the following observation relating 

exchange of place, of two words in a sentence. See Lee 
Sonnino, A Handbook to Sixteenth-Century Rhetoric (New 
York: Barnes & Noble, Inc., 1968), 164-165; Peacham, 
Garden of Eloquence, op. cit., 42 (antistrophe), 19, 119 
(hypallage, anastrophe); [Puttenham, George], The Arte 
of English Poesie (London: Printed by Richard Field, 
1589), No. 110 of English Linguistics, 1500-1800 (A 
Collection of Facsimile Reprints), selected and edited 
by R.C. Alston (Menston, Yorkshire: Scolar Press Ltd., 
1968), 165-166 (antistrophe), 143-144 (hipallage. The 
changeling). 

Butler believes that Peacham*s mention of antimetabole may 
be the only such in any of the sources linking music and 
rhetoric. This rhetorical convention involves the 
interchange of two words or phrases, i.e. exchanging 
places, and corresponds closely to the musical counter-
change, which is the process of invertible counterpoint. 
Gregory Butler, oj3. cit., 59. 

22. Puttenham, OJD. cit. 

23. Gregory Butler, OJD. cit., 58 
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music and rhetoric occurs. 

Is not the precept of a musician, to fall from a 
discord or harsh accord upon a concord or sweet 
accord, alike true in affection? Is not the trope 
of music, to avoid or slide from the close or 
cadence, common with the trope of rhetoric of 
deceiving expectation? Is not the delight of the 
quavering upon a stop in music the same with the 
playing of light upon the water? 

"Splendet tremulo sub lumine pontus:" 

Are not the organs of the senses of one kind with 
the organs of reflection, the eye with a glass, 
the ear with a cave or strait determined and 
bounded? Neither are these the only similitudes, 
as men of narrow observation may conceive them to 
be, but the same footsteps of nature, treading or 
printing upon several subjects or matters.2 4 

In his Sylva Sylvarum (1626), Bacon amplified the above 

paragraph, making a comparison between the rhetorical figure 

praeter expectatum and the musical technique of the evaded 

cadence, or the "sliding from the close or cadence." This 

time Bacon included some other rhetorico-musical analogies 

as well, mentioning "reports and fuges" in conjunction with 

"the figures in rhetoric, of repetition and traduction," and 

the triplas, and changing of times," which he compares to 

the change of motions; as when galliard time, and measure 

24. Francis Bacon, The Two Bookes of . . . the Proficience 
and Advancement of Learning, Divine and Humane (London: 
Printed for Henri Tomes, and are to be sould at his shop 
in Graies Inne Gate in Holborne, 1605), Vol. II of The 
Works Francis Bacon, Lord Chancellor of England,~ed. 
Basil Montagu, 16 vols. (London: William Pickerincr, 
1825), 127. 
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time, are in the medley of one dance."25 

The only English musical treatise linking rhetoric and 

music is The Principles of Musik by the rhetorician and 

grammarian Charles Butler,26 who was already well known for 

his rhetorical manual, Rhetoricae libri duo (1598).27 It is 

in his discussion "Of the Ornaments of Melodi and Harmoni" 

that Butler makes some comparisons with rhetoric. He cites 

four ornaments which have some relation to rhetoric, and in 

the discussion of these mentions some other musico-rhe-

torical figures.28 These English authors who wrote on the 

relationships between rhetoric and music reflect, in their 

25. Francis Bacon, Sylva Sylvarum or Natural History, in Ten 
Centuries (London, 1626), Vol. IV of The Works of 
Francis Bacon, Lord Chancellor of England, ed. Basil 
Montagu, 16 vols. (London: William Pickering, 1826), 
72-73. 

26. Charles Butler, The Principles of Musik, in Singing and 
Setting: With The Two-Fold Use Therof, [Ecclesiasticall 
and Civil.] (London: Printed by John Haviland for the 
Author, 1636), No. 284 of The English Experience: Its 
Record in Early Printed Books Printed in Facsimile 
(Amsterdam: Theatrum Orbis Terrarum Ltd.; New York: Da 
Capo Press, 1970). Butler, as a philologist, was inter-
ested enough in the English language to develop his own 
system of phonetic spelling, and it was in this peculiar 
form of the language that he published The Principles of 
Musik. All quotations from this work will be in normal 
English. 

27. This is known to have been owned by John Milton, among 
other seventeenth-century Englishmen. See Harris 
Francis Fletcher, The Intellectual Development of John 
Milton, 2 vols. (Urbana: University of Illinois Press, 
1956), II, 214. 

28. Charles Butler, o£. ext., 57-88. See also the dis-
cussion of these in Gregory Butler, o£. cit., 62-64. 
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emphasis on the figures of speech, the shift in late 

Renaissance rhetorical thought from a well-rounded concern 

for the totality of rhetoric to a rather lopsided concen-

tration on the process of elocutio, or the embellishment of 

a speech with various figures.29 

German musical theorists of the seventeenth century, 

such as Joachim Burmeister (ca. 1564-1629), Christoph 

Bernhard, Johann Herbst, and Athanasius Kircher developed a 

systematized application of rhetorical figures of speech to 

music. Burmeister was the first to do this, and even went 

so far as to provide a demonstration of the use of musical 

figures, applying them to "In me transierunt," a motet of 

Lassus.3<> This later came to be called by musicologists of 

the early twentieth century the Doctrine of Figures, or 

Figurenlehre. Mattheson, in his 1739 treatise, Per 

Vollkommene Capellmeister, presented a particularly compre-

hensive compositional method based on classical rhetorical 

theory. No such comparable organized and comprehensive 

29. Gregory Butler, 0£. cit., 54. 

30. See Palisca, o£. cit., 41-57; 60-61, who gives a 
detailed exposition of Burmeister's analysis and adds 
figures not noticed by him; a translation of the actual 
analysis follows in Palisca's Appendix. Burmeister*s 
ideas appeared under three titles, actually different 
editions and an expansion of the same original treatise, 
Hypomnematum musicae poeticae (Rostock: S. Myliander, 
1599). Musica autoschediastike (Rostock: C. Reusner, 
1601) was the second edition, and this was amplified and 
published at Rostock by S. Myliander in 1606 as Musica 
poetica. 
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treatise on musical composition and rhetoric has been dis-

covered yet among English writers of the time, and George 

Buelow emphasizes that, "while [no] Baroque theorist would 

have applied these rhetorical prescriptions rigidly to every 

musical composition, it is clear that such concepts not only 

aided composers to a varying degree but were self-evident to 

them as routine techniques in the compositional process."3* 

The composer strove to stir up whatever passions he 

wanted his audience to experience, and whatever passions he 

imitated in his work, the idea was to have them reproduced 

in the listener. Music had been considered since ancient 

times to have the ability to excite the passions or to quell 

unruly or unwanted passions. English writers on music never 

failed to mention how the music of David soothed the angry 

passions of King Saul or how Orpheus with his lute had 

powers over animals and inanimate objects. Renaissance 

humanists, in an effort to involve themselves with the tan-

gible world rather than the spiritual, sense rather than 

reason, and practical rather than speculative music, dis-

dained the then current Pythagorean, Platonic, and 

Neo-Platonic idea of a musical composition as a balanced 

harmony of concord and discord, mode, and vocal texture—a 

microcosm of the divine unity of diverse elements—and 

instead embraced a more sense-oriented type of music derived 

31. Buelow, og. cit., 794. 
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from their readings of Aristoxenus and Aristotle.3z i n con-

temporary terms that meant the rejection of polyphonic 

music, which was a type of concordia discors in which 

expression of the text was obscured by the many-voiced 

texture, in favor of the monody, which emphasized the words 

through a single vocal line. Of course, the monophonic 

music of the ancient Greeks did not have any accompaniment, 

but Renaissance Italians were not ready yet to discard all 

the harmonic advances which had been made during the pre-

vious century. The members of Count Bardi's Florentine 

Camerata, it may be recalled, were extremely interested in 

recreating the ancient Greek ideals of music and drama, and 

at the heart of these ideals was the desire to stir up the 

passions. It is no accident that the theme of the first 

operas was that of Orpheus, who moved and charmed rocks, 

hills, birds, and even the powers of the underworld with his 

music. Early operatic recitative was rhetorical, conceived 

as an imitation of oratory. 

Early in the seventeenth century Francis Bacon com-

mented on the ability of music to excite the affections. 

It hath been anciently held and observed, that the 
sense of hearing, and the kinds of music, have 
most operation upon manners; as, to encourage men, 
and make them warlike; to make them soft and 

32. Claude Palisca, The Beginnings of Baroque Music, Its 
Roots 1" Sixteenth-Century Theory and Polemics (Ph.D. 
dissertation. Harvard University, 1953), Chapter One. 
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effeminate; to make them grave; to make them 
light; to make them gentle and inclined to pity, 
&c. . . . but harmony entering easily, and min-
gling not at all, and coming with a manifest 
motion, doth by custom of often affecting the 
spirits, and putting them into one kind of 
posture, alter not a little the nature of the 
spirits, even when the object is removed. And 
therefore we see, that tunes and airs, even in 
their own nature, have in themselves some affinity 
with the affections; as there be merry tunes, 
doleful tunes, solemn tunes; tunes inclining men's 
minds to pity; warlike tunes, &c. So as it is no 
marvel if they alter the spirits, considering that 
tunes have a predisposition to the motion of the 
spirits in themselves. But yet it hath been 
noted, that though this variety of tunes doth 
dispose the spirits to variety of passions, 
conform unto them, yet generally music feedeth 
that disposition of the spirits, which it findeth. 
We see also, that several airs and tunes do please 
several nations and persons, according to the sym-
pathy they have with their spirits.33 

Roger North, a most able chronicler of music and 

changes in musical taste during the late seventeenth 

century, reflected upon Baroque musical aesthetics when he 

wrote: 

My thoughts are first in generall that music is a 
true pantomime or resemblance of humanity in all 
its states, actions, passions, and affections. 
And in every musicall attempt reasonably designed, 
Humane Nature is the subject, and so penetrant 
that thoughts, such as mankind occasionally have, 
and even speech itself, share in that resemblance; 
so that an hearer shall put himself into the like 
condition, as if the state represented were his 
owne . . . So the melody should be referred to 
their thoughts and affections. And an artist is 
to consider what manner of expression men would 
use on certein occasions, and let his melody, as 

33. Bacon, Sylva Sylvarum, IV, 73-74. 
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near as may be, resemble that.34 

The legend of the "Choice of Hercules" is a good par-

adigm for the artist's situation in the Baroque era. This 

topic was represented by painters such as Rubens and 

Carracci, and by composers such as Handel and Johann 

Sebastian Bach,35 and involves the hero Hercules at a cross-

roads, confronted with a choice between Virtue and Vice per-

sonified as two women. Vice would be the reasonable choice 

for Hercules if he believes, as Thomas Hobbes did, that the 

higher soul and the imagination are not to be trusted, that 

there is no objective good or bad, that only the five senses 

of nature are real, and thus that the gratification of imme-

diate pleasure is the only reasonable aim in life. If, on 

the other hand, Hercules chooses virtue, he opts for 

pleasure of a different kind, the higher intellectual and 

spiritual pleasures and delights, achieved with more 

patience and perseverance.36 

The artist could appeal to his audience by stirring 

either the lower passions for the gratification of only the 

34. John Wilson, ed., Roger North on Music: Being a 
Selection of His Essays Written During the Years c. 
1695-1728 (London: Novello & Co., Ltd., 1959), 110-111, 

35. Handel's masque, The Choice of Hercules premiered in 
1750, and Bach's Cantata BWV 213, Hercules am 
Scheideweg, was presented in 1733. In both-works 
Hercules chooses Virtue. 

36. Jensen, ojo. cit. , 25. 
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sensible soul, or he could aim to instruct his audience 

through delight, by arousing the higher passions and sub-

jecting them to the governance of the rational soul.37 Since 

the aim or motive of the artist was important, it would seem 

that composers of devotional song would strive to "appeal to 

the higher faculties" of the soul, namely the rational soul, 

that part of the soul which partakes of the divine. 

St. Augustine's conflicts over the efficacy and pro-

priety of music in church are well known, and in this 

passage from his Confessions he reveals that he, as a 

teacher of rhetoric, recognizes the aims and effects of 

sacred vocal music. 

The delights of mine ears, verily, have heretofore 
more strongly inveigled and engaged me; but thou 
hast brought me off and freed me. Yet still at 
hearing of those airs which thy words breathe soul 
into, whenas they are sung with a well tuned and 
well governed voice, I do, I confess, receive a 
little contentment; not so great though as that I 
am enchanted by it, but that I can go away when I 
please. But yet for all this, that those airs may 
together with these words (by virtue of which they 

37. The question of actually transcending the soul in 
ecstasy has been discussed by Gretchen L. Finney in 
"Music and Ecstasy: A Religious Controversy," in Musical 
Backgrounds for English Literature: 1580-1650 (New 
Brunswick, N.J.: Rutgers University, n.d.; articles 
pub. 1940-1960), 47-75. Finney presents two different 
points of view regarding the use of musical instruments 
in church. The view generally favored by Anglicans was 
that musical sound by its very nature had the ability to 
raise the affections to God and to ravish the soul in 
ecstasy. The Puritan view (and, according to Finney, a 
Neo-Platonic idea) was that only music with words, i.e. 
vocal music, could do this. 
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receive life) gain full admission with me, do they 
aspire to be entertained into a place of no mean 
honor in this heart of mine, nor can I scarce 
afford them a room befitting for them. For some-
times forsooth, do I seem to myself to attribute 
more respect unto them than is seemly; yea even 
whilst together with those sacred ditties I per-
ceive our minds to be far more religiously and 
zealously blown up into a flame of devotion, 
whenas these ditties are thus sung, than they 
would have been, had they not been so sung: yea, 
and I perceive withal, how that the several affec-
tions of our spirit have their moods answerable to 
their variety in the voice and singing, and by 
some secret association therewith they be stirred 
up. 3 8 

Various English writers of the seventeenth century 

wrote of music's place in raising the affections towards 

God. Christopher Simpson, abreast of current Continental 

musical thought, wrote that 

The ever-renowned Descartes, in the beginning of 
his Compendium of Music, insinuates that of all 
sounds, the voice of man is most grateful because 
it holds the greatest conformity to our spirits. 
And (no doubt) it is the best of music if composed 
and expressed in perfection. 

More certain it is that of all music that 
ought to have the precedence which is designed to 
sing and sound forth the praise and glory of the 
incomprehensible Source, Soul, Essence, and Author 
of all created harmony.39 

38. Aurelius Augustinus, St. Augustine's Confessions with an 
English Translation by William Watts (1631), 2 vols. 
The Loeb Classical Library (London: William Heinemann 
Ltd.; Cambridge, Mass.: Harvard University Press, 1912, 
1951), II, 165-167. 

39. Christopher Simpson, A Compendium of Practical Music in 
Five Parts, ed. and with an introduction by Phillip J. 
Lord. from the Second Edition of 1667. (Oxford: Basil 
Blackwell, 1970), 75. Lord comments on Simpson's unac-
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Roger North commented briefly on the aesthetics of 

sacred music, though he refers to church music and not 

domestic devotional music. 

For the states of Humanity are infinitely various, 
and admitt of all degrees of good and evill, 
important or frivolous, sane or distracted. And 
it must be granted that musick which excites the 
best, most important and sane thinking and acting 
is, in true judgment, the best musick; and this 
will fall upon the ecclesiasticall style, which 
hath already the suffrage of most skillfull musi-
cians . 4° 

Writing at the turn of the century, John Blow expressed 

the highest aim a composer could have when he wrote in the 

Dedication of his Amphion Anglicus, to Princess Ann of 

Denmark: 

Such, Madame, have been always the Employments of 
the Sublime Art of Musick, to teach and cultivate 
Humanity; to Civilize Nations; to Adorn Courts; to 
Inspirit Armies; to Inspire Temples and Churches; 
to sweeten and reform the fierce and barbarous 
passions; to excite the Brave and the Magnanimous; 
and, above all, to inflame the Pious and the 
Devout. 

For these Reasons, it has all along receiv'd 
the Encouragement and Favour of the Greatest, the 
Wisest, the most Religious, the most Heroick 
Persons of all Ages. And it seems but reasonable, 
that it should be so; that they should principally 

knowledged quotation of Descartes' Compendium musicae 
(1619) from the English translation (Compendium of 
Music, 1650) by William, Lord Brouncker, 1653, p. 1: 
"This only thing seems to render the voice of Man the 
most gratefull of all other sounds; that it holds the 
greatest conformity to our spirits." 

40. Wilson, ed., OJD. cit. , 293. 
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take upon them the care of this High-born Science 
of Tuneful Sounds and Numbers, whose Souls are 
more elevated than others, and seem most to 
partake of that Natural, and Divine Harmony, it 
professes to Teach. . . . 

The two most Noble ends of Musick Vocal and 
Instrumental, being either to raise and nourish 
the tender, and the Generous passions of love, 
Friendship, and Honour, among Men; or to animate 
our Affections, and to kindle the ardour and zeal 
of our Devotions towards God.4* 

Some writers seemed to place importance on the 

momentary or inherent disposition of the listener, in 

addition to the type of music (which is a reflection of the 

composer's aims). Thus, Thomas Wright, in 1603, wrote that 

as all other senses have an admirable multiplicity 
of objects which delight them, so hath the eare: & 
as it is impossible to expound the variety of 
delights, or disgusts, which we perceive by them, 
and receive in them . . . so in musicke, divers 
consorts stirre up in the heart, divers sorts of 
joyes, and divers sorts of sadnesse or paine: the 
which as men are affected, may be diversly 
applyed:Let a good and a godly man heare musicke, 
and he will lift up his heart to heaven: let a bad 
man hear the same, and hee will convert it to 
lust: Let a souldier heare a trumpet or a drum, 
and his blood will boile & bend to battle; let a 
clown hear the same, & he wil fall a dancing; let 
the common people heare the like, & they wil fall 

41. John Blow, Amphion Anglicus: A Work of Many 
Compositions, For One, Two, Three and Four Voices: With 
Several Accompagnements of Instrumental Musick; and a 
Thorow=Bass to Each Song: Figur'd for an Organ, 
Harpsichord, or Theorboe-Lute (London: Printed by 
William Pearson, for the Author; and are to be Sold at 
his House in the Broad-Sanctuary, over-against 
Westminster-Abby, and by Henry Playford, at his Shop in 
the Temple-Change, Fleet-street, 1700), facs. edition 
(Ridgewood, N.J.: Gregg Press Incorporated, 1965), no 
pagination. 
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a gazing, or laughing, & many never regard them, 
especially if they be accustomed to heare them. 
So that in this, mens affections and dispositions, 
by meanes of musick may stirre up divers passions, 
as in seeing wee daily prove the like. True it 
is, that one kinde of musicke may be more apt to 
one passion then another, as also one object of 
sight is more proportionate to stirre up love, 
hatred, or pleasure, or sadnesse, than another.42 

Charles Butler (who was both a rhetorician and a 

musician) wrote in the Epistle Dedicatorie to King Charles I 

of his Principles of Musik, on the importance of educating 

the young in both grammar and music. Butler reminds the 

king of his grammar book recently published and presented to 

his majesty, and goes on to stress the importance of both 

disciplines. 

That these two should not be parted in the disci-
pline of children, Quintilian sheweth, where 
saith, that Grammar cannot be perfect without 
Musik. . . And again, that Grammar is under 
Musik, & that the same men formerly taught them 
both. . . And for Musik it self, the Philosopher 
[Aristotle] concludeth the speciall necessiti 
therof in breeding of Children, partly from its 
naturall delight, and partly from the efficacy it 
hath, in moving affections and vertues.43 

Book II of Butler's treatise concerns the uses of 

music, and commences with a description of the divisions of 

music. Music's uses are both "Ecclesiasticall, for the 

42. Wright, o£. cit., 171. 

43. Charles Butler, ojd. cit. Epistle Dedicatorie is not 
paginated. 
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Service of God . . . or Civil, for the Solace of Men," and 

are performed by either voice, instruments, or both 

("mixt"). The voice, Butler writes, "doth far exceed all 

these works of Art." 

Good Voices alone, sounding only the Notes, are 
sufficient, by their Melodi and Harmoni, to 
delight the ear: but being furnished with some 
laudable Ditti, they becom yet more excellent. . . 
. This numerous Ditti, or Rhyme applyed to the 
Note, the Philosopher eqalizeth to the Melodi it 
self, for Resembling and Moving manners and affec-
tions . 4 4 

Of "mixt Musik" Butler writes 

The Voice, thus fitted with Ditti (either in 
Parts, or single) is delightful of it self: but 
Instruments added make the Musik more acceptable. 
. . . And therefore the Lord himself compareth the 
sweet speech of an Eloquent Preacher unto the 
Musik of Voice and Instrument together : lo, 
(sayth he) thou art unto them as a very lovly 
Song, of one that hath a sweet Voice, and can play 
wel on an Instrument.45 

Forty years later, in 1676, Thomas Mace was to exclaim 

in his somewhat retrospective treatise, Musick's Monument, 

that: 

There being a very great affinity, nearness, natu-
ralness or sameness betwixt Language and Musick, 
although not known to many. And it is a bemoa-
nable pity to consider how few there are who know, 
but fewer who consider, what 

44. Ibid., 95. 

45. Ezekiel 33:32. Ibid., 98. 
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wonderful-powerful-efficacious Virtues and 
Operations Musick has upon the Souls and Spirits 
of Men Divinely-bent.46 

Those in the arts sought to portray the different parts 

of the soul through the conventions of rhetoric. How does 

music express a specific passion or an idea?47 How does the 

composer use the conventions of rhetoric to imitate the pas-

sions? Several factors can provide a framework48 from which 

the musicologist may proceed to elaborate the answer in a 

more specifically musical way. These factors--rhetorical 

figures, interval, mode or key, tempo, and instrumenta-

tion--49 were all discussed in this light by theorists of 

the late sixteenth and early seventeenth century. As men-

tioned above, German theorists wrote extensively on the 

46. Thomas Mace, Musick's Monument; or, a Rembrancer Of the 
Best Practical Musick, Both Divine, and Civil, that has 
ever been known, to have been in the World. (London: 
Printed by T. Ratcliffe, and N. Thompson, for the 
Author, and Are To Be Sold by Himself, at His House in 
Cambridge, and by John Carr, at His Shop in the 
Middle-Temple Gate in Fleetstreet, 1676), facs. edition 
ed. with commentary by Jean Jacquot and transcriptions 
by Andre Souris, 2 vols. (Paris: Editions du Centre de 
la Recherche Scientifique, 1966), I, 3. 

47. Jensen, ojo. cit. , 100. 

48. Ibid., 69-75. 

49. Since the works under investigation here are all accom-
panied simply by typical continuo ensembles, instrumen-
tation is not really a consideration with these devo-
tional songs. Instrumentation as a rhetorical 
convention operates through instrumental color, or 
through the symbolic functions of certain musical 
instruments, e.g. trumpet, flute, drums, etc. 
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exact application of rhetorical figures of speech to musical 

figures, and English writings are not void of parallels 

drawn between the two. Several of the English theorists 

borrowed material from the earlier, Continental writers on 

the subject of setting words to music properly to express 

the meaning of the words through the medium of harmony, 

interval, tempo, and word-painting. Thomas Morley's dis-

cussion of "Rules to be observed in dittying,"5" for 

instance, is primarily a digest of Chapter Thirty-Two of 

Zarlino's Institutioni armoniche. Charles Butler's section 

on "Observations in Ditti Song. Concerning Setters," con-

tains a digest of Morley's digest.si Christopher Simpson, 

too, in his Compendium of Practical Musick, presented a 

section "Of Accommodating Notes to Words" which looks like 

the same digest of Z a r l i n o . s z All these writers provided 

guidelines for the composer, or "setter," of the 

"ditti"--the use of meter and rhythm to portray the appro-

priate passion, also harmony and pictorial writing. 

The first factor consists of rhetorical figures, which 

through their powers over the mind . . . are designed to 

produce certain effects or raise particular passions in an 

50. Morley, og. cit., 290-292. 

51. Charles Butler, OJD. cit., 96. 

52. Simpson, OJD. cit. , 77. 
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audience."53 Rhetorical figures of speech decorated plain 

speech in order to emphasize some point with which the 

orator wanted especially to impress his listeners. For the 

musician, rhetorical figures could be accommodated for use 

as musical figures, as suggested by the ideas of the German 

musical theorists about musical figures. That parallels 

were drawn between music and rhetoric in sixteenth- and sev-

enteenth-century England has already been discussed, and now 

it remains to demonstrate the application of musico-rhe-

torical figures to some of the published devotional songs of 

the seventeenth century. 

The correspondence drawn by Henry Peacham the Younger 

between "passionate airs" and the rhetorical prosopopoeia is 

somewhat abstract, but the sense of it can be understood by 

consulting the definitions of various writers on rhetoric.54 

Among the synonyms for prosopopeia are the Latin terms con-

formatio, attributio, and personae ficta, which suggest the 

idea of personification. Quintilian's definition mentions 

the portrayal by the orator of the "inner thoughts" of his 

opponents, bringing them to life, as it were, through the 

persuasive power of his oratory. All the authors emphasize 

the act of enduing inanimate or fictitious objects or beings 

53. Jensen, o£. cit., 69. 

54. Sonnino, o£. cit., 54-56. 
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with life.ss Puttenham, in his Table of "The names of your 

figures Auricular," calls prosopopeia "the false imperso-

nation." In the marginal gloss of his text, however, he 

refers to it as "Counterfait in personation." From these 

definitions the general idea of the singer as orator or 

actor with tremendous powers of impersonation and persuasion 

emerges, and thus the analogy with the "passionate airs," 

which were, after all, composed with the end of exciting the 

passions.56 

Using George Buelow's categorized list of the musical 

figures most often mentioned in German Baroque treatises as 

a starting point,57 I shall demonstrate the use of some of 

these in the musical repertoire under discussion. Buelow 

has divided the musical figures into the following seven 

categories. 

A. Figures of Melodic Repetition. 

B. Figures Based on Fugal Imitation. 

C. Figures Formed by Dissonance Structures. 

D. Interval Figures. 

E. Hypotyposis Figures. 

55. Ibid., 54-55. 

56. Gregory Butler, ojg. cit., 60. See also Robert Toft, 
Musicke a sister to Poetrie: Rhetorical Artifice in the 

Passionate Airs of John Dowland," Early Music XII 
(1984), 190-199. 

57. Buelow, 0£. cit., 795-800. 
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F. Sound Figures. 

G. Figures Formed by Silence. 

Of the Figures of Melodic Repetition the most fre-

quently used is the anaphora, in which a melodic phrase is 

reiterated at a different pitch level in different parts. 

As we read above, Henry Peacham the Younger drew an analogy 

between anaphora and the report, and one need look no 

further than Puttenham's Arte of English Poesie to find cor-

roboration for this comparison. Puttenham's marginal 

glosses make reference to "Anaphora, or the Figure of 

Report," and define it as "Repetition in the first degree 

. . when we make one word begin, and as they are wont to 

say, lead the daunce to many verses in sute."ss The common 

currency of this analogy can be seen in Charles Butler's 

discussion "Of Fuga," in which he defines "report" as "the 

Iterating or mainteining of a Point in the like motion, [per 

Arson aut Thesin]; the Principal and Reply both Ascending, 

or both Descending."S9 He writes that it is important for 

the words to be understood, and that if the music contains 

reports" there must also be repeats so that if the words 

were 

not apprehended at first; yet, in the iterating 
thereof, it may. 

58. Puttenham, og. cit., 165. 

59. Charles Butler, ojo. cit., 72. 
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Such Repeats should be Emphatical, importing 
some special matter: and which, in Divine uses, 
may help both to excite and to express due zeal 
and Devotion.6" 

So the purpose of repetition is both to aid in the compre-

hension of the sung text and to emphasize it, which emphasis 

W H 1 excite and . . . express due zeal and Devotion." Such 

emphatic repetition can be easily found in many of the 

pieces under discussion because short points of imitation 

entering one after the other are naturally a form of ana-

Ehora. An example of this musical figure in a declamatory 

work can be found in "See sinfull soul," Isaac Blackwell's 

"Hymn for Good-Friday" (Ex. l).*i The initial phrase, "See 

sinfull soul, thy Saviours suffrings see," is sung first by 

the bass and then followed by the soprano an octave and a 

fifth higher. The repetition of the phrase at a higher 

pitch level, the anaphora, was probably intended to draw the 

attention of the singers and listeners to the theme of 

Christ s suffering on the cross, indeed to enable them to 

imagine themselves at Calvary in the manner of the Ignatian 

meditative process, "composition of place." 

60. Charles Butler o£. cit., 97. 

61. John Playford, Cantica Sacra: containing Hymnes and 
Anthems, for two Voices, to the Organ; both Latine and 
English: Composed by Mr. Richard Dering, Mr. 
Christopher Gibbons, Dr. Benjamin Rogers,~Mr. Math. 
^ocke, and others, The Second Sett (London!- Printed for 
John Playford in the Temple, 1674). 
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Example 1. Isaac Blackwell, "See sinfull soul," mm. 1-8. 

f [ P 

Sm suv-jutl 

See sinfull Soul, Sav-irrs suf rings see, ! 

#5 >3 

Soul, SavAouis sv£ -jrinp 
i 

see, See, 
y y f y I 1 

His Blesstd Hands $r 

, . | j 
d w i z 

See, His Blessed Hands ; 

*3 

Anaphora can be found in conjunction with other musical 

figures; for instance, anaphora in combination with other 

figures occurs in Child's "Why standest thou so far off?" 

(Ex. 2) The two opening phrases, which are the first verse 

of Psalm 10, exhibit the use of anaphora. "Why standest 

thou so far off" is sung twice, while "and hidest thy face 

in the needful time of trouble" is sung three times. During 

these repetitions the basso continuo line becomes more ani-
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Example 2. William Child, "Why standest thou so far off?" 

a. Measures 1-4. 

stand - est "tlwii * far 0 

'WViy st*vnd-est tknisoj:<\r o f t , 0 Lord, 

• 1 

b. Measures 6-9 

and f a c t inthe nced -jul t i m e 

m d hud-esttta 

6 7 6 4 - * 

mated by the introduction of increasingly smaller note 

values. In Example a. Child uses another Interval Figure, 

the exclamatio, an upward leap of a minor sixth. Generally 
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speaki.ncr, however, the exclamatio could be either consonant 

or dissonant; its direction could be either up or down; and 

it could encompass any interval larger than a third. 

Another form of the exclamatio, this a dissonant leap, was 

the saltus duriusculus, used in Example b. 

Another example of a Figure of Melodic Repetition is 

auxesis, which results when a melody is repeated a second 

higher in the same voice. It occurs here in conjunction 

with anaphora in Henry Lawes' "Thy beauty, Israeli, has 

fled (Ex. 3). This repetitive motion can be seen in the 

first treble and bass parts as the words "the slaine" are 

sung first at one pitch level and then a second higher. In 

the second treble the auxesis is not exact because the rep-

etition of the first note, on the word "the," encompasses an 

interval just larger than the augmented second, though the 

repetition of the second note, on the word "slaine," follows 

the prescription of movement by a second. The movement 

which results from these four notes together is chromatic 

and thus this also could be considered a passus duriusculus, 

a figure of chromatic intervallic movement. Anaphora occurs 

with the staggered entries of the first treble and bass 

voices, which enter at different pitch levels but with the 

same interval content. The staggered entries of the voices, 

the repetition of both text and melody, the rising pitch 

level, and the chromatic movement in the middle voice 
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Example 3. Henry Lawes, "Thy beauty, Israeli, has fled " 
mm. 13-20. 

M i 
sUint 

-tkt sleun w fbun -thy 

-the SIAIYX sUtne y mCMKtAUg 

stain.*- 0 Ut it not in £«tk be known, nor intkt 

st*in. 0 Ut it wt in g*th fc>t known, 

stain. 0 Ut it *vt in k be known. 

6 'J * 

combine to illustrate the confusion of battle and the 

anguish of David over the slain of Israel. 

Jeremiah Clarke's "Blest be those sweet Regions," ( Ex. 

4) from the 1693 Harmonia Sacra, exhibits, among other 

figures, yet another of the Figures of Melodic Repetition, a 



198 

Example 4. Jeremiah Clarke, "Blest be those sweet Reqions " 
mm. 1-13. 

Very glow. 

-mmw£ 
— —Left be thofe fwect 

g i i f e E ^ g g p E l g i p g 

Regions where E—ter nal Peace, E i 

l i t a 

Peace and M u — f i c k , Mu——Gck, Ma 

Bldt be thole, Bleft, Bleft be thofe fweet 

kind of melodic sequence called gradatio. The ground bass 

pattern which introduces the song is repeated by the singer 

in measures 7 and 8, and continued in an elaborated fashion 

in the following two bars. The rhythmic pattern may be 

meant to represent the ethereal music of the blest heavenly 

regions since it is used both in the ground and in the 

voice, under the word "Musick." 

Instances of a melodic phrase repeated in a different 
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voice different register were known as polyptoton, 

and one example can be found in Playford's "0 be joyfull in 

Example 5. John Playford, "0 be joyfull in the Lord," 
mm. 10-12. 

Be ye sunt-talk LrriHtis god, it is H* 

Sure Lord H$ if 5•*, it it 
j Jl — 

the Lord, (Ex. 5) from his 1674 Cantica Sacra. The figure 

occurs at the words "Be ye sure that the Lord he is God," 

sung first by the soprano and followed only two beats later 

by the bass. With both voices singing the same notes, 

albeit in different ranges, it would seem that the bass is 

reiterating God's exhortation to the nations to know, or be 

sure, that He, God, is the creator, and not mortal man. 

Henry Peacham the Younger's reference to symploce in 

connection with repetition in Psalm 136 can be illustrated 

in one of William Child's psalm settings. Symploce is 

defined by Buelow as the "repetition at the end of a melody 
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of a whole musical section from the beginning."62 These two 

definitions together give the impression of a refrain, or 

perhaps an antiphon. Child's "0 Lord our governor," a 

setting of the beginning of Psalm Eight, is the only one of 

his psalms to feature a return of material from the 

beginning at the end of the work. Measures 1 to the 

beginning of 8 are repeated from measure 23, with a coda-

like extension of four bars to finish the work. 

One last example from the Figures of Melodic Repetition 

•is synonymia, which results when a melodic phrase is 

repeated at a different pitch level in the same voice. A 

good example of this (Ex. 6) occurs in the first part of 

Purcell s Lord, what is Man?" Purcell uses this figure to 

great effect in three of the opening verses of William 

Fuller s poem. "Lord, what is Man, lost Man, that thou 

should'st be so mindful of him!" is sung three times alto-

gether, each time at a different pitch level, though the 

third time the melodic line is modified somewhat. Between 

the second and third exclamation of this verse, Purcell has 

inserted the first occurrence of the second verse, "that the 

Son of God forsook his Glory, his Abode, to become a poor 

tormented Man"" This also is repeated, albeit slightly mod-

ified, from measures 15 through 19. The third verse, "the 

Deity was shrunk into a Span," is sung only once, and the 

62. Buelow, ojd. cit. , 795. 
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Example 6. Henry Purcell, "Lord, what is Man," mm. 1- 27 

A DIVINE HTMN. 
Wmi* ky Dr. William Fuller, finurlj Lmi Biftf §f Lincoln. S*kj Mr. Henry FartdL 

Ord, what is Man, loft Man, that thou fliould'ft be lo mindful of him I 

dbfrg— f—ff-M- •—f—jr-1— 

IT
 

ji . i 
3 S = r t _ - r = t f c r i 

Lord, whac is J 

^ 

= t = & - ^ = 

dan, loft Man, th 
fc-X—u= 
at thoa fliould'ft 1 

P p i S E 
be fo miod—fill of him ! 

e — Q 

HniiHiiipisi _ -t=¥=z 
that the Son of God forfook his Giorjr, his A—bode, to become a 

poor tormented Man! Lord, what is Man, loft, loft Man, that thoa fliould'ft 

be & mindfal of himl that the Son of God for-fook his Glo-.ry, hi, A 

#-

pi t c h level falls from its apex at "Deity" on a d" down to 

f#' on "Span," as if to emphasize the act of shrinking or 

diminishing. The fourth verse, "and that for me, for me, O 

wond'rous Love! for me," is sung twice, the second time a 
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fourth higher. These longer and repeated verses--one, two, 

and four--surround the third verse and by their mention of 

man pose a contrast between Christ's emptying of himself and 

the tremendous benefits accrued to man which awe the poet 

(and composer). 

Figures Formed by Dissonance Structures have to do with 

harmonic embellishments, and two of these are cadentiae 

duriusculae and syncope. Henry Lawes* "Thy beauty, Israeli, 

has fled" (Ex. 3 above.) provides an example of the very 

dissonant cadence, cadentiae duriusculae, at measures 16 and 

17, which ends very graphically the line portraying the 

carnage of the Israelites slain in battle, and provoking 

emotions of horror and sorrow. Syncope, a regular sus-

pension, occurs in abundance, but one example of its use is 

shown below in William Lawes' "0 Sing unto the Lord a new 

song," a work rich in pictorial writing and musical word 

play (Ex. 7). In the example cited, the text describes what 

the "children of Sion" will accomplish by wielding the "two-

edged sword in their hands." One of these accomplishments 

w-*-H k e to bind their Kings in chaines, and their Nobles 

with links of ir'n." Lawes very punningly represents the 

chains with their links of iron by the use of syncopes, or a 

chain of suspensions. The musical term "bind" or "binding" 

was also used to mean any situation where two notes are tied 

together to alter the rhythm, as in a suspension or synco-
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Example 7. William Lawes, "O Sing unto the Lord a new sonq " 
mm. 42-56. 

~ 

to bimt 

to *u> b'uvi ^ _ > » -their Kings in chomes, 

to bimt 

to 

-to 
i j 

birui their Kings tn chmnes, -to 

•their Ki t»v chmnes, and. -their No - bla vtitk 

bind 4teir Kuys in chmms, and their No - ~ 

Kinqs tn cliAmcs, (Uid ttatr No - WeswitK 

Unks 
f i?—-f—r— 

i ir'n, that -4ngy VHOUJ b « A. -

fc»l« with links ir'n, -that they 
yl J 

N W F be (T -

links •f Vr'n, -T)W* -they WUUJ be 
6 

WUUJ be 
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- veng ~ - ed i •them*. 

- vetuj - ed surk Iton. -
—1 f 

- vwuj - ed •tItem. Suck 

o 
,* — 

pation.63 The bass line, from measure 44 to 50, contains the 

use of passus duriusculus; the combination of this with the 

chains of syncopes and the descending melodic lines (cata-

basis) produce in the listener the feeling of the confusion 

of the enemy rulers at their confounding. The strength and 

unity of the following verse, "that they may be avenged of 

them, stand out in comparison with the intricate polyphonic 

texture of the previous verses. This is a homophonic 

63 Charles Butler, o£. cit., 64-65. "Syncope is the 
Disjoining and Conjoining of a Measure-note: when (in 
respect of Time) it is disjoined into 2 Parts; whereof 
the former is conjoined with the precedent half-note in 
one Time, and the latter with his subsequent half-note 
in an other Time. The Conjoining of which latter with 
V ^ . h a l f " n o t e following, is called by Sethus [Calvisius] 
Alligatio, and by Morley, Binding. In which, for dis-
tinction, the first of these two conjoined half-notes is 
called the Bound-note, and the second the Binding-note: 
unto which two, there answereth (either in the Bass or 
an some other Part) one entire Measure-note, which is as 
it were the Band, that holdeth them both together: as 
answereth to '•*' -» 

This Ornament is very useful, not only because it 
graceth and sweeteneth the following Concords; but also 
because it helpeth much to vari the Harmoni, and to shew 
the energi and efficaci of the Ditti." 
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passage with several leaps up in pitch level, the perfect 

example of a noema, to be discussed under Sound Figures. 

Interval Figures are used to great advantage in por-

traying the affections because the varying distances between 

intervals or the contrast between words which are set with 

consonant or dissonant intervals could have a striking 

effect on the listener. One of these is exclamatio. already 

mentioned once as appearing in conjunction with the anaphora 

in (Ex. 2 above) William Child's "Why standest thou so far 

° f f 7 " Exclamatio was in theory the upward leap of a minor 

sixth, but the term was often used in a general way to apply 

to any consonant or dissonant leap up or down, by intervals 

a third or wider. Another occurrence of it can be found in 

Example 8. William Child, "Why do the heathen," mm. 11-12. 

and tvUu - pU t - - " w a 

Child's setting of Psalm Two (Ex. 8), "Why do the heathen?" 
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The phrase, "and why do the people imagine a vain thing," is 

sung once from measures 6 to 10, beginning with the leap of 

a fourth at the initial statement of "and why." Now, at 

measure 11, the reiteration of the phrase begins, this time 

with an exclamatio at "and why," its occurrence functioning 

here as an emphasis of the text, both because of its wider 

interval content and because of the repetition involved. 

Interrogatio, as its name implies, encompasses several 

Interval Figures related to the idea of questioning, and 

usually involves a note or a phrase ending a second or more 

Example 9. Matthew Locke, "Lord, let me know my end," 
nun. 55-56. 

<*H<i now Lord, "hat is hcpe, my kope ? 

Lord., 

^ 1 
wlwrt is rry Kept, 

•1 r^~ ^ 

p \j ) d 

Lord., 

^ 1 
wlwrt is rry Kept, 

•1 r^~ ^ 
is yyytj Ucpe ? 

•ft 

higher than the preceding one (Ex. 9). In Matthew Locke's 

"Lord, let me know my end" this can be seen in the phrase, 

"what is my hope?" There is a rise in pitch at the word 
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hope," implying both a question and a rising of the human 

spirit to God, for the next phrase is "Truly my hope is even 

Thee," and is elaborated for the next fourteen bars. This 

elaboration elicits and fortifies the passion of hope in the 

singers and listeners. Another example of interrogate 

occurs in Henry Purcell's "The Blessed Virgin's 

Expostulation," when Mary asks herself "How shall I stem the 

various tide?" In this passage there is also an occurrence 

Example 10. Henry Purcell, "The Blessed Virgin's 
Expostulation," mm. 92-98. 

~̂ ulde i How, how. howj" how (hall I flem^ how (lull | Hem Jr 
» ,-i , — - nous, villous Tide, 

of gradatio on the word "various" (Ex. 10). 

Parrhesia, a dissonance or false relation, particularly 

a tritone between two voices (one of Buelow's Interval 

Figures), is found in Child's "0 Lord, rebuke me not" (Ex. 

11). Here Child has combined the musical figure anaphora 

with parrhesia. 

Chromatic melodic movement, often encountered in 

Baroque music, can be classified as a passus duriusculus. 



Example 11. William Child, "0 Lord rebuke me not " 
mm. 26-28. 
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= 

w* • • — 

Lord 

^ V -
Lord, 

Lord, jvrj tun 

P V [r~ 
for J Am 

. M . I 

jor Jam weak, 

WW k, 

r r J- . & • 
Mk,fvr J Am 

' P f ' l i f t' 
for Jam weak, tm 

1 1 yis 

wwk, jvr J am 

454 5*5 5t5 t, b 

and an example of this is found in William Lawes' "How hath 

Jehovah's wrath (Ex. 12)," where the first treble and bass 

have ascending chromatic lines, perhaps to emphasize the 

anger of God, with the dissonant series of chords in faux-

bourdon. Purcell's "The Blessed Virgin's Expostulation" 

also contains an example of the passus duriusculus in the 

bass line of measures 42-45, along with the figure known as 

abruptio, an unexpected break in the melody (Ex. 13). 

A wider interval is the dissonant leap known as saltus 

duriusculus, which can be found in such phrases as "I am 

sick of love" in Michael Wise's "I charge you o Daughters." 

In this particular example (Ex. 14), the swoon-like descent 

of the vocal line by a minor sixth produces the passion of 
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Example 12. William Lawes, "How hath Jehovah's wrath " 
mm. 10-12. 

-tkrowne; nor 

f J flJ.—^ 
heavH-te eartk 4HJ 
i T" 

m his farce dis-

btau-ly 3s- y<k-

pleasure 

el Is -thrown̂ ; 

J p 
- el Is -tlimm w is his f*rce iisfiuifunsftri 

—JL f 

Example 13. Henry Purcell, "The Blessed Virgin 
Expostulation," mm. 42-45. 

till Gt-hhU 0—huit 0»—hhl/ Os-hUll hi comet noli Wliw'i 

desire by its sudden appearance in a line moving almost 

entirely stepwise. Saltus duriusculus also occurs in the 

bass part of William Lawes' "I am weary of my groaning," 

which features a succession of dissonant leaps downward in 

the bass part. The descending leaps portray very well the 
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Example 14. Michael Wise, "I charge you o Daughters," 
mm. 7-10. 

i a i t -f-t- f f - } 

Love, 4v<t J ain sick- of Love.. 

•+--* f • 

O " 
t + 3 

passion of sadness, the weariness, and the groaning of a 

Example 15. William Lawes, "I am weary of my groaning," 
mm. 3-6. 

am •wear - - - y my 

wear y 

w&vr - ̂  

of my groan - - ing, 
wear y 

w&vr - ̂  of yyy groan ~ - ~ 

e 9 i 

of yyy groan ~ - ~ 

e 

soul oppressed (Ex. 15). 

HyP°typosis figures were a family of musical-rhetorical 
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figures which could be called pictorial, and include the 

instances of what is usually known as word-painting. Many 

of the figures do not have actual names, but it is obvious 

that they are members of this family because of their pic-

torial character. Anabasis is an often-encountered pic-

torial figure, and is used when the text has to do with 

ascending, as in the following example (Ex. 16). Its count-

erpart, catabasis, can also be seen in the same excerpt from 

William Lawes' setting of Psalm 133. These two phrases con-

sidered together form an antitheton, to be discussed under 

the heading of Sound Figures. Purcell's "The Blessed 

Virgin's Expostulation" (Ex. 7a) exhibits another hypoty-

Pos:i-s figure, circulatio, which depicts circular or "cross-

ing-over" motion.6 4 Here the figure is set to the word 

through" in the phrase "press unregarded through the 

Wilderness." Mary is expressing her preference that her 

missing son press on through the wilderness rather than fall 

into the hands of Herod, and the image of the twelve-year-

old Jesus wandering is made more vivid the use of circu-

latio. 

Fucyi' which illustrates words having to do with flight, 

can be seen in this example (Ex. 17) from John Playford's 

setting of Psalm 130. Playford's use of this figure here 

6 4' m° f i <3 u r e see Warren Kirkendale, 
Circulatio- Tradition, Maria Lactans, and Josquin as 

Musical Orator,M Acta Musicologica LVI (1984), 69-92. 
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Example 16. William Lawes, "Behold how good and iovfull " 
mm. 17-27. 

jj?k' = 
ke<wl, 

•tkattmciown/, 

= 5 = ^ r = ^ ^ 
<i«MM wib-the 

iy.c i i H 1 J1 J' ̂ f—fr-£= 3= 
w * 

'Tis Uke-dupnecimg 

£ ' • f 1 ffl r,f, 
'Tis lite th« j>rwi» 

1 r 1 • 
oiKtMMt upon -the 

t — r r ¥ — f ~ 
FOOtfmfttUfO* iht 

Waul, -tk*tmn 

r u 
head, -dut nm 

down wnto-tkt 

s" '[ f J J' 
down un-iv-t̂w 

r n 

uwto Aa,- ronS bwniwHai £JX - yens zv n btonlj&'vHrtt downfr wcxl 

unto Aa, - rofts 

beard, ani'weHt 

cWrmc-eh* skirts 
=fc 

Ills clotk 

am watt d**n sklrt$<ftis clctk 

ckim-to-die skirtocflus doth — 
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Example 17. John Playford, "Out of the deep," mm. 41-42 

& F .... ' i .. 

Soul 

Oti M _ . -JU/U— 

f Ml ~ 

unto -the Lord bejvn -the 

- f r - V f f / — 

fleetk 

' I I J l j 
un-to -the 

i r r , i 
f P frfr 
Lord b« -jorc-the 

r r i 

would excite the passion of desire, the desire of the soul 

to be united with God. The melodic line of the fuga natu-

rally ascends to the Lord, and thus also illustrates the 

figure of anabasis. 

In works which include two equal voices, such as the 

Lawes brothers' psalms (Ex. 18) or many of the works in 

Cantaca Sacra, the crossing of parts is not uncommon, and 

this is known as metabasis. In many cases this crossing is 

introduced merely for variety of texture, but in this par-

ticular passage, it may be that Lawes was trying to suggest 

concealment by having each instance of the word "hide" in 
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Example 18. William Lawes, "How long wilt thou forqet me " 
mm. 9-12. ' 

r f 

"WlVt -tllotc K'uU -tUy 
5 

How 

— 

lovvj Vtlt 4iou 
k — 

hide -tky 

How 

- + : 

levy 
•h 

wilt -tKou 

-7-f 
r r ^ a = i i r 

/L l: i r 

the phrase, "How long wilt thou hide thy face from me," drop 

down below the other treble part, as if to hide it. 

Vocal embellishments also belong in this larger cat-

egory of hypotyposis, and one of the more common is seen in 

Example 19. Benjamin Rogers' "Lift up your heads," from the 

1674 Cantica Sacra contains some Italianate passage work, 

especially under the word "applauding." Playford's 

Directions for Singing after the Italian Manner" from his 

Introduction to the Skill of Musick refer to this type of 

P a s s a g ? 1 ° as "Beating of the T h r o a t , b u t the Italian term 

65. John Playford, An Introduction to the Skill of 
M^s^c^Th® Twelfth Edition [London, 1694] Corrected and 
A m e n d e d ^ Henry Purcell, with Selected Chapters f r o i — 
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Example 19. Benjamin Rogers, "Lift up your heads," mm. 22-26 

time with his 
ap-plaud - umujs 

kupstimv. Wis op- plaud- - - - ~ in$> «p - plaud- i*uj wings 

is ribattuta. 

The Sound Figures concern textures, mostly homophonic, 

an a variety of ways. A musical contrast of sundry sorts of 

opposites is the antitheton. This figure could be a con-

trast between contrapuntal and homophonic textures, con-

sonant and dissonant harmonies, different vocal registers, 

major and minor modes, and other, similar contrasts. One 

example of antitheton occurs in William Lawes' "Behold how 

good and joyfull" (Ex. 16 above). The contrast of ascending 

vocal lines (anabasis) and descending lines (catabasis) with 

the corresponding contrasts in vocal registers serves to 

tag Thirteenth and Fourteenth Editions, new intro-

?New York? n« a£ Y' *2* b y F r a n k l i n B' Zimmerman ^New York. Da Capo Press, 1972), 90. 
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suggest to the listener the oil flowing from the height of 

Aaron s head, down his beard. 

Child's "0 Lord rebuke me not" (Ex. 20) exhibits the 

Example 20. William Child, "0 Lord rebuke me not/ 
mm. 31-33 

vex - ed 0 Lord, heed 0 

v«*-ed,are vex-ed 0 Lord 

fomes^O Lord, heal me, Jvr my bones are vex-ed, 0 

use of fauxbourdon movement, a type of Sound Figure. 

Encountered in the midst of several repetitions of the text, 

"0 Lord, heal me, for my bones are vexed," this Sound Figure 

was perhaps meant to emphasize, by the absence of the root 

notes of the chords, the need for healing. 

-Utati°- involves a changing of mode to heighten 

expression. Henry Lawes' "Not in thy wrath" (Ex. 21) pro-

vides an example of this harmonic antitheton. There is a 

brief change of mode from G minor to G major in the opening 

two bars on the word "rise." The rise from a "flat key" to 
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Example 21. Henry Lawes, "Not in thy wrath," nun. 1-5. 

wr«tk fJAtust vne 

wratk 05*411$ t, rise HOT 

wmtk a -

a sharp key imitates the usual associations the mind makes 

with words signifying ascent, and suggests to the listener 

the idea of God rising in anger. The rise in the melodic 

line could also be considered a kind of hypotyposis because 

of the pictorial quality of the figure. 

One type of Sound Figure which encompasses four dif-

ferent categories is noema, a passage of homophonic writing 

occurring in a contrapuntal texture. Harmonically consonant 

most often, the noema is used to articulate or set in relief 

some particular portion of the text. An example of this can 

be found in w m i a m c h i l a . s s e t t i n g g f ^ 2 ^ ^ 

where the first occurrence of the word "together- is set 

homophonically between the polyphonic "Why do the heathen so 
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furiously rage together," and the second occurrence of the 

word "together," which is not strictly homophonic. 

Immediately following are the points of imitation for the 

next line, and why do the people imagine a vain thing?" 

This juxtaposition of the homophonic "together" with the 

polyphonic texture emphasizes the unity of the heathen as 

they rise up in polyphonic fury against the Lord and his 

anointed. One of the four categories of noema is the 

mimesis, which is merely two noemas, the second one fol-

lowing the first immediately but at another pitch level. An 

example can be seen in (Ex. 23) William Child's "Lord, how 

they are increased." Here the musical figure can be seen 

between two polyphonic sections, the first occurring at the 

end of the first section, when the psalmist's accusers taunt 

him that "There is no help for him in his God." The 

psalmist replies to his God, "But thou, o Lord, art my 

defender," in a strict homophonic setting repeated at a 

higher pitch level (the mimesis) followed by "thou art my 

worship," not a strict note-against-note homophonic texture. 

polyphonic texture begins again in earnest with "and the 

lifter of my head," with its imitative entries. The 

mimesis, through the reiterated homophonic texture, imitates 

the strength of the psalmist"s faith in God and his resolve 

against his enemies. 

The last group of musico-rhetorical figures are the 
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Example 22. William child, -why do the heathen.- mm. 1-, 

s* - n ous 
yX-to 

<W1be hcA4tms» 
*>- pik er, 

d*<4k he a-thin so - n-oMSlu te - F*h-er,-tv 

<t«a wUu 

3&h - • trl <**<£ 
1he 

^etk - er ? 

• # 

Figures Formed by Rests. The use of silence as a figure is 

an affective device used by Baroque composers which startles 

the listener. One of these figures, which occurs when an 

unexpected silence or pause is inserted into a composition, 

is abruptio. Isaac Blackwell's "See sinfull soul" (See Ex. 
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E X a l° P lL 2 317-I 5
i l l i a m C h l l d ' " L o r d- h°» they are increased. 

his tyod, \n 
But4m,0 Lord, Art ny Ae-ftwL- er, 

jor himinltis 
kA4m,0 Lord, art my dt-jmd -er 

5^, tH his 
Bta^O Lord, Mt my <U-find - er 

l„J, » u 

bwtltou,0 Lord, cut 
# de-fend- er; 

b«tiJiott,0 Lord, art my de- ftnd - er-, 

thou Mt *mi \tor -

wt mu vtor - - andihi 

1 above, exhibits an example of abruptio or suspiratio 

which occurs when the melodic line is fra^ented by rests in 

order to depict the sense of the words better. 

The second factor, or medium through which a composer 

could exercise rhetorical conventions to imitate the pas-
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sions, would be the interval. Mersenne had mentioned the 

ability of the various intervals to raise sundry pas-

sions "joye, a la tristess, a la cholere, a la haine. et 

autres affections qui servent pour porter 1•auditeur a 

suivre intention de l ' o r a t e u r . T h e German theorists 

associated this propensity of intervals with the rhetorical 

figures. 

Thomas Morley, again paraphrasing Zarlino, prescribed 

the proper interval movement for music which imitates 

"hardness, cruelty, bitterness, and other such like," and 

for that which imitates "a lamentable passion." For the 

former the composer should make his voices move by "whole 

notes, sharp thirds, sharp sixths, and such like 

and for the latter the movement must be by "half notes, flat 

thirds, and flat sixths, whichof their nature are sweet . 

" 6 7 

Thomas Mace discussed intervals rhetorically also, 

attributing different "humours" and "conceits" to different 

intervals. He concluded Musick's Monument with some "Divine 

Considerations," in which he wrote of consonance and disso-

nance in intervals. The dissonance, or "dischord,• is a 

" ' tharsirJe^o^lusrihe^IJsiene'r1?^/?? ° t h* r 

the orator." Marin Mersenne u follow the intent of 
(Paris.- s. Cramoisy^ I635-37) j m 0T l e Hiverselle 
0£. cit., 71. 6,)' I' 7- Quoted m Jensen, 

67. Morley, og. cit., 290. 
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most Exact and Lively Simile of the Bad Nature 
viz. Perplexity, Vexation, Anxiety, Horrour 
torture, Hell, Devilishness; yea, of the Devil It 
self, so Abominably Hateful, and Contrary is It 
to Perfect Unity, or Goodnesses Y 1 3 1 Z' 

These dissonances are, for Mace (and other writers of the 

period), the second and the seventh. The three "Harmonical 

Conchords, viz. 1,3,5," are compared to the Trinity. Mace 

considers the octave to have an absolutely mystical quality 

because of its all-encompassing perfection. Mace's thinking 

on the intervals reflects his speculative, neo-Platonic 

bent, but is of interest because he regarded the intervals 

having the propensity to affect one towards the heavenly 

or the diabolical. 

The musical mode, that legacy of the Greeks reinter-

preted by each new generation of European musical theorists, 

was the third type of rhetorical convention used by com-

posers. The modes were "thought to unite the arts and 

become in themselves rhetorically conceived genres, analyzed 

as to the different effects each expresses and elicits. 

The genres of poetry were recognized in ancient Greek and 

Latin civilization, and included, among others, Allegory, 

Canzone, Comedy, Elegy, Epic, Epigram, Epitaph, Fable, 

History, Hymn, Lyric, Panegyric, Pastoral. Satire, and 

68. Thomas Mace, og. cit., 266. 

69. Jensen, og. cit., 72. 
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Tragedy Some of these were included because of certain 

formal characteristics and others because of their 

content The musical modes, by extension, were equated 

with genres, as the following excerpts from Charles Butler's 

Principles of Musik suggest. 

The First Book of Butler's treatise concerns the prin-

ciples of music necessary for all who would compose or 

perform, and its first chapter concerns the modes. m his 

description of the modes and their ethical properties, 

Butler assigns each one to a genre of musical composition, 

thus suggesting that he is thinking rhetorically. 

instrument116 5 ^ °5 • m ° d u l a t i n g Notes in voice or 
i-u « Which, having a great power over 

p r j d u c f t h l T l h ° J h
t h e m l n d ' " 2 various! Moods 

proauceth in the hearers various effects. 
These Moods are five: [Dorik, Lydian, 

thirty-one different genres by tieir G « e k or 

™ * * § ± 2 2 ^ Aprobaterion 

— ° P e i a , Exeqasia. Fabella, Fabula (Mvthn=:) 
Genethliaca. Heroica Epic) HTTFS74'SZtnosj, 
Lyrica, Mime. Narratio rhetorlca 0a7i' 

Vituperattn' S a S j C E S' 

7 1' a o n d o n t ^ M a ^ i l l t f r f i 1 ° ° ^ 
1970), 75. K* s t- Martin's Press, 

wer^carried^ver 8• e ^ h l c a f associations of the modes 
Jensen, o£. cit. , 74_7 5

P a i n t ; L n g a n d architecture. See 
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A E O l ^ h e
P S o ? i k a M i o d n c o n s i ^ e L of s°^er slow-timed 

vers : the notes answering the number of the 
Syllables. This mooveth to sobrieti, prudence, 

modesti, and godlines.73 

in his annotations to Chapter One, Butler considers the 

dorian to be proper for the metrical psalms, and 

all grave and honest songs: such as is, L ^ e to 
the Damask rose we see, &c. The Author 
whereof is Mr. F. Quarles: who hath written many 

excellent Divine Poems. 

Thomas Ravenscroft's Whole Book of Psalmes (1621), a col-

lection of four-part settings of the common tunes, along 

with several of the composers, are mentioned.74 By grave 

and honest" Butler probably meant "morall" and didactic 

songs, many of which appeared in collections along with spe-

cifically sacred works. 

The Lydian Mood is a grave, ful, solemn M u^ik in 
Discant, for the most part, of slow time, set to 
Hymn, Anthem, or other spiritual song in Pr°se, 
and sometimes in vers, the notes ? ^ e n 
the number of the syllables: which through his 
heavenly harmoni, ravisheth the mind with a kin 
of ecstasi, lifting it up from the regard o 
earthly things, unto the desire of celestial 
joys: which it doth lively resemble.7 

73. Charles Butler, o£. cit., 1. 

74. Ibid., 4. 

75. Ibid., 1. 
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The annotations further prescribe the lydian mode for 

those solemn Hymns and other sacred Church-songs, 
called Moteta, a motu: becaus they move the harts 
of the hearers, striking into them a devout and 
reverent regard of him for whose praise they were 

made.76 

Hymnos was one of the classical genres, and Butler has 

adapted it here for Christian use. Also mentioned in con-

junction with this mode is the funeral elegy, or Naenia, 

another classical genre.77 

According to Butler, the aeolian is a "soft pleasing" 

mode, the one used by David to quell the passions of King 

Saul. It "charmeth affections and cares," and is most 

appropriate "with instruments or dittiles fa-las, in con-

tinued discant."78 

The Phrygian mode was good for stirring up the spirit 

to action, and the musical genres most appropriate to it 

were marches, almains, and "the warlike sounds of Trumpet, 

Fife, and Drum."79 

The ionian mode, in opposition to the "manly and corra-

gious" Phrygian, was good for music which is "effeminate and 

76. Ibid., 5. Butler is here paraphrasing Morley, o£>. cit. , 
292-293, who is, of course, in error about the etymology 
of the word "motet". 

77. Ibid. 

78. Ibid., 5-6, 2. 

79. Ibid., 2. 
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delicate . . . set unto pleasant songs and sonnets of love, 

and suchlike fancies."80 The annotations expand at some 

length on the ionian mode, listing several several genres of 

musical and poetic compositions, among them Epithalamium, 

and others such as love sonnets, madrigals, canzonets, 

pavans, galliards, and ballads.81 

Christopher Simpson wrote in his Compendium of 

Practical Musick (London, 1665, 1667) somewhat vaguely on 

the ethical properties of the modes. 

But whereas we read such strange and marvellous 
things of the various affections and different 
effects of the Grecian Modes, we may very probably 
conjecture that it proceeded chiefly from their 
having Modes of different measure joined with 
them, which we find by experience doth make that 
vast difference betwixt light and grave music, 
though both set in the same key and consequently 
the same Mode or Tone.82 

Simpson seems to be conflating the modes of proportional 

notation with the church modes, derived by medieval musical 

theorists from the Greek modes. Roger North seems similarly 

confused in the chapter on modes in his manuscript history 

of music.8 3 

80. Ibid. 

81. Ibid., 7-8. 

82. Simpson, o£. cit., 60. 

83. Wilson, ed., 0£. cit., 322-323. For a helpful dis-
cussion on these confusions see the section, Mode and 
Mood" in John Hollander, The Untuning of the Sk^: Ideas 
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In the seventeenth century the modes began to, and 

ultimately did, give way to the concept of the key, and thus 

the key can be related to this rhetorical factor of the 

mode. Thomas Mace advised the composer about which keys to 

use when setting the psalms to music. A "flat, solemn, 

mournful Key" should be used for those psalms which have to 

do with "Humiliation, Confession, Supplication, Lamentation, 

or Sorrow, Sc.," while "psalms of Rejoycing, Praising of 

God, giving Thanks, or extolling his wondrous works or 

goodness, &c." should be set to a "sharp, sprightly, brisk 

Key."8 4 

One English commentator who recognized the concept of 

key, though not quite in the modern sense, was Roger North, 

who wrote of the imitation of the passions through key. 

As to the comon passions of joy and sorrow, the 
two different keys, termed sharp and flatt [i.e. 
major and minor], are a most apposite expression 
of them; for it is naturall and customary for men, 
without design or affectation, to express them-
selves in the tone of those keys according as they 
are affected. . . And a subject of admiration 
requires a sharp key, as in the following entrance 
of an antheme: 

- m i - m - C M . - la., O tni-m- cu-la, 

of Music in English Poetry, 1500-1700 (Princeton: 
Princeton University Press, 1961), facs. edition (New 
York: W.W. Norton & Co., Inc., 1970), 206-220. 

84. Thomas Mace, ojd. cit. , 2-3. 



228 

And the flat key hath an Ayre so contrariant to 
this as must of necessity fall to the share of 
laments; for all the crying tones of persons in 
sorrow, breaking out, make a sort of singing sound 
manifestly in flat notes, of which this is a 
stately example: 

0 Je- sit! c chejii.-
S json-pTtco -Si] 

1 p 
' * 45 

therefore the flat 3rds are always used in sub-
jects of that nature. I have seen a dialogue of 
Sig:r Charissime (the most judicious Italian), 
between Joy and Sorrow; and the former ran in C 
naturall, which is with a sharp third, and the 
other in the same key, the 3rd onely flatted.85 

Rameau, in his Traite, furnished a brief, informal dis-

cussion of all the different affects represented by the 

various keys then in common use.86 

85. Wilson, o£. cit. , 111-112, cites the musical example as 
being I Filosofi, a cantata by Carissimi. Charles 
Burney~furnishedan excerpt in his General History of 
Music from the Earliest Ages to the Present Period, 4 
vols. (London, 1776-89), new ed. in 2 vols, with 
critical and historical notes by Frank Mercer (New York: 
Dover Publications, 1957), II, 610, 614, example XV, 
quoting Athanasius Kircher's Musurgia universalis (Rome: 
F. Corbelletti, 1650), 673. Wilson notes that "the key 
is F, not C." 

86. See Jean-Philippe Rameau, Treatise on Harmony (Paris: 
Jean-Baptiste-Christophe Ballard, 1722), trans. Philip 
Gossett (New York: Dover Publications, 1971), 163-164. 

Major Mode: Do, Re, or La = mirth & rejoicing; 
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The fourth and final medium to be discussed here 

through which a composer might use rhetorical gestures is 

tempo. As an imitator of passions it was mentioned by 

several English theorists, including Morley, Butler, and 

Simpson. Morley cautioned his student that 

if the subject be light you must cause your music 
go in motions which carry with them a celerity or 
quickness of time, as minims, crotchets, and 
quavers; if it be lamentable the notes must go in 
slow and heavy motions as semibreves, breves, and 
such like; and of all this you shall find examples 
everywhere in the works of good musicians.87 

Charles Butler expressed the same ideas with more suc-

cinctness. "Plain and slow Musik is fit for grave and sad 

matter; quick Notes or Triple time, for Mirth and 

rejoicing."88 Francis Bacon also acknowledged the affective 

use of tempo when he mentioned "the triplas, and changing of 

times," which he compared to "the change of motions; as when 

galliard time, and measure time, are in the medley of one 

Fa or Si-flat = tempests, furies, & other 
similar subjects 
Sol or Mi = tender & gay; 
Re, La, or Mi = grandeur & magnificence. 

Minor Mode: Re, Sol, Si, or Mi = sweetness & tenderness; 
Do or Fa = tenderness & plaints; 
Fa or Si-flat = mournful. 

"The other keys are not in general use, and experience 
is the surest means by which to learn their 
properties." 

87. Morley, ££. cit., 290-291. 

88. Charles Butler, o£. cit., 96. 
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dance."89 

Roger North commented on the role of tempo in imitating 

the passions in a paragraph which draws parallels among the 

arts. 

A composer of Musick ought to look upon himself to 
be in a parallel state with painters and poets, 
and as they frame in their minds some reall 
designe, [so he,] to which as to a generall scope 
he is to direct his aimes. . . . if the subject be 
historicall, it ought to excite (quasi) the same 
passion, as if the same were seen in the life. 
Whoever saw the famous Pest House of Rafael, and 
felt not sorrow? Imagine that a skillfull master 
of musick were required to compose a symphony-
proper for the spectators at that time. Would not 
he strive by some dolorous ayre, consentient with 
their minds at that time, to excite paralell 
ideas? Sure it would not be a jigg, no more than 
a painter would shew a saltin-banco in a cath— 
edrall church.90 

Of all these English commentators, Thomas Mace shall 

have the last word, as he distills the Baroque experience of 

the expressive power of sacred music and its rhetorical 

powers over the faculties. 

And as in Language, various Humours, Conceits, and 
Passions, (of All sorts) may be Exprest; so 
likewise in Musick, may any Humour, Conceit, and 
Passion (never so various) be Exprest; and so sig-
nificantly, as any Rhetorical Words, or 
Expressions are able to do; only, (if I may not be 
thought too Extravagant in my Expressions) if any 
Difference be; It is, In that Musick speaks so 
transcendently, and Communicates Its Notions so 

89. Bacon, Sylva Sylvarum, op. cit., 73. 

90. Wilson, ed., o£. cit., 118-119. 
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intelligibly to the Internal, Intellectual, and 
Incomprehensible Faculties of the Soul; so far 
beyond all Language of Words, that I confess, and 
most solemnly affirm, I have been more Sensibly, 
Fervently, and Zealously Captivated, and drawn 
into Divine Raptures, and Contemplations, by Those 
Unexpressible Rhetorical, Uncontroulable 
Perswasions, and Instructions of Musicks Divine 
Language, than ever yet I have been, by the best 
Verbal Rhetorick, that came from any Mans Mouth, 
either in Pulpit, or elsewhere. 

Those Influences, which come along with It, 
may aptly be compar'd to Emanations, 
Communications, or Distillations, of some Sweet, 
and Heavenly Genius, or Spirit; Mystically, and 
Unapprehensibly (yet Effectually) Dispossessing 
the Soul, and Mind, of All Irregular Disturbing, 
and Unquiet Motions; and Stills, and Fills It, 
with Quietness, Joy, and Peace; Absolute 
Tranquillity, and Unexpressible Satisfaction. 

I speak not by Roat, but by Experience, and 
what I have often found, and felt. 

This Relation will seem strange to many; 
which I shall not wonder at; because I know there 
are but few, which do arrive to that Height, and 
Degree of Experience, and Knowledge, both of the 
Art, Practice, or Effects of It, or (which is 
more) that do make use of Their Musick, in such a 
Solemn, and Divine way.91 

Although he was the partisan of an older style of music, 

Mace has described quite well the Baroque aesthetic applied 

to sacred music. As English composers of the seventeenth 

century strove to assimilate new musical ideas coming from 

Italy, they also assimilated many of the humanistic ideas of 

expression, which were applied both to sacred and secular 

music. Foremost was the desire to imitate and thus to 

arouse or assuage the relevant passions of the second soul. 

91. Mace, o£. cit., 118 
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or to appeal to the highest faculties of the rational soul. 

It has been suggested by example that the conventions of 

rhetoric were applied to sacred vocal music, making the 

singer a musical orator, or preacher. With the concern for 

clarity and persuasiveness of the text, fresh modes of 

musical expression were sought by English composers, and 

devotional song, because of the accidents of history, came 

to be in the vanguard of the development of a new type of 

expressive sacred music which culminated in the "divine 

hymns and dialogues," and the verse anthems of the 

Restoration. 
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Chapter VI 

ENGLISH DEVOTIONAL MUSIC AND THE ITALIAN BAROQUE STYLE 

Secular Monody in England 

In 1610 Giulio Caccini's "Amarilli, mia bella," made 

its debut as a published song in England, for in that year 

Robert Dowland brought out his collection of songs entitled 

A Musicall Banquet. This anthology1 contained a selection 

of English, French, Spanish, and Italian songs, and in 

addition to "Amarilli," the Italian section sported one more 

monody by Caccini, "Dovro dunque morire," also from his 

important collection, Le Nuove Musiche, of 1601.2 Among the 

English composers included were Anthony Holborne and the 

publisher's father, John Dowland. Italian culture had long 

been valued and emulated by Englishmen, ever since Henry 

VIII had imported the first Italian court musicians,3 and 

Italian madrigals, canzonetti, and balletti provided inspi-

ration for the flourish of English masterpieces that graced 

the late sixteenth and early seventeenth centuries. 

1. Robert Dowland, A Musicall Banquet . . . (London: 
Printed for T. Adams, 1610). 

2. Giulio Caccini, Le Nuove Musiche. (Firenze: Marescotti, 
1601). 

3. John Stevens, Music and Poetry at the Early Tudor Court 
(London: Methuen & Co., 1961), 302. 
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Now a fresh wave of Italian influence washed up on 

English shores in the form of the monody. The new Italian 

import did not seem to have much of an impact at first, 

perhaps because publications containing monodies did not 

reach England as often as madrigal books.4 Nonetheless, 

certain elements of the Italian style can be seen in some 

songs of John Dowland, and more notably, Alfonso Ferrabosco 

II and Robert Johnson. Some of Dowland's songs in The 

Pilgrime's Solace were published with a bass viol part and 

treble viol obbligato, or descant.5 Ian Spink notes that it 

is significant that some of these Italian characteristics in 

Dowland's songs appear in songs associated with ceremonial 

occasions or with the masque. An example of this is "Far 

from triumphing court," (Ex. 24) from the Musicall Banquet, 

which has a more declamatory vocal line and a lute accompa-

niment with a more homophonic texture and a slow harmonic 

rhythm.6 For all this, however, Dowland's late Italianate 

4. Ian Spink, English Song: Dowland to Purcell (New York: 
Charles Scribner's Sons, 1974), 42. Spink cites as his 
evidence the fact that the huge anthology compiled by 
Francis Tregian (while imprisoned for recusancy from 1609 
to 1619) does not feature a single monody. For more 
information on this manuscript (British Library, Egerton 
MS. 3665), and a list of contents, see Bertram Schofield 
and Thurston Dart, "Tregian's Anthology," Music & Letters 
XXXII (1951), 205-215. 

5. John Dowland, A Pilgrime's Solace . . . (London: M. 
Lownes, J. Browne, and T. Snodham, by the assignement of 
William Barley, 1612). 

6. Ibid., 40. The song seems to date from a visit of Anne, 
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Example 24. John Dowland, "Far from triumphing court," 
mm. 1-7. 

^ Far from triumphing 

4 

Court awl 

w. i-
v/on - "tai <jl© — ~ 

4—ciar* 

r 3 

-0-

songs are not true monodies for they lack those hallmarks of 

that product of the Florentine humanists--the basso continuo 

and an improvised accompaniment--not encouraged by the 

presence of a notated lute tablature.7 Technically speaking, 

of course, a true monody would have been printed with only 

the basso continuo line, and the keyboard player or lutenist 

would have improvised the harmony. 

After the milestone publication of the Musicall Banquet 

in 1610, another anthology containing some monodies was 

brought out in 1613. This was the Prime Musiche Nuove of 

Angelo Notari (fl. ca. 1610-1666), an Italian who had been 

Queen Consort of James I, to Sir Henry Lee, Ranger of 
Woodstock, in 1608. 

7. Ibid., 42. 
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in the employ of Prince Henry since about 1610.8 These two 

published collections and a very few manuscripts9 are the 

only surviving evidence of the entry of the monody into 

English musical life, though there must have been more 

contact with the vanguard of Italian music than we know of 

now. 

The masque is generally acknowledged to be the milieu 

in which English monody, with its declamatory vocal line and 

continuo bass, first developed and came into prominence. 

The masque itself is a ceremonial form of theatre and so a 

more dramatic vocal style would have been needed, both to 

suit the occasion and to project the voice clearly in a 

large hall such as the Banqueting Hall at Whitehall, which 

was completed in 1608. The character of an ayre would 

8. Angelo Notari, Prime Musiche Nuove . . . (London: 
Intagliate da Guglielmo Hole, 1613). See Ian Spink, 
"Angelo Notari and His 'Prime Musiche Nuove,'" The 
Monthly Musical Record LXXXVII (1957), 168-177. 

9. Tenbury MS. 1018-9, see John P. Cutts, "Early 
Seventeenth-Century Lyrics at St. Michael's College," 
Music & Letters XXXVII (1956), 221-233, and Nicholas 
Maze, "Tenbury MS 1018: A Key to Caccini's Art of 
Embellishment," Journal of the American Musicological 
Society IX (1956), 61-63; British Library Egerton MS. 
2971, see Mary Cyr, "A Seventeenth-Century Source of 
Ornamentation for Voice and Viol: British Museum MS 
Egerton 2971," Royal Musical Association Research 
Chronicle IX (1971), 53-72. For light on an interesting 
adaptation of Caccini's "Amarilli," see Mary Joiner, 
"Caccini"s 'Amarilli mia bella'--Its Influence on 
'Miserere My Maker,'" Lute Society Journal X (1968), 
6-14, and also her, "British Museum Add MS 15117: An 
Index, Commentary and Bibliography," Royal Musical 
Association Research Chronicle VII (1969), 51-109. 
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change when it had to be sung in the large halls in which 

these entertainments were generally performed. Furthermore, 

the accompaniment would have had to be simpler since the 

intricate polyphony of the usual lute accompaniments would 

certainly have been lost in the large space. 

Nicholas Lanier (1588-1666) is credited by several 

writers as being the first true English exponent of the 

monodic style. Spink cites his song, "Bring away this 

Example 25. Nicholas Lanier, "Bring away this sacred tree," 
mm. 1-8. 

IS"' JJ 
J. 1 
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sacred tree (Ex. 25)," from Campion's 1613 masque for the 

wedding of the Earl of Somerset, as "really the earliest 

ayre that is clearly of the same type as that which was to 

flourish over the next 30 years."10 Ben Jonson himself is 

10. Spink, English Song, 45. In this masque Lanier sang the 
role of Eternity. "Bring away this sacred tree" was 
published in Thomas Campion, The Description of a Maske 
Presented at the Mariage of the Earle of Somerset 
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documented as the first writer to mention by name the new 

type of music, and he clearly associated it with Lanier's 

innovations. In the 1640 edition** of his masque Lovers 

Made Men (1617), Jonson wrote that "the whole Masque was 

sung after the Italian manner, stylo recitativo, by Master 

Nicholas Lanier; who ordered and made both the scene and the 

music."12 Lanier was made Master of the King's Musick in 

1625, at about the same time that Henry Lawes (1695-1662) 

became a Gentleman of the Chapel Royal, and it was with com-

posers of this generation that the Italian monody was most 

thoroughly assimilated and "recitative musick" became the 

dominant style in secular song. 

The Sacred Concerto 

In the realm of sacred music, monody was greeted by 

English composers in much the same way as it had been by 

Italian and German composers of church music--with caution 

because of its associations with the theatre. Accordingly, 

the revolutionary nuove musiche was not taken up immediately 

(London, 1614), facs. edition ed. David Greer. No. 7 of 
English Lute Songs, 1597-1632: A Collection of Facsimile 
Reprints, ed. Frederick W. Sternfeld (Menston, 
Yorkshire: Scolar Press, 1967). 

11. Not the earlier one of 1617. 

12. Quoted in Percy Marshall Young, A History of British 
Music (New York: W.W. Norton, 1967), 185. 
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in its entirety for sacred use, but was adapted rather 

piecemeal, with elements of it grafted on to the older poly-

phonic style. The result was a kind of hybrid style in 

which neither old nor new predominated.i3 The sacred conc-

ertos of Ludovico Grossi da Viadana (ca. 1560-1627) provided 

the models which were to inspire other composers throughout 

Europe until more elements of pure monody and the theatrical 

secular style were gradually assimilated into sacred music. 

In fact, English composers of this younger generation fol-

lowed very much the direction begun by Viadana in his Cento 

Concerti ecclesiastici (1602),14 which were motets for one 

to four solo voices with basso continuo. 

It cannot be stated with certainty at this point 

whether Viadana's ideas were imbibed directly, through 

first-hand contact with his publication, or whether indirect 

influence through the medium of two English Roman Catholic 

musicians, Peter Philips (ca. 1561-1628) and Richard Dering 

(1580-1630) living in exile on the Continent is more likely. 

The elements of the new sacred style propagated by 

Viadana were disseminated through the transitional figures, 

13. Anne Kirwan-Mott, The Small-Scale Sacred Concertato in 
the Early Seventeenth Century, 2 vols. (Ann Arbor: UMI 
Research Press, 1981), I, 16. 

14. Ludovico Grossi da Viadana, Cento concerti eccle-
siastici , A Vna, a Due, a Tre, & a Quattro voci: Con il 
Basso continuo per Sonar nell'Organo. . . . Opera 
Duodecima (Venezia: Giacomo Vincenti, 1602). 
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Philips and Dering, to the composers of the Caroline court, 

Henry and William Lawes, John Wilson, and William Child. 

Another stream of influence can be seen in the music of 

Walter Porter, who claimed to have studied with Monteverdi. 

The Cento concerti ecclesiastici were the first 

examples of sacred music intentionally composed for a small 

group of solo voices.15 Another important aspect of this 

anthology concerns the use of the basso continuo, which was 

here used for the first time as a self-contained entity, 

necessary for the completion of the musical texture. 

Adriano Banchieri's earlier Concerti ecclesiastici (1595)16 

could not have qualified for this distinction because the 

settings were for eight voices and the bass line was really 

a basso seguente. 

Viadana carefully stated his aims in his preface to the 

reader; these twelve points became the basis for several 

other treatises on the basso continuo. His actual result 

was to superimpose solo vocal writing and a basso continuo 

on the older polyphonic fabric, not so different, after all, 

from the long-existent practice of singing the top line of a 

15. Eleven concertos each are included for solo soprano, 
alto, tenor, and bass, with twenty concertos each for 
two voices and three voices. Twenty-one concertos for 
four round out the anthology, bringing the total number 
of pieces to one hundred and five. 

16. Adriano Banchieri, Concerti ecclesiastici a otto voci . 
. . (Venezia: Giacomo Vincenti, 1595). 
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madrigal and playing the other parts on instruments. One 

problem, Viadana pointed out, which might be encountered in 

a wholesale adaptation of a polyphonic piece for solo voice 

was the awkward pause which would result when the solo part 

waited for the reply of another, non-existent, part in imi-

tation. i7 Viadana solved this problem by composing in a sort 

of "pseudo-polyphony" in which the solo voice would imitate 

itself or, in a few-voiced motet, another voice or two would 

carry on a parley of imitation, all supported and completed 

by the obligatory basso continuo.*8 Each line of text was 

given its own motive, which was then developed just as the 

points of imitation in a motet. In the case of a three- or 

four-voice concerto the entry of the points could be 

effected one voice at a time, one voice versus two, or by 

pairs voices opposing each other. The texture was further 

varied by the introduction of homophonic writing from time 

to time. The bass line, though obligatory, was unfigured, 

and its contour was more that of a vocal line (Ex. 26). 

Viadana's hybrid style, along with the similar style of his 

contemporaries Agostino Agazzari (1578-1640), Giovanni Croce 

17. For a translation of Viadana's preface to his collection 
of sacred concertos see Oliver Strunk, Source Readings 
in Music History From Classical Antiquity through the 
Romantic Era (New York: W.W. Norton & Co., Inc., 1950), 
419-420. 

18. Claude V. Palisca, Baroque Music (Englewood Cliffs, 
N.J.: Prentice Hall, 1968), 66. 
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Example 26. Ludovico Grossi da Viadana, "Lamentabatur 
Jacob," mm. 17-20. 
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(ca. 1560-1609), and Adriano Banchieri (1568-1634) held sway 

throughout the first decade of the seventeenth century, 

after which pure monody began to be assimilated more deci-

sively into sacred music. 

English travellers in Italy were not unknown during 



243 

this time, and usually belonged to one of two groups. The 

first type of English traveller would have been a young gen-

tleman on the "grand tour" to complete his education. If he 

were a Protestant he would have been warned by his family 

and friends to be especially careful in Rome lest he be 

lured into the Church of Rome by some of the cultured 

Jesuits he was likely to meet. Nicholas Ferrar, John 

Milton, and John Evelyn were among the many young 

Protestants who visited Rome as part of their education. 

The other prevalent type of English traveller would have had 

no such worries for he was himself a Catholic and would 

perhaps already have been living in exile some place on the 

Continent. 

Peter Philips 

Such travellers were Peter Philips and Richard Dering. 

After an education at the choir school of St. Paul's 

Cathedral, Peter Philips emigrated in 1582 to the Continent, 

never to return to England. After a brief stop at the 

English Jesuit seminary in Douai, he then continued on to 

Rome, where he stayed for three years. During this time 

Philips worked for Alessandro Cardinal Farnese and also 

served as organist at the English College, which was highly 

regarded for its music. Roman composers flourishing at this 

time included Palestrina, Giovanni Francesco (ca. 1567-1630) 

and Felice (ca. 1560-1614) Anerio, Luca Marenzio (1553 or 
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4-1599), Ruggiero Giovanelli (ca. 1560-1625), Francesco 

Soriano (1548 or 9-1621), and the Nanino brothers, Giovanni 

Bernardino (ca. 1560-1623) and Giovanni Maria (1543 or 

4-1607). Philips was thus able to experience firsthand the 

finest examples of late Renaissance polyphonic composition, 

both sacred and secular. In 1585, too early to have experi-

enced the advent of the stile nuovo, he left Rome in the 

company of his new employer, Lord Thomas Paget. The bulk of 

philips' sacred compositions, however, date from 1612 to his 

death in 1628, and conjectures have been made about the pos-

sible sources of monodic influence. After the death of Lord 

Thomas in 1590, Philips lived for seven years in Antwerp, 

where he composed many secular vocal and keyboard works. In 

1597 he moved to Brussels to take up employment in the 

service of the governor of the Spanish Netherlands, Archduke 

Albert. For the rest of his life Philips served as organist 

of the Archduke's royal chapel. His first years in 

Brussels, up to 1603, saw the publication of three books of 

madrigals, after which Philips studied (from 1604-1609) for 

the priesthood, probably at the Jesuit seminary. After this 

time, his publications were of only sacred music. 

The first two collections were the two volumes, 

Cantiones sacrae, the first book (1612) with sixty-nine 

motets a 5,19 and the second book (1613) with thirty eight-

19. Peter Philips, Cantiones sacrae . . . (Antwerp: Pierre 
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voice motets.2o In the same year came also the publication 

of Philip's first collection of small concertos, the 

Gemmulae sacrae, thirty-nine motets for two and three voices 

with basso continuo.21 These were followed by three more 

similar publications, the Deliciae sacrae, containing forty-

one concertos for two and three voices (1616),22 Les 

Rossignols spirituels (1616),23 a collection of folksongs 

with sacred texts, and, in the year of his death, 1628, 

Paradisus sacris cantionibus consitus. This last was a mon-

umental anthology of one-hundred-and-six motets for one, 

two, or three voices with basso continuo.24 The two volumes 

of five- and eight-voice Cantiones sacrae are stylistically 

of the sixteenth century, and are examples of typical imi-

tative polyphony bearing the stamp of the 

Netherlands-influenced Palestrinian style. 

Phalese, 1612). 

20. Peter Philips, Cantiones sacrae . . . (Antwerp: Pierre 
Phalese, 1613). Both books are transcribed in Peguy 
Lyder, The Latin Sacred Music of Peter Philips (Ph.D. 
dissertation, New York University, 1955). 

21. Peter Philips, Gemmulae sacrae . . . (Antwerp: Pierre 
Phalese, 1613). 

22. Peter Philips, Deliciae sacrae . . . (Antwerp: Pierre 
Phalese, 1616). 

23. Peter Philips, Les Rossignols Spirituels . . . 
(Valenciennes: Jean Vervliet, 1616). 

24. Peter Philips, Paradisus sacris cantionibus consitus . . 
(Antwerp: Pierre Phalese, 1628). 
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The three collections of sacred concertos, on the other 

hand, show that Philips also had one foot in the seventeenth 

century, as they exhibit many of the stylistic traits found 

in the sacred concertos of Viadana, his contemporaries, and 

the next generation of Italian composers. Anne Kirwan-Mott 

discusses some possible reasons for Philips' having taken up 

the few-voiced concertato style. Schutz is well known for 

having made a virtue out of necessity with his own two 

volumes25 of Kleine geistliche Concerte, and exigencies 

could certainly be seen as one such reason for Philips' new 

directions. From 1610 on, Archduke Albert's court slid more 

and more into debt, and he was required to take out loans 

from bankers in Antwerp. Perhaps retrenchments were nec-

essary in his chapel, in which case Philips would have had 

to compose for reduced forces. Another possible impetus, of 

a more artistic nature, could be seen in the probable con-

tacts Philips maintained with Jesuit colleges in Europe, 

particularly English colleges like the ones at Douai and 

Rome. These colleges were involved in many of the new 

developments in the arts, and it is possible that Philips 

could have come in contact with the new music through the 

network of information running between these institutions. 

A third possibility of artistic influence comes from direct 

25. Heinrich Schutz, Erster Theil kleiner geistlichen 
Concerten (Leipzig, 1636); Anderer Theil kleiner geist-
lichen Concerten (Dresden, 1639). 
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contact with a thoroughly modern composer. Frescobaldi is 

known to have visited the Brussels court in 1607, and surely 

philips had the opportunity to meet with him and to absorb 

some of the ideas of this composer who had studied with 

Luzzaschi at Ferrara.26 

An example from Philips' 1616 collection, Deliciae 

sacrae, will illustrate certain aspects of his Italianesque 

style which were to be found in English publications of 

devotional song during the first half of the seventeenth 

century. Generally speaking, the works in this anthology 

exhibit a more modern outlook than those in Philips' pre-

vious publication of two- and three-voice sacred concertos. 

Kirwan-Mott has noted that the continuo in the 1616 col-

lection "either outlines or doubles the lowest voice, or it 

provides the soprano with a basically harmonic support," and 

she finds the melodic style to be less like a motet and con-

taining more "self-sufficient concertato writing."27 "Surge 

propera," a motet for two sopranos and a bass with continuo 

exhibits a bass line which is more instrumental than vocal 

in concept; Kirwan-Mott cites its resemblance to the bass 

lines of Philips' consort music.28 Measures 1-17 (Ex. 27) 

show that the basic style consists of both homophonic and 

26. Kirwan-Mott, 0£. cit., 357-358. 

27. Ibid., 363. 

28. Ibid. 
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contrapuntal writing. The contrapuntal writing is made up 

of short points of imitation, each point using only a small 

portion of a line of text. Sometimes each point will enter 

one at a time, but often, as in polychoral music, one voice 

Example 27. Peter Philips, "Surge propera," mm. 1-8. 
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will be imitated by the other two singing together. 

Peter Philips' music was highly regarded on the 
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Continent, and he was published by such leading publishers 

as Pierre Phalese in Antwerp. His entire adult life was 

spent away from his homeland, and none of his music was ever 

published there, yet the fact that he was not totally 

unknown to his countrymen is seen in this remark of Henry 

Peacham, who wrote in the 1634 edition of The Compleat 

Gentleman: 

Nor must here I forget our rare Countrey-man, 
Peter Phillips, Organist to their Altezza's at 
Bruxels, now one of the greatest Masters of 
Musicke in Europe. He hath sent vs ouer many 
excellent Songs, as well Motets as Madrigals: he 
affecteth altogether the Italian veine.29 

Richard Dering 

From 1617 to 1625 Richard Dering was employed as 

organist at the convent of English Benedictine nuns in 

Brussels. He had lived abroad since 1612, when he went to 

Italy.30 During his time in Brussels it is more than likely 

29. Henry Peacham the Younger, The Compleat Gentleman: 
Fashioning Him Absolute in the Most Necessary & 
Commendable Qualities Concerning Minde or Bodie that May 
Be Required in a Noble Gentleman (London: Imprinted . . 
. for Francis Constable and Are to Be Sold at His Shop 
at the White Lion in Paules Churchyard, 1622), No. 59 of 
The English Experience: Its Record in Early Printed 
Books Published in Facsimile (Amsterdam: Theatrum Orbis 
Terrarum Ltd.; New York: Da Capo Press, 1968), 102-103. 

30. Kirwan-Mott, OJD. cit. , 353, says that Dering "may also 
have studied there previously," but does not cite the 
source of her information. Peter Piatt, in his New 
Grove article, cites a 1612 letter of Sir Dudley 
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that Dering and Philips were acquainted with one another, 

and that Dering was perhaps the first one to make Philips' 

music known to his compatriots when he returned to England 

in 1625 as organist to Henrietta Maria, Queen Consort to 

Charles I.3* Dering would doubtless by the time of his known 

visit to Italy (1612-1616) have been able to observe and 

learn about the stile nuovo firsthand, and his music defi-

nitely exhibits an Italianate flavor, as the following 

examples show. In "Duo Seraphim" (Ex. 28) the trio sonata 

texture is evident from the first entrance of the two 

sopranos singing in thirds. Then they begin a series of 

staggered, dialogue entries, some entering one after the 

other in rapid succession, while at other times one voice 

may sing a whole phrase, to be echoed by the second seraph 

singing the same line, but cadencing in a different key. 

Dering, along with other early Baroque composers, delighted 

in the opportunities which this text from Isaiah 6 provided 

for such duo effects as the two seraphim calling out from 

one to another at the throne of the Lord. 

"Gaudent in coelis" (Ex. 29) has contrasting sections 

Carleton, the English envoy to Venice, which includes 
mention of a "Mr Dearing," in the service of Sir John 
Harrington, who seemed on the verge of becoming a 
Catholic. Peter Piatt, "Dering, Richard," The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), V, 383. 

31. Kirwan-Mott, oja. cit. , 370. 



Example 28. Richard Dering, "Duo Seraphim," mm. 1-8. 
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of triple and duple meter. The opening, with its bright 

triple meter portrays the rejoicing in heaven of the souls 

of the righteous. Duple meter is introduced when the text 

changes from this jubilation to recount how these souls 

faithfully followed in the footsteps of Christ by shedding 

their blood for love of Him. Dering again uses the tech-
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Example 29. Richard Dering, "Gaudent in coelis," mm. 24-27 
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niques of dialogue between the two voices to telling effect, 

especially in the passages which portray "vestigia sunt 

seculi," following in His footsteps. 

Much of Dering's music circulated in manuscript during 

the first half of the seventeenth century, and it was very 

popular, both at the Caroline court and in such seemingly 

unlikely places as the home of Oliver Cromwell. As Chapter 

Four relates, Anthony Wood, the Oxford chronicler, cited 

among Cromwell's favorite music Dering's Latin motets, which 

he had performed for him at Hampton Court, sung by two boys, 

and accompanied by his musician John Hingston, who played 

the organ which Cromwell had had transported from Magdalen 

College, Oxford. It was not until after the Restoration 

that Dering's music was published in England. In 1662 John 

Playford brought out the first volume of Cantica sacra, an 
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anthology of Dering's Latin motets for two and three voices 

with basso continuo, and in 1674, the second book of Cantica 

sacra came out, this time with works in Latin and English by 

Dering and other composers who emulated "Dering's Way." 

William Braithwaite's Edition of Victorinus 

An interesting publication which gives further evidence 

of English familiarity with the new musical styles in sacred 

music is William Braithwaite's Siren coelestis, published in 

1638. Braithwaite's volume was a re-publication of a simi-

larly named Continental collection of one hundred Latin 

motets compiled by Georgius Victorinus, published in 1616, 

and reprinted in 1622. Along with Victorinus himself, the 

composers represented in Siren coelestis included Agostino 

Agazzari, Felice Anerio, Bernardo Corsi (died after 1619), 

Giacomo Moro da Viadana (fl. 1581-1610), Stefano Bernardi 

(ca. 1585-1636), and the Germans Gregor Aichinger (1564 or 

5-1628), Christian Erbach (1568-73?-1635), J. Archmiller, 

and Wolfgang Mayr (fl.1616-1641). Braithwaite's publication 

of Siren coelestis seems to indicate that he, if not many 

other Englishmen, was familiar with the style of the small-

scale sacred concerto. The 1638 Siren coelestis was pub-

lished with a supplementary treatise by Braithwaite, in 

which he described his curious new method for making the 
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reading of music easier.32 

A discussion of the various musical styles incorporated 

in the publications under consideration will demonstrate 

that the genre of devotional song provided the nursery in 

which many of the new developments in the realm of sacred 

music were nurtured. The chronological boundaries of this 

study of devotional song in print have been set at 1638 and 

1693, its three divisions accommodating the stylistic and 

chronological groupings into which the selected publications 

fall. Publications and single works of tangential interest 

which exceed these boundaries are touched upon for the sake 

of comparison. 

The first division comprises just one collection of 

devotional song--Henry Lawes" Paraphrase upon the Psalms of 

David (London, 1638), a collection of simple tunes with a 

thorough bass.33 Collections of devotional song for two or 

32. For a description of Braithwaite's method, see Ronald 
Eugene Anderson, Richard Alison's Psalter (1599) and 
Devotional Music in England to 1640 (Ph.D. dissertation, 
University of Iowa, 1974), 334-340. A shortened version 
of Braithwaite's treatise was also published in 1639. 
Methodus nova docendi, discendique veterem (ut ita 
dicam) musicam, cujus novitatem facilitas, facilitatem 
jucunditas, jucunditatem utilitas superabit, a 
Willihelmo Braithwaito anglo . . . (London, Johann 
Norton, 1639). See RISM Series B, no. 6, vol. 1. The 
copy of Braithwaite's 1638 collection which Anderson 
examined is in the Cambridge University Library. Ecrits 
imprimes concernant la musique, ed. Francois Lesure 
(Munchen-Duisburg: G. Henle Verlag, 1971). 

33. Henry Lawes, A Paraphrase upon the Psalmes of David: By 
G.S., Set to new Tunes for private Devotion: And a 
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three voices and continuo published during the Civil War and 

Commonwealth years make up the second grouping, to be found 

in Chapter Seven. These include William Child's First Set 

of Psalmes of III. Voyces (1639),34 Choice Psalmes (London, 

1648), which is primarily the work of the brothers Henry and 

William Lawes,35 Walter Porter's Mottets of Two Voyces 

(1657)36 and John Wilson's Psalterium Carolinum, from the 

same year.37 Also mentioned are three of Henry Lawes' devo-

thorow Base, for Voice, or Instrument . . . (London: 
Printed by John Legatt, 1638). 

34. William Child, First set of Psalmes of III Voyces, fit 
for private chappelles or other private meetings with a 
Continual Base, either for the Organ or Theorbe, newly 
composed after the Italian way (London: James Reave, 
1639). 

35. Henry and William Lawes, Choice Psalmes put into Musick, 
For Three Voices: The most of which may properly enough 
be sung by any three, with a Thorough Base: Compos'd by 
Henry and William Lawes, Brothers; and Servants to His 
Majestie. With divers Elegies, set in Musick by 
sev'rail Friends, upon the death of William Lawes, And 
at the end of the Thorough Base are added nine Canons of 
Three and Foure Voices, made by William Lawes (London: 
Printed by James Young, for Humphrey Moseley, at the 
Prince's Armes in S. Pauls Church-yard, and for Richard 
Wodenothe, at the Star under S. Peters Church in 
Corn-hill, 1648). 

36. Walter Porter, Mottets of Two Voyces For Treble or Tenor 
& and Bass: With the Continued Bass or Score: To be 
Performed to an Organ, Harpspycon, Lute or Bass-Viol 
(London: Printed by William Godbid for the Author, 
1657). 

37. John Wilson, Psalterium Carolinum: The Devotions of His 
Sacred Majestie in His Solitudes and Sufferings, 
Rendered into Verse: Set to Musick for 3̂  Voices and an 
Organ, or Theorbo, . . . (London: Printed for John 
Martin and James Allestrey, and are to be sold at the 
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tional songs in declamatory style, "Hymns to the Holy 

Trinity," which were published in a secular publication in 

1655.38 Chapter Eight includes the third grouping, collec-

tions published from the early Restoration(1662) through the 

death of Henry Purcell (1695). All these were issued by the 

most prominent music publishing house of seventeenth-century 

England--that of John Playford and his son and successor 

Henry. These anthologies include his Psalms and Hymns in 

Solemn Musick (1671),39 Book II of Cantica sacra (1674),40 

and the two volumes of Harmonia Sacra, first published in 

Bell in St. Pauls Church-yard, 1657). 

38. Henry Lawes, The Second Book of Ayres and Dialogues, For 
One, Two, and Three Voyces (London: Printed by T.H. for 
John Playford, and are to be sold at his shop in the 
Inner Temple, 1655). 

39. John Playford, Psalms and Hymns in Solemn Musick of 
Fovre Parts On the Common Tunes to the Psalms in Metre: 
Used in Parish-Churches: Also Six Hymns for One Voyce to 
the Organ . . . (London: Printed by W. Godbid for J. 
Playford, at his Shop in the Inner-Temple, 1671). 

40. John Playford, Cantica Sacra: containing Hymnes and 
Anthems, for two Voices, to the Organ; both Latine and 
English: Composed by Mr. Richard Dering, Mr. 
Christopher Gibbons, Dr. Benjamin Rogers, Mr. Math. 
Locke, and others, The Second Sett (London: Printed for 
John Playford in the Temple, 1674). 

41. Henry Playford, Harmonia Sacra: or Divine Hymns and 
Dialogues: with a Thorow-Bass for the Theorbo-Lute, 
Bass-Viol, Harpsichord, or Organ, Composed by the Best 
Masters of the Last and Present Age, The Words by 
several Learned Pious Persons. . . . (London: Printed 
by Edward Jones, for Henry Playford, at His Shop near 
the Temple Church, 1688). 
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168841 and 1693.42 

Henry Lawes, sought after by the Cavalier poets to set 

their lyrics to music, will be the first composer to be con-

sidered in studying the devotional songs contained in seven-

teenth-century prints. Lawes, appointed a Gentleman of the 

Chapel Royal in 1630, was a faithful servant of Charles I as 

he took pains to point out within the pages of his two pub-

lications of devotional music. Before the Interregnum Henry 

Lawes was acknowledged to be the most celebrated composer of 

songs in the new declamatory style, and Humphrey Mosley, the 

most illustrious publisher of that era, found that Lawes' 

name on the title page of his poetical publications helped 

to assure him of a profit.43 Poems of Thomas Carew, Sir John 

Suckling, Richard Lovelace, Robert Herrick, were set to 

music by Henry Lawes, and some of them even wrote laudatory 

verses to celebrate the composer's talent. 

Unlike any of the other composers mentioned in this 

study, Henry Lawes wrote devotional songs in all three ofthe 

styles singled out for study from among the seven types out-

42. Henry Playford, Harmonia Sacra: or Divine Hymns and 
Dialogues: with a Thorow-Bass for the Theorbo-Lute, 
Bass-Viol, Harpsichord, or Organ, Composed by the Best 
Masters of the Last and Present Age, The Words by 
Several Learned Pious Persons, The Second Book. . . . 
(London: Printed by Edward Jones, for Henry Playford, 
at His Shop near the Temple Church, 1693). 

43. Willa McClung Evans, Henry Lawes, Musician and Friend of 
Poets (New York: The Modern Language Association of 
America; Oxford University Press, 1941), ix. 
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lined in Chapter One (See page above.). All three are 

influenced by Baroque ideals from Italy though at the same 

time retain certain English characteristics. One group 

(Type Four) consists of original melodies with an unfigured 

bass line for the organ; these were Lawes1 tunes for George 

Sandys* metrical paraphrases of Scripture. The next group 

(Type Five) includes those sacred songs composed in the 

Italian-influenced declamatory style which was popular in 

secular song and entertainment at the Caroline court; among 

these are his "Hymns to the Holy Trinity." The last 

grouping (Type Six) also comprises original settings for 

three or more voices, accompanied or unaccompanied, such as 

the Lawes brothers' Choice Psalmes of 1648. Although Walter 

Porter, the self-styled disciple of Monteverdi, preceded 

Lawes with the publication of his Italian-style verse anthem 

"Praise the Lord," in his Madrigales and Ayres of 1632, 

Lawes is the ideal composer with which to begin a study of 

English devotional song in the Baroque era because he was 

the first composer writing in the stile nuovo to publish a 

collection wholly of devotional song.44 

44. Peter Le Huray, Music and the Reformation in England 
1549-1660 (London: Herbert Jenkins, 1967), 395, cites 
Martin Peerson as "the first composer to publish English 
devotional music with figured basses," with his Mottects 
or Grave Chamber Musique of 1630, but the style of 
Peerson's music in this anthology of both sacred and 
secular songs is no different from that of the English 
madrigal. 
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Thorough-Bass and the English Melodic Style 

Henry Lawes' 1638 Psalm Tunes 

Just two years after George Sandys—traveler, trans-

lator, poet, and member of the Virginia Company published 

his metrical translation of the psalter and the poetical 

portions of the Bible in 1636,45 a new edition came out, 

interspersed with twenty-four tunes by Lawes. 

A / PARAPHRASE / VPON THE / PSALMES OF DAVID./ By 
G.S. / Set to new Tunes for private Devotion: / 
And a thorow Base, for Voice, / or Instrument. By 
Henry Lawes Gentleman of His / Majesties Chappell 
Royall. / LONDON, / Printed by John Legatt. 
1638.46 

This psalter received some acceptance in royalist circles, 

and was even reprinted in 1648, but the time was not auspi-

cious for its adoption and acceptance as an official psalter 

for congregational singing in the Church of England.47 

45. A / PARAPHRASE / UPON THE DIVINE POEMS. / BY GEORGE 
SANDYS. / LONDON, / At the Bell in St. Pauls Churchyard, 
/ MDCXXXVI. Bibliographical information is to be found 
in Karl Eugene Schmutzler, George Sandys' Paraphrases on 
the Psalms and the Tradition of Metrical Psalmody: An 
Annotated Edition of Fifty Selected Psalms, with 
Critical and Biographical Introduction (Ph.D. disser-
tation, Ohio State University, 1956), Appendix I. 

46. S.T.C. 21725. 

47. 1638 was the eventful year in which Archbishop Laud con-
fronted the Scots, resulting in their rejection of the 



260 

Karl Schmutzler offers three additional reasons for the 

failure of the Sandys/Lawes psalter to capture the hearts of 

the public. First, the Old Version psalter of Sternhold and 

Hopkins had become by 1638 a firmly entrenched feature of 

English Protestant worship, and was, indeed, one of the only 

points of unity among the various discordant factions in the 

Church. Second, Sandys had taken pains to employ a variety 

of meters, whereas the Old Version psalms were set mostly to 

the 8.6.8.6. ballad meter. Richard Baxter, the great 

Non-Conformist divine, gave high praise to Sandys' paraph-

rases when he wrote that 

next the Scripture poems, there are none so 
savoury to me as Mr. George Herbert's and Mr. 
George Sandys's . . . Du Bartas is seriously 
divine, and George Sandys 'Omne tulit punctum dum 
miscuit utile dulci.' His Scripture poems are an 
elegant and excellent Paraphrase . . . 

but had to dim his praise by exclaiming 

Book of Common Prayer and their abolition of bishops 
from Scotland. Thus, a new metrical psalter by a King's 
man like Sandys would not have met with acceptance by 
radical Puritans. In 1676, with the King and the 
Anglicans once again in power, a new edition of Sandys' 
and Lawes* psalter was published by John Playford. A / 
PARAPHRASE / UPON / THE / PSALMS of DAVID. / By GEORGE 
SANDYS. / Set to New TUNES for / PRIVATE DEVOTION: / And 
a Thorough-Base, for Voice, or Instrument. /By HENRY 
LAWES, / Gentleman of His Majesties Chappel Royal. / And 
in this Edition carefully Revised and / Corrected from 
many Errors which passed / in former Impressions, / by 
John Playford. / LONDON; / Printed by W. Godbid, for 
Abel Roper, at the Sun / against St. Dunstans Church in 
Fleet-street, 1676. 
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O that he had turned the Psalms into metre fitted 
to the usual tunes!... 4 8 

This was seconded by the Anglican Bishop Henry King, who, 

having made his own metrical translation of the psalter, 

wrote to the Archbishop of Armagh, James Ussher, that he 

hesitated to paraphrase the psalms 

knowing that Mr. George Sands . . . had failed in 
[that his psalter was] too elegant for the vulgar 
use, changing both the Meter and the Tunes wher-
ewith they had been long acquainted. . . 4 9 

Schmutzler's third reason suggests that "Lawes* tunes were 

too elaborate and difficult for ordinary congregational 

singing,"50 but examination of the melodies and comparisons 

of them with the Old Version tunes do not bear this out. It 

would seem simply that congregations then as now prefer what 

they already know to what is new. 

Given the poetic genre of the psalm, Lawes perhaps 

sought a more solemn and measured style of melody than that 

which he employed in his secular ayres. Indeed, Lawes' 

tunes do bear a resemblance to tunes from two sources which 

would have been known to the composer. The popular tunes 

48. Richard Baxter, Poetical Fragments (London: T. Snowden 
for B. Simmons, 1681), sig. A8r. Quoted in Schmutzler, 
op. cit., 147, 153. 

49. Quoted in Schmutzler, ojd. cit. , 154. 

50. Ibid. 
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which were already in use with the Old Version translations, 

and which were known by now as "common" and "proper, had 

been sung by Lawes in church and at home since his 

childhood. 

Another possible source of inspiration for Lawes' small 

collection of hymn tunes are two efforts of the poet George 

Wither, 

THE / SONGS OF / The OLD TESTAMENT, / Translated 
into English Mea-/sures, preseruing the Naturall / 
Phrase and genuine Sense of the / holy Text: and 
with as little cir/cumlocution as in most prose / 
TRANSLATIONS. / To euery Song is added a new / and 
easie TVNE, and a short / Prologue also, deli-
uering the effect and vse thereof, for the / 
profit of vnlearned / READERS. / By GEORGE WITHER. 
/ Cum priuilegio & permissu Superiorum. / LONDON, 
/ Printed by T.S. 1621.51 

with tunes by "some of our best Musitians,"52 and his later 

and better known collection with tunes by Orlando Gibbons, 

The / Hymnes / and Songs of / the Church. / 
Dluided into two parts^. / The first part compre-
hends the / Canonicall Hymnes, and such parcels of 
/ Holy Scripture, as may properly be sung, / and 
Creeds. / The second part consists of Spirituall / 

51. S.T.C. 25923. British Library C. 117. a. 28. The tunes 
are reprinted in Maurice Frost, English & Scottish Psalm 
& Hymn Tunes c. 1543-1677 (London: S.P.C.K. and 
Geoffrey Cumberlege, Oxford University Press, 1953), 
408-420. 

52. Paul Vining, in his article, "Wither and Gibbons: A 
Prelude to the First English Hymn Book," Musical Times 
CXX (1979), 245-246, suggests that some of these appar-
ently anonymous melodies,"nos. 1, 3, 4 and possibly 8," 
might have been composed by Orlando Gibbons. 
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Songs, appropriated to the seuerall Times / and 
Occasions obserueable in the / Church of England. 
/ Translated and Composed G. W . / LONDON / 
Printed for G.W. 1623. Cum Priuilegio Regis 
Regali. 

This collection was intended by Wither for congregational 

singing in the Church of England, and King James I had 

granted the licence for the hymnal to be bound with copies 

of the Book of Common Prayer, but it, like the Sandys/Lawes 

psalter, never gained official acceptance, in spite of the 

fact that Wither provided an Afterword "To the Reader," in 

which he suggested alternative Old Version tunes that would 

fit the meters of his hymns.53 It is more likely that in 

53. Wither alleged in his subsequent 1625 apologia, The 
Schollers Purgatory;, that the Stationers Company disap-
proved of his hymnal on the following grounds. 

Some giue out that my booke containes nothing 
but a few needles Songs: which I composed, and 
gott priuiledged by Patent, meerely for my 
priuate benifit, to the oppression of the 
Common-wealth. 

Some discourage those that come to buy the booke: 
otherwhiles denying that it is to be had, & 
otherwhile peremptorily protesting against the 
selling of it, or disgracefully telling such 
as enquire after the same, that the worke is 
Ridiculous, and that it better befitted me to 
medle with my poetry, then to be tampering 
with diuinity. with such like other wordes of 
contempt. Other some there be, who dare auerr 
that my Lords Grace of Canterbury, with many 
of the Bishopps, and best Deuines, doe much 
dislike and oppose the saide Hymnes. 

Others againe buze in the peoples eares that the 
Hymnes for the Obseruable tymes are popish, 
and tending to the maintenance of super-
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actuality The Hymnes and Songs of the Church were put to 

devotional use in homes and private chapels, as various doc-

uments of the Ferrar family attest. See Chapter Four for 

mention of four of these songs used at Little Gidding. 

Thirteen out of the eighteen existing tunes have been 

positively attributed to Gibbons by David Wulstan in his 

edition of the composer's sacred vocal works.54 and appeared 

stition. 

And some there be among them, who (in such terms 
of ribaldry, as no Stewes can goe beyond them) 
blasphemingly affirme, that the CANTICLES are 
obscene, and not fitt to be divulged in Song, 
or Verse. 

Yea, many other obiections they make, and cast out 
divers aspersions, aswell upon the Author, as 
on his booke, to bring both into contempt. 

THE / SCHOLLERS / PURGATORY, / Discovered / I n the 
Stationers Common-wealth, / And / Discribed in a 
Discourse Apolo- / geticall, aswell for the publike 
aduan- / tage of the Church, the State & whole 
Common-wealth of England, as for the remedy of priuate 
iniuryes. / / GEO: WITHER. /Pro: 18. 13. / H e that 
answeares his matter before he heare him,/ it is shame 
and folly vnto him. Suffer him / then that he may 
speake; and when he hath spoken, mock on, lob. 21. 2. / 
IMPRINTED /For the Honest Stationers, [ca. 1625], 21-22. 
Miscellaneous Works of George Wither. First Collection. 
No. 12 of The Spenser Society (London: The Spenser 
Society, 1872), facs. edition No. 150 Burt Franklin 
Research & Source Works Series (New York: Burt 
Franklin, 1967), 25-26. In Wither's original the pages 
are misnumbered (15, 61, 17, 22, 23, 20, 21, 18, 19, 24, 
25) though the text is printed in the correct sequence. 

54. David Wulstan, "Introduction," Orlando Gibbons: II. Full 
Anthems, Hymns, and Fragmentary Verse Anthems, edited 
and transcribed by David Wulstan as Vol. XXI of Early 
English Church Music (London: Published for the British 
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in Wither's publication, composed in syllabic style with 

each line framed by a long note, as in Gibbons' Song 9 (Ex. 

30). Edna D. Parks, in comparing Gibbons' tunes to the 

earlier eight by Thomas Tallis in Archbishop Matthew 

Parker's psalter, remarks upon the younger composer's more 

modern sound. Whereas Tallis used eight modes for his 

tunes, Gibbons employs only the Dorian, Aeolian, and Ionian 

modes, and these usually in a transposed range. (The Dorian 

is like the Aeolian except for differing closes.)55 Song 9, 

in transposed Ionian, contains an added tonal touch in the 

B-natural in measure 4 on the word "loves then." 

Lawes' settings, like those in the Wither/Gibbons col-

lection, are syllabic, with a half-note to each syllable. 

Almost every tune of Lawes begins with a whole note, and the 

rhyming close of each line ends similarly (Ex. 31). As men-

tioned above, Sandys put his metrical psalms into a variety 

of poetic meters. Host of the meters he used have the same 

number of syllables in each line, but several have stanzas 

Academy by Stainer & Bell, Ltd., 1978), ix xii. Frost 
earlier wrote that the tune for Song 67 was first pub-
lished in the Welsh psalter published by Edmwnd Prys in 
1621. Llyfr y Psalmau, / WEDI EV / CYFIEITHV, A'l / 
CYFANSODDI / AR FESVR CERDD, / YN GYMRAEG. / DRWY WAITH 
/ Edmwnd Prys / ARCHDIACON / MEIRIONNYDD, /A'l PRINTIO 
/ YN LLVNDAIN. / 1621. (S.T.C. 2745). See Frost, o£. 
cit., 405 . 

55. Edna D. Parks, English Hymns and Their Tunes in the 
Sixteenth and Seventeenth Centuries (Ph.D. dissertation, 
Boston University, 1957), 186. 
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with lines of varying lengths and the musical phrase length 

is accordingly unusual at times. For example, the meter in 

Sandys' Psalme 39 is 8.4.8.4.8.8. and Lawes mirrors this 

very carefully in his music (Ex. 23). On the other hand, in 



Example 31. Henry Lawes, Psalme 8 
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some other psalms with uneven poetic line length Lawes joins 

two lines of four syllables each to make one line of eight, 

as in his setting of Psalm 37 (Ex. 34). In Psalme 10 two 

lines of six syllables are joined musically to connect a 

poetic enjambment, while two lines of four syllables are 

somewhat, but not completely, set apart from the melodic 

line (Ex. 34). Lawes' bass line, like Gibbons', is 

unfigured and its movement is full of skips and leaps. It 
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îpî  
Mar -W iluir 

V .i U * 

j>v - 6 - -

is, however, set note-against-note to Lawes' tunes, whereas 

Gibbons' bass line has a greater variety of movement, with 

passing tones, dotted-note movement (Ex. 35), and synco-

pation (Ex. 30 above). All of Lawes" psalm settings contain 
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Example 33. Henry Lawes, Psalme 47 
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much treble-bass movement in parallel tenths. 

Examples of word-painting occur in only ten of Lawes' 

1638 psalm settings, perhaps because he was not writing in 

the secular, declamatory style of so many of his secular 
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ayres. Most of the instances of word-painting are quite 

conventional, usually involving the rising of the melodic 

line when the words likewise indicate ascending, fleeing, or 

other upward motions. One example of a different type of 
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Example 35. Orlando Gibbons, Song 1, mm. 10-13 
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word-painting occurs in Psalme 10, "Withdraw not, O my God, 

my guid" (Ex. 35 above). Lawes sets in relief the line "Thy-

cheerful face," by raising the pitch and by changing sud-

denly into F major after the serious D-minor beginning 

underlying the words, "Withdraw not, O my God, my guid. In 

time of trouble dost thou hide Thy cheerful face?." 

The same melody serves as the first line for two psalms 

in two instances. Psalms 46 and 72 have the same first 

line, and Psalms 9 and 136 begin with the same melody, which 

sounds very much like the beginning of William Croft's hymn 

tune St. Anne ("0 God our help in ages past."). Henry Lawes 

used only two key signatures in his 1638 psalm settings; ten 

psalms (3,4,5,10,13,39,46,47,72,136) have a single B-flat 

and two (22,31) have a two-flat signature. 

It may be recalled that Schmutzler's third complaint 

about Lawes' tunes was their elaborate nature, but a com-

parison with the popular Old Version tunes will dispel this 
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notion. An example of a hymn tune from the Old Version 

psalter would be The Lamentation of a Sinner, "0 Lord turne 

not away thy face," which appeared in the very first edition 

Example 36. "The Lamentation of a Sinner. 0 Lord turne 
not away thy face." 
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of the Sternhold and Hopkins psalter with music (Ex. 36).56 

An example of an Old Version psalm tune is that for Psalm 

19, "The heavens and the firmament" (Ex. 37). It can be 

seen that these representative tunes are in the same long-

note style as Henry Lawes' 1638 psalm tunes but lack the 

bass line in their original monophonic form.57 

56. See Parks, OJD. cit. , 47. 

57. The Old Version tunes had, of course, been harmonized 
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Example 37. Tune for Psalm 19, "The heavens and the 
firmament." 
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Both the Sternhold and Hopkins psalter and the 

Wither/Gibbons Hymnes and Songs of the Church were born 

within the orbit of the court and were published with royal 

approval. Perhaps Lawes composed his own psalm tunes with 

the hope that this plain, long-note style would increase his 

favor with the king. It has been suggested that these 

many times by 1638, and one of the most popular and 
recent versions was Thomas Ravenscroft's 1621 publi-
cation The Whole Book of Psalmes: With the Hymnes 
Evangelicall, And Songs Spiritvall: Composed into 4. 
parts by sundry Authors, with such seuerall Tunes as 
haue beene, and are vsually sung in England, Scotland, 
Wales, Germany, Italy, France, and the Nether-lands: 
Neuer as yet before in one volume published. Also: A 
briefe Abstract of the Prayse, Efficacies, and Vertue of 
the Psalmes: Newly corrected and enlarged by Tho: 
Rauenscroft Bachelar of Musicke. . . . (London: 
Printed for the Company of Stationers, 1621). 
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psalms might have been sung at Carisbrooke Castle by King 

Charles I himself during his imprisonment there. 

The sacred Scripture was the Book he most 
delighted in, read often in Bp. Andrews Sermons, 
Hooker's Ecclesiastical Policy [sic] . . . 
Sands's Paraphrase upon King David's Psalms . . 
5 8 

Early English attempts at writing devotional songs with 

a continuo bass, such as those by Orlando Gibbons and Henry 

Lawes, were not truly monodic in their melodic style, but 

their publication with a continuo bass showed an interest in 

this new Italian style. Death claimed Gibbons at a rela-

tively early age, so it is not known what further he might 

have done with the genre of solo devotional song. Henry 

Lawes, however, went on to write several songs in the reci-

tative style of Caroline secular song, and along with his 

brother William, composed three-part psalm settings in a 

style somewhat akin to the sacred concertato style of 

Italian composers of the early Baroque. 

Two influential strands in Italian music can be seen to 

have had an influence on the changing styles of seventeenth-

century English devotional song; one was the secular monody, 

the other was the sacred concerto, which itself was an off-

shoot of the monodic revolution. Italian secular monody was 

58. Sir Thomas Herbert, Memoirs of the Two Last Years of the 
Reign of King Charles 1̂  (London, 1702), 43. Quoted in 
Evans, ojd. cit. , 144. 
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the decisive factor in the change from the Jacobean ayre 

with its polyphonic lute accompaniment to the sung poetry of 

the Caroline ayre with its simple continuo bass. This basi-

cally secular style applied to sacred texts can be seen in 

the few published songs of Henry Lawes in this style, and in 

others in manuscript by him and other English composers of 

the first half of the seventeenth century. This strand of 

musical style was carried over to the declamatory devotional 

songs of the Restoration composers, Locke, Humfrey, Blow, 

and Purcell. The other strand comes from the sacred con-

certato style as begun by Ludovico Grossi da Viadana and 

developed by such other Italians as Alessandro Grandi and 

Claudio Monteverdi. Peter Philips and Viadana share almost 

the same life span, as do Richard Dering and Grandi. These 

two Englishmen were able to learn in Italy for themselves 

the new styles in sacred music of their forward-looking 

Italian contemporaries, and either through their presence in 

England, or through the presence and circulation of their 

manuscripts and publications, to be the bearers of the new 

styles of sacred music for few voices. 
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Chapter VII 

DEVOTIONAL SONG OF THE CIVIL WAR AND COMMONWEALTH ERA 

William Child 

Just one year after Henry Lawes' simple tunes were pub-

lished, William Child brought out a set of devotional songs 

with a more obvious Italian influence. These were his 

First set of Psalmes of III Voyces, fitt for 
private chappelles or other private meetings with 
ft Continuall Base, either for the Organ or 
Theorbe, newly composed after the Italian~~way. 
London: James Reave, 1639.1 

Manfred Bukofzer has referred to this collection as the 

"first important document of the Italian influence on 

English church music, and its style and its importance can 

be compared with that of the Kleine geistliche Konzerte by 

Schiitz. "2 

1* For a modern edition see Joe Melvin Zimmerman, The 
Anthems and Psalm Settings of William Child (PhToT dis-
sertation, Indiana University, 1971). Child's psalms 
evidently sold well enough for a second edition, with the 
same title, to be printed in 1650, and a third edition to 
be issued in 1656, this time with the title revised as: 
Choise musick to the psalmes of David for 3 voices with a 
continuall base either for the organ or theorbo (London 
John Playford, 1656). 

2. Heinrich Schutz, Erster Theil kleiner geistlichen 
Concerten (Leipzig, 1636); Anderer Theil kleiner geist-
lichen Concerten (Dresden, 1639). Manfred Bukofzer, 
Music in the Baroque Era (New York: W.W. Norton. 1Q47K 

— ' 
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Child's self-professed adherence to "the Italian Way" 

is evident in several aspects of his psalm settings. Like 

his Italian contemporaries, Child retained some vestiges of 

the modal polyphony of the Renaissance, while at the same 

time incorporating certain traits which look, forward to the 

full tonality of the the later seventeenth century. 

His key signatures are but one, the B-flat, which is 

used in several ways. The B-flat signature can either des-

ignate F-major, or, when used as a partial signature, C 

minor and G minor. The B-flat signature is also used ambig-

uously, as in "The fool hath said in his heart," a setting 

of Psalm 14:1-2 which begins in A minor and ends in F major. 

Three of the psalms are composed with no accidentals; one in 

G major and two in A minor. Child makes infrequent use of 

the flatted seventh, a modal characteristic. 

Furthermore, the melodic line is more Baroque in 

concept because it moves less often in stepwise motion and 

exhibits characteristic skips and leaps, such as the minor 

sixth and the perfect and diminished fourths (Ex. 38), thus 

conveying a more declamatory and dramatic aura. Like the 

Italians he emulated, Child used many dissonant melodic and 

harmonic intervals not favored by composers of the 

Renaissance. The conclusion of his setting of the first two 

verses of Psalm One exhibits a minor second between first 

treble and bass on "night" and "day" in measure thirty-four, 
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and an augmented fifth in the next bar between second treble 

Example 38. William Child, "Blessed is the man," mm. 34-38. 
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and bass on the same words (Ex. 38). 

Unlike Lawes, and most other seventeenth-century com-

posers of devotional song who set music to the psalms, Child 

used the prose translations from the Book of Common Prayer. 

His settings use selected verses, or sometimes only the 

first verse, of the psalms, and thus his devotional works 

are all through-composed. Child's use of the prose text of 

the psalms allowed him somewhat more flexibility in con-

structing his melodic line than if he were using a metrical 

translation, and he took advantage of this in more than one 

way. This lack of a regular meter allowed the creation of 

melodic lines which could mirror more sensitively the speech 

inflections of the English language and highlight with more 
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jagged and irregular vocal lines the drama of the text. It 

also enabled him to infuse variety and drama into his psalms 

because the prose text lends itself naturally to being set 

in irregular phrase lengths. 

Texture is another way in which Child was able to 

develop his ideas and lend variety to his compositional 

process. His pieces have been referred to by several 

writers as being in a "trio-sonata" texture, the allusion 

being to the configuration of two treble voices, bass voice, 

and continuo. This three-voice texture seems to have been a 

favorite one in England, and was derived from the sacred 

concerto of the Italians via Dering, Philips, and perhaps 

the Braithwaite edition of Victorinus. 

This Italianesque style employed a mixture of homo-

phonic and contrapuntal writing, using many of the short 

motives employed by Italians writing in the concertato 

style. Three basic textures--solo, homophonic, and imita-

tive are employed, and these Child manipulated in a variety 

of ways. Child's "continuall base" follows the line of the 

bass voice very closely throughout most of the psalms, the 

most notable exceptions being when one voice sings alone and 

the texture of the piece becomes a solo texture requiring a 

bass line to support it (Ex. 39). Several of his psalms 

contain extended solo passages of three to four measures, or 
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Example 39. William Child, "Preserve me, 0 God," mm. 21-24 
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as many as nine, for each separate voice.3 

Not surprisingly, homophonic texture is often used by 

Child in passages of the psalms that speak of unity, 

security, strength, or single-heartedness, such as in "Why 

do the heathen (Psalm 2:1-2)" when he sets the words, "and 

the rulers take counsel together against the Lord and 

against his anointed," perhaps to depict the unity of the 

gentiles against the Messiah.4 In "Lord, how are they 

3. These are "0 Lord my God," "I will give thanks," "Why 
standest thou so far off," "Lord, who shall dwell," 
"Preserve me, 0 God,"and "0 that my ways." 

4. See Chapter 5, pp. 46-47, for a rhetorical explanation of 
the first part of this psalm setting. The musico-rhe-
torical figure which illustrates the text is known as 
noema. 
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increased (Psalm 3:1-4)," the words "But thou, 0 Lord, art 

my defender,"5 and "I did call upon the Lord with my voice 

(2x)" are set homophonically. Perhaps Child meant to depict 

the security and strength of God compared with those who 

"trouble" and "rise up against" the psalmist, and the sin-

gle-heartedness of the psalmist as he calls upon the Lord. 

Invocations to God also often receive a homophonic 

treatment, as in the opening invocation of the psalm, "0 

Lord, rebuke me not in thine indignation (Ps 6:1-2)," and 

the cry, "Have mercy upon me, 0 Lord." 

Child's use of imitation seems to be reflective of his 

exposure to the Italian concertato style. The text is set 

sectionally, and resembles at times the "point of imitation" 

style of the earlier Renaissance composers. The "points," 

however, are shorter and are not developed in phrases as 

long as those of the older motet style. Rarely do they take 

up more than half of a line or part of a sentence (Ex. 40). 

The imitation is carried out in two different ways. 

Occasionally the entries of the three voices are staggered, 

and they enter one at a time, as in a Renaissance motet or 

madrigal, but more often one voice enters first, to be fol-

lowed by the other two singing in duet, or vice versa, two 

voices enter, followed by the third (Ex. 42 above). 

5. This phrase is described in Chapter 5, pp. 46-47, as 
illustrating the musico-rhetorical figure of mimesis. 
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Example 40. William Child, "Preserve me, 0 God," mm. 1-6 
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Although Child's music is strongly tonally oriented, 

changes in the harmonic rhythm are rapid, and the psalm set-

tings are full of unusual and sometimes sudden chord 

changes. Characteristic harmonic changes include root 
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motion downward by step (Ex. 41) as well as to roots a third 

Example 41. William Child, "0 Lord my God," mm. 19-20. 
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away (Ex. 42). Cadences, both in the written-out vocal 

parts and in the figured bass, make liberal use of the 

popular Baroque harmonic formula (Ex. 42 above). 

The meter of Child's psalm settings is almost uniformly 

duple. Exceptions occur only in "I will give thanks" and "0 

that the salvation," which have short sections in triple 

meter; in both cases the texts are joyous. He often uses a 

dotted eighth-sixteenth pattern, but seemingly not for any 

purposes of word-painting. It merely seems to be a way of 

creating a more dramatic general effect through the use of 

uneven rhythms. Child's psalm settings are all rather 

short, so the question of form is not a problem. He relies 

much upon his modified point-of-imitation style and changes 
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Example 42. William Child, "0 Lord, rebuke me not," mm. 1-11 
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of texture to impart cohesiveness to these small works. One 

interesting exception is his setting of the first verse of 

Psalm 8, "0 Lord our Governer, how excellent is thy Name," 

which is the only instance where the form is articulated 

through the refrain of a section of music. He repeats the 

material of measures one through the beginning of eight 
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starting at measure twenty-three, and then tacks on four 

bars of new material to close the psalm.6 

William Child's First Set of Psalms of III, Voyces was 

unique in his own oeuvre as he never again jumped so boldly 

into the avant-garde stream coming from Italy. His other 

sacred music was more firmly in the older polyphonic tra-

dition, but he established in his printed collection a new 

direction for other composers, a direction emulated and 

improved upon by not a few. 

"Recitative Musick" and the Devotional Songs of Henry Lawes 

Some of Henry Lawes* devotional songs in the decla-

matory style exist in manuscript,7 but the only ones to have 

6. This formal procedure is described in Chapter 5, p. 35, 
as the musico-rhetorical figure of symploce. 

7. These are mostly in Lawes' own autograph manuscript, 
British Library Add. MS. 53723 (olim Loan MS. 35). See 
Joan Strait Applegate, The Henry Lawes Autograph Song 
Manuscript: A Critical Edition of British Museum Loan MS. 
3J5 (Ph.D. dissertation, University of Rochester, Eastman 
School of Music, 1966), for a transcription of these. 
The songs with sacred texts are few, and they include 
"Woe is mee, woe is mee, yt I from Israeli," fol. 18, the 
text being Sandys metrical paraphrase of Psalm 120:4-6; 
Thy beauty Israeli has fled," fol. 54, another metrical 

paraphrase by Sandys, this time of II Samuel 1:19-20; 
"The God of Loue my shepperd is," fol. 78b, a setting of 
George Herbert's poem from The Temple; and "Where shall 
my Troubled soule," fol. 82b-83, an "echo" by George's 
brother Edward, Lord Herbert of Cherbury. A Latin devo-
tional song, also an echo, with words by Thomas Fuller, 
"Imbre Lachrymarum largo," fol. 139b-140, is also to be 
found in this manuscript. See also Pamela J. Willetts, 
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been published were three "Hymns to the Holy Trinity" of 

1655.8 The texts are by John Crofts, and each song is an 

invocation to one of the persons of the Trinity. Wilfrid 

Mellers put it aptly when he wrote that with Lawes 

We find a musically unobtrusive setting that exag-
gerates the manner in which a reciter would 
declaim the poem before an initiated audience . . 

The musical rhythm is not a natural speech 
rhythm; but it is a reciter's rhythm: that of an 
orator who is trying to 'get over' difficult lan-
guage to an audience and to impress that audience 
with his verbal ingenuity.9 

Henry Lawes' music connects the enjambments which exist in 

the poem, thus making a complete musical and verbal sen-

tence, just as a reciter of the poem would do (Ex 43). 

Thou God the Father, hid from mortal sight, 

The Henry Lawes Manuscript (London: Published by the 
Trustees of the British Museum, 1969), for an annotated 
description of the manuscript. 

8. THE SECOND BOOK / OF / AYRES, / AND / DIALOGUES, / For 
One, Two, and Three Voyces. / BY / [engraved portrait 
inscribed: HENRY LAWES Servant to his late Ma:tie / in 
his publick and private Musick.]/ [rule] / LONDON, / 
Printed by T.H. for Jo. Playford, and are to be sold at 
his shop in the Inner Temple. 1655. See Cyrus Lawrence 
Day and Eleanore Boswell Murrie, English Song Books, 
1651-1702, and Their Publishers (London: Printed for the 
Bibliographical Society at the University Press, 1940), 
350-351. These are numbered as 3295-3297 in Publication 
No. 8. 

9. Wilfrid Mellers, Harmonious Meeting: A Study of the 
Relationship between English Music, Poetry and-Theatre, 
c. 1600-1900 (London: Dennis Dobson, 1965), 115. 
Facsimile reprints and modern editions of the three songs 
can be found in Appendix B, pp. 294-300. 
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that cloth'st Thyself with circumfused light; 
Thou King Eternal, with Thy quick'ning rays, 
give life to my dead soul: clear all my days 
with Thy bright presence, my weak spirit fill 
with pow'r not subject to the Tempter's will; 

Example 43. Henry Lawes, "To God the Father," mm. 1-23 
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The contours of the vocal line reflect both the inflections 

of the English language and sense of the words. In the 

opening three bars of the first song, the vocal line out-

lines only the first two notes of the tonic triad, while the 

bass line is thoroughly static, remaining on G throughout. 

The rising of the voice part by a minor third on the syl-
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lable "Fa " of "Thou God the Father" provides the emphasis 

on that syllable which would have been placed there by a 

reciter, while the static quality of both the melodic lines 

and the harmony suggest the idea of God's permanence and of 

eternity. The next invocation to the Father, "Thou King 

Eternal," is less static than the first, through Lawes' 

emphasis of King Eternal" with a dotted quarter-note fol-

lowed by an eighth-note and the elevation of the phrase to 

. The suggestion of eternity is retained by the 

presence of the sustained B-flat in the bass. The vocal 

line rises with the description of God "that cloth'st 

Thyself with circumfused light," and it leaps precipitously 

down a sixth as the text shifts from "life" to "my dead 

soul." Harmonically too, Lawes dramatizes the the words. 

For instance, at the words, "bright presence," he uses the 

tonic major on "bright" and the major version of the subdo-

minant. At the line, "let ev'ry sin be ransom'd with a 

tear," both the vocal and the bass line descend in suspen-

sions suggesting weeping. 

The third hymn, "Thou God the Holy Ghost," is, like the 

other two, in the key of G minor, but its first measure is 

in C minor, the subdominant. The opening invocation is 

melodically more active both in the vocal and the bass line 

than the opening bars of the other two songs. Initially the 

vocal line leaps up a fourth (from G to C) and then proceeds 



289 

to rise another fourth by steps over the next two bars to an 

F at the words "that spread'st thy wings o'er," only to 

Example 44. Henry Lawes, "To God the Holy Ghost," mm. 1-7. 
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flutter down again at the words "wounded spirits" (Ex. 44). 

The visual effect is that of the wings of the Holy Spirit 

being spread over the wounded spirits of men, and with the 

bass line proceeding in inverted fashion under the tune, one 

is reminded of George Herbert's emblematic poem, "Easter 

Wings" (Fig. 2). Henry Lawes' devotional songs in the dec-

lamatory style are few in number, indicating perhaps that he 

did deem recitative musick" as fit a vehicle for sacred 

words as for secular. The largest group of his devotional 

songs are in a style no less expressive, but in style a 

little more ecclesiastical. These are the three-part psalms 

which he contributed to the Choice Psalmes of 1648, to be 

discussed next. 
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Figure 2. George Herbert, "Easter Wings." 
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William and Henry Lawes 

With the cessation of the Anglican service in 1644, 

composers of elaborate church music found themselves both 

without jobs and without an outlet for their creativity in 

the field of sacred music. That the Puritans were not dour 

deprecators of music and the arts has been mentioned in 

Chapter Two, and as Percy Scholes has shown in his important 
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study The Puritans and Music, the Commonwealth was a time of 

unprecedented publication of secular music.i" 

Iri 1645 William Lawes lost his life while serving in 

the Royalist army during the Siege of Chester. His legacy 

included a not inconsiderable body of musical works, among 

them a number of verse anthems, three- and four-voice sacred 

canons, and thirty-one psalms for three voices with con-

tinuo. Within three years of William's death his older 

brother Henry had gathered up the psalms and published them 

along with thirty psalms of his own written for the same 

forces in a volume entitled: 

CHOICE PSALMES / PUT INTO / MUSICK, / For Three 
Voices. / The most of which may properly enough be 
sung / by any three, with a Thorough Base. / 
COMPOS'D by / Henry and William Lawes, Brothers; 
and Servants to His Majestie. / With divers 
Elegies, set in Musick by sev'rall Friends, upon 
the / death of WILLIAM LAWES. / And at the end of 
the Thorough Base are added nine Canons of / Three 
and Foure Voices, made by William Lawes. / 
LONDON, / Printed by James Young, for Humphrey 
Moseley, at the Prince's Armes / in S. Pauls 
Church-yard, and for Richard Wodenothe, at the 
Star under / S. Peters Church in Corn-hill. 1648. 

Also included in the collection were "divers Elegies, set in 

Musick by sev'rall Friends," including brother Henry, John 

Wilson, John Taylor, John Cob ("Organist of his Majesties 

10. Percy A. Scholes, The Puritans and Music in England and 
New England, A Contribution to the Cultural History of -

Two Nations (London: Oxford University Press, Humphrey 
Milford, 1934). 
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Chappell Royall), Captain Edmond Foster, Simon Ive, John 

Jinkins [sic], and John Hilton. Murray Lefkowitz believes 

that both brothers composed their Choice Psalmes "mainly 

during the period 1637-8, when the playhouses were closed 

because of the plague and King Charles is known to have 

sought solace as well as entertainment in his Chapel.*i 

Henry mentioned in his preface that the psalms had already 

been "often heard, and well approv'd of, chiefly by such as 

desire to joyne Musick with Devotion." 

Both of the Lawes brothers can be seen to have been 

influenced in several ways by their contemporary William 

Child when Choice Psalmes is examined for musical style. 

They chose the same vocal and instrumental forces of two 

treble voices, a bass voice, and a continuo line,i2 

deploying the voices in a variety of textures similar to 

those used by Child, with the exception that not as much use 

is made of a solo texture in the Choice Psalmes. Very 

similar to the style of William Child is the Lawes brothers' 

use of the texture involving two voices against one voice, 

or one against two voices. 

11. Murray Lefkowitz, William Lawes (London: Routledae and 
Kegan Paul, 1960), 237-238. 

12. Exceptions are to be found with the four Latin-texted 
works, which are for alto, tenor, and bass voices with 
continuo, and the sacred canons, which are for varying 
combinations of voices alone. These are "Gloria Patri 
et Filio," "In resurrectione," "Memento, Memento 
Domine," and "Ne irascaris, Domine." 
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Bukofzer, in discussing publications of devotional song 

from 1638 to 1657, wrote: "All of these works had a thor-

ough-bass though the style of some of them, e.cj. the Choice 

Psalmes, did not really make it obligatory."!3 Indeed, the 

continuo line in the Choice Psalmes, although figured, 

merely doubles the bass vocal line the majority of the time, 

and since the Lawes brothers' works contain virtually no 

sections for solo voice, there is no need, practically 

speaking, for an independent continuo line such as that 

found several places in Child's psalm settings. 

The part writing in Choice Psalmes reveals that both 

Henry and William Lawes can be regarded as transitional com-

posers in some ways. All composers of the early Baroque 

were not quite settled in the new style because it was still 

in the process of being formulated, and the Lawes brothers 

are no exception. The individual vocal lines of their 

psalms sound perfectly melodious and logical when played or 

sung by themselves; but when two or three parts sound 

together the resulting sound can be dissonant. Some of 

these dissonances are cross-relations involving the sounding 

of major and minor harmonies either simultaneously or in 

very close succession, but other dissonances arise simply as 

a result of the brothers' still horizontal and successive 

concept of composition. 

13. Bukofzer, o£. cit., 198. 



294 

Since almost all of the pieces by Henry and William 

Lawes in Choice Psalmes are set to metrical verse, it was 

more difficult for them to avoid a certain squareness and 

dullness of effect than if they had used a prose trans-

lation, and this is certainly true of those sections which 

Example 45. William Lawes, "Praise the Lord enthron'd on 
high," mm. 1-8. 
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are set wholly homophonically (Ex. 45). Both brothers 
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offset this tendency in several ways. Word repetition is 

used, not only for textual emphasis, but also to lengthen 

musical phrases for the sake of maintaining musical interest 

Example 46. Henry Lawes, "When griefe my lab'ring soul 
confounds," mm. 1-8. 
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and to create and solidify musical form (Ex. 46). Changes 

from a homophonic to a polyphonic texture also help to add 

variety in the settings of metrical verses, and a further 
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by-product of the change to a polyphonic texture which adds 

interest is the use of many overlapping cadences. 

Some of the psalm settings in this collection do not 

begin with the first verse of the psalm, so it seems 

doubtful that Henry and William Lawes intended their Choice 

Psalmes to be sung strophically. Nevertheless, since most 

of the psalms are in Sandys' metrical translation, it would 

be possible to sing any verse of the psalm to the music com-

posed for that psalm, or any psalm in the appropriate meter. 

By far the most-used key signature with both brothers 

is the two-flat signature, followed next by no key sig-

nature. Henry had four psalms each with the one-flat and 

the one-sharp signature, while William favored the one-sharp 

signature with six psalms and the one-flat signature with 

only three. While Henry set no psalms in triple meter, 

William set the ninety-fifth and the forty-seventh, both 

psalms of rejoicing, in triple time. This use of a dance-

like triple meter is a very early example of a meter nor-

mally used in purely secular music entering the realm of 

solemn musick." William Child had included two very short 

sections of triple meter in his psalms, but William Lawes 

extended it to entire works. Sacred works, or movements of 

sacred works, in triple time would become quite common after 

the Restoration, but at this time it was a rarity. Both 

brothers may be counted among the earliest, along with 
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Benjamin Rogers, to have used a "Hallelujah" chorus to end 

some of their psalms.14 

Word-painting is encountered frequently in Choice 

Psalmes, the brothers especially relishing passages por-

traying sorrow and weeping.15 They also, of course, took 

advantage of the numerous occurrences of words describing 

rising and falling.16 Some interesting uses of word-painting 

occur in Henry's setting of the third part of Psalm 71 

(71:17-23), "Now in the winter of my yeares," where snow is 

very clearly depicted falling upon the hair of the psalmist 

(Ex. 47). William's setting of Psalm 129, "Oft from my 

early youth," portrays the "long deep furrows" which the 

psalmist's back has received at the hands of his enemies 

(Ex. 48). 

Willa McClung Evans wrote of Henry's psalm settings 

that "eight of these, originally printed as airs in the 1637 

volume, had been reconstructed as part-songs."17 Upon exam-

14. Henry's include "Now the Lord his reigne begins" and 
"Our fervent soules on God attend." William ended four 
of his psalms in this way—"Praise the Lord enthron'd on 
high" (Psalm 150), "0 sing unto the Lord a new song" 
(Psalm 149:l-3a,6-8,9b), "Ye nations of the earth, our 
great Preserver praise" (Psalm 117), and "In resur-
rectione tua Domine." 

15. In Chapter 5, word-painting is discussed in rhetorical 
terms, and the generic group of musico-rhetorical 
figures bears the name hypotyposis. 

16. As musico-rhetorical figures, these are called anabasis 
and catabasis. See Chapter 5, p. 42. 



298 

Example 47. Henry Lawes, "Now in the winter of my yeares," 
mm. 7-13. 

P f f C J i t ' E 

ytArtS when 

i 

tuttc k«tk tHOW'd up on hm ymrtf, k#tk 

- i -
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ê*res, IVUCH iimt ludk sncw'd Mp m mf Vuurtt, «hm ttiM* h«tk ftww'd up-

r Q U ¥ 
vj tares, ••«*»« Jwtlt SHCwU Mf 
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-4 * 4 ' j 

-on my kmres. 

• on tmt hAires, fvdfv 

K f r i-J M 

ww'dupon fnu 

i i j I 1 

YyurtS. A • 
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•• l" •-J- /- *L 

Hmmup'On 

I I I 

—cn 
ftMitl. A • 

^-9 -—f* - Ji j 
• m -

ining those three-voice settings of 1648 which have the same 

texts as the solo settings of 1638, I can find little or no 

musical resemblance. Many are not even in the same key as 

the earlier versions. 

17. Evans, o£. cit., 183. 
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Example 48. William Lawes, "Oft from my early youth," 
mm. 10-16. 

•9 L̂» -j H 7 1 13P~J H j*1*- »mj Wclc " wvtk 1«h2J "" 

—1 1 1 

) f ^ 
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« 

m Eg! 
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ifJ. i ( r 
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Two reconstructions which do exist, however, are to be 

found in the Lawes autograph manuscript, British Library 

Add. MS. 53723 • Applegate has commented on the use of 

similar material in Lawes' settings of Sandys' "Woe is me, 
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that I from Israel exiled must in Mesech dwell,"18 but she 

did not seem to notice similar correspondences between his 

two settings of Sandys' "Thy beauty Israeli is fled. 19 

Based on her dating of the contents of the Lawes autograph 

manuscript, she is not able to determine whether the solo 

version or the polyphonic version came first, and concludes 

by saying: 

The almost unique occurrence of a number of word 
and phrase repetitions in the solo song could be 
explained either as a stylistic reference to the 
older contrapuntal style (the prima prattica) or 
simply as an echo from the three-voice setting of 
Choice Psalmes.20 

Murray Lefkowitz has written that: 

Although Henry Lawes refers to the contents of the 
Choice Psalmes as the work of George Sandys, a 
closer examination shows that this is not entirely 
so. Only forty-three of the seventy compositions 
in the volume (seventy-eight, including the 
elegies 'set in Musick by sev'rall Friends, upon 
the death of William Lawes') are paraphrases by 
this poet.21 

Of William's contributions to the Choice Psalmes, three are 

Sandys' paraphrases from the Lamentations of Jeremiah,22 one 

18. Applegate, OJD. cit., 292. 

19. See Appendix III for a comparison of the two versions. 

20. Ibid. 

21. Lefkowitz, ojo. cit. , 238. 

22. These are "How like a widow? Ah how desolate" 
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1. Sandys' version of one of the -divine poems- from the 

book of Isaiah,23 and four are actually prose versions from 

t h e Book of Common Prayer.- Further. Villi- i» represented 

b y four works in Latin" and ten sacred canons." Henrys 

non-psalmic contributions include a "divine poem" from XI 

Samuel 1:19-20. "Thy beauty Israel has fled." Actually, a 

closer look shows that Henry does not actually state in his 

dedication that Sandys is the author of the texts of the 

music in the collection. He merely refers to Sandys and his 

translation in his own analogy of the Biblical musician s 

aedication of his settings to Kin, David and Sandys' dedi-

cation to Kin, Charles with Lawes' dedication of Choice 

Psalmes to the king. Henry strove to make his selection of 

( L a m e n t a t i o n s 1:1-2); ^ ^ ^ ^ " ' w r . t h . 0 

^ ^ ^ r / a ^ U ^ o r c l o r (Lamentations 2:1). 

23 - i n t h e s u b s t r a c t i o n o f my yeares" (Isaiah 38:10). 

2 4. ,*ese 

i P r ?b) - i » groaning" (Psalm 6:6a, 7. 
5'; and "How long wilt thou forget me, O Lord 

(Psalm 13:l-2b, 3)> 

- "Memento, Domine, congregationis 
25. "Ne irascaris, Domine, we . .. a na a "Gloria 

tuae," "In resurrectione, tua Domine, ana a 

Patri." 

26. These are ^Lord thou ^ast been^favourable to thy ^ 

"Happy sons of Israel, t o r i a in excelsis, 

thou, Mary?,;; " f ^ s
f ^ ^ J J J ' a t the 5th, 8th, and 

Regi/ Regis ( four voices at the unison)r 5th), " R e g i , Regis (for four i s h a r m o n i ous." 
"Shee weepeth sore, and Jesus, 
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texts from the psalter because 'much of Your Majesties 

present condition, is lively described by King Davids pen 

in that book of the Bible. 

I W O publications of devotional son, came out toward the 

end of the Interregnum, both in 1657. One was John Wilson's 

j nt-hpr Walter Porter's Mottets 
Psalterium Carolinunt, an 

T ^ ^ c e s . but neither of the two could be found in the 

transcripts of the Stationers Company for that year.- so it 

is not possible to determine which was published first." 

just as the two volumes can be thought of together 

rvnV̂i i ration and th©i£ common 
because of their common year of publication a 

devotional purpose, so their two composers can be linked 

together through several associations even though Wilson's 

reputation was as a composer of secular ayres while Porter 

was a Gentleman of the Chapel Royal who had composed a 

number of anthems. In the Christ Church, Oxford partbooks 

now at the Bodleian Library, Porter wrote a dedication of 

h i s Mottets to Dr. John Wilson, "my loueing Cous," thus 

a -a & Transcript of the Registers of the 
27. Arber, Edward, ed. A 'A.D. , 3 

Worshipful Company of Stationers, __ _____ e d i t i o n 

vols. (London: Privately printed, 
(New York: Peter Smith, 1950). 

28. Both collections are to be f o u n d ^ t h e ^ ^ 
Catalogue. Wilson s is li fche N U M B E R 5243A, while 
poet, Th°m^S

No 2999' Donald Goddard Wing, Short-Title 

l ^ ^ e n l l f g l ^ ° £ 

the Modern Language Association of Americ , 
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alluding to his kinship with Wilson. Both composers are 

thought to have been born in 1595, and both had royalist 

sympathies. 

John Wilson 

Because of John Wilson's connections with the Caroline 

song composers and the courtly life, discussion will first 

focus upon the music of 

Psalterium Carolinum / THE / ^nd^/ 

SACRED MA JEST IE / in His / SOWTUDBS f o r 

SUFFERINGS / Rendered in Vers / John 
3 Voices an=| |n

M°5?^'P°ofeslor of Oxford?"LONDON 

Martin and ^arnes Ali^tre*. and 

are / to be sold at the Bell in St. Pauls 

Church-yard, 1657. 

This collection of devotional songs was a "spin-off of 

Eikon Basilike, or the "King's Book." The "devotions" are 

meditations in which King Charles reflects upon the troubles 

which confronted him during his reign and attempt 

explicate and justify his position. Each meditation ends 

with a prayer, and it was these prayers which were adapted 

into verse by Thomas Stanley, poet, translator, and 

scholar.29 The verses are designed to resemble the psalms 

29 see Thomas Stanley, The Poems and TraQslatisns |f ^omas 
Stanley, ed. Galbraith^Miller Crump (London: Oxford 
University Press, 1962). 
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but the words are put into the mouth of Charles instead of 

Kin, David, and the historical events concern the history of 

England rather than Israel. A. in the original prose medi-

tations, each "psalm" has a title relating it to an event in 

the king's struggle with the Parliament. 

I. Upon his Majestie's calling the 

II. upor^th^Earl of S t r a f f o r d ' o f 
III. Upon his Majesties going to the house of 

Commons. i_~ 
IV. Upon the insolency of e Bill for 
V Upon his Majesties passing the Bill for 

VI. Upo^his^Ma jestie^retirement from 

VII. Upo^th^Queens departure and absence out 

V I I I . Spon nWs nMajesties repulse at Hull, and 
the Fates of the Hothams. . 

IX Upon the Listing and Raising Armies 

x Upor^the^seizing' the Kings Magazins. 

upoi^thf^Nineteen^ropositions sent to the 

XII. SpSn'the Rebellion and troubles in 

XIII. Upon&the calling in of the Scots. 

X £ : the S ™ s L s raised, and Scandalls 

cast upon the King, etc. 
XVI. Upon the Ordinance against tne 

Common-prayer-book. , 
XVII. Upon the differences between the King, 

the two Houses, in point or 
Church-Government. ^ 

XVIII. Upon the Uxbridge Treatie, e c. . . . 
XIX. Upon the various events of War, Victories, 

XX Upon the Reformation of the Times. 
x£l'. Upon his Majesties Letters taken and 

XXII. Upon^hit'Majesties leaving Oxford, and 
going to the Scots. 



305 

XXV. 

XVI 

XXI11 • Upon the ^ots delivering the ^ the 

XXXV. S ^ S i i r W n r S 1 . Majesty the atten-

PenitentialSMedita?iSns and Vowes in the 

uiSfthe'irmtes'surpifzall of the Kin, at 
Holmeby, and the Ensuing 
t-hi» two Houses, the Armie and the city. 

XXVII • Meditations upon Death afte,: the vote^of 
Non-Addresses, and his Maje y 
Imprisonment in Carisbrook Castle. 

Advance copies of Eikon Basilike were ready for sale on 

January 30. 1649. the day of Charles r . execution, and in 

the eight years that had followed, the book became a best-

s e l l e r . ^ Thus, for Wilson and Stanley to come out with a 

versified version of the "King's Book" set to music was no 

great financial risk since they were sure to find an eager 

public of royalist sympathizers seeking to fan the flame of 

devotion to Charles the Martyr. 

Wilson was boldly showing his colors as a royalist, and 

it is a wonder that with such a provocative title and such 

poems that the composer was not at least censored. 

offers some interesting explanations for the accommodating 

behavior of the Puritan government toward the unabashedly 

30. Philip A. Knachel, 5 * 5 6 , 1 3 ^ ' i & C T K H S T 8 

f r J h a k ! * P t £ e 

^roFtKt^raf'the-rrrarSe^lhlrti'-riie editioLin 

English and printed ^ "^reig^language edi-

were published during this time. Ibid- xv xvi. 
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royalist Psalterium carolinum and its distinguised 

p o s e r . 3 1 Philip Knachel, in his discussion of the history of 

Eikon Basilike, mentions that the "King's Book" was so 

popular that those in power were wary of upsetting public 

opinion too much,'* and even after Parliament placed prohib-

ition on the further printing of the book, it was difficult 

to sustain effective censorship,- so perhaps Wilson's pub-

lication escaped by riding on the general crest of popu-

larity of the original Eikon Basilike. Peter Le Huray 

notes, without explanation, however, that "there is some 

evidence that he was quickly forced to withdraw the book 

from circulation." 3 4 

AS stated on the title-page of Psalterium Carolinum, 

the King's devotions are set for three voices, the popular 

combination of two trebles and a bass, and one which had 

been in use at Oxford since 1627, when William Heather, upon 

endowing the Music Lecture, stipulated 

31. Scholes, ojo. cit. , 139-142. 

32. When William Dugard " ^ "^jj^reali^e^th^volitility 

s ^ h S w„orkdis-

p a r l i a m e n t ^ p u n i s h e d the licenser and released Dugard, 

op. cit., xx . 

33. Ibid. 

34. Peter Le Huray, Music and £h2 Reformation in England. 
1549-1660 (London: Herbert Jenkins, 196 ), 
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_ _ t-Viat- the Exercise of Musick be 

i s s is.":;: triur.ss» izu»-
SSIiSk and to take charge of the Instruments . . 
. Thirdly, I do appoint that the said 
Hrina with him two boys weekly, at the day and 
time aforesaid, and there to receive such company 
as will practise Musick, and to play Lessons o 
three Parts, if none other comers 

one can imagine John Wilson and his friends singing these 

songs at some of the "musick meetings" in the royalist 

stronghold of Oxford. Anthony Wood mentions that Wilson 

"somtimes play'd on the lute, but mostly presided the 

consort."36 

The texture of Wilson's music is homophonic but for an 

occasional passing tone or a simulated imitative entry (Ex. 

49). Hubert Henderson, in his dissertation on Wilson s 

vocal music, considers the melodic line in Psaltenum 

Carolinum to be declamatory,3^ and indeed, as he observes, 

35- snirir 
Rnthonv Wood, The Life and Times of Anthony a Wood' 
Antiquary, of Oxford, 1632-1695, Described bg ftxmsel^; 
r-̂ 11 orfprt from His Diaries and Other Papers b^ Andre Collected rro_ _ s _ _ r _ p r ± n t e d f o r t h e Oxford 

Historical Society, at the Clarendon Press, 1891 1900) 

I, 205. 

37 Hubert Piatt Henderson, The Vocal Music of John Wilson 
(Ph T> dissertation, Uni^sity of North Carolina, 
1961), 204. 
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Example 49. John Wilson, IV. "To thee I fly," mm. 37-40 

beasts, utl -these 

' store, cpul these 5*1 - vw^e beasts, 

PMSIS, n*uI «AI - vayt ^vul "tUese 

many of the "psalms" are composed with a declamatory melodic 

line, such as No. XIV (Upon the Covenant) (Ex. 50) "Lord I 

to thee direct my cries." However, it does not appear that 

Wilson employed the same melodic type for each song 

throughout the collection. For instance, in No. II (Upon 

the Earl of Strafford's death), "Thou whose mercies know no 

bound," the melodic line contains several sequential pat-

terns and has the terse, tuneful quality of many of Wilson's 

secular lute airs, suggesting perhaps the life of Strafford, 

the Cavalier courtier and former king's favorite who ulti-

mately lost his life (Ex. 51). Contributing to this tuneful 

and somewhat square melodic character is the very regular 

rhyming pattern of seven syllables per line. Several of 
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Example 50. John Wilson, XIV. "Lord I to thee direct my 
cries," mm. 1-14. 

subjects for>w*rd \kee di-rect eras, 

subjects jvr- ward cries, 

subjects ĵ r- w<*rd di rect >mj eras 

6 r 

Example 51. John Wilson, II. "Thou whose mercies know no 
bound," mm. 6-9. 

Ml l I U i = = £ 

Peatk in mt -tke 

•gjitJ i 

yudtUsS Jvunds, 
J u f 

WU« Uis Re - jvwje SlWlU ItMX bit*'. 
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i pp 

"Decvtk in rv*4 "tkt Wkc Kls "R* - -/UAt 

ISIiil 
sk*uU,Uave kc£>v. 

i 
Death in, tta guIItUss ̂ duvuI, Wta kts He - fuqe stauUtave bun. 
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T* 5 
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Wilson's "psalms" have a melodic line not unlike that found 

in the common psalm tunes and the psalm tunes of Henry 

Lawes' 1638 collection discussed above. Wilson's No. VII 

(Upon the Queens departure and absence out of England), (Ex. 

52), "Lord those whom thou in vowes has tied," has, like the 

psalm tunes, the typical long-note beginning and ending of 

Example 52. John Wilson, VII. "Lord those whom thou in vowes 
has tied/" mm. 1-4. 

new Inj <H3 - AHce tud, yet tkou in vcwcS wast LorX w$e wHcm 

m 
Lord "those thou in vowes Ua*t 

mm m 
lord "tUose wVwri 4iou in vowM VwSt 

^ ' jf f i ^ ; r 

tud, Ijet 

^ Z Z z g : 
now by t«M6« 

-tUd, yet vtow by ' twt 

every line. The figured bass line is identical with the 

vocal bass line. 

Wilson, as befits a mid-century composer, uses more 

different key signatures than his predecessors. The 

favorite is still the one-flat signature, used in twelve of 

his "psalms."38 Six "psalms" have two flats, the second 

38. Nos. VII, VIII, X, XI, XII, XIII, XVI, XVII, XXI, XXIV, 
XXVI, XXVII. 



311 

most-used key signature,39 and following this is the three-

flat signature, given to Nos. IX and XXIII. Wilson also 

uses the one-sharp and the three-sharp signatures for one 

psalm each, Nos. XXII and XX respectively. 

Examples of word-painting, both melodic and harmonic, 

occur in the Psalterium Carolinum. A particularly good 

illustration of this occurs in the final "psalm" of the col-

lection, "Thou that fill'st Heaven and earth" (Meditations 

upon Death after the votes Non-Addresses, and his Majesty s 

closer Imprisonment in Carisbrook Castle), in which a series 

of word-pictures is sustained throughout the song. The 

first line of the song contains a typical leap of a fourth 

up to "Heaven" and down a third to 1 earth. The melodic 

line in measures five through seven moves down a tone at "no 

death" and up a fourth from "whence" to "life,"then moving 

up by step at the words "eternal springs." At the upbeat to 

measure nine, the melody begins to move stepwise down, but 

leaping up and down a fifth at the word "yawning" in the 

phrase, "Who canst our souls unto the yawning Grave." 

Later, in measures twenty-three to twenty-seven, an inter-

esting example of both melodic and harmonic word-painting 

occurs at the words, "0 let the bitter means that agravate 

My fall." Beginning at the top G, the melodic line descends 

chromatically (though not strictly) down to a G-sharp nearly 

39. Nos. I, III, IV, V, VI, XXV. 
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an octave below, with the harmonies proceeding in a simi-

larly chromatic way, to portray with wrenching realism both 

the King's fall and the "bitter means." 

Musically speaking, the "psalms" of Wilson s Psalterium 

Carolinum are not particularly interesting, mainly because 

of their simplicity and homophonic squareness. Perhaps 

their interest lies more in their texts, which would really 

be considered devotional only for one interest group, 

Anglican royalists who would have liked to canonize Charles 

I-

Walter Porter 

From the unremittingly homophonic, three-voice texture 

of Wilson's Psalterium Carolinum, the focus now shifts to 

seventeen devotional songs which exhibit a variety of tex-

tures and formal procedures, the 

MOTTETS / Of TWO Voyces / For {Treble or Tenor} 
and {Bass. / With the Continued Bass or Score: / 
To be performed to an Organ, Harpspycon, Lute or 
Bass-Viol. / Published / By Walter Porter, / Who 
was one of the Gentlemen of the Royal Chappel of 
the / late King, and Master of the Choristers at 
Westminster. / London, / Printed by William 
Godbid for the Author. / 1657. 

The aging Walter Porter's collection, dedicated to Sir 

Edward Spencer, was published in three partbooks--Altus, 

Bassus, and Basso Continuo. Several things about the part-
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books themselves are worth noting. Although the top vocal 

part is indicated as Altus in the partbook, the title page 

refers to this part as Treble or Tenor. Here Altus may have 

been used simply to indicate that this part is the high, or 

"altus" part, and in fact, three different clefs—soprano, 

alto, and tenor--are printed. Thus, the top vocal line 

could be sung either by the vocal range specified for each 

song or, as the collection's title indicates, by treble or 

tenor at the pleasure of the performers.4° 

Of the English Protestant composers, Walter Porter is 

thought to have had the most concrete connection with the 

Italian stile nuovo; he claimed, in fact, to have studied in 

Italy with Monteverdi. In the set of partbooks from Christ 

Church, Oxford,41 now kept at the Bodleian Library, Porter 

himself emended the dedication by inserting "Monteuerde" 

after the text, "that unparallel'd Master of Musick, my good 

friend and Maestro." Since on 5 January 1616/17 Porter was 

guaranteed a place in the Chapel Royal at the next occur-

rence of a tenor vacancy, and since on 1 February of the 

following year he was sworn in in place of the recently 

deceased Peter Wright,42 G.E.P. Arkwright surmises that he 

40. The songs are distributed among the clefs as follows. 
Soprano--I, II, III; Alto--VIII, IX, X, XI, XII, XIII; 
Tenor--IV, V, VI, VII, XIV, XV, XVI, XVII. 

41. I have a microfilm of these partbooks in my possession. 

42. Edward Rimbault, The Old Cheque-Book, or Book of 
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must have gone prior to this time to Venice to study under 

Monteverdi, for the only time he is known to have left the 

British Isles after 1617 was probably in 1622, when he 

traveled to Spain in the service of the Earl of Bristol.43 

A possible link between Walter Porter and Monteverdi, 

not to mention other Italian composers, exists in the 

British Library Add. MS. 31440, which might be partly in 

Porter's handwriting.44 This manuscript contains a large 

number of Italian and some Latin vocal works, including a 

few with sacred texts. Monteverdi is well represented with 

madrigals mostly from the fourth, fifth, and seventh books; 

the two other composers who had been ascertained by Willetts 

are Rafaello Rontani (d. 1622) and Alessandro Grandi 

(1575-80?-1630). 

Porter's acquaintance with the Italian style was con-

firmed in his preface to his 1632 publication Madrigales and 

Ayres, Of two, three, foure and fiue Voyces, probably the 

only published collection of continuo madrigals by an 

English composer. In his opening letter "To the 

Remembrance, of the Chapel Royal, from 1561-1744, Vol. 
H I of The Camden Society, New Series (Westminster: 
Printed for the Camden Society, 1872), facs. edition 
(New York: Da Capo Press, 1966), 8, 9. 

43. G.E.P. Arkwright, "An English Pupil of Monteverdi, The 
Musical Antiquary IV (1912-13), 237. 

44. See Pamela J. Willetts, "A Neglected Source of Monody 
and Madrigal," Music Letters XLVIII (1967), 329-339. 
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Practitioner," the composer educates the English performer 

about such things as the trillo and other Italian musical 

terms, and reveals perhaps a firsthand experience with 

Italian Baroque style.45 

Perhaps as a dedication to the Creator of all things, 

Porter's Madrigales and Ayres opens with the only sacred 

work in the anthology, "Praise the Lord." This is a verse 

anthem for SAATB with verses for soprano, alto, tenor, and 

bass in varying combinations.46 The soprano has the lion s 

share of the solo verses and the vocal embellishments, and 

several instances ofthe trillo occur (Ex. 53). The chorus 

parts are much simpler and contain a variety of homophonic 

and contrapuntal writing. Porter varies the closing choral 

portion by introducing triple meter from measures 84-92. 

Twenty of the twenty-eight works in this collection have 

instrumental sinfonias, ritornellos, and "toccatos to be 

played on lutes, theorbos, bass viol, two violins (or 

viols), and harpsichord; all are for three parts and display 

writing in thirds and sixths, along with some imitation. 

Ian Spink has suggested that these instrumental sections 

45. The dedications and prefaces for the 1632 book, as well 
as those for the 1657 Mottets of Two Voyces, have been 
reprinted in Arkwright, op. cit., 236-257. 

46. For a complete transcription see Peter Le Huray, ed. 
The Treasury of English Church Music, 5 vols., general 
editors Gerald~H. Knight and William L. Reed. Volume 
Two: 1545-1650 (London: Blandford Press, 1965), 
232-247. 
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Example 53. Walter Porter, "Praise the Lord," mm. 1-10 

-tht Lord. rmuse 

0 prtusc -the Lord, Jvr-

y*\\ J - n r j 1 •' T ^ 
5K 3* 
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might be modeled upon the string ritornelli of Monteverdi's 

Scherzi Musicali of 1607.47 Spink further notes that the 

"idea of florid vocal stanzas, separated by a ritornello-

like chorus was of monodic derivation, through to the intro-

ductory number of Monteverdi s Seventh Boole of Madrigals • 

Although [it does not] betray anything of the variation 

principle that underlines Tempro la Cetra, the general plan 

is similar."48 

Mottets of Two Voyces does not exhibit all the 

Italianisms of the earlier anthology, but even its simpler 

style reflects Italian methods of composition. Spink, in 

discussing Porter's use of the basso continuo, mentions that 

his bass lines are more copiously figured than those of his 

English contemporaries. Further, he notes that such elab-

orate figuring was often not necessary because a composer 

would provide a short score, or partitura, with the continuo 

part. In a footnote Spink adds that this is what Porter did 

with his 1657 anthology,49 though if this was the case, how 

47. Ian Spink, "Walter Porter and the Last Book of English 
Madrigals," Acta Musicologica XXVI (1954), 20-21. 

48. Ibid., 26. The variation principle is discussed by Hans 
Redlich in his Claudio Monteverdi: Ein formengeschicht-
licher Versuch, 2 vols. (Berlin: Edition Adler, 
G.M.B.H., 1932), 161-165. 

49. Ibid., 35. 
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does one explain the presence of treble notes not in the 

vocal part?50 The basso continuo partbook has both treble 

and bass lines printed—a unique phenomenon. As one would 

expect, the bass line continues to play when the treble is 

singing the verse, but conversely and interestingly, the 

treble "continuo" line plays when the bass singer is the 

verse soloist. In some places variants exist between the 

instrumental treble line and the vocal treble line. For 

example, in No. V, "I will lift up mine eyes to Heav'n," the 

tenor line in the continuo partbook changes in measure 9 

from tenor clef to treble clef until measure 15 when the 

bass sings a verse. This occurs again from measures 20 to 

26, and at 33 through 40, when the bass singer has a solo 

verse. A similar change occurs between alto and treble clef 

in No. IX, "When I the bold transgressor see." In No. XIV, 

"Who knows what his offences be?," the bass voice begins 

with the question, "Who knows," to be answered by the tenor, 

"What his offences be?" Before the tenor enters, however, 

the treble continuo line, in the soprano clef, plays a 

counter-melody of one measure and one beat, thus providing 

50. Kenneth Long noted the same phenomenon in the Mottects 
and Grave Chamber Music of Martin Peerson, when he 
wrote: "Actually, Peerson's continuo is not purely and 
simply a figured bass within the usual meaning of the 
words; rather it is a short score showing the top part 
in addition to the bass, sometimes with a few additional 
notes. Curiously, it does not distinguish between vocal 
and instrumental sections." The Music of the English 
Church (New York: St. Martin's Press, 1971), 192. 
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some extra melodic interest and a kind of instrumental 

Example 54. Walter Porter, "Who knows what his offences 
be," mm. 1-4. 

What Wis of - jtMK - - - ces be? 

"WKo ICVttWS •w Wo kncWI 

t̂f|. P p. f : —a 

introduction to the tenor voice (Ex. 54). It is interesting 

to speculate whether in performance this line would have 

been played in any of the following ways. Could it have 

been played by the right hand of the organ or "harpspycon" 

player or could it have been played by the lutenist? Is it 

possible that the treble line in the continuo partbook could 

have been played on a violin, treble viol, or even on a 

recorder? 

Slightly more than half of these devotional works in 

Porter's Mottets of Two Voyces are verse anthems, in that 

the texture varies between treble or bass solo and a chorus 

of two. Among the verse anthems there is considerable 
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variety in the configuration of the verse and chorus 

sections. The first two verse anthems, Nos. II and V, have 

the chorus only once, at the end, with solo voices alter-

nating during the preceding section. The remainder of the 

verse anthems have verse sections interspersed with chorus 

sections which are sometimes homophonic and sometimes con-

trapuntal. One exception is the very short, twenty-four 

measure, verse anthem, "The Bounty of Jehovah praise," which 

has a single verse section for the tenor flanked by a 

beginning and ending chorus. 

Other evidences of the Italian style in the Mottets of 

Two Voyces are the juxtaposition of homophonic sections with 

sections of short imitative entries. This was noted earlier 

in the discussion of William Child's First Set of Psalms for 

III. Voyces and the Lawes brothers' Choice Psalmes, and it 

must be remembered that although Mottets of Two Voyces was 

published in 1657, Walter Porter was an exact contemporary 

of Henry Lawes and just a few years older than William Lawes 

and William Child. Porter, following the Italian style 

which had been evolving since the sacred concertos of 

Viadana and Monteverdi, went farther toward Italian style 

than William Lawes in that he introduced more and longer 

sections of triple time into his psalm settings. Here, the 

triple meter portions are more substantial and in one song, 

No. XIII "Lord, showre on us thy grace," they recur as a 
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refrain. Porter composed sections in triple meter in five 

of his Mottets, ranging from a short eight-measure burst of 

joy in No. XVI, "0 Happy he, who God obeys," to a thirteen-

refrain used three times in No. XIII, Lord, showre on 

us thy grace." 

Word-painting occurs frequently, and in addition to 

typical illustrations of height and depths as encountered in 

the devotional songs of composers cited above, one finds 

melismas of shorter note values which are used to illustrate 

the text. See, for example, No. VIII, "Cast off and scat-

tered in thine ire," where the word "trembling" is so illus-

Exsimple 55. Walter Porter, "Cast off and scattered in thine 
ire," mm. 49-52. 

tkutf] Even y/btn be-

Hiib k \ , r f f 

set,be-sefc -will* 

m i 
- - - • IUM 

r , n )• f 
drtad; -tiwt wrihj 

I I fy ff 
( 1 LM 

jiv'rt * -6u»«, to ilnneEvViwkoi be-

\<v ~ — 

Wfw. tremt -• l»»*} 

-S J r-r-

trated (Ex. 55), or No. XI, "But 0 thrice blessed he," where 

"winged vengeance" falls by eighth-notes (Ex. 56). 

Each of Porter's Mottets is dedicated to a different 

friend. Some were no doubt intimates of his in the society 
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Example 56. Walter Porter, "But 0 thrice blessed he," 
nun. 17-18. 

jVioli by wtng - cA, ven • g MtKiytn-yuwct 

^ » J 
wv VtH - - yxtCl 

i m * 
shall by -(A ven yumd fM. 

i £ 

that centered on Westminster, for example Richard Busby, 

Headmaster, and Lambert Osbalston, a Master, of the 

Westminster School, and as Porter states on his title page, 

he himself was at this time "Master of the Choristers at 

Westminster." Another friend, the writer James Howell, 

Porter might have met first when they were both in Spain 

during the courtship of the Infanta in 1622 by Prince 

Charles (later Charles I).51 The dedicatee of the final 

psalm was one of Porter's fellow musicians, John Hilton, 

himself the composer of a number of devotional songs.52 

51. Sidney Lee, "Howell, James (15947-1666)," Dictionary of 
National Biography, ed. Sidney Lee and Leslie Stephen 
(London: Smith, Elder, and Co., 1908-9), X, 110. 

52. These are all in manuscript, mostly in British Library 
Add. MS. 11608, and include a setting for voice and con-
tinuo of Donne's holy sonnet, "A Hymn to God the 
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Walter Porter's book of Mottets, with its well-defined 

sections in verse anthem form were different from what had 

gone before, as previous publications of devotional song 

were in an almost continuous three-voice texture with no 

sectional treatment. These devotional songs of the disciple 

of Monteverdi begin to resemble stylistically many of the 

works which will be discussed in the next chronological 

period, which coincides with the Restoration. 

George Jeffreys 

Another English composer who was quick to take up the 

new Italian style was George Jeffreys (ca. 1610-1685), 

albeit somewhat in isolation. Anthony Wood describes 

Jeffreys as having been organist to King Charles I at 

Oxford. After the fall of Charles, the royalist Jeffreys 

went to work as steward to Lord Christopher Hatton on his 

country estate.53 There Jeffreys spent the rest of his life, 

and thus he could not have had too much influence on younger 

composers, though one of his works, the motet, Erit gloria 

Domini," was published in John Playford's 1674 Cantica 

sacra. 

At some point in his life, Jeffreys had access to some 

Father." 

53. Wood, o£. cit., II, 274. 
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Italian sacred music of the generation of composers after 

Viadana, for an autograph manuscript54 remains which con-

tains copies of one hundred and ten motets by composers such 

as Grandi, Giacomo Carissimi (1605-1674), Pietro Reggio 

(1632-1685), Giovanni Felice Sances (ca. 1600-1679), 

Francesco Maria Marini (fl. 1637), and "Gilles Hennio" 

(Gilles Hayne, 1590-1650). Perhaps Jeffreys had access to 

such music through Reggio, who lived in England from 

sometime before 1677 to his death in 1685. Jeffreys himself 

composed over one hundred Latin motets and devotional songs 

for one to three voices, and many English anthems and devo-

tional songs, all very much in his idiosyncratic Italianate 

style.55 Jeffreys' Latin devotional songs were in the line 

of descent from the sacred concertos of Alessandro Grandi, 

much in the same way as were those of Richard Dering. Peter 

Aston comments, however, that "if in general style and 

structure these sacred songs superficially resemble 

Dering's, Jeffreys's greater harmonic sophistication and 

occasional use of arioso reflect more modern influences, 

particularly that of Carissimi. This is most evident in the 

two motets for solo bass, '0 quam suave' and 'Speciosus 

54. British Library Add. MS. 31479. 

55. See Kenneth Bergdolt's dissertation, The Sacred Music of 
George Jeffreys (Ph.D. dissertation, University of 
Cincinnati, 1976) for transcriptions of many of these 
works. 
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forma,* both of which are characterized by long, flowing 

melodic lines despite the frequent dramatic leaps and the 

emphasis on technical virtuosity."56 Aston finds Jeffreys' 

English sacred music not so consistently good as the Latin, 

but admits that: "One or two of the devotional songs have an 

expressive range comparable with the best of the Latin set-

tings."57 Jeffreys' isolation in the country prevented his 

music from being more widely circulated, and thus he was not 

able to have the influence on later composers, such as 

Purcell, that the more illustrious Matthew Locke (whose 

music Jeffreys* most resembles) had.58 

Pre-Restoration Devotional Songs of Matthew Locke 

A much more influential and public composer in seven-

teenth-century England was Matthew Locke. His use of the 

Italian style in his secular and sacred music is decisive 

for later composers such as Humfrey, Blow, and Purcell. 

British Library Add. MS. 31437 is Locke's autograph manu-

script, which includes "A Collection of Songs "[made] when I 

was in the Low-Countreys 1648." Sixteen motets for one to 

56. Peter Aston, "Jeffreys, George," The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), IX, 584. 

57. Ibid., 585 . 

58. Ibid. 
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three voices, ascribed to three Italian composers, are 

included, along with fourteen three-voice psalm settings in 

English by Locke. The Italians represented are Galeazzo 

Sabbatini (1597-1662),59 Giovanni Rovetta (ca. 1595-1668),60 

and F. Buonaventura di Rogliano, alias Francesco Costanzo.61 

While these were not outstanding composers, Locke could base 

his own sacred vocal music on their basic structure and 

style. 

Prior to his Continental journey, Locke could have been 

exposed to the Italian style through the manuscripts of 

Dering's Latin motets then in circulation. It is quite pos-

sible also that Locke might have seen Porter's Madrigales 

and Ayres, and the two publications of Martin Peerson.62 

59. Sacre lodi concerto a voce sola C.A.T.B., con la parte 
continua da sonare . . . opera nona (Venezia: 
Alessandro Vincenti, 1640). 

60. Rovetta*s motets are from two collections. Motetti a 
due, tre e quattro . . . libro quarto, opera undecima 
(Venezia: Alessandro Vincenti, 1650) and Motetti conc-
ertati a due e tre voci con le letanie della Madonna 
opera quinta (Venezia: Alessandro Vincenti, 1639). 

61. Augustus Hughes-Hughes, A Catalogue of Manuscript Music 
in the British Museum, 3 vols. (London: Printed by 
Order of the Trustees, 1906-1909), lists Costanzo's 
motets as being from "(book ii)" and at this time the 
only existing publication of his is II primo libro delli 
mottetti a due, a tre, & a quattro, con un vespero, 
hinni, compieta, e messa a quattro, con il suo basso 
continuo (Napoli: Costantino Vitale, 1621). Nothing is 
known about Costanzo other than the existence of this 
one publication. 

62. Peter Dennison, "The Sacred Music of Matthew Locke," 
Music & Letters LX (1979), 61. Dennison also cites as a 
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Other composers experimenting in the Italian vein who might 

have been an early influence on Locke were Henry and William 

Lawes, who in the 1630's were composing their three-part 

psalm settings later to be published in the 1648 Choice 

Psalmes, and William Child, whose First Sett of Psalmes was 

published in 1639. The three-part devotional settings of 

these Englishmen share the same style traits attributed to 

Sabbatini, Rovetta, and Costanzo by Dennison. The Italians 

scored their motets for from one to three voices while Child 

and the Lawes brothers chose the three-voice configuration 

of two trebles and a bass with basso continuo, but in other 

respects the hallmarks of their styles are similar. All of 

these composers vary between two textures contrapuntal with 

very brief points of imitation, or homophonic with frequent 

suspensions and long notes. Additionally, sequential 

writing occurs often in the writing of both Englishmen and 

Italians. Dennison notes that in "some of the motets, par-

ticularly those by Rovetta, there is frequent alternation of 

duple and triple metre . . . "63 However, in English psalm 

possible influence George Jeffreys along with the 
others, "all of whom were experimenting on a small scale 
with newer Italian styles." Jeffreys, as far as can be 
known, did not begin to compose his large body of 
Italianesque sacred music until after 1646, when he left 
Oxford and went to work for Lord Hatton. It is not 
impossible that Locke could have known Jeffreys and seen 
some of these works in manuscript, but perhaps it was 
his Italian-influenced secular music which influenced 
Locke. See Aston, ojo. cit. , 584-585. 
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settings of this period triple meter is a relatively rare 

occurence. In addition to the Italian motets, Locke's auto-

graph manuscript also contains a set of fourteen sacred 

works in English for three voice parts and continuo, which 

Dennison believes to have been "designed for domestic devo-

tional use," and likens them to Child's psalms.6* These 

three—voice sacred songs were early works, exhibiting the 

style traits enumerated above. These can be seen in Lord 

rebuke me not," a setting of Psalm 6:1-5 (Ex. 57).65 Locke 

continued to emulate the Italian style, including "the ital-

ianate expressive language of a later period in which he had 

proved himself fully skilled by the end of the 1650'S."** No 

clear link such as Locke's autograph manuscript exists with 

the Italian style for the later sacred music, but several 

conjectures can be made. If George Jeffreys in his isolated 

country abode had had access to the sacred works of 

Carissimi, Reggio, and Sances, Marini, and others, then 

63. Dennison, ojo. cit. , 61. 

64. Ibid., 65. One of these psalm settings, "Behold! How 
^ d , " was published, minus its Alleluia and continuo 
part, in John Hilton's Catch that Catch Can: A Choice 
Collection of Catches, Rounds and Canons for 3̂  or £ 
Voyces (London: Printed for John Benson and John 
Playford, 1652). 

65. Nicholas Temperley, Peter Tranchell, and David 
Willcocks, eds. Anthems for Men's Voices, 2 vols. 
(London: Oxford University Press, 1965), II, 68-71. 

66. Ibid., 66. 
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Example 57. Matthew Locke, "Lord rebuke me not," mm. 5-13. 
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surely Matthew Locke, living in London, could have had at 

least equal exposure to these composers. 

Many elements of the Italian concertato style had been 

assimilated by English composers active during the Civil War 
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and Commonwealth years. The solo ensemble devotional song 

publications of William Child, the Lawes brothers, John 

Wilson, and Walter Porter were the medium in which these 

composers continued their adaptation of Italian sacred music 

during a time when the composition of church music was 

impossible for them. The young Matthew Locke during this 

time was able to observe firsthand Continental musical prac-

tices through his journey to the Netherlands, and to copy 

from Italian publications of sacred music several motets 

which, along with those of his English predecessors, bore 

fruit in his early three-part psalm settings. Locke's 

mature style, however, blossomed during the years following 

the Restoration of King Charles II, and the style of this 

era will be investigated in the next chapter. 
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Chapter VIII 

DEVOTIONAL SONG OF THE RESTORATION 

With the return of Charles II in 1660 and his resto-

ration to the throne of England, Anglican services were once 

more reinstated with full music and ritual. The Book of 

Common Prayer was revised, printed, and distributed 

throughout the country. Bishops were once more at their 

traditional sees and new men were appointed to fill bisho-

prics which had become vacant during the Interregnum. The 

king brought with him from his exile in France a taste for-

French culture and above all a penchant for French and 

Italian music. 

The Publications of John Playford 

John Playford, the music publisher who had known how to 

appeal to the tastes of the times and had been responsible 

for the flourishing of secular vocal and instrumental music 

during the Commonwealth years, now gathered together some of 

Richard Dering's Latin motets, which had been so popular 

when circulated in manuscript at the court of Charles I and 

Henrietta Maria. In 1662, the year in which the Book of 

Common Prayer was reissued, Playford brought out these 

motets in a collection entitled Cantica sacra. This col-

lection, with its Italian-style music reminiscent of Grandi, 
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pandered to the sophisticated tastes of courtiers and High 

Churchmen, who were once again in power, and was followed in 

1674 by a second volume, containing both Latin and English 

works, which will be discussed below in its chronological 

order. 

Psalms and Hymns in Solemn Musick 

In 1671 John Playford brought out a new psalter 

designed to improve the musical abilities of the public, and 

also with the ulterior motive of introducing them to alter-

native translations of the psalms.i 

PSALMS & HYMNS / IN SOLEMN MUSICK / OF FOVRE PARTS 
/ On the Common Tunes to the PSALMS in Metre: / 
Used in PARISH-CHVRCHES. / Also Six Hymns for One 
Voyce to the ORGAN. / For God is King of all the 
Earth, Sing ye Praises with Understanding, Psal. 
47. 7. / B y John Playford. / London, Printed by W. 
Godbid for J. Playford, at his Shop in the 
Inner-Temple. 1671. / 

Churchmen over the years had winced over the doggerel verse 

of the Old Version psalter whose poets, as Thomas Fuller 

wrote, "drank more from the Jordan than the Helicon." 

Playford himself wrote in his preface to Psalms and Hymns in 

Solemn Musick: 

See Nicholas Temperley, "John Playford and the Metrical 
Psalms," Journal of the American Musicological Society 
XXV (1972), 331-378, for a discussion of how Playford's 
aims were implemented through a series of publications 
from the 1660's and 70's, and continued by his son Henry 
through the 1690's. 
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For I must confess no sober and serious Christian 
can look on this Translation but with sorrow and 
pity, that so Heavenly and Divine a part of 
Scripture should be wrapt in such Course and 
Threadbare Language. 

Playford included forty-seven of the best long- and short-

meter common tunes. Printed with each tune was the 

Sternhold and Hopkins translation, along with an alternative 

translation either by Bishop Henry King, Miles Smith, or 

(supposedly) George Herbert. Along with the psalms were 

twenty-five hymns to be sung to the common tunes,2 and "Six 

Divine HYMNS for One Voice to the Organ." It is these six 

hymns which will concern us in this study since the tunes 

are original, not "common," tunes, and are composed in the 

declamatory style. The six hymns resemble Henry Lawes' 

three "Hymns to the Trinity" published by Playford in 1655 

which were discussed above in Chapter Seven. John Playford 

himself composed these hymns, and although he did not always 

use his melodic line for obvious for word-painting, he, like 

Lawes, was sensitive to the way the poem might be declaimed 

by a reciter, and the melody acts accordingly. In the first 

song, for example, a setting of Psalm One in the metrical 

translation by Samuel Woodford, we can see how carefully 

Playford wrote: "Most of the Hymns were Collected out of 
an unknown (but no doubt Pious and Religious) Author," 
but the author was, in fact, John Austin, a convert to 
Roman Catholicism who published his Devotions in the 
Ancient Way of Offices in Paris in 1668. 
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Playford sets accented syllables with longer note values and 

makes the most important word in a line the highest point of 

Example 58. John Playford, "Thrice happy man," mm. 1-9. 

Hrk« happy man who in the beaten wayes of carelefs dinners nc*vet 

-SSillllltliliiS 
blindly ftrayes to the Aflemblyes, nor maintains their part, their Scofis, or 

the phrase (Ex. 58). 

Not all of the six hymns for one voice are composed to 

metrical psalms. The next three are devotional poems, two 

by eminent poets and one by an as yet undetermined author. 

Francis Quarles' "On a Quiet Conscience," from his 1632 pub-

lication Divine Fancies, was used both by Playford for the 

second of the six hymns and by Henry Purcell in one of his 

own devotional songs published in Henry Playford's Harmonia 

sacra (1688).3 Playford avoided the monotony of setting the 

Henry Playford, Harmonia Sacra: or Divine Hymns and 
Dialogues: with a Thorow-Bass for the Theorbo-Lute, 
Bass-Viol, Harpsichord, or Organ, Composed by the Best 
Masters of the Last and Present Age, The Words by several 
Learned Pious Persons. . . . (London: Printed by Edward 
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first two hymns in the same key by varying "On a Quiet 

Conscience" with a change of meter. The musical form of the 

song can be described as ABC, and phrase B is set in triple 

meter reflecting "The Musick and the Mirth of Kings." 

Phrase C then returns to a "Slow" duple meter with words and 

music fleetingly reminiscent of phrase A. 

The third hymn is a setting of Herbert's emblematic 

poem, "The Altar," (Fig. 3) which opens the section of The 

Temple entitled "The Church."4 As with the other four hymns 

in this group which are in minor keys, "The Altar" (See 

Appendix III for the complete song) has the penultimate 

phrase cadencing in the dominant, but throughout the song 

phrases more often have cadences on the relative major, the 

seventh, or some other distant chord. Although we are in a 

key, there is still as yet no hierarchy of keys favoring the 

tonic, dominant, and subdominant. "On the Judgment Day," 

the fourth hymn, is by an unknown poet and deals with an 

often-treated theme in religious poems of the sixteenth and 

the earlier seventeenth century. Playford makes use of 

melodic sequences in this hymn and breaks up the poetic 

Jones, for Henry Playford, at His Shop near the Temple 
Church, 1688). 

The relationship of Playford's music to Herbert's pic-
togram has been convincingly described in Louise 
Schleiner, "The Composer as Reader: A Setting of George 
Herbert's 'Altar'" The Musical Quarterly LXI (1975), 
422-432. 
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Figure 3. George Herbert, "The Altar. 

The Church. 

The Altar. 

A broken A L T A R , Lord , thy f e m n t rel ics # 

Made of a h e . u t , and cemcnted with ccarcs: 

Whofc p m j art n j thy h ind did frame; 

N o workmins tool h i t h rouch'd thefarnc. 

A H t a R t alone 

I s fuch a ftonc , 

As nothing but 

T h y pow'r doth cut. 

Wherefore each pare 

O f my hard heart 

Meets in tins f rame, 

T o p in fc thy name. 

T h a t if I chance to hold my pcice f 

Thefc ftoncj to praifc thee may not crafe, 

O let thy blcflcJ S A C R I F J C S be m u l t , 

And f inf l i f ie tins A i r A ft to be thine. 
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lines both to highlight the drama of the text and to relieve 

the relentlessness of the eight-syllable iambic lines. The 

Old Version psalter was the source for the words of the 

penultimate hymn, a setting of Psalm 67, and it is the 

longest of the six, taking two pages instead of the one of 

the other hymns. The final hymn, an anonymous metrical par-

aphrase of Psalm 117, is the only one of the six in a major 

key, and it fittingly ends the group on a note of praise.5 

As Psalm 117 is the shortest of all the psalms, so Playford 

appended a coda of "Allelujahs" to balance the work. 

Cantica sacra, Book Two 

In 1674, the second book of Cantica sacra was pub-

lished, this time with not only Latin "hymnes" but also 

English "anthems and hymnes." The Term Catalogue for Easter 

(26 May 1674) carried the following advertisement. 

BASSO continuo. Cantica sacra; containing Hymns 
and Anthems, for two Voices, to the Organ; both 
Latin and English. Composed by Mr. Richard 
Dering, Mr. Christopher Gibbons, Dr. Benjamin 
Rogers, Mr. Math. Locke, and others. The Second 
Set. In Folio. Price 5s.6d. Printed for John 
Playford in the Temple. 

5. Only Benjamin Rogers' four-voice Latin Gloria Patri 
follows, ending the entire collection on a note of praise 
to God. 



338 

Most of the Latin works were attributed to Richard Dering,6 

whose motets had been so popular in the earlier volume. 

Other composers represented among the Latin hymns included 

Henry Lawes, George Jeffreys, and John Playford, the pub-

lisher of the set. The English anthems were by Locke, 

Gibbons, Rogers, Playford, Michael Wise, John Jackson, and 

Isaac Blackwell. Playford directed his preface "To all 

judicious Lovers and Understanders of Musick," stating that 

he has "contriv'd it both for publick and private use," and 

that the English "anthems" had been included at the request 

of several friends who had delighted in them when they were 

sung at his own house. 

Composers from different generations are represented in 

the collection, from Richard Dering, the oldest (1580-1630), 

to Michael Wise, the youngest (ca. 1648-1687). Each, 

however, can be seen to have emulated the Italian style 

through one or another of the different channels enumerated 

in Chapter Six. Their devotional songs generally alternate 

between recitative or arioso sections in duple meter and 

triple-time aria sections that resemble the dance-like 

Italian bel canto style found in cantatas and solo motets of 

Carissimi and other Italian composers of the seventeenth 

Playford wrote in his preface that: "Those at the 
beginning (from the Second to the Eighth) are much of Mr 
Dering's Way, yet by some believed not to be his, but all 
that have heard them conclude them Excellently Good." 
The true author has yet to be ascertained. 
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century. English Baroque vocal music had by this time 

undergone transformations similar to those which occurred on 

the Continent. From a text-dominated and musically immature 

medium, vocal music had gradually become a more integrated 

partnership of music and words. Although portraying the 

affections of the text was still considered to be important, 

composers increasingly imparted a more purely musical value 

to their recitatives by the introduction of arioso or 

tuneful sections using techniques which had been developing 

in instrumental music. Some of these techniques included 

various kinds of repetition such as sequence, imitation, or 

the repetition of whole phrases. Additionally, the harmonic 

rhythm became slower, and thus tonality became more firmly 

established. As the century drew to a close, the pendulum 

gradually swung to the other end as music more and more 

assumed a hegemony over the words. 

As devotional songs in English are the focus of this 

study, it is interesting to reflect upon the inexact termi-

nology of the period. Some of the "anthems" of the col-

lection contain printed directions designating certain sec-

tions "verse" and others "chorus," but the majority are 

really duets and might be classified under the category of 

solo anthem. The portion of Cantica sacra given over to the 

"English Anthems and Hymnes" begins with three duets by 

Christopher Gibbons (1615-1678), Orlando's son, which appear 
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as actual verse anthems in manuscript. It seems that 

Playford skillfully edited them by excising the choruses 

with which they appear in their manuscript versions in order 

to make them appeal to the domestic market by conforming to 

the popular combination of two treble voices or a soprano 

and a bass voice with continuo.7 

Since Gibbons' three anthems are set for two trebles, 

the thorough-bass is a completely independent instrumental 

line that provides a true counterpoint to the other two 

voices. The texture is unequivocally that of the trio 

sonata, with the two treble voices moving in short, close, 

imitative points or in duo by thirds or sixths (Ex. 59). 

Many examples of word-painting can be found in these devo-

tional songs, for instance the descending chromatic lines 

used to depict flowing tears (Ex. 60). Two of the three 

songs are the first songs studied so far to have an instru-

mental prelude, albeit a short one. "Sing unto the Lord" 

has an introduction of three bars and "How Long Wilt Thou 

Forget" one of four bars. 

All three of Gibbons' pieces are in D minor, but "Sing 

unto the Lord" lacks the B-flat signature of the other two. 

See Clare Grill Rayner, Christopher Gibbons (1615-1678): 
A Little-Known Seventeenth-Century Composer (Ph.D. dis-
sertation, Indiana University, 1962). Rayner has 
included these three among his list of verse anthems, and 
in his supplement has included modern editions of the 
three as they are found in the manuscripts, complete with 
their choruses. 
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Example 59. Christopher Gibbons, "Sing unto the Lord," 
mm. 1-12. 
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Example 60. Christopher Gibbons, "Sing unto the Lord," 
mm. 61-64. 
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Also interesting is the fact that the opening phrase, in D 

minor, is repeated immediately in measures 8-10 just one 

tone higher, in E major, cadencing at measure 10 on an A 

major triad in the first inversion. This makes it possible 

to get easily back to D minor on "0 ye saints of his." 

Benjamin Rogers, one of Christopher Gibbons' long-lived 

contemporaries (1614-1698) is represented by three 

"anthems," all with "Hallelujah" choruses, and three Latin 

"hymnes."8 John Perry White's research on the texts of 

Roger's English "anthems" has turned up only one poet. This 

8. For a modern edition see John Perry White, The Life and 
Vocal Music of Benjamin Rogers (1614-1698) (Ph.D. disser-
tation, University of Iowa, 1973). 
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is Joseph Beaumont, who wrote "Lift up your heads."9 

Beaumont's poem would appear to be a very free paraphrase of 

Psalm 24:7- 10,10 while "Let all with sweet accord," whose 

author is unknown, is a paraphrase of verses 1-7 of Psalm 

47, and "Tell mankind Jehovah reigns," also anonymous, is a 

paraphrase of Psalm 96:10-13. 

White also discusses the difficulties in discerning 

which anthems are for liturgical use and which are to be 

sung in the home. He concludes that "if the psalm includes 

lute accompaniment, or if it appears in a collection with 

secular music, then it may be assumed that it was intended 

for domestic use; otherwise, its function is more difficult 

to determine."11 He further notes, as have some other 

writers, that works published in the anthologies of devo-

tional music were often more forward-looking and less con-

servative in style than the liturgical music of the same 

9. Ibid., 115. 

10. It was published in 1749 under the title "Ascension" 
and, interestingly contains in parentheses the indi-
cation "To a Base & 2 Trebles," exactly the combination 
for which Rogers composed. Beaumont, in fact, has 
directions with many of these poems indicating a certain 
combination of performers, and a few even have the ini-
tials of composers who set music to the poems. So far 
the composers have not been identified. See Beaumont, 
Joseph, The Minor Poems of Joseph Beaumont, D.D., 
1616-1699, Edited from the Autograph Manuscript with 
Introduction and Notes by Eloise Robinson (Boston: 
Houghton Mifflin, 1914), 189. 

11. White, OJD. cit., 45. 
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composers. We have already mentioned this with regard to 

William Child, and White claims this for Rogers as well.12 

In giving the reason for this, White quotes Peter Le Huray, 

who wrote that: "the more volatile, surface emotions 

expressed in the secular music of the period were considered 

unsuitable for church."*3 It might also be said that the 

majority of the texts reflect the subjective, personal 

aspect of faith rather than the corporate and objective 

aspect. In a word, a Christian could express more freely 

the range of his faith in God in the privacy of his own 

prayer closet. Rogers' use of this more progressive musical 

style reflects this practice because it is confined, 

according to White, to the composer's verse anthems and the 

Latin and English devotional works of Cantica sacra. White 

has placed the composition of these pieces in the 1670's, 

and in spite of their use of a wider means of expression, he 

avers that the composer did not fully accept the more pro-

gressive style of other Restoration composers in his musical 

career.14 

Two of Rogers' "anthems", "Lift up your heads" and "Let 

all with sweet accord," are scored for two trebles or tenors 

12. Ibid., 46. 

13. Peter Le Huray, Music and the Reformation in England, 
1549-1660 (London: Herbert Jenkins, 1967), 154. 

14. White, OJD. cit. , 74, 76. 
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and continuo, but "Tell mankind Jehovah reigns," the third, 

is for "cantus" and bass voices with continuo. 

Interestingly, its vocal writing differs from that of the 

first two in that Rogers has the two voices sing together in 

note-against-note style throughout most of the piece. The 

use of equal voices in the the other two works seemed to 

call for a more imitative style. In fact, the two voices 

seem to be in dialogue, or in an almost continual volley of 

echo effects from one to the other, much in the style of 

North Italian music of an earlier period--Gabrieli, Grandi, 

and others (Ex. 61). Rogers, of all the composers in 

Cantica sacra, employs the most variety in his key signa-

tures as each "anthem" is in a different tonality, with key 

signatures of one flat, two sharps, and three sharps. 

The remainder of the composers in the English portion 

of the anthology were selected from younger generations, of 

which the next includes Matthew Locke (1621 or 2-1677) and 

the publisher himself, John Playford (1622 or 3-1687). 

Matthew Locke was the most original and dynamic composer of 

the generation between the old and new styles of English 

music. It was he who most thoroughly and dramatically 

adopted Continental practices, though at the same time 

retaining his interest in and mastery of the English poly-

phonic style. Locke's interest in polyphony and his ready 

use of instruments in church music both have been attributed 
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Example 61. Benjamin Rogers, "Lift up your heads," mm. 1-8 
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to his boyhood experiences as a chorister at Exeter 

Cathedral, where musical instruments were in accepted use 

even before the seventeenth century, and where he would have 

sung the great polyphonic works of the Elizabethans under 

the direction of Edward Gibbons, the eldest brother of 

Orlando. Although he was outstanding as a composer of 

theatre and of instrumental music, sacred music remained an 
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interest of his, as he attested to 

spending most part of my studies in composing 
Divine Hymns and Psalms, both in Latin and 
English, taken out of Holy Scripture, either imme-
diately as they lie, or collected as occasion 
requir'd . . . i 5 

Probably because he had earlier converted to Roman 

Catholicism, Locke was employed as organist to Charles' 

consort, Queen Catherine of Braganza, at her Catholic chapel 

in St. James's Palace from about 1662. After the death of 

Henrietta Maria, the queen mother, in 1669, Catherine's 

chapel was moved to Somerset House in 1671, and there Locke 

stayed for the rest of his life. Additionally, he held the 

positions of private composer-in-ordinary to the king 

(replacing John Coperario) and composer in the wind music 

(replacing Alfonso Ferrabosco II). 

We have evidence, as related above in Chapter Six, of 

Locke's exposure to and involvement with Italian music. 

This is to be found in his autograph manuscript, British 

Library Add. MS. 31437, which contains a number of Italian 

works which Locke copied from prints when he was in the 

Netherlands in 1648. 

Cantica sacra, Book II, contains the only sacred music 

15. Matthew Locke, The Present Practice of Musick Vindicated 
(London, 1673), Vol. 16 of Monuments of Music and Music 
Literature in Facsimile. Second Series--Music 
Literature (New York: Broude Brothers Limited, 1974), 
2 0 . 
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of Matthew Locke to have been published during his lifetime 

and includes six Latin "hymns"16 and two English "anthems," 

"Lord let me know my end" and "0 how Pleasant and how Fair." 

The Italian influence is patently present in the Latin 

motets, which are practically indistinguishable from similar 

motets by Carissimi and his contemporaries; the English 

works, though somewhat less melismatic, are in the same 

style. 

"Lord let me know my end" is a setting of Psalm 

39:5-8,14-15 from the Book of Common Prayer. This work also 

exists in several manuscripts in a version for five 

voices.17 The two-voice version, for "cantus" (soprano) and 

bass, is completely in the declamatory style and remains in 

duple meter throughout. Comparison with the five-voice 

version reveals several interesting aspects of Locke's tech-

nique. The vocal lines of the two-voice version are dis-

16. These are "Agnosce, 0 Christiane dignitatem," "Recordare 
Domine," "Omnes Gentes plaudite manibus," "Ascendit Deus 
in Jubilo" (Part II of the preceding), all for soprano, 
bass, and continuo; and "0 Domine Jesu Christe"and 
"Cantate Domino Canticum novum" for two sopranos and 
continuo. 

17. For modern editions see Christopher Dearnley, ed. The 
Treasury of English Church Music, 5 vols., general 
editors Gerald H. Knight and William L. Reed. Volume 
Three: 1650-1760 (London: Blandford Press, 1965), 
21-35; notes on p. 242; and Matthew Locke, Matthew 
Locke: Anthems and Motets, ed. Peter Le Huray, Vol. 
XXXVIII of Musica Britannica (London: Published for the 
Royal Musical Association by Stainer & Bell, 1976), 
89-96; notes on pp. 155-156. 
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tributed among the five voices in various ways. For 

instance, the opening sentence of the psalm is given to the 

tenor in the five-voice version but continues as in the two-

voice version until measure 17 when the tenor re-enters as a 

simple third voice singing note-against-note with the bass. 

In the second "verse" section, "For man walketh in a vain 

shadow," Locke reassigns the bass part to the second soprano 

line so that it becomes a duet for two sopranos. In measure 

57 of the five-voice version the second soprano line becomes 

the bass line of the two-voice version and the first soprano 

jumps down an octave to be sung by the alto (See mm. 49-52 

of the two-voice version). As the anthem proceeds in drama 

and complexity the two voices are divided among the five 

staves with Locke sometimes assigning a whole phrase to a 

certain voice and sometimes even breaking up phrases. Locke 

has lengthened the five-voice version in two major ways. 

First, he has included two sections for full chorus, and 

second, he has added another verse section, including verses 

11 and 12 of the psalm, which do not occur in the two-voice 

version. 

In comparison with Gibbons and Rogers, Locke's music is 

that of a new generation. The vocal line is more jagged, 

containing many more wide leaps, including leaps of a 

tritone, and it often moves chromatically or from a major to 
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Example 62. Matthew Locke, "Lord let me know my end," 
mm. 21-29. 
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a minor harmony in the same bar (Ex. 62).18 

Locke's other English composition, "0 how pleasant," is 

quite different in style. The first thirty-two of its 

seventy measures are in triple time, and it has the form of 

a charming dance of four eight-bar phrases. The remainder 

18. In musico-rhetorical terms this could be called mutatio 
toni. 



351 

of this verse anthem is in duple meter and contains a verse 

for soprano in the arioso style followed, in measure 46, by 

a tuneful chorus. The text of "0 how pleasant" is a 

metrical version of selected verses from Psalm 84, and 

alternates verses by Sandys with verses of an unknown 

poet.19 

John Playford is represented by one Latin and four 

English works. His style is similar to Locke's, which is 

perhaps not surprising since the two men were close in age. 

Playford's first "anthem" in Cantica sacra is a setting of 

all but the last verse of Psalm 130 with an appended 

"Hallelujah" chorus. The text is a modified version of the 

prose translation from the Book of Common Prayer. Playford 

made the most of the drama in the text through a combination 

of meter changes, key changes, and some word painting. (See 

Appendix for a transcription of the complete work.) 

After the sombre opening, "Out of the deep have I 

called to Thee," in declamatory style, Locke introduces a 

contrast at measure 21. "But there is mercy with Thee" 

swings in with a dance-like lilt in triple time and in the 

key of G major. At the word "feared" in measure 26, the 

19. Rosamund Evelyn Mary Harding, ed. A Thematic Catalogue 
of the Works of Matthew Locke with a Calendar of the 
Main Events of His Life (Oxford: Distributed for the 
Compiler by B.H. Blackwell, 1971), 18. My estimation of 
the distribution of Sandys' work with the anonymous poet 
is based on examination of my own microfilm copy of the 
Sandys/Lawes Paraphrase Upon the Divine Psalms. 
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meter changes back to duple. The introduction of a new 

psalm verse, "I look for the Lord," at measure 31 brings 

back the key of G minor and the arioso style until measure 

45, the beginning of verse 7 of the psalm. At "0 Israel 

trust in the Lord," the key changes back to G major and con-

tinues thus, through the "Hallelujah" chorus, to the end. 

Playford's second anthem is a setting of the Prayer 

Book version of Psalm 100, which is one of the invitatories 

of the office of Morning Prayer, or Mattins, and comes com-

plete with Doxology. One can imagine a devout Anglican 

household of the 1670's performing this in their daily cele-

bration of Morning Prayer. As with the other pieces 

examined above, the two voices often answer each other imi-

tatively in an echo effect. The last of Playford's 

"anthems," "My Lord, Thou has brought up my soul," is 

unusual in Cantica sacra in that the composer has added a 

third voice to the chorus. In these "anthems" Playford's 

style is more tuneful and less like the generation of Lawes 

than in the six hymns of his 1671 Psalms and Hymns in Solemn 

Musick. One wonders if the composer were trying to bring 

his style up to date to match that of the other contributors 

of English "anthems" in Cantica sacra. 

Two of the composers in the second volume of Cantica 

sacra are not so well known as their colleagues, and little 

is known of their lives. John Jackson was organist, vicar-
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choral, and possibly also Master of the Choristers at Wells 

Cathedral from September 1674 until his death in March of 

1688.20 Two "anthems" by him are included in the anthology, 

and his style places him, with Locke, in the new generation 

of recognizably middle Baroque English composers. Both of 

Jackson's anthems begin with texts which cry out for word 

painting, and the composer did not shrink from the chal-

lenge. "Set up thyself, o God above the Heavens" begins 

with rising vocal lines, the soprano ascending stepwise and 

Example 63. John Jackson, "Set up thyself, o God above the 
Heavens," mm. 1-2. 

Set uf tku-

i 7 r 

r i f f i r 
«*tf, 3 | God, 
"f* F f f | "f"* 

Set ufiJiy* 
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the bass leaping up a fifth to the octave (Ex. 63). 

Likewise, the beginning of Jackson's setting of Psalm 68, 

"Let God arise," starts with a bass solo rising ultimately a 

20. H. Watkins Shaw, "Jackson, John," The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), IX, 438. 
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tenth, followed by the soprano, whose phrase encompasses a 

Example 64. John Jackson, "Let God arise," mm. 1-2. 

t | . . — f - -
= 3 

L > , i r , = 

J f — ^ 

Let C w i X-

: 

rise 

y ' i — ^ 

L e t G o d 

! ^ J , j l . ' f * 3 

ninth (Ex. 64). Jackson also adopted the by-now popular 

"Hallelujah" chorus for both of his "anthems." 

Michael Wise (ca. 1648-1687), the youngest composer of 

the contributors to the second volume of Cantica sacra, was 

also one of the first group of boys to staff the new Chapel 

Royal under Charles II, and so it is fitting that he be men-

tioned last, as a transition to his contemporaries, who will 

be well represented in the next publication to be discussed, 

Henry Playford's Harmonia sacra. His single contribution to 

Cantica sacra is a setting of a text from the Song of 

Solomon 5:8-10,16b (KJV), "I charge you o Daughters of 

Jerusalem." As with other English works in this collection, 

it is in a declamatory style and in the form of a verse 

anthem. Wise has set the text as a dialogue between the 
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soprano and bass, and the closing portion of the text is 

sung by both voices as a chorus. The chorus in particular 

makes much use of melodic sequence for repeated textual sec-

Example 65. Michael Wise, "I charge you o Daughters," 
mm. 26-29. 
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tions (Ex. 65). 

The catalogues of music manuscripts at both the British 

Library and Christ Church Oxford testify to the popularity 

in middle and late seventeenth-century England of the sacred 

motets of Carissimi and other Italian composers of his gen-

eration. In a recent study Katherine T. Rohrer tendered the 

thesis that these Italian motets were "the single most 

important stimulus for change in Restoration vocal music," 

and responsible for "both the reinvigorated declamatory 

style of Restoration song and the new sectional contrasts in 

the verse anthem." She also attributes to the popularity of 

the mid-seventeenth-century Italian motet the flowering of 
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English sacred declamatory song of the late seventeenth 

century, represented at its best by Henry Purcell.21 Rohrer 

has taken an inventory of British manuscripts and found that 

over two hundred Italian motets of the middle seventeenth 

were transcribed, far more than any other type of 

Continental vocal music. Certain motets by certain com-

posers occur most frequently in these manuscripts, but 

Giacomo Carissimi is by far the most popular with nine 

motets appearing in over eleven manuscripts. Of the three 

most frequently occuring motets, two were published in Book 

Two of Henry Playford's anthology of devotional song, 

Harmonia sacra, published in 1693. These two are "Lucifer 

caelestis," which appears in eighteen manuscripts, and 

"Audite sancti, audite justi," which appears in sixteen dif-

ferent manuscripts. Other composers with a high represen-

tation in English music manuscripts include Felice Sances, 

Francesco Maria Marini, Natale Monferrato (ca. 1603-1685), 

Egidio Trabbatone (fl. 1625-1642), and Girolamo Casati (ca. 

1590-after 1657). In the case of these composers, their 

motets were all copied from printed sources (at Christ 

21. Katherine T. Rohrer, "The Italian Motet in Restoration 
England: The Case of Carissimi's Lucifer," a paper read 
at the 1984 meeting of the American Musicological 
Society. See Anne Phu Shapiro and Peter Breslauer, eds. 
Abstracts of Papers Read at the Fiftieth Annual Meeting 
of the American Musicological Society Meeting Jointly 
with the Society for Music Theory. Philadelphia, 
Pennsylvania. October 25-28, 1984, 44. 
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Church Oxford). With Carissimi, however, not all of the 

motets could be traced to earlier printed sources.22 A major 

collector and transcriber of Italian music during the 

Restoration, and particularly of Carissimi's, was Henry 

Aldrich (1648-1710), who from his undergraduate days to the 

end of his life was associated in various capacities with 

Christ Church Oxford, and many of these motets were copied 

by him. 

Knowledge of Carissimi*s music and of the mid-century 

Italian style was also disseminated in England by several 

Italian musicians who were in residence during the 

Restoration. During the 1660's the Albrici brothers, 

Vincenzo (1631-1696) and Bartolomeo (ca. 1640-after 1687), 

were in the employ of Charles II as composers and keyboard 

players.23 Vincenzo, about nine years older than Bartolomeo, 

had in fact studied under Carissimi, who was maestro di 

capella at the German College in Rome during the five years 

Vincenzo was a boy soprano in the choir there.24 Some other 

22. Rohrer compiled her statistics on Carissimi from Andrew 
V. Jones, The Motets of Carissimi (Ann Arbor: UMI 
Research Press, 1982), and statistics about the other 
composers on her own. 

23. According to Gloria Rose, Bartolomeo was in London no 
later than 1666 and Vincenzo was at the court of Charles 
II from 1664 or 5 to 1667 or 8. Gloria Rose, "Albrici, 
Bartolomeo"Albrici [Alberici], Vincenzo," The New 
Grove Dictionary of Music and Musicians, 20 vols., ed. 
Stanley Sadie (London: Macmillan, 1980), I, 226; 
226-227. 
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Italians resident in England during the Restoration were 

Pietro Reggio, a singer and composer, and Giovanni Battista 

Draghi, composer and main organist of the queen's Roman 

Catholic chapel. At one time, both Draghi and Locke were 

employed by Queen Catherine of Braganza as organists. 

The devotional songs of Cantica sacra demonstrate the 

Italian connection in several ways. The section of Latin 

works in the 1674 volume shows a relationship not only in 

their sectional form, alternating between recitative in 

duple meter and aria-like sections in triple meter, but also 

through the rhetorical embellishments and the use of the 

Latin language. The English-texted works share all these 

traits except language and their melodic style, which is not 

quite so ornate as that of the Latin works. This fully 

secular style was carried on by English composers who con-

tributed to the next publication of devotional song to be 

examined, Henry Playford's Harmonia sacra. 

Henry Playford's Harmonia sacra 

The Term Catalogue for Michaelmas (November) 168725 

24. Rose, "Albrici [Alberici], Vincenzo," Ibid., 226. 

25. Edward Arber, ed. The Term Catalogues, 1668-1709 A.D.; 
with a Number for Easter Term, 1711 A.D.: A Contemporary 
Bibliography of English Literature in the Reigns of 
Charles II, James II, William and Mary, and Anne, 3 
vols. (London: Privately printed, 1903-1906), II, p. 
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advertised the publication of a new collection of devotional 

songs published by Henry Playford, who had succeeded his 

father in business after the elder Playford's death the pre-

vious year. 

Harmonia sacra; / or, / DIVINE HYMNS / AND / 
DIALOGUES: / with / a THOROW-BASS for the 
Theorbo-Lute, / Bass-Viol, Harpsichord, or Organ. 
/ Composed by the Best Masters of the Last and 
Present Age. / The WORDS by several Learned and 
Pious Persons . . . In the SAVOY: Printed by 
Edward Jones, for Henry Playford, at his Shop near 
the Temple Church, / MDCLXXXVIII. 

A second volume of Harmonia sacra was published in 1693,26~ 

but evidently it did not sell so well as the first volume 

because in the Term Catalogue for Trinity 1694 the following 

advertisement appeared. 

The Second Part of that excellent Collection of 
divine Songs and Hymns, Entituled, Harmonia sacra; 
being not yet known to the World. These are to 
give Notice, that they will be sold at 3s.6d. per 
Book till Michaelmas Term, the former price being 
5s.; after which time, they will not be sold under 
the old rate.27 

Both volumes of Harmonia sacra were destined to go through 

two more editions (three printings) with various deletions 

and additions being made.28 

2 0 6 . 

26. Ibid., II, 464. 

27. Ibid., II, 510. 
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In conjunction with these devotional songs Playford 

also published an anthology of sacred poems collected by 

Nahum Tate, the poet who had fashioned the libretto for 

Purcell's Dido and Aeneas. Miscellanea sacra included most 

of the texts set to music in Harmonia sacra.29 The majority 

of texts chosen by the composers for their devotional songs 

in this anthology are not Biblical, as were the many psalms 

set by earlier composers. Instead, they used the verses of 

seventeenth-century English poets, many of whom were their 

own contemporaries. Louise Schleiner, writing about the 

change in Restoration verse and how it affected musical set-

28. Works which were deleted prior to the printing of the 
second edition were two by Matthew Locke: "And a voice 
came out of the throne" and "Then from a whirlwind 
oracle;" John Blow's "Hear God's almighty voice," and 
John Jackson's "There's no Disturbance in the Heav'ns 
above." These were replaced by "Happy the man, to whom 
the sacred muse," by John Weldon, and "0 God for ever 
Blest" by John Church; additionally, four anthems of 
Henry Purcell were included in Book One. Book Two also 
lost four pieces in preparation for the second edition. 
These were Jeremiah Clarke's "Ah! Son of David, Help! 
help!" and "Jehovah reigns" by the obscure composer 
Barrincloe, or Berenclow, as well as two Latin motets, 
"Audite Sancti, Audite Justi" by Carissimi, and "Venite 
Pastores ad Sacros" by Bonifazio Graziani. Book Two 
received two new works in Jeremiah Clarke's "Blest be 
those sweet Regions" and "A Hymn on Divine Musick" by 
William Croft. 

29. Nahum Tate, ed. Miscellanea sacra: or. Poems on Divine 
and Moral Subjects . . . (London: Printed for Henry 
Playford in the Temple-Change, in Fleetstreet, 1696). 
Two years later came a new edition: Miscellanea Sacra: 
or, Poems on Divine and Moral Subjects . . .The Second 
Edition, with Additions of Several Poems and Meditations 
in Prose. (London: Printed for Henry Playford in the 
Temple-Change, in Fleet-street, 1698). 
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tings of sacred poems, notes that composers tended to set 

religious texts which weighed heavily on the side of drama 

and description rather than moral content.30 

Playford engaged Henry Purcell, already recognized as 

the foremost composer of his day, to edit Harmonia sacra, 

and not surprisingly, Purcell contributed more music than 

any of the other composers to the anthology. With the 

exception of Matthew Locke, all the composers in the first 

edition of Book One were former boys of the Chapel Royal. 

Because no compositions of their master, Captain Henry 

Cooke,31 were included, one could say that Matthew Locke 

represents their musical father since he was of an older 

generation and had been a considerable influence in the 

development of an English middle-Baroque style in vocal 

music. 

Locke is represented by four works, each for a dif-

ferent combination of singers. "And a voice came out of the 

Throne" is a setting of Revelation 19:5-7 for two basses and 

30. Louise Schleiner, Herbert's "Divine and Moral Songs": 
Song-Text Features in The Temple and Their Importance 
for Herbert's Poetic Idiom (Ph.D. dissertation, Brown 
University, 1973), 182-183. 

31. Cooke had been in the Royalist army, travelled on the 
Continent in the retinue of the exiled Charles II, and 
was "the best singer after the Italian manner of any 
England," according to John Evelyn (Diary, 28 October 
1654). He was also the composer of anthems and devo-
tional songs in the Italian style, none of which ever 
saw print. 
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continuo. The glory of this Biblical scene is vividly and 

powerfully evoked through several means. The opening bars 

contain a rising vocal line, sung first by one bass and 

answered by the other, with the highest note on the word 

"Throne," thus establishing dramatically from the first the 

majesty of God. On the word "saying" the melody sinuously 

and melismatically descends to prepare for the next melisma 

on the the text "Praise our God," which involves the ascent 

of a ninth for the first bass and and a tenth for the second 

bass. The work is divided into five sections distinguished 

by changes in meter and texture. The second section is a 

solo in the subdominant for the first bass, beginning with 

the words, "And I heard, as it were, the Voice of a great 

Multitude." This is still in the declamatory style of the 

first section, and contains striking melismas on the words 

"many" and "Thundrings," this second leading into a short 

duet aria in triple meter on "Hallelujahs." The fourth part 

is a short four-measure duet in duple meter on the words 

"For the Lord God omnipotent reigneth" which serves as an 

introduction to the fifth, and final section, "Let us be 

glad," which begins in triple meter and changes, without 

change of meter sign, at measure 54, to duple time. 

The above duet was deleted, as was the next work, "Then 

from a Whirlwind Oracle," when the second edition of 

Harmonia sacra was issued. This paraphrase of the thirty-
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eighth chapter of Job by an unidentified poet was scored for 

one bass and continuo, and is in the same key, G major, as 

the previous work. Perhaps the editor of the second edition 

thought that the bass voice was too well represented, and 

that two G-major works for basses by Locke were too much for 

his public. The piece begins with a short, six-measure nar-

ration which introduces the voice of God, who then repri-

mands Job for the next sixty-five measures. At measure 60, 

the only change from the declamatory style occurs, a 

four-bar section in triple meter on the words "Let not poor 

silly Man with God contest." Perhaps Locke intended this 

short excursion into triple time to depict the words 

"silly," or possibly "contest." The triple time could 

suggest "contest," in the sense of a joust or a battle. 

Also, the regular, dance-like character of this phrase 

sounds somewhat "silly" and contrasts strongly with the 

sombre interrogation Job has received from God. In addition 

it serves as an introduction to the conclusion of God's mon-

ologue, which subsides at measure 64 with a return to duple 

time and declamatory style. 

The two devotional songs of Locke which were retained 

throughout all editions of Harmonia sacra were "The 

Passing-Bell," for soprano and continuo, and "I know that my 

Redeemer lives," a duet for two sopranos and continuo. "The 
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Passing-Bell," an anonymous poem,32 addressed to the "honest 

Sexton," who is bidden to let the grave of the poet "be 

quickly made." The poet has heard "for whom the bell 

tolls," and bids his friends good bye in a closing chorus 

for soprano and bass. Unlike Locke's other devotional 

songs, "The Passing-Bell" is a simple, tuneful song in a 

march-like style composed of four-measure phrases. The song 

avoids being monotonous by a change in accent introduced 

after the third phrase. Up to this point the phrases have 

begun on the down beat and ended decisively on a half note. 

Now the accent shifts to the up beat for the next two 

phrases (Ex. 66) till the end of the solo. At the chorus 

the accent is once again on the downbeat but variety is 

achieved through a textual repetition which has added six 

beats to the musical line. 

Sir Thomas Dereham's paraphrase of Job 19:25-27 served 

as the text for Locke's "I know that my Redeemer lives." It 

begins in G minor with the two sopranos singing imitatively 

in duple meter and the first soprano continuing with an 

extended solo until the chorus. Here the key changes to G 

major and the meter to triple as the duo give encouragement 

to "fear not Death's shady Grotto, 'tis the way to that fair 

dawn of Life's eternal day." 

32. It can be found in Norman Ault, ed. Seventeenth Century 
Lyrics From the Original Texts (New York: William 
Sloane Associates, 1928, 2nd ed., 1950), 399. 
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Example 66. Matthew Locke, "The Passing-Bell." 

The P A S S I N G - B E L L Set by Mr. Matthew Lock. 

Ome, bondt Sextm, tike thy Spade, and let my Grave be quickly made; 

— j c •i £T i ^ 

Thou (tilt art ready for the Dead,like • kind Hoft to make a Bed: I now am come to 

F f 
be thy Gueft, let mc in fome dark Lodging reft; for I am weary, full of pain,and 

of my Pilgrimage complain: On HeatWi Decree I waiting lye, and all my Wifliei are to die* 

C H O R U S , 
b 

Httki itrkl I ittr mj BO, I but mj Ttjfa MJtrmtS, ftrtwtS, mj Um»t FriaUiJmwtt, 

Htrk! bsrk! 1 htmr mj Vt§>% Btl, Ikt*my P t f u i g m j I m t [ FrimJt,ftnwtI. 

The boys of the Restoration Chapel Royal were an 

illustrious group, and among the first generation were three 

who composed works for Harmonia sacra; these were Pelham 
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Humfrey, William Turner, and John Blow. It may be recalled 

that the teenaged Humfrey was sent by Charles II to the 

Continent to learn about the current musical styles, and 

records from 1664 indicate that the King provided from his 

secret service money 200 pounds "to defray the charge of his 

journey into France and Italy." The only other surviving 

reference to Humfrey's study abroad comes from the diary of 

Samuel Pepys, who recorded on 1 November 1667 that the young 

composer had just returned from France. Peter Dennison con-

cludes from his research on Humfrey's life and works that 

"the music that he wrote after this strongly suggests that 

he had had direct contact with Lully and with Carissimi and 

his Italian contemporaries."33 It has also been inferred 

that the young Englishman became familiar with Italian tech-

niques through Italian and Italian-inspired music already in 

circulation in England. Humfrey's oeuvre contains five 

devotional songs, four of which are in Harmonia sacra, and 

all are set to penitential texts.34 Humfrey (1647-1674), who 

died at an even younger age than Purcell, had a gift for 

setting English words affectively, and his devotional songs 

33. Peter Dennison, "Humfrey, Pelham" The New Grove 
Dictionary of Music and Musicians, 20 vols., ed. Stanley 
Sadie (London: Macmillan, 1980), VIII, 777. Dennison 
completed a dissertation: The Life and Work of Pelham 
Humfrey, at Oxford University in 1970. 

34. For a modern edition see Pelham Humfrey, Complete Solo 
Devotional Songs, ed. Peter Dennison (London: Novello & 
Company Limited, 1974). 
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reflect this no less than his verse anthems. 

"Lord! I have sinned" is a setting for soprano and con-

tinuo of a poem by the great Anglican divine Jeremy Taylor, 

whose poems were also set by Purcell.35 Humfrey makes use of 

dissonant melodic intervals such as the diminished fourth; 

chromatic movement and melismas are also part of his arsenal 

of dramatic devices. He has a sure sense of melodic contour 

and of how to pace the melody so that it effectively engages 

the listener and produces in him the desired affections (Ex. 

67) . 

Few poems of John Donne were set by seventeenth-century 

composers, but "Wilt thou forgive that Sin" was twice set to 

music, first by John Hilton36 and later by Pelham Humfrey. 

35. This poem is the first of a set of two "Penitential 
Hymns" by Taylor from his small collection of Festival 
Hymns. See Jeremy Taylor, The Golden Grove, Or a Manual 
of Daily Prayers and Litanies Fitted to the Days of the 
Week: Containing a Short Summary of What is to be 
Believed, Practised, Desired: Also Festival Hymns, 
According to the Manner of the Ancient Church (London: 
Printed by J.R. for R. Royston, at the Angel in 
Ivie-Lane, 1655), Vol. VII of The Whole Works of the Rt. 
Rev. Jeremy Taylor, D.D. . . . , 10 vols. (London: 
Longman, Brown, Green, and Longmans; [et al.], 1850), 
Vol. LXVII of Anglistica S< Americana (Hildesheim: Georg 
Olms Verlag, 1970), VII, 661-662. Purcell set the 
second of these hymns, "Great God, and just!" 

36. Hilton's setting of the poem dates from approximately 
1630 and is in manuscript (British Library Egerton MS. 
2013) It can be found transcribed in Andre Souris,ed. 
Poemes de Donne, Herbert et Crashaw mis en musique par 
leurs contemporains (Paris: Centre National de la 
Recherche Scientifique, 1961), and The Hymnal 1982 
according to the use of the Episcopal Church (New York: 
Church Hymnal Corporation, 1985), No. 140. 
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Example 67. Pelham Humfrey, "Lord! I have sinn'd," mm. 1-12 

Ord! 1 have finn'd, 1 have finn'd, and the black Number fwells 

to fuch a dif—mal Sue d, that fhould my fto—ny ] 
p 

He arf,ar 

-g—i 

-r—f-r— 

id Eyes,; 
— 

and 

t-H 

this whole 

l - ...tp. .rf 

d -

r—**—t | M |~ 

1* t= t=l p-t 1 — • — 1 P -
fin—ful Trnnk a Flood become, and ru- -n to Tears, their 

Humfrey*s version makes much use again of the diminished 

fourth. Its initial occurrence is in the first two measures 

of the song, and its placement within the melodic configu-

ration of that opening makes it resemble almost exactly the 

beginning of "Lord! I have sinn'd." The diminished fourth 

appears again and again throughout this song, and the 

opening musical phrase is repeated several times, though 

modified somewhat at each occurrence (Ex. 68). The song is 

divided into three sections, the first two sections ending 

with the words, "When thou hast done, thou hast not done, 

for I have more," and these are given exactly the same 
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Example 68. Pelham Humfrey, "Wilt thou forgive that Sin." 

a. Measures 1-6. 

ILT thou forgive that Sin, where 1 began, which was my Sin tho* 

Hi m 
it were done be-fore? Wilt thou for—gife that Sin, through which I run, and do run 

ftiD, tho* flill 1 do deplored When thou haft done, thou baft not done, for I have more. 

b. Measures 13-18. 

Wilt thou forgive that Sin, by which I've won o-the» to fin, tnd made my Sin their 

dore ! Wilt thou forgive that Sin, which I did ihun a Year or two, yet wallowM in a 
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music. The final section ends on a hopeful note with the 

altered text, "and having done that thou hast done, I fear 

no more." 

Preceding the Donne setting in the anthology is 

Humfrey's setting of a lugubrious poem by Thomas Flatman, 

"On a Dying-Friend." This is another declamatory work for 

soprano and continuo, and exhibits some of the style traits 

already enumerated. 

Born just one year later than Humfrey, John Blow 

(1648-1708) outlived both him and Henry Purcell, who was a" 

generation younger. One of the compositions in Harmonia 

sacra, "A Dialogue between two Penitents," is described in 

the score as having been "Set by Mr. Pelham Humphryes, and 

Dr. John Blow." Two penitents, singing in recitative, 

recall the horror of their sins and then join forces in a 

duet calling upon Jesus to have mercy on them. The dia-

logue, beginning with the words, "Hark! how the wakeful 

chearful Cock," is at first in the bright key of F major but 

soon changes, as the second penitent starts to remember his 

sins, to F minor, in which the song continues to its close. 

Blow and Humfrey are sensitive to the demands of the text, 

heightening the drama through melodic and harmonic word-

painting (Ex. 69). 

Blow himself is represented in Harmonia sacra by nine 

works, including one which was deleted after the first 
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Example 69. John Blow and Pelham Humfrey, "A Dialogue 
between two Penitents." 

a. Measures 9-10. 

£ i 
* — * 

wakes a Sin* that fiepc within, roozet a Crime that 

b. Measures 12-14 

Sir«Flow, flow rajr Tear.! O wben will yon be-e in! Siint 

c. Measures 20-23 

Setmd fadtm. 

± r 

PP 
Wo*i me.' Wo*« me! I ha?e# more than Saint P*or did, with 

—J— •5". b L - T ~ f ! d— P-4--I t = w J—* 

edition. This was "Hear God's Almighty Voice," a decla-

matory solo for bass and continuo. The dramatic text, which 

describes God's awesome and terrible aspects, seems to have 
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been chosen for the opportunities it presented for exciting 

affective devices, especially melismas. 

George Herbert's The Temple was again a mine for texts 

with Blow's setting of "Grieve not the Holy Spirit," which 

is based on Ephesians 4:30. The song, which is in reci-

tative style, stays around the tonic and the relative major 

until the words, "Oh! Oh! take thy Lute," when the sentence 

begins in C major. This is the point at which Herbert seems 

to intend an articulation in the poem, as the poet resolves 

to attune himself to the grieving Spirit.37 

The very next song in the anthology is "Lucifer's 

Fawl," a duet for soprano and bass.38 Blow has set the text 

in a most interesting fashion by having the first section, 

in which the singers exclaim repeatedly that Lucifer has 

been cast down and has fallen from heaven, have so many 

descending lines as to seem very precipitous (Ex. 70). At 

the words, "For thou said'st in thy Heart," Blow has set the 

text as a dialogue, with the soprano replying to the bass, 

37. For further discussion, see Schleiner, Herbert's "Divine 
and Moral Songs," op. cit., 57-58, 183-189. 

38. Katherine T. Rohrer, in "The Italian Motet in 
Restoration England: The Case of Carissimi's Lucifer," 
a paper read at the 1984 meeting of the American 
Musicological Society, noted the decisive influence of 
the mid-seventeenth century Italian motet on Restoration 
vocal music and that many English composers, including 
Blow, were intrigued by Carissimi's motet, "Lucifer 
Caelestis olim Hierarchae," found in Harmonia sacra, 
Book Two. 



373 

Example 70. John Blow, "Lucifer's Fawl," mm. 1-9 

IHB 

P 
a= 

i S 
a 

OW art tboti fc!Tn from Heiv'o, 

OW art thou fall'n from Heat'n, O lM~c+.fcr i 

art thou fall*— -n from Hear**, O lM-d-fer! How art thou feirn from Heat'n, 

n from Heat'n, O arttbou fair LM-ct^ferl How art tboti (all'nfrom Heaven, 

"I will ascend into the Heav'ns (Ex. 71)." From here 

Lucifer continues to assert his position with ascending 

vocal lines, but when God interjects, "yet thou shalt be 

brought down into Hell," the line once again begins to 

descend and the two voices end together on "be brought down 

into Hell." 

A third Blow song, "Enough, my Muse, of earthly 

Things," follows "Lucifer's Fawl." This duet for soprano 

and bass is a meditation by Abraham Cowley on the mystery of 



Example 71. John Blow, "Lucifer's Fawl," mm. 25-32 

374 

down! I will af-cend in-td the Heav'n, I will a f — 

down! For thou fcid'll in cby Heart, for thou fcid'ft in thy H a r t , 

—cend into ibe HeavVii. I will exalt my Throne above the Scan of 

I will afcend, af—cend, into cbe Heat'ni. 
74 

1 will ex— 

the Crucifixion and Resurrection.39 The poet comments upon 

the seeming paradox of this mystery in an oxymoronic way, 

with such words as "the happy mournful Stories, the lamen-

table Glories of the great crucify'd King." Blow responds 

to this musically by vacillating between major and minor 

harmonies (Ex. 72), an example of the general musico-rhe-

torical figure antitheton, and here, more specifically. 

39. The title of the poem is "Christ's Passion," and was 
published in Abraham Cowley, Verses Lately Written upon 
Several Occasions (London: Printed for Henry 
Herringman, 1663). 



Example 72. John Blow, "Enough, my Muse, of earthly 
Things," mm. 9-18. 

375 

and on tbem play, and to tbern fing, the happy mournful Sto-riet, the la— 

and on them play, and to them ling, the happy mournful Stories 

4-1^3 JU. 

»men—-ta—blc Glories, of the gfei— 

• 

— 3 
t cru-ci--fy,d King. 

the la~-raen—ta-ble Gloriei, of the gfea-

i 
t era—ci-fy'd King. 

mutatio toni. 

Another example of the sacred dialogue is one " . . . 

betwixt Dives and Abraham," set by Blow. Dives is the apo-

cryphal name given to the rich man in the parable (Luke 

16:19-31) Christ tells of the poor man Lazarus who is 

exploited on earth but then received into the bosom of 

Abraham while the rich man (Dives) must go down to Sheol. 

Dives is sung by a soprano (or tenor) and his vocal line is 

constantly reaching up, as if he were reaching up to heaven 

from his place below. Abraham, a bass, often drops down, 
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not just on words like "Hell" but also in general, thus 

depicting Abraham looking and talking down to Dives. This 

dialogue ends with a chorus of admonition against such a 

lack of charity as that exhibited by Dives. 

Following the dialogue of Dives and Abraham is a 

setting of a poem by Thomas Flatman, for soprano and con-

tinue. 40 This poem, "Peaceful is he, and most secure," is 

really a moralistic, rather than a divine poem, and is set 

in recitative style. 

More than fifty years earlier Thomas Brewer had set to 

music an anonymous poem on the crucifixion of Christ, "0 

that mine eyes would melt,"41 and now John Blow took the 

same text for his own very different setting to a ground 

bass. The three-and-a-half-measure ground is used three 

times unchanged, but after the third time, it is modified 

and interrupted several times (Ex. 73). 

The last of Blow's devotional songs in Harmonia sacra 

appears in Book II; this is his penitential hymn, "0 mighty 

40. Thomas Flatman, Poems and Songs (1674). In a facsimile 
reprint of the 3rd edition (London, 1682), the poem is 
titled, "The Happy Man." Thomas Flatman, Poems and 
Songs, 3rd ed., with Additions and Amendments (London: 
Printed for Benjamin Tooke, at the Ship in St. Paul's 
Church-Yard, 1682), facs. edition (Ann Arbor: 
University Microfilms International, 1978), 49-50. 

41. This song can be found in more than one 
manuscript--British Library Add. MS. 10337, ff. 54-53b 
(inverted); British Library Add. MS. 11608, f. 45v; New 
York Public Library Drexel MS. 4257, No. 260. 
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Example 73. John Blow, "Oh that mine eyes would melt." 
Ground, mm. 1-4. 

H ! Oh chat mine Ey« would mel- - I in-co a flood, 

T^frrr" EE3 Ej a B Ej g 
I—1 y LI F: •F-3 3 9 p 0 \'" 

God." The bass line resembles a ground without being a true 

ground bass and the soprano contains much melismatic 

writing, some of it used at logical places for word painting 

Example 74. John Blow, "0 mighty God," mm. 8-10. 

(Ex. 74), but some of it at places where it seems done 

merely for decoration (Ex. 75). The song's three sections 

are delineated by a meter change to triple time in the 

middle part, a rare occurrence in Blow's sacred songs. 

The last of the original Restoration Chapel Royal boys 



Example 75. John Blow, "0 mighty God," mm. 11-18. 
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1= 
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If to Lament my w— Penitent, and teach me, teach me right 

to be included in Harmonia sacra was William Turner 

(1651-1740), who is represented by only one song, "Thus 

Mortals must submit to Fate." This song is set in reci-

tative style with a triple-time chorus extolling the joy of 

a soul which has ascended to heaven (never actually men-

tioned by name). The lyrics are more fatalistic than 

Christian in their outlook, and are in the suitably dour key 

of A minor. Turner did not have the musical gifts of 

Humfrey, Blow, or Purcell, and his setting seems square and 

dull by comparison. 

The majority of the compositions in both volumes of 

Harmonia sacra are by the "British Orpheus," Henry Purcell, 

who was, as mentioned above, the editor of the anthology. 
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Purcell's outstanding achievements in the genre of 

devotional song have often been mentioned, but the music has 

never been given a substantial study. An attempt will be 

made to begin an investigation of this rich repertoire by 

examining those songs which were published in the two 

volumes of Playford's anthology. Several of Purcell's devo-

tional songs are well known to concert audiences and record 

collectors, but the bulk of these are virtually unknown to 

musicologists, performers, and listeners.42 

Ian Spink, in his study of English seventeenth-century 

song, has given a useful description of Purcell's stylistic 

development as a song writer,43 and since the songs of 

Harmonia sacra are in the same style as Purcell's secular 

songs, Spink's description holds good for the sacred songs 

as well. Henry Purcell composed throughout his life many 

songs in a vein which was simple, tuneful, dance-like, and 

superficial, reflecting the trivial milieu of the 

Restoration court. Prior to about 1683 the bulk of his 

42. The corpus of Purcell's devotional works includes 
several songs in manuscript and a group of devotional 
part songs. Since the limits of this study are set at 
printed works, these will not be dealt with, but see 
Nigel Fortune, "The Domestic Sacred Music [of Purcell]," 
in Essays on Opera and English Music in Honour of Sir 
Jack Westrup, ed. Nigel Fortune, Frederick Sternfeld, 
and Edward Olleson (Oxford: B. Blackwell, 1976), 62-78; 
Robert Ford, "A Sacred Song Not by Purcell," Musical 
Times CXXV (1984), 45-47. 

43. Ian Spink, English Song: Dowland to Purcell (New York: 
Charles Scribner's Sons, 1974), 208-240. 
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songs were in this style. From about 1683 through 1688 

Purcell sought to expand the emotional range of his songs. 

This was done musically through experimentation with reci-

tative and larger musical forms, and textually through the 

choice of more serious poets such as Cowley and Herbert. 

Purcell enriched the recitative, through a variety of 

musical means, as a vehicle for expressing the passions, 

turning it into a highly expressive and rhetorical medium. 

He composed many songs which were solely recitative and many 

which were either cantata-like with alternating sections of 

recitative and air or recitative with a short, tuneful 

chorus appended. To give form and coherence to the dramatic 

recitative he looked first to the ground bass, a technique 

which he would use over the years with ever more ingenuity 

and freedom.44 The last part of Purcell's life brought forth 

songs which reflected current Italian trends in the use of 

binary and da capo forms, "in which abstract and fundamen-

tally instrumental techniques were employed in the creation 

of sizable and musically self-sufficient structures."45 Book 

One of Harmonia sacra was published at the end of the middle 

style period described by Spink, who assigns "a number of 

sacred songs, later published" in the anthology to this 

44. Purcell's sacred songs contain relatively few examples 
of the use of the ground bass, but the corpus of his 
secular song exhibits much use of it. 

45. Ibid., 209. 
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time.46 The publication of Book Two falls within the third 

style period, and the songs of both volumes will be seen to 

conform to Spink's scheme. 

Book One contains twelve Purcell songs which can be 

compared to the style characteristics set forth by Spink. 

Three of the songs are completely in recitative, while four 

are recitatives with a short chorus in triple time appended. 

Thus, a majority of seven are wholly or almost wholly in 

recitative. Two other songs, the "Morning Hymn" and "Awake, 

and with attention hear," are comprised of three or more 

sections, and contain much recitative. The remaining three 

songs in Book One can be loosely termed tuneful, and one of 

them, "Evening Hymn," is built upon a ground bass. 

Harmonia sacra opens with Purcell's simplest and most 

tuneful devotional song, the well-known "Evening Hymn," 

which is, as the score states, composed "on a ground." The 

five-measure ground is used twenty-two times altogether, 

eighteen times in its original key of G major and four times 

in transposition. The first transposed ground is tonally 

unstable and is framed, as it were, by the first measure of 

the original ground used as a transition from one key to the 

next (Ex. 76). The other three transposed grounds follow 

immediately in D major. Purcell achieves further variety 

because the uneven length of the melodic phrases assures 

46. Ibid., 215. 
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Example 76. Henry Purcell, "Evening Hymn." 

a. Measures 1-9. 

Ow. now thtt (be Sun bath 

b. Measures 28-43. 

God, eren in thy Armi, er*n in thy Amu, and can there be a—ny to firee-
*? 

Se—cu—ri—ty! Cut there be, a-ny fo Tweet, fc fweet Se-.-cu ri—ty! 
< *7 

that cadences do not always fall at the end of each occur-

rence of the ground. The author of the text, and of several 

other texts set by Purcell, was William Fuller, late Bishop 

of Lincoln. 

Following the "Evening Hymn" is a setting of Francis 

Quarles' "The Crucifixion: On Our Saviour's Passion." This 

is for soprano and continuo and set in recitative style in 
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the key of A major. 4 7 At measures 21-22 the score contains 

the directions, "The Key alters," and briefly the key is 

changed to A minor followed by three very chromatic, tonally 

unstable measures to the words, "and shall not I melt one 

Example 77. Henry Purcell, "The Crucifixion," mm. 20-24. 

7k ftjdurt. 

r~ rTr 

oar fed 

J—f-
Hearts (hoald da fan 
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fenfelefi things do this, Jnd 
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(hall not 
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poor drop, to see my Saviour dye?" (Ex. 77) 

"A Morning Hymn" by William Fuller is the next song of 

Purcell's in Harmonia sacra. This is set in a three-part 

form delineated by change of meters. The first, and 

longest, part of the "Morning Hymn" is in recitative style, 

and Purcell, in order to heighten the affective quality of 

the text, has repeated words and altered it in places from 

47. There is a version in the key of G major which exists in 
manuscript. This is the Stoneleigh Abbey "Song Book of 
Mr. Montrist" described and transcribed by John P. Cutts 
in "An Unpublished Purcell Setting," Music & Letters 
XXXVIII (1957), 1-13. Cutts apparently did not know 
that the song had already been published in Harmonia 
sacra, and in the next number came a reply from Nigel 
Fortune, "Correspondence. An 'Unpublished' Purcell 
Setting," Music & Letters XXXVIII (1957), postscript by 
the editor, Eric Blom, 207-208. 
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the way it later appeared in Miscellanea sacra. In this 

song he went so far as to insert several lines of new text, 

for at measure 29 words not in Fuller's poem appear and the 

meter changes for the next eight bars to triple for a dance-

like coda as the singer relates that he would rejoice if 

"ev'n the Innocent should wish themselves like me, when with 

such Crimes they such Repentance see." The word "Joy" is 

emphasized bv extending it with dotted melismas. This jubi-

lation is interrupted, however, by the very end of the song, 

which is a recitative in duple meter and depicts the 

singer's sudden reflection, "yet who can dye so to receive 

his Death?" 

Following "A Morning Hymn" is another setting of a poem 

by Fuller, "In the black dismal Dungeon of Despair," (Ex. 

78) which is completely in recitative. This is the graphic, 

impassioned cry of a sinner who has turned away from God's 

love, and having realized the emptiness of life without Him, 

calls out to Jesus to take him back. This song contains 

examples of many of the traits which can be found in 

Purcell's recitatives throughout his development as a song-

writer during the 1680's.48 Measures 20-30 provide some 

typical characteristics of Purcell's developing vocal style. 

48. See pp. 336-337; Spink, English Song, 213-214, 217, 221, 
and Margaret Laurie, "Purcell's Extended Solo Songs," 
Musical Times CXXV (1984), 19, for useful summaries of 
these style traits. 
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Spink writes of "disjointed rhythms" which contribute to 

"the dynamic quality of the verse," and this can be seen in 

measure 21 at the word "sharper," where the character of the 

word is vividly portrayed through the combination of the 

Lombard rhythm with the dotted eighth-sixteenth rhythm and 

the accent which is created through the rhythm and the con-

figuration of the four descending notes. The next measure, 

at the word "Courting," shows an example of the frequent 

downward leaps "within a slurred pair of notes, the first of 

which is accented but frequently the shorter." Measure 24 

exhibits a two-note slide, an often encountered device, on 

the word "woe." "Grieve," in measure 25, demonstrates the 

use of a prepared accented dissonance approached from below 

the note. The tortuous melisma beginning at the last beat 

of measure 22 is a typical Purcellian recitative technique. 

Again, Purcell has modified the text to increase the ability 

of the song to move the passions of the singer and the lis-

tener. From measures 33 to 42 the composer framed or set in 

relief the anguished questioning of the penitent through 

repetition, change, and expansion of Bishop Fuller's poem. 

Purcell repeats Fuller's words, "is there no Redemption, no 

Relief" three times, each time a little higher, in an 

approximately sequential way,49 and twice repeated the name 

49. As a musico-rhetorical figure, this procedure goes by 
the nameof synonymia. 
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Example 78. Henry Purcell, "In the black, dismal dungeon," 
mm. 20-30. 

Fool that I wai, worthy a (har—per Rod, to flight thy Courting, O • 
\ * » * t * . b I 

-my God ! 

M wm 

For thou did'ft woe intrear, and grieve,didH beg me to be hap -py, and to * * 

five*,batIwoa'dnot;I chofe to dwell witk Death, far, far from thee, fcr, (arfromtbee, too 
1$ 76 

"Jesu" as a melodic sequence. Additionally, Purcell changed 

the word "murd'rer" to "Magdalen." Was he perhaps trying to 

include any female singer who might be performing the song? 

The next in a series of songs by Henry Purcell in 

Harmonia sacra is a setting for soprano of Bishop Jeremy 

Taylor's paraphrase of Job's curse from Chapter Three of 

that biblical book. Like the "Morning Hymn," "Job's Curse" 

has a section in triple meter after a long first part in 

recitative. The triple meter section is a restful 

reflection upon the peace of the grave which Job desires, 
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and it is repeated as a chorus for soprano and bass. 

One of the longest of Purcell's devotional songs 

follows "Job's Curse," and differs from the penitential 

character of the previous songs with its very dramatic 

opening, "Awake, and with attention hear." A paraphrase in 

verse by Abraham Cowley of the thirty-fourth chapter of book 

of the prophet Isaiah, this song is composed for bass voice 

and continuo. Purcell set all six strophes of Cowley s 

poem, achieving variety through changes of key and meter and 

changes from recitative to tuneful styles of melody. The 

song is, in effect, a cantata, and several more of these 

multi-partite works will occur in Book Two. The final 

portion of the song, beginning in the sixth strophe with the 

words, "The evil Spirits that delight," is in triple time 

and is built on a ten-measure ground which Purcell uses 

twice before abandoning it for the rest of the song. 

George Herbert was the poet for the next song, "With 

sick and famish*d Eyes," which Purcell set completely in 

recitative for soprano and continuo.50 Purcell has again 

altered the text, this time by making two small modifica-

tions in the wording, and by using only those stanzas of the 

50. See Louise Schleiner, "Seventeenth-Century Settings of 
Herbert: Purcell's 'Longing'," in "Too Rich to Clothe 
the Sunne:" Essays on George Herbert, ed. Claude J. 
Summers and Ted-Larry Pebworth (Pittsburgh: University 
of Pittsburgh Press, 1980), 195-207, for a discussion of 
this musical setting of Purcell and the speech mode of 
seventeenth-century poetry. 
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poem which would suit his expressive aims. The omitted 

stanzas are of a more reflective cast, and would lessen the 

impact of the poet's dramatic colloquoy with God. Purcell 

seemed to want to focus only on the poet's present feelings 

of desolation. Further heightening the force of the poem, 

Purcell changes the line, "Wilt thou deferre / to succour . 

?" to "Do not defer . . ." The second slight text modi-

fication occurs at the words, "it moves, it creeps to thee, 

a change from Herbert's original, "It moves, it creeps, it 

aims at thee." Perhaps here too Purcell sought to 

strengthen the overall impact by omitting an unnecessary 

phrase.51 "With sick and famish'd eyes" displays the hall-

marks of Purcell's middle style period and is full of dra-

matic rhetorical gestures (Ex. 79). The misery and lan-

guishing of the soul are imitated by much chromatic 

movement, using the passus duriusculus, as can be seen in 

the first eight bars. Also, in the first measure, can be 

seen the saltus duriusculus, a harsh leap of a tritone. The 

drama and the pace of this song are increased by the 

addition of other rhetorical embellishments such as the cir-

culatio on the word "turn" in measure 15, the precipitous 

catabasis in the phrase, "I fall yet call," (mm. 17-18), and 

the passaggio on the word "scatter" in measure 25. This 

last, although lengthening the musical phrase, also speeds 

51. Ibid., 203. 



389 

Example 79. Henry Purcell, "With sick and famish'd eyes, 

a. Measures 1-8. 

Wtrds b) Mr. Herbert, Set by Mr. Henry Purcell. 

f H - f t . , m m - k - . n- J » hi i > .1 fl 1 ft M B 1' 1 J n f - t - . 

Ufa fick ̂ and 1 imiflrti Eyes, with doa • *-biing Knees, and weary 
V 4 ! * 

— i — i — — — j — T T T — H h 

1 1 f f -

Bones, to thee my Cries, id thee mj 
* 

r Groans, to thee my Sighs, my Tears afcend, no 

i J T r r r T ~ f i r r r r f r 
f r j [ 4 = 

/ r f c - , h , > |i Jt E 

— J - « - i — ! ! — - U y r $ = 
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ead; my Throat, my Soal is hoarft, my Heart is wkhtrM, like t Ground which 

b. Measures 15-25 

—I I) H 

thou doft curfe: My Thoughts t u r — n round,and make me giddy, Lord! L o r d i fc-

M— «•' y « « U » Bowel, of Pi t j , bear! Lord of my Soul 
*»«*» 

53fs*: 
Lore of my Mind, bow down thine Ear; let not the Windf ftat« 
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it up momentarily, and adds interest to a song which is com-

pletely in recitative style. 

The next song, "The Aspiration," occurs singly, without 

any other of Purcell's songs, in Harmonia sacra. The poet 

was John Norris, a follower of the Cambridge Platonists, who 

in this poem portrays the impatience of the soul to leave 

the body and be reunited with G o d . * 2 The soprano sings of 

the soul's longing and sinful wavering in a graphic reci-

tative (Ex. 80). When the soul asks God, whom she addresses 

as "Love," to free her to fly up to Him, the meter changes 

to triple, and the song ends with a dance-like lilt with 

dotted melismas set to the word "fly."53 

Another isolated song of Purcell's in the anthology is 

"Upon a Quiet Conscience," which in the score purports to be 

set to a poem by "King Charles the I. of Blessed Memory. 

The poem is in fact one of Francis Quarles Divine Fancies. 

As the editor of the Purcell Society edition of the com-

poser's work notes, the version of the poem which Purcell 

used is "substantially different." Purcell set this poem as 

52. The poem was published in John Norris, A Collection of 
Miscellanies (Oxford: Printed at the Theater For John 
Crosley Bookseller, 1687), facs. edition ed. Rene 
Wellek. British Philosophers and Theologians of the 
17th and 18th Centuries (New York: Garland Publishing, 
Inc., 1978), 117. 

53. This is the musico-rhetorical figure, fuga. 
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Example 80. Henry Purcell, "The Aspiration," mm. 20-34 

fVn here thy In-flu-cnce; er'n here thy ftrong Magnetick Cbarmi I feel, and pane, ind 

-ble, like the t—mo-roaa Steel: To lower good,ind Beaurici not Divine, fometimei 

- ^ 7 1 — r i r 

my er-ro-oeoot Nee-dle doei decline} but yet fo ftrong the Sympathy, it tur 

nt, and points again to thee. 1 long, 1 long to fee thii Excellence, which at inch 
» it *) 

a duet for soprano and bass with continuo, and it differs in 

having a quasi-return of the opening thematic material, 

probably because the words of the last two lines of the poem 

are almost identical to the first two lines (Ex. 81). 
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Close thine eyes and sleep secure; 

Thy soul is safe, thy body sure; 

Then close thine eyes in peace, and rest secure, 

No sleep so sweet as thine, no rest so sure. 

Example 81. Henry Purcell, "Upon a Quiet Conscience." 

a. Measures 1-3. 

£ 
-jgrj;- ^ ^ " 1/—0—IT-1—r-*-

Lofe thine Eyes, and flfcp, fleep fc—cure, thy Sool it (are, if 

Clofe thine Eyet, and fleep. 

b. Measures 32-34. 

finp. Then dole thine Eye* in peace, in peace, and reft fe— core. 

- f a n ; Tbenclofe thine Eyti in peace, in peace, and reft 
u 7* r. V 

core. 

Purcell set the lines, "The Musick and the Mirth of Kings 
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are out of Tune unless she sings," in triple time, no doubt, 

to highlight the words "Musick" and "Mirth," but also to add 

variety. 

William Fuller again provided words, with some modifi-

cations by the composer, for Purcell's next song, "How have 

I stray'd." This is another penitential poem, and is set 

for soprano, with a chorus in triple time for soprano and 

bass. Immediately following this is another "Penitential 

Hymn" with words by Jeremy Taylor, "Great God, and Just!" 

This follows a familiar pattern of a long recitative solo 

for soprano ending with a chorus, this time for two sopranos 

and bass, in triple time with a change of mode from minor to 

major. 

Purcell seems to have written few sacred songs that 

were not in the declamatory recitative style, but one of 

these is the next work, which is the final song by him in 

Book One of Harmonia sacra, "We sing to him, whose Wisdom 

form'd the Ear." The song is a tuneful, bi-partite work 

(for soprano and continuo), of which the second part is a 

chorus in triple time for soprano and bass. The poem was by 

Nathaniel Ingelo, and was included in John Playford's Psalms 

and Hymns in Solemn Musick (1671), and later in Henry 

Playford's The Divine Companion (1701). 

Book One ends with four anthems by Henry Purcell, works 

which could have been performed with the limited number of 
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performers available in homes. The first anthem, "Blessed 

is he that considereth the Poor," is set for alto, tenor and 

bass, with solo verses for all three. "I was glad when they 

said unto me," a setting of Psalm 122:1-7, is a verse anthem 

for alto and tenor solos with a chorus of alto, tenor, and 

bass. A soprano voice is added for Purcell s verse anthem, 

"0 give thanks unto the Lord," a work which also includes an 

instrumental ritornello. The final anthem is My Song shall 

be alway of the loving kindness of the Lord." This is an 

extended solo for soprano (actually the range is more that 

of a mezzo-soprano) with a fifty-eight-measure instrumental 

"Symphony" as introduction. The chorus consists of a short 

seven-bar segment of "Halelujah' repeated at the end of the 

anthem. This anthem exists in several different keys in 

many manscripts and printed sources,54 and Spink notes that 

it shows some of the features of the composer's final style 

period.5 5 

Five songs in Book Two have been ascribed with cer-

tainty to Purcell, and three of these are multi-partite, 

54. Zimmerman's catalogue and the Purcell Society edition 
print the version for bass singer in G major. See 
Franklin B. Zimmerman, Henry Purcell, 1659-1695: An 
Analytical Catalogue of His Music (London: Macmillan & 
Co. Ltd.; New York: St. Martin's Press, 1963), Z. 31, 
29-30. Henry Purcell, The Works of Henry Purcell: 
Sacred Music, Part V: Anthems, ed. Anthony Lewis and 
Nigel Fortune, Vol. XXIX of The Purcell Society (London: 
Novello and Co., Ltd., 1959, rev. 1967), 51. 

55. Spink, op. cit., 221. 
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much like a cantata. A fourth is the scena, "In guilty 

night," which consists of two choruses for the three char-

acters framing the drama, which is carried on in recitative, 

between Saul, Samuel, and the Witch. The fifth song, a 

"Hymn upon the last day," is bipartite and essentially 

tuneful with a section in duple and a section in triple 

meter. 

Book Two of Harmonia sacra opens with Purcell's well-

known and powerful divine hymn, "Lord, what is Man," with 

the words again by Bishop Fuller. The poem begins like 

Psalm 8:4, but then continues as a Christian meditation upon 

the mystery and the goodness of God in sending His Son to 

die for man. The song is composed in three parts, the first 

being the meditation described above sung in recitative. 

The meter then changes to triple as the singer extols God's 

goodness, and finally duple meter returns for a swift 

refrain of Hallelujahs. Many of the traits associated with 

Purcell's late style can be found in "Lord, what is Man." 

There is much repetition of motives and whole phrases, both 

in the recitative and in the aria sections of the work. The 

opening sentence, "Lord, what is Man, that thou should st be 

so mindful of him!," is used three times altogether (See Ex. 

6 a b o v e ) . T h e initial statement of the sentence begins and 

56. See Chapter Five for a description of this section in 
terms of musico-rhetorical figures. 
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ends in the tonic, G minor, the cadence being a weak one, 

with the soprano on the third. The first repetition, imme-

diately following, begins a third higher, but still in the 

tonic. The same interval of a diminished fourth used again 

on the reiteration of "lost Man," however, causes a modu-

lation to C minor, again ending in a weak cadence, with the 

soprano on the third. The second repetition of this sen-

tence occurs several measures later, beginning at measure 

11. The melodic configuration is generally, but not com-

pletely, the same as in the other two occurrences of the 

sentence. The downward leap on "what is," instead of being 

a diminished fourth, is now a diminished fifth and gives the 

impression of a modulation back to G minor. Purcell varies 

the sentence further by using the word, "lost," twice, thus 

emphasizing man's lostness by lengthening the melodic line 

and writing in a wandering tonality which finally comes 

momentarily to a weak cadence in B-flat major, only to move 

on quickly to C major in the next measure. Additionally, 

the word "lost" is accentuated by its sinuous configuration 

with the characteristic leap downward by a sixth and upward 

a semitone in a slurred group of three notes, and the fol-

lowing downward semitonal movement of the dotted-eighth-six-

teenth figure, an unaccented dissonance (See Ex. 6 above). 

The consequent to the opening sentence is "that the Son of 

God forsook his Glory," and this too is repeated with some 
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modification. The middle section, in triple time, also 

Example 82. Henry Purcell, "Lord, what is Man," mm. 46-58 

P 
Oh! 

i Oh! for a Quill, Oh! Oh! for a Quill drawn from your Wing, to write the Praifcs, the 

contains much motivic repetition (Ex. 82) and sequential 

Example 83. Henry Purcell. "Lord, what is Man," mm. 82-93 

Voice like yours, to fing that Anthem here, which once you f a — 
7 7 

vMrnm 
— — — n g , you fung 2—bofe. Hal It la-jab, Hal—At-

writing (Ex. 83), as well as imitation (See Ex. 82 above). 
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The third and final section is even more instrumental in 

conception since it consists of vocalized Hallelujahs, and 

exhibits the characteristics mentioned above. 

The second song in Book Two is even more well known; 

this is Purcell's scena, "The Blessed Virgin's 

Expostulation." The poem is by Nahum Tate, and the sub-

title, as printed in the score, reads "When our Saviour (at 

Twelve Years of Age) had withdrawn himself, &c. Luke 

2.v.42." Tate has used the biblical account of the Holy 

Family's visit to Jerusalem for the Passover as the starting 

point for his poem, which describes the emotions of Mary as 

she realises that the young Jesus has been left behind at 

the Temple. Mary's soliloquy traverses a variety of pas-

sions, which Purcell dramatizes most effectively through his 

music. Purcell has composed a cantata of five sections, 

each section representing a different emotion experienced by 

the Blessed Virgin. The first long recitative of fifty-five 

measures represents Mary's frantic worries and calling out 

to the angel Gabriel to tell her what has happened to her 

son. This is followed by a minuet in C major, in which she 

recalls happier times, when she was called "of mothers the 

most bless'd." Suddenly her mood changes at the thought of 

how her status has changed at the loss of her son, and how 

distressed she is. This short recitative is followed by 

another aria, in duple meter, in which Mary wonders how she 
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will resolve the wavering of her passions between faith and 

doubt. Mary finishes the cantata with another short reci-

tative in which she leaves the listener still with her fear 

for the safety of her child/ even through she expresses 

trust in God.5 7 

Abraham Cowley's poetry seems to have inspired Purcell 

to compose dramatic scenas for bass because after the par-

aphrase of Isaiah 34, published in Book One, Purcell set one 

Cowley's Pindaric odes, "The Resurrection." The 

Resurrection described in the poem would seem to be the res-

urrection of the dead on the Last Day. This is truly a won-

derful dramatic piece, and Purcell used most skillfully all 

his arsenal of affective devices, especially the imitation 

of a trumpet in the voice and continuo, achieved through 

trumpet-like arpeggio figures. 

One of Purcell's most well known and frequently-men-

tioned vocal works is his dramatic scena for soprano, alto, 

and bass, "In guilty Night," or "Saul and the Witch of 

Endor." As the score indicates, the text is a paraphrase on 

I Samuel:8-20, and portrays King Saul furtively seeking out 

the witch for a divination of his future. This version of 

the Biblical text comes not from Purcell's own era but from 

an earlier time, as it was previously set to music by Robert 

57. Several of the musico-rhetorical figures used by Purcell 
in "The Blessed Virgin's Expostulation" are discussed in 
Chapter Five. 
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Ramsey, an early seventeenth-century composer.s8 The drama 

is carried on in recitative featuring much word repetition 

and embellishment for rhetorical purposes, and ends with a 

chorus for all three characters. The witch and Samuel sing 

"Farewell" in undulating semitonal movement, rhythmically 

beginning on the upbeat to each measure. This allows the 

proper text accentuation since "-well" falls on the 

downbeat. Saul, in dismay, sings "Oh," in rising two-note 

segments, on the second beat of each measure (Ex. 84). 

"Awake, Ye Dead," another hymn about the resurrection 

of the dead, was set by Purcell, this time with words by 

Nahum Tate. Tate's poem is set for two bass voices and con-

tinuo, and is a rather florid expansion of a short poem. 

The tremendous power of the day when the last trumpet sounds 

is depicted by the two basses singing in duple meter with 

imitative, melismatic entries gradually working up to a tre-

mendous pitch, when even the continuo line is playing 

"tremolo" notes. The victory of the "Virtuous Soul" and the 

destruction of the earth are portrayed in triple time. Two 

works from Book Two which have been attributed to Purcell, 

58. See Bodleian Library MS. Don.c.57, ff. 8v-10v; also John 
Cutts, Seventeenth-Century Songs and Lyrics: Collected 
and Edited from the Original Music Manuscripts 
(Columbia: University of Missouri Press, 1959), 
198-199. For an interesting explanation of the seven-
teenth-century popularity of the theme of the Witch of 
Endor, see Mary Chan, "The Witch of Endor and 
Seventeenth-Century Propaganda," Musica Disciplina XXXIV 
(1980), 205-214. 
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Example 84. Henry Purcell, "In guilty Night," mm. 140 149 

CH0KV5 
tr«7*~o 

P=» 
Faiewel, faiewel, faiewel, £uewel, foewej, faiewel, faiewel, farewei, firewel 

Oh! Obi Oh! Oh1 Oh I Oh! Oh! Oh! Oh!&reweL 

Faiewel, faiewel, fiiewd, fiiewel, fcrtwel, fiiewd, &tewel, firewel, fiueweL 

mm 

but which Zimmerman considers doubtful are "My op'ning Eyes 

are purg'd (A Divine Song on the Passion of our Saviour)" 

and "The Night is come (An Evening Hymn)." 

Composers not mentioned so far in conjunction with 

Harmonia sacra are Jeremiah Clarke, John Weldon, William 

Croft, Robert King, and John Church. Jeremiah Clarke is 

represented by three works, two in Book Two and one which 

was deleted from Book One before the printing of the second 

edition. This was "Ah! Son of David help," a dialogue in 

recitative between Christ and a sinner. The two composi-

tions from Book Two are "An Evening Hymn" and "Blest be 

those sweet Regions." The words to "An Evening Hymn" are 



402 

Thomas Ken's, much better known as a hymn.59 This is a can-

tata-like work with several sections delineated by change of 

tempo and musical style. The first section is in duple 

meter in declamatory style enlivened only by two very long 

melismas, both set to the word "Rise," in the phrase, "so 

that I may Triumphing Rise at the Last Day." The second 

section is built upon a three-measure ground bass which is 

repeated fifteen times. This section is in a binary form, 

the first half being in F major, the second in C major, the 

ground having modulated just before the end of the first 

section. The "Evening Hymn" ends in another duple section 

with a three-voice chorus singing the words to Ken's famous 

Doxology. 

Clarke's other divine hymn is "Blest be those sweet 

Regions," a text which extols the joys of heaven. This is 

also in three sections and contains three grounds in the 

first two sections (Ex. 85). 

59. The entire hymn is best known as set to the tune by 
Thomas Tallis known as the "Tallis Canon, but the con-
cluding strophe, "Praise God from whom all blessings 
flow," is much better known as set to the "Old 
Hundredth" tune. 
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Example 85. Jeremiah Clarke, "Blest be those sweet Regions, 

a. Measures 1-6. 

9hrjtUm, 
A Divine H Y M N , Set bj Mr. Jcr. Clark. 

Left be thole fwect 

b. Measures 30-35 
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Measures 48-59 

§ i l f i § l g i p 
R u f fled World en—dure, never Ea— fyj never, never, never 

=====3= 

—fy j never, never, never Ea fr * *>r Sc—cure, nevet Ea—fy 

Clarke does not use the first ground continuously in the 

opening section; instead, he interrupts it between the first 

and second occurrences, between the second and third occur-

rences, and drops it all together after its fifth occur-

rence. The second ground begins the middle section, which 

is in triple time, and it too has transitional measures 

between its three occurrences. At measure 52 of the same 

section a third ground of seven bars is introduced; it is 
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played through twice completely. The third and final 

section returns to duple meter and Clarke draws out a very 

brief phrase of text through motivic repetition. 

William Croft's one contribution to Harmonia sacra is 

"A Hymn on Divine Musick," enquiring into music's myste-

rious, divine power. Croft's "hymn" makes use of many of 

the late Baroque techniques influenced by Italian instru-

mental music. The first, declamatory, section in duple 

meter has musically varied repetitions to go with the rep-

etitions of the text. The middle section changes to triple 

meter and the soprano and basso continuo line engage in a 

Example 86. William Croft, "A Hymn on Divine Musick," 
mm. 16-27. 

An thou the waimth in Spring > Art thou the 

^ t b t a " Spring, that Zt-fbirt breaths? Ait thou the warmth la 

canon-like duet (Ex. 86). This canonic style continues into 

the final section, which is in a quick duple meter. The 
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voice part is so conceived that it could be played on an 

instrument with no noticeable difference; the arpeggiated 

movement and melismatic lines do not particularly fit the 

Example 87. William Croft, "A Hymn on Divine Musick, 

mm. 65-71. 

. * * 

ilillilllpe 
Or ait thouFriendfhipijrct a no— — — — —• 
4J • 

fslEfeS 
Or art thou Friendfhip, yet a n o -bler Flame > 

meaning of the words here (Ex. 87). 

Other composers represented by one song each are Henry 

Purcell's younger brother Daniel, John Church, Robert King, 

and John Weldon. Daniel Purcell's song, "0 miserable Man," 

is set to a rather depressing poem depicting the cry of 

sinners who do not seem to have much hope of salvation. The 

entire song is in recitative style, except for a concluding 

chorus for two sopranos and bass, which is in duple time. 

John Church has contributed a cantata-like divine hymn, 

"0 God for ever blest," for soprano and continuo. The first 
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section, in duple meter, is in F minor and depicts the poet 

calling out to God to bring him peace from his cares. This 

recitative section changes into a bright triple time section 

in F major as the poet addresses Christ as "thou who sets at 

the right hand of Bliss," and praises His attributes. 

Although the meter is still triple, the mode changes back to 

minor as the poet resumes his cry for succour. Finally, in 

the last part, a recitative section, the poet addresses the 

Holy Spirit, "thou most sweet and sacred Dove," asking Him 

to visit him and drive away "all sin and sinful thoughts." 

The prayer is rounded off by an address to the Holy Trinity. 

King's contribution is "Awake, my Drowsie Soul, arise," 

a divine hymn for soprano and bass with continuo. The text 

portrays the welcome of the believing soul to heaven. The 

two voices sing mostly in dialogue, with imitative entries; 

the meter is duple throughout. Interest is created by the 

introduction of a middle section in G major at the words, 

"Prepare for long Triumphant Bliss," and by the long mel-

ismas at several occurrences of the word "Triumphant." The 

third section contains chromatic movement in the bass 

coupled with suspensions in the soprano part (Ex. 88). 

The longest work by far in both volumes of Harmonia 

sacra is John Weldon's, "The Dissolution," with four hundred 

and twenty-two measures. The poem involves the desire of 

the poet to be carried away by his fancy to view the end of 
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Example 88. William King, "Awake, my Drowsie Soul, arise," 
mm. 42-47. 

g 
come) who was, who was, who was, and is, and is to come § who was, who was, 

m $ 

n 
come* and is, and is, and is, and is to come} and Is, and 
£ yj 7» $ 76 4 • |7 4fS y < 74 __ 6_ £ H 7# $ 76 * • W 4*1 T « 7# « 

f nrvpp P n J r 'H 
§i§HH 

who was, and is, and is to come. 

i 
is, who was, and is to come. 
« • *< j 

the world. His wish is granted, and he sees before his eyes 

the destruction of the natural world, graphically illus-

trated through Weldon's music. The poet is struck by the 

realisation that all the things he holds most dear are also 

being included, and he calls out to the destroying angels to 

halt their mission. He also realises that all those earthly 

possessions and natural gifts in which he once placed his 

hope are truly ephemeral and liable to destruction. Weldon 

sustains the drama of the poem through the cantata-like 

structure of "The Dissolution," with its many changes of 
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meter, key, and texture. At several points throughout, 

Weldon introduces a four-part chorus. When the poet 

expresses the burning anguish of his soul over all this 

destruction, a two-measure ground bass of agitated character 

Example 89. John Weldon, "The Dissolution," mm. 338-341. 

is introduced (Ex. 89). 

Harmonia sacra, in its three editions, encompasses the 

English Baroque style from its apex at Purcell to its 

decline into eighteenth-century regularity with the likes of 

Croft, Church, King, and Weldon. English composers of the 

Restoration had developed the secular style in their devo-

tional songs, the strand of musical development which had 

begun with the secular monody. Further influence in this 

style of solo sacred had come from the Italian motets of 

Carissimi, Graziani, and their generation. The "divine 

hymns and dialogues" of Locke, Humfrey, Blow, and Purcell, 

to name only the most important composers, were a highly 

expressive and dramatic blend of recitative and air enli-

vened by many rhetorical devices using harmony, melody, and 
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meter changes to raise the affections of performers and lis-

teners to God. 
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APPENDICES 

APPENDIX I 

A Description of Daily Devotional Life at Little Gidding 

And now I shall offer to our Historian, the particular 

actions, & more punctuall actions of each day in the week, & 

what was performed by the Family in their course of life. 

And to begin with the first & best day of the week, The 

Lords day or Sonday; the action of that being different, 

from those of the week days. For matter of early rising 

that day, It was like that of the week, commonly about 5: a 

Clock in Winter, & 4: in Summer. The Daughters & younger 

Children risen, having given God thanks for that nights 

preservation, & making them decently & speedily ready, all 

things being fitted in their Chambers for that Intent when 

ready, I say, they resort into a large great Chamber fairly 

hung, where in Winter, before that hower, is a good warme 

fire made by a Servant, whose constant office it was (for 

every Servant had Their Que) there they always found N.F. 

[Nicholas] Ferrari ready to attend Their coming. At this 

Sunday morning, as at others in the week day, they repeated 

unto him such Chapters and psalms, as each were to give an 

accompt of without Booke. Then they retired themselves, & 

this day made their selves all more comely in Their: best 

Attires, he perswading all sorts to be decent, neat, cleanly 

in Their Apparell, as a thing well pleasing to God & Man. 
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About 9: a Clock the Bell rung to goe to Church, then all 

assembled first up into the great Chamber, then all come, 

there was a Hymn sung, & the Organs played to it, which 

ended, each person sayd some sentence of Scripture, such as 

they thought good, & so all went down to Church (which stood 

by [ca. 40] paces from the House at the end of the Garden) 

in decent order 2: & 2: together, The three Masters in 

Gownes leading the way, & the young youths in black Gownes 

following them. N.F. lead his Mother, his 2: Brothers J.F. 

& Mr Collett going before her (after the Children) & then 

followed their Sister Collet, & her Daughter, & so all the 

Servants 2: by 2. Each as they came into the Church making 

low Obeysance, taking Their places, the Masters in the 

Chancell, & the Boyes kneeling upon the upper Step, which 

ascended up into the Chancell from the Church: The reading 

place & Pulpit standing each opposite to the other by 2: 

Pillars, at the ascent into the Chancell, the one on the 

right hand, the other on the left, close to each side of the 

wall; Old Mrs. Ferrar & all her Daughters going into an Isle 

of the Church, that joyned on The North side, close at the 

back of the reading place, where all the Women sat always. 

N.F. being in his Surplice & Hood (for so in it he always 

went to Church) stepped up into the Reading place, & there 

sayd Divine Service, & Responses were made by all present, & 

the reading Psalms were done so. This performed, being 
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returned home, those that had the office, which were The 

elder nieces, & some others of the Family, in Summer time 

went & sat in a Gallery, in Winter in a Roome, where a good 

fire was. Then they called the Psalm Children to them to 

hear them repeat without Book their Psalmes. 

* * * 

These Psalm Children thus heard repeat Their Psalms, 

not only what they now learned that week, for which they 

were to have for each Psalme a Penny, & some would gain 2d, 

some 3d, some 4d. But when all were heard what they had 

newly learned the week before, the rest of the time was 

spent, in hearing of them also to say what they had formerly 

learned; which was the chief end of his design, that they 

should learn all, & keep perfectly all they had learned; & 

many of the Children did strive, who should learn most 

weekly, to gain most Mony, & keep those they had learned 

most perfectly. 

It growing now half an hour past ten, The Minister of 

the next Parish, having read Divine Service at his own 

Church, then came down with his Parishioners to Little 

Gidding, where he preached on Sonday Mornings. The Bell 

then rung agin to goe to Church: So the whole Family, with 

the Psalm Children met him. Being all in, N.F. went up into 

the Chancell, & at the Communion Table with an audible 

voyce, there read the Second Service: which done, a Psalm 
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sung, the Minister went up into the Pulpit & preached. That 

done each returned home, & in the same Order they went, came 

back to the House . . . Dinner ended, all had liberty to 

repair where they pleased, some to walk in the Garden, 

Orchard &c: & so to Their Closetts & Privacy. About 2: a 

clock the Bell rung, so all came together, & went up to 

Steeple Gidding Church to a Sermon there, & when come home, 

they went all into the Great Chamber, and sayd all those 

Psalms that day at one time, which they sayd at the other 

dayes of the weeke, at the sett houres & time. This done, 

they again departed every one where they pleased. . . . 

Supper done, Grace sayd, in Summe[r] all again went where 

they pleased, walking abroad, & in Winter warmed themselves, 

if they pleased . . . When 8: a Clock came, the Bell rung 

again to prayers, all went up into The Great Chamber, & then 

they sung a Hymne on the Organs all the time, which ended, 

they went to prayers . . . 

Thus much for the Lord's day, now come we to the 

employments in The weeke days, from Monday Morning, to 

Saturday night. First for their rising (the Bell ringing) 

It was about 4: a clock, Old Mrs Ferrar herself not fayling 

to rise at 5 & having in Their Chambers given thanks, for 

Their nights preservation, with speed making them ready. 
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they one after the other came into the great Chamber & there 

sayd to N.F. what Psalms & Chapters they had learned, & made 

repetition of [those] formerly gained by heart. This done 

they retired awhile to Their: Apartments & Closetts. At 6: 

a Clock the Bell touling, they all came to the great Chamber 

again, & then that Company, that had the charge to begin 

that houres Psalm (for each houre of the day had certain 

Psalms to be sayd) which sayd, then one of them sayd one of 

the heads of the Concordance of the 4: Evangelists/ without 

Booke: For the Booke conteyned 150: heads or Chapters, & 

there was so allotted to each houre of the days, so many 

heads to be sayd as that be[ginn]ing still at the first day 

of each Month, & so ending at the last day of the Month, all 

the heads were sayd over, in every Months time, which was 

12: times in the year. This Booke of the Concordance of the 

4: Evangelists contrivement, was directed to be made in that 

manner by N.F. appoyntment & direction . . . . This sayd, a 

Hymne of Morning prayer was sung by all, & the Organs 

playing to it. So then each came to the little Table, that 

stood in the midst of the Roome, at which stood a great 

Chaire (upon which Table lay the Holy Bible, & a Common 

Prayer Booke) there each standing at the back of the Chair, 

sayd some one Sentence of Scripture, such as they thought 

good at that time, every one having a new Sentence to say. 

This performed, they all went in Their order 2: by 2: to 
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Church, as you heard, they did on the Sonday; entering, they 

bowed the knee, & taking every one Their places, (the women 

kind in an Isle apart, as was more particularly described 

before hand.) Then N.F. went up into the Reading place & 

officiated, which done home they all came in decent order, & 

all going up to the great Chamber, the second company went 

to the great large Compass window at upper end of the Roome 

(which window looked upon the Church, which stood at The end 

of the Garden) & it being now 7: a clock, there were the 

Psalms sayd, & another head of the Concordance repeated 

without booke, & the shorte Hymne sung, & the Organs playing 

to it was only: 

Thus Angells sung, & so doe wee, 
To God on high, all Glory be: 
Let him on earth his peace bestow, 
And unto Men his favour show. 

Then the young Children, the youths with Their: 

Masters, went down to break-fast, & that ended, to Their 

School-House . . . & each houre had commonly some 

employment or other for them . . . But to proceed 8, 9, 10 

a clock come, those houres had Their severall Companyes, 

that came & did, as at the former houres: Psalms sayd, & a 

head of the Concordance, the Organs playing, the Hymne sung 

at each houre, as the Clock stroke, that gave notice to all 

of the time passing. . . . Ten a clock striking, the Bell 
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rang to Church, so up came all into the Great Chamber, which 

was always the place of assembling for all to come unto, 

before they went to Church. So as in the morning they all 

went in Their Orders, & then was only the Letany sayd every 

day in the weeke (the reason of this unusual reading the 

Letany dayly was, that they coming to Gidding, in the great 

Plague time, obteyned licence of the Bishop that they might 

use it dayly, which he granted.) This having ended, they 

returned all home to the house: Then at 11: a clock the Bell 

ringing, the Company appoynted for that houre, sayd Their 

Psalms, & head of Concordance in The great Chamber, The 

Hymne sung &c: they went all to Dinner & while the meate 

came in to be sett on the Table, they sung the Hymne, with 

Organs playing to it. 

Now to proceed, the afternoones Employments as on 

Mondays, so also on the others of the rest of the Weeke 

dayes, the time & houres spent much at one. Dinner ended, 

these things performed, all departed the Roome, & each went 

where they thought good, untill one a clock. Then the Bell 

told for the Boyes to School, & at that houre, those that 

had Their turnes came up into the great Chamber again, to 

say Their Psalms & Head of Concordance, sing a Hymne, & play 

on the Organ whilst they sung. There the Old Mrs: Ferrar / 

commonly sat till 4: a clock, & as before, each houre had 
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its performance, some were at one employment, & some at 

another, such as you heard before was Their work. Then rung 

the Bell to prayer, which: was performed by all, going to 

Church again to Divine Service, & so home agin: & at 5: the 

Bell rang to Supper. . . Eight a clock coming, the Bell 

rung to prayers for bed time, so all came up into the great 

Chamber, where a Hymne was sung, the Organs playing, & then 

Prayer sayd by N.F.i 

From the Life of Nicholas Ferrar written by his brother 
John and copied by Thomas Baker. These extracts taken 
from the Baker MSS. vol. 35. Mm. I. 46 at the Cambridge 
University Library are quoted in Bernard Blackstone, ed. 
The Ferrar Papers; Containing a Life of Nicholas Ferrar; 
the Winding-Sheet, an Ascetic Dialogue; a Collection of 
Short Moral Histories; a Selection of Family Letters 
(Cambridge: At the University Press, 1938), 33-35, 39-46, 
48-50. 
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APPENDIX II 

Anthony Horneck's Rules for the First Religious Societies 

I. That all that entered such a Society should resolve 

upon a holy and serious Life. 

II. That no person shall be admitted into this Society 

till he arrive at the age of Sixteen, and hath been 

first confirmed by the Bishop, and solemnly taken on 

himself his Baptismal Vow. 

III. That they chuse a Minister of the Church of England 

to direct them. 

IV. That they shall not be allowed in their meetings to 

discourse of any controverted point of Divinity. 

V. Neither shall they discourse of the government of 

Church or State. 

VI. That in their meetings they use no Prayers but those 

of the Church, such as the Litany and Collects and 

other prescribed prayers; but still they shall not 

use any that particularly belongs to the Minister, as 

the Absolution. 

VII. The the Minister whom they chuse shall direct what 

practical Divinity shall be read at these meetings. 

VIII. That they may have liberty, after Prayer and Reading, 

to sing a Psalm. 

IX. That after all is done, if there be time left, they 

may discourse each other about their spiritual con-
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cerns; but this shall not be a standing Exercise 

which any shall be obliged to attend unto. 

X. That one day in the Week be appointed for this 

meeting, for such as cannot come on the Lord's Day; 

and that he that absents himself without cause shall 

pay three Pence to the Box. 

XI. Every time they meet, every one shall give six Pence 

to the Box. 

XII. That on a certain day in the year, viz• 

Whitsun-Tuesday, two Stewards shall be chosen, and a 

moderate Dinner provided, and a Sermon preached and 

the Money distributed (necessary Charges deducted) to 

the Poor. 

XIII. A Book shall be bought, in which these Orders shall 

be written. 

XIV. None shall be admitted into this Society without the 

consent of the Minister who presides over it; and no 

Apprentice shall be capable of being chosen. 

XV. That if any Case of Conscience arise it shall be 

brought before the Minister. 

XVI. If any Member think fit to leave the Society, he 

shall pay five Shillings to the Stock. 

XVII. The major part of the Society to conclude the rest. 

XVIII. The following rules are more especially to be com-

mended to the Members of this Society, viz. To love 
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one another : When reviled, not to revile again :To 

speak evil of no man : To wrong no man : To pray, if 

possible, seven times a day : To keep close to the 

Church of England :To transact all things peaceably 

and gently : To be helpfull to each other : To use 

themselves to holy Thoughts in their coming in and 

going out : To examine themselves every night : To 

give every one their due : To obey Scriptures both 

Spiritual and Temporal.2 

2. Richard Kidder, Life of Anthony Horneck (London: Printed 
by J.H. for B. Aylmer, 1698), 10, quoted in Garnet Vere 
Portus, Caritas Anglicana, or, an Historical Inquiry into 
those Religious and Philanthropic Societies that 
Flourished in England between the Years 1678 and 1740 
(London: A.R. Mowbray & Co., Ltd., 1912), 255-258. 
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APPENDIX III 

Transcriptions 

John Playford, "The Altar." 
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Henry Lawes, "Thy beauty Israeli is fled," mm. 1-20. 
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Matthew Locke, "Lord, let me know my end." 
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