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ADVERTISEMENT.
ft

THE public opinion in favour of former editions of this work has been so fully evinced by the sale they have met with,

thjtt the proprietors are encouraged to present the public with another edition. They flatter themselves, that it is much improved,

both as it respects the selection of the music, and the correctness of the harmony. Besides a very competent and increased

Dumber of short tunes, in all the variety of measures, for usual Sunday service, there is added a number of Anthems and longer

Hymn Tunes, for particular occasions^ among which will be found several popular and much esteemed compositions. This will

render it more suitable and convenient for the practice and improvement of common schools and church choirs. The Proprietors

and Compilers have endeavoured to render the work as perfect in all respects as was in their power. Some variations in the

harmony have been made in the present edition, with a view of rendering it more conformable to the modern rules of composi-

tion ; but they have no hope that it is entirely free from errors. Those, however, who know the difficulty of new arranging and
harmonizing our old church Tunes, in a manner and style perfectly satisfactory, even to themselves, will receive it with suitable

candour and indulgence.

Utility has always been a leading object in this work ; and the music, it is believed, will be found suited to every sober,

sacred, and religious purpose, and adapted to the use of public worship among all societies and denominations of Christians. In

selecting the music, simple and easy, but chaste, compositions, have been preferred to the more artificial and difficult, from a

desire to present to the public a work, which may rather prove useful and practicable, than appear elaborately scientific.

For the convenience of church choirs, and to save the inconvenience of recurring so often to the index, all the Tunes of each
metre, intended for common use, are arranged alphabetically, which it is hoped, will be found to be a great improvement.

The Rudiments, in this edition, are divided into Seven Lessons, and a number of Questions are added to the end of each,
calculated to assist the master in calling the attention of the scholar to the important part of the Lesson, and will be useful also in

pointing out to the scholar the particular information, which the Lesson is intended to convey. This has been found very
advantageous in other school books, and it is thought will be peculiarly so in a School Book of this kind.



A DICTIONARY OF MUSICAL CHARACTERS

ADAGIO, (or Ado.) slow. I

Ad Lib. or Ad Libitum, allows the performer to sing]

at his pleasure, without a strict regard to what is

written, or to the time.

Affeltuoso, or Con Affetto, tenderly.

Alia Breve, an Italian term for church music of four

minims in a bar, to be performed quick ; it is usual,

however, at the present day* to insert a bar after

every semibreve or two minims, and the movement
is denoted by a bar drawn through the Adagio char-

acter.

Allegretto, a little brisk.

Allegro, {or Alio.) brisk.

Allegro ma non troppo, brisk, but not too fast.

Alto, or Alius, the contra Tenor.
Amoroso, see Affettnoso.

Andante, a little slow, or by gentle steps, as in walking.
Andanlino, a light sort of andante.
Anthem, a portion of Scripture set to music.

Assai, more, as Allegro assai, more quick than Allegro.

Bis, signifies a repeat.

Brilliante, in a brilliant manner.
Brio, Con Brio, with life, or lively.

Cadences, are closes in music, similar in eflect, to stops

in reading.

Canon, a regular and exact fugue, in either the unison,

fifth, or eighth. In these pieces one singer begin 5

alone, and when he comes either to the end of his

part, or to a repeat, if written on one staff, a second
begins, and then a third in like manner, and so of

the rest.

• Canlabile, in a graceful and melodious style ; an
extreme cadence made by the principal performer
while the rest stop.

Canto, or Cantus. the Treble or Air,

Capella, a chapel or Church, as Alia Capella, \n\Moletlo, a kind of Latin Anthem.
church style

Chorus, full, all the voices.

Coda, a small number of bars added to the final close

of a composition.

C»n, as Con Spirito, with spirit. Con Brio, with life.

Con Lamento, in a melancholy style.

Crescendo, (or Cres.) to swell the sound.

Da Capo, (or D. C.) to repeat and conclude with the

first strain.

Decani and CantoiHs, the two sides of a choir.

Del Segno, (or D. S.) from the sign.

Diminuendo, to diminish the sound.

Dolce, sweet and soft.

Duo, Duello, for two voices or instruments.

E, and, as Moderato e Matstoso, moderate and majestic.

Fagotto, the Bassoon part.

Fine, the end of a piece or book.
Forte, or For. or F. loud.

Fortissimo, or Fortis, or F. F. very loud.

Forzando, Rinforzando, or fz. with force, or forcibly.

Fuga, or Fuge, a piece in which one or more parts

lead, and the rest follow in regular intervals

Grazioso, gracefully with taste.

Grave, the slowest time.

Larghelto, pretty slow.

Largo, > .

Lenlemente, \
vex? slow -

Lento, slow.

Ligature, a slur.

M/estoso, slow, firm, and bold.

Mezzo, moderately, rather, as

Mezzo Forte, moderately loud.

Mezzo Piano, rather soft.

Moderato, moderately.

Organo, the Organ part.

Pastorale, in a rural and pastoral style.

Piano, or Pia, or P. soft.

Pianissimo, Pianis, (or P. P.) very soft.

Piu, prefixed to another word, increases its force,

Poco, the contrary of Piu. Little.

Pomposo, in a grand or pompous style.

Presto, quick.

Prestissimo, very quick.
Primo, the first part.

Recitative, kind of musical recitation, between speak-
ing and singing.

Ritornello, see symphony.
Secundo, the second part.

Semi Chorus, half the voices.

Sempre, always, throughout the piece.

Siciliano, a slow graceful movement in Compound Time.
Soli, a single voice on each part.

Solo, for a single voice or instrument.

Soprano, the Treble or Upper Part.

Sotto Voce, middling strength of voice.

Spiritoso, or Con Spirito, with spirit.

Staccato, very distinct and pointed.

Symphony, a passage for instruments.

Tasto Solo, or T. S. No chords.

Tempo, time ; zsATempo, or Tempo Giusto, in true time.

Tempo di Marcia, martial time.

Thorough Base, the instrumental Base, with figures for

the Organ.
Trio, a piece in three parts.

Tulti, when all join after a solo.

! Verse, one voice to a part.

.Vivace, with life and spirit.

VolU SitbitOf turn over quick.



RUDIMENTS OF MUSIC

LESSON I.

Of the Staff and Clefs.

A Staff consists of five parallel lines, which, with the four in-

termediate spaces, make nine places or degrees for the notes,

rests, and other musical characters. These degrees are counted
upwards : Ex.

Lines.

When more degrees are necessary, the spaces below or above
the Staff are employed, and also short additional lines are used,

called Leger lines, and thus the number of degrees may be in-

creased at pleasure : Ex.
~— Leger lines above.

Leger lines below.

A Clef is a character prefixed to each Staff to designate the

parts ; which are Base, Treble, Counter or Alto, and Tenor.
There are but two Clefs used in this work, which are the

Base and Treble Clefs. The first is confined to the Base, and is

placed an the fourth line. In old church^
,

music it was sometimes placed on the middle > Ex. ZZZ£ZEZ~
line, and called the Barilorw Clef. S

~—"

The Treble Clef is used in all the upper) ^ ZH—'.

parts and is placed on the second line. $ *
(

Ex. r j-BH—
Another Clef of one and the same form,

was formerly used, for the Tenor and
counter Tenor parts, and sometimes for

all the upper parts, and was moveable
at pleasure to any line in the Staff.

The Counter or Alto Clef was placed on the middle line-

The Tenor Clef was placed on the upper line but one, or fourth
line.

When placed on the lower line it was called the Soprano or
Canto Clef.

When placed on the second line it was called the Mezzo Soprano
Clef.

When either the Treble, or Counter Clef, is occasionally
placed on the base staff, it is generally to bring down one of the
upper parts to the view of the organist, and is intended only for
him ; it occurs sometimes also where the base would otherwise run
too high for the staff.

The Counter, or Alto Clef, on the middle line, has heretofore
been generally used, but the Tenor Clef on the upper line but
one has not been much used, and tiie others not at all, with us.

Latterly they have all been laid aside as useless. As it is con-
venient, and even necessary, for every singer to be acquainted
in some measure with all the parts, and as the different clefs
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require a different application and use of the staff, it necessarily

follows, that the more Clefs there are used, or the more they are

varied, the more the difficulty is increased to the learner.

The Base, which is the foundation of all harmony, should be

sung by the lowest voices of men.

The Tenor, is designed for the higher voices of men.

The Counter, or Alio, is designed for boys, or the lowest female

voices, or the highest voices of men.
The Treble, Soprano, or Canto, which is the principal Tune or

Air, should be always sung by females, whose voices are naturally

an octave higher than those of men.
This is the natural order in which the parts should stand, but

it has been found convenient to place the Treble next to the

Base to accommodate organists and other performers on keyed

instruments, and the Tenor takes its place at .the top. This is

the order observed in this work.

If more parts than four are used, they are specially designated

as 2d TrMe, 2d Tenor, &lc.

When the arrangement of the parts is thus understood, more
than two clefs are certainly unnecessary and inconvenient.

QUESTIONS TO LESSON I.

1. What is a Staff ?

2. How many places for the notes*, or degrees, does it contain ?

3. How are they counted, or reckoned ?

4. What is to be done when more degrees are wanted ?

5. What are Leger lines?

6. What is a Clef?
7. How many Clefs are there, and what are their names ?

8. How many Clefs are used in this work, and what are they called ?

0. What are the respective voices best suited to each part ?

50. When there are more than four parts, how are they designated ?

OF MUSIC.

LESSON II.

Of Notes and Rests.

Notes are marks or characters designed to represent sounds^

and are six in number.
Rests are marks of silence, and are six in number, and take

their names from their corresponding notes.: Ex.

Semibreve. Minim. Crotchet. Quaver. Semiquaver. Demisemiquaver.
Notes

Rests

A Semibreve is a round open note ; and its rest is an oblong
square placed under a line, and is called ^Semibreve Rest ; but it

is also used to fill a bar or measure in every mode of time, and is

therefore called also the Bar Rest.

A Minim is formed like the semibreve with the addition of a

stem. Its Rest is like the semibreve rest, but is placed above the

line, and called a Minim Rest.

A Crotchet is formed like the minim, being only somewhat
smaller, and its head black or opaque. }ts Rest is a stem leaning

to the left, with a hook at the top turning to the right, and is call-

ed a Crotchet Rest.

A Quaver is formed like the crotchet, with a hook to the

stem, generally turning to the right. Its Rest is a stem leaning to

the right with a hook at the top turning to the left, and is called a

Quaver Rest.

A Semiquaver is like the quaver, but has two similar hooks.

Its Rest also has two hooks ; and is called the Semiquaver ResU
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A Demisemiijuaver is like the semiquaver, but has three similar

hooks. Its Rest has also three hooks ; and is called the Demi-

stmiquaver Rest.

The following is the proportion these notes bear to each other.

One Semibreve is-

2 Minims

4 Crotchets

8 Quavers

16 Semiquavers -

zoz——— equal to

mm
EE39EJ1+

32 Demi- I#fM«fWt*«*«i**»*««**«*M«
semi-

quavers.
ZgJJ

It will be here seen that a minim is equal to two crotchets.

A crotchet equal to two quavers, &c. The rests are equal to

their corresponding notes. When a Semibreve Rest fills the

space and unites two lines, it is -\

called the Breve Rest, or Two bar / 2 bars. 4 bars. 8 bars, &o.

Rest. When it fills two spaces /Ex. —ZIZIIZZZIIZZZ.. ZZ.

and connects three lines, it is V ZZ:nZi:zl_:izl_l

—

called a Four bar Rest,
"~ "

QUESTIONS TO LESSON II.

1. What are Notes, in music, and how many are there ?

2. Will you name them ? 3. What are Rests, and how many are there?

4. Will you describe a Semibreve and its Rest ? 5. A Minim and its Rest/

6. A Crotchet and its Rest? 7. A Quaver and its Rest ?

8. A Semiquaver and its Rest ?' 9. A Demisemiquaver and its Rest ?

10. How many Minims and other shorter notes are there in a Semibreve

11. How many Crotchets, &c. in' a Minim?
12. How many Quavers, Sic. in a Crotchet ?

13. How many Semiquavers, &c. in a Quaver?

14. How many Demisemiquavers, &c. in a Semiquaver ?

15. Is a Semibreve Rest ever used to fill more than one measure, and how i

LESSON III.

Explanation of Musical Characters.

A Point of Addition, is a dot after a note, and adds one third

to its length or duration : Ex.

I * Sir—zc~±~'^~~:

i
:
~z^---I

:r-*^:-:

f
:-zWv- :::

zpzprp:i:*^*z*4^=*~*:+;*-^-*:t:*=*-*=;
-i— i—t—

Thus appointed Semibreve is as long as three minims ; a pointed

Minim as lonej as three crotchets ; a pointed Crotchet as lotsg as-

three q^vers ; a pointed Quaver as long as three semiquavers

;

and a pointed Semiquaver as long, as three demisemiquavers.

A Figure of Diminution^ is a- figure of three placed over or

under three notes of the same kind,, or a six over six notes
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and takes away one third of ^ equal to

their length, so that three

thus marked are equal only ? Ex. Z$

to two without the figure, or

six equal only to four.

A Flat is the letter b placed before a note

and lowers it half a tone.

A Sharp, is a double cross placed before a
} gx

—-—-—

—

note ; and raises it half a tone

A Natural is a character placed before a note,

to restore it to its natural sound.

A Bar is a perpendicular line or score, drawn
through the staff to divide the music into equal

measures.

A Double Bar is one, or two, large perpen-

dicular lines drawn through the staff to denote

the end of a strain, or line of poetry.

A Brace is a connecting line at the beginning]
of a piece to show how many parts move to-

J

gether, or compose the score.
'

Ex. —-$e

Ex.

A Hold, or Pause, is a point covered by a

curve line, placed over a note, and denotes that

its sound may be continued at pleasure. } ZZIZCZZZZT
A Slur, or Tie, is a curve line drawn over or under several

notes, and shews that they are to be sung to one syllable.-—If the

notes are quavers or smaller notes, they are

tied at the bottom or top of their stems by 1

their hooks, and need no slur, or other 1

tie, and are called Groups.

A Repeat, consists of dots or points placed at

the end of a strain, or dots with a dotted S 1

over them, and denotes that the strain is to be 1

Sung again.

A Double ending consists of dots at the end of a strain, with a

double bar and a figure 1 over the preceding note, and a figure 2

over the succeeding note, and signifies that the strain is to be
repeated, and the note under figure 1 is to be sung the first

time, and the note under figure 2 is to be sung the second time,

omitting that under figure 1,

JL- 2_ l_S v£_

Ex. zpzz
j
jznz or zpzizjijigz

unless they are connected by

a slur, in which case, they

are both to be sung the

second time.

Choice Notes are notes placed on different de-

grees in the staff and in the same part of the

measure, and may both be sung together, and
each singer may choose which he pleases.

A Trill, or tr, is placed

over a note, and shews that'

it should be shaken.

4r

EX.

shaken.

An Appogiatura is a small note placed before the principal

note, on an accented part of the measure, and takes a por-

tion of its time, according to its comparative length : except

the principal be a pointed note, in which case, it takes the
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whole time of the principal, and that takes the time of the point

;

Ex.

written. suns. written.After Notes, are small notes

following the principal note,

on unaccented parts of a

measure, and take one half of

its time :

Syncopation, or Driving Note,

is when a note begins on the

weak, and ends on the strong

part of the measure :

A Direct, is a character at the end of a staff, and }

shews that the first note of the next staff is on the > Ex
degree where the direct stands : )

sung.

«*Si Hi

Ex.

3=
Staccato Marks are dots or marks placed over notes, and shew

that they should be performed short and distinct, and are the

opposite of Legato, which implies -\ _T_-: —
,

that the notes are to be performed ( ^ Z»Z»Z*ZJZ?Z£z?Z;
in a smooth and gliding manner, at C

x
* Zpz[zrtzZir(lZZztz:

full length :

A Crescendo is a mark placed over the staff, to sig- ) -p

nify a gradual increase of sound : \
x

* **

A Diminuendo is a mark to signify a gradual dimi- ) F
sution of sound

:

2

A Swell is a character combining the crescendo
and diminuendo, and signifies a gradual increase 1

to the middle, and then a gradual diminution to 1

the end :

A Signature is the number of sharps or flats set at the begin-

ning of a Tune, which affect all the degrees on which they are

placed throughout the Tune, unless counteracted By naturals or

otherwise. If there be no flats or sharps it is called the Signature

of the natural key.

A Close denotes the end or conclusion : Ex. z

QUESTIONS TO LESSON III.

1.

2.

4.

8.

12.

15.

18.

22.

What is a Point of Addition, and what are its uses?

What is a Figure of Diminution, and what are its uses? 3. A Flat?
A Sharp? 6. A Natural? 6. A Bar ? 7. A Double Bar ?

A Brace ? 9. A Hold or Pause ? 10. A Slur or Tie? U. A Repeat ?
A Double Ending? 13. Choice Notes ? 14. A Trill ?

An Appogiatura? 16. After Notes ? 17. Syncopation or Driving Note ?

A Direct? 19. Staccato Marks ? 20. A Crescendo? 21. A Diminuendo '

A Swell? 23. A Signature? 24. A Closb ?

LESSON IV.

Of the Scale, Solmizatjon, and the Gamut.

The Scale consists of seven original sounds, which are named
from the first seven letters of the Alphabet, viz. A, B, C,
E, F, G.
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Solmization, or Solfeggio, is the application of certain syllables

to the notes which represent these sounds : which are four in

number, namely, Fa, Sol, La, Mi. Some nations trse seven

Syllables, as

ut, re, mi, fa, sol, la, si.

or, do, re, mi, fa, sol, la, si.

or, \la, me, ni, po, tu, la, be.

These syllables are used by students instead of words, only
while they are practising, and until they become well acquainted
with the scale and the various intervals it contains.

Note, a in fa and la has the broad sound of that letter, and i in

mi has the long sound of e.

THE GAMUT.
The Gamut is the application of the Letters and Syllables to the staff: Ex.

Treble, %Rllo, and Tenor.

C—fa— Second leger line above.

B mi Second space above.

—A—la—First leger line above.

G sol First space above.

_F—fa— Fifth line.-

E la Fourth space.

—D—sol—Fourth line.

C fa Third space.

B—mi—Third line.

A la Second space.

G—sol—Second line.

F fa First space.

-E—la First line.

D ' sol First space below.

C—fa First leger line below.-

This Gamut should be perfectly understood and committed to

memory, so that the student may be entirely familiar with the

situation of the letters upon the staff, as these never change, but

always preserve the same places ; while the syllables are always

hanging, as will be seen hereafter.

Base.

E—la—Second leger line above,

D sol Second space above.

C—fa— First leger line above.

B mi First space above.

-A—la—Fifth line. •

G sol Fourth space.

—F—fa—Fourth line.

E la Third space.

D—sol—Third line.-

C fa Second space.

—B—mi—Second line.

A la First space.

G—sol--Fir»t line.'

F fa First space below.

E—la— First leger line below.

The Clefs, with their relative situation, as used in this work,

will be understood from the following example, where the Sylla-

bles are also applied to the letters anil notes as they stand in the

natural key, when there are no flats or sharps inserted.
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Treble.

Base.

C D E FGABCDEFGABCDEFGABCDEF&ABC
fa sol la fa sol la ini fa sol la fa sol la mi fa sol la fa sol la mi fa sol la fa sol la mi fa

Here it will be seen that the Base Clef stands on the line repre-

sented by F, and is called the F Clef ; and the Treble Clef stands

upon the line represented by G, and is called the G Clef. It will also

be seen that the second C in the base is in unison with the first C in

the Alto and Tenor, and the third C in the Base, and the second in

the Alto and Tenor are in unison with the first C in the Treble; this

is so, because the Treble is an octave higher than the Alto or Tenor,
female voices being naturally an octave higher than those of men.
The other Clef of which we have spoken, and which is now out of

use, is called the C Clef, and it gives the name of C to the line on
which it is placed, and all the other letters must stand in their natural

relative order.

The natural order of the seven sounds on the staff is as

follows :

Treble, Alto j^ZCZjZZjZZ ZzjlZjlglCJjn:gIZ£Zj_ztzZ Z

Base.

fa sol la fa sol la mi fa fa mi la sol fa la sol fa

fa sol la fa sol la mi fa fa mi la sol fa la sol fa

The above will be a good lesson for trying the voices of

the students, and familiarizing them to the seven sounds of

the natural scale both rising and falling.

It will be perceived that fa, sol, la, being repeated, with

the addition of mi, completes the seven sounds, and the

eighth conies to fa again, and constitutes what is called the

octave ; so that, after the seven sounds have been per-

formed, a new series commences precisely like the first,

only an octave higher, or more acute, and if the series

should be repeated ever so often, they are considered as

one and the same.
In the foregoing examples, which are founded upon

what is termed the natural key, it will be seen that the mi,

which is considered as the guiding or leading note, is on
B: but it may be removed by flats or sharps at the begin-

ning of a tune, or changed, :a the course of modulation, to

any other place or degree in the staff. It is -important

therefore in solmization, first to ascertain where the mi is,

and for that purpose the following rule should be perfectly

familiar, and commuted to memory.
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RULE.
The natural place for mi is in B ; but

If B be flat mi is in E If F be sharp mi is in F
If B and E be flat mi is in A If F and C be sharp mi is in C
If B, E, and A be flat mi is in D If F, C & G be sharp mi is in G
If B, E, A & D be flat mi is in G If F,C,G & D be sharp mi is in D

Having thus found the place of mi, by the application of this

rule to the signature, the natural order ascending from it will

be fa, sol, la, fa, sol, la, and descending will be, of course, la, sol,

fa, la, sol, fa, and then mi returns again either way. Of these

seven original sounds two are only half tones. They are found

between mi and fa and la and fa ascending. It is from these two
semitones that the necessity of modulation arises, and its princi-

ples depend upon them.

Modulation is a partial and temporary change of the key or

Tonic occurring in the course of a tune, by the introduction of

incidental flats, sharps, or naturals; and these affect all the sub-

sequent notes on the same bar or measure, and sometimes the

first note, or more, in the next measure standing on the same
degree, provided the last note in the other measure stood on the

degree thus affected.

QUESTIONS TO LESSON IV,

I. What is the Scale of Music ?

J. What is Solmization, and what re the names of the-Syllables used?
3. What is the Gamut ?

4. How are the seven Letters applied ti the Treble Staff?
5. How are they applied to the Base Stuff ?

6. What are the Syllables which other nations use in Solmization ?

1. Do the Letters change their places on Ihe^taff?

8. Do the Syllables change their places?

9. What Letter doe* the Treble Clef represent i

10. What Letter does the Base Clef represent ?

11. What Letter does the other Clefy which is now obsolete, represent?
12. How do fa, sol, la, mi, represent the seven sounds, considering they ate

but four in number ?

13. How is the Octare composed ? 14. What is the name of the leading note t
15. What is the natural place of mi?
16. When, by flats or sharps at the beginning of a Tune, the mi is changed to

another place, by what Ruk is its place ascertained ?

17. What is the order of the syllables, in solmization, above and below mi ?

18. How many half touts are there ta the Octave, and where do they fall ?

19. What is Modulation ?

LESSON V.

Of Modes, Tonic or Key, and Intervals.

There are two modes, the Major and Minor.
The Tonic or Key note, is either the first note above Mi, qr

the first note below it, according to the mode. In the Major
Mode it is the first note above Mi, and is called Fa, as we have
already seen. In the Minor Mode it is the first note below Mi,

and is called La. In the Major Mode the semitones are always

found between the third and fourth sounds and the seventh and
eighth sounds ascending, that is, between La and Fa, and Mi and
Fa, as was before stated. From the Tonic fa, therefore, in the

Major Mode we gradually ascend to the third note by two whole
tones, so that the third is a Major third, which gives it the name
of the Major Mode; as Fa, Sol, La, as may be seen in the fore-

going examples. In the Minor Mode we ascend from the Tonic to

the third by one whole tone and one half tone or semitone, so

\
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that the third is a minor third, which gives it the name of Minor
Mode ; as La, Mi, Fa, and the two semitones in the Minor Octave
will therefore be found between the second and third sounds, and
fifth and sixth sounds ascending, that is, between Mi and Fa, and
La, Fa ; which are the same intervals and the same tones as in

the Major Mode : Ex.

_Ex. Major Mode. -g_^_T^Z

"c D~~E~F g"a~b"c™
fa sol la fa sol la mi' fa

Ex. Minor Mode.

A~ B*~cT D E F G A
la mi fa sol la fa sol la

The last note of the base at every final close is either the first

note above, or the first note below mi, that is, either Fa, or La,
and thus determines the Mode.
The Minor Scale, however, in modern music, is altered from its

natural state, by sharping the 6th and 7th from the tonic in as-

cending, which renders it in some measure an artificial scale :

Ex.

In ascending it is necessary that the seventh, as a proper lead-

ing note to the Octave or Tonic should be sharped, leaving an in-

terval only of a semitone between them. Having sharped the

7th, it becomes necessary also to sharp the 6th, otherwise there

would be a tone and a half between them, which would not

preserve the scale, as it ought to be, a regular series of tones and

semitones. In descending, the 6th and 7th are not to be sharped,

but preserve their natural sounds, as the above example shews.

The occurrence of these sharps on the 6th and 7th in this

manner, does not change the key, but is called the sign of the

Minor mode.
The seven sounds in the Octave, the eighth being the same as

the first, have distinct names, from their situation and effect in

the scale. The Key Note is called the tonic, from its being the

principal Tone or pitch of the Tune. The next note above, or

its second, is called the Superlonic, from its being the next note

above the Tonic. The next above, or its third, is called the

Mediant, from its being in the middle way between the Tonic
and Dominant. The next above, or its fourth, is called the

Sub Dominant, from its being the fifth below, as the Dominant is

the fifth above the Tonic. The next above, or its fifth, is called

the Dominant, from its requiring the Tonic generally to be

heard after it, especially at a close, and is therefore said to

govern it. The next above, or its sixth, is called the Submediant,

from its being in the middle way between the Tonic and its fifth

below. The next above, or its seventh, is called the Leading or

Sensible note, from its leading naturally to the Tonic, and is the

sharp seventh of the scale, and therefore, as has been said, is, in

the minor mode, necessarily sharped in ascending. The last,

or eighth, is the Octave to the first note, and considered the same'

in effect.

Example.
^ Q s-

Ell ~ 5 ° e g
.

-—=5- ° —-—
Tonic, Superlonic, Mediant, Subdomjna->t, Dominant, Subaied.ant, Leading ttatt, OctaTe.
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An Interval is the distance of one note from another. There
are fourteen intervals bearing distinct names, viz : The Unison,

which is one and the same sound ; as mi. 2d. The Minor second,

which is a semitone, as from mi to fa. 3d. A Major second,

which is a tone, as from fa to sol. 4th. A Minor third consist-

ing of a tone and a semitone, as from mi to sol. 5th. A Major
third, consisting of two tones, as from fa to la. 6th. A Pcrftct

fourth, consisting of two tones and a semitone, as from fa to fa.

7th. A Sharp fourth, consisting of three tones, as from fa below
to mi. Sth. A Flat fifth, consisting of two tones and two semi-

tones, as from mi to the second fa above. 9th. A Perfect fifth.

consisting of three tones and a semitone, as from fa to the second

sol above. 10th. A Minor sixth, consisting of three tones and
two semitones, as from mi to the second sol above. 11th. A
Major sixth, consisting of four tones and a semitone, as from fa

to the second la above. 12th. A Minor seventh, consisting of

four tones and two semitones, as from sol below to the second fa

above. 13th. A Major seventh, consisting of five tones and one
semitone, as from fa, the tonic, to mi above. 14th. An Octave

consisting of five tones and two semitones, as from fa, the tonic

below, to fa, the tonic above. The Octave, fifth, fourth, third,

and sixth, are, in harmony, called, consonant ; the seeond, sharp

fourth, and seventh, dissonant.

Example.

Unison,

mi
Minor second,

mi fa

Major second,

fa sol

Minor third,

mi sol

Major third,

fa la

Perfect fourth, Sharp fourth, Flat fifth,

fa fa fa mi mi la

-©- -9-
Perfect fifth, Minorsiith, Major sixth, Minor seventh, Major seventh, Octave.

fa sol rui sol fa la sol fa fa mi fa fa

Hence it appears that the- Octave consists of five tones and
two semitones, equal to twelve semitones. By including the
first and last, there would appear to be 13, but it would be only
counting one twice, as the first and last are the same, being Oc-
taves to each other. There are therefore but 12 intervals,

because the unison cannot properly be called an interval, and
the sharp fourth, and flat fifth, although necessarily distinguished

for the purposes of harmony, are performed on keyed instruments

with the same keys, and make but one interval, each containing

the same number of semitones.

The Inversion of an interval is the placing of the lower note an

Octave higher; or the upper note an Octave lower, which is the

same thing in effect ; so that a second becomes a seventh ; a

third, a sixth j a fourth, a fifth ; and vice versa.
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Example.

Inverted Inverted. Inverted

.Q

Inverted. Inverted. Inverted.

Second. Seventh. Third. Sixth. Fourth. Fifth. Fifth. Fourth. Sixth. Third. Seventh. Second.

The scale is divided into semitones by the use of flats or sharps, producing an artificial semitonic scale, as follows.

THE SEMITONIC SCALE.

Ascending by sharps. Descending by Flats.

C * r>

"
V-» E F F# G G# A A-# B C B A A& G G& F E V V&

1 2 3 4 56 7 89 10 11 12. (13) 1 2-3 4 5 6 7 H 9 10 11 12

Ascending by Flats.

—ail—
C D{J. F.& E$ F Gb G^- A& A-£ B& B^

In ascending by flats, or descending by sharps, i. is necessary

after every flat or sharp, to insert a natural, othervise the sharp

or flat would continue its effect, a .d the half tonewould not be

produefd. Two of these are called natural semibnes, as be-

tween E and F and B and C, and all the other tei are called

artificial, as being changed by sharps or flats from tieir natural

state. The natural semitones are sometimes called datonic, and

the artificial ones chromatic, in reference to the ancent Grecian

scales.

Descending by Sharps.

a£ g# g^ f* f-£ e d# d-^ 3#

It may be proper to observe that any two of the five whole
tones, separated by an interval of one degree only, as from C to

D—D to E—F to G—G to A and A to B will be brought to-

gether, to all practical purposes, either when sung or struck on

keyed instruments, if the upper note of the interval be flatted,

and the lower one sharped ; that is, C* and Db, for instance, are

the same in sound, although they stand on different degrees in the

scale ; and so it is with the other four.
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Besides the intervals before mentioned, there are others pro-

duced by the Semitonic scale, which are called extremes, namely,

the extreme or chromatic semitone, the extreme sharp 2d, the extreme

jlat 3d, the extreme fiat 4th, the extreme sharp 2d, the extreme sharp

6th, the extreme flat 7th, and the extreme fiat 8th.—These are

principally theoretic distinctions, as on keyed instruments the
extreme sharp second, is the same as the minor third ; and the
extreme fiat third, the same as a tone containing only two de-
grees, and the most of the rest correspond to other natural in-

tervals.

D-^ D#

The Scale may be theoretically subdivided into smaller intervals, called quarter tones, thus:

Gfe G& G# A& A$ B& B# C

6. By what rule is it determined whether the mode be Major or Minor ?
7. Is the Minor Scale altered from its natural state, and how ?

8. Have the seven sounds or notes in the scale distinct names; and what are

they ?

9. What is an Iriertal .? 10. How many Intervals are there ?

11. What are thejr names, and which are consonant, and which dissonant ?

12. How many Ipnes and Semitones ; and how many Semitones are there in

an Octave ? 13/ What is the Inversion of an Interval ?

14. How is the tcale divided into Semitones?
15. How many kalural Semitones are there in the scale, and how many artifi-

cial? J 6. Canthe scale be further subdivided into smaller Intervals?

17. Is this subd/visien a practical one, or only a theoretic and imaginary one ?

This is altogether an imaginary division of the scale in Modern
music, as the quarter tones cannot be struck on keyed instru-

ments ; and it arises from writing one and the same key as the

sharp of the key below, or as the fiat of the key above, that is,

making, for instance, a theoretic difference of nearly a quarter

tone between G*and Ab, or C* and Db, &c. which, to all

practical purposes, are really the same.—This is called, in refer-

ence to the Grecian scales, the Enharmonic, as that by semi-

tones is called, the Chromatic division. These names and
distinctions, however, have but little use or applicability in

modern music.

QUESTIONS TO LESSON V.

1. How many Modes of time are there, and what are they called?
2. Which is the Tonic or Key Note ?

3. Which is the Tonic or Key Note of the Major Mode ?

4. What is the distinguishing character of the Major Mode, and why is it so
called ?

5. What is the distinguishing character of the Minor Mode, and why is it so
called ?

LESSON VI.

Of the rem<jval or the Key note or Tonic from one degree to
iJOTHER IN THE SCALE, AND OF SIGNATURES.

In the scsle, as we have seen, we have twelve distinct sounds,

each of when may become a new Tonic, from which to form
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the natural scale in either mode. In order to do this, we must

place sharps or flats on such notes as are necessary to bring the

two Semitones into their proper places in the scale. This will

show the utility and necessity of flats and sharps* If, for in-

stance, you would remove your Mi from B, its natural place, to

F, so as to bring your tonic to G, instead of C, its natural place,

you must place a sharp on F : Ex.

Mi in B. Tonic C._ Mi in F. Tonic G. _

sol la mi fa sol la fa sol * fa sot la fa sol la mi fa

Mi in C. Tonic D. ^
=-n*©-Q-

]f you would again remove
your Mi from F to C, and
place your Tonic on D, you
must place an additional sharp

on C.
It will be perceived that the syllables change their positions

so as to conform to the natural order in which they should stand.

And in every change by sharps the fourth above the Tonic, that

is, its subdominant, must be first sharped, and becomes the new
leading note or Mi, and the Dominant becomes a new Tonic

;

and thus sharps are regularly added by rising fifths, or, what is the
same thing, by falling fourths.

if you would remove your Tonic by flats, and wish to place it

on F, instead of C, its natural place, you must place a flat on B,
which w ill remove the Mi from B, its natural place, to E ; and F
will of course be the Tonic" of the Major Mode.

2 *

Mi in B. Tonic C.

:zzi=z=z-=izo-g-g—

sol la mi fa sol la fa sol.

Examples.
Mi in E. Tonic F.—

sol la fa sol la mi fa

The regular changes by flats are made by flatting the Mi or

leading note which renders it the subdominant or fourth of the

new key in the Major Mode, and carries the Mi to the fourth

above : so that flats are regularly added by rising fourths, or,

what is the same thing, by falling fifths.

Wherever the Mi is placed, the Music may be either in the

Major or Minor Mode. Whenever it is removed by sharps, the

Major Tonic will be the first note above the last sharp, and the

Minor Tonic, of course, the first note below it. When it is re-

moved by flats, the Major Tonic will be the fourth below, or fifth

above the last flat, and the Minor Tonic the sixth below, or third

above it ; which the foregoing examples will show.

By this process it will be perceived, that the two semitones will

be made to occupy their proper places in the scale. These flats

and sharps are placed on their proper letters in the beginning of

the Staff", and are called the Signature, and operate through the

strain or piece, unless changed or removed by naturals, as has

been before stated. It is usual to phce the flat or sharp in the

signature, on one line or space only, but each line or space desig-

nated by the same letter is equally affected by it : Ex.

Mi in E. Mi in A. Mi in D. Mi in G. Mi in F. Mi in C. Mi in G. Mi in D.
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When the Mi is placed on G or D by sharps, being themselves

sharped, they are a semitone higher than when removed there by
flats, which leave them in their natural state ; and there is the

same difference in their Tonics.

QUESTIONS TO LESSON VI.

1. How is Ihe Tonic removed?
2. How would you remove the Tonic from C to G ?

3. How would you remove it to D? 4. How is the tonic removed to F ?

5. How are removals generally made by Sharps?

6. How are they made by Flats?

7. Where will the Tonic be in the Major Mode, in relation to the last sharp?

8. Where will it be in the Minor Mode ?

9. Where will it be in relation to the last flat in the Major Mode ?

10. Where will it be in the Minor Mode ?

11. What is the difference in the pitch of Mi, when placed on G or D by
sharps, and when placed there byflats ?

12. Is there any difference in their Tonics ?

LESSON VII.

Of Time.

Time is (he manner of regulating and measuring sound with

regard to its duration, and is divided only by bars.

A Measure is what is contained between two bars.

There are three kinds of time, viz: Common, Triple, and Com-

pound.
Common Time consists of an even number of parts in each mea-

sure, and has three characters, signs, or marks.

The First is a C, and contains one semibreve, or other notes

and rests equivalent, in each measure.

OF MUSIC.

It has four beats or Times in each measure ; and is accented on
the first, or first and third parts of the measure : Ex.

12 34 '12 34 1 2 3 4.

The Second is a C with a bar through it, and contains one sem-
ibreve also, or its equivalent, in each measure; hut has only two
beats or Times in a measure ; and is accented as the other : Ex.

1 2 _l 2__ 1 2

The Third is marked by a 2 with a 4 under it, and contains

one minim, or its equivalent, in each measure, and has also two
beats or Times, and rs accented as the others. It is sometimes

called half time : Ex.

_I_ _2__

Triple Time consists of three parts in each measure, and has

three characters, signs or marks.

The First is a 3 with a 2 under it, and contains three minims

in each measure, or their equivalents, and has three beats or

Times, with the principal accent on the first, and a slight one ou

the last : Ex.
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The Second is a 3 with a 4 under it, and contains three crotch-

ets, or their equivalents, in each measure ; and has three beats

or Times in each measure, with the principal accent on the first,

and a slight one on the last : Ex.

1 2_3_ li 3_ j_ 2__3 1 2 3

|||bpz|:p=£:J^z»::

The Third is a 3 with an 8 under it, and contains three qua-

vers, or their equivalents, in each measure ; and has also three

beats or Times, with the principal accent on the first, and a slight

one on the last : Ex.
1 2 3_ 1_2 3 1_ 2_ 3^ _ 1__ _2_ _3_

% I5zszl:szzci:i:*r»z*:I:szpzp:*Zisi£3

Compound Time has even beats or Times in each measure, but

each time has three notes, and being thus compounded of Com-
mon and Triple Time, it is called Compound Time. It has two
characters, signs or marks.
The Firft is a 6 with a 4 under it, and contains 6 crotchets,

or their equivalents, in each measure ; and has two beats or
Times, with an accent on the first part of each : Ex.

« _l 2__ l_ _2 _i_ 2_

P^zztz?zzztzzzE:?I:zpzEzE:EzE:3
The Second is a 6 with an 8 under it, and contains six quavers,

or their equivalents, in each measure; and has also two beats Or

Times, with an accent on the first part of each :

OF MUSIC.
Example.12 12 1 2

There are other modes of time to be found in ancient music;

and particularly in instrument, as f, f , f, \
2

, T\, &c. but are

not much used in modern music and are unnecessary.

Figures, when used as the marks of time, are the fractional part of a Semi,

breve, the upper one designating how many, and the lower one the kind of notes

necessary to fill the measure, as f denotes, that three halves of a Seuiibreve, that

is three Minims, fill a measure : f denotes, that three quarters of a Semibreve,

that is, three Crotchets, fill the measure, &c.

The following Terms are used to denote the different movements, or degrees

of time, proceeding resularly from the slowest to the quickest. Grave, Adagio,

Largo, Lento, Larghetto, Andantino, Andante, Allegretto, Modcrato, Mastoso,

Tempo Guislo, Allegro, Vivace, Con Spirilo, Spiritoso, Con Brio, Presto, Pres-

tissimo. Without a Metronome, however, it will be very difficult to determine

the precise movement of each, and it has been thought better, generally, in this

work, not to make use of these terms, but to leave it to the discretion of the

Master or Leader. The mode of time, and the sentiment and spirit of the words,

will generally indicate the proper movement. And Church Tunes, which are

to be performed with a great variety of Hymns and Psalms, will require often

very different movements, and the eeneral direction, which the Mode alone in-

dicates, has been thought to be suliicient. In Anthems and longer Pieces, where

the authors have given such directions and intimations as to the movement, they

have Generally been inserted.

T he foregoing examples of Time will be good exercises for beginners, and

should be made perfectly familiar to them. The mode of beating, or rather,

keeping time, will be directed by the Master. It is usually done with the right

hand, and should be openly done by every scholar, till he becomes perfectly

acquainted with each kind of time, so that he can perform in exact time without

any motion. The beating of lime is only lor learners and for them it is absolutely

necessary. No person can become a good singer without an exact knowledge ot

Solmization and beating of time ; and after he has become so, he has no longer

any occasion for them, and should lay them aside.
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QUESTIONS TO LESSON VII.

1, What is Time as applied to Music ?

2. How is it divided ?

J. What is a Measure ?
4. How many kinds of Time are there, and how are thej denominated ?

5. What is Common Time, and how many characters has it ?

6. What is the Fir$t ? 1. What is the Second ? 8. What is tile Third ?
9. What is Triple Time, and how many characters has it ?

10. What is the First ? 11. What is the Second ? 12. What is the Third?
13. What is Compound Time, and how many characters has it ?

14. What is the First ? 15. What is the Second t
16. Are there other kinds of Time, not used in Modern Music ?

17. What do Figures denote, when used as marks of Time i
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18 ADVENT. C. M. Dr. Callcott.

e 7

Let Zion and her sons rejoice : Behold the promis'd hour : Her God hath heard her mourning voice, And will exalt his pow'r. And will, &c.

6 5 6 5 9*876*6 656 7 7 h 7 5 6 -&5 — 6 5 * 6 4 6
4 3 4 3 7 i b 4 3 u 3 * 3 2 3

ARCADIA. C. M.

The Lamb shall lead his heav'nly flock, \\ here living fountains rise ; And love divine shall wipe away, Hie sorrows of their eyes.

5 6 6 6 67 6 -& 6 6 6 6 £ 6 646— 6 5 6 67
34 4 4 - 4 Z 343 4

1 ba-



ARLINGTON. C. M. Dr. Arne. 19

Jesus, with all thy saints above, My tongue would bear her part, Would sound aloud thy saving love, And sing thy bleeding heart.

ARUNDEL.
6 *

3
6 5 *
4. S 3

6 6 7
5 4

C. M.

All glory be to God on high, And to the earth be peace, Good will henceforth from-heav 1n to men, Begin and never cease.

65 6 7
4

*6
3

6 7
4. * 6 4

3
6 7
4



20 BANGOR. C. M.

ve, return, Earth is a tiresome place,Return, O God of love, return, Earth is a tiresome place, How long shall vre;, thy children, mourn, Our absence from thy face

5*6 £6

m
m6—6 7

4 *

BARBY. C. M.

e-n-T^-?:
r-
Q-e-T-r,—

Hope looks beyond the bounds^tjf time, When, what we now deplore, Shall rise in full im - mortal prime, And bloom to fade no more.

©-

6- 6 4. 65 7
3













26

<f:£z2z

BROOMSGROVE, or Crowle. C. M
xizp:^: 1

Dr. Green.

"

-
-' f= J! . _1

My God, I cry with ev'ry breath, For some kind pow'r to save, To break the yoke of sin and death, And thus redeem the slave.

tr*z:

67 # #7 6 5— P. 65 K

BURFORD. C. M.

7 6
5

# * 6 7 #

Purcell.

II S2r-tI :-:

:di:d:izdzz

z§z:dz±zG

How shall the young secure their heart?, And guard their lives from sin ;
Thy word the choicest rules imparts, To keep the conscience clean.

z^iznzifpiigzpzef"^

6
I 4

J!



CAMBRIDGE. C. M. Dr. Randall. 27
Moderato

17

Come, Holy Spirit, heav'nly Dove, With all thy quick'ningpow'rs, Come, shed abroad a Saviour's love, And that shall kindle ours. And that, &c. And that, lie.

Tasto.

6 6 5 7
4 3

CANTERBURY.
7

C. M.

6 6 5 7
4 3

r£2
= : li:ill??

Why do we mourn departing friends, Or shake at death's alarms ! 'Tis but the voice that Jesus sends, To call them to his arms.

7 b7



28 CAROLINA. C. M. Coombs.

God of my life, look gently down, Behold the pains 1 foel ; But I am dumb belore thy throne, Nor dare dispute thy will.

SB

5 4. 5 6 6#6
32 3 4

3

§1C-j©J-f_A r—

-

6 5 6 6 +
A* 3

6 7
4

* 6 6 6 « 5
4 5 5 4*

6*6
4
s

6 6 7
4 *

II-

4

CHAPEL. O. M.

See, gracious God, before thy throne, Thy mourning people bend, 'Tis on thy sovereign grace alone, Our humble hopes depend, Our humble hopes depend.

)4f

7 *6 * 6 f 6 5 567 65 * 6 #6
4* 4 4* 4

3

65*
4*

6 7
4 *-
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CHRISTMAS. C. M. Handel. 31

Awake, Ksy soul, slretch every nerve, And press with vigour on ; A heavenly race demands th** zeal, And an immortal crown. And an immortal crown.

6 6 6
5

6 87 65
43 t

7 i'' T
2 32

6 S 6 5 6 5 6 6
4 3 4 3 4 3

COLCHESTER. C. M.

Lord, in the morning thou shalt hear, My voice ascending high ; To thee will I direct my prayer, To thee lift up mine eye.

8 7 6 * 6% "
6

~~ T 6 5 4 7
~ 1_

~6 ~ ^ ^ 8®"^
3 43 3-*



33

m
i

-T-P

in
Teach me to feel another's woe, To hide the fault 1 see ; That mercy I to others show, That mercy show to me. That mercy show to me.

6 6 8 7 6 7
5 4>

4.6 668765
3 5 4. #— 4. 3

COLL1NOHAM.
5 6 7 5
34 5 3

6 6 6 7
3- 4

C. M. T. Jackson.

The dear delights we here enjoy, And call our own in vain, Are but short favours borrow'd now, To be repaid again.

6 5
4>ts

6 6 6 7
4 16= 6 *i= 6 5— -&6 6 6 6 7

4fa







DUNDEE. C. M. 35

Let iiot despair nor fell revenge Be to my bosom known ; O gire me tears for others' woe, And patience for my own.

*6
1

7^7

DURHAM, or Walsal.

-Til4:r==i^-i^z^r:z:T=z=:

6 6 7 8 7

H. Ptircell.

Lord, who's the happy man that may, To thy blest courts repair, And while he bows before thy throne, Shall find acceptance there.











FUNERAL HYMN. C. M. Dr. Miller.

,- „,L*.Q,.

The righteous souls that take their flight, Far from this world of pain, In God's paternal bosom blest, For - ev - er shall remain.

6 6 * 4 7 6 *
3

FUNERAL THOUGHT. C. M.

6 4 8 7 # * 6 5 6 7
3 6 4.*-

Smith.

Hark ! from -the tombs a mournful sound ! My ears, attend the cry .; Ye living men come view the ground, Where you must shortly lie.

5°
* 6 # 6 7

4 *



GARLAND. C. M. 41

He sends his showers of blessings down, To cheer the plains below ; He makes the wood the mountains crown, And corn in vallies g*t>w.

fcJfcHI

4 5 * 5 4 3 6 4

G11EENWALK. C. M.

How vain are all things here below ! How false, and yet how fair ! Each pleasure has its poison too, And every sweet a snare.

6







#1 HUSH. C. M. Smith.

* tr 4







MARTYRS. 0. M. 47

The year rolls round and steals away, The breath that first it gave ; Whate'er we do, where'er we be, We're hast'ning to the grave.

MEAR.

Sing to the Lord, ye distant lands, Ye tribes of ev'ry tongue : His new discovered grace demands, A new and nobler song.

BEE







50 NAZARETH. C. M.

See, Israel's gentle Shepherd stands, With all-en - gaging charms ; Hark, how he caiJs the tender lambs, And folds them in liis arms.

7 6 7
4.

NEWTON. C. M. T. Jackson.

In every joy that crowns my days, In every pain 1 bear, My heart shall find de - light in praise, Or seek relief in prayer.

6 6 6 5 6 5 7
4 3 n
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52

vials full of odours sweet, With vials full of odours sweet, And hanps of 6weeter sound. And harps of sweeter sound.
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6 6 5
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PEMBROKE. C. M. Dalmer.

Praise ye the Lord, immortal choir, That fill the realms above, Praise him who forra'd you of his fire, Praise him, &e. And feeds you with his love.

6 6
4 8 3 3 3 3

5 6 6
4



PENROSE, C. M, Tucker. 53

Know that his kingdom is supreme; lour lofty thoughts are vain ; He calls you Gods, that awlul name, But ye must die like men. But ye must die like men.

6 6 6
* 5

6 8 7

PETERBOROUGH. C. M.

6 7
tx

6 7 6.
4 5* 6 6 6

4
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Once more, my soul, the ri? ing day, Sal

5*





PLYMOUTH. C. M. 55

Now let our lips, with holy fear, And mournful pleasure sing The sufferings of our great High Priest, The sorrows of our King.

6*6
5

#

PORTSEA.
6 # # 6 #

C. M. Kingsbury.

God of our mercy and our praise, Thy srlo - ry is our song ; We'll »peak the honours of thy grace, W ith a re - joic - ing tongue.

6
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eH5 (3. M.QUEENBOROUtrH. Allison.

z:Dzi§:ri:--©—

©

1=11
Thro' all the changing scenes of life, In trouble and in joy ; The praises of my God shall still My heart and tongue employ.

6 $6 §

RICHMOND. C» M.
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60 St. ANNE ?
s. C. M.

:iz^:i^ipi:s:3Zelit:pi©-

Dr. Croft.

—
T-P-

My trust is in ray heavenly friend, My hope in thee, my God, Rise, and my helpless life defend, From those who seek my blood.

6 7
4>

6 *

St. DAVID's. C. M.

#6 # 654.6 67
t( 3 3

Ravenscroft.

If:

Arise, O King of grace, arise, And enter te thy rest ; Lo ! thy church waits with longing eyes, Thus to be own'd and blest.

r ir r i r r i\jmm^^w^v^Wfff »̂
6 4, 6 664-6 87



St. JAMES'. C. M. Courteville. fit

To celebrate thy praise, O Lord, I will my heart prepare ; To al) the list'ning world thy works, Thy wond'rons work?, declare.

5 6 5 6 5 6 4 6 5
4 3 ;}







6* St. MARY'S. C. M. Rathiel.

Thee we adore, Eternal Name, And humbly own to thee, How feeble is our mortal frame, What dying warms are we.

4 4 4 *
SHOREDITCH. C. M.

My flying years time urges on, What's human must decay
j
My friends, my youth's companions, gone, Can I expect to stay ?



SOLWAY. C. M. 63



66

I

I

STEPHEN'S. C. M. Jones.

Then since myself I cannot keep Ev'n one short moment thro', Watch me, those eyes that never sleep, Till morning beams anew.

65 6 6 5 6 6 8 7
4
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&6 6 6 6

STOCKTON. C. M.

7
tr

6 6 6 5 7
5 * a

O God ! while nature speajks thy praise, With all her numerous tongues
; Thy saints shall tune di - vin - er lays, And love inspire their songs.

^
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68 T1SBURY. C. M. Husband.

There is land of pure delight, Where saints im - mortal reign; In - fi - nite day excludes the night, In-

6 5
4, 3 4

finite day excludes the night, And pleasures banish pain. And pleasures banish pain. And pleasures, And pleasures banish pain.

6 6 6 6 6 6 6 6 7
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WALLINGFORD. C. M. 69

Time, like an ever - rolling stream, Bears all its sons away ; They fly forgot - ten, as a dream Dies at the op'ning day.

'
- " '

_j ~ - ~
a J _
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WANTAGE. C. M.

8 7 * 6 #
S

8 7 6 7
4. *

Our days run thoughtlessly along, Without a moment's stay ; Just like a story or a song, We pass our lives away.

8 7 6 6
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Indulgent Father, how divine, How bright thy glories are ! Thro' nature's ample round they shine, Thy goodness to declare.

3 4 ij- « 3—

WINDSOR. C. M. Kirby.

My God, how many are my fears ! How fast my foes increase! Their number, how it multiplies! How fatal to my peace!





7* ALBION. L. M.

On wings of faith and strong desire, O may our spirits daily rise, And reach at last the shining choir, In the bright mansions of the skies.

ALDR1DGE. L. M.









78 BABYLON. L. M. Ravenscroft.

Now let our mournful songs record, The dying sorrows of our Lord, When he complain'd in tears and blood, As one forsaken of his God.

- - 6*5 « ^" #6 6 #6 6 5 °
^

5 3 5 •*

BATH. L. M.

8 7 #6
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3

4 6
3
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BLENDON. L. M. Giardini. >

4 81

Lord, when thou didst ascend on high, Ten thousand angels fill'd the sky ; Those heav'nly guards around thee wait, Like chariots that attend thy state.

God is the refuge of his saints, When storms of sharp distress invade; Ere we can offer our complaints, Behold him present with his aid.

3 #- 2
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COSTELLOW. L. M. Costellovv. 85

Be earth with all her scenes withdrawn, Let noise and vani - ty be gone ; In secret silence of the mind, My heav'n and there my God I find.

6 a
5 4

6 *6 b

DAWN. L. M
8 7 6 7
6 5 4#

#6 6-57 6 6 6 7
5 4

Whilaker.

:^-^s:si«zsia~:zi:5_ I

c-5^-^J--^T--*-*|-p-[

Awake, my soul, and with the sun, Thy daily- stage of duty run ; Shake off dull sloth, and early rise, To pay thy morning sacrifice.

Himpi

56o6^ 6 687 66 66 7 6667
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88 DRESDEN. L. M. or 6 lines.

EVENING HYMN. L. M. Clark.

3













9* GREEN'S HUNDREDTH. L. M. Dr. Green.

Sweet is the work, mj God, mj King, To praise tlij name, give thanks and sing, To show thy love by morning light, And talk of all thy truth at night.

6 4
3

HALIFAX. L. M.

c
|

Dr. Madam

8 7

Come, all ye weary, fainting souls, Ye heavy laden sinners, come ; I'll give you rest from all your toils, And lead you to my heavenly home.

6 4 3 8 7 6 7
4l 6 § 4

87 6 5« .V 6 ?
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98 ITALY. L. M. Sacchini.

|

I shall behold thy blissful face, And stand complete in righteousness.

4 5 5 h 5

which I go, Hath jojs sub - stantial and sincere, When shall I wake and find me there ? When shall J wake and find me there ?



KENT, or St. Paul's. L. M. Dr. Green. 99

f^-£:^:ipi:j::ir:q:iz:s:pip

illllilill*
1 Among the sons of flesh and blood.Where'shall we ^o to seek ^and 6nd^A hat>i - ta - tion for our God ! A dwelling for th'Eternal Mind Among the sons of flesh and blood

7*^ ^ 6^7 ^ -K 6 fcT
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KIRKE. L. M.

O Lord my God, in mercy turn, In mercy hear a sinner mourn : To thee I call, to thee I cry, O leave me, leave me not to die.

6 5 7
4 #- #—— 7— 6 6 6 7
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101 LUTON. L. M. Burder.

AVjth all my powers of heart and tongue, I'll praise my maker in my song ; Angels shall hear the notes I raise, Approve the song, and join the praise.

67 6^4.64.6^-6 6* 6 *
* 433354. 3 4-36 £-6

5 4.

3

MAGDALEN, or Evening Hymn. L. M. Tallis.

My God, permit me not to be, A stranger to myself and thee. Amidst ten thousand thoughts I rove, Forgetful of ray highest love.



MAD HID. L. M. Whitfaker. 105

S^veet is the work^ my God, my King, To praise thy n^ame, give thanks and sing; To shov^ thy love r^y morninc; light, And talk of all ^hy truths at night.

6 7 4
3 t 2
2

87 w 6667
6 4 tr

MAYHEW. L. M.

6 5 6 6 5-6
3 4. 4. 3 5

6 6 6
5 4. 3

Were 1 inspir'd to preach and tell AH that is done in heav'n or hell, Or could my faith the world remove, Still I am nothing without love.
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MORNING HYMN. L. M. 6 lines. Costellow. 109

Soon as the morn salutes your eyes, And from sweet sleep refreshed ydu rise, Think on the author of the light,

7 4 6 6 4
3 3

65 65 64 986 7
6 4.

f:

And praise him for the glorious sight: His mercy in - fi - nite implore, His goodness in - fi nite adore.
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110 MODENA.
ir-M-r

L. M. Dr. Hayes.
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Trust in the Lord, ye sons of men, The^ Lord, almighty to redeem ; Your faith in him shall not be vain, He saves whoever trusts in him.
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4 5 3 5 4. 3

MUNICH. L. M.

4;lTis finish'd," so the saviour cry'd, And meekly bow'd his head and died; 'Tis finishM, yes, the race is run, The battle's fought, the vict'ry won.
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116 PASTORAL HYMN. L. M. fi lines. Dr. Boy^e.

The Lord my pasture shall prepare, And feed me with a shepherd's care ; His presence shall my wants supply,

iEEir:3=lEdEiifeei*IEEIEE=iEiEi;53

3 6 « 3 4 5 5 I #
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3
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And guard me with a watch - ful eye ; My noonday walks he shall at - tend, And all my midnight hours de - fend.

H:
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PSALM NINETY-SEVENTH. L. M.

gllllllllilllllillilii

Tuckey 119

Darkness and clouds of awful shade His dazzling glory shroud instate, Justice and truth his guards are made, And fix'd by his pavilion, wait.

°f§:dfe:z:
r

8 7 b 7 8 « 5 64.6 67 6 6464. 4.6 67
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QUERCY. L. M.

With all my pow'rs of heart and tongue, I'll praise my maker in my song ; Angels shall hear the notes I raise, Approve the song, and join the praise.

-r^ - P
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120 ROMNEY. L. M. 6 lines.

a Slow.

Kingdoms and thrones to God belona

:#zz^zzj:.Tizzzz£z^z:pizz;zizzz:i:zzz:p£Z£ZZz£^

Praise him, ye nations, in your song He rides and thunders through the sky :

i

rfcfzfeirzfe-tezfczfci-M^
His name, Jehovah, sounds on high, Sing to his name, ye sons of grace, Ye saints, rejoice before his face. Ye saints, rejoice befoi

a * 6 6
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before his face, 6 *
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ROTHWELL. L. M. 121

11m^rm^S n̂ils^^^̂ ^^
Blest be the Father and his love, To whose celestial source we owe Rivers of endless joys above, And rills of comfort, And rills of comfort here below.
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St. GEOKGE's.

6 6

L. M.

6 6 6 4 6
3 5 4 3 4.

Stanley.

0^1^

God of my life, thro1 all its days, My grateful tongue shall sound thy praise ; The song shall wake with dawning light, And warble to the silent night.

6 4. 6*6
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SHOKL. L. M. Sboel. 125

6 6 7
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SURRY. L. M. Costellovv. 127

No more fa - tigue, no more (lis - tress, Nor sin uor death shall reach the place, No groans shall mingle with the songs,



128 STERLING. L. M.

3e i

O come, loud anthems let us sing, Loud thanks to our Almighty King ; F»r we our voices high should raise, When our salvation's Rock we praise.

7

TIMSBURY. L. M.

6 6

Smith.

Jehovah reigns, his throne is high, His robes are light and majesty ; His glory shines with beams so bright, No mortal can sustain the sight.

::b:nz=qiz|-d:=)4-=~z-=i
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TRURO. L. M. Handel. 129

WATSON's. L. M.

47







132 WIN CHELSEA. L. M. Prelleur.

Incumbent on the bending sky, The Lord descended from on high ; And bade the darkness of the pole Beneath his feet tremendous roll.

' 6^4 8 #6 6 6
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WINCHESTER. L. M.

6^i~ " ^~
8 7

Dr. Croft.

Ifits
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Life is the time to serve the Lord, The time t'insure the great reward ; And while the lamp holds out to burn, The vilest sinner may return.
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CRANBROOK, or Northampton. 8. M. T. Clark. 135

Come, all harmonious tongues, Your noblest music bring, 'Tis Christ, the glorious Son of God, 'Tis Christ, the glorious Son of

6 7 6 7
4 4

7 6 5
4 3

6 4 6 5
3 4 3

'Tis
-9—9

F-jii

God, 'Tis Christ, the glorious Son of God, And Christ the man we sing. And Christ the man we sing. And Christ the man we sing.
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FfiOOME. S. M. Husband. 13U

Shall wisdom cry aloud, And not her speech be heard ? The voice of God's eternal word, Deserves it no regard ? Deserves tt no regard ?

6-6 7
4

6

LITTLE MARLBOROUGH. S. M.

6- 7
tr* h
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O thou, whose mercy hears Contrition's humble sigh, Whose hand, indulgent, wipes the tears From ev'ry weeping eye.

6 5 8 7
» -

» if # 6 8 7
* —













PRICE. S. M. 145

Let all our songs abound, And all our tears be dry, We're marching thro 1 Im-

^
*~ *~ 6 6^>

" ^ ^ ^ ^ 6 5 7 ^ ^
6 5 ^~ 6 5 6

4 3 4. #- 4 3 * 3

manuePs ground, To fairer worlds on high. To fair worlds on high.

9 8 65 6 6 7 6 65 & 7
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RYSWICK. S. M.
u Andante.

Our heav'nly Father calls, And Christ invites us near ; With both our friendship shall be sweet, And our communion dear.

Whitaker. 147

6 „6 §
•94. 3 4<

t*- E— I -"H E-U»l
God pities all my griefs, He pardons ev'ry day ; Al - mighty to protect my soul, And wise to guide my way.

6 7 5# — 6 6 5 6
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148 SH1RLAND. S. M. Stanley.

From lowest depths of woe, To God I send my ery ;
Lord, hear my supplicating voice, And graciously re - ply.







THACHER. S. M. Handel. 151

;3ii:pia^©i:a:::

Sing to the Lord aloud, And make a joyful noise, God is our strength, our Saviour God, Let Israel hear his voice.

—
6 6 7

UST1CK. S. M.

6 6
4.

W. Cole.

O lead me to the rock That's high above my head, And make the covert of thy wings, My shelter and my shade.
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WARTON. S. M. T. Jacksou. 153

-#—i—p-

ftrrrrnrrrirrfi \ t tt i r r rrigiif£#?#fc
Behold the lofty sky, Declares its Maker God, And all the starry works on high Proclaim his pow'r abroad.

# ^ 8^ 8 7
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W1NTHROP.
6 4.

3

S. M. T. Jackson.

Far as thy nanie is known, The world declares thy praise
; Thy saints, O Lord, before thy throne Their songs of honour raise.

7 6 4 6 7 * 6 7 6 5 6 6 6 7
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ALBION CHAPEL. H. M.
Slow and soft throughout

rr#a:-

Haydn. i55

I love rav Shepherd's voice ; His watchful eye shall keep My wand'ring soul, among The thousands of his sheep.

I
7

He feeds, he feeds his flock ; He calls, he calls their names ; His bosom, his bosom bears The tender, the tender lambs.

6 6 4 6
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Dal mer.168 QUINCY. L. P. M.

Yet a tew years, or days, perhaps, Or moments pass, in silent lapse, And time, to me, shall be no more ; N

6 5
4 3

6 7
* tj

eyes shall view, Earth o'er these limbs her dust shall strew, her dust shall strew, And life's de - lu - sive dream be o'er.

&7 -- 6 7
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NINEVEH. P. M. 5 and 6. Venetian Air. 181
Slow.

The day is far spent, the ev'ning is nigh, When we mu9t lay down the body and die ! Great God, we sur-

6 5 7 8 7 6 5
6 5 4 3

6 5 7
5

7 6 5
5 4 3
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render our dust to thy care, But oh ! for the summons our spint pre - pare, our spirit prepare, our >;i:rit prepare.
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183 PORTUGUESE HYMN. t». M. 5 and 6.

The Lord is our shepherd, our guardian, and guide, Whatever we want he will kindly provide ; To sheep of his pasture his

9 m 6 5 " 65 6*6^^ 6 657 6 6 6
43 * 3

M
5 4. tf

mercies a - bound, His care and pro - tec - tion, His care and pro - tection, His care and pro - tection his flock will surround.
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BA.RBARY, or. Wicklow. P. M. 8 and 7, or 8, 7 and 4. Florio. 183

When the vale of death appears, Faint and cold this raor - tal clay, Kind Forerunner sooth my fears ; Light rue thro 1 the darksome way.

7 5 7

Light me through the darksome way ; Break the shadows, break the shadows ; Usher in e - ter - nal day.

6 4. 6 7

24









JORDAN. P. M. 8 & 7. 189

SICILIAN HYMN. P. M. 8 and 7.



190 TABERNACLE. P. M. 8 and 7. Cross.

I

Jesus, full of all compassion, Hear a suppliant's humble cry ; Let me know thy great salvation ; See, I languish, faint and die.

7 646 7 4.6 65 56 46 6— 67 67 6 667
* 3 5 4 3 43 2 45 45 4 4- tj

Guilty, but with heart relenting, Overwhelm'd with helpless grief : i'rostrate at thy feet repenting ; Send, O send me, Send, O stud me quick relief.
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<> 5 t> 6 G S 6^64 65 6 6 464 6—6 67



TAMWORTH. P. M. 8 and 7, or with or with a hallelujah, or 6 lines. Lockhart. 191

Guide me, O thou e;reat Jehovah, Pilgrim thro* this barren land ; Bread of heaven, Bread of heaven, Feed me till I want no more.

I am weak, but thou art mighty, Hold me with thy pow'rful hand. Halle - lu - jah, Halle - lu - jah, Hold me with thy pow'rf'ul hand.

T. S. 6 667 h* 7 6 67
4 °7 *

WELCH. P. M. 8 and 7.



f92 A LCESTER. P. M. 7's.

When the morning paints the skies, When the stars of ev'ning rise, We thy praises will record, Sov'reign Kuler, mighty Lord.

6 4 8 7 7
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6 4.
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7 6 5
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6 6 7
5 *

CONDOLENCE, or Plf.yel's Hymn. P. M 7's. Pleyel. r-

See, the lovelv, blooming flow'r, Fades and withers In an hour; 9o our transient comforts fly, Pleasure only blooms to die.

tJ-



BENKVENTO. P. M. 7's. Webbe. 1&8
Andantino.

While with ceaseless course the sun Hasted through the former year, Many souls their race have run, Never more to meet us here.

7 6ft
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6—4.
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6 4 6
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Fix'd in an e - ter - nal state, They have done with all below ; We a little

-s»

—

W
longer wait, But how little none can know.
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ChrisU the Lord, is ris'n to-day, Sons of men and angels say; Raise your joy!s and triumphs high, Sing, ye heav'ns, and earth, reply.





196

f

HOTHAM. P. M. 7's. Dr. Madaq.

Jesus, lover of ray soul, Let me to thy bosom fly, While the nearer waters roll, While the tempest still is nigh. Hide me, O my

6 « — 65—4. 6 S 7
4, 3

2d Treble.

Saviour, bide* Till the storm of life is past ; Safe into thy haven guide ; O receive, O receive, O receive my soul at last.
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198 TREVECCA. P. M. 7's. Milgrove and Whitaker.

Jesse's son awakes the lyre ; Listen while the Psalmist sings ; His the spirit's sacred fire, And his theme, the King of kings.





> LAMBETH. P. M. 8's. Portugal, and other L. M. tunes may be sung to this metre.

Encompass'd with clouds of distress, Just ready all hope to re - sign, I pant for the light of thy

6-6 7
4>

6 5 6 - 6 7
4

face, And fear it will never be mine, Dis • hearten'd with

^ - 6 6-

waiting so lonp, I sink at thy
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load ; All plaintive I pour out mv*

_3
feet with my song1

, And streich forth my hands in - to God.
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ITALIAN HYMN.
4 3

P. M. G. 6. 4.

3 2

Gianlim.

Come thou Almighty King, Help us thy name to sing, Help us to praise. Father, all glorious, O'er all victorious, Come and reign over us, Ancient of days.
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liANDAFF. P. M. 10 ana 11. Blanks. S03

Through distant worlds and regions of the dead '; The trumpet sounds, hell trembles, heav'n rejoices ; Lift up your heads, ye saints, with cheerful voices.



20* WALWORTH. P. M. l(>'s. Waimvright.

Behold the Ju ige descends, his guards are nigh, Tempest and fire atlend him down the sky ; Heav'n, earth and hell, draw near, let all things come,

*6 7 6 6* 667 6#6 # 6 6 7 #
3 a 4> 4, 5

6#6
4
3

To hear his justice and the sin.iei's doom. But gather first my saii.ts, the Judge commands, tiling thtm, \e angels, from their distant lands.

6 fi 7 6 7









SOS KEVERSHAM. P. M. 5. 6. 9. Dr. Marfan.

m —

-

fa.—(-—

—jj,—K-* *-— I—»—

^

Come, let us ascend. My companion and friend, To a tasle of the

9 U—
banquet above. If thine heart be as

—
6 6 - 6 6* 5 6 ^ ~ ~ 6 6 7 » fcf ^ #6

4 3

fa ,

Pia. For.

< 1 K^-gtl j—t—!—*—

'

m-rr~z T—*>-y—*—ri— •"*5'i~I—^TI?r-"rTr"Tl—1M

mine, If for Jesus it pine, Come up into the chariot of love. Come up into the chariot of

66 6 6 7 6 97 65 6 6 5 6 —• 6 §8
6 4 # 3 4 3 43 ;> 43 4 ^

love.



VESPER HYMN. Russian Air, 209
Modefato.

Ju - bi - la - te. A - men. A - men.

1st V. Hark! the Vesper Hymn is stealing;. O'er (he waters soft and clear. Nearer jet and nearer pealing, Now it bursts up - on the ear.

2d \. Now like moon-light waves retreating, ^° tlie snore dies a 'on .?i Now like angry surge? meeting, Breaks the mingled tide of song.

Ju - bi - - la - te.

7 5

F. P.P.

A - men. A - men.
5 6 6 5

* 3

^
—

"
"

Ju - bi - - - la - te. A - men. A - men.

Ju-bi-la-te. Ju - bi - la - te. Ju - bi - ]a

-

te. men. Hush, again, like waves retreating, To the shore it dies along.

t 6 6 4 6 6 ' ^ ^~7u^ hi - *
J

"Gr
<

- te. ^A^- -
' men. A - nLn..
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§10 MiKlAM's SON(t.
Con Spirito. 1st time Soli Pia, 2d time, Tutti. For.

Avison.

- - - ^ The instrumental parts to this piece are in the Old Colony Collection.

-33 ^..^-.^..^-^-..^.l-MZ --— I-t,- 5- t?--jj,—5,-5,-1* -J- *-Z_3
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1st V. Sound the loud timbrel o'er Egypt's dark sea ; Je - ho - vah has triumph'd ; his people are free. Sing for the pride ol the

2d V. Praise to the Conqueror; praise to the Lord; His word was our arrow; his breath was our sword. Who shall return to tell
t

_y3g_3_23--3t£i--3^!^^z-z*_:*z:sz:*z:sz:€z:pzz:zz:z:z::zz:^

6 5 6 5 ^67 656565 ^67 5 6^6
1 3 4 3 4 434343 4 4 5
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z=zz:z^zz^z=-—=-zjz|=»zz^z=g= E5EfeE feE_EzE_E
tyrant is broken ; His chariots, his horsemen all splendid and brave ; How vain was their boasting, the Lord hath but spoken, And

a—t* ba t-a bi ha- J -«» ha L-" a-ea -1 ta ^— ba—*• ka-^-ba * ha ** fca-

Egypt the story Of those she sent forth in the hour of her pride ? The Lord hath look'd out from his pillar of glory, And

5 6 6 6 64. * 7 ^ 6 £7 ^ 7 ^ 6 $7
4 5



1st time, Soli. Pia. 2d time, Tutti. For.

^ ^ ^ E1

10-

an

chariots and horsemen are sunk in the wave. Sound the loud timbrel o'er Egypt's dark sea ; Je-

all her brave thousands are

6 *

dash'd in the tide. Praise to the Conqueror ; praise to the Lord

:

zlzzl

His

6 5 7
4 # -

1st time.

6 5 6
4 3 4 3

zz£zz5zz£zz£—b»—^—s»—1»—^—

U

=fctzz£zzfz=t=s
zzfcz|zz2zzezzfezz£

hovah has triumph'd ; hi3 people are free,

2d time. Coda. Fortis

=..= :J:

*
L-*—fcp-

word was our arrow ; his

people are free. His people are free, his people are free.

breath was our sword, breath was our sword. His breath was our sword, his breath was our sword.
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212 HARVEST. Wliitaker.
it Pastorale. •

# T—I—

1

3d. And now his hand hath crown'd our toil, We joy like those, who share the spoil, The harvest home to bear, The han

-—

R

| I l -i. I ia I I —j^j—a-iH—k I -b I I [.i IrH i>| ^ 11 I'

1. Ye verdant hills, ye smiling fitlds, Thou earth, whose breast spontaneous yields To man a rich supply; To man a rich supply;

2. Attend the reapers' joyful lays, And hear the tribute of their praise, To nature's bounreous King

6 6 6 7
4 * 6 5

4

3. With shouts the laughing pastures rinj, With grateful hearts, ye reapers, sing The praise of heav'n's e - • ternal King, Thro'

^

^ -•- ^ij^ft ^ • * ^a
-e-- t\

^

^

'

1. Where echo's mimic notes prolong The siting strains, and bear along, Cer distant glades and caves among, The

•2. Who^e voice, loud sounding from the pole, In thunder oft is heard to roll, And oft has melted down the soul, When

6 6 5 6
4 3
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if:

DUNSTABLE, or Universal Hallelujah. Whitaker,
Con Spirito.

Begin, my soul, th'ex - alt - ed lay, Let each enrap - tur'd thought obey, Let each enraptur'd thought obey, And praise th 1 Almighty's name.

6*6 47 5 *6 6 6 — 6
3 4. 5 5

3

4 66 66 6*6
2 3*+ *

* 6—*6 C 6 6 S 7
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L -\— I
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"""J

Lo ! heav'n and earth, and seas and skies, In one melodious concert rise, In one melo - dious concert rise, To swell th'ins]concert rise, To swell th'inspiring theme, th'-

1>6 6 6 4 6 4 6
5 2 3 5

- 6*6 4 6 6
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p.

rpfr i>T? p r if r ric/forV^Jr rgg
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spiring theme. In one melo - dious concert rise, To swell th'inspiring theme, th'inspiring theme. Halle - lujah, Halle • lujah, Halle-

zi

3 5^33 * 2

—

F.

lujah, Halle - lujah, Halle - lujah, Hallelujah, Hallelujah, Amen. Halle - lujah. Hallelujah, Amen ! Amen ! Amtn ! Amen!

%
6 6 6 7

*
6 6 7

4>
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218 DYING CHRISTIAN.
Largo. Mez. Pia. | | |

-LU-u'— i—E*

Vital spark of heav'nly flame, Quit, O quit this mortal frame. Trembling, hoping, ling'ring, flying, O the pain, the bliss of dying.

,

6-6 5 $ 6 6 87 65 ^
3

6 5
+ 1

Affettuoso.

Hark, Hark, they whisper, angelsHark,

*==2l=B

Cease, fond nature, cease thy strife, And let me languish into life. Hark, they whisper, angels say, they whisper, angels

6 6 7
* fa







2*21

Vivace. For.

» i i

Lend, lend your wings, I mount, I fly, O grave, where is tby victory, O grave, where is thy victorv, O death, where is thy sting ! Otil

—I 1 1
^_L_^_^_^_K ^»-H»-bi-* * 1 (a—1

T. S.

Pia.

grave, where is thy victory, O death, where is thy sting ? Lend, lend your wings, I mount, I fly, O grave, where is thy































236 ANTHEM. Bond.
Slow.

r*^TfTrnTp y r
,
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Blessed, blessed be the Lord, the Lord God of Israel, blessed be the Lord, the Lord God of Israel.

t pE-pr^" "«~^"ff"pE

Fcr he hath

1 1 U~ 1
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—

6-6
tj

2 6

Brisk.

7 7 — #

gEEEzzzEzEzzirzizz-^^
visited and redeemed his people, redeemed his people, his people. Therefore we will rejoiee, we will rejoice, re-

iiii5
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340

of joy which shall

d tiding?, glad tidings, glad tidings which shall be to
*

all people, to all, to all, "to all people.

great joy, of great - * joy, which shall to all, to all,

4 3

For unto yon this day is born a Saviour^ For unto

Voice. « Counter. ^

For unto you tfcis day is born a Saviour which is Christ the Lord; - For unto you this da]

Org. Voice.

bj"fc 1* lair

is bom a Saviour, a Saviour,

6 7
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you, this day is. born a Saviour, is born, is born, is born a Saviour, is born a Sa - - viour,

is born a Saviour, is born a Saviour, this day, is born a Saviour, is born, a Sa - viour, which is Christ the

For unto vou this day is born a 6 —
6 ' 6 6 6

CHORUS.

C 6*^
4# 3

Glad tidings, glad ti din^s of great joy, of gieat

Lord. glad tidings, glad tidings, glad tidings of

jrlad tidings, glad tidings of great joy, of great

31
6 #6 6 #6
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246 ANTHEM. Chappie.
Chorus. Allegro assai.

O





248
^ Verse. Treble and Base.

Let us

Let us come before hrs presence, let us come before his presence with thanks - giv - ing, With thank?-

6 7

Sym.

giving ; come before his presence, let us come before his presence with thanksgiving ;

« 5 2 b <# 6 5

And shew ourselves glad, and shew ourselves glad, and shew ourselves

And shew , ourselves glad, and shew ourselves glad, and
6 7

glad - -

zfz^zzzii:

phew ourselves
g_^_ ^ ...in .





§50
Keck : Base.

In his hands are all the comers of the earth, and the strength of the hills is his also. The sea is his and he made it : and his hands prepared the dry land.

6 7 f t
* 6 6

% &
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CHORUS,

O cone, let us worship ; O come, let us worship, and fall down, and kneel be - fore the Lord, the Lord our Maker.

Duet.

For he is the Lord, the Lord our God ; and we are the people, we are the people, we are the people of his pasture, and the sheep of his hand.





HUNDREDTH PSALM. L M. §53
The Melody here is agreeable to the must ancient copies of Marot and Theodore Beza, in 1546. The parts bear the names of the 16th century-
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sent, And mag1

- ni - fy his name. Let all the servants of the Lord

His worthy praise, His worthy, worthy praise proclaim.

His worthy praise, His worthy praise proclaim.

q P ^ ^

"
His worthy praise, His worthy praise proclaim"

6 — 8 7- a
7 &6 a

His worthy praise, His worthy, worthy praise proclaim.
3 3 3.67

fi 4.5
7

S 3
5 —
* 3

CHORUS. BrUk.

i J

S5
O be joyful in God, all ye lands, O be joyful in God, all ye lands, all ye lands, O be joyful in God, all ye

4 C — 6 «
5
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(-

lands, O be joyful in God, all ye lands, Make his praise glorious; O be joyful in God, all ye lands, in God, all ye

a _.p a _..

:zt:
~f—

6 tr 6 5 -

:sif:^d::::EzJ
lan ds,

« *• 1

' ' ' „

lands,

Sip
:|Z§Z|:©.|p

-Ui-t-
in God, all ye lands, :n God, all ye lands, O be joyful in God, all ye lands. Make his praise glorious

lands, O be _jovtul in God, all ye lands, in God, all ye lands,

(J be joy - ful in God, all ve
7 6 6

8
3 3 3 3

lan
3 6 7 f 5 5
* 5 4 5 * * 3

ds, 6 7 6 7 6 I
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rejoice, rejoice,
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gratitude rejoice, In gratitude rejoice, rejoice, rejoice, In

^-tctw ^
gratitude re - joice, In
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HAMPSTEAD. Mozart. 259

The saffron tints of morn appear, And glow across the east ; The brilliant orb of day is near, To (lis - sipate the mist ; And while his mantling'

H iuw\mm j J i rE c iP t r 1
1m^t r t$*M*m

+ 4 656 6 5 7 6 #6*6 #6 6, C7 4 — 6 —22 435 43 5 $45 2 —

splendors dart Their radiance o'er the skies, To chase the darkness of my heart, O God of light, arise. O God of light, arise, arise.

6— 7-656— 5 7 6 #6 #6 #66, 6 7— 606666 6666667 > '
a — 434—3 5 -94 4. 4.
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out our aid, Made ui of clay, and form'd us men; And when like wand'ring sheep we stray'd, He brought us

fold a - gain ; He brought us to his fold again. We'll crowd thy gates with thank - ful songs, High as the
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264
3 Voices

ANTHEM. Bond.

The glory of the Lord, of the Lord

i§il
The glory of the Lord shall en - dure for ever, of the Lord shall en • dure for

_q

Org. The glory of the
7

Lord 6
6

6 5
* tj

ever, the glory, the glory of the Lord, the glo

6 ^ ^
the elorv, the elorv, ^ 6 6 6—

ry, the glory of the Lord shall

the glory, the glory,
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g>-
-~l»

:

Lord shall re - joice, re - joice in his works, shall re - joice, re - joice, re - joice in his works.

6 fcfi
4

re - joice, re - loice § 5
6

J
6 * «*

6 5
4. 3

CHORUS.

The glory of the Lord shall en - dure for ever, the glorv of the Lord, the glory of the Lord, of thrf.

The glory of the Lord, of the Lord shall en - dure

-P-

the gio ry of the

the glory 6 6 6^- 6 %
^-.^-E-^-^.f - - -.^.l"-, ^~ ~ -*-^C~^~- —
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£68
CHORUS. Allegro.

iEzzgzzrp:

Bless thou the Lord, O my soul, bless, praise, O bless thou the Lord, praise the Lord

pzzzzzjzzV
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O my soul, praise the Lord,

Q.

Praise the Lord, the Lord,

O my soul, prai - se the Lord, O - - - my

se the Lord, f

se the Lord, praise the Lord,
-5- ^

praise the

tl

Lord, the Lord, 6 6 6 S
4 to













^ ^greatness and the
~

pow'r, is~the greatness and the pow'r, and the^ glo • ry, and the victory, and the majesty, the "majesty, for all ^tba

^ 6
Organ. Voice. Organ. Voice.

is in the heav'n, in tk-e heav'n and the earth are thine : Thide is the kingdom, thine is the kingdom, O

that is in the h
I

ror a:i u:ai is in me heav'n,

^

—
P

^
J

T — —ZT ~b~~~
" ~ ^

Organ,
^~

65 ~ Voice." 1

5

b3 3 3

Voice.
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prai ------- 66 thy name, we thank thee, we thank thee, and praise thy name, we thank thee, and prai^ thee, and prai -----

thank thee, and praise thy name, and praise thy name, and praise thy name,

• - - - se thy name, we thank thee, we thank thee, we thank thee, ^ 5
—— c A f, s * *

we thank thee, and praise thy name,

we thank thee, and
6

c
- - - oc iiij name,

^
wc thank thee, and

thank thee, and praise thy name, we thank thee, we thank thee, and pratse

Q

we thank thee, we thank thee, and praise thy glo - rious

^ ~ "praise thy name, we thank thee, we thank thee,

# - 6- #

glo - nous

name, we

we
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prai - ---se thy glorious name,
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we thank thee, and prai se thy

thank thee,
^

we thank thee, .g- and praise
^

t!iy

we thank thee, and pr se thy

name,

O /

g'o - nous
-&- ^ _

thank thee, we thank thee, and prai
6

glorious

gio - rious

6—
se thy glorious

6—
name, and prai

Slow.

6_ 6

se thy
6—

name, thy glorious name, we thank thee, jre thank thee, O fJod, we thank thee, we thank thee, O God, and praise thy glorious name.

tJ * tj
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THE STORM. Whitaker. 283
For. Maestoso.

storm, a storm of hail, comes Rushing amain down, comes rushing, rushing amain down. How the poor sailors stand amaz'd and tremble !







86 STRIKE THE CYMBAL. Pucitta.
^ Allegro. For. The instrumental parts to this piece will be found in the Old Colony Collection. CHORUS.

&

Solo. Pow'rful slinging

l:

Strike the cymbal, roll the tymbal, let the trump of triumph sound.

6 6

headlong bringing, proud Go - li - ah to the ground Solo.

From the river, re - ject - nig qtnver, Judah's

6 7
4.
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CHORUS.

To the dust Jehovah
Solo. Slower Faster.

r
m

brings

. J

-9-^ • T *— si-u-'-sp-t?
What are haughty monarchs now ? Low before Jehovah bow. Pride of princes, strength of kings,

Praise him,

6 —
* —
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praise bim, exulting nations, praise.

£81
»._..

—

f5E
Praise him, praise him, exulting nations, praise, Ho - san - na, Ho - sari - na, Ho

"^h"

s:
-i

—

:±:fc?:t:c:1

san - na.

6 —
Exultiu

37
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Exulting
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Allegro con spirito

ANTHEM. Dr. Callcot.

we will

I was glad, I was glad, when they said unto me, we will go, we will go, we will go into the house of the Lord, we will

Inst. 6 ~6 7 ^ 6 6 — 6 — 6 ^ 6 7" • 6^ ^5 Voice. -S ~6 ^ ^ 6 5 Inst.Inst. 6 6 7 6 6—6— 6 6 7
5 4

5 Voice. % 6 6 6 5
4 n

go into the house, we will go into the house,

9-—'
f:

into the house of the Lord.

iym."
go in - to the house, into the house of the Lord, we wil

7 £ - #6 6 b « -

we will go in - to the house,

is 7 — m 6 6 43 6— Veice.
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we will go into the house, we will go into the house, into the house of the Lord, into the house of the Lord.

we will go into tne house, we will go into the house, into the house of the Lord, into the house of the Lord.

6 . G—«————- + 6 6 6 7 — 5 6 6 6 5 7
2 * A * i3

Duet. Pia. Grazioso. Pia.
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be within thy walls, peace be within thy walls, Amen, Amen, Amen.

and plenteousness, and plenteousness within thy palaces. Amen, Amen, Amen.

4 3 4 3 4 3 5

Poco lento. Pia.

4 3

SAXONY. Naumann.
For.

By the thoughtless world derided, Still I love the word of God ; 'Tis the crook by which I'm guided, Often 'tis a chast'ning rod.

7 7 6 76 6 §57
4 Hr"







BLISS. Wliitakcr. 295
Andanle. Far.

3d. O ! could we make our doubts remove, These gloomy, gloomy doubts that rise, And see the Canaan that we love, With unbe - clouded eyes !

1st. There is a land of pure delight, Where saints, where saints immortal reign, Infinite day excludes the night. And pleasures banish pain.

2d Sweet fields beyond the swelling flood, Stand dress'd, stand dress'd in living green, So to the Jews old Canaan stood, While Jordan roll'd between.

&? 6 7 57 5 6 7 #6 — 8„ 6 6 7
5 #

Pia. For.

Could we but climb where Moses stood, And view, and view the landscape o'er, Not Jordan's stream, nor death's cold flood, Should fright us trom the shore.

3z?zlz?zzz:*-:5zlz*i:~^
EEfeztzfczfc±Z^

There ever - lasting spring abides, And never, never with'ring flow'rs ; Death, like a narrow sea divides This heav'nly land fiom ours.

But tim'rous mortals stand and shrink To cross, to cross this narrow sea, And linger shiv'ring on the brink. And fear to launch a - way.

6*
I

7
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Pia. Andante For.

Mozart.
3

HANOVER CHAPEL.

1st. Let thy various realms,!) earth, Praises yield to heav'n's high Lord; Praise him all oi human birth, And his wond'rous acts re-
'

tie t \}sfwWBuui&e^^^^^m
2J: bee his mercy o'er our land, Spread its ever - healing wing, And his truth thro' ages stand; Fraise, O praise th'eter - na[

6 4. 6
4. 2

Pia.

6 6

For.

6 5
4 3

6i 6
4 2 5

For.

6 S
4
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cord. And his wond'rous acts record. Sym. Praise liim all Sym. of human birth, And his v ond'ious acts record.

King. Praise, O praise th'eter - nal King. And his truth thro' ages stand, Praise, (J praise, th'eteinal King.

6 - 6 5 6 77















he that comes in the name of the Lord. Ho - saana, blessed is he that comes, Hosanna, Hosanna,

Hosanna in the highest, in the higheet, Hosanna, Hosanna, Ho - sanna in the highest. - -
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blessed is he that comes, Pia.

(

iziai~^~=^-=t:d:.-^i:©id;Tpzsz:
Fortissimo. Pia.

Ho - sanna, blessed - - is he that comes, Hosanna, blessed, blessed is he that comes, Hosanna, Ho - - sanna, Ho

" Ho - sanna, blessed, blessed is he that comes," Hos~anna,
^

blessed, blessed is he that comes,- Hosanna, Hosanna, Ho- J

^ Ho - sanna, blessed is he that com«, Hosanna, ^ Ho - sauna," Hosanna," Ho^

Ho - sanna, blessed, blessed is he that comes, Hosanna,6—6 — 6 6
«, .

5
Fortis.

Hosanna,
7

Hosanna,
7

1
sanna, Ho^ - sanna,

^
blessed is he that co^mes in the^ name of the Lord,, in the name of the Lord. Ho - sanna,

sanna, Ho. - sanna, blessed it he that comes in the name of the Lord, in the name of the Lord. —

Hosanna, blessed is he that comes, - - - he that comes in the name of the Lord, in the name of the Lord, Ho - sanna,

-P-

Kii:na, Hoeantm,
7 7

blessed is he that comes in the name of the Lord, in the name of the Lord,

6 # 6—6 5 6 6 5



Pia. Cres.

Blessed is he that comes, Ho - sanna, Blessed is he that comes, Hosanna, Hosanna, Hosanna, Hosanna, Hosanna in the highest,

305

-P-P--

Ho - sanna,
^

blessed is he that comes, Ho - 'sanna, - Ho - 6anna, - - - in the highest,

Bl.ssed is he that comes, Hosanna, Ho - sanna, Ho - sanna in the highest,

Ho - sanna, blessed is he that comes,
6 6 6 6 *6

Ho - sanna, Ho - sanna, - - - in the highest," 6~ 5

_Q.T H

Ho - sanna, Ho - sanna, Ho - sanna, Ho - sanna, Hosanna in the highest, Ho-

in the highest.
^ Ho - sanna, Ho - sanna, Hosanna in the highest, Ho

. . Hosanna in the highest, Ho

^
^_ _

^

^
ortissimo. -p-

mCfthem highest. Ho - sanna, Ho - sanna,

39 Obg. 6
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For.

in the hish - est,

sanna

!

-& U-
sanna

in the high - est,

sz2"i"a~«"i

Ho - sauna in tLe high - est, Ho . sanna in th^ ' high - - e=t

Ho - sanna in the high - est, Ho - sanna in the high est.

in the high - est,

iiEbHzExEiE

Ho - sanna in the high - est, Ho - savma in the high - est.

jBHFfl

6 5 7

THE LAST DAY.

6 5
4. :

—
\Y hitaker.

., Laivlictto.

tf^t*——i-i

I

-Qrtf.- _)--

That

'l

"~
J

Pia.

day of wrath, that

inzH=czi:E=*=f:

dreadful day, When heav'n and earth shall pass a - way, SVhen heav'n and earth shall pass aw;,y, Wh«

-a—
zcz:

6
m

6 - 6 8 7
4

4. —
3 —
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roll. The flaming heav'ns together^ roll, to - geth - er roll, together roll, When louder yet and yet
^

more dread,

6 6 6 6 6 6 6
4 4
3

— 5— 3

The heav'ns, the heav'ns, the heav'ns together roll. The heav'ns, the heav'ns, the

Swells the high trump,

^
- - -

^

- - "
fc*

* R
~ '

'

^W6 '^S ^8 *rum '''
-------

The heav'ns, the heav'ns, the heav'ns together roll.

6
(tie heav'ns, the heav'ns, the
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heav'ns together roll.

The trump that wakes the dead ? Oh ! on that day, that wrathful day, When man to judgment wakes from clay, Be





CHORUS. ,

ANTHElM.
Verse.

Dr. J. Clarke. 311

O give thank?, give thanks unto the Lord, O give thanks unto the Lord, For 1 is gracious, he gracious, And his mercy en-

.~ZI_Z-Z_-e_3

P3

5 I
3 2

b 3 *
4 3 2 3

Verse.

9 8 6 5
7 b * 3

4 6 6.=.
2 * 3

CHORUS. For.

f"f

M
CiT~F'1

rzzzzzzzz:4:bzE.}:brErbit:t:Er:?=±:}:E-zrb:t£rt=?:j
dureth for - ever, And his mercy en - duretli for - ever,'

S=®EEz?|Etz:g|^

O give thanks unto the God of all gods, for his mercy en-

4 6 7
2 i

4. 5 5 5 7 6 5
2 3 4 3 4)

2

6 - 6 7-7
#

6 5





CHORUS. For. Verse. Fer.

d l-J

r ^ i
' '

' — ^ —
_

—
1— — —

laid oat the earth above the water.?, For his mercy endureth for - ev - er, For his mercy endureth for - ever, Who hath made great lights,

For his mercy endureth for - ever, _q_

C £? , C A C G £. C C. *9 A c e n ez * - mo'e-e
5

4

CHORUS.

4. 6 fi 5 « 6 7
2 4 3 5 4

Verse.

5 5 — 7 6 5
3 4 3 5 4 3

2

CHORUS. Verse. Pia.

E5E3
i

For his mercy endureth The sun to rule the day, For his mercy en - dnreth for - ever, The moon

^ ~* ^
' ^

t". 8. '^"i.^"^ ~^ ^" ~5^^?
6 ?" 6

40
^ 3 # 4 #
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9— 1

two parte, And made Israel to go through the midst of it, made Israel to go through the midst of it.

niiiiini:

|

^CHORUS. Presto Moderato

But as for Pharaoh and his host, But as for Pharaoh and his host, But as forBut as for Pharaoh and his host, But as for

But as for Pharaok and his host, But as for Pharaoh and his ho^t, But as for Pharaoh and his host, But as for

But as for Pharaoh and his host, But as for Pharaoh and his host, But as for

Eut a« for EJi^raoh »nd his ho^t, But as for Pharaoh and his^host, But ats for Pharaoh and hjs'host, But as for'Ph'araoh, as for

'
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Pharaoh and his host, He over - threw them, He over - threw them, He overthrew them, as for Pharaoh and his host,^e over-

Pharaoh and his host, He over - threw them, He over - threw them, He over - threw theru. But as for Pharaoh and his host, he over-"

I

But as for Pharaoh, But as for Pharaoh, as for Pharaoh, but as for Pharaoh and his host, he over-threw them, over-

U |—
j

threw them, But as for Pharaoh, as for Pharaoh and his host, he over-

^
But as for Pharaoh, But as

But as for Pharaoh,
C

But as for Pharaoh, But as for Pharaoh, for Pharaoh and his host, he over-thrtw them, over-

# 6 767 76 76 76
* 5 S 5
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threw them in the Red sea, in the Red sea, He over - threw them in the Red sea, Rut as for Pha - - raoh

Pharaoh, But as for Pharaoh, But as for Pharaoh and his host, But as for Pharaoh and his host, S j- 6 C -^6 7
7 67 6 5 7 6? 6 63333333333 J^b 5 *
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Treble. CHORUS.

Counter. Then would I ^ee a - way, and be at rest, flee a - way, and be at rest, then wonld I flee a-

"
Tenor.

"

Then would I flee a - way, would flee a - way, and be at rest,

Then would I flee a - way, a - way, and be at rest, be at rest, then

Then would I flee a - way, and be at rest, be at rest, Then
6 5 6-

3

way, and be at rest, would I flee a - way, flee a - way", then^would I flee a^-way, would flee away, and be sit rest.

then would I flee a - way, would flee a - way, and be at rest, would flee away, and be at rest"

would I flee^ ^a^ - way, then would I flee a - way, flee a -way, and be at rest, and be at rest, be at rest.

would I flee a - way

3

would I flee away, and be at rest, would, &c. 6 f 5 7 -©T
6 65 6 - 2 6- 6* 4 3-

4 3 3







^ CHORUS. Largo.

Blessed, blessed, blessed, blessed is the man, Blessed is the man, Blessed is the man that hath set his hope, his hope in the

Blessed, blessed, blessed, blessed is the man, Blessed is the man, Blessed is the man that hath set his hope, his hope in the

# T. S.
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I
1
1

1

lllll iiiiiiiiii Mill lllll lllll
Millmil mmt»

*
thou hast done. Great are the wond'rous works, Great are the wond'rous works,

Great are the wond'rous

Great are the wond'rous works, Great are the wond'rous works,

Great are the wond'rous works,

thou hast done.

Great are the wond'rous works, Great are the wond'rous

^

Great are the wond'rous works which thou, which thou hast
^

done.

works,

Great are the wond'rous works ------- which thou, which thou hast done.

works, Great are the wond'rous
8

works 6

o

6 5 7
4 3-
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from the great congregation. Withdraw not thou thy mer - cy from me, Withdraw not thou thy

mercy from me, O Lord ; let thy loving kindness and thy truth always preserve me.

Let all those that seek thee, be joyfu^ and glad, be joyful and jrlad, be

CHORUS. Vivace. For.

Pia

Let all those that seek thee, be joylul and glad, Let all those that seek thee, be joyful and glad, be

be joyful,

joyful and glad, be

be joyful,
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joyful and glad, be joyful, be joyful, be joy fill, be joyful, be joyful, be ful, be joyful and

be joyful, be joyful, be joyful, be joy ... ful, be joyful, be joyful, be joy - - - - ful, be joyful and 1

joy - ful and glad, be joyful, be joyful, be joy ful, be joy ful, be joyful and I

be joyful, be joy fi 5 - 6 S ful, be joyful, be joyful, be joy - - - > - ful, be 6 6 5
4 o 4 v> (5 — — — .— — — — ~ — 4 *

^ ^ ^

Pia. Tenor or 2d Treble.

^
glad.be glad in thee. And let such as love thy sal - vation, let such as love thy sal - vation, say

glad, be glad in tl^ee. And let such as love thy sal - vation, i»?c
^ such as love thy sal - vation,

6 6 #-
4

Inst. 6 5
4 * 5

? 5
* 3

6 -B7 6 5
4 *5 4 3

say
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