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THE LATIN CHURCH MUSIC OF SALIUEL WESLEY

ABSTRACT

The main part of the first volume of this study comprises a
detailed discussion of Samuel Wesley's Latin church music. This
discussion spans chapters four, five and six, chapter four dealing
with the earlier compositions (up to 1798), and chapter six with
the later ones (from 1799). Chapter five is a thorough investigation
of Wesley's 'magnum opus', the Confitebor Tibi Domine of 1799.

Performing editions of most of the compositions discussed in chapters
four and six are presented in Volume 2, and examples from certain
other pieces added in the Appendix to Volume 2, (With the exception
of Exultate Deo, compositions available in printed editions have
not been included). A performing edition of Confitebor Tibi Domine
is presented in Volume 3., Performances of Ave Maris Stella (Vol.2, p.3)
and Confitebor Tibi Domine can be heard on the two accompanying tapes.
The remainder of Volume 1 consists of an account of various
relevant aspects of the life of Samuel Wesley. Chapter three traces
the numerous musical influences behind his compositions, particularly
his involvement with the music in the Chapel of the Portugese Embassy
in London. Chapter two is an investigation of Wesley's flirtation
with the Roman Catholic Church, to which he professed conversion in
1784. Chapter one is a biographical prologue, providing a brief
account of the most significant events in his life. In the epilogue

(chapter seven), some discussion of the reasons for Wesley's neglect

over the years is provided by way of conclusion. A list of his lLatin
church music is given in Appendix I, and a list of manuscripts

containing his compositions in Appendix II.

John Marsh

September 1975
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INTRODUCTION

The life and music of Samuel Wesley have been only spasmodically
and inadequately considered over the years: only one full-length

biography has ever been produced (James T. Lightwood, Samuel Wesley,

Musician), and there has been no attempt to make a detailed study

of his works. Recent Wesley scholarship has been minimal and, mostly,
unimpressives in 1968, for example, Erik Routley's The Musical
Wesleys was published in England, but this book covers little new
ground (except for a detailed discussion of hymn-tunes) and is
generally both inadequate and inaccurate. A year later, in 1969,
Holmes Ambrose presented his doctoral thesis at Boston University;

it was entitled The Anglican Anthems and Roman Cathalic Motets of

Samuel Wesley (1766-1837). This, too, contains certain inaccuracies

and is, even within its own limited scope, incomplete. A new and
fuller biography and a comprehensive investigation of Wesley's
music are long overdue; but both are beyond the scope of this
present study.

It has been necessary to confine the scope of this study
within carefully prescribed limits, in order to present a detailed
discussion of one aspect of Wesley's work, Of all the possible
areas of investigation open to the Wesley student, his Latin Church
Music is debatably the most significamt: certainly, it is the most
significant part of his creative work, incorporating many of his

best compositions and including his 'magnum opus' (Confitebor Tibi

Domine); it also makes a fascinating study in the light of the
contemporary scene in England, both historically and religiously;
and it is a convenient means by which to observe Wesley's creative

(viii)



development and to trace those musical influences which he assimilated
in forming his own distinctive style. Having decided to concentrate

on this one aspect of Wesley's work, in order to present a detailed
account of manageable proportions, it was also necessary to ruthlessly
exclude any discussion of other aspects, Thus, except for occasional
passing references, there is no mention of his sacred compositions
with Bnglish texts, or of his secular vocal compositions, or of his
instrumental music, of all of which there is a large quantity
warranting further research. Similarly, except where it impinges
directly upon the discussion of his Latin compositions, there is
little reference to Wesley's important work championing the music of
Bach in England, or to his outstanding ability as a keyboard executant,
or to any of his other activities.

It seemed appropriate, however, to preface this investigation
of Wesley's Latin Church Music with some account of his life, in
order to provide a biographical background for the remainder of the
study. This has been done in the Prologue, where the chief incidents
of Wesley's life are briefly recounted, particularly those relevant
to the ensuing discussion. In this first chapter, therefore, no new
facts or conclusions are presented.

One fascinating aspect of Wesley's life which has particular
relevance to this study is his spiritual pilgrimage, especially his
flirtation with the Roman Cavholic Church. This is fully discussed
in Chapter Two: the circumstances surrounding his professed conversion
to Catholicism are presented in the earlier part of the chapter, and
his subsequent disenchantment with the Catholic faith in the latter
part. Here, some new evidence has been included: this is contained in
the Archives of Wesley's Chapel in London, and consists of a lengthy
correspondence between Wesley and a Catholic priesf, and other

(ix)



theological material in Wesley's hand. This evidence serves to
reinforce the previously accepted scholarly opinion that Wesley

was never 'spiritually' converted to Catholicism, but also demonstrates
that subsequently his theological outlook was much more akin to that

of his father and uncle than many scholars have allowed.

Another necessary part of this study is the tracing of the
musical influences surrounding Wesley (Chapter Three); the most
significant of these was his involvment in the music in the Chapel
of the Portugese Embassy in London. In discussing this, an attempt
has been made to piece together from various available resources
an impression of the kind of music that was used in the Chapel and
the manner in which it was performed.

The detailed discussion of Wesley's Latin Church Music (Chapters
Four, Five and Six) is as full and as comprehensive as existing
source material allows - a more complete survey than has so far
been attempted. The greater space has been devoted to the more
significand compositions. Particularly important is the thorough

investigation of Confitebor Tibi Domine (Chapder Five), examining

both the circumstances of its composition, and its subseguent
chequered history, and also providing a careful analytical study
of the music. Ironically, this work, Wesley's *‘magnum opus', has
never previously been the subject of scholarly criticism.
In the concluding chapter, some attempt has been made to
account for Wesley's neglect both in his own day and since. Most
of the evidence concerning his neglect by his contemporaries comes
from his own lectures, mauy of which are preserved in the lilrary
of the British Museum.
Modern performing editions of most of Wesley's Latin compositions

have been prepared for this study. Holmes Ambrose frepared editions
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of many of the motets for his dissertation, but these were
" transcriptions from the manudcripts, retaining all Wesley's archaisms.
Four of these modern editions of Wesley's Latin compositions have

already been accepted for publbcations Ave Maris Stella (Vol.2, p.3),

Constitues Eos Principes (Vb1.2, p.405), Tu Es Sacerdos In Aeternum

(Vol.2, p.533), and Confitebor Tibi Domine (Vol.3). Amongst the

other works presented here the hitherto neglected Wesleyan orchestration

of the familiar motet Exultate Deo is particularly striking.

The music critic of the Yorkshire Post, writing about the York

Minster performance in June 1972 of Wesley's Confitebor Tibi Domine,

complained that Wesley was no more than 'A competent technician'.
One thing this study seeks to establish is that while most of the
time Wesley is indeed a thoroughly competent technician, some of
the time he is so much more. Of that, the best of his Latin Church

Music is a clear demonstration.
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CHAPTER 1.

PROLOGUE

The two hundred years between the premature death of Henry
Purcell in 1695 and the advent of Edward Elgar in the latter part
of the nineteenth century was a period in which England was
dismissed as an unmusical nation -~ 'das Land ohne Musik', Certainly,
throughout the years of the eighteenth century and the first part
of the nineteenth century, no English-born musician gained an
international reputation as a composer. England could boast of
no-one comparable with Haydn, Mozart, Beethoven or Mendelssohn, all
of whom were universally acclaimed acroass Europe in their life~times,
Of course, there were many English musicians, and some were prolific
composers, but they were overshadowed by their more illustrious
continental contemporaries.

This unfortunate state of affairs was recognised, bemoaned, and
challenged by Samuel Wesley; in his reminiscences of 1836, the year
before he died, he wrote:

The generality ef English Music is less valuable than German
which leads many foolishly to conclude that all our music is
worthless. It has however been roundly asserted that the
English are not a musical nation: that our mutable climate is
unfaveurable to the cultivation of the vocal organs cannot be
denied, and that an Italian atmosphere possesses all the
potentialities conducing to their improvement and perfection
is indisputable. The natural inference will be that there
exists a physical cause for a more speedy and certain
advancement of vocal science on the Plains of Ausonia than on
the Cliffs of Albion. Nevertheless, we have long demonstrated



to our continental neighbours our general attachment to

Music which they cannot have the effrontery to deny, when

their universal encouragement and the extravagant emolument

they reap for the display of their talents are so palpable

and so continual an evidence of the fact.l

These uncempromising words are typical of Wesley's frequent and
determined denunciation of all kinds of prejudice in the musical world;
so concerned was he, in fact, that he devoted a complete lecture to the
subject of 'Musical Prejudice', In the course of that lecture he
became almost cynical in his references to the prevailing attitude to
English composers and their musics

Many productions of sterling merit are liable to be overlooked,

and very frequently are, solely becagse the name of the Author

is not enrolled in a classical list.

For any who found Wesley's comments embarrassing or condemning
and wanted to vindicate themselves, they could well have accused him
of having both mixed motives and vested interesta: for, of all the
English musicians throughout this 'dark' period of England's musical
history who suffered as a result of such prejudice, Samuel Wesley
himself was one of the most interesting and significant, appearing
right in the middle of this post-Purcellian, pre-Elgarian era.

Samuel Wesley was born in Bristol in February 1766, the third
end youngest surviving child of Charles Wesley, the famous Methodist
pioneer-preacher and prolific writer of hymmns. That the Wesley home

was religious is a well-known fact; that it was alsc musical is less

widely known. Samuel himself, writing in his reminiscences, recallss

1 B ada. MsS 27593.
2

BM Add. MS 35016, a collection of Wesley's lectures (the second of &
series, given in the Bristol Institution on Wednesday January 13th 1830).



My father was extremely fond of music, and in the early part

of his life, performed a little on the flute. He was partial

to the old masters: Purcell, Corelli, Geminiani, Handel; and
among English church composers, Croft, Blow, Boyce and Greene
were favourite authors with him, He had a most accurate ear for
time, and in every piece which had repetitions, knew exactly
which part was to be played or sung twice, which, when anyone
failed to do, he would immediately cry out, !You have cheated me
of a repeat's He had not a vocal talent, but could join in a
hymn of simple melody tolerably well in tunee...My mother had a
considerable vocal talent, played prettily upon the harpsichord
and sang sweetly, In Handel's oratorios she excelled, being
blessed with a voice of delightful quality, though not of very
strong power or extensive compass. Always exactly in tune and
in good taste, but free from the least affectation or pretension
to luxuriant embellishments or rapid cadence, which are too
often employed to the detriment and disfigurement of the melody,
and are foreign to the nature and genius of the composition.B

Samuel's earlieast musical experiments were largely by way of
imitation of i:is elder brother, Charles, also an infant prodigye.
(Indeed, at first, he was more obviously gifted musically than Samuel,
although his early promise was never fully realised.) By the time he
was six years old, Samuel was having regular lessons on the harpsichord,
was already studying the violin, and was beginning to compose music.
His favourite instrument, however, was the organ, and the organist
of Ste James' Church in Bristol not only gave him lessons, but
occasionally allowed him to play for part of the service, ‘ In a letter
to his brother, written when he was seven years old, he proudly
announced: 'Last Sunday I played a Psalm at St. James's Church'.‘
While he progressed rapidly in music, his general education was not
allowed to suffer: apparently, although his brother and sister
attended local schools, Samuel was instructed entirely by his father.
His t'syllabus! included not only the three R's, but also Latin,

Greek and Hebrew; clearly, Samuel was an excellent pupil and his
father a thorough teacher, as this comment indicates:

2 = ra4. Ms 27593.

¥ This letter is quoted in full in Lightwood, Samuel Wesley,
Musician, (London, 1937), p.21.
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Samueleessowas possessed of great intellectual power and

aouteness. His mind was truly Wesleyan: quick, shrewd,

and penetratings, He was mostly educated by his father,

especially in Latin, His knowledge was extensive; his

conversation elegent, agreeable, instructive, and varied;

and he was capable of excelling in any science or profession

to which he might apply himself.$

An event which proved to be of considerable significance in
Samuelts development and recognition as a musician was the removal
of the family to London., It seems that father Charles had acquired
& house in the Marylebone area of London as early as the latter part
of 1770 and spent an increasing amount of his time there; but he
moved the family there permanently only in the autumn of 1778, This
brought his two sons into contact with some of the best musicians and
most fashionable musical cireles of the day. The Wesley brothers
quickly gained a reputation for themselves, chiefly through the
series of concerts given in the Wesley home, in which they were the
chief performers; these began in 1779 and were repeated each year
until 1785, For Samuel, these subscription concerts had a threefold
significance: they gave him early, regular, first-hand experience of
the public performance of music (he was only twelve years old when the
first series of concerts began); through them, he was introduced to
many influential members of london society (a number of the regular
subscribers to the concerts were titled people); most significantly,
certain of Samuel's contacts at these concerts had considerable
influence over his subsequent religious outlook,

The Wesleys" London home was situated near the Portugése Embassy,
attached to which there was a chapel where Catholic liturgy was

elaborately performed; many attended the services of the Chapel,

§ Thomas Jackson, The Life of the Rev, Charles Wesley, (London, 1841,
Pe346. .
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including some who also came to the Wesley concerts. Their
persuasion, together with Samuel?ts own religious instability, and his
desire for musically creative opénings, meant that not long after
arriving in London, Samuel began attending the services in the
Poetugese Embassy Chapel, Immediately, he was aesthetically, if not
spiritually, impressed, and by 1780 had begun to compose music for
the Catholic liturgy, Thus began his long involvement as a composer
of Latin church musice His spiritual involvement, however, was rather
briefer: he professed conversion, probably never whole=heartedly, in
1784, but subsequently repudiated any spiritual affiliation to Roman
Ca.tholicismos

An incident occurred in 1787 which was detrimentally to affect the
remainder of Wesley's life to some degree or another, He was returning
one evening from the home of a friend and fellow-member of the Madrigal
Society; walking along Snow Hill in the dark, he missed his footing
and fell into a deep excavation, the foundations for a new building,.
He was not rescued until the next mornming, A medical inspection
revealed a serious head injury and a trepanning operation was
recomnended to relieve pressure on the brain; unfortunately, Wesley
refused this rather painful surgery and the wound healed, Subsequently,
probably as a result of this accident, he was prone to recurring bouts
of depressive illness, which often drove him to inactivity and despair,
and, at least once, to attempted suicide. Sarah Wesley records:

My brother Samuel precipitated himself out of the window in

a fit of frenzy, pressed, as he thought, by his creditors, as
vwrits were issued against him by his wife, and threats by his

b There is a fuller discussion of Wesley's involvement with Roman
Catholicism in Chapter 2.
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Jandlord; miraculaously his life was saved.‘
During these times of depression composition was difficult, and it is
probably not without significance that there are three periods in his life
when Wesley wrote no Latin church musiec (1786-92, 1792-98 and 1814—24).

Typical of his attitude when depressed is this cry of despair in a letter
to Novelle dated May 30th 1817s

Here I am in the greatest agonies of mind and body too, though the
latter are the less; all forsake me; why is this? If you think
you ought net to come and comfort me I must submit, but I trust this
is not so. 0O come, my dear Novello, and leave me not utterly in
distress. My prayer is unavailing, else how do I long for a release
from my offended Maker! It is hardest that even my little ones are
withholden from seeing me. Alas, alas, despair is ever in prospect.
Will you come this evening? Do, for pity's sake ¥

Towards the end of the year following his accident, 1788, Wesley was
made a Freemason; his involvement with Masonry lasted for many years, and

he subsequently became a prominent member, as this report in the Freemasons'

Magazine indicatess

He was initiated into Masonry in the Lodge of Antiquity, (then
reckoned No.1), on the 17th of December, 1788, and in his
declaration stated himself twenty-three years of age. He was, of
course, a welcome visitor, if not a member, of other Lodges, and

we know that he composed many glees, etc., particularly for the
Somerset House Lodge, which, at one time, possessed the most
valuable library of music of any Lodge in the Craft - but which
music, we hear, has been lent, lost, and strayed, until there is but
a shadow of its original possessions left. The first appearance of
our Bro. Wesley's name is, on the occasion of the annual Grand Feast,
held on the 13th of May, 1812, when the M.W.G.M. His Royal Highness
the Duke of Sussex created the office of Grand~Organis}, and
sppointed as the first of that series of officers, the first
organist in talent that this country ever produced.s

One person who had considerable influence upon the young Wesley's

developing ideas and attitudes was his godfather, the Rev. Martin Madan.

¥ From a collection of miscellaneous Wesley material in Wesley's Chapel
Archives, London,.

¢ BM Add. MS 11729, Letters from Wesley to Novello 1811-25.

8 Anonymous article in Freemasons' Magazine and Masonic Eirror, Yol.5,
(28th July 1858), p.160.
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He was a well-known and popular preacher in London and eventually became

the Chaplain of the Lock Hospital, an institution which was founded t*for

the benefit of penitent females, who had wandered from the paths of

virtue P in other words, a hospital for venereal patients. Unfortunately,

he became too closely involved with the desperate circumstances of these

womens

Commiserating their case, he endeavoured to lower the standard of
Christian morality, so as to extenmate their sin, if not justify
several of them in the prdiigate cause which they had pursued.

For this purpose he published a large and elaborate work, in which
he attempted to proxs that Christianity, as well as Judaism,

tolerates polygamy.
Madan's dangerously radical views on marriage were to have unfortunate
repercussions in the personal life of Samuel Wesley.

On April 5th 1793, in the Parish Church of the little village of

Ridge in Hertfordshire, Wesley was married to Miss Charlotte Louisa Martin.
For a time they settled in the village, but it was not long before there

were signs of discorde In July 1795, Wesley wrote to his sister, Sally:

The worst that this woman can say of me, or of those whom I love,
I am well prepared for, and her open violence will have very
little other effect than that of driving me more speedily to

comfort than I expected.u
Wesley was already talking of separating from his wife; that Madan's

views were partially responsible for his decision is clear from another

letter he wrote to Sally:

I shall never offer any arguments to convert, or pervert, you
to the defence of polygamy, or any other system on earths I only
want you to allow to Madan what, I think, you will willingly allow
{0 all = Justice, Give his book a fair and careful reading, and
then tell me whether it is possible to deny that, however erroneous
in point of religion, his scheme may be, yet his chief design and

1b‘]?homa.s Jackson, p.369.
10 Thomas Jackson, pe369.
12 Wesley's Archives, London,



most sacred intention was to save your sex from ruin, and to
make those honourable and happy whom the world delights to

crush and destroy.1

The marriage survived for no more than ten years; soon after the
turn of the century, Mrs. Wesley left her husband, and eventually, in
1812, a legal separation was effected, by which Samuel was required tt;
pay the sum of one hundred pounds annually to support his wife and three
children, This proved to be something of a financial embarrassment to
Wesley, and on one occasion he was arrested and imprisoned in the King's
Bench prison for failing to keep up his payments; he informed his
friend Novello of this in a typically cynical fashion: ™My loving wife
has caused me to be arrested, and tomorrow I am going to prison'.w
Apparently, although he claimed he had a good case, he was never actually
legally divorced from his wife,

Forced to live alone, Wesley employed a house-keeper, Sarah Suter;
after a while, from about 1809, they began to live together as man and
wife, Wesley endeavoured to explain his adulterous conduct to his
bewildered family by emphasising how much more worthy to be his wife Sarah
was than Charlotte had ever been, Understandably, the family were
horrified by Samuel's immoral behaviour and they did not hide their

animosity from him, This is apparent from a letter he wrote to his mother

at the time:

My dear Mother,
Be assured that I will make any possible

reasonable sacrifice of my feelings, rather than cause the
least pain to yours; therefore you need not be under any

apprehension of my abstaining from seeing you, which I shall
determine to do in spite of circumstances repugnant with the

————

13 Wesley!s Archives, London.
1% zv 4dd. 11729. Letters from Wesley to Novello, 1811-1825.
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attended the subscription concerts, that Samuel Wesley was first

brought into close contact with catholics, with the Roman church,
and, more particularly, with the elaborately performed liturgy of
the Catholic Chapel attached to the Portugese - Embassy, which was

situated not far from the Wesley's London home,

One individual who seems to figure prominently in the life of
Samuel Wesley at this time is IMiss Mary Freeman Shepherd, variously
described as possessing 'a masculine intellect, and superior literary
attainments,4 as occupying 'a high rank amongst the literary gossips
of her day',5 and as being both teccentric and revengefult!,  She was
apparently a well-known figure in her day, educated at a convent in
Rome and brought up a strict Roman Catholic, and is, somewhat
surprisingly therefore, referred to as a friend of the Wesley family.7
Je Te Lightwood provides further information about this enigmatic
woman

She possessed a strong mind, and had well-defined opinions,
which she expressed on every possible occasion, Her knowledge

of languages, classic and modern, was extemsive, and she
greatly appreciated their beauties. She had a wide acquaintance
with the best literature, and was as fond of imparting
knowledge as of acquiring ite...Although a devotee of the
Catholic faith she had a broad outlook on religious questions
generally, She held John Wesley in great esteem, and

Adam Clarke's biographer went so far as to assert that !she
would willingly have merged her name in hist,8

4 Momas Jackson, De359s

5 J. T, Lightwood, Samuel Wesley, Musician, (London, 1937) DPeb3e

é Thomas Jackson, DPe359

T Thomas Jackson, Pe359e

8 Samuel Wesley, Musician, Peb3.
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At the time when this association with Miss Shepherd was
beginning, Samuel was in his mid-teens, a highly impressionable
period for any youth; but for him, any adolescent insecurity must
have been heightened by the tension between him and his father, by
his growing disenchantment with his fatherts form of religion, and by
his new=found attraction to the services of the nearby Catholic
chapele Bearing this in mind, it is then significant that Adam
Clarke said of Miss Shepherd that *'when she chanced to entertain a
partiality for any young person she possessed a remarkable power
of attracting them to her.!’ Lightwood adds that it is therefore
tnot surprising that Samuel Wesley fell under her sway. 110

It is difficult to know precisely how far Samuel was influenced
by this persuasive lady; subsequently, she tried to disclaim any
involvement in his tconversiont, writing to Dr Adam Clarke:

And T cannot help disculpating myself from the general

belief spread among Mr Wesley!s people of my having made

young Samuel Wesley a Papist; he was made one two full

years before I ever saw his face; I had not the smallest
share in making him a Catholic; a Frenchman who went to

his father!s house was his converter;....I persuaded S.W.

not to live in criminal hypocrisy and deception but to tell his
father honestly the fact lest he should hear it from others;

he had not the courage to do this but begged me to break it

to his father, I said it would be indecorous and not treating
him with the respect and regard due to a clergyman, a gentle-
man and a parent; but the late Duchess of Norfolke.... wonld
best sympathise in tenderness of feeling with Mr Charles Wesley
eees She went in person and showed him all respect and regard.
So far and no farther was I concerned; and afterwards in
endeavouring to persuade this two years old convert to live
soberly, temperately, and piously; for this and only this I
have done ample penance,

9 From an undated letter in BM Add. MS 35013, a collection of
miscellaneous letters.

10 Samuel Wesley, Musician, pe63.

1 31 g4, MS 35013,
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Unfortunately, there are too many discrepancies in Miss Shepherd's
account for it to carry much credibility; other contemporary
correspondence clearly shows a rather closer relationship between
Samuel Wesley and Miss Shepherd than she apparently wanted to admit,
There are, for example, in BM Add. MS 34267, six letters written
' by Samuel Wesley to liiss Shepherd about the time of his 'conversion';12
in one of these, dated Friday 26th December (presumably 1783), he wrote:
It is my firm intention to visit France in a few years at the
most, but I will tell you one reason for staying here a little
time first: you may perceive that my father expresses himself
violently averse to my becoming a Catholice As I have before
said, we never enter on the subject of Religion togethereees..
If I was to consent to go abroad he would immediately conclude
that I wished to profess myself a Papist openly; +this I know
would give him extreme uneasiness, I know his rooted
prejudice against the Roman Church, and therefore should not
wish to occasion him a moment!s pain on that account.
This objection is what I have not before disclosed to you,
but the force of it you will acknowledgees. I cannot act in
opposition to my conscience, but I will not distress the
Author of my being by taking such a step as I know would rob
him of his comfort,
Miss Shepherd was apparently Samuel Wesley!s confidantel
Later, by August 1785, relations between them had become some-
what strained, A document in the hand of Miss Shepherd, preserved
in the Archives of Wesley's Chapel in London, refers to a letter written
to her by Samuel in which his attitude to her had clearly changed: he
accused her of estranging tevery part of his family from each other,
making mischief between all and sowing discord in the household.!
However, his true affection for Iiss Shepherd was revealed at the
time of her death in 1806 in two letters he wrote to his mother.
The first is dated Friday November 6th 1806:

The virtues and the beneficence of my dearest departed
friend rise daily in more glowing colours before me, and

12 There are also copies of these letters in BM Add. MS 35013,
16



the cruel contempt and injustice which she underwent,

infix themselves daily deeper in my memory and excite

my indignationee..It would be to no purpose to prolong

this letter to you upon a subject where no agreement can
possibly take place, but I cordially wish you to be assured
that in any way I can individually contribute to your comfort,
where interference with anyone else does not happen, you can
rely on the sincerity of your affectionate son, S. Wesley.

Two months later, he was still mourning her loss; the second letter

to his mother is dated January 15th 1807:
My views, whilst I live, are now merely to be able to provide
bread and cheese for those of whose existence I have been
the unfortunate cause., All relish and real enjoyment of life
were for ever withdrawn by the loss of the dearest and most
accomplished of charactersil4
Sometime in the early part of 1784, under the influence of
gome of his musical acquaintances, particularly that of Miss Shepherd,
Samuel Wesley professed conversion to the Catholic faith, That,

initially, he took this seriously is demonstrated in his composing,

in May 1784, an elaborate setting of the mass, Missa de Spiritu
Sancto; he made a neat copy of it, had it bound, and sent it to the
Pope..15 In a letter he wrote to Miss Shepherd at this time, he
reported:

The Mass is bound up and the following words prefixed as a

dedication: 'Beatissimo Patri, Pio Sexto, haec missa

humilitate maxima dicatur indignissimo et obsequentissimo

servo, SeWesley,!16
Eventually, in May the following year, the Pope acknowledged Wesley's
gift in a letter to Bishop Talbot, Vicar Apostolic of London.

The Wesley family, however shocked they may have been, neverthe-

less took Samuel's tconversion! seriously tooe The task of informing

13 B1 Adde MS 35012, a collection of miscellaneous letterse.
14 @1 aga. Ms 35012.

15 This copy is in the Fitzwilliam Museum, Cambridge = MS 730.
16
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his father of his Catholic affiliation was eventually given to the
Duchess of Norfolk, the highest Roman Catholic Peeress in the
country; she was particularly sensitive to the situation and
endeavoured to soften the blow for the ageing Charles Wesley. But
for one who considered the Church of Rome to be idolatrous, full
of abominable superstitions and immoralities, against which
Scripture levelled the severest threatenings, to learn of his sonts
apostasy in that direction was a great sorrow. In the few remaining
Years of his life, he grieved and wept and prayed much over his
prodigal son, but never entirely gave up hope. Typical of his
sentiments at this time are these verses from a lengthy soliloquy:
Farewell, my all of earthly hope,
My nature's stay, my age's prop,
Irrevocably gonel
Submissive to the will divine,
I acquiesce, and make it mine;
I offer up my sonl!
Yet since he from my heart is torn,
Patient, resigntd, I calmly mourn
The darling snatchtd away:
Father, with thee thy own I leave;
Into thy mercy!s arms receive,
And keep him to that day.17
By the time Charles died in 1788, there had been a measure of recon=
ciliation between them. Sarah Wesley has recorded how, on his death-
bed, his father took Samuel by the hand and saids
tO0mnia vanitas et vexatio spiritus; praeter amare Deum et
illis servire's Giving him his blessing, he added, 'I shall
bless God to all eternity that ever you were born, I am
persuaded I shallt!,18

Uncle John was no less concerned than his brother; he wrote to

his erring nephew on August 19th 1784, reminding him of the essence

17 Thomas Jackson, p.361.

18 'An account of the Death of the late Rev. Charles Wesley!, The
Arminian Magazine, Vol.XI, (August, 1788), p.407. (Quoted by Holmes
Ambrose, The Anglican Anthems and Roman Catholic Motets of Samuel
Wesley (1766=18%7), unpublished Ph.D. dissertation, (Boston, 1969),

P0640)
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of Christianity as he understood it:

Whether in this Church or that, I care note You may be saved
in either, or damned in either, But I fear, you are not born
again: and except you are born again, you cannot see the
kingdom of God. You believe the Church of Rome is right1 What
then? If you are not born of God, you are of no church.

In a similar vein, John wrote to Samuel's brother, Charles, on

May 2nd 1786:

I doubt not both Sarah and you are in trouble, because Samuel
has tchanged his religion's. Nay, he has changed his opinion

and mode of worship: but that is not religion; it is quite
another thing...Barnestly and diligently use all the means

which God hath put plentifully into your hands! Otherwise I
should not at all wonder if God permit you also to be given up
to a strong delusion, But whether you were or were not, whether
you are Protestants or Papists, neither you nor he can ever
enter into glory, unless you are now cleansed from all pollution
of flesh and spirit, and perfect holiness in the fear of God.20

Samuel, in fact, had a great respect for his Uncle John,.and would
quickly come to his defence whenever necessary, as he did shortly after
John's death in 1791, With the founder of Methodism gone, a number
of pamphlets were published viciously criticising the movement and
defaming its founder. Samuel wrote a reply to one of these pamphlets
and had it published, his only contribution to literature; it is a
somewhat enigmatic publication with the title 'Vindex to VErax'.21
(tVerax! was the 'nom de plume' of the writer of the original pamphlet,
and 'Vindex! that assumed by Wesley.) In a letter written by
Miss Shepherd to Samuel on April 24th 1792, she recorded:

Yesterday, on going by a booksellert!s shop, I saw in the window

a pamphlet 'Vindex to Verax'. Providence guided and fixed my
eyes irresistibly to ite I could not help going in and taking

L Thomas Jackson, pe365-6.
20 Thomas Jackson, pe«367-8.

21 Vindex to Verax or Remarks upon !A Letter to the Rev, Thomas
Coke, LL.D. and Mr Henry Moore; and an Appeal and Remonstrance to
the People called Methodists?, (ILondon, 1792).
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it in my hand. Although I told the bookseller I did not

intend to purchase it he good-naturedly let me turn it over.

tPray, who wrote this?! tMr Samuel Wesley,! *What, the nephew

of John?' tYes.! 'How do you know that?t 'Why, I have his

handwriting to prove it.! 'Can you show me that proof, for I

know his handwriting?! *Yes,'! unlocking a scrutoire, and giving

me a paper, 'Oh,' exclaimed I, 'it is, it is indeed his hand-

writing, 122
Lightwood remarks that Miss Shepherd bought the pamphlet, took it
home and showed it to some of her friends, as a result of which it
has been lost without trace, Fortunately, however, there is a copy
of it in the Wesleyt'!s Chapel Archives in Ilondon; it makes fascinating
reading, revealing not only Wesley!s attitude to his uncle and the
Methodist movement, but also showing something of Wesley'!s intellect,
wit and sarcasm.

The original pamphlet had obviously contained some spiteful and
unfounded attacks on the character of John Wesley, and it was to these
that his nephew addressed himself primarily:

Before I enter upon the examination of your appeal, be it

known to you and to the world, that I do not undertake to

defend the doctrines of Methodism, much less the irregular

conduct of any of its members: my sole intention has been

Yo vindicate the motives of the Founder, and to snatch his

sacred ashes from the scourge of Insolence .23
"Verax!'! had described John Wesley as the !'first mover of this mighty
machine of Hypocrisy, Fraud and V’ill.eu’.n;r';g4 *Vindex! challenged this

description of Methodism as being unproven, and dismissed his charges

against John as 'swaggering impu.dence'.25 As well as the content,

22 Quoted by Lightwood, p.70. (The title page of the pamphlet indicates
that it was printed for the author by J. Moore, Drury Ilane; presumably
that was the bookshop to which Miss Shepherd refers.)

25 Vindex to Verax, p.13-14.

24 Vindex to Verax, pe.21.

25 Yindex to Verax, p.24.
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Wesley was critical of the English, the grammexr and the style of the .
pemphlet; he comments sarcastically:

You succeed no better in attempting to be witty, than in

affecting to be learnedesssIf you had learned one short

Logical AXiomyeeseit would have saved you the trouble of

half your pa.mphlet.26
Wesley sumarised his case thus:

That man who while living was loved and honoured, whose

memory is dear to the Good, and whose character is venerable

among the Learned, you have attacked without Sense, without

Learning, and without Provocation. And what do you wish to

have considered as a very admissible apology for your defamatory

Publication? No less, and no other than an audacious Forgery.27

His name will be honoured, and his memory be loved as long as

Praise shall be due to supreme Desert, or Gratitude to

disinterested Beneficence.

In this pamphlet there is no explicit statement of Wesley's
personal religious outlook at this time, but his sympathies seem to
be rather more Protestant than Catholic. Certainly, the following
year, 1793, when he was married, the ceremony was conducted according
to the rites of the Church of England., Other contemporary evidence,
however, more clearly demonstrates the fact that Wesley was
experiencing a growing disenchantment with the tenets of the Catholic
faithe

When the Pope wrote to Bishop Talbot acknowledging the arrival
of Samuel Wesley's Mass, he not only expressed his pleasure at
receiving Wesley's music and its dedication, and his joy in knowing it
was an expression of Wesley's thanksgiving to God upon being received
into the Catholic faith, but he added that 'what pleases us most, and

excites our greater affection for the young man, is his skill in

26
27
28

Vindex to Verax, Pe33

Vindex to Verax, DPe38

Vindex to Verax, Pe54.
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religious controversy, in which you say, he excels, and the very

good hopes you yourself entertain of him'.29 It was not very long
before this skill of Wesley's was being exercised, but not, ironieally,
in defence of the Catholic faith as Bishop Talbot and the Pope had
hoped, but in eriticism of it,

Apparently, it was not till after his 'conversion! to Catholicism
that Wesley began to examine thoroughly the doctrinal content of the
faith which, presumably, he had formally affirmed at some stage. The
result of this examination was, as far as Wesley was concerned,
unfavourable, and he consequently became engaged in considerable
correspondence with various Catholic gentlemen, amongst whom was
Dr Alexander Geddes, a Scottish priest who was working at the Chapel
of the Sardinian Embassy in London. Wesley, it seems, was not
interested in the current, burning, political issue of Catholic eman=-
cipation, but concerned himself entirely with discussing in some detail
various aspects of the Catholic faith and certain practices of the
Catholic church, In so doing he not only showed 'his skill in religious
controversy!, but displayed a remarkable knowledge of Catholic doctrine,
of Scripture, and of his father's Protestant, evangelical viewpoint.

There is preserved among;t the manuscripts in the Archives of
Wesley's Chapel in London a long letter written by Wesley to a Roman
Catholic priest; <the date of this letter and the identity of the priest
(unless it is Dr Geddes) are unknown. The tone of Wesley'!s writing is
polite tﬁroughout although he is very forthright in his comments; it
makes fascinating reading and reveals more clearly than any other

existing document Wesley's attitude to Catholic doctrine subsequent to

29 Archives of the Roman Catholioc Diocese of London; cited by
Lightwood, p.68.
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his !conversiont,

Obviously, some exchanges of views had already taken place between
them, for Wesley wrote:

I must therefore venture to persist in an enquiry concerming

some subJjects which you conceive so dangerous to be meddled

with, and which you think ought to be settled, not by reason,
but by ecclesiastical decision,
Clearly, Wesley had thought through his case carefully and was able
to present it in a logical manner, He continued:

You observe, sir, in the first place, that as to those to

whom the Gospel was never preached, and who obey the law

of nature, the Church has never decided that they will be

lostes.Would not he who had dared to declare at the

Tridentine Council as his opinion, that Indians, although

unbaptized and unconverted might yet be saved, risqued some

such canon as 'Si quis dixerit, "Indos, aliosque, ethnica

caligne abductos, sine baptismale fideque Catholica servari

posse", anathema sit?!
Wesley detected an implicit contradiction in this area of Catholic
doctrine, particularly in the light of the Catholic view of baptism
which he proceeded to outline:

That baptism is specially insisted upon by the Catholic

Church as an indispensable requisite of salvation is clear,

I presume, from allowing lay-persons and women to administer

it in cases of necessity, and I believe that the following

text is usually urged to prove how needful it is.

(Here, he quoted, in Greek, John 3, verse 5, a reference to being born
of water and the spirit.)

In a previous letter to Wesley, the priest had apparently
commented on tthose persons who have not the means or opportunity of
beihg instructed in the Catholic Religion, and are disposed to embrace
the truth when made known to them'; he considered that 'they still
retain the faith which was infused into them at their baptism,!?

This, Wesley commented, !seems to be acknowledging the possibility of

their salvation?!, which, he claimed, was inconsistent; to prove his

point, he went on to raise the question of the validity of the baptism
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of those subsequently branded as heretics.

It was the opinion of the priest, so Wesley understood, that
tthere is no absolute safety in any other than the Roman Catholic ‘.
Church®; he reminded him of his own words:

You say, 'It is the duty of every person who has salvation

at heart, to seek for the truth, and to embrace it: and those
whom God has favoured with more knowledge or opportunities

than fall to the share of several, should be peculiarly thankful,
and at the same time recollect, that to whom much is given of
him much is required.’

Wesley perceived the danger of such a belief: +thinking it through
logically, he arrived at a conclusion which is surprising, amusing,

put pertinent, If the priest is right, then 'the king ought to be
Roman Catholic and cannot be saved unless he embrace it!. He emphasised
his point forcefully:

With what consistency or modesty can we call him the Servant
of the Most High, whom we imagine to be the supporter of
heresy, and therefore the Servant of Satan?

There remained, according to Wesley, a dilemmas

Those who have many opportunities of knowing the Catholic
Faith, and who nevertheless do not ever embrace it,
either can be saved or they camnot: If they cannot, the
King of England cannot be saved: but if they ean, other
Protestants in the same circumstances may be saved as well
as he,

Wesley had strong feelings about these matters and expressed them
frankly; he was particularly forthright on the question of Roman
Catholic principles concerning msrriage, challenging his Catholic
correspondent thus:

In truth, if all marriages are null and void, and all human
conjunction of sexes contrary to the divine law but such as
are authorized by the Roman Church, and solemnized according
to Roman Ritual, the inference will not be a pleasant one:
for then all those who past the ceremony ohly in the Church
of England are (on Roman Catholic principles) living in
fornication, His Majesty is then a fornicator: his Consort
is a fornicatress, and all the royal family are bastards.
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They also discussed the question of authority imn the church:

the priest considered that 'true religion is founded upon authority!',
but Wesley disagreed: '

Authority and oppression have often been mistaken as synonimous
[sic]. Too many have been the instances when the voice of
Pontiffs and the voice of God were not in unison, How little
cause of dispute would remain, were the sum of Catholic Faith
made only 'quod semper, quod ab omnibus quod ubique creditum!, and

why should it be more? Is that only applicable to Scribes and
Pharisees.

(Here, he quoted, in Greek, Matthew 7, verse 7.)

Wesley knew his correspondent and could anticipate his reaction
to this: his chief complaint would be that he had opposed his tprivate
Jjudgment to the authority of the Church's Wesley justified himself thus:

The exercise of private judgment is said to have caused all the
separations from the Catholic Church, But when any man resolves
to submit his judgment to that of the Church, I would humbly ask,
what is the real cause of this submission? ox in other words, why
does he submit? I know no other answer than because he judges it
best so to do., Now if this be not the exercise of private
Jjudgment, I pray, what is? I believe then that private judgment
is (at least) the true spring of all that implicit faith which is
asserted by ecclesiastics to be so salutary and meritorious,

He cited I Thessalonians 5, verse 21 in his defence, and added:

It is well worthy remark that immediately before we are admonighed
by Ste Paul to 'hold fast that which is good', we are directed to
tprove all things'e Indeed I cannot divine how we are to know
what is good if we are denied the liberty to judge of it.

The priest apparently commented on Wesley's attendance at Catholic

services and also made some reference to the possibility of excommunication.

Wesley replied:

In regard to frequenting the public Catholic Service I think
thus: +that till I shall be certified *ex cathedra whether I
deserve to be dubbed heretic for mine opinions or not, it is
more modest and more candid to remain in retirement than to
affect the submission Devotee while I feel the fact to be
otherwise: -for this appears to me not humility but hypocrisy.
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If my supposed errors are not of a damning nature, let me

be honourably recalled: and if they are,let me be honestly

excluded,

(*from av.u’chori‘cy)3 0

A possible clue to the date of this correspondenc is provided in
this paragraph referring to excommunication: there is another
reference to that ecclesiastical censure in one of Wesley's letters to
Vincent Novello. It is undated, but was probably written in the latter
part of 1812; there,Wesley comments that 'the crackers of the Vatican
are no longer mistaken for the thunderbolts of Deity. For excommunication
I care not three stra.ws'.31

It is clear that although Wesley continued to be involved in the
composition and performance of Iatin church music for at least forty
Years after his 'conversion!, his spiritual affiliation to Catholic
doctrine was rather short-lived. Typical of his later attitude is this
comment in a letter to Benjamin Jacobs on November 5th 1809:

My services to the Scarlet W[hore] of Babylon To-Day were very

gratefully and handsomely received. If the Roman Doctrines were
like the Roman Music we should have Heaven upon Earth,!32

In a similar vein, he wrote to an unknown addressee on Thursday, November

5th 1812:

The serviee will detain us until nearly one-half past four.

I believe, on examination of the Office of that particular day,

in which are to be scraps of !pribbles and prabbles! for one lousy
saint or another, will extend the time a quarter of an hour at
least, I fear, However, we must hope you will forbear your wrath,
even should the fish be overdone by four or five seconds, in
congequence of the delay occasioned by Holy Mother Church, 5

30 Wesley'a own footnote,

51 B1 Add. MS 11729, letters from Wesley to Novello, 1811-1825,

52 Samuel Wesley!s Famous Bach ILetters, edited by Eliza Wesley,

(London, 1957), Po36o

33 Boston Public Library M.408,2 - cited by Holmes Aubrose, D+6T
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Again, in a letter to a certain Alfred Pettet of Norwich, dated

July 29th 1816, he remarked:

I will inform Novello of your honest principle upon the matter
of t'Adeste Fideles', By the way he as much merits the title of
one of the 'faithful! (in the Roman Catholic sense, which always.
signifies a bigotted Papist) as you or I, for he believes not a
word of Purgatory, Priestly Absolution, Transubstantiation,
extreme3antion, nor any other extreme of such extreme absur-

dities,

In another letter, undated, and to an unknown addressee, he wrote:
Pray come and have breakfast with me on Sunday morning next,
exactly at nine o' clock: T have undertaken Novellots whole
duty for the day at the papish Mass~house, and as the morning
Service is all in score for the organ, there is no getting on
well without some skillful man to turn the leaves. You know how

good the music iss indeed it is just as good as the religion_is bad,
which is paying it the greatest of all possible compliments.35

Not only was Wesley critical of the Catholic church and its doctrine, he
was scathing in his criticism,

There are two other items of interest preserved amongst the
manuscripts in Wesley's Chapel Archives in London which provide further
illustrations of Wesley's later attitude to Catholic doctrine. !The
Romish Objection! is an enigmatic document in Wesley'!s hand: it is
presumably a quote from an official document outlining the attitude of
the Catholic Church to Protestantse. It reads:

The faith of Protestants relies upon Scripture alone:

Scripture is delivered to most of them by translations:

translations depend upon the skill and honesty of men, who

certainly may err because their translations are contrary.

It seems then the faith, and consequently the salvation of

Protestants relies upon fallible and uncertain grounds.

To this, Wesley has added the reply of a certain Mr Chillingwood, which

undoubtedly reflects his own attitude: the faith of the Catholic is on

34 BM Egerton MS 2159, a collection of miscellaneous letterse

35 Wesley's Chapel Archives, London,
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even more shaky ground because it relies upon the administering of the
sacraments by priests who are human, the authority for which has been
glven by bishops who are human, who, in turn, were baptized, confirmed,
ordained and consecrated at the hands of menil

The other relevant item preserved in the Wesley's Chapel Archives
is a sermon in Wesley!s hand: whether he actually wrote it or only
copied it, it presumably represents his theological outlock, which is
not only non-Catholic but positively 'Wesleyan! ~ an evangelical sermoni
It is an exposition of Psalm 130, verses 3 and 4, elaborating upon the
sinfulness of man and the forgiveness of God, and liberally sprinkled
with quotations from scripture. Occasionally, he directly attacks some

aspect of Catholic doctrine:

Some trust to their good works, as if those would co-operate

for their evil ones: others betoke themselves to the fewness

or lightness of their sins, having no regard to the wrath of

God because they have never committed the more atrocious crimes,
But the Scripture teaches no distinction of mortal and venial sins.

Elsewhere, there are more oblique attacks:

Either Christ hath imparted to you this divine faith, or

you depend merely on a human, false, diabolical faith, and

by which the Devils may be as well saved as you.

Wesley exhorts his hearers to 'examine yourselves therefore whether
ye be in the true faithe..That is that faith, by which alone we are
justified, sanctified and savedt!s. The whole sermon is one to which
both his father and uncle could surely say !Ament!

This appears to be the only existing example of Wesley!s
homiletical writing, which poses the question as to how far it is
representative of his later theological thinking, If it could be shown
to be representative, that would be significant: it would mean that
Wesley's theological outlook in his later years was more akin to

that of his father and uncle than some scholars have allowed. The
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evidence is rather scanty but definiteély positive,

Wesley's association with Benjamin Jacobs in the championing of
the music of Bach meant that, from time to time, he attended the services
at the Surrey Chapel in London, where Jacobs was the organist. After
one such occasion, Wesley wrote a letter to Jacobs, dated December 8th
1808, in which, having discussed Bach, he commented significantly on
the sermon he had heard the previous Sunday:

I assure you that I have not felt so much affected by an

Harangue from the Pulpit for many years past as I was on

Sunday by the honest unstudied natural discourse Mr Hill

gave us: I prefer such a sermon to all the polished

rhetorical essays in the World, which (most falsely) are

called Preaching: moralizing is the utmost extent of the

Term suitable to such cold, dry, lifeless Compositions, and

I had rather hear two pages of Joln Etmya.n's Pilgrim than

Folios of such uninteresting ‘t;ra:sh.3

The 'harangue! that so affected Wesley that Sunday was undoubtedly
a sermon in the best 'evangelical?! tradition, for Mr Hill (the Reverend
Rowlaxrd Hill) was an evangelical preacher who had previously spent ten
years as a curate in Kingston, Somerset, where he had preached to great
crowds, often in the open-air, Coming to London, he had not only built
the Surrey Chapel and exercised a powerful preaching ministry in London,
but he was subsequently instrumental in founding the Religious Truth
Society, the British and Foreign Bible Society, and the London
Missionary Soc:i.e17y.3 T In other words, Wesley was moved by a sermon

the content and mode of delivery of which were very similar to those of

his own father and uncle,

36 Bach Letters, p.20

51 From the article by Re Es De Clark in The New International
Dictionary of the Christian Church, edited by g. D. Douglas,
(Exetery 1974), PedT0.
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Incidental theological comments also occur frequently in Wesley!s
lectures on musics here, his sympathies are clearly more Wesleyan than
Catholic, as this example shows:

The bad are never completely happy and at ease, although
possessed of everything that this world can bestow: ande..
the good are never completely miserable, although deprived
of everything that this world can take away = for there is
one reflexion will obtrude itself, and which the best would
not and the worst camnot dismiss; that the time is fast
approaching to both of them, when if they have gained the
favour of Heaven, it matters little else what they have
gained.38

One difficulty in trying to describe the faith of Samuel Wesley
is that he was prone to spiritual oscillation, involuntarily
controlled by his own mental stability., When he was suffering one of
his bouts of depressive illness, his religious outlook tended to be
rather pessimistic:

In this life, my only consolation is in the belief of fatalism,
which, although a gloomy system, is as bright as I can bear, till
convinced of_that truth which a launch into eternity only can
demonstrate.?

When he was enjoying good health, his spiritual thinking was much more
positive, as is demonstrated in a letter written to Sarah Suter, his

common-law wife, on November 17th 1829:

I fear nothing = my trust in the mercy and protection of the
Almighty is perfect and boundless, and I want yours to be toos
He never yet failed to help all who sincerely confided in his
fatherly care.40

It was in this frame of mind, spiritually confident, that he died:

it is recorded that on his death~bed he cried out, '0 Lord Jesus!',

58 BM Add, MS 35014, a collection of Wesley'!s lectures (the fifth

lecture of a series, given in the Royal Institution, Albermarle Streef,
London, on April 30th, 1827).

39 The Memorials of the Wesley Family, pe509=10.

40 BM Add, MS 35012, a collection of miscellaneous letters.
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then he suddenly raised his hands and exclaimed, !'I am coming?,
after which he immediately expired.41
Those who knew him closely were confident about his true
spiritual affiliation:
For many years it has been his constant habit to study the
Bible night and morning, and as no meal was taken before he
had supplicated Heaven, so he never lay down without thanks-
giving, He disclaimed ever having been a convert to the
Roman Catholic Church, observing that although the Gregorian
music had seduced him to their chapels, the tenets of the
Romanists had never obtained any influence over his mind 42
Spiritually, Samuel Wesley was probably never convinced by the
tenets of the Catholic faith: aesthetically, however, he was more
fully satisfied by the liturgical music of the Catholic services than
by anything he had experienced either in the services of the Church
of England, or in the meetings of the Methodists., His flirtation
with the Catholic Church was the source of the inspiration behind some

of his finest compositions, the fruit of his excursion !to Rome and

back?!

4
42

The Memorials of the Wesley Family, Pe530.

The Memorials of the Wesley Family, DeD33e
31




CHAPTER 3

A CLOUD OF WITNESSES

Samuel Wesley was the composer of a remarkable quantity
and variety of music: orchestral musié, chamber music, keyboard
works for organ, harpsichord and piano, solo songs with piano
accompaniment, secular choral music, and sacred music to both Latin
and English textse The majority of this music is unknown, the
menuscripts gathering dust on the shelves of various libraries,
notably the British Museum; some is, no doubt, best left in that
state, but some, is worth further investigation. In recent years
a few Wesley works have been brought to public attention - the
Symphony in B flat and the Overture in E have both been performed
publicly = and over the years some of his organ music has been
published; unfortunately, these publications have not been fully
representative and much of his best organ music remains unpublished
to this day, The same is true of his church music: certain works
have been published, and a few have become widely known at least
amongst church musicians, but some of Wesley!s best sacred compositions

remain unknown, notably his 'magnum opust Confitebor Tibi Domine.

Of all Wesley's work, his Iatin church music is probably the
most important musically and certainly the most significant historically -
a quantity of church music with Latin texts, written by an English
musician (and the son of a Church of England clergyman and founder of
Methodism at thatl), at a time when Catholics were not allowed to
worship publicly in England, In addition, it provides a useful study

of Wesley's musical development, since the Latin compositions span
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almost the whole of his creative life, the earliest written about
1780 and the last in 1830. However, before embarking upon a detailed
examination of the musie, it would be appropriate to trace some of the
musical influences which helped to mould Wesley's stylee

Clearly, the greatest influence upon the developing musical style
of the young Wesley was the music of the Chapel sexrvices in the
Portugese Embasasy; he had found his way to the Chapel very soon after
the family moved to London in 1778, and was immediately impressed by
what he heard and saw, beginning to write music for the Catholic
liturgy at least by 1780, If it seems strange that the son of a Church
of England clergyman, who was also a founder-member of Methodism, should
have to migrate to a private Catholie Chapel in ordexr to find aesthetie
satisfaction, an explanation is to be found in the state of, and attitude
toy, music in these branches of the church in which he was murtured.

English music generally, and church music particularly, was in a
state of decline throughout the life of Wesley, reaching its nadir about
the time of the accession of Queen Victoria in 1837, the yeaxr which also
saw the death of Wesley =~ years which have often been scornfully
dismissed by the writers of the history of music in England, There
could have been little encouragement for a young musician so naturally
gifted as Wesley to pursue his musical inclinationsy oertainly, the
services of the Established Church would have provided little incentive
for a composers

The standards of contemporary English music were then at a

low ebb, both artistically and devotionally, No standards were

set, as of old, by the Royal Chapels; at Queen Victoria's

coronation alone, among all Anglican crownings, the Eucharist

was s%id, not sung. Popular taste was at its lowest in all the
arts. .

1 Winifred Douglas, Church Music in History and Practice, (London, 1937),

p.72.
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Wesley himself, writing in his Reminiscences about his uncle John's
attendance at the subsexription concerts and his contribution to the
improvement of Psalmody, added a shrewd and revealing reflection upon
the contemporary schurch music scene:

At that time Psalmody was at a low ebbs In the established
churches there was the same want of feeling and Pathos which
characterized indeed the whole of the service, The wretched

and disagreeable tones of the Clerk who usually acted as
precentor were not then often intermingled with the shrill and
squally efforts of the Charity Children: and the sublime and
imposing effect which is produced by & whole congregation
Joining simultaneously in & chorale of the true ecclesiastical
style, was a circumstance unknown., The organs were alsc in a
lamentable sondition and although wondrous improvements have
taken place since the time now referred to, yet much remains to
be done, The improvement of the national Psalmody will be a
great stride towards the improvement of the public taste for
music, Who, if accustomed weekly to raise his songs of praise
and adoration to the Deity in the sublime strains and harmonies
which are found in the Chorales eof J. S. Bach, eould resist the
yearnings to seek and dive into the mysteries of a science which
is thus made capable of raising such high and exalted feelings
of all that is pure, holy, great, full to overflowing and almost
I may say unfathomable,2

If Anglican worship provided little scope for church musicians,
the meetings of the Methodists provided even less, for music did not
escape their almost puritanical strictures:

[J’ohn Wesley] had no time for anthems because he believed
wholeheartedly in congregational singing, His directions

for congregational singing are still pertinent and valuable.

His views were held by his successors, The Conference of

1805 laid down the rule that no musical festivals or selections

of sacred music be encouraged or permitted in our chapels, The
twentieth question of the Conference had reference to singing.

The answer was, that no instrument of music be introduced into
the singers? seats except the bass viol, No pieces in which
recitatives were sung by single men, solos by single women,
fuguing (ox different words sung by different voices at the same
time) were to be permitted, In the next year Conference placed

& ban on organs, They held the view that organ and special music
introduced an alien note into a Methodist service, They desired
the whole burden of singing to be borne by the congregation alone.
In 1813 the Wesleyan Conference further defined its 'giewa on music
vhen it passed a ban on the singing of 'vain songs'.

2 B A37 MS 27593,

3 Maldwyn Edwards, After Wesley, (London, 1935), p.130-1.
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Thus it was that Samuel Wesley found an aesthetic home amongst
the elaborate ritual and fine music of the services in the Portugese
Embassy Chapele The exact nature of these services and of the music
inveolved is unknown, there being no existing detailed records = a
personal interview with a member of the present Embassy staff in
Lendon only served to confirm that there were no 'officialt records
of the musical establishment of the Embassy Chapel, All that is
possible is to attempt to piece together the scattered fragments of
information about the Chapel services in order to produce an impression
of the musical enviromment in which many of Wesleyt!s Latin compositions
were conceived.

Samuel Webbe senior (1740-1816), renowned for his compositien of
glees, had become organist and choirmaster at the Chapel in 1776, and
he was responsible for tﬁe Chapel music when Wesley first began to
attend the services. Webbe composed a number of masses, motets and
antiphons for the use of Catholic choirs and congregations, and alse
contributed significantly to the revival of interest in Gregorian
chant among English Catholies, During this period, and continuing
into the nineteenth century, following the example of the Roman Church
on the Continent, there appears to have been a fondness not so much
for the polyphonic masses of Palestrina and his contemporaries, but
for those orchestrally-accompanied masses of the Viennese masters,
such as Haydn, Mozart, Weber, Hummel and Beethcr'ven; indeed, British
Catholic composers tended to have these as their models when they began
to write their own liturgical music, Very little specific information
about the Chapel music under Samuel Webbe is available; obviously,

Webbe's lLatin compositions were amongst the music Wesley heard at the
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Chapel, but the influence of Webbe upon the young Wesley otherwise
seems to have been negligible ~ he makes only passing reference to
him, for example, in his Reminiscences.

In 1797, Vincent Novello was appointed organist of the Chapel, at
the age of sixteen, and it was under his directorship that the Chapel
music reached a particularly high standard, attracting not only
catholic worshippers, but music-lovers, both catholic and protestant.
Contemporary observers reported that 'music was an outstanding note
at the Chapel of the Portugese Embassy',4 and that the Chapel services

5

were presented in a 'very elaborate fashion';” wunder Novello, music

treached a high note of distinction',6 and the Chapel desei'vedly
tacquired a reputation for its music'.7 Mary Clarke, Novello's
daughter, provides a fuller account of the popularity of the Chapel
music and of the manner of performance, in the biography of her father:

It became a fashion to hear the service at the Portugese
chapel; and South Street, on a Sunday, was thronged with
carriages waiting outside, while their owners crowded to
suffocation the small, taper-lighted space within, With
attentive hush were oftentimes listened to, the strains of
Mozart, Haydn, Beethoven or Himmel [Hummel]| , in some soft
offertory, breathed out by four well-disciplined voices, and
sustained by Novello's smooth fingers, creeping with a certain
maintained equipoise from note to note of the ivory keys,
hardly whiter than his own hands.®

At the major church festivals the Chapel choir presented special

music, as Novello's letter to Mr Leigh Hunt on 3rd March 1823 indicates:

4 Douglas Newton, Catholic london, (London, 1950), D290,

5 Bernard Ward, The Dawn of the Catholic Revival in England, 1781-1803,
(Iﬂndon’ 1887). p.25.

6 Douglas Newton, p.290.

7 Bernard Wa.rd, p025o

& Mary Cowden Clarke, The Life and ILabours of Vincent Novello,
(Iﬂndon’ 1864), p040
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I hope you will attend the !Tenebrae! etc. during Holy VWeek,
and the High Mass on Easter Sunday ~ those services will
enable you to form a fair estimate of what the choirs can do
both in the solemn and magnificent styles - as they always
bring forward their best music of the former class on Maundy
Thursday and Good Friday, and their grandest compositions of
the gayer class on Easter Sunday,

On other occasions, instrumentalists were employed so that the choir
were able to presemt larger works with orchestral accompaniments, such
as the performance of the Mozart Requiem which was given in the Chapel

in 1829, in recognition of the death of Mozartt!s sister, Mary Clarke
commented on this occasion in her father's biography:

eseea Derformance of Mozart's Requiem, with a small orchestra
and organ, in South Street Chapeles A few choice instruments, =~
Morits violin, Mariotti's trombone, Anfossi's double~bass, and
some other professional friends! assistance, sustained the
organist in this refined execution of the great musiciant's
masterpiece, Eye as well as ear was gratified upon that
occasion (the last wherein South Street Chapel shone with its
former glory; for, soon after, it was dismantled, and the
Enbassy's service no longer performed there) in the expression
of Novello's countenance, while the reflection of the light
from the tapers fell full upon it, beaming with intellectual
rapture and enthusiasm for the great master he was illustrating,
as well as for the art in which he himself so excelled. His
admirably shaped head, in harmonious relief against the crimson
drapery surrounding the organ-loft, formed a picture that
might have been a study for Titian,10

The organ in the Embassy Chapel was obviously a fine instrument:
the 1757 Inventory of the Catholie Record Society records that in
the cholr of the chapel there was tune grande Orgue d'Eglise parfaite
avec toutes ses Appartenances intérieures ':" Mary Clarke has
provided a little more detail about the instrument and a colourful
desoription of her fathert's playing of it:

9 BM Add, MS 38108, a collection of miscellaneous letters.

10 Mary Clarke, pe33.

n Catholie Record Society, Registers I, 1757 Inventory, p.xxxi.

31



The not very large, but exquisitely sweet-toned instrument
that belonged to South Street chapel, had three rows of keys;
over which the white, supple, yet strenuous fingers of Novello
used to wander with a touch almost loving, in its ecaressing
closeness, Now light and hovering, in some florid passage

of 'Kyrie Eleison', now firm and dominant, in some assertive
Gloria in excelsis'; now rich and majestic, in a lofty
'Hoganna'; now full of pathos, in an 'Incarnatus est!; now
persuasive and consoling, in some 'Benedictus!; now steadfast,
strict, peremptory, yet, withal, instinct with spirit and

animation, in some concluding fugue of exhortive 'Dona nobis
pa,oem'.12

Clearly, Novello's organ playing generally, and his accompaniment of
gsexrvices particularly, was universally esteemed; +the opinion of
one contemporary admirer has been recorded thus:

Charles Butler describes his organ accompaniment as pexfeet,
and he not only introduced religious compositions of such
great masters as Haydn, Mozart and Palestrina to the general
public as well as to Catholic worshippers, but he persuaded
such famous visiting singers as Mme, Malibran, Garcia, BRubini,
Tamburini, Leblanche and others to give their services, making
the Chapel one of the most visited musical centres in London,
If some were inclined to carp at its tshilling opera', it did
familiarise people with Catholic ritual music and rites.13

Further indication of the kind of music performed at the Chapel
and the manner of its performance is provided in a series of Vincent
Novello's early publications: collections of music suitable for the
choirs of Catholic chapels, The first of these ‘appea.red in May
1811;14 it is a collection of music specifically composed for the
Portugese Embassy Chapel, as Novello explains in the 'Advertisement':

Most of the following Pieces were written at different

intervals for the sole use of the Portugese Chapel and

without any view te future Publication; bDut from their

having been found not ill-adapted to the Powers of a small
Choir, and more particularly in consequence of the very

12 Mary Clarke, p.4.
13 Douglas Newton, p.290.

14 4 copy of this volume is in the BM - Printed Books 11334,
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great scarcity of similar productions, so many applications
were made from Persons who were desirous of possessing Copies,
that I at last resolved to alter my original intention and

to publish them.

He proceeds to @efend himself against those who might criticise his
editorial work:

In order to afford Variety (by contrast with the simplicity

of my own little compositions) and at the same time 4o give
real value to the Collection, I have selected and inserted some
of the most approved Pieces from the masterly productions of
Mozart, Haydn, Durante, etc, Several of these however in their
original state were so very long, that it would have been
impossible to have performed them, without extending the duration
of the service to an unusual and inconvenient length, As the
only alternative therefore was abridgement, or total omission,
I preferred the former, and ventured to curtail and alter some
of the movements, so as to reduce them within the cusiomary
limits,

He also declares his overall aim in making this selection, and
acknowledges his gratitude to those who have encouraged him to
publishs

In forming this Collection, my prinecipal object has beenm,

in the first place, to render it of general utility in Catholic

Choirs, by selecting those Pieces, the words of which most

frequently form part of the Public service, and in the second

place, by endeavouring to ocombine variety of style with facility
of execution, to render it acceptable to those Amateurs who
occasionally dedicate the Sunday Evening to the performance of

Sacred Music in private, Among those of my Musical Friends who

have kindly contributed some very rare and valuable MSS to this

Publication, I have particularly to acknowledge my obligations

to Messrs. S. Wesley, Horsley, Webbe Senr., and Junr., The

Revd, W. V. Fryer, and the Revds J. C. Latrobe.

If this first publication proved successful, Novello promised te
produce another,

There were over three hundred subscribers to this publication,
including the Dukes of Kent, Cambridge and Gloucester, and the
Princesses Magy and Sophia; also, J. Pe Salomon, the impresario,
and William Shield, *the composer and musician in ordinary to

His Majesty!, together with numerous organists, clergy, and membexrs
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of the nobility. It is an interesting collection of music,
ocontaining, notably, arrangements of music by Haydn, Mozaxrt,

and Pergolesi, a 'Tantum Ergo' based on a chorale of J., Se Bach,
and several of Samuel Wesley's compositions. Subsequently, Novello
produced a second edition of this cullecti.on.15

Another volume of Latin churoh music was published by Novello

16

in June 1816; this is a collection of Masses, specifically chosen

as easy to perform, and intended to be the first of a series of
gimilar publications to form 'a complete Library of Masses, in
various styles, from the most simple to the most elaborate - and
adapted to every species of Festival throughout the yea:r.'.'17

A fasocinating feature of the 'Advertisement' to this volume is
Novello?'s directions to organists:

In order still farther to facilitate the performance,

a separate Organ Part has been added, in which all the
Harmonies are fully drawn out, and particular directions
given for the proper management of the Stops.

In a lengthy footnote, Novello adds:

In addition to those directions, the following General

Rules may be found serviceable by Young Organists:

The Parts marked:

'Pianissimo?! (or 'pp') should be accompanied on - The Stop Diapason
alone in the
Swell = the Bass
on the stop D. in
the Choir Org.

tPiano! ('P' or Soli parts) ssseesssctcsccsccccsceStop Do and
Dulciana Cheir
Org: or 2 Dia~
pasons, Swell,

"PattisPiateccscsecscccccceccscsscscstescnccscseasTWO Dia.ps., Great
Ong.

15 B Printed Books 1133b
16 2 Printed Books 1133

7 prom the 'Advertisement! - BY Printed Books 1133.
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tMezz0 Forte! (!mf')..u..................TUO Dia.pS. and Prine-
cipal D.

Forte! ('f' or Tutti parts)..............Two Dey Prin, and 15th
(without the 12th).

tFortissimo! ('ff')......o................'.l‘wo D., Prin., 12th,
15th, mixture, Cormet
Treble and Sesquialtra
Bass,

The Trumpet may be occasionally added at the termination of the

Fugues and Full Choruses which generally end the *Gloriat,

'Credo' and 'Domine’.

There are twelve Masses in this collection, including a Gregorian Mass
for the Dead and a !Tantum Ergo! by Samuel Wesley.

A third collection of Latin church music was published in
November ‘I822;‘18 it contains the Gregorian Vespers arranged and
harmonized by Novello, Hymns for every principal Festival throughout
the year, Compline, Tenebrae, Magnificats, Salve Reginas, Tantum Ergos,
pieces for the Benedi;:tion, and motets suitable both for the Evening
Service and for use at High Mass, Fovello adds an illumihating
account, for the benefit of inexperiemced choirs, of the most
effective method of accompanying the Psalms and Hymns:

It may perhaps be serviceable to inexperienced Choirs, to
mentien, that the following has been found the most effective
method of accompanying and performing the 5 Psalms and the
Bymn,

¥or the Psalms, the Chaunt should be first played through
(without any ornmament) on the Full Swell, or Choir Organ.

The whole Psalm, except the last verse, the !Gloria Patrit

and the *Sicut erat!, should be accompanied with the Stopped
Diapason and Principal on the Choir Organ.

The Bass of the last verse, the 'Gloriat and ®!Sicut erat! on
the Full Organ, without the Trumpet.

The first Verse should be sung by the Cantor, or a single Voice;
the other Verses by the Choir in:parts, or by the Choir in
harmony and the Congregation in unison, alternately.

The two introductory Notes (called the Intonation) are only used

in giving out the Chaunt on the Organ, and with the First Verse
of the Psalm,

18 BM Printed Books 1133c.
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The four first Tones appertain to the Minor Mode, the foux
last belong to the Major Mode; the 8th Tone, Irregular, is
8o called, as it partakes of both Modes, and is without any
introductory intonation., This Chaunt is never used but to
the Psalm, 'In Exitu Israel!,1?

The Hymns should be sung in a iime forming the medium between
quick and slow, but rather approaching the latter than the
former, to prevent their having a hurried effect. The Minum
should have about the same degree of movement as a Crotchet in
modern Andante time. N

The different Verses may be sung louder ox softer, according

to the judgement of the Performers, or the expression of the

Words; but, as a general Rule, when thete are three Verses,

the first may be 'mezzo forte! (accompanied on the Great

Diapasons) the second, *mezzo piano!, (on the Choir Organ,

Stop Diapason, Flute and Dulciana) and the third in tChorus?

(on the Great Organ, two Diapasons and Principal).20 i
Novello concludes the 'Introductory Remarks* with the hope that
Catholic choirs will find the publication useful.

The music contained in this volume is interestingly varied:
there are arrangements of music by Haydn (including music from 'The
Seasonst'), Mozart (including excerpts from 'Idomenso!), Pergolesi,
Cherubini, Gluck and Hummel, and several of Samuel Wesley's compositions.

Novello published one further volume of Latin church music during
his time at the Embassy Chapel: t%a colleetion of Motets for the
Offertory, and other pieces prim;ipallq adapted for the morning
servioe'.21 Again, the music of the same continental masters is
prominent, with the addition of Beethoven and Spohr.

These publications of Novellot!s provide invaluable information
about the music of the Embassy Chapel and about the manner of its
performance; the contents of these volumes reveal the wide variety
of music employed, the eomprehensiveness of the musical repertoires

of Catholic chapels in the early nineteenth century, and their

9 Wesley based his well-known setting of 'In exitu Israel! on this tone. '
20 From the 'Introductory Remarks?! « BM Printed Books 1133ec.
21 @ Printed Books 1133d.
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preference for the music of continental composers, In adé.ition,
Novellot's comments in the front of each volume give some clear
indications about the performance of liturgical music in Catholie
chapels, It is also apparent that the musicians employed at the
Portugese Embassy Chapel were particularly capable, since some of

the music in Novello's collections demands considerable wvocal ability
in performance,

This, then, is the musical enviromment in which Wesley's musical
talent blossomed and was allowed expression; from an ea.rly‘a.ge,
through his attendance at the services in the Portugese Embassy Chapel,
he was able to hear a great variety of the best contemporary music,
both English and continental, well-performed, Of all this, there was
one type of music which particularly interested hims: Gregorian chant,
As has already been said, Samuel Webbe senior, who was organist of the
Chapel when Wesley first attended, made a significant contribution to
the revival of interest in England in Gregorian chant; presumably,
therefore, it played a prominent part in the music of the liturgy at
the Chapel, Certainly, Wesley was impressed by it, recognising not
only its peculiarly simple beauty, but its inherent potential as the
basis for composition; it became an absorbing interest for the rest
of his life, and he championed its cause enthusiastically, not only
by making 1t the basis of ;aomposit:lons, but also lecturing on the
subject, boldly advocating that every young composer in learning his
trade should make a careful study of its principles if his training was

to be completesr

There is certainly no music better suited te this purpose
than what is termed in the Roman Church the Gregorian Chant,22

22 m Add, MS 35015, a collection of Wesley'!s lectures (the third of a
series given in the Bristol Institution, on Friday, Jamuary 15th 1830).
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Wesley frequently refers to Gregorian music in his writings;
this is +typical:

The study of such masters as these, and of the old Italian
composers Palestrina, Leo, Allegri, and divers others, and
the assiduous cultivation of the Gregorian melodies have
Jointly assisted in materially advancing my progress in what
I have attained and I securely venture to recommend a similar
course to all those who aspire to that excellence which

diligent application to such classical patterms is alone
calculated to effect.23

He gives adjice as to how to benefit most from this study:

The study of Gregorian melody and affixing appropriate
harmonies thereto is an employment which I earnestly
recommend to all who are desirous of acquiring a solid
knowledge of pure counterpoint.

Before a competent facility of managing Gregorian descant
is likely to be firmly obtained the learmer must have made
himself entirely master of the several dominant and final
notes which belong to each of the modes of the ecclesiastical
chant, After this he will be enabled to ascertain whether
his harmonizations are to be characterized by major or minox
thirds and in what key each of the pieces ought to be
terminated.24 :

Ho appeals both to history and to bitter contemporary experience for

support in his claims for Gregorian chant:

The greatest composers throughout Europe are known to have
begun their study of counterpoint from Church Music alone:

and I contimue to believe that there is no other radical
security for selid improvement in composition than the
adamantine Canto Fermo « the reason of which is evident:

the Eoclesiastical modes all demand fundamental basses for their
general accompaniment, and it is the neglect of studying them
patiently and constantly that furnishes our music shops with
cart loads of contemptible and wretched material.2d

25 BM Add. MS 27593, Wesley's Reminiscences.
24 m ada. MS 27593.

25 m aAda, MS 35014, a collection of Wesley's lectures (the fifth

lecture of a series, given in the Royal Institution, Albermarle Street,
London, on March 20th 1830(?)).
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Elsewhere, he talks at some length about the nature of Gregorian

chant, and the way it can be employed compositionally:
The Gregorian Modes....are unquestionably the richest and
most valuable sourece of the best diatonic melodies: a course
of numerous lectures might be advantageously furnished upon
their original grand and scientific structure, and their
universal utility and their sempiternal and imperishable
beautys. with the addition of some of the rich and affecting

harmonies which the Gregorian Cantus will at all times admit,

and which it is always in the power of a scientific organist
to vary with great success .26

One sign of his interest in Gregorian chant was his attempt,
during the time he was Novello'!s assistant, to make a systematic
collection of harmonized Gregorian melody; +this venture, which is
frequently alluded to in the Wesley-Novello correspondence,27 was
never completeds Some of this work has been preserv-ed in the
B, (There are examples of it in Vol.2, p.593). Purists would be
horrified at Wesley's treatment of the plainsong melod}.eé; despite
his great enthusiasm, ironically, he never really appreciated the
true nature of Gregorian ehant{ Other results of his Gregorian
infatuation are the Missa 'Pro Angelis'! (Vole2, pe235), and a number
of movements where the chief motive is a plainsong melody, notably
the fourth movement of Ave Maris Stella (Vole2, p.3 ) and section 4
of Confitebor Tibi Domine (Vol.3, pe113); there are also many smaller
latin compositions where the initial theme is either a plainsong melody,
or a theme reminiscent of one - Wesley was so fascinated by plainsong

that he must have produced many a Gregorian-like melody unconsciously!

26 B, Add. MS 35015, a collection of Wesley's lectures (the first of

a series, given in the Royal Institution, london, on March 22nd 1827.)
2T B, Add. MS 11729, letters from Wesley to Novello, 1811-1825.
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To suggest that Wesley's themes are often unconsciously
'Gregorian-liket seems to be a more satisfactory explanation
than that of Dr Holmes Ambrose who considers that, except for the

two solo-voice compositions (In Te Domine and Gloria et Honore),

all Wesley's Latin motets are related to & plainsong fcantus firmus?,
He explains:

A number of works employ themes which are direct quotations
of the official chant. Many have melodies which are diatonic
extractions or prominent intervals from a sacred theme, and
the motives of the rest are derived from or closely related

to thgecontou:rs of a plainsong prescribed for the official
text,

The problem with such a statment is that the distinection between those
melodies which have 'diatonic extractions or prominent intervals from
a sacred theme', and those which are simply based on 'the contouxrs of
& plainsong'!, must surely be a fine one, Furthermore, some of the
relation. ships between Wesley melody and plainsong that Ir Ambrose
detects are somewhat remote: for example, commenting on Salve Regina
(Vol.2, pe363), D Ambrose simply states that 'the opening theme is

related to the Antiphon';29 his musical illustration does not
demonstrate this convinecingly:
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Again, according to Dr Ambrose, the musical subjects in levate
Capita Vestra (Vol.2, p.477) ‘'are derived from the intervals and

selected tones of the plai.nsong',3° a statement he seeks to demonstrate
thus:

28 Holmes Ambrose, The lican Anthems and Roman Catholic Motets of
Samuel Wesley (1 3 unpublIshe s disser on, on,
1969), pe198.

29 Holmes Ambrose, DP.225.

50 Holmes Ambrose, P.246-T. 46



"

Y
+
——

| ] ry 0
le - wva-tc “.'; - ves.am: ce-cc ‘f'?“’?"‘" “"“ ee. ‘Clv-*'l-o ves -t

. . 27 -
[ ] -
z —— —t7rp —
L @) - ~ ] N
°—1ps P = pp o1
ke- va: ¥¢  eca - - pi-ha re- demp o K -0 wes - = “ra
10 o g0 . 3 .
E E—— 3 o—p T—F 'r 1 T — "
I 1 R a—1—1 i | R - S | =
. } - = —~ ’, L - =
J ce- ce [ Y ap- rfb-t"n‘“uv} €. e c. - de ‘1\—— °

Many more of Dr Ambrose's statements concerning the
relationship between Wesley's musical subjects and plainsong
melodies axe similarly inconclusive; +the most fanciful and
unnecessary attempt is in his discussion of Ave Maris Stella
(Vole2, Pe3), when he claims that all the themes, including the
instrumental ones, are related to a plainsong melody; he
demonstrates it thus :3 1
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Such claims are unnecessary: Wesley usually indicated that a
composition was based on a plainsong melody, and in some instances
also identifies the particular Gregorian melody. That his thesis
is precarious is almost admitted by Dr Ambrose when he comments on
De_Profundis (Vole2, p.423) that 'while no specific "cantus firmus"

relationship has been noted! there are certain 'resemblances?! between
the vocal lines and 'the Antiphon which enframes the Psalm, as well

as in the "tonus octavus™ of the Pslam itseli";32 similarly revealing

51 Holmes Ambrose, P«209=210.
32 Bolmes Ambrose, Ds219.
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is his comment on Deus Noster Refigium (Vol.2, De437) that 'this

is the only one of Wesley's ensemble motets which is apparently
not related to a plainsong usou:r:c:e'.33 His thesis is undermined more

conclusively in his discussion of In Exitu Israel: having admitted

that 'the original MS....has not been foundt!, he proceeds to suggest
tﬁat tgome imitative subjects of the motet ard drawn from the "Alleluia®
and "Jubilus®', but that 'the final subjects.sessdoes not seem to be
related to the plainsong';34 however, the autograph manuscript,
preserved in the Royal College of Music (MS 4022), shows that the first
theme is not only related to the plainsong, but is, in fact, a Gregorian
melody, identified by Wesley thus: !'Thema assumptum ab octavo tono
gregoriani cantus',

It is true that Wesley was fascinated by Gregorian melody and
that it was a formidable influence on his music; but to suggest that
the majority of Wesley's musical subjects are derived from pla.ir.mong
originals is unnecessary and a misinterpretation of the situation.
Indeed, Wesley's most effective and characteristic use of a plainsong

melody is in combination with a contrasting theme - In Exitu Israel

is a good example of this., In working this contrasting musical

material together, he was employing a technique which he originally
developed at the keyboard. In his day, he was probably best known

for his outstanding extemporizing ability; many who heard him were
extravagant in their praise. Vincent Novello has recorded how, on one
occasion when Wesley was demonstrating his extermporary powers, he

took a plainsong theme as the basis of his extemporization, and gradually
interweaved with it a second, more florid theme, 'producing an

impromptu double fugue with marvellous skill'.35 It was this charismatic

53 Holmes Ambrose, pe.221.
34 Holmes Ambrose, p.266.

35 This incident is quoted by Je Te Lightwood, Samuel Wesley, Musician,
(London, 1937), p.102. 48




ability, which amazed so many of his contemporaries; it overflowed
into his compositions, producing music which, at times, is as remarkable
as his extemporizations oﬁviously were,

Gregorian melody and a masterly ability in combining mmsical
themes learxned originally at the keyboard are two discernible
influences in the music of Samuel Wesley; but there are many more.
Particularly evident in some of his Latin compositions is the sixteenth=-
century Ehglish motet idiom, especially that of Byrd. How prominently
the motets of Byrd were featured in the music of the Embassy chapel. is
not known, but Wesley recognised their worth when he discovered them
amongst the manuscripts in the Fitzwilliam Museum in Cambridge.

He comments on this in his Reminiscences:

Our countryman, William Byrd, in scme of the Latin Antiphons
which are preserved in the Fitzwilliam Museum at Cambridge
University, employs an abundance of the Gregorian style,
and he may be pronounced as a perfect model of the most pure

and chaste ghu::ch musio to be met with in the earlier English
composers.3

Wesley demonstrates his interest in Byrd practically by transcribing
eighteen of the motets from Byrd's !'Gradualia'; +these are preserved,
together with a few of Wesley'!s original I.atiﬁ compositions, in

B1 Adde MS 35001, (When the present catalogue of EM mamuseripts were
compiled, these Byrd motets were attributed to Wesleyl) Byrd's
influence on Wesley is seen in his imitative writing and his careful
use of volce-groupings: the opening of Ecce Maria Genuit Nobis
(Vole2, pe199) clearly reflects the idiom of the sixteenth century
polyphonic motet, and the opening of Anima Nostra (Vole2, pe387), with

these carefully varied voice-groupings, is, without any discredit to

36 @ pqd. Ms 27593.
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Wesley, strongly reminiscent of Byrd's masterly style.

Wesley was no doubt influenced to some extent, consciously or
unconsciously, by most of the music he heard at the Portugese
Embassy Chapel and elsewhere; the music of certain composers,

however, was particularly worthy of careful study. He elaborated
upon this in his Reminiscences:

To all those who would wish to acquire a style of pure and
elegant harmony, the study of all Corellits compositions
cannot be too strenmuously recommended - for the grand and
elevated style of writing, there is not a more exalted or
sublime and perfect model than Handel, His slow and pathetic
vocal pieces are also beautiful patterns of that department in

the musical art, and our countryman Henry Purcell has never
been surpassed in the wonderful ability he possessed of

expressing whatever subject he might happen to select for the
exercise of his fertile and exhaustless genius,

Among our countrymen also, Dr Arne is an eminent pattern for
the structure and formation of graceful and elegant melodies.
I have derived as much musical profit in the article of melody
from the attractive perusal of Purcell?!s and Arne's vocalities

as by any of ?he very many others which have fallen under my
observation.’

As well as studying the past masters, examining the music of some
contemporary musicians is equally profitable:

I beg leave to advise all who study music either professionally
or merely for amusement, to study and cultivate the best
authors both ancient and modern, and particularly the scores

of the most classical composers, whether of early or modern
dates Among the transcendent geniuses and composers nearest

our own time, the names of Haydn and Mozart justly claim most-
indisputable superiority.38

The discreet influence of these two masters is apparent from time to

time, and is most obvious in those works with instrumental accompaniments,
particularly Confitebor Tibi Domine; +there, the eighth section, a

lengthy soprano aria, is clearly reminiscent of Haydn (Vol.3, p.165),

5T BmM adde MS 27593

38 mr ada. MS 27593,
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and the following section, a duet for soprano and alte, is very
Mozartian (Vole3, p.219),

This superabundance of musical influences was somewhat over-
whelning for the young Wesley, as his early compositions reveal;
but he was gradually able to assimilate them, and integrate borrowed
and original features into a coherent and individual atyle.
Melodically, he was able to produce fully-satisfying and well=-
contoured tunes, and he was particularly fond of arpeggiated motives:
the first subjects of Exultate Deo (Vole2, D.87) and of the second

section of Confitebor Tibi Domine (Vole3, De43), and the second

subjects of In Exitu Israel and of Constitues Eos Principes

(Vols2, pe.40) are examples of this, Harmonically, he early acquired

a grasp of tonality and harmonic progression, no doubt assisted by

his prowess in extemporization, and rapidly developed a rich harmoniec
vocabulary; he displays a prediléction for excursions into the flattened
submediant major key, a fondness for unexpectedly introducing the
dominant minor ninth inte the texture of a cadential passage, and
occasionally enjoys some amazing tonal adventures, most notably in

section 10 of Confitebor Tibi Domine (Vole3, 1e227)e Ome surprising

harmonic feature is the occasional appearance of 'forbidden!?
parallels: apparently, Wesley was of the opinioz:; that if it suited
his purposes he was at liberty to tbreak the rulest, His attitude

is revealed in two comments preserved amongst his manuscripts: in
BM Add MS 35003 there is a tiny composition of Wesley's, a verse from
'Anacron', in which he has marked some parallel fifths; his brief
comment in the margin is 'Here are two perfect fifths -« and what of
that?'s In BM Add, MS 31239, in a little .'Kyrie eleison!', he again

maxrks some parallel fifths; with typical Wesleyan sarcastie humour,

he comments:
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N.Bs This chain of fifths I beg leave to present with all
due respect to Wm, Horsley Esq. Mus, Bace Oxon, Fifth and

Eighth Catcher in ordinary and extaordinary to the Society
of Musicians, 1825,

His personal involvement in the performance of music both at the
subscription concerts and at the Enbassy chapel was also a beneficial
experience for Wesley in his composition, particularly in enabling
him to write appropriately for both voices and instruments, which
he often does with consummate skill; particularly striking are those
solo vocal movements which were written especially for a contemporarily
famous performer, notably 'Fidelia omnia mandata ejus! from Confitebor
T4bi Domine (Vol.3, pe165), and some of his string writing, which
reflects his own considerable accomplishment as a violinists One
practical difficulty which arises when performing Wesley's vocal music
today is coping with his alto parts: he was writing for altos who
obviously had an enormous range, far beyond that normally expected
of modern altos, either male or female -~ his alto parts are often
around tenor F, and even descend to tenor DI

Wesley acknowledged that he was surrounded by a great fcloud
of witnesses! from whom he learned his trade, yet, he was able to
mould a style distinotively his own; at times, his mentors are

apparent, but at its best his music is both thoroughly English and
thoroughly Wesleyan,.
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CHAPTER 4

THE EARLY LATIN COMPOSITIONS

The earliest Latin church music which can be accurately dated is
that contained in BM Adde. MS 31222, a collection of thirteen pieces
of Latin church music, together with various catches, glees and other
secular vocal compositions, all in Wesley's hand; these La.t:;Ln
compositions were apparently written in the years 1780 and 1781,
although they are not all dated, However, there is one Latin
oomposition which must be of an earlier date than these, a setting
of the Apostles! Creed (BM Adde MS 35024)e That Wesley should choose
to set these words is unusual since this was rarely done; +this in
itself, may be a symptom of its Jjuvenility, which is further
suggested by the prevalence of incomplete harmonies, by its generally
gtatic nature, and more clearly still by the handwriting, These
symptoms are confirmed by Novello who, at some stage, made a copy of
it (presumably because it was performed), adding the superscription:
'A very early oomposition by S.W. From the original MS (an unique)'.1
Despite its juvenility there are already some tentative signs of the
mature Wesley style, particularly his fondness for imitative entries
(there is an example in bars 6-8) (Vol.2, p.415).

BM Adde MS 31222 contains twenty-one of Wesley's compositions,
of which the first thirteen are 'Antiphona per Quattro, 3, € Due Voci
composta del Samuel Wesley'!. On the first page of this collection
Wesley has written (upside downl) a prayer in latin; this is the

second of three prayers completing the official thanksgiving after

1 B1 Adde MS 14341, A collection of Wesley's compositions in the
hand of Vincent Novello,
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the Mass, and asks that 'our every word and deed may always start

from You, and may be undertaken and ended through You'.

The first antiphon is !'Kyrie Eleison a Quattro Voci = Designatum

pro Missa de Sancte Cruce' (Vol.2, p.313). Holy Cross Day is

September 14th; presumably, therefore, this was written for Mass on
Holy Cross Day 1780. As well as the vocal parts, Wesley has provided
an organ bass which mostly doubles the vocal bass., This early mass
movement is simple but effective, lacking many of the weaknesses evident
in the earlier Credo; again there are definite signs of mature Wesley,
such as the expansive arpeggiated phrase at the beginning of the
'Christe' section (bars 9-11), the harmonic sequence (bars 12-16),
suspensions creating seventh chords (bars 16-18), imitative entries
(bars 21-24), and a hint of the neapolitan sixth chord (bar 30).

Sacerdos et Pontifex (Vol.2, p.507), a setting for four voices

(SATB) of the antiphon to the Magnificat on the Feast of a Confessor-
Bishop, is less successful. It is the second latin piece in this
collection, and was probably composed towards the end of 17803

examples of Wesleyan characteristics are plentiful - imitative entries,
harmonic sequence (bars 13-19), stretto entries (bars 23-26), figur-
ations over a pedal (bars 27-29) - but the various musical motives are
not used to their full potential, nor are the sections entirely
integrated into a whole, and the final cadence is particularly weak

(baxs 29-30). Unlike the preceding Kyrie Eleison, this piece betrays

Wesley's immaturity.

The following piece is Gloria Patri for four voices (SATB) with

an organ bass, designated to be sung at Mass after the versicle and
response for the King (Vol.2, p.219); it is undated but was probably
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also written towards the end of 1780. It is a competent enough
composition but is not especially noteworthy; again, there are
several Wesleyan characteristics prevalent - the opening arpeggiated
figure, the interplay of tiny rhythmic figures (bars 5-10), the
fleeting appearance in the texture of the dominant minor ninth
(bars 23 and 37), a progression of ninth chords (bars 29-34), a hint
of chromaticism (bars 42-45), and the use of pedal points (bars 52-59).
Hodie Beata Virgo Maria (Vol.2, p.285) is a setting of the
antiphon on the Magnificat on the Feast of the Purification of the
Blessed Virgin Mary, scored for three voices (SSA) and organ, and
dated November 10th, 17803 it is an interesting piece although not
free of juvenile weaknesses, In style it is somewhat unique
amongst the early Latin compositions of Wesley in that semiquaver
figurations are particularly promnent; it is also reminiscent of
the music of the late Barogque composers, particularly of Handel.
The promising opening is quickly frustrated through the semiquaver
figurations proving to be non-progressive and to have a stagnating
effect on the music; the close of the first section in the dominant
is rather disappointing (bars 11-13). The central section is better:
here, Wesley employs two contrasting themes (a device he often used to
great effect later) to build up the interest, only to let it sag again
and to degenerate into empty figurations and an almost banal cadence
(bars 44-50). At one point in this section there are parallel
octaves between soprano II and the organ bass (bars 19-20); this
could well be juvenile carelessness, although in his maturity Wesley
thought nothing of infringing the rules of harmony if it suited

his purposes to do so. The final 'Alleluiat section is dull and
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adds little to the effect of the whole, TUndoubtedly, since at the
age of fourteen he was already an accomplished organist and extempore
player, Wesley would consider the organ accompaniment an integral
part of the music, and certainly a tastefully realised organ bass can
add considerable interest to a piece; however, in this instance,
even the organ part canmnot add sufficiently to the interest to render

Hodie Beata Virgo Maria a successful composition.

The next antiphon in this collection is Ecce Maria Genuit Nobis

(Vole2, p.119), the antiphon on the Feast of the Circumcision of Our
Lord Jesus Christ; it is scored for three voices (SSA) and organ,
and is dated November 9th 1780, Wesley provides. the additional
instruction that it is to be sung at the Elevation of the Host in the
Mass, or before the Magnificat at Vespers; in fact there is no
official instruction concerning this - it was probably just the local
custom at the Portug;se Embassy Chapel. The mood of the opening is
reflective and clearly reveals Wesley's indebtedness to the sixteenth
century motet idiom in the series of imitative entries: +the first
closes in the dominant (bar 9), the second in the sub-dominant (bar 14),
and the third is a flowing quaver figure involving parallel movement
in the sixths and thirds (bars 14-16), a device Wesley was to employ

with great effect in later motets such as In Exitu Israel and

Constitues Eos In Principes. This third imitative point is curtailed

by the entry of the next (bar 17), which closes in the dominant in a
rather uninteresting manner (bar 22). The second section begins
with a brief homophonic phrase in C sharp minor which ushers in
another imitative point, closing in B minor (bar 28). Imitative
entries in stretto, in which the organ bass plays a part, initiates

an extended 'Alleluiat section which is both interesting and
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disappointing; interesting in that Wesley incorporates a hocket
effect (bars 33-35) and uses a favourite device of rhythmic iﬁterplay
over a pedal-point at the elose (bars 38-41), but disappointing in
that the promising mood and style of the opening is not entirely
maintained.

Two settings of the same text follow: Domine, Salyum Fac Regem
Nostrum, the versicle and response for the King, The first, for
three voices (SAT) and organ (Vol.2, P.175), was written at the end
of 1780, and is designated to be sung at Mass immediately aftexr the
Blessing; the second, for two voices (SA) and organ (Vol.2, p.183),
dated December 24th 1780, is to be sung at Vespers: both conclude
with the 'Gloriat, There is nothing of significance in either
setting: Wesleyan characteristics, such as progressiens of ninths
and rhythmic interplay over a pedal-point, are prevalent, but his
immaturity is also betrayed in the sectionalised form, both motets
lacking real unity. Here, too, the many musical influences which
were surrounding the impressionable young Wesley are evident, tl;ough
they are not yet integrated into a personal style. .

The next two items in this collection are separate settings of
Gloria Patri. The first, for two voices (SA) and organ, dated
December 14th 1780, is for use at Vespers on the Feast of St. Peter
of Vincula (Vol.2, Pe227)e  The opening phrase of this setting is
particularly striking, a demonstration of Wesley's early ability to
produce simple, but effective musical phrases - I;ere it is the
rising sixth which gives the phrase iis character, Unfortunately,
after this promising opening the piece degenerates into rather
common=place figurations, The second Gloria Patri (Vol.2, P213)
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is similarly uninteresting throughout; it, too, is scored for
two voices (SA) and organ, is dated October 27th (presumably
1780, although no year is given), and is designated to be sung
at Mass on the Feast of the Transfiguration of Our Lord Jesus

Christ.

Ave Regina Caelorum (Vol.2, p.141) is an antiphon to be sung

at Compline from the Feast of the Purification (February 2nd)
until the Wednesday of Holy Week, an anthem to the Blessed Virgin
Mary; it was written in 1781 and scored for two sopranos and
organ. It has three sections, each repeated, and is replete
with feminine cadences, smooth melodic writing, and consonant
harmony occasionally disturbed by gentle dissonances carefully
resolved - a style of music which was no doubt frequently heard
in the services of the Portugese Embassy Chapel.

Some years later Wesley reworked this composition; in a
letter to Vincent Novello dated Monday December 13th 1824,
he wrote:

There is a little Duo of mine (about 40 years old) for

2 cantos (an Ave Regina Caelorum), which I guess may

suit your purpose as a matter of easy execution: when

you inform me of the exact nature of any other Bagatelles

you would 1.1ave, I wi..ll rake among my dunghill of MSS a.nd2

if T can find anything above contempt you shall have it.
It was presumably some time during the next week that Wesley
reworked the piece since it was on Monday December 20th 1824
that he wrote again to Novello reporting: 'I send herewith the
tiny piece I wrote about in my 1881;'.3 This later

version of Ave Regina Caelorum is now preserved in

2 BM Add, MS 11729, Letters from Wesley to Novello 181125,

3 B Adde MS 11729.
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a collection of Wesley's later motets in BM Adde MS 14340
(Vol.2, p.147); on the first page Wesley has written:
tessecomposed originally as a duet only, about the year 1781t,
A comparison of the two versions is interesting: in reworking
his material Wesley increased his resources from two to five
voices (SSATB) with organ accompaniment, and transformed the
straight repetitions of each section into soli-tutti contrasts.
The overall effect of this is to enrich the texture and to
provide greater variety, two features further enhanced by
Wesley's careful scoring - he uses different combinations of
voices in the 'soli' sections, and only a four-part chorus in

the ttutti' sections.?

Amavit Bum Dominus is the antiphon to the Magnificat at

Second Vespers on the Common Feast of a Confessor-Bishop;
Wesley's setting (Vol.2, p.133) is for two voices (SA) and organ.
The first section, which is repeated, is in a similar smooth style

to Ave Regina Caelorum, but neither this, nor the second section

in triple time, although betraying certain Wesleyan characteristiecs,
is in any way remarkable.

Emitte Iucem Puam (Vol.2, p.207) is a setting for two sopranos

and organ of Psalm 43, verses 3 and 4; this piece is significant
in that it is probably the earliest of Wesley's compositions
directly based on a plainsong melody. He makes this clear by
writing out the Gregorian melody concerned at the beginning, and by
indicating its initial appearance in each part (bar 1 - soprano I;
bar 6 - soprano II; bar 16 = organ bass); it is the thematic

basis of the whole piece, including the concluding *Alleluial

section,

4It is interesting to note that this reworking of Ave Regina Caelorum
is unlikely to have been made for the choir of the Portugese Embassy
Chapel -« Novello left his employment there in April 1824.
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The final ILatin composition of the collection in BM Add.

MS 31222 is Ave Verum Corpus, a setting for two sopranos and organ,

dated May 11th 1781, and designated to be sung at Mass on the most
holy Feast of Corpus Christi (Vol.2, p.158). Here again is smooth
melodic writing and consonant harmony similar to that of Ave Regina
Caelorum, emphasised by the prevalence of parallel movement in thirds
between the two sopranos. Wesley subsequently reworked this motet,
transposing it from its original key of F major into B flat major,
increasing his resources from two sopranos and organ to two altos,
tenor, bass and organ, and introducing some soli-tutti contrasts -
all this serving to enrich and enhance the original composition
(Vol.2, ps165)e This later version of the motet is preserved in
BM Add, MS 14340 and is dated July 6th 18123 it was this reworking to
which Wesley referred when he wrote to Novello on Tuesday July 7th 1812:

I send you a twopenny tune which mayhap you may think too

dear by all the money. Should you however judge it worth

half, namely one penny of lawful Copper Coin you will perhaps

order it to be drilled on Sunday next post Vesperas, and I
will attend to ascertain its fate,

The upper part I have designated for Lanza: +the Motivo is
at least 32 years o0ld, but I have put a few Furbelos to suit
this jimcrack age, and I think it may please some of your
half-in=half-musickers [sic} , such as call the Gregorian

gothic antique hugdrmn, and the rest of the Polite
Hepithets (sic] .«

These comments, as well as revealing the circumstances of Wesley's

reworking of Ave Verum Corpus, also incidentally show something of

his scathing criticism of the musicians of his day, a subject upon

which he elaborated elsewhere (see Chapter 7).6

5 BM Add. MS 11729, Letters from Wesley to Novello 1811-25,

6 The 1812 version of Ave Verum Corpus was published by Novello in
1842 in 'A Collection of Motets for the Offertory and other pieces

principally adapted for the Morning Service' (Vol.I, p. 24),
There is a copy of this volume in the BM « Printed Books 1133d.
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In addition to this collection of Latin compositions written in
Wesley's early teens, there are a number of other pieces which date

from the same period, Qui Tollis Peccata Mundi (Vol.2, p.357) is an

unusual composition in that it is a setting for soprano and organ of a
Prayer, a prayer appointed for the fifth day of Holy Week, Good Friday.
Two autograph copies of this have been preserved which contain certain
discrepancies: one is in the British Museum (Add. MS 14342) and the
other in the Royal College of Music (MS 4020): the first bears a
superscription added by Wesley at a later date: 'Anno 1781 vel 1782¢,
The music is no more than competent, in no way remarkable,

Sperati Miseri is also somewhat unusual in that the text has no

recognisable sources either it is a text exclusively used at the
Portugese Embassy Chapel, or the work of Wesley himself, The setting,
dated October 9th 1783, is for two sopranos and organ (Vole2, DPe371)e
The opening betrays the influence of the Viennese school with its
parallel sixths and thirds over a reiterated tonic pedal (bars 1-4),
and the same influence is seen again briefly at the close (bars 40-42),
but most of the remainder contains rather ordinary figurations and
progressions,

Magnificat, vel Canticum Beatae Mariae Virginis is for three

soprano voices with 'Organo obligato' (Vole2, DPe543); the autograph
score, preserved in RCM MS 2141c, is dated December 27th 1783, The
texture is partly homophonic, such as the opening bars (Example 1),
and partly contrapuntal (Example 2); the most interesting section is
that beginning 'Suscepit Israelt (bar 158 - Example 3), since the
musical material here employed is the same as that Wesley later used
more effectively, transposed down a semitone, in 'Redemptionem misit
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populo suo!, section 9 of Confitebor Pibi Domine (Vol.3, Pe 219).

There are three other Latin compositions which, although not
dated, may well be the products of this early period: another
Gloria Patri for three unaccompanied voices (ATB), which is preserved

in BM Add., MS 14341 (Vol.2, ps 471); Omnes Gentes Plaudite,

contained in BM Add. MS 35003, a setting for three voices (SSA) and
organ of Psalm 47, verse 1, which is prescribed for the Procession

of Palms in the Mass for the Second Sunday of the Passion (Vol.2,

Pe 349); and Justus Ut Palma Florebit, the Offertory fﬁr.the Common
Feast of Doctors, set for three voices (SAB) and organ, and preserved
in Novello's hand with an tadapted accompaniment added by V.N.! in
B1 Adde MS 14341 (Vol.2, p. 305).

1784 was the year of Wesley's professed conversion to Roman
Catholicism, an event which he marked by composing an elaborate setting

of the Mass, the Missa de Spiritu Sancto. It is scored for four

soloists (SATB), chorus, and an orchestra of two flutes, two oboes,
two horns, two trumpets, timpani, strings and organ. The original
manuscript is in the British Museum (BM Add. MS 35000), is dated

May 22nd 1784, and extends to 464 pages; +this is obviously a rough
copy, some pages only containing sketches. Having completed the
score Wesley made a second, neater copy, making certain alterations
from the originaly this copy was bound and sent as a token of his
gratitude for his conversion to Ca.tholi_cism to the Pope.s Some fifty

years later Wesley referred to this event in his Reminiscences:

Many years before [the Confitebor] I composed a Mass for a
full orchestra which was presented to the Pope Pius VI
(the successor of Gannanelli) which was very graciously
received and an elegant letter of acknowledgement sent to
the Hon. Rev. James Talbot, the Catholic Bishop of London
and Vicar Apostolic: some of the words applied to me were
tGratum Animum quem ad acceptum minus ad ipsum gerimus
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paternis verbis Nomine nostro explicabis ac si quando
occasio tulerit. Re conprobabimus.7

The copy he sent to the Pope is now in the Fitzwilliam Museum,
Cambridge (MS 730); subsequently