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| American Fo]klore Recordings
Primitive Baptist Hymns of the Blue Ridge
Recorded by Brett Sutton and Pete Hartman

In Primitive Baptist churches scattered throughout the
Blue Ridge region of Virginia and North Carolina, you can
still hear a style of sacred singing practiced by American

colonists. Brett Sutton spent nine months in those church :

communities, collecting hymns and examining their cul-

~ tural environments. The product is a valuable selection of . .
recordings and an accompanying book that discusses with
authority not only musicological but ethnographic issues, .* -

Sutton's study reveals the importance of the music’s

presence in the community, the spiritual values that the s

mmusic conveys, and why and how the music has survived. SEn HE :
. general editor for the series is Daniel W. Patterson,

* chairman ofthe Curriculum in Folklore at the University of

southern shape-note tunebooks, but the Primitive Baptists’ “. .+ North Carolina at Ch@@ Hill.

The unaccompanied, unharmonized hymnody of Primitive
Baptist singers is related to the better-known music of the

take their tunes from memory rather than books, These

recordings of their songs offer a fresh perspective on a well- g

known musical tradition.
Until the 1890s, black and white Primitive Baptists in

ing today reflects their common history. Sutton presents

Side 1
i.Dunlap, “Dark was the night and cold the ground.”

Hylton Thessalonia Primitive Baptist Church, Patrick B :_ e

County, Virginia, 25 January 1976 (4:05).

2.Dunlap, “My God the spring of all my joys.” Staunton i
River Association, union meeting, Danville Primitive =
Baptist Church, Danville, Virginia. 29 February 1976 = .

(3:30).

3.Devotion, “Poor and afflicted, Lord are thine.” Union RS

Primitive Baptist Church, Floyd County, Virginia.
25 April 1976 (5:41). -

5. Pilgrim, “On 'Jérdan's stormy banks I stand.” Eider
" Bennie and Edrie Clifton, Patrick County, Virginia.
5 March 1976 (3:43).

6.Jesus Is a Rock. Ephesus Primitive Baptist Church, -

Henry County, Virginia. 9 May 1976 (4:03).

zsinging of black as well as white singers, examining not

only what their styles have in common but how they are

- unique.

Brett Sutton is a doctorai candidate in the University of

- North Carolina anthropology department, and he helps
©.. produce a traditional music program for public radio. He
“has received the Society for Ethnomusicology’s Charles

" Seeger Prize.

. This series presents weli—documénted recordings of tradi-

tional American verbal and musical performances. The

7+ Also available:

- Powerhouse for God

w4 Sacred Speech, Chant, and Song in an
.. Appalachian Baptist Church

the Blue Ridge attended the same churches and their sing- . by Jeff Todd Titon

- Side2

G 1. Pisgah, “I'm not ashamed to own my Lord.” Old.
. Republican Primitive Baptist Church, Franklin County,

Virginia. 18 April 1976 (2:42).

.:'-'_:'-'72'.Pz'sgah, “Amazing grace! how sweet the sound.” Tatum

Macedonia Primitive Baptist Church, Patrick County,
Virginia. 8 February 1976 (5:01).

‘ "::- 3. Wayfaring Stranger, “"Come thou long-expected Jesus.”
i - Old Republican Primitive Baptist Church, Franklin
County, Virginia. 18 April 1976 (2:30).

L :‘:' : 4.1 Heard the Voice of Jesus Say, *1 heard the voice of
4. Depotion, ““Twas on that dark, that doleful night.” Shady . .=
Grove Primitive Baptist Church, Floyd County, Virginia. -

6 June 1976 (6:15). i _
(6:15) -~ B,Condescension, “Firmly I stand on Zion's hill.” Carolina

Jesus say.”" Hylton Thessalonia Primitive Baptist Church,- '

. Patrick County, Virginia. 28 March 1976 (7:57).

Springs Primitive Baptist Church, Franklin County,
Virginia. 2 May 1976 (3:32).

s 6.Long Sought Home. Ephesus Primitive Baptist Church,

7 Henry County, Virginia. 9 May 1976 {5:10).
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Let the word of Christ dwell in you
richly in all wisdom; teaching and
admonishing one another in psalms
and hymns and spiritual songs, sing-
ing with grace in your hearts to the
Lord. —Colossians 3:16

if the Lord give you a spa‘rff fo sing, that
singing is just as good as preaching. It

fills you up all over. You get just likea

new person in there.—deacon, Primitive
Baptist Church

“Nihe songs in this collection are
unlike either the familiar Baptist
and Methodist hymns sung by

.a  many Southemers or the widely
popular gospel songs in either their
spirited or sentimental forms. There
are no accompanying instruments here,
and not much singing in parts, just the
Ioose blend of the singers’ voices carrying
the tune along at an unhurried pace. In
many ways these are simple hymuns, at
least in comparison to some modem
forms of sacred singing. But in other ways

they are only deceptively simple, for their -

plainness conceals an underlying musical
complexity. The singers are members of
Primitive Baptist churches scattered
along the eastern escarpment of the Blue
Ridge Mountains in Virginia and North

" Carolina, one of the regions where this old

hymnody is still in common use, This

anthology includes performances by both

Breﬁ Sutton

The University of North Carolina Press Chapel Hill

black and white congregations; these

historical tradition, and both have man-

aged to protect the old singing from the
i Today the tradition is mainly under the
‘protection of those conservative churches,
 particularly the Primitive Baptists, whose
' theological perspective carries with it a
;i commitment to the old hymns. It aiso
survives among some of the more conser-.
! vative groups descended from the
. Anabaptists of Europe, such as the Ger-

pressures of modernization.

Indeed, no American singing tradition :

has survived longer or has resisted so
many challenges. The English Puritans,
who were among the first Europeans to
settle on this continent, arrived with
singing habits not very different from
those of the modem Primitive Baptisis,

" and their emphasis on congregational par- -
ticipation in singing was itself based on -

principles established during the Protes-
tant Reformation. Yet, the pressures of
change on the old singing tradition have
been continuous since the colonial period.
Some developments were consequences

of American innovations in folk hymnody, .
such as those accompanying the frontier. .’
camp meetings of the 1800s. Many more "'
were products of modernizaiion and, oc- v fra )
v with the Psalms, and later the early

** hymns, rural Americans frequently drew
1.7 hymn tunes from the stock of secular folk
- " roiasic with which they were already fa-

-~ miliar, Thus certain melodic and stylistic

casionally, the efforts of reforrers to

bring American sacred singing up to the .

standards of “correct” music: the re-
placement of metrical Psalms by com-
posed hymns, the institution of smgmg

schools and musical literacy, an increased
reliance on part singing, the displacemient. -
of folk hymns by gospel hymns, an in- . .
 creased use of pianos and organs inthe -
churches, the rise of professional religious

musical entertainers, and the growing in--

’ ‘_".ﬂu'e:i'\ée'ﬁr.st of print and ther of electronic
groups have slightly different styles, but - .-
they share the same faith and the same = "

miediz, Sacred singing in modem America

< is a product of the interplay of a number
“of fotces, Yet the old hymnody persists,

evén though its popularity has waned.

han Baptist Brethren, and in many black

church communities, where ties to the
=" plder singing styles are strong.
© . Straddling as it does a formal written

tradition of devotional poetry on one hand

o and an orat musical tradition on the other,
" old American hymnody is of particular
. interest to students of the American folk
-song, Just as congregations during the

Reformation looked to their own musical
traditions for appropriate funes to use

a'spécts of the secular vernacular singing
tx_adition found their way into the protec-
tive circle of the church, where they were

- sheltered from the forces that have seri-
" ously diluted their secular counterparts.
- Today that sacred tradition offers

folklorists remarkably well preserved ex-

- amples of early American singing.

The significance of these recordings
lies pot only in the lineage of their tunes
but also in the unusual clarity with which
they document the differences in black
and white musical styles. Good recordings
of both biack and white hymn singing are
available (see discography}, but the perfor-
mances were recorded at many different
times and places and thus pose difficult
probiems of comparison. Those problems
are not a factor in this study, because
these singers are neighbors with a com-
mon, or at jeast highly intertwined,
religious history. Until the end of the
Civil War blacks and whites in the Blue
Ridge area attended the sarne churches
and sang and occasionally preached to-
gether. Toward the end of Reconstruction
the old unity gave way, as blacks in the
Primitive Baptist churches, like black
members of other scuthern denomina-
tions, sought to establish their own
autonomous churches and associations.
But the separation was not the result of,
nor did it entail, radical differences in

religious belief; the members of the two

newly divided branches remained com-
mitted to Primitive Baptist traditions,
including the musical tradition. The fact
that both sides refained the singing
tradition that they had once shared

.provides us an excellent epportunity to

observe the current differences in singing
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Looking north along the Blue Ridge in Patrick County, Virginia, The Blue
Ridge plateau lies to the left, the Piedmont to the right. {(Photo by Brett Sutton.)

and leamn something of the shaping
influences of cultural patterns on musical
change. Black and white congregations
stiil draw on the same basic tune reper-
fory, use the same hymnbooks, and '
conduct services in similar ways. But they
show important differences as well in the
contexts in which singing occwrs, in the

omamental devices used, and even in the

structure of the tunes.

Church, Community, and
the Singing Tradition -

“Jouthwestern Virginia and the
™, adjacent part of North Carolina is
Y a region of rolling hills cut diago-
= nally by the Blue Ridge, the steep
eastern wall of the Appalachians that,
even today, is a natural barrier that affects
transportation, distribution of communi-
ties, and cultural patterns. To the north-
west of the ridge lies a high plateau,
scattered with hardwood forests, laurel

2

thickets, and broad expanses of open land
given over to pasture and cultivated
fields, where grains and a few other crops,
particularly cabbage, which thrives in the
cool climate, are grown. To the southeast
is a more populous and less isolated
country, considerably lower in elevation.
The milder winters, hotter summers, and
longer growing season of this area suit it
for the cultivation of a variety of crops.
Here the emphasis is on livestock, grains,
apples and peaches, timber, and, most
important in the east, tobacco.

Since this section of the Blue Ridge

has for much of ifs history been devoted

to farming with a strong eleément of.
subsistence agriculture, local dependence
on a cash-based economy has been rela-
tively fow. Events of the last forty years,
however, have brought a number of
changes. Light industries, particularly
textile mills, have come to the small
towns, which previously served mainly as -
trade centers for the rural population, and
have offered increased wage-eaming and

buying power to the local residents.
Another {rend, one that has accompanied .
the disappearance of the family farm, is a
shift in population; young people seeking
better jobs and better educational oppor-
tunities than the area can offer have
moved in growing numbers to distant
urban areas. The result has been a
dispersal of families and a gradual but
regular increase in the median age of the
local population.

Because of these factors, and because
of the increasing economic hazards of
small-scale farning, the number of people
endaged in full-time agriculiure has
dropped drastically—by over 50 percent
since 1950 in some sections, Many of
those who still maintain active farming
operations do so only on a part-time basis
and depend on outside jobs for their pri-
mary incores. Others have given up on
farming altogether and taken jobs either in
local plants or in factories Jocated in cities
some distance from their homes, More
residents than ever before now work as

small businessmen, clerks, mill workers,
truck drivers, mechanics, and skilled
tradesmen, and they have become increas-
ingly dependent on the autemobile to
reach the urban areas, which have become
the main places both to eam and to spend
money. Some of the land, espacially {hat
in the mountains near the Blue Ridge
Parloway, has attracted individuals secking
vacation and retirement homesites and
developers who recognize the potential of

 the tourist industyy. Today tourism and

recreational development maie up a
relatively small part of the local economy,
though the potential infiuence of such
development is great.

Despite these important shifts in the
economy, however, the region remains
largely rural in character. The manu-
facturing plants, though increasingly
numerous and of great economic impor:
tanice, are concentrated in a few setlings
and do not dominate the physical lang-
scape. Nor has development generaied

. much signlficant population growth, The
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census figures for one representative
county indicate that the population count
has not changed significantly since the
turn of the century. Most local people are
well satisfied with this situation and, in
spite of their commitments eisewhere,
remain bound to their close-knit local
communities. Some residents prefer{ in

fact, to sacrifice convenience and live near

relatives on family land, rather than move
closer to jobs. The spirit of subsistence
agriculture also survives, even among
wage eamers who no longer depend on it.
The typical family still maintains a large
vegetable garden, and many keep some
livestock for personal use. Canning, dry-
ing, salting, and smoking remain popular
methods of food preservation. These,
along with freezing, ensure for many an
abundant supply of homegrown food.

The foregoing summary holds generally

for both black and white residents of the
region. Blacks here, as eisewhere, have
suffered from prejudice and a dispropor-
tionate degree of poverty, and social
segregation is still widespread, but condi-

tions for blacks have been better heve than

in many places. The percentage of biacks
in the population vaties considerably,
from virtualiy zero in the high country in
rural areas west of the Blue Ridge to 20
percent and more in the tobacco country

of the Piedmont. But clear-cut patterns of

typical Blue Ridge farm. {Pholo by Brett Sutton.}

. segregation by residence are less common

than one might expect, at least in rural
sections. A number of biack families have

and the small, extended-family rural
communities clustered on these holdings
are usually dispersed randomly among
white communities. Since slavery was not

practiced here on a larde scale and blacks. .'
and whites have lived and worked in close -

proximity to one another, culfural and
economic polarization has been moderate.
It is significant that the region has not
suffered the large-scale, violent racial

than elsewhere.
Primitive Baptist churches are a com-

mon feature of the Jandscape in thisre- -
gion. Only a few of the original buildings, -

many of which were constructed of logs,
are still standing, and those that survive'..

. no longer serve as meeting houses. The .-

buildings that have replaced them are
graceful, modest structures of white

weatherboard, brick, or concrete block, =
and stand for the most part on the original . -
grounds, tucked like their predecessors.
into mountain hollows or set along back -
roads among quiet groves of pine and oak... ..
The expansion of towns and improvernent.

of roads have altered some of the settings,

.+ but with a few exceptions the churches
" remain largely rural.
been landowners for several generations, . -

Primitive Baptist belief holds that a

- ¢hurch house shouid not strive tobe a

" showplace: thus, architectural simplicity

- is the rule. Most meeting houses have no
" steeple, church bell, or stained glass, and
“ only a comfortable minimum of interior

decoration. A typical church is small,

*‘consisting of a single room, several

- walk-in closels, and perhaps a small an-
* “teroom. A raised platform with benches or
. chairs for visiting elders and a pulpit at
explosions that have afflicted other com- -
mumities in recent years. The transitionto
the age of affirmative action is never easy,
but it seems to have been iess rough here.

‘the center stands in the front. Since the

- only music is unaccompanied congrega-
-, Honal singing, the church has neither

. piano, organ, nor special seating for a

-~ choir. Many of the more recently buitt
" churches have basements in whith pot-
* luck dinners are served; other churches

make do with long tables placed under the. -
trees in the churchyard. For large summer

- meetings when the attendance exceeds

~ the limited capacities of the buildings, a
- few church sites have outdoor facilities
- withi covered preaching stands facing an

open area for benches and chairs. The

o neweést churches are modem in some

vespects— central heating instead of

~ wood, coal, or oil space heaters and run-

ning water with indoor restrooms—but

‘ t_he_ simplicity of design has not been lost.

REVER S

“Textile and wood products mills in Stuart, Virginia. (Photo by Brelt Sution.}

In theology as in church architecture,
conservatism is the rule. The Primitive
Baptists hold tenaciously to practices and
principles that more progressive chiurches
have left behind. In the sense that the
church believes the Bible to be a literal
and infallible guide to the Christian life, it
is fundamentalist, but its fundamentalism
actually runs deeper than a belief in bibli-
cal inerrancy. The church views itseif as a
lineal descendant of the original apostolic
Church, a “primitive” church not in the
sense of “plain” or “crude” but in the
sense of “first.” The goal of preserving the

church exactly as Christ established it has
 fed Primitive Baptists to reject many of

the contributions of modern Christian
thought, including modernizations in
singing,

As a denominational entity, the church
is the product of complex religious
conflicts of the early nineteenth century.
Rapid migration into the frontier afier the

" American Revolution created a religious

vacuutn which was fitled suddenly and -
explosively by the revivals at Cane Ridge,

- Kentucky, and elsewhere, the calalytic

events of an era of religious renewal
which came to be known as the Second
Great Awakening. The early revivals were
fired by a spontaneity and energy which
compensated for their lack of formal
organization, and each camp mesting




This old log building used fo serve as a school as well as a church. Primifive .
Bapiist churches built loday are not md:cally different in their baszc desrgn. Sy
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An outdoor preachmg sfand (FPhato by Brett Sution.)

brought many new converts to Christ. But
as happens so often in the life cycle of a
social movement, the heat of the early

years dissipaied, and the enthusiasm was .
. channeled into increasingly formal reli-

gious institutions: As the movenent

. matured, evangeiical organizations with

surer organizational footings took over
the fask of bringing in converts. The
trend was toward “free wili” theology,

which placed increasing confidence in

4
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organized aids to salvation and rehg:ous

education, and particularly in the mis-

sionary societies that gave the movement

a nhiame.

Objections to the new evangehcahsm
arose early among the Baptists, who saw

In its man-made devices a threat to - -

fundamental Christian principle, a danger-"
ous opening of the church to people who

had not been elected by God, and 3. .

potential for abuse of authority_. since the

pumber of human mediators between
sinner and God was increasing. I the
1820s and 1830s the debate over the

“ssues finally peaked in several Baptist

associations, including the Kehukee
Association, the mother assoctation of
many of the congregations in the Blue
Ridge region. Though the debate was
many sided, the fundamental issues were
whether the new tools of proselytism
were in fact sanctioned by Scripture,
whether man's newly asserted authori-
ty was legitimate, and, ultimatety,

- whether man had any influence over

who would be saved and who would be
lost, In the fall of 1827 the Kehukee
Association adopted a resolution in the
negative, which read, in pari, as
follows:

Affer an interchange of senfimenis
among the members of this body, it
was agreed that we discard all Mission:
ary Societies, Bible Societies and Theo-
logical Seminaries, and the practices
heretofore resorted fo for their support,
in begging money from the public; and
if any persons should be among us, as
agents of any said societies, we here-
affer discountenance them in those
practices; and if under a character of a
minister of the gospel, we will not

* invite them info our pulpits; believing

these societies and institutions io be
the inventions of men, and not war-
ranted from the word of God. i

Other associations reached similar
conclusions, and some suffered schisms
when the advocates of the “old school”
and the promoters of missions were
unable to resolve their differences. The

~ sometimes bitter factionalism gave way

in time to a more peaceful coexistence,
as the innovators, taking the name Mis-
sionary, or Free-Will, Baptists, estab-
lished their own associations. The consex-
vatives, calling themselves the Old School
Baptists and, later, Primitive Baptists,

- upheld the stern Calvinistic doctrines of
limited atouement, election, and predesti-

nation. The position of the Primitive
Baptists was one of uncompromising (or,
as an early nickname goes, hard-shelled)
traditionalism. Believing that God does
not require human assistance fo achieve
his goal and rejecting any elaborations of

.. creed or church structure beyond what is

described in the New Testament, the

Primitive Baptists went on record against

missionary movements, tract societies,
revivals, infant baptism, Sunday schools,

church choirs, musical instrurnents in
church, open communion, nationa: church

. governing boards, serninaries, the salaried

professional ministry, and excessively or-
namented church buildings. Most con-
temporary Primitive Baptists remain
committed to these proscriptions.?

Like many other American denom-
inations, the Primitive Baptist church did
not remain a cohesive, homogeneous
group, but suffered successive divisions in
its own ranks. Because of the firmness of
their commitment to New Testament
fundamentals, Primitive Baptists are par-
ticularly sensitive {0 nuances of doc-
trine, and even today churches using the
name are not in tofal agreement on every
issue. Mearly a dozen associations and
a number-of independent churches are
active in the area where these recordings
were made. Black and white, progressive
and conservative, these congregations
represent a range of beliefs and styles of
worship. Their differences are relatively
minor, and visiting across asscciational
lines at an informal ievel is not uncom-
mon, but universal correspondence among
all the Primitive Baptists of the area is
impossible because of various theological
and stylistic points of disagreement.
Hymn singing, too, varies among the
churches, The purpose of this coliection
is to document the singing of the more
conservative churches, where the older
style of singing still predominates, but

_ other styles are used with great success
~ by local churches.

The black and white Primitive Baptist
churches of the Blue Ridge region have
common beginnings. Most of the white
associations were established in the first
half of the nineteenth century during the
years of debate among Baptists over
foreign missions and related issues, and a
few, having avoided schisms during that
tumnultuous period, go back further stiil.
Until the Civil War black slaves were
active members in many of these
churches. The black presence is verified

" by eniries in church and association min-

utes from those years, such as this one
from the 1838 mimustes of New Hope
Primitive Baptist Church (Carroli County,
Virginia) “Also on Sunday received
Nancy & Coloured woman belonging to
the Esteate of Peter Huff"3 Church rolls
entered in the back pages of minutes
during this period frequently include lists

-of black members, identified by their

owners' names; “Duggan’s Primus,”
“Shade’s Molley,” and so forth. Some




{Photo by Bretf Sutfon.)

membership lists revea that nearly a third
of the members were black, aithough the
actual percentage of black membership no
doubt varied widely.

The extent of part1c1patx0n of blacks in
white senvices probably varied as well, but
the evidence suggests that blacks made
their presence well known, and that they
were particularly fond of hyman singing.
Although the Primitive Baptist docu-
ments make no specific mention of hymn
singing, other than the book numbers of
hymns chosen during certain services, it
has been well documented elsewhere.that
the hymns were popular among blacks
even before the Revolution. The psalms
and hymns of Isaac Watts and others
were, of course, a staple in the religious
song reperfory of white Christians in the
colonial period; these would naturaily
have dominated the sacred singing of
newly converted slaves. A much-cited let-
ter written by the Presbyterian evangelist
Samuel Davies of Hanover, Virginia, in
the middle eighteenth century refers to
the popularity of Watts's hymns among
the slaves: "The books were all very ac-
ceptable; but none more so than the
Psalms and Hymns, which enabled them
to gratify their peculiar taste for
Psalmody. Sundry of them have lodged all
night in my kitchen; and, sometimes,
when I have awakened about two or three
a-clock in the moming, a torrent of sacred
harmony poured into my chamber.”*
Another report from colonial Virginia
comes from a minister in Cumberland
County: "My Landiord teils me ... they
heard the Slaves at worship in their
lodge, singing Psalms and Hymns in the

evening, and again in the moming, long
before break of day. They are excellent -
singers, and long to get some of Dr.
Walit's Psalms and Hymns.'s

After the great frontier revivals of the
early 1800s rural Americans, both black

and white, began to sing spirituals along ...

with the older hymns. The spirituals
thrived among the blacks (modern
spirituals are, in fact, popular in black
Primitive Baptist services foday}, yet the
old “Dr. Watts" style of hymn singing did -
not disappear. Slave narratives from Vir-

ginia indicate that in spite of the reputa- ° " the supervision of the church."

tion of the spirituals, the old hymns re-
tained popularity, possibly because they

were more appropriate in racially mixed .

services, but also no doubt because they
had become part of the black cultural

tradition. This report of a native of Not-

foway County bom in 1850 refers to the
practice of lining out, which was often
used with the hymns; “In church we sat in
de gallery. De white man preached ail de

sermons. But we could jine in de singin”. -
De white fotks word off de hymns an’ we -

follow 'long.”s Judging from the robust
singing in the black churches today, one
suspects that the slaves did more than

~ just “follow along.” A woman from '

Norfolk who was bomn in 1840 told

interviewers: "Sundays were days of early
hustle and bustle to git de white folks off -

to church. After dey had gone and de
house cleared up, de slaves could go to

their church, a little log cabin in edge of -

woods, whar a white preacher would be to

oversee. Here we would pray and sing in -
our own feelings and expressions singin’ -
in long and common meters soundin’ high

.' ..O'vef de hills.”? Long meter and common

tneter were the most frequently used

__metrical pattems in the old hymn texts.

The wreckage of the Civil War, the
tensions of Reconstruction, and the new

 social relationships of whites and biacks

changed the character of black member-
ship in most southern churches, and the
churches began moving foward separa-

. tion. Independent black churches before

the war were not urtknown, but beginning
around 1870 black Christians in large

numbers began to establish churches with
some degree of independence from white

. authority. Most black Primitive Baptist

associations in the Southeast were estab-
lished slightly Iater, in the 1880s and
1890s. It is risky to generalize about
attitudes in those years. Cerlainly some
black members would have preferred to

- stayonin white-controlied congregations.
" But many others, especially younger

people, realized that it would never be
possible to exercise full aufonomy as long

_-.as their church affiliations fell within
- . white jurisdiction. Church records from -
this period show signs of growing restive- -

ness among black members. The entry for

.. June 1871 in the minutes of Prospect Hill
.+ Church (Caswell County, North Carolina)

: - ontains this note on the licensing of a
" black member to preach: “Pryor Warren

* ol [colored] license was given him as he .

- requested if to sing pray and exort among
his cotlor [color] if necessary subject to

.“The black associations were not wholly

- ‘autonomous at first. Rather, it seems that
_ black members moved gradually out of
- - - the white churches and into the black
-.ones, and lines of communication be-
*. tween the two groups remained open. The
- duty of setting up properly organized

black associations fell at least in part to
the white parent churches, which lent
their own constitutions and articles of
faith as models to the black groups and
granted official letters of dismissal to any
black members who wished to transfer
their memberships. They also seem to
have acted on occasion in an advisory

+ capacify, as this excerpt from the minutes
" of one white association’s annual meeting

Hlustrates: “As some of the colored
members of the different churches had

) : obtaingd letters of dismission to join
the colored churches; and as a report

had become current that these colored

_churches were in disorder, the associa-

tion appointed a committee to visit the

- colored association, and impart such

instruction to them in behalf of this
association as it might find necessary™?
But the organization of black associa-
tions was not, in every case, directly the
work of the white associations, and black
members were not, in every case, depen-
dent on white guidance. According to
locai oral history, the oldest black group
in this area, the Sandy Ridge Association,
was established on the initiative of
members of the black community rather
than by the authority of any white organi-
zation. There is no evidence, however,
that it was done without white coopera-
tion or out of a spirit of rebellion. Rela-
tions between black and white churches
in these years seem to have been rather
cordial, officially at least, and the division
was supported by both sides as an idea

. whose time had coime.

Black and white church people still
maintain some communication, but not
as much as they did in the early years of
this century. Some of the older preachers
recall when blacks and whites attended
one another's churches and elders of
different races shared the same pulpit,
especially at the layge summertime asso-
ciation meefings. These visits were less
than reciprocal — more whites attended
black meetings than blacks attended

white meetings—zand such exchanges are

rare now. But although the trend has been
toward separaiion, the two groups have
never had a complete parting, perhaps
because like-minded Primitive Baptists
customarily mainfain strong communal
tes, Occasionally, whites still visit black
churches, and elders of the two branches
sometimes find opportunities to visit
informally during the week.

One thing the conservative Primi-
tive Baptists of both branches have in
common is an unshakable belief in the
democraty of congregational hvrn sing-
ing. Primitive Baptist services have no
performers, no choirs or soloists, and no
audience. The hymns used in any particu-
lar meeting are neither chosen by some-
one in a position of authority nor selected
in advance, but are in most cases catled
out spontaneously by any member who -
feels so inspired. The most conservative

Primitive Baptists also reject instrumen-

tal musical accompaniment in the ser-
vices, since the New Testament makes no

- mention of musical instruments. Further-

moare, none of these churches uses fymin-
hooks containing written music. The
hymmnals are pockei-sized collections of
religious poerns, which the singers set




_ to tunes drawn from a large memorized
- stock. The singing is rooted in the tradi-

tional preferences of each congregation
and is relatively immune to the profes-
sionalism and standardization that have
changed, and sometimes weakened, con-
gregational singing elsewhere. .
Most Primitive Baptist churches hoid
regular meetings only once a month, on
a designated Sunday, continuing the
custom of the last century when travel
was difficult for both preachers and
members. Individuai churches today, as
then, do not normally conduct special
midweek services, such as song services

or prayer meetings, nor are secular social -

events held in the church building. For
the average church member a hundred
years ago the opportunities for worship
and singing were few—he attended his
kome church on the appointed Sunday
and stayed home for the rest of the
month. But today good roads and auto-
mobiles mean that when theré is no
service at home, members can visit sister
churches within the association and meet
friends and hear the preaching of elders of

~ several churches. Thus, although the

actual membership of a particular chuich
may be quite small, the attendance at
most services is very good. The result is
a strong religious community which tran-
scends the boundaries of the individual
congregations.,

Hymn singing is a valued part of all
Primitive Baptist services, including reg-
ular Sunday meetings, the business

" meetings held monthly on the preceding

Saturday, union meetings or ministers’

_ and deacons’ meetings-held in months
containing a fifth Sunday, and the annual -

association meetings attended by mem- -
bers, families, and visitors from other as-
sociations. The pattern of singing in each
branch of the church, however, is differ-
ent. In the white churches an informal
sang service, which begins as soon as
these are enough members present, pre-
cedes the main preaching service. One of
the better singers may act as song leader,
setting the pitch and tempo, but any
member may choose a hymn. If several
tunes are appropriate for a given hymn,
the member who selected it may specify
one in particular, but more often the song
leader sitply turns to the designated page
in the book, caills out the hymn number,
perhaps recites the opening lines or verse,

gathers his thoughts for a moment, and
proceeds, using a tune of his own choice._ :

The other members of the ¢ congregahon

join in, reading the words from thags

hymnbooks if the text is unfamiliar; The' B
singing is tentative at first as'the tine ™"

gathers sieam, but is proceeding with. -
strength by the end of the first verse, The
hymn texts can run to half a dozén verses -

- ormore, some of which may bé ormtted if .

the hymn is particularly long,

The song service in the whnte church
may begin as much as thirty or forty-fwe
minutes before the appointed héur for =

. preaching. The atmosphere during the:”

singing is sober but congenial, and the' -
singing blends with the sounds of the
arrival of members and friends, castial -
conversation, and the exchange of greet- -
ings. When the time for the sefvice finally
arrives, the pastor moves toward the pul-
pit, visiting elders take their places be-
hind him on the stand, and the fotmal-
service begins with an opening hymn,
foilowed by prayer, scripture, and sermons

.by the pastor and visiting preachers: The

beginning of the formal part of the service

brings a shift in attention to thespeaker -
in the pulpit, and a change to 2 mood of -
* restrained piety, expressed soinetimes by -

silence, sometimes by tears. The forinal :
preaching service includes fewer hyinns,

usually onily an opening hymn, an invita- -
tional hymn at the close of preaching, and’

a closing hymn accompanied by a parting -
handshake ail around. During particularly®
long services an elder may lead a few:-
verses of a favorite hymn to give' the -+

congregation a chance to stand and

stretch. The average length of the whlte i
service, including the informal smgmg, is_ :

a little less than twe hours, /700

The general organization of the service
_ in the black church is similar to that of .
the white service, but with an important ©. .~

difference. Instead of being concentrated:,

fewer members participate Here thati

during the formal service. Hymns almost '.'
always follow the opening prayer and each

' sermon. An elder may also choose to lead -

_ a hymn from the pulpif durmg the course” .
of his sermon, and the invitation and the
{aking up of the collection provxde firther o
opportunitiés for singing, As.in the white  ~

_churches, members tale turns plckmg out z

the hymns. A person suggesting a hymn
from the floor makes no formal an::

nouncement of title or its number in the
hymnbook as in the white church, and
gives no pitch or tempo. The leader, who
is ustzlly the one who picked the hymn,
simply begins, and others gradually join
in, Few members have hymnbooks at
hand or bother o open them, both be-
cause most singers already know the
words by heart and because the leader,

" who is usually using a book himself,

nearly always lnes it out (see section on
lining out below).

Primitive Baptists in both branches of
the church believe that the inspiration to
sing, like the inspiration to preach or lead

. prayer, is a gift to be shared for the good .

of the group. But the looser structure of
the hlack service allows for greater musi-
cal flexibility; Since one must always
strive to follow the bidding of the Spirit,
anyone moved to lead a hymn at an ap-
propriate point in the service is being
spiritually disobedient in an important
sense if he does not. The resulting spon-
taneity and spirit of musical improvisa-

-tion contrasts with the while services,
L_where the preached word dominates the

- service. Services in the black church gen-
“ erally include more singing (spirituals as
“well as hymns), and the level of physical

participation on the part of the congrega-
tion is more intense. The black service
also runs longer, usually weill over two
hours, sometimes three,

With one excepiion, all the songs on
this cotlection were recorded during ser-
vices. There is no question that the tradi-

‘tional hymn survives today because of the
. protective environment of the church,

which is effectively isolated from secular
influences. But however important a part
of the service the hymn may be, perhaps a
more telling measure of its significance is

" its survival in the community outside the
in a special song service before preaching -
begins, the bulk of the singing is scattered-

- evenly throughout the entire méeting, - .-
" Some of the early arrivals may sing infor-:
mally, but this singing is more casual and: _

- church. In the rural regions where the

Primitive Baptist church has thrived, the
boundary lines between church and com-

. munity are not cleanly drawn, and neither
. hymn singing nor worship itself is re-

stricted to the church. Elders occasionally

- visit the homes of members to hold small
- services for those unable for reasons of
* health to get out to the church, and sing-
. ing is usually a comporent, In the past,

prayer meetings were converned regularly

. _ir} members’ homes on weekday evenings,
-*again with hymn singing, and although

that practice is not as common as it once
was, the desire to pray and smg mformally

remams

Primitive Baptists are acutely aware
that their church is vuinerable to con-
tamination by “the woirld” and take a
number of precautions against it, such as

. mainiaining an unpaid ministry and

limiting the involvement of the church in
secular community affzirs. But in another
way the sacred and the secular worlds of
church members are very much in-
tertwined. Primitive Baptists are charac-
teristically attentive to iheir cwn inner
spiritual senses, to those secret flashes of
inspiration and communication that only
a true child of God {eels, and they believe
that Christians are never out of range of
grace. God may speak anytime and any-
where, and one must be receptive.
Likewise, the desire to sing a hymn out-
side the context of the church is more
than just an aesthetic impulse— it is also
a function of religious inspiration. Sacred
music in secular contexts can be an im-
poriant aspect of a member's spiritual
expetience, One elder, for example, e~
marked in a sermon that one day at work
he heard the tune for " Amazing Grace” in
the machine he was operating, and found
himself upliffed and grateful. Another
member told of a desire to sing that came
over her as she drove home from work and
after describing the experience added,
“Yes sir, I was having church all by my-
self, going down the highway in my cas!”
Another recalled that his father was sc-
customed to singing hymns as he worked
alone in the flelds, his strong voice audi-
ble for long distances in the stillness.

Insome cases, however, these moments
of religious communication are con-

- siderably more explicit than an impulse to
. sing or speak a few words of prayer. At -

times they take the form of dramatic vi-
sionary encounters with the Spirit. These
personal experiences range from divine
revelations of spirifual knowledge to mes-
sages of peace and encouragement. Some
contain special commands concerning
singing. One elderly member related the
following 111c1éent

I'd been somewhere and was way in
the night coming back. I was coming,
and the moon was shining s6 bright, it
was mighty nigh, you could pick up a
pin almost. Fwas coming along ridge
and wood, leaves and things all off. 1
was walking and singing. I necer will’
forget, the song I'was singing was
“Blue Moon of Kentfucky.” The moon
was shining so bright, that just struck




——

mig, yau Know, in my mind. And don’t
you know, as clear as it was, some-

. thing got over the moon. A dark cloud

Just orershadotwed it, and Fcouldn't see

nowhere. And a voice spoke fo me out

of that cloud. You know whal it said?
Called me by name, said, “You quit

~ singing that song. The song for you to

sing"—he pointed it out to me~"is ‘The
time is syiftly rolling on, when you
must faint and die.”” And that scared

" tne. That frightened me. I didn't sing

no more of that other song. But I'm
glad he fook it away from me. I ain't
got no more charm for them kind of
songs.

Such “gift” songs are not usually new
creations—they are hymns and tunes al-
ready familiar in the local tradition— but

" they take on new reaning when person-

ally defivered by the Spirit, and a member
favored by such an experience will proba-
bly come fo lead that hymn more than any
other in future services. In some cases the
experience carries with it the skill to sing
a tune that up to that time had been
beyond the abilities of the singer. In den-
eral, a hymn bestowed with such awesome
spiritual clarity is a rare blessing and
becomes from that point on part of the
lasting testimony of the member who re-
ceived it. It becomes, in a way, his own -
personal property. The unique signifi-
cance of the spiritually dedicaied hymn
may even survive its “owner,” as others in
the church continue to sing it in his name
after his death.

Hymn singing in the community has a
recreational as well as devotional aspect.
Informal singings in the homes of church
members are still popular, especially in
white communities, and as a form of rec-
reation probably resemble, in spirit at
least, the early American singing schools.
Many of the occasions that have fostered
secular folksinging in the rural South
serve as contexts for hymn singing as
well. Informal social gatherings such as
bean stringings, apple peelings, long trips
by automobile, or simple porch-sitting
sessions are likely times for the singing of

the old hymns. In one elder’s family sing-

ing was a part of the daily routine:

Most of the music in the home was just

singing. Dad would sing in them old.

hymnbooks. Many, many mornings in
the wintertime we'd gef up before day,
he woke me up singing some old hymn.
Just about every morning, he would get

up and get the fire started, and sing q
hymn or two before breakfast. And
then, during the day or during the
night, he'd take a notion —and he'd o
have us chifdren to help him at night
sometimes—we'd gather around a little
tablz with the oil lamp, and we'd alf
try to help. And that singing wasn't
Jjust in the house. We fiad neighbors
who lived half a mile away, lived on a
farm, and you could hear peaple sing-
ing sometimes, I guess, for a mile, The
ladies'd be out sometimes about their
work, and the men, and you could just
hear that singing just echo from one
hilf to the other.

The strict conventions conceming

" musical performance, which are so impot-

tant in the church service, are not as
closely observed in the informal hymn

singings in the community. For example, °

the rule against using musical instru-

. ments in the churches, what the members

call “miisic” as opposed to singing, has
not been so carefully applied in the com-
munity. This was particularly true several
genesations ago, when local performers
provided more live music, both sacred and

secular, than do 50 in these days of stereos .

and cassette recorders. Certainly, many

church members objected to the styles of -~
*“ hymn texts begins with issues that
with secular string bands, country frolics,”
and so forth, and that general disapproval -
- Reformation was to build a church free of
- coercive ecclesiastical hierarchy, one in
used to play guitar and banjo, but that the - . -

music and the worldly contexts associated
sometimes extended to specific instru- ~
ments. One elderly deacon said that he -

Lord took it away from him. For some
church people, however, to reject behavior

associated wvith instruments and to reject ..

frivolous songs was not necessarily to

reject the instruments which played them. . the
- members. John Calvin, writing in the early
.. sixteenth century, was one of the first:

- "Hence it is morcover clearly evident, that-

More than a few good church members, -

pethaps mindful of Psalm 150, have not

found it inconsistent to play religious

songs on stringed instruments outside the

church. One member’s defense of the
guitar was short and direct: *You can play
hymns on it.” Old-time hymns accond-

panied by stringed instruments appear o¢-
casionally on early 78-rpm recordings. In

the 19303, Golden Harris, of Floyd
County, Virginia, recorded several tunes-
still popular today among Primitive Bap-,

tists, including Dunlap, singing and ac-- * -
- Primitive Baptisis' attitudes about con-
. gregational singing are true to Scripiure,

companying himself on fiddje.1?

Hymn singing has been part of the -
cultural background here, and as such has’
touched people in the community not
formally aff:hated with the church The

children of church members are not en-

listed in the church— for that they must

"¢ await their own call by God—but they
. nevertheless attend regulasly and are ex-

posed constantly to the hymps, both in
and out of church. Should the Spirit call
them into the feliowship, they come al-

- ready prepared with the musical skills of

the Primitive Baptist singing tradition. If
not, they may at jeast retain a love for
old-time hymn singing. Almost everyone
in the community can name ancestors

_whio ‘were Primitive Baptists, and even

those who are now merabers of other

- “churches nevertheless take pride in their

roots; one woman told me that she had

" been "rocled in a Primitive Baptist cra-
-dle.” One does not have to be a Primitive

Baptist to feel a special closeness {0 the

T hymns,

formances traditional are the
f tunes and the singing style,
not the words. But there can

- he no meanmg, no perforimance, without

text. The history of the Primitive Baptist
emerged during the formative years of the

Protestant church. One of the goals of the

which the members served as parficipants,
not merely as observers. Toward this end,

" many Reformation leaders in sixteenth-
- century Europe gave their qualified sup-

port to the singing of devotional poetry in
the vernacular language of the church

neither voice nor singing, if used in .
prayer, has any validity, or produces the

. least benefit with God, unless it proceed
" from the inmost desire of the heast. ...

Nor do we here condemn the use of the

. ‘voice, or singing, but rather highly rec-

ommend them, provided they accompany

© the affection of the heart. For they exer-

cise the mind in Divine meditation, and
fix the attention of the heart."1? The

but they derive historically from the dis-
senting churches of England, which were’

- themselves founded on these and other

Calvinist principles. Many of the Primi-

tive Baptist texis, in fact, date back to
eighteenth-century Britain.

One feature of early Protestant singing
was an emphasis on the text: again, in

Calvin's words, “Yet great caution is

necessary, that the ears be not more atten-
tive to the modulation of the notes, than
the mind to the spiritual import of the
words.”12 Church authorities found ap-
propriate tunes where they could, buf the
tunes were only vehicles for the texis,
which articulated doctrine and therefore
had to be strictly orthodox. For modem
Primitive Baptists, too, the werds of the
hymns are central. Compared to other
popular types of sacred song, such as the
simple and repetitive spirituals or the
lighter and often sentimental gospel
songs, the Primitive Bapiist hymns are
long, densely worded, and theologically
complex. Primitive Baptist hymnbooks
contain words only, no music. The sing:
‘ers, in fact, do not generally have special
names for the tunes they use, nor do they
give them much thought independent of
texts. Most members use the ferm hymn
in the old sense, to refer to the text alone.

Those who call for a cerain hymn, ex-

plain how a special hymn has been given
1o them in the spirit, or complain that a
particular hymn is contrary to Primitive
Baptist doctrine are usually talking about
the words, rather than the melody or a
particutar combination of words and
music. Hymns are fypically identified by
their first lines, which is how they are
listed in the indexes of the hymnbooks.
The crucial importance of the hymn
text is evident in the early history of the
development of the English hymn, both in
Engiand and the New World. Many En-
glish dissenters, including many who
eventuatly came to America, were ex-
trzordinarily cautious when if came to
public worship. Church authorities, if they
perraitted congregational singing at all,

_forbade the use of poetry of hurnan contri-
. vance and allowed only the singing of the

Psalms, words which were written down
by man but inspited by God and which
were originally intended for singing.
However, the Psalms needed revision to
fit them info the standard poetic meters of
British tradition so that they could be
sung to tunes already familiar to the
church members. The editors who did the
work were churchmen, not poets, and thus
took great care to produce metrical
paraphrases of the Psalms that were as




true as possible to the origin:! Hebrew .
that God had given David.

English-speaking Christians used vari-

ous metrical translations of the Psalms for

many years in England and the colonies, - -

but for ali their fidelity to the original, the
paraphrases were less than successful as
song lyrics. Most of the poems suffered
from being forced into metrical verse
without any attention to poetic grace, and
their cluttered syntax compared poorly
with the elegant lyricism of the King
James Bible. A good example is Psalm
117, the shoriest of the Psalms; O praise

- the Lord, all ye nations; praise him, all ye
people. For his merciful kindress is great
towards us: and the truth of the Lord
endureth for ever. Praise ye the Lord."”
Two separate meirical versions of those
lines appeared in the Bay Psalm Book
{1640), a psalter prepared by Puritan au- -
thorities for their congregations, and the
first book printed in North America. Here
is one of them:

All nations, prayse the Lord; all folk

prayse fim. For his mercee
is great to us; & the Lords truth
aye lasis. the Lord prayse yee. 13

The church fathers-did not, of course,
intend for the texts to achieve poetical
excellence; their concemn was for a faithful

_presentation of God's inspired word, But
it is not difficult to see how the awkward
verse would have interfered with the
spiritual joys of singing and the com-
prehension of the words; labored gram-
matical constructions frequently jumbled
sentence elements and stretched ideas
across lines and even stanzas. These
problems were exacerbated by the slow
tempo of the singing and the frequent use
of lining out.

Reform arrived in the 1720s, at the
beginning of a century of religious re-
newal, when 2 group of English divines
began to reshape congregational singing.
The leader of this movement was Isaac
Watts (1674—1748), whose system of de-
votional song included less literal but
more singable versions of the Psalms,
song texts based on other parts of the

Bible, and, most radical of all, hymns of -

his own composing, His goals were sev-
eral: to free singers from awkward verse
and thus direct their minds to God, to
provide song texts with a Christian orien-
tation {that is, based on New Testament

scripture), and to make available a wider

range of devotional expression than had

" been available in the past. Wat

and lyrical approach to translatis

appea

From all that dwell below fhe sktes
Let the Crealor's praise arise;:
Let the Redeemer's name po sung

Through every land, by every’ l‘ongue.. : |

Eternal are thy mercies, Lord;
Eternal truth attends th Y word:

Thy praise shall sound from: shore to b

shore,

Till suns shalf rise and set no more 14,

The transition from psalmody to hym-
nody, under the leadership of Watts and -

others, was an important moment in the o
development of sacred singing: Not only- .

did the new texts encourage singing; but .
the door was opened for the creation of

new hymns. A measure of Watfs's success :

is that dozens of his hymns are still in

regular use today in various musical set-- L

tings in English-speaking churches
around the world.

Hymns written by English authors in

the eighteenth cenfury continue to be the
most popular in Primitive Baptist cons

gregations. The writers include; in'addi *
tion to Watts, John Cennick (171'8'-3—55). P

William Cowper (1731-1800), Ph:ltp
Doddridge {1702-51), John Newton:
(1725-1807), and Samuel Stennett..

(1727~95). Most of these were assoc:ated_‘ 8
with the dissenting churches of Erigland, -

whose beliefs were not very different from: -
- those of today's Primitive Baptists: 22
Another Englishman whose work appears -
with some frequency is Charles Wesley-: . -
(1707—88). This is a fact of some irony, = -
since Charles and his brother John were™”

instrumental in founding the Methodist -

church, whose doctrines of free will-are: . -
radicatly in conflict with Primitive Bap- -

tist predestinarianism. None of the Wes-
leyan texts anthologized for the Primitive -

Baptists, however, contains what Primi-"’
tive Baptist historian C. B. Hassell calls
“false theology,"*5 and some are among
the most popular.
Some of the hymns in the anltwe

‘Baptist collections were composed by_ -
Americans, the best known of whotn in- . -

clude John Leland (1754-1841), a Bap-

tist, and Samuel Davies {1732-61),a Pres:

byterian. Other, less well known authors
include Primitive Baptists writing ‘for

members of their own faith. Their work. -
includes hymns dealing with points of

on'ig evi- -
dent in all three of his versions of Psalim

-117. This one, in long meter, 3
today in Primitive Baptist hymnbdoks. o

doctrine central to the Primitive Bapiist
church and hymns for special ordinyes
practiced mainly by Primitive Baptists,

“giich as foot washing., Other hymas are of

unknown authorship and might in some -
cases be described as “folk” in origin, in
that they grew out of local religious tradi-
tions and that the writers’ identities have
been lost. The Primitive Baptist hymn
collections also reflect a few of the
nineteenth-century modernizations in sa-
cred singing. Some hymns are printed with
refrain lines or choruses, innovations that

were popularized after the camp meetings .

of the early 1800s, and a few hymns come
from the postbellum gospel hymn era,
such as Joseph Scriven's “What a friend
we have in Jesus.”

The older hymns, however, bear most

of the burden in Primitive Baptist ser-
vices. Some of these early classics, of

" course, have become standards-and appear

with sophisticated musical settings in
hymnbooks of the major dencminations.
But a number of the favorite hymns
among the Primitive Baptists have been

- abandoned by the more progressive de-

nominations, probably because the texts
are inconsistent with the optimistic
evangelicalism that came to dominate
nineteenth-century religious thought. Still
popular, for example, are such texts as

. “Dark is the road that leads to death,”

“Lord, what a wretched land is this,” and
“When sorrows encompass me round.”

_ Church members acknowledge that their

hymns are “lonesome and sad,” but take a
measure of satisfaction in this fact. Not all
Primitive Baptist hymns are full of de-
‘spair, of course. The hymns cover a broad
emotional spectrum, expressing both the

- ecstasy of grace and the anguish of

gracelessness, the warmth of conmunion
with Jesus and the fear of God.”
Primitive Baptists have used a variety

“of hymn collections over the years, many

of which have passed out of use and out of

print. The two books still in regufar use in -
- the Blue Ridge area are Benjamin Lloyd's

Primitive Hymns (1841) and D, H. Go-

- ble’s Primitive Baptist Hymn Rook

(1887), both of which are still in print.16
Both books are known to both white and
black branches of the church, but white
congregations favor the Goble collection,
which is the smaller of the two and con-
tains a farger number of more recently
composed hymns, while the black
churches generally use Lloyd's collection.
"There is some overlap between the two
books; Lloyd’s contains 705 hymns, Go-
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“Title pages of the fwo hymnbooks used

in the churches.

ble's has 321, and 175 appear in hoth. All
congregations tend to sing from a group
of favorites and omit others; no group we
visited made full use of the entire selec-
tion in either book. The most frequently
sung hymmns in each branch, with their
metric headings and the number of times
they were used during the collecting
period, are as follows:
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No streams of living joy !
206G

CHRISTIAN EXERCISES,

In distress tonging fov deliverasnce.

1 HILE sorrows eucompass me round
And endless distresses I see,
Astonished, I cry, can a mortal be found
Surrounded with troubles like me?
4 Few minutes in praise I enjoy,
And they are succeeded by pain;
1f a moment in praising of God I employ,
1 have hours again to complain.
3 Oh ! when shall my sorrows stubside?
Oh! when shall my sufferings cease? . :
Oh ! when to the bosom of Christ be conveyen : 384 T T
To the cegions of glory and peace?
4 O may I, prepared for that day,
VWhen Christ shail descend f{rom above,
Be filled with his presence, goshouting away
To the arms of my heaveunly love.
6 The spirit to glory conveyed,
My body laid low in the ground,
I wish not a tear on my grave to be shed,
But all join in praising arcund.
6 No sorrow be vented that day,
When Jesus has called me home, . .
But,singing and shouting, let each brother say
*He’s gone from the evil to come.’

Thae path (o heacen Hes through « siaze,
ORD, what a wretched laud is this,

That yields us no supply.
No cheering {ruits, no wholesome trees

. GONFLICT..

"% Yet the dear patli to thine abode
Lies throtighithis horrid Jand; .
Lord, we would keep the heavenly road,
And run at thy command.
3 Our journey is ¥ thorny maze
But we march upward still;
- Forget the troubles of the way,
And reach at Zion's hill.
+ Bee the kind angels at the gates,
Tnviting us to conie;
There Jesus, the forerunner, Waits,
‘To welconig travellers home.
Lo I
BRI A't‘il)‘ik!lr'(:a ts changcds
1 MIXTURESjbf joy and sorrow
I daily do/pass through;
Sometimes I'miina valley,
- And sinking down with woe.
Sonletimes I am‘exalted,
On eagles' wings Ifly;
I rise above my troubles,
And hope to Téach the sky.

"t Sometimes I'm full of doubting,
And think ['Have ho grace;
Sometimes I'ni full of praising,

When Christ reveals his face:
Sometimes my -hope’s so little, -
I think I'il throw it by
Sometimés it seems sufhcient, .
. If I were called to die. ’
. % Sowetimes I shun the Christian,
Lest he should talk tome;
" Sometimes he 1§ the neighbor
I iong the niost £o see; -
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Hymn fexts without tunes, from Lloyd’s Primitive Hymns,

White churches

“Amazing grace how sweet the sound,”
C.M. (13 examples)

“There is a house not made with
hands,” C.M. {12}

“(O land of rest for thee I sigh,” C.M.
(11}

“Rock of ages, cleft for me,” 7s (9}

“Gentle shepherd, gently lead us,” 8s,7s
(8}

“Guide me, O thou great Jehovah,”
85,75 (8)

“How firm a foundation, ye saints of the
Lord,” 115 (8)

“How tedious and tasteless the hours,”
PM. or 85 {8) ‘ :

. “When the day of life is brightest)”

85,75 (8)

Black churches

“Amazing grace how sweet the sound,” -

CM. (15)

- groups used 131 different hymn texts,

" accounted for partly by the larger number
- of spirituals sung in those churches in.. :
addition to the old hymns. - -

“We seek a rest beyond the skies,” C.M.. ax"__e'-simpl')'l' set to tunes that everyone
) L lgr_loir_v_'s by heart. The relationship between
" “Dark was the night aind cold the % text and tune is unstable, and with some

ground,” C.M. (7) ; e_xce’p?ions, each has an existence inde-
“Lord what a wretched land is this," .. pendent of the other. For example, the
CM. (6) . - " ‘most popular text in the churches that we B

“Come we that love the Lord,” S.M. (5):?.-- visited was Newton's "Amazing grace,
“Firmly I stand on Zion’s hilt” C.M. (5) - - how sweet the sound,” and one of the
“When (while) sorrows encompass me .77 ' most popular tunes used with it was New

round,” 8s,11s (5) i ‘Britain, the tune by which it is best
“Did Christ the great example lead,” " - known efsewhere and the one generally
COCM.4) : - found in standard hymnals. But not every

“Hungry and faint and poor,” S.M. @ performance of that text used New Brit-
¢7.ain’, nor was every use of that tune set
‘with'the “Amazing grace” text. One may
*'well ask how the singers keep the two
repertoriés stralght in thejr minds, espe-

During the research period the white

while the black groups used 74. The lower. .
number for the black congregations is - -

érs, have a knowledge of tunes which is
niore instinctive than self-conscious. The
ey to tune-text pairing is actually very
During congregational singing hymns

e e e el

..+ cially since most singers, even song lead- -

imple: every hymn in the book hasa -

metrical heading which indicates the
structure of the stanzas, and the leader
simply matches thai {ext to one of the
tunes that he knows to be appropriate for
that meter. The majority of the hymns are
marked C.M.,, for common meter, which is
widely used in Anglo-American folk
music, particularly the ballads (hence its
nickname, “ballad meter”). Common-
meter stanzas contain four lines of iambic
verse in alternating lengths of eight and
six syllables (o1, expressed in numbers,
8-6-8-6). The lines are almost always
end-stapped, and each stanza expresses a
complete idea.

The other metric patierns in general
use also have counterpatts in secular
folksinging. The most frequently used
patterns have descriptive names: long
meter (L.M.) is Jambic verse in the pattern
8-8-8-8; short meter (S.M.), which is also
jambic, has line lengths of 6-6-8-6. Other
patterns have numerical designations: 8s,
7s, {8-7-8-T); 7s,6s {7-6-7-6); L1s (11-11-
11-11); 7s (7-7-7-7); 8s,11s (8-8-11-8) and
a number of others that are rarely used.
Qne class of hymns is marked P.M,, for
particular meter (some singers call it plain
meter or peculiar meter); this group in-
cludes an assortment of texts of different
types which, for one reason or another, are
not normally compatible with the regular
stock of tunes and must be paired with a

. particutar tune.

In practice the pairing of tune and text
is not totally free. Some hymns are ¢
often associated with a particular tune,
such as “Rock of ages, cleft for me” and
the tune Tuplady, that they are virtually
inseparable. Also, different congregations
establish their own preferred tunes for
certain texts. But in theory both text and
tune are free-floating, and as long as the
tune is familiar and the metric fit is cor-
rect, the leader rmay match them as he
desires, If the leader mistakenly uses an
incompatible tune, the performance will
ierk along like a badly timed engine and
will move often than not come to a grind-
ing nalt.

This system brings a large measure of
flexibility to congregational singing. The.
leader, for exampte, usually has a choice

- of several tunes in different musical

rodes, and he can choose the one that

" hest suits the-emotions of the text or the
© prevailing mood. The flexibility of the

systemn even allows for some bending of
the metrical rules. For example, one
stanza pattern used frequently is marked

in the books 8s,7s,4s, and has lines in the
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pattern 8-7-8-7-4-7, a structure for which
the Primitive Baptists have no tune.
However, with the simple adjustment of
singing the fifth line twice and repeating
the last two lines, the text becomes 8s,7s,
for which tunes are plentiful. Likewise,
certain hymns marked PM. are made

more regular, and thus singable, by simply )

omitting a troublesome refrain line or
chorus, Other problem stanzas are dealt
with by exploiting the innate flexibility of
melody. One popuiar hymn, *When sor-
.rows encompass me round,” has a metri¢
structure of 8s,11s (8-8-11-8), However, it
requlves only slight juggling of the
tune - the insertion of a few plek-up notes
antd the occaslonal singing of two sylla-
bles in the place of one—to permit the
text to be used with any short-meter tune
(6-6-8-6). The metric details of the two
stanza structures are different, but the

. similarity in the stress patierns and in the
‘relative lengths of the lines is close
enough that reconciliation is easy. Simi-
iarly, the minor adjustment of tying to-

gether two nofes in each line allows the .

adaptation of tunes in 8s,7s to texts in
75,6s.

Other forms of flexibility are most
often exploited in the black church, where
the looser structure of the service pro-
vides more opportunities for improvisa-
tion, Particularly when the hymn is being
lined oui, a leader is not bound to a single
text but is free to mix verses from differ-
ent hymns of the same meter. If the verses
run out but emotions remain high and the

" congregation wants to continue singing,
the quick-thinking leader, or perhaps a
new leader altogether, may proceed im-
mediately with a new hymn without dis-
turbing the flow of the tune. In some
hack performances miscellaneous hymn
texts serve as verses in spirituals. Another
way to lengthen a short hymn is to insert
choruses and refrains, whether they are
printed in the book or not. Again, this is
easily done; the added stanzas need only
be consistent with the metrical demands
of the tune. For example, common-meter
hymns set to one of the usual tunes may

ba extended using the lines “Remember .

me, remember me / Oh Lord, remember
me,” sung twice through to fill out the
four-line stanza, which is then used either
as an exlra verse or as a recurring choriss.
White congregations make similar use
of inserted choruses, though they do this
less often than black congregations. A
hymn fune frequently used in white ser-

vices for this purpose is W. B. Bradbury's
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well-known Angel Band The .chorus is

sung as it appears in printed- Versmns ot .
the hymn, but the verses are taken fot.

from the printed version but from any
<common-meter text,

The Tunes

‘_.);\\_\ince the main concern'of Prot-

Mcentunes has been to provide 5u1t-
G able hymn texts, rather thay com-

pose music for them, singers havé; oyt of

convenience, drawn hymn tunes from a:

wide variety of familiar S0UrCes; lncluding N
popular and folk secislar soutces as wiel] as
those tunes fong traditional in the chiireh.:.

The singing had to be orthodox; but’ or-
thodoxy was more easily measured in'a -

text than in a melody. Even church lead- -

ers who sought to shield their congrega
tions from the corrupting forces of the
world did not always object (if they even::

easily became something sacred when

. used in a sacred setting, The easé’ wnth

which tunes have changed contexts fot
only helps explain the resemblance be-- :
tween the music of the Anglo- Amen- o
can sacred and secular traditions but
also accounts for the variety of the::

sources of the tunes that we found among : These shape-note hymnbooks contained

the Primitive Baptists of Virginia'and. -
North Carolina; these included 2 sohd

core of folk hymn tunes with recogmzed
secular counterparts, newer secular tunes’

transformed for church use, standard S
composed hymns, and children's songs.’:

elsewhere with names, we have faken ad-:

vantage of those recognized fitles and
used them here for purposes of identifica-- -

tion, but it should be understood that

yielded unspecific and often ambiguous -

crete melodic forms. That may explain -

estan{ church leaders ovisg the - =

the tendenicy {or tunes to break down into
fragments and recombine in ways that
make them difficult to identify and name
and the general blurring of boundaries

i between individual tunes and between

classes of tunes. In any case, this is a
problem for the analyst, not for the per-
formers themselves. They are able in their
singing to distinguish with surprising pre-
cision between tunes that are so closely
related that they sound identical to the
outsider.

The Primitive Baptlst oral tradition is

"not purely oral, Most of the tunes that we

collected are versions of tunes that have
been publistied, some of them repeatedly,
many of them in tune books that local
congregations have had access to. The
first books that contained tunes that are
still used today in the Primitive Baptist
churches began to appear just after 1300

¢ and continued to be published for the

better part of that century. These

* . songbools were printed in three- and
knew) when a worldly tune disguised by -~
sacred words slipped into the church. In'
fact, divested of its profane lyrics, its: © ="
instrumental accompaniment, and its. .
worldly performance style, a secﬁlér_'tune .

four-part harmony, most of them in the
easily learned four-shape system of musi-
cal notation, and in association with
singing schools as well as church services.
They emerged first in New England and

- then, as New England became musically
>+ sophisticated, drifted toward the frontier
- to the south and west, where they found

an appreciative audience and took root in
populat local singing schools, many of _

"+ which met regularly and became in-

stitutionalized as singing conventions.

tunes from a variety of sources: European
Psalm tunes and compaositions by early
American writers such as William Bil-

- lings and Daniel Read, as well as an im-

pressive range of music from the folk

o tradition, including traditional hymns
Most of the singers are able tore:'.~ = *
member the hymn tunes without the heip.
of formal titles. Since most of the!Primis". "
tive Baptist tunes have been published =

popular by the end of the eighteenth cen-
tury and, later on, spiritual songs and

-¢choruses that had emerged from the camp

meetings in the early decades of the
1860s. Singing-school teachers and

- songbook compilers who lived within the-

communities where the music thrived

7 were most responsible for harmonizing
" these names are virtually unknown to the -
singers. In fact, the singers’ awareness of

melody seems to be largely second natire,
- and it is difficult to get them to discuss "

the tunes in isolation from texts. Most. of i

our inquiries into purely musical top_lcs oo

- the tunes and setting ther down in

shape-note form.17

The old shape-note collections werg
popular in much of the settled South
during the nineteenth century, including

the region represented on this recording,
: but toward the end of that century their
comments. The singers seem to pay rela- -
tively little attention to the tunes as dis-. " as the social conditions that had sup-

- ported them changed. By George Pullen

popularity began to shrink considerably,

* Jackson's estimation, the Blue Ridge area

saw the last shape-note activity of the old
style between 1870 and 1900.12 Since the
Primitive Baptist church had been estab-
lished since the 1830s, it is reasonable to
expect that the shape-note singing
schools and conventions had some effect
on its own developing song tradition. But
to say exactly how much is difficult, We
do not know what books were in use
there, how much resistance there was
among the conservative Primitive Bap-
tists to singing conventions, or what the
effect of disagreements between Mission-
ary and Primitive Baptists on hymn
singing might have heen, Nor do we have
any.record of the rate of flow of tunes
from conventions into church services.
Recallections of the old singings have
apparently not survived among the memnm-
bers of the churches we visited. A few
pecple have inherited early editions of
some of the old shape-note books from
ancestors, for example William Walker's
Southern Harmony, but few can read
the musical notation inside.

For the better part of the nineteenth
cenfury Primitive Baptists continued to
use tuneless collections. But toward the
latter part of that century a new kind of
singing school, using a new type of

- songbook, began to influence the Primi-

tive Baptist churches of the region. The
books were printed in a modernized style,
using two staves rather than three or {our
and a seven-shape svstem of notation;
besides the old tunes they contained a
number of newly composed gospel-style
songs. Because of the vigorous promoticon
of such bosks by their publishers, the
organized dispatching of trained teachers
into rural regions all across the South, and
the broad appezl of the music, the effect
of these books was large. Eventually,
churches began to incorporate them into
their services, Even the Primitive Bap-
tists, who were strict traditionalists and
whose hymnbooks had contained words
enly, were affected by the movement, and
they began to publish their own collec-
tions containing tunes as well as hymns.
Cf the many factors involved, it seems
to have been the singing school that was
most responsible for generaiing interest
in tune books and paving the way for their
introduction into the churches of the Blue
Ridge region, which had not used them
before. These schools were convening
regulatly by the end of the nineteenth
century, and their popularity did not taper
off until the 19205 or 1930s. Usually m
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A representative selection from an old four-shape hymnbook, The Original .~ i 0
Sacred Harp(Denson Reuision). The tune is Pisgah, heard in this collection ina um';_c_)'n u__efs;'on.-

in churches, they met daily for a week or  tive Baptist tune books, the songs appear._" ~being displaced by new tunes, many of many, with lesser quality, with every pass-

ten days or on weekends only for longer in four-part harmony on two staves. Tn-. . 7¢ which have little else than novelty to ing vear. Yet Daily’s collection itselfis .
periods, under the leadership of itinerant  terspersed among the traditional tunes " fecommend them. We have endeavored, not untouched by newer trends in sacred
instructors or specially trained local that had appeared in many of the older . therefore, lo revive and preserve many of singing; it includes some of the eatly
people, Some of the local residents who hooks and that were still popular among +~ the old tunes, that tend to arouse emo- gospel classics, such as Crosby and
attended the schools and acquired a skill ~ Primitive Baptist congregations were - © . tions of love and praise in the soul, be- Doane’s “Near the Cross” and “Pass Me
and a taste for reading music and learning ~ songs written by contemporary authors. © - lieving that the music of the Christian Not" and Bennett and Webster's “Sweet
new tunes are still members of Primitive - More popular than Durand and Lester -+ church and home shouid move the pure Bye and Bye." -
Baptist congregations today. in local churches today is Elder John R, - affections of the spiritual mind rather than Resistance to modernization was lower

The oldest Primitive Baptist tune book  Daily's Primilive Baptist Hymn and
currently in use in the area studied here is Tune Book (1902),7% which received .
the Hymn and Tune Book, compiled by * heavy use in the local singing schools, -

: g_r_atify the fancy of the camal taste.”20 It in the Old School Hymnal, another tune
. wasa representative statement of Primi- book compiled by and for Primitive Bap-
- tive Baptist conservatism. The “new - tists. Itis actually a series of collections,

two Primitive Baptist elders, Silas H. probably because it contained thirteen . tunes” he refers to are probably the con-  beginning with a 1920 edition assembled
Durand and Posey B, Lester, and first . pages of musical rudiments and exercises’ .- tempogw gospel hymns, which had be- by Elder Lee Hanlss and followed by vari-
published in 1886 by the D. H. Goble in the front. Daily explains his reasons for " come widely popular afer the publication ous revisions under other editors, includ:

of Sankey and Bliss's successful six- “ing elders J. A. Monsees and R. H.

_ 4yolume series Gospel Hymns and Sa- Pittman.2! Each new edition eliminated

o Cred_ Songs {1875-95) and which were songs that had become less popular and
appeaﬁng in greater quantity, and for added new ones. The fourth and fifth :

Printing Company of Greenfield, Indiana, assembling the collection in the preface of
the same publisher that released Goble's- the 1918 printing: “A crying complaint is
hymnbook, containing text only, the fol- - made by the inhabitants of Zion that the
lowing year. As in all subsequent Primi- 51d, well-tried, heart-stirring melodies are .
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editions seem to have been among the
first to be actually used in Primitive Bap-
tist services in the Blue Ridge area, and
editions most frequently used by today's
congregations are the ninth (1953} and
the tenth (1964). Of the editions that I
have seen firsthand, the seventh {1937)
was the last to contain musical rudiments,
a good sign that interest in singing
schools had declined.

Taken together, the various revisions of .

the OId School Hymnal in use in the

Blue Ridge area outnumber all the other .-

tune books and have probably been the
most significant agent of musical mod-
ernization in hymnody there, Their infiu-
ence has spread not only in the more
progressive Primitive Baptist churches
that use them in services but, indirectly,
even in those churches that retain the
tuneless hymnbooks, where popular tures
going around in the cominunity may even-
tually end up. The popilarity of this series
is probably best explained by the editors’
willingness to publish new revisions in an
effort 10 keep up with changes in popular
- taste, precisely what earlier compilers
wished to avoid. While most of the older
Primitive Baptist tune-book editors had a
plainly conservative, if not reactionary,
selection policy, the editors of the-Old
School Hymnal frankly accepted the no-
tion of progress. The foreword to the most
recent edition includes this comment:
- “Much searching has been done to collect
a large number of hymns and songs that
will fill the needs of all phases of worship,
both public and private. The scope of this
edition ranges from the most stately and
conservative worship hymns to class
songs of liberal and youthful appeal. This
collection includes compositions dating

back to and before the birth of our nation .

as well as songs written by men and
women who are yet living."22 This state-
ment, quite the contrast to Daily's, repre-
sents the general orientation of the more
progressive Primitive Baptists. The con-
servative branches of the church continue
to have li{tle use for “songs of liberal and
. youthful appeal,” at least during worship
services.

One encounters a number of difficulties
in trying to interpret this tangled history
of contiguous oral and printed music
traditions and their relative influence on
the churches whose singing is presented
on this coilection, which continue to re-
pudiate hymnbooks containing music.

. One of the few points that stand out with
any clarity is that the tune books exerted

12

a divect influence almost excluswely in
the white church. Black congregations,
separated by their own choice from the

whites and increasingly draws ts chagac:™

teristically black musical pattémis, were -
less exposed to singing schools and ac-
coimpanying modemizations. This fact -
probably goes far to account for the:-
smatler number of hymn tunes uied in".
black churches and the only moderate: "

overlap in the black and white vepertories. -

Theories concerning the influefice of -
printed tunes on white congregations vary
widely, but two extremes can bé iden-
tified: one position holds that the: Primi-
tive Bapiists are the protectors-of a con-
tinuous oral tradition in music that ante-
dates even the earliest shape-note publi- -

cations; the opposing viewpoint maintains .

that the presence of the numerous shape-
note printings of the hymns accounts suf-
ficiently for their continued use in the

churches today. However, the facts do not

_. fully support either explanation. Both the

strength of tradition and the tyranny of
print have helped shape Primitive Baptist

singing, but a statement of the question

that treats these forces as opposites, pull-
ing in two different divections, is an over-
simplification. It is closer to the truth to

_state that there has been a predisposition

toward the folk hymns among both.the
people who carried them in the oral tradi-
tion and those who took the tunes and set
them down in print. In fact, they were, ina
broad sense, the same people. For singers
with a strong tradition in music to accept
printed versions of traditional tunes was
for them to accept what was already
theirs, but in a new form, one which
altered the way the hymn was transmitted,
but which was not much of an mnovahon
otherwise,?3

Several factors worked to reduce the
initial effect of the tune books on the oral
tradition. For one thing, much of the
material in the tune books was probabtly
already familiar to the singers. And many
of what seemed to be new additions to the

~ repertory were only variants of tunes that
. had heen popular for years. Of course, a

large number of funes were available for
the first time, but it is unlikely that many
of the members attending singing schools
actually became skiiled enough at sight
rezding shape nates to generate a sudden
expansion of the tune repertory. The fact

that in Durand and Lester's cotlection .-~

only a third of the texts are placed in
musical settings suggests that even the
tune books may have served at t:mes

B SO
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simply as sources for lyrics to be set to
familiar tunes in the manner of {he tune-

* less books. Many people, preferring the

familjar to the unfamiliar, were probably -
more atientive to their own well-stocked

memories than to the shapes before them

on the page.

Moreover, it is a mistake to overesti-
mate the extent to which even new music
sounded “new” when performed by con- -
gregations sieeped in oral tradition. - -
Singing habits established over long

'One of the gospel hymns appearing in the Old School Hymnal No. 7 (1937

periods of time are fypically very poweriul
and tend to smootih cut changes in reper-
tory, in the same way that someone
learning a foreign language tends 1o use
the intonations, pacing, accompanying
gestures, and even syntax and vecabulary
of his native tongue. For people without

~ extensive technical training, printed

music is only & schematic guide, and no
published tune can possibly codify all the
stylistic subtieties that characterize an
aciual performance. Style, in other words,
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made up as it is of deeply ingrained cul-
tural traditions not easily perceived, much

less set aside, was a force at least equal to

that of the new literacy. .

This collection of recordings suggests
that this is true. Even though the tunes
that we found have frequently appeared in
print, the recorded versions are usually
different, in some cases radically different,
from the published versions. It is certainly
true of the churches thaf still use tuneless
hymnbooks. And even in some of the
churches that have adopted tune bools,
those singing a harmony part tend to '
gravitate to the melody, those singing the
melody rarely do so exactly as written,
and al! singers tend to add idiomatic em-
bellishments. This suggests that the old
unison style of singing has not been to-
tally undermined by the presence of writ-
ten music in the community.

The point is not that Primitive Baptist -

singing has not changed but that new
tunes entering the working reperiory have
ot necessarily arrived by way of print.
Relative freedom from the pressures of
standardization has allowed congrega-

tional singing o flow like any oral tradi- -

tion, according to the preferences of its
members. Unlike congregations in the na-
tionally organized denominations that use
a single standard hymmal for all their
churches, Primitive Baptist condrega-
tions, with their tuneless books, have con-

siderabie freedom in their choice of tunes.

Members need not wait for the next offi-
¢ial hymnbook revision to incorporate
new music into the repertory, but may at
any time contribute tunes drawn purely
from memory, from mernory that has been
jogged by a printed version in a tune book,
from a newly published source, from
Primitive Baptists in other parts of the
country, or even from radio or phonograph
records. Since musical instruments —
another standardizing element—are not
permitted in church, newly incorporated
tunes are easily fitted out to match the
performance style of a given congrega-
tion. The Primitive Baptist practice of
matching available tunes to printed texts
means that almost any metrically appro-
priate tune is a potential hymn tune if it
becornes familiar enough to the singers,
no matter what its immediate source,
Such additions are, in fact, rare, but they
are theoretically possible and, judging
from the current repertory of the black
and white churches, have occurred in the
past.

“"under local control have helped créate

years, however, resistance to these and " :

The characteristic Primitive Baptist
reluctance to set aside custom and the
fact that modern singing remains firmly -

other son‘gé has diminished, and they have
enjoyed increasing popularity in the black

- service; particularly among the women of

regional styles and tune repertories ina
time when mass media have blurred the
boundaries between other regional musi-
cal traditions and made them almost in-

distinguishable. In fact, church merbers

visiting the annual meetings of associa-

. tions in other parts of the country some- :

times find themselves unable to sing -

. along with their hosis because of musical -
differences. The growing use of portable: -

cassette tape recorders to collect un-

become, in the future, a new source of -
standardization, but for now, regional
differences persist. Differences even on

the local level are not unusual, Congrega:
tions cultivate their own favorite tunes, - -
and the presence of one or two strong '_
singers can affect the style and repertory -
of a whole greup. . .

In the white churches modemizations "

in hymnody can be traced mainly fo the -
presence of tune books. The greatest
changes have taken place in those con-
gregations that actuaily use them in

dramatic shift in repertory from the older
tunes toward gospel music. This change

" has been accompanied by a change in
. consciousness, suggesting that the sudderi -

awareness of notes and harmonies has

_ driven a wedge between the singers and %
. To a ‘greater or lessér degree, most of the

~recorded tunes correspond to available

' printed versions, and to these we assigned
*. the most frequently used names. Of the
“total of 118 different hymn tunes in the
. recorded collection, only 17 remain un-
+“identified. At least some of the uniden-
““tifiéd tunes probably appear in printed

: sourp'es as vet undiscovered; the rest are
<. prestimably part of the oral tradition. Of
- these 118 tunes, 103 were in use among
“white congregations and 33 among black

- i groups (who also sang 34 different

Tune books are virtually nonexistent in ="
the black Primitive Baptist churches.

unselfconscious adherence to traditional
performance style. In many such congre- -

gations mempers tend to prefer the sim:

pler and more easily learned new songs .
over the older ones still included in the -
books. When someone in the congrega- .~
tion does choose an older tune, the per-".
formance is likely to be wealk. It is sig-.

nificant that tunes that were once sung . 2

effortlessly by members with a strong *
base in the oral tradition become sight-

reading problems when those members "_- ‘

begin to rely on tune bools. -

Change there has corne from other gt
ters. Elderly members of the churches. E

leaders would not permit the singing of N
any but the old Primitive hymns, & pro- .
hibition that extended even to the spiritu-

als, which have been expressions of black

religion at least since the early nineteenth’
century and probably before. In recent.

~the churches. Spirituals, of course, and
. gospel songs. too, have deep roots in the
“wider black community, especially in the
" Missionary Baptist and Holiness

‘Churchies, Since church affiliation patterns

i1 rany black families are mixed, and
“evén close reiatives may be members of
- &iffetent denominations, lines of kinship
" serveé a8 lines of communication between

the various churches in the community
and encourage diffusion of the most

! * . popular songs.
famniliar tunes on such visiting trips coutd -

- Spirituals accounted for nearly a third

" of the total number of songs recorded in
' Blick services, and that proportion has
. "probably grown since 1976. The influence
ot the spirituals, in fact, has led to the
“yeformulation of some of the older hymn
“texts (Jesus is a Rock and Long-Sought
. Hoine are examples). The process is very
- mitiek Yike that which occurred during the
“ ¢amp meetings of the 1800s, as enthusias-
" 'tic singets mined the old hymns for their
- best liries and blended them with inter-
*lineat refrains and choruses of their own -
" ereation to produce the hybrids that, on
church— such groups have experienced a - - : :

one hand, found their way into early

- “shape-note books and, on the other, be-
" ithie part of the oral tradition of black
" spirituals: In Jackson's apt phrase, they
\“simg them to pieces.”

7 The actual tune repertory of the
churches we visited is easily summarized.

spiritual songs). Sixteen hymn tunes were

'com!_noh to both black and white congre-
R gations, although usually in very different
- versions, These numbers are deceptive,

report that in their younger days church -

‘however, because many of the tunes were

- used only once or twice during the whole
=.‘research period, and a disproportionately
= ’small number of tunes dominate the bulk
* of the collection. These were the most
e _p:qpular tunes (excluding spirituals); -

White churches
New Britain, C.M. {25 examples)
Brown, C.M. (13)
There Is a House Not Made with
Hands, CM. (13}
Pisgah, CM.(11)
Toplady, 7s {11}
Biack churches
T Heard the Voice of Jesus Say,** (30)
. Mdumea, SM.(20)
Deypotion, LM. (17)
Pisgah, CM. (14}
New Britain, C.M. {10}

Nearly a third of the 118 funes collected
were among those which appear in fhe old
shape-note books and which have been
identified by Jackson and others as having
roots in the Anglo-American folk tradi-
tion. Another third could not be positively
traced to traditional sources, but their
modal characteristics, structures, or re-
semblances to identifiable tunes suggest

. that they are not far removed from that

tradition. Even though the Primitive Bap-
tist way of singing derives from the con-
gregational singing of the English
churches of the seventeenth and eigh-
teenth centuries, we found only one
Old World Psalm tune, Mear, first pub-
lished in England in 1757 and probably in
use before that, Mear has been reprinted
frequently in the American shape-note
collections, which is nro doubt the reason
for its survival. We also found very few of
the early New England compositions,
which are poputar in the shape-note
baoks, possibly because many of thern are
fuguing tunes which are inappropriate for
unison singing. (Actually, we did record
one fuguing tune, Ninefy-Fifih, but it had
heen divested of its polyphonic second -
half.) '

A smaller number of tunes were songs -

" of known authorship from the nineieenth

century. One of them, William Bradbury's
Brown (1844), was used in both black and

~ white services, but most of the others, the

most popuiar of which were Thomas

Hastings's Zion (1830) and Loweil Ma-

son's Boyleston {1832), appeared exciu-
sively in the white congregations. A

. handful of tunes, again found mostly

among the white singers, were religious
settings of popular secular songs, inctud:
ing “O Tannenbaum” and H. R, Bishop's -
“Home Sweet Home."

Another small group of tunes, used in

 the black chuxches with botn hymns and

spirituals, includes the familiar children's
songs "Polly Wolly Doodle” and “The Gid
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Gray Mare." Several other tunes were not
used to accompany texts from the -
hymnbooks— and thus are not strictly

part of the old hymn tradition—but were

sung from memory with their original
words. Most of the songs in this category
ate gospel hymas such as “1f 1 Could Hear
My Mother Pray Again” and C, Albert

. Tindleys “Leave It There" (1916}, The
gospel hymns were actually performed
more ofters by black singers than by the
more conservative of the white groups,
but they are songs that everyone in the
community, white or black, is likely to
know because they have had regular expo-
sure by way of radio and phonograph
records, and many of them used to be
sung in the local schools during moming
devotional exercises.

Musical Analysis

"1™} 0 study folk song historically
i means to account for both con-
i

5 I‘ i
1.
I
:[:

! tinuity and change in the tradi-
L .

tion. The continuity of the hymn
tune repertory in the Primitive Baplist
church is not particularty surprising given
its strong sense of tradition and resistance
to change. The curvent differences be-
tween two repertories of song which have
a common ancestor and the difference
between the tunes as performed and as
published are problems of more inferest
and difficulty. In the course of a century,
black and white Primitive Baptists have

- shaped in complicaled ways the original
song tradition that they once shared. The
size of our collection —almost six
hundred recordings — makes it possible to
identify some of the features of these
diverging traditions.

" One class of differences has to do with
tune structure. Comparing the written
versions of the tunes with the perfor-
mances reveals that major structural dif-
ferences are relatively uncommon, no
doubt partly because the rigid metrical

- demands of the printed texts do not allow
for drastic reorganization of melodies.

But structurai change that is consistent . -

with the metrics of the hymns does occur.
The simmplest manifestation of such
change involves the occasional omission
in performance of one-or more phrases of
a tune, usuaily a chorus or refrain. In both
black and white performances of Pisgah,
for example, the choruslike repetition of
the melody found in printed versions is -

. absent. More interesting are instances in

. which tunes appearing in the books as-
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eight-phrase tunes (set eithey four- -
Tine text and a chorus or to a double -
stanza of eight lines) are pared down to
four lines by the elimination’sf . con"

trasting second half. One repet;tmn of the"ﬁlf.m

tune is then required to complete an’s
eight-line stanza of text. Similarly,
more radically, four-phrase tin
pear in truncated two-phrase versions, -

" with the shortened tune sung twice'to. ‘
complete each quatrain. We found several. .

of these shifts among white singers: -

Farting Hand appears in both Eour- and E

eight-phrase versions, and Ziown 1s per
formed in a reduced two-phrasé version.’
Such structural shortening of tunes is
more common, however, in the black

churches, where songs are génerally more' '

loose jointed and more susceptible to -
variation. Black versions oan‘ams reg
ularly contain only the first half of the
written eight-phrase tune, and severat '

other tunes appear in fwo- phraée rather : j
_ than four-phrase versions, including De- -
votion and Nettleton. Bellevue was the -
most flexible of all. In its published four-
phease version it takes the melody, pattern
AABA (each leiter represents a musi< : -
cal phrase sung to one line of text), but 1t :

appeared in black services in‘several other

forms, including a simple repetltlon of the

fourth phrase (A’A’A’AY), 4 similag: o

vepetition of a slightly altered third: phrase__';

" mances singers tend to touch the note
. with only a glancing blow and quickly

{(B'B'B'B'),and a combmatxon f the
fwo (BPA'B'A). :
Most of the other performed tunes Te-

sembled the published tunes in Stnicture,
contour, and cadence patterns, with only =

an occasional minor difference; A few
could not be compared structurally, be:

cause they occurred in only one ‘of the tw0

branches and we were unable to locate
written versions, Such tuneés may ‘be

arnong those which were riever set down' :
- in the old tune books, or, p0551b!y, the
written versions have escaped oiif atten
tion. But the similarity between’ certain -
phrases of these unidentified tunes and:
phrases of known tunes suggests a th1rd o
explanation: it may be that singers have S

synthesized new tunes using’ selected

* phrases of familiar melodies as. building’ -
blocks. Some of these phrases, of course, ;.

are stmply stock melodic flgures fiinda-

mental to the broad Anglo- -Ammercan e
rmusical tradition and cannot Justlﬁably be

identified with particutar tunes,?® Ca:

dence patterns, especially, show a strong :

family resembiance throughout the col-’

; either con:

but
ay ap‘ _

sciously or unconsciously, from other
tunes. Such recycling of melodic elerments
is quite common in religious song and
occurs frequently in other branches of the

" Anglo- -American musical tradition.

1t is customary in folk music studies to
analyze large collections of folk songds by
scale or mode, One earmark of a folk
periormance in standard works on tradi-
tional music, in fact, is a “gapped”
scale —one which contains fewer than
seven pitches and thus does not conform
to a full diatonic scale. The music we
collected is indeed more modal than
diatonic, as are the book versions, but

-there are significant differences. Occa-

sionally, the performed versions contain
seconds and sevenths that are absent in

. the written versions of the tunes. But

more often, the performed tunes use
scales that have even fewer tones than the
scales of their published counterparts. For
example, most of the tunes that in their
written forms contain major sévenths are
sung in the churches without that pitch.
Also,both white and black singers
minimize the effect of the fourth degree of
the scale (F in the key of C), either by

. omitting it aliogether or by using it only
* as a passing tone. In printed versions of

Condescension, for example, a syllable of
text in the second line is set to the fourth
degree, but in Primitive Bapiist perfor-

canry the syliable to a lower pitch more
compatible with the mode (see franscrip-
tion}.

As is true for much traditional singing,
the actual pitches in the performances do

" not always correspond precisely with the

degrees of the modermn tempered scale.
Fourths are generally sharped slightly and

" minor sevenths are more neutral than flat.

But few altered pitches in the perfor-

~ mances were altered consistently, and it is

difficulf to generalize on this point.
Rather, it seemed that the presence of a
strong singer or the habits of a particular
congregation had more to do with pitch

" choice than did a vegional standard. Tradi-
'_ tional pitch values may simply be inher-

ently variable, or, possibly, fraditional

¢ and madern intonation patterns have
- mixed but not blended, like 0il and water.

- In any case, it complicates the analysis of
scale and mode, since vague pitches in

. crucial positions can produce a mode that

.. is equally vague. The largest number of
lection. But portions of some tunes may o

: actually have been. borrowed

tunes, both black and white, fall generally

i, : , into the pentatonic patterns CDE-G-A

and A-C-D-E-G, but because of conflicting
interpretations of pitch value among some
singers or because pitch value has been so
twisted as to become indeterminate, it is
rot always possible to name with confi-
dence the mode governing a given per-
formance.

Most problems of uncertain pitch value
and mode have to do with the third degree
of the scale. In both the classic medes and
modem musical theory whether the third
is major or minor is a primary distin-

. guishing factor, but in these perior-

mances, the identity of the third is prob-
lematic. In many cases, especially in those
performances rnost reasonably classified

- with modes containing & minor third, the

third actually tends to be neutral (falling
halfway between the major and minor
third), rultipte (used in both major and
minor versions in a single performance),
sliding, or otherwise variable. In some
cases, particularly in white performances,
different singers choose different varieties
of the third for use on the same syllable
{for example, in the last phrase of '
Wayfaring Stranger), resuiting in disso
nance. More often, though, the congrega-
tions are surprisingly consistent, per-
forming the third in rough unison regard-
less of the complications. [n several white
performances manipulation of the third
Has produced an interesting medal shift.
Both Starin the East and King of Peace
appear in the tune books with minor
thirds and minor sevenths, but in perfor-
mance the singers have urged the third
upward toward the major position,
thereby radically shifting the mood of the

. song from a dark Aeolian toward a bright

but odd-sounding Mixolydian,

The flexible third is, of course, charac-
teristic of many forms of Afro-American
music, and it is no surprise {o find it
present in the black hyns. Thirds are
frequently rendered as neutral, and even
more often slurred up from below toward,
but not always complefely up to, the
major third. More frequently than in the
white performances, the exact rendeiing
of the third varies with its melodic con-
text, and several distinet kinds of thivds

-may be present in any given performance

—the tune we have called f Heard the
Voice of Jesus Say is a goud example.
The thirds in black periormances have a
particular tendency o approach the major
position i rising melody Hines and near
cadence points.
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" Among the various factors that influ-
ence style, omamentation has been espe-

_cially significant in descriptions of folk

song performances. But such a treatment
tends to relegate notes not part of the
main melodic structure to the status of
accessory or decorative notes. A careful

listening to these recordings shows that -

most congredations sing the “omamenta-
tions” in near unison much of the time,
and do it consistently from one perfor-
mance to another; thus, those flourishes
might be better considered integral to the
tune, rather than optional extras. Indi-
viduals, of course, provide some true or-
namentation, but it seems best to distin-
guish between these personal stylizations
and melodic complexity at the group
level, which is perhaps better described by
the term “elaboration.”

Primitive Baptist singing, white and
black, is traditionally in unison, or
monophonic. An occasional instance of
harmony, which occurs more often in
white performances than in black, usually
involves only one or two members of the

E congregation. Generally, everyone sets out -

to sing the same melody and comes
reasonably close to doing so. But since
there are always differences between indi-

" vidual versions of the tune, differences

attributable to error, individual ornamen-
tation, or a slight lag between the time
the first and last members reach a given

point in the melody, the most approprizis

{erm is “heterophony” —many singers”
producing slightly different renditions of
the same tune. Actually a kind of melodic

freedom, heterophony is more characteris- .

tic of black congregations than of white,
but it is not exireme in either.

Most of the hymns are sung in duple
meter, inciuding several which tune books

print in triple time: Evan, Spring, Long -

Sought Home, Idumea, Kenfucky, and
Nettleton. Several of these occur in per-
formance in both duple and triple ver- .
sions, with the choice apparently up to the
leader. Performances that make a triple-
time song out of one published in duple
time are rare— some white versions of

Condescension are among the few that

fall into this category. For the most pari,
hoth white and black singers seein to be
most comfortabie with duple meter.

An important thythmic difference be-
{ween black and white hymn singing is
that black performances are carried atong

by a more regular, definite pulse, a strong-

foundation beat that is actually the pro- |
duct of several subile forms of rhythmic

* pair to a complex melismatic phrase. In . N
_nearly every case such syllabic groups are

_1n0re complex portion tends to occur in - -

emptiasis, including patiems of stress in- i
the singers’ voices and on-the-beat {oot
patting, which is soft in volume but which -
resonates deeply on the wood floors of the .
churches. In black singing the blend of the -
individual voices is less smooth than it is -
among white congregations and the sing- .
ers are more accustomed to singing indi-
vidualized versions of the tunes: thus, the -
basic pulse functions as a reference point
to bring them all together. Even when the ™
singing pauses at the ends of phrases, the : -
muted sound of feet marking the beat
continues, almost with a life of its own.
Hand clapping to the rhythm of the tune -
is rare in black hymn singing; most hand
patting occurs between lines as short, :
tapid bursts for emotional emphasis and is
not rhythmically coordinated with the '
singing. ) :
In marked contrast to the written ver- . -
sions of the hymns, a single syllable of

generally sét not to a single pitch but fo-
clusters of notes, ranging from a simple

binary in form —that is, regardless of how
many notes are present in the cluster, the :
groups tend to break down into two parts,
usually of equal duration. When the two

pauts of the phrase are asymmetrical, the =y

tir second part (see transcriptions for:

exaniples). Tunes that are simple in their:
written versions may thus become quite -
thythmically and melodically complicated "
in performance. :

single notes are typically voiced in ;
phrases of only two or three notes. White
singing uses elaborations in three basic -
ways, which may occur singly or in com- .
bination: R

the insertion of a passing tone to bridge
the gap in a larger interval

2 movement from the main note to an -
adjacent note and back again

 once suggested that the anticipation of
' notes was an attempt on the part of sing-

- ets to master difficult material,2¢ but it
 seeims unlikely that insecure singers _
would compensate for their uncertainties

as-consistently or in such a degree of
{inison as do these singers. A better ex-

. planation is perhaps that melodic elabora-

tion occurs in natural balance to the rela-

. tively slow tempo (averaging in white
" ‘performances around thirty syllables per

tninute} and the absence of such features

" as regular harmony of instrumental ac-
"' companiment; thus, it provides a sense of

miomentum and interest.

<+ Flahorations in the black performances
- are similarly organized, but are freer,

Tiore complicated, and have a somewhat -

' different effect. White versions have a
~“stronger feeling of horizontal structure

and forward motion, particularly when an-

"ticipation is used heavily as an elaborat-
text in Primitive Baptist performances is -~

ing device, but in black versions the focat

"point is not so much the linear movement
"% "of the melody as the patterns of each
“"/syllabic phrase. Several factors contribute
“to this shift in emphasis: the practice of
" lining out, which interrupts the flow of the
“Tnelody; the slower tempo (averaging
- around twenty syllables per minute); and
"“the more complex melodic phrasings for

each syllable, some of which are actuaily

. complex enough to have contours and
"+ cadences of their own. The passing tone
'~ and movement to adjacent pitches occur
in the black elaborations, and so does

aiticipation, although here it tends to

. lose 1is horizontal character.
White singing tends to be less elabor 1.0
_ tated than black, and syllables not sung to’ :

~ The more elaborated a melody be-
comes, the more it loses the clarity of its

L eontour and the more difficult if is to

compare it to the leaner writfen versions.

- In the white versions picking out the main

nofes of the tune is refatively simple, and

<7 what might be termed the “core” melody
. is'easily derived. But in the black versions

* it is not always clear which pitch in the

" elaborating phrase should be taken as the

most important or dominant. Without a

: way to reduce the phrase to a note the
.- analyst cannot automatically derive 2 core

o0 raelody, and any pure melody derived

and, most commeon, the anticipation of " ':f_'-
the following pitch -

=

All of these devices serve to give the line

S

internal movement, to add complexity o

the contour, and generally to make the e
melody line more interesting than the one -
found in the printed versions. Jackson " .-

under such difficult circumstances re-

;- mains somewhat arbitrary. For the more
-+ densely elaborated tunes, in any case, ex-
tracting the skeletal melody is at best an

academic exercise, the product of which
the ear does not actually hear.-
Another interesting feature of the per-

formances, especially black ones, is the
.clustering of the melody line around the

i e e b i e R N e

tonic. For example, in the first phrase of
the published version of Condescension
the tonic appears only once, but in the
black performances, seven of the eight
note clusters touch down at the tonic at

~least once, and sometimes twice. In the
_ black performance of Devotion every

cluster in the first phrase includes the
tonic. The tonic {or less often, the domi-
nant) seems to reach out and capture any
phrase that wanders near it. In extreme
cases, the result is, once again, a more
cyclical, less linear effect. One can only
speculate as 1o the function of this
phenomenon, but a possibility is that the
frequent return to the tonic and dominant
adds pitch stability, counterbalancing the
slow pace and meandering melody line. In
the absence of accompanying instruments
the singing, in effect, provides its own
reference tones.

Lining Cut

: "5;‘*\"_\he use of a song leader to read
1] orchant the lines of a Psalm
{ | during congregational singing
et iy began in the seventeenth cen-
tury. At first, the practice served as a
temporary expedient to singing in con-
gregations where members did not kaow
the words, were unable to read, or had no
hywin bocks, It was approved in England
by the Westminster Assembiy of 1644 and
wae. recognized for its utility by John
Civtio. in Boston in 1647: “It will be a
ecessa vy helpe, that the lines of the
Psalme, be openly read before hand, line
after line, or two lines together, that so
they who want either boolks ar skill to
reade, may know what is to be sung, and
foyne with the rest in the dutie of sing-
ing"2? Lining out became more than
useful — it became part of a singing style
characterized by the use of slow tempos
and individual ormamentations that
changed the character of the tunes.?® The
practice also attracted the ire of musical
authorities, who rejected the flovid styte

" as unruly and in bad taste and who even-

tually succeeded in driving it out of urban
New England. The descriptions of the
style by some of its early detractors
suggest that the colonial manner of sing-
ing was not dissimilar to that of modermn
Primitive Baptists. “Our tunes,” wrote ihe
Rev. Thomas Walter, “are left to the

Mercy of every unskilful Throat to chop

and alter, to twist and change, accerding
to their infinitely divers and no less Odd
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. Bumours and Fancies."?® What was odd
" to critics, of course, may have been beau-
tiful to the singers themselves.

It is difficult for the modem reader to
discriminate in these early accounts be-
tween criticisms of legitimately bad
singing and complaints about a vernacular
style that was simply unpalatable to cer-
tain observers, but we can appreciate, at
least, some of the disadvantages of using
lining out as a crutch. Not only did the
intermittent reading out of the lines by
the precentor interrupt the flow of the
text and malke the ideas more difficuit to

" follow but the congregation appears often
to have had trouble in maintaining the
melodic integrity of a tune so frequently
interrupted. I is perhaps not surprising
that by the begimning of the ei ghteenth
century lining out had become to its crit-
ics a sign of indifferent singing and a

 target for reform. Crusaders for correct
singing who attacked the problem, how-
ever, were sometimes surprised to find
that the temporary practice had become
entrenched and that some congregations

preferred not to be reformed. The more
pragraatic hymnodists of the day wisely
accepted lining out and its fauits as es-
tablished practice. Isaac Watts himseif
explained in the introduction to Psalms
and Hymns {1707), “1 have seldom per-
mitted a stop in the middle of a line, and
seldom left the end of a line without one,

to comport a Little with the unhappy mix-
ture of reading and singing, which cannot

presently be reformed.”3¢
With increasing literacy and better

supplies of hymnbooks, lining out did
indeed begin to disappear. Buf even
though most mainstream denominations
eventually abandoned it, the practice
never actually perished. In fact, lining out
did more than just survive; if thrived,
particularly among conservatives like the

. Primitive Baptists, who took a hard line
against modernization for the sake of 2
progress which they considered unscrip-
tural, and also among black congrega-
tions, where traditions were particularly
durable.3! Part of the appeal of lining out
was probably that, through use in the
service, it had become part of a sacred
tradition; thus, it was defended with great

. energy and piety. Further, it had been
around long enough to put down roots in
the oral tradition. White Primitive Bap- .
tist lining out survives today in some

. parts of the Southern uplands, but the
white congregations recorded in this -

‘collection no ionger pmctme it regularly.
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_ Lining out is very cornmon, however.
. threatened with extinction.

- periodically (and probably awkwardly) -

_ black Primitive Baptist church it hids bes

- tice in the black church is probably the

‘much African and Afro-American’ musxc :

-is actually practiced in both black’ and::

_only in the black service is it rhythm_lcally '

- goes, from line to line and from hand to:

among the black Primitive Baptists,
where it is also referred to as “outijnin
“wording it out,” “giving it out," and"
“interlining.” There, it is not in the Jesst

Originally, lining out conmstéd s:mply i
of spolen words which were inserted:

during congregational singing, but in the

come so thoroughly transformed byl the:
musical context that the lining itselfhas = |
become an integral part of the funes; 0
Without lining out, the performances are -
incomplete, and many singers admit thit
they cannot sing a tune without first lin-
ing it out. In fact, lining out is not always. |
performed by the song leader alone; fre-.~ "’
quently a number of the members j 30m m, .
producing lining phrases with a musical " £ T S
status almost equal to that of the melody. ' o
_Onereason {or the strength of the prac-

fortuitous compatibility of the altematlonu- '
of lining out and singing, which is of"
European origin, and the call-and- =
response, or responsorial, structure of

T T PO 6
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A more immediate reason concemns thé -
{aking of the hand of fellowshipas'a.’- -~
ceremonial form of greeting and parting (Photo by Brett Sutton.)

during the singing of a hymn. This cust m
2 ging v o .7+ ike either speech or song. The song

! leader has some room for personal in-
terpretation, and various members have

coordinated with the singing: during the-'__:'::.‘ _ their own characfteristic lining styles, but
: black congregations generally agree on

lining out, each member joins hanids with: eEalb S st
two others (the use of both hands limits - the proper lining “tune for each hymn
the use of a kymnbook to the leader), and . tune. Most'sqlge?'s apparentl_y }eam to line
during the singing of that line, everyore * - bymns by imitation, memorizing the
shakes hands in thyihm to the music; At _lmed-out phrases right along with the
the next lined phrase each member m Gves tune itself, and have iittle conscious
along to grasp two new hands, and ot knowledge of the technical relationships

""" between lining and singing. The lined-out

hand, untii the hymn is done. Tndividual : phrase resembles, but is never identical
styles vary, but usually each downbeat of - " to, the corresponding line that is sung,
the hymn is accompanied by a brisk - . and is delivered faster, usually with only

downward jerk of the hands, altematmg . one syilable per note, The lining melody

with two lighter upward strokes ori the - ;. seems to be a condensation or codifica-
secondary beat, in the pattern JJJ: . -tionof the tune; together with the song
1t is a vigorous, exhilarating express:on: i phrase *'f forms a }"ﬂaiched pair—two
of fellowship, not to mention an-; +-. phrases in dynamic equilibrium. Each
impartant extension of the music; The _hned-out phrase covers one oy at the most
structure of the hand of fellowship is s0.
perfectly matched to the structure of line” -
ing out that, in effect, each contnbutes to '_
the othet's survival. S
Tn technical terms lining out is a form R
of heightened speech or chant with
melodic and structural charactenstrcs u

white Primitive Baptist churches, but

- almost always the toric, or occasionally

. the fourth below. One investigator has

- suggested that in the white churches of

" Kentucky the final note of the lined-out

_ phrase is instrumental in helping the con-
~ gregation locaté the next piteh,?2 but that

. - does not appear to account for lining out

- two lines of the hymn, and its final pitchis .

an The hand of fellowship during the smgm_q of @ hymn at an outdoor baptism.

among the black Primitive Baptists. Since
many of the members sing along with the
leader's lining, the number of singers left
to benefit from such pitch correction is
small. And since lining out and singing
are continuous, integrated, and equally
melodic, there are no interruptions in the
fiow of the tune which might require a

" resetting of pitch.

Lining out in the black church is not s
habitual that it no longer has any practical
value. Congregations still depend to a
degree on the leader for guidance in car-

_ tying the hymn, particularly for the less

familiar texts that fewer members know
by heart. The best confirmation of this is
found not in the better performances but
in those in which misiakes occur. For
example, when 2 leader misreads the text
in the course of his lining out, most con-

“gregations will sing the words as lined

out, not as written, even if the misreading
produces a grammatical or factual error.
Or sometimes leaders signal the wrong
tune to the singers by using an incorrect
lining phrase; in these cases confusion is
the principal result, as some singers try to
jump to the new tune and others continue
with the original one. Occasionally a
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leader lines out a song correct{y'for a few
stanzas and then suddenly uses for the
first pair of phrases in the stanza the

~ lining that properly belongs with the sec-

ond pair. The congregation ustally fol-
lows along obediently, but the error
throws the tune out of phase so that it
ends at the half cadence. No one seems
annoyed by these occasional confusions,
which again illustrates the flexibility of
the black singing style. Such errors may
actually have a hidden value as sources for
new rusical ideas. ’

The Primitive Baptists themselves, of
course, are not consclous of their hym-
nody in a sophisticated historical sense;
nor are they particularly concermed with
the many technical issues raised in this
essay. The hymns survive not because of
their proud history or excellence of form,
although they possess both, but because
they are expressive of a system of thought
and a religious world view that is highly
resistant to change. It is the Primitive
Baptist religious commitment, not the
hymnody itself, which is durable. What
church peopie will not allow to be dis-
placed is a perspective on life, which the
songs embody in a condensed way, The
nymas as discrete musical forms are quite
susceptible to revision, modernization,

and even replacement; but such changes

are held to a minimum not only by the
inertia of tradition but also by the Primi-
tive Baptist view that the tradition has
inherent spiritual value that goes beyond
superficial musical beauty. A story fold by
a leading elder expresses the meaning of
Primitive Baptist hymnody better than
sociological or technical analysis:

There's a lof of difference in singing.
There's pretty singing, and then there's
good singing. And good singing is
better than prefty singing. I'll give you
an illustration. A son had lelt home.

And his father couldn’f sing a tune. He

could not sing a fune. In a few years,

he refurned home. And he greeted his

mother and said, *Mother, where's
Dad?” “Down at the barn, doing his

work.” And he went down, and when .

he got in hearing, his daddy was going
over the words o

Amazing grace, how sweel the
sound,

That saved a wrelch like me;

Jonce was lost, bul now am
found, o

Was blind, but now I see.

best singing he'd ever heard in his life,

" hymnbook. When the lyrics appearin _
both collections, citations for both are .- -

given, but the book listed first is the orie.. sibilities was not easy. These selections

And he said he walked around, an&.

as he turned around beside the barn,

his daddy had his head over, and he
could see the fears dropping, each |
lime he went over those words. Now,
he said, it wasn't pretty, but it was the

. used during the performance. The two
‘ekceptions are Jesus Is a Rock and Long

o Sought Home, in which verses have been
. gleaned from several hymns and no single

Hytmn nurmber is appropriate. Recording
“information follows. Accompanying the

- name of the author of each text is tie
" source of its first publication. The musical

.. transcriptions are not offered as precise

The Performances

iach song is identified first by
the name of the tune as it ap-

Vo italics), 2nd then by the first
line of text (in quotes). If the standard
title for a tune is unknown or if the fune -
has no standard title, the title used s -
simply derived from the text. Following

hymn and the hymn number (not page
aumber) of the text in the Lloyd or Goble-

replications of the performances. Since no
" two individuals sing exactly the same ver-

" sion of the tune, and since including the
.- subtler features of the singing would
; "neediessly clutter the transcriptions, what
pears in tune books, if known {in”

" follows are only generalized representa-

7 tions of the tunes. Published versions are
- “included for purposes of comparison. The

- lining phrases for black hymns are written

" out separately below the regular tran-
% scriptions. Pete Hartman recorded sefec-
the title is the metric designation of the -

fions 2 and 3on side 1, and 1 and 3 on

side 2. Al others were recorded by the
= author. _ "
22 Selecting twelve representative per-

formances from several hundred pos-

are among the best and most interesting,
but they have also been chosen to reflect
the variety of hymn styles used by Primi-
tive Baptists. Included here are four white
congregational hymns, one of them in
three-part harmony, one white duet, four

- black hymns with lining out, and three

black hymn-spiritual combinations.

SIDE 1
Dunlap

This tune, also known as Dunlap's Creek

 and Funeral, appeared in Freeman

Lewis's shape-note coliection, Beauties
of Harmony (1818 editicn). Some sub-
sequent compilers give credit for the tune
to “F. Lewis,” but others, following Lewis
hirself, ascribe it to Samuetl McFarland.
Still others do not specify a particular
composer, but identify the tune simply as
“Western Melody.” It is probably a tradi- -
tional tune at its roots. Jackson places it
in the large Lord Lovel tune family, which
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contains a number of related Anglo- . Dunlap
American tunes, secular as well as sa-
cred.’3

The black version here is. typically slow .. )_ f\ "
and densely elaborated; the lining out is s
performed by some of the singers as well :

,as by the leader. In the recorded perfor-
mance the song is used with the custom-
ary exchange of the hand of fellowship,
described above, which has the members

. on their feet and moving around the -
church building, Both white and black
performances preserve the triple time of .
the written version, but in the black per-
formance the feeling is more duple than ey
triple because of the slow tempo and the =~ © Mg At
pattem of stresses in individual syilabic e ?
phrases. This is one of the relatively few
biack hymn tunes in which each syllable
does not receive equal time value. )

The white version was recorded in e i ]
church, but it is not strictly congrega- 3 & t
tional. 1t was performed by four men dur-
ing a break between the sessions of a '
longer meeting. This version is in strong.
contrast to the black version: there is no
lining out, the pace is faster, the melody
line is less dense, and several of the pet-
formers are singing harmony. The use of
hanmony is becoming more common in
white services, but its presence here is
distinctive because it does not occur in
every line. it may be that the {ransition
from the o0ld monophonic singing that
characterized Primitive Baptist hymnody
in the past 1o the more contemporary part
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With beams of secred bliss,
While Jesus shows his heart is mine,
. And whispers [ am his.

" singing is not yet complete and the addi- . Bl L L
tion of contrasting vocal fines has been N i s o e e o e e
irregular, Traditional harmony in the s a— [-a- A i . '} LN E;'J i T .é_' _{;_ —
" white community, such as that heard in e
bluegrass singing, was probably inspired
originally by shape-note hymnbooks and
singing schools, However, neither the
tenor and bass harmonies improvised here URTRA
by the singers nor the harmonic structure ~ Dark was the mght and caId the.' “io Then learn of him the cross to bear, In darkest shades if he appear
' that results matches that of the versions - ground s, Thy Father’s will obey, My dawning is begun;
of Dunlap set down in the tune books. In On which the Lord was laid; - < And when temptations press thee near, - He is my soul’s sweet rmorning star,
the background are the sounds of conver-  His sweat like drops of blood ran 000 Awake to watch and pray. And he my rising sun.
sation as members return to the church down — R - o ) p
after the break. Lo In agony he prayed: : :_. o o 2. Dunlap, "My God the spring of all The op'ning heav'ns around me shinz

my joys” {C.M., Goble 160, Lioyd 268).

“Father remoue this bitter cup . Staunton River Assoctation, union meet-

If such thy sacred will: -

1. Dunlap, “Dark was the night and . e " ing, Danville Primitive Baptist Church . .

cold the ground” {C.M., Lioyd 38}, Hylton - If:;%t colnfezgt} i’??fff frt ”p -+ (white), Danville, Virginia: 28 February My soul would leave this heavy clay
Thessalonia Primitive Baptist Church y peas T - 1976. Text by Isaac Watts, English Con- At that transporting word,
(black), Patrick County, Virginia. 25 Jan . Go fo the garden, sinner, seé ¢ gregationalist, from Hymns and” . Run up with joy the shining way,
uary 1976. Text by Thomas Haweis, Those precious drops .. - *._. Spiritual Songs (1707). 3:30. - Tembrace my dearest Lord.
Church of England, from Carmina ' that flow, - . My God, the spring of ; " Fearless of hell stly deat

: S A pring of all my joys, . earless of hell and ghastly dealh,
Christa; or Hymns fo the Sav.vour (1792), - The heavy load he bore for theﬂe, S5 The life of my delights, I'd break through ev'ry foe:

4; 05 _ 7 G For thee he lies so low. : 0 The glory of my brightest days,  The wings of love, and arms of faith

- - And comfort of my nights. .. - Should bear me congu'ror through.
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Hylton Thessalonia Primitive Baplist
Church. (Phote by Brett Sutfon.)
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Danville Primitive Baptist Church. (Photo by Brett Sutton.)

Devotion

Amariah Hall is credited with this tune,
which was first published by him in 1811.
1t has also been printed in tune books
under the name The Penifent. Jackson
lists several secular paratlels.®* The white
performance is not radicatly different from
the published version, but is neatiy elabo-
rated into note pairs, some of them in
dotted rhythm, others of equal length.
Which syllables are to be rendered in
dotted pairs and which are not is appar-
ently clear to the singers, who maintain

relative rhythmic unison throughout the -,
song. The two-count pause on the last™-.
note of each phrase suggests altemating
bars of four and five beats, but in the - =

transcription the longer notes are simply '; ok

marked with a fermata, which seems more. .
in keeping with the duple sense of the -
melody. The text here expresses a theme

close to the hearts of many Primitive . - N

Bapfists.

Devotion is popular tune in black co_r:;

" regularly. Yearty visits do not seem fo be
"+ enough to permanently affect local singing.

" of pruning the original four-phrase version
dowin to two phrases, if that indeed is what
appened, apparently required revision of
{he second phrase s0 as to retain the general
contour and identity of the tune. The
strong harmony floating a fourth or fifth
shove the melody in this performance
+"(omitted from the transcription) is not a
- Commimon feature in black singing in the
‘Bluz Ridge area. The singer responsiple
for it was a visiting elder from a distant
hurch, a man raised in the Deep South,

"t Where that style is more common. Because

" selacted members of local churches regu-
- farly visit the churches of other associa-

1° tions, the potential exists for the exchange
1 of musical ideas across regional boundaries,

*but if any new idea is to become firmly

.+ planted in the local repertory, the congrega-

': tions involved must be exposed to it

" THe text used here is a special one sung-
nly on communion Sundays.

3. Devotion, “Poor and afflicted, Lord
ave thine” (L.M., Goble 257, Lloyd 425).
Union Primitive Baptist Church (white},

" Floyd County, Virginia. 25 April 1976.
 Text by Thomas Kelly, Irish Nonconform-
ist; from Hymns on Various Passages of
. Scripture {1804). 5:41.

Poor and afflicted, Lord are thine;

Among the great unfit fo shine;

But though the world may think it
sirange, ) :

They would not with the world ex-
change.

Poor and afflicted, yet they trust

In God, the gracious, wise, and just;
For them he deigns this lot to choose,
New wonld they dare his will refuse.

Poor and affiicted, ofi they are

Sorely oppressed with want and care; -

Yot he who saves them by his blood,
Makes every sorrow yield them good.

Poor and afflicted —yet they sing,

For Christ, their glorious, cong'ring
King, :

Through suffrings perfect, reigns on
high,

- Ahd does their every need supply.

Poor and afflicted—yet ere long,
TheyH join the bright celestial throng,
And all their suffrings then shall close,

'And heav'n afford them sweef repose.

Poor and afflicted, filled with grief—
O Lord, afford us kind relief,

To cheer the heart that heaves a sigh,
And wipe the tears from every eye.

: bévotion

gregations, where it is always found inthe - : '_Q-. _
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doleful night {L..M., Lioyd 240, Goble 90).

Shady Grove Primitive Baptist Church
(black), Floyd County, Virginia. 6 June
1976. Text by Isaac Watts, English Congre-
gationalist, from Hymns (1709). 6 15.

“Twas on that dark, that doleful night,
When poteers of earth and hell arose
Against the Son of God's delight, )
And friends betrayed him to his foes.

Before the mournful scene began,

He took the bread, and blessed, and

brake;

What love through all his actions ran,

What wondrous words of grace he
spake!

“This is my body, broke for sin,
Receive and eaf the living food;”
Then took the cup and bless'd the wine—
“Tis the new cov'nant in my blood,”

D)o this,” ke cried, * il time shall end,
In-memory of your dying friend;

-+ Meet at my table and record

The love of your departed Lord.”

Jesus, thy feast we celebrate,
We show thy death, we sing thy name,
Tilf thou return, and we shall eat
The marriage supper of the Lamb,

The marriage supper of the Lamb. L
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. mal settings outside the church, This-
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" Union Primitive Baptist Church.
(Photo by Pete Hartman.}
Shady Grove Primitive Baptist
Church. (Photo by Brett Sutton.) :
"
4. Devolion, “"Twas on that dark, that ~ Pilgrim

Some of the best hymn smgmg occurs not
in the churches themselves but i m mfor

performance is a fine example of the .
stylistic differences between the. congre
gational and informal modes. Elder Ben-:,

nie Clifton, who is the pastor of several: "~

churches, 2nd his wife Edrie have ‘been

singing together for many years, as at- - :
tested to by the close blend of their voices -

and the rhythmic coordination in their

" singing. Neither singer reads THusic;: and :
both are singing by ear. The tuneP:Ignm _' ;
" she sings, creates a modal shift from the
minor-third pentatonic to the major-third

appears in one of the earliest four-shape:

colléctions, Jeremiah Ingalls s Ch nstran _ ':

Harmany {1805). The transcription
below is taken from John G. McCurry' 5.

o Soaal Harp (1855). There aré’ numerous -:'

. secular variants,? An interesting feature
"'~ of this performance {$ the harmonious

. coexistence of two melodic types, one.

. -archatc and the other more coniemporary. -
" The melody (Bennie's part) falls into the
- pentatonic mode A-C-D-E-G, 2 scale more

- spare than the hexatonic (the sixth is

added) of the tune book version. This
pentatonic pattem is common in older

 ghape-note tunes and in unaccorpanied

folk songs from the Southemn Appala-

- ¢hians. Edrie’s part, however, which she

improvises with a natural gift for “hear-
ing” the harmony for a tune in her mind as

hexatonic C-D-E-F-G-A, producing hat-
monic pattems that shift the emphasis of

.the original melody. The Cliftons are -

using an eight-phrase tune, each repeti-
tion of which uses two four-line stanzas.
Since the hymn as printed in the Goble
coilection only has seven stanzas, the
singers therefore use the full melody three
and one-half times, ending at the hali-
cadence,

5. Pilgrim, “On Jordan's stormy banks
I stand” (CM., Goble 209, Lioyd 273).
Elder Bennie and Edrie Clifton, Patrick’
County, Virginia. 5 March 1976. Text by
Samuel Stennett, English Baptist, from
Rippon’s Selection {1787} 3:43.

On Jordan’s stormy banks I stand,
And cast a wishful eye

To Canaan'’s fair and happy land
Where my possessions lie.

- Oh, the transporting rapt rous scene,

Thai rises fo my sight!
Stoeet fields arrayed in living green,
And rivers of delight!

There gen 'rous fruifs that never fail,
On trees Immortal grow;

There rocks and hills, and brooks, and

vales, )
With milk and honey flow.

All 0'er those wide-extended plains
Shines one cternal day;

There God the Sun forever reigns,
And scatters night away.

No chilling winds, or pois'nous breath,
Can reach that healthful shore;

 Sickness and sorrow, pain and dealh,

Are felt and feared no more.

When shall I reach that happy place,
And be forever blest?

When shall I see my Father’s face,
And in his bosora rest? '

Filled with delight, my raptured soul
Can here no longer stay;

Though Jordan's waves around me roll,
Fearless I'd launch away.

Jesus Is & Rock

Two kinds of sacred singing coexist in the

black Primitive Baptist churches: the
old-time hymns and the spirituals, which
are known scross denominational lines in
the blaclk community, For the most part,
the two genres retain their individuality,
but in some instances the innovative
enevgy of the black musical tradition pro:
duces hybrids with some of the best fea-
tures of both. The performance here i+
fundamentally a spirituzl rather than a
hymn tune. The repetitiveness of the tune,




Josus Is a Rock

its melodic simplicity and narrow range,
the faster tempo, and the more pro-
nounced rhythmic pulse are all typical
features of spiritual songs. But the verses '
are drawn from various hymns in the
Primitive Baptist hymnbooks —most are
easily remembered fivst stanzas—and are

- plugiged into the framework of the
spiritual in spontaneous and random
fashion by several different leaders. The
result is a performance with the special
vitality of a spiritual and the textual rich-
ness of a hymn. The worshipers at the
frontier camp meatings in the eariy
nineteenth century are thought to have

~ generated spirituals in much the same
fashion.

6. Jesus Is @ Rock {mixed CM. stan-
zas). Ephesus Primitive Baptist Church
(black), Henry County, Virginia. 9 May
1976. Various authors (indicated in paren-
theses below, first stanzas unless noted
otherwise}. 4:03.

Chorus:

Jesus is a rock in a weary land,
A weary land, a weary land;

Jesus is a rock in a weary land,
A shelter in a time of storm.

Amazing grace! how sweet the sound
That saved a wreich like me!
I once was fost, but now am found,
Was blind, but now I see.
{John Newlon}

Chorus

I came to Jesus as [ was,
Weary and worn and sad;
1 found in him a resting place,
And he has made me glad.
{“I heard the voice of Jesus say,”
Horalius Bonar, verse 2)

Chorus

. No; there’s a cross for every one,

- *anonymous,” and is occasionally de:
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Dark was the night and cold the ground
On which the Lord was laid;

His sweal like drops of bleod ran down ~

In agony he pragyed.

Chorus (fwice}

Must Jesus bear the cross alone )
And all the world go free?

And there's a cross for me.

Chorus

The consecrated cross [l bear, .
Till death shall set me free, _
And then go home my crown fo wear—-
For there’s a crown for me. L
{same as above, verse.3)

Chorus

When I can read my title clear
T mansions in the skies,

Tl bid farewell to every fear,
And wipe my weeping eyes. ‘

Chorus

SIDE 2

Pisgah

" This popular hymn tutie, a member of the

New Britain family, is in some printirygs'
attributed to J. C. Lowry, in othersto .

scribed as a “Western Melody.” It has
been reprinted frequenily in the old shape-
note books, including two published i ",
1820, the Missouri Harmony and the .
Supplement fo the Ren tucky Harmony

. The white performance is more angulat i

(Thomas Haweis)

{Thomas Shepherd).. B

{Samuel Sfeﬁnétt)_ _
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Old Republican Primitive Baplist Churcf:. {Photo by Breit Sution.) :

thythm than writien versions or petfor-
mances by shape-note singers because of
_a marked use of dotted rhythms in the
note pairs. This feature is sometimes
called the “Scotch snap,” after a similar

- feature in the iraditional music of Scot-
land, and it gives the tune a martial
feeling. Printed versions of Pisgal usually
contain a chorus repeating the tune witha
rearrangement of lines from the preceding

verse, but both white and black Primitive -
Baptist congregations sing a less compli-,

cated version using each stanza only
once, without the second half. Black
congregations use the hune not only with
hyrmn texts but with spiritual Iyrics, as in
the chorus of this black performance.
These lyrics are sometimes used in black
churches as extra stanzas in performances
of the tune using various C.M. hymns, .-
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- 'm not ashamed fo o'z'vn'_rﬁy L i :

but may also occur with additional

spiritual verses in the same pattém,

‘including “T'm gonna stay on the battle . .
field ... “I'm gonna do the best 1. -

R | everybody. .
can ...." “T'm gonna treat every y "' Firm as his throne his promise stands,

right ...," and so forth. - - 75

1. Pisgah,"Imnot ashamed to own my
" Lozd” {C.M., Goble 128, Lioyd 356). Old
Repubtican Primitive Baptist Church - ©.
(white), Franklin County, Vitginla. 18" And in the new Jerusalem
Agpril 1976, Text by Isaac Watts, English - .~ :
" Congregationalist, fromHy_mns_‘dnd -

Spiritual Songs {1707): 242

Or to defend his cause,” 77+
Maintain the honor of hig iord,
The glory of his CTOSS.

e A S i i £

Jesus, my God, I know his name,
His name is all my trust,

Nor will he put my soul to shame,
Nor let my hope be lost.

And he can well secure
What I've committed to his hands,
Till the decisive hour.

“Then will he own my worthless nc_tmé

- Before his Father's face, -

" Appoint my soul a place.

2. Pisgah, “Amazing grace! how sweet

" the sound” (C. M., Lloyd 3, Goble 175).
. Tatum Macedonia Primitive Baptist

- Church {black}, Patrick County, Virginia. 8
© February 1976. Text {excluding chorus)

. by John Newton, Church of England, from
. Olney Hymns (1779). 5:01. '

Chorus:

[ will frust in the Lord, T will frust in .

the Lord,
Fwill frust in the Lord il I die;
T will trust in the Lord, [ will frust in
the Lord, _
I will trust in the Lord Il 1 die.

Amazing grace! how swee! the sound!
That saved a wretch like me!

T once was lost but now am found,

" Was blind, but now [ see.

"Tiwas grace that taught my heart to
fear, '
And grace my fears relieved;
Houw precious did that grace appear,
The hour I first believed!

Chorus

Through many dangers, tolls, and
snares,
I have already come;
"Tis grace has brought me safe thus far,
And grace will lead me home.

Chorus
{hymn confinues)

Wayfaring Stranger

This tune is an American clagsic, widely
recognized as a folk spiritual and fre-
quenily anthologized in popuiar folk song
collections. There are a number of related
secular folk tunes, many of them known in
the southern highlands, including
Drowsy Sleeper and Come All Ye Fair
and Tender Ladies.?®

The Iyrics that are found with this tune
in most printed versions, "I am a poor
wayfaring stranger” {the text that pro-
vides the tune title used here and in most
books), fall into a mefrical pattern of
9-8-9-8, which matches none of the stan-
dard Primitive Baptist hymn texts. With
slight alterations, however, the tune can
he made to fit any 8s,7s texi. This peror-
mance achieves the transition to the new
meter smoothly, but not without yielding
an unusual thythmic pattern— alternating
units of duple and triple tie best tran-
seribed using a time signature of 5/ 4.
This structure is unidue in the Primitive

 Baptist repertory of tunes, where duple

time predominates, and would probably
pose a problem if Primitive Baptist song
leadexs beat time with the hand, 25 do
shape-note leaders. But congregational

- singing in most Primitive Baptist

chuzches paces itself without formal di-
rection, and in this case 1he unusual pat-



Wayfaring Stranger

* These thirds range from minor to major.
tern seems to unfoid naturally.
is niot constant, but appears in various

ble. The third just before the end of some  of Qur Lord (1744). 2:30,
of the phrases is particularly noticeable,
as some singers opt for the major third
and others sound the minor, producing a
fleeting dissonance. From the evidence of
this and other recorded performances it
seems that the trend is foward the gradual
pulling up of thirds from the minor posi-
tion toward the major, perhaps as a step .
from modal to modem musical con-

sciousness.

3. Wagfaring Stranger, "Comie thow'

Another notable feature of this perfor- - long-expected Jesus” (8s,7s, Goble 304).
mance is that the third degree of the scale  Old Republican Primitive Baptist Church.
(white), Franklin County, Virginia. April’
forms, not only at different places in the 18, 1976. Text by Charles Wesley, English:
melody but occasionally on a single sylla-  Methodist, from Hymns for the Nativity .

Come, thou long-expected Jesus! ..
Born to set thy people free; :

- From our fears and sins release us,
- Let us find our rest in thee: -
Israel’s strength and consolation,
Hope of all the saints thow att; /.
Dear Desire of every nation—_
Joy of every longing heart. -

7

[y

Bohﬁ thy peop!e to deliver;
' Bom a child, and yet a king;
Born to reign in us forever;

By thy own efernal Spirit,

- Rule in all our hearts alone;
By thy all-sufficient merit,”
Raise us fo thy glorious throne.

1 Heard the Voice of Jesus Say

hlés several funes, including Hicks

Now thy gracious kingdom bring:

This is a tune for which we could locate
no published analog, so we have simply
niained it after the text used with it in this
particular recording — other performances
use different hymn texts. The tune resern- -

Farewell, published in William Walker's |
Southern Harmony in 1835, but there
are significant differences. The tune is
possibly a product of the same condensing
process that produced the black version of
Devotion, in which a tune is pared from
four to fwo phrases and adjustments are
made in the remaining phrases to achieve
proper balance and contour. At any rate,
the hymn is widely known in the Amexi-
can black tradition, and has been recorded
in the Deep South as well as in the urban
Northi.37

Like the white performance of .
Wayfaring Stranger, this performance
employs a variety of thirds. However, the
singers here usually agree on the disposi-
tion of each use of the third. This par-
ticular performance is pitched lower than
most tunes in the black services, produc-
ing a rich texture with voices in three
different octaves. The hymn text is the
only one used regularly by black congre-
gations that does not appear in either
hymubook, but it is familiar enough to the
singers that, with lining out, the lack of a
printed text presents no prablem.

4.1 Heard the Voice of Jesus Say, "1
heard the voice of Jesus say™ (C.M) Hyl-
ton Thessalonia Primitive Baptist Church
(black), Patrick County, Virginiz. 28 :
March 1976. Text by Horatius Bonar,
Free Church of Scotland, from Hymns |
Original and Selected {1846). T:27.

I heard the voice of Jesus say,
“Come unto Me and rest;

Lay down, thou weary one, lay down
Thy head upon My breast.”

i _Hééz_:fd the Voice of Jesus Say

28 ariginat key
A 1A ginal key: G

Tatum Macedonia Primitive Baptist Church. (Photo by Brett Sutton.) - .l




I came to Jesus as I was, down by Ananias Davisson and' prmted as
Weary worn and sad; Condescension in his Kentucky Har:
I found in Him a resting place, .. . mmony, but structurally it is very.much
And He has made me glad: like a ballad tune and has a number of.
' secular analogs.3* The black version. -~
heard here is rhythmically flexible and - -
quite heterophonic. The congregation. -
here is small, and the texture of the per- .

" formance consequently thin, but that °

I heard the voice of Jesus say,
“Behold, I freely give

The living water; thirsty one,
Stoop down, end drink, and live.”

I came to Jesus, and I drank .  transparency brings out the detail of in dl‘. :
Of that life-giving stream; vidual voices. The leader’s florid siyle: -
My thirst was quenched, my soul domirates the performance, the tempo of
revived, which is somewhat faster than the norm.
And now I iive in Him. . !
.| heard the voice of Jesus say, ' 5. CondeCensmn "Flmﬁy 1 stand on. -
“Tam this dark world's light; Zion's hill” (C.M,, Lloyd 353). Carolina. : | S
Look unto Me, thy morn shall rise, Springs Primitive Baptist Church (bIECk) - T
And all thy day be bright.” Franklin County, Virginia. 2 May 1976. ¢ o ;

Author of text unknown, 3:32.~
Ilooked to Jesus, and [ found )
In Him my Star, my Sun; Firmly I stand on Zion's hdl

And in that light of fife I'll walk, And view my starry crown; '
Till travling days are done. No power on earth my hope can shake,
_ - Nor hell can pull me down. . s

e e i e st i e st e e o A e S i

. Carolma Springs Primitive Bapizst Church (Photo by Brett Suttan y)

The vaultea‘ heauens shall melt away, -  Long Scught Home
Ll Built by Jehovah's hands;
" Buf firmer than the heavens, the Rock
Of my saivation stands.

Condescension : : The lofty hills and stately towers
That lift their heads on high, " " '
Shall all be levelled in the dust:

Their very name shall die..

Other names for this popular fune, ac-
cording to Dorothy Horn, include Adora-
tion, Nelson, and Refurn.?8 It was set

This performance might with justice b2
entitled Amen because the spiritual chorus
that has been atfached to the old hymn
tune Long Sought Home is as prominent
a feature as the fune itself. The hymn fune
as printed in shapad notes is the work of

Condescension * ‘Wiiliam Bobo and appeared in William
)a _ Walker's Southern Hannong {1835}, but
e e e that spare, open version is quite diferert
A = & } ] ! = 1 i ! Lm_} = e } from this melodically and rhythmically

complex tune. Because of the longer notes
in each bar in the tune-book version, the
.tune is easily adapted to the antiphonal

4] (Al . treatment provided by the singers in this -
e performance. Such call and response, in fact,
)\@U may have been present in early oral versions
which might have preceded Bobo's shape-
note harmonization. ("The “response” notes
of the antiphonal pairs are set off in the
P _ . - transcrip-ti(in- by parentheses.) Among i.he
i — b i black Primitive Baptists, hureming and
R e moaning by individual worshipers is one of

the expressions of strong spiritual emotion,
but the organized humming of entire
choruses, as heard here, is rare. This parti-
cular performance took piace Guring the
serving of communion, and the sounds of
the preparation of the bread and wine are
audible in the background. The verses are

. seected from several differerd hymns.

A = 160 (approx.) .
{Aal} : : (8]

6. Long Sought Home {mixed C.M,
stanzas), Ephesus Primitive Baptist Church
{black}, Henry County, Virginia. § May
1976, Various authors (indicated in paren-
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theses below, first stanzas unless noted
otherwise). 5:10.

{hurnmed chorus)

I heard the voice of Jesus say,
Come unte me and rest.
(Horafius Bonar, verse 1, first half)

(hummed chorus)

. While others fought o win the pnze,

Amen famenj amen (_amén)I L ( “Amen " cho*u.s)
Amen {amen} amen

Amen, amen, amen.

Must 1 be carried to the s}’ries,"
On flow’ry beds of ease,

. (hummed chorus) -

0O ffze_re s.a cross for everyone
“wAnd there's a cross for me:
v (“Must Jesus bear the cross alone,”
And sailed through bloody seas? - : 'verse I, second half, Thomas Shepherd)
_(“Arn [ a soildier of the cross,” '( ‘Mmen” chorus}
verse 2, Isaac Watts)_

(hummied chorus)

I came to Jesus as Twas
Weary worn and sad.
{same as above, verse 4, first hali)

(hummed chorus)




Long Sought Home ‘
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4, Dena J. Epstein, Sinful Tunes and |
Spirituals: Black Folk Music to the Civil
War (Urbana: University of [llinois Press,
1977), p. 104,
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o 29.Quoted in Edward 8. Ninde, The Story
i of the American Hymn (New York:
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36. bid,; pp. 70-72,
37 A solo version using the text "I
the voice of Jesus say,” recorded in Missise
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14. [saac Watts, The Psalms of Daud. ed L
Timothy Dwight {INew Haven: Sarnuel -
Wadsworth, 1821}, p. 260, %0
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Songs, and Sacred Peems (Rocky Moun
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118413).

17. A good, general hlstory of shape-no
singing is George Pullen Jackson, Whilt
Spirituals in the Southemn Uplands (Chapei ..
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18. George Pullen Jackson,Anaiheg Shea

Hymn and Tune Boak (Cmcmna Ql
School Hymnal Co., n.d. [1902])
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23, William Talimadge, however, wor ng in
eastern Kentucky, found very httle Vel ENg
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Church members often photograph
outdcor baptisms. (Photo courtesy of
Mamie Patterson.)
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For this bapfismal service members
first had to chop a hole through seven
inches of ice. {Photo courtesy of Bernice
Shelor.)

tune is used by Rev. R. C. Crenshaw and his
congregation in the performances recorded in

" Memphis, Tennessee, by Alan Lomax and’in-

cluded ia his collections Negro Church Music
and Roots of Blues (see discography); Jefi
Titon has recorded the same fune in a black
congregational performance using the text
“Arnazing grace, how sweet the sound” in
Detroit, Michigan (personal communication}.

38 Hom, p. 148,

39, Jackson, Spiricual Songs, p. 69.
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~ Discography

American Folk Music: Volume Tivo, Social
Music. Edited by Harry Smith. Folkways
FA 2952, Includes two black lined hymns
led by Rev. J. M. Gates, recorded originafly
in 1927,

Dr. C. I. Johnson Presents the Old Time
Sonyg Service (vols. 1 and 2), Savoy MG
14126, MG 14156. Black congregational
singing from Georgia; one lined hymn on
cach disc.

Elder Songsters {vols. } and 2; Music from
{he South, vols. 6 and 7). Folkways FP
2655, FP 2656. Includes several black lined
hymins recorded in Alabama and Louisiana.

Gaelic Psalms from Lewis {Scottish Tradi-
tion, vol. 6}, Edited by Morag Macleod.
Tangent TNGM-120. Singing analogous to
the old-style hymnody of the American
Scuth, recorded in the Hebrides Islands of
Scotland.

The Gospel Ship: Baptist Hymns and
White Spirituals from the Southern
Mountains. Edited by Alan Lomax. New
World NW 294, Includes several white lined
hymns recorded in Kentucky in Regular -
Baptist churches.

Mountain Music of Kentfucky. Edited by
John Cohen. Folkways FA 2317. Includes
one lined hymn from Jeff, Kentucky.

Negro Church Music. Edited by Alan Lomax.

Atlantic 1351, One lined hymn by Rev.R. C,

Crenshaw and congregation, Memphis, Ten-
nessee. i

Old Hymns Lined and Led by Elder Walter

Euvans (vols. 1 and 2). Sovereign Grace
6057, 6444. Elder Evans leads the singing at
“ his church in Sparta, N.C.

Roots of Blues. Edited by Alan Lomax New

World NW 252. Includes lining hymn and
prayer by Rev. R. C. Crenshaw and congré-
gation, Memphis, Tennessee,

Singing Preachers and Their Congrega-
tions (Negro Religious Music, vol. 3). Blues
Classics 19. Reissues of old commercial
recordings. Inciudes two lined hymns re-
corded in Chicago in 1956, led by Deacon L.
Shinawlt.

Sorrow Come Pass Me Around: A Survey of
Rural Black Religious Music. Edited by
David Evans. Advent 2805. Includes a solo
version of a lined hymn.

White Spirituals. Edited by Alan Lomax.
Atlantic 1349, includes one lined hyrn re-
corded in Blackey, Kentucky.
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