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ABSTRACT

Luther Orlando Emerson (1820-1915), along with many other New

England composers, was a pioneer in the field of music education.

Compiler and composer of music for churches, singing schools,

choral societies, and public schools, and through his work at music

conventions, and teaching posi tions in various institutes

throughout Massachusetts, Emerson played a maj or role in the

promotion of music education for the masses. Widely popular in his

day, Emerson made great contributions in sacred music, as he was

devoted to elevating the standards and general character of church

music.

The objective of this thesis is to explore the life and work

of this most .prolific, nineteenth-century composer. The content of

the first chapter is the early life of Emerson: his home life,

early musical experiences, and his early education. The second

chapter's subjects are his formal music education, beginning

professional work in teaching and conventions, and his first books.

The subjects of the third chapter are Emerson's main convention

work and his later life. The fourth chapter sheds light on

Emersonian doctrines, beliefs and opinions, and Emerson's respected

reputation in the nineteenth-century music community. The final

chapter concentrates on the compositions and collections of

Emerson. This chapter is complemented by Appendix III, which

includes a detailed summary of Emerson's publications.

This thesis gives the most recent, and to the best of the
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author 's knowl edge, most complete account of this accomplished

composer , t eacher , and conductor ' s l i fe and wor k available . Th i s

thesis demonstrates that Emerson wa s not only a man of great

talent , but also a mus ical figure of impos ing stature during his

l i f e t i me .
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INTRODUCTION

The present research has been undertaken in order to restore

the of name Luther Orlando Emerson to a place of prominence. Hymn

and anthem books by Emerson appear in hymnal and anthem collections

by nineteenth-century, American composers with imposing frequency.

Yet, somehow Emerson's name has been posthumously lost in a realm

of obscurity. This researcher began to shed the needed light by

checking references to Emerson. Only a few were listed under his

name in the New Grove Dictionary of American Music, however one, an

article entitled "Dr. L.O. Emerson" by E. S. Lorenz which appeared

in The Choir Herald, became a major source of information for this

thesis. Its date, 1916, was one year after Emerson's death, and

the article . serves as almost a eulogy written by not only a

colleague, but also an admirer of Emerson. This is the most recent

substantial record on Emerson that can be found. And it is one of

the most obscure. 1

The evident lack of information on Emerson at local libraries

dictated the need for correspondence to archivists and librarians

in New England. 2 It was anticipated that the representatives of

New England institutions contacted would have at least partial

information on Emerson. However, the requests, either by telephone

I After many interlibrary loan attempts and some
correspondence the article was finally located in Texas, at the
Southwestern Baptist Theological Seminary.

2 Preliminary research was conducted at the Captain John
Smith Library, Hughes Library of Old Dominion University, and
Swem Library of the College of William and Mary.

1
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o r letter, were met with little success with a sol e exception that

yielded the valuable obituary of Eme r s on from the Boston

Transcript . This lengthy obituary offers a we a l t h of information

from which the thesis has drawn. But early in the data -gathering

phase i t became increasingly apparent that the documentation was to

limited and , consequently travel to the Bos ton area wou l d be

n e cessary. Although the Bos ton-area inst itutions ini tially vis ited

c on f i r med that there was l ittle a d d i t i ona l information to be

gained, a v i s i t to the Massachusetts Historical Socie ty produced a

small amount of geneal ogical informat ion and a c on t ac t int e r e ste d

in the proj e ct . 3

Th e final on-site research in Bos ton was at the Boston Publi c

Library where the rare a r t ic l e by another c olleague, W.J. Balt zell ,

"L.O . Emerson An American Pioneer With A Study of The Musical

Conv e n t i on and Its Educational Va lue" wa s examined. Al though t his

a rt i c l e in The Music ian is long , its importance lies in the f act

that it was written while Emerson was alive, 1909.

quotes of Emerson 's cu r ren t opinions and doc trines.

It includes

But perhaps

its mos t valuable a s p ec t is i t s d iscussion o f Emerson's prominent

involvement in music c o nv e n t i on s . Indeed this arti cle is the most

i mporta n t and fruitful data source used in t h i s thesis . Following

these s tudies in Boston , work a t the Essex Institute in Salem,

Massachusetts, c on c l uded the author's on-site research.

A Fa l k Seminar paper, e n t i t l e d "L .O. Emerson: A Preliminary

3 The institutions first vis ited while in Boston were the
Boston Con s e rva t o r y and the New England Co nserva t o r y.
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Study II was the immediate result of this collection of data in New

England. The transition from this preliminary study of Emerson to

a thesis involved more detailed study in which more general

information could be converted into more specific facts. For

example, details of Emerson's We Are Coming Father Abraham in Irwin

Silber's Songs of The Civil War put songs of the period, and

Emerson's songs in particular in relief.

Specific information was accessed under Emerson's name itself

in a number of books, most dating from the nineteenth century .

Unfortunately, many of these provided repetitive information. The

Bio-Bibliographical Index of Musicians in the United states of

America Since Colonial Times, edited by Leonard Ellinwood and Keyes

Porter , contains twenty entries on Emerson. Theodore Baker's

Biographical Dictionary of Musicians, F.P. Jones's A Handbook of

American Music and Musicians, William Hubbard's History of American

Music, William Fisher's One Hundred and Fifty Years of Music

Publishing in the United States, John Tasker Howard's Our American

Music, Granville Howe's (W.S.B . Mathews) A Hundred Years of Music

in America, and Frank Metcalf's Stories of Hymn Tunes and American

Writers and Compilers of Sacred Music served to inform the author. 4

4 A few entries in the Ellinwood and Porter Index were not
available to the author attributable to the fact that they are
quite old: these are Waldo Seldon Pratt, Supplement to Groves
(New York: MacMillan Press, 1930) , John W. Moore, Encyclopedia of
Music. Appendix (Boston: Oliver Ditson, 1875), and Louis Charles
Elson, The History of American Music (New York: MacMillan Press,
1925), 86. Additionally, information pertaining to Emerson
appears in Charles H. Gabriel's Gospel Songs and Their Writers
published in 1915 that duplicates information already found in
sources of later dates. One could be surmise that the
unavailable references contain no information beyond what has
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Also valuable in the research on Emerson were lists provided

from various sources. Combining the VTLS Online System of

Christopher Newport University, Ellinwood's Bibliography of

American Hymnals, and the Theodore Presser list furnished a

detailed summary of Emerson's publications located in the thesis in

Appendix III. The Presser list was the most valuable data source,

because this was the company that absorbed the Oliver Ditson

Company in 1931. 5

In all research there are always dead-end streets, as was the

case with this thesis. Genealogical material following Emerson's

death is lacking; information on Emerson's children, Charles Wesley

Emerson, Mary Gove Emerson, Luella Parsons Emerson, Elizabeth N.

Emerson, Mabel Holmes Emerson, and John Gove Emerson, has not been

uncovered. 6 During my travel to New England, Emerson's still

inhabi ted last residence in Hyde Park (Boston) was discovered.

already been found. Surprisingly, J.H. Hall's Biography of
Gospel Song and Hymn Writers was not indexed for Emerson by
Ellinwood and Porter.

5 Donald W. Krummel and Stanley Sadie, eds. Music Printing
and Publishing, ser: The Norton/Grove Handbooks in Music (New
York: W.W. Norton, 1990), 217-218. For the Theodore Presser
documentation, thanks is expressed to Ms. Martha Cox, of the
Permissions/Archives Department at Theodore Presser Company.

6 Although no biographical information was found on
Emerson's children and heirs, correspondence with Ms Kessler and
Kathleen D. Leslie, Archivist of Mount Auburn Cemetery, provided
a detailed list of descendants. Ms. Leslie contributed two
cemetery plot cards which lead to the discovery of living
descendant. In hopes of unearthing further genealogical
information, an attempt was made to contact this descendant
thought to be living in New England. Unfortunately, this
relative had moved to a new address and the letter was returned
unanswered.
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Correspondence sent to the current resident in hopes of finding out

something of the history of the house or its previous residents

unfortunately received no reply. On the other hand, genealogical

information found before Emerson is plentiful, as shown in the

family tree in Chapter I to which this thesis now turns.



Figure l

Photograph of Emerson at taken in December 1908 at age
eighty-eight
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CHAPTER I

EMERSON'S EARLY LIFE

Luther Orlando Emerson (1820-1915), pictured at age eighty-

eight in Figure 1, was born the son of Elizabeth Usher (Parsons)

Emerson and Captain Luther Emerson on August 3, 1820. Luther

Orlando was born in the hamlet of Parsonsfield, Maine. He was the

youngest of seven children: five sons and two daughters. Emerson

was born not only into a large family but, also a family with

ancestors who were among the earliest settlers of the Massachusetts

colony. These ancestors, coming from Durham, England, settled in

Ipswich around 1635. These Emersons were of the earliest Puritan

strain. The Puritan Emersons themselves claimed descendence from

Sir Ralph Emerson, of York, England, who in 1535, was knighted by

Henry VIII. 1 The family of Ralph Waldo Emerson, an older branch of

the family, inherited the heraldic arms. 2

Luther Orlando belonged to the seventh generation of New

England Emersons. Following the first, Thomas and Elizabeth

Emerson of Ipswich, the family branched into the older Malden-

Boston line and the younger Topsfield (Massachusetts)-Maine line

starting with the fourth generation. The family tree is charted

below. In view of the importance to the field of

I Benjamin Kendall Emerson, The Ipswich Emersons: 1636-1900
(Boston: David Clapp and Son, 1900), 17.

2 Frank Johnson Metcalf, Stories of Hymn Tunes, 173.

7
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literature of Luther Orlando's third cousin Ralph Waldo, his

Massachusetts branch is included in the chart. 3

As seen on this chart, Emerson's father, Captain Luther

Emerson, was the son of Joseph and Lydia (Durrell) Emerson, and

grandson of the Reverend John Emerson of Topsfield, Massachusetts.

Luther Emerson earned the rank of c a p t a i n through his service in

the militia. 4 After marrying Elizabeth Parsons, Captain Emerson

s ettled in Lyman, Maine, where their son, Joseph Pratt Emerson, was

born. When Captain Emerson's father-in-law, Thomas Parsons died,

he and Elizabeth relocated in 1814 to Parsonsfield, Maine. He

purchased the Parsons homestead, Elmswood farm, where he remained

for the rest of his life. 5 This estate, seen in figure 2, is where

Luther Orlando was born.

3 As the c ha r t shows, Luther Orl a n do ' s and Ralph Waldo's
grandfathers were first cousins. The c ha r t is derived from
Benjamin Kendall Emerson, The Ipswitch Emersons, pp. 2 5 - 6 , 32,
35 , 50-1, 74-5, 77- 9, 12 6, 12 9, 143, 176, 20 2, 2 65, 296-99.

4 Benjamin Kendall Emerson, The Ipswich Emersons, 2 02 .

5 Th e house is reported to be in ruins, located on Emerson
r oad, now a logging road through a wilderness virtually rendering
this part of western Maine inassesible to all but special
v ehicles (Se e map) .



Figure 2
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( a & b )

10

EMERSON HOMESTEAD
17 8 4.

EM r.RSON H OME STEAD
EIms woo d Fa rm .

Emerson Homestead, E1mswood Farm in 1784 and in 1884
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Elizabeth Emerson died in 1857, and in 1868 the Luther

Emerson, Sr. remarried. He was interested in politics and held

fast the views of the Whig political party and later those of the

Republicans. His son, Luther, seems to have inherited many common

traits from this man, described as "ambitious, energetic, of sound

judgement, passionately fond of poetry and a great lover of music,

hospitable and kind, a good friend and a worthy citizen, neighbor,

father and husband. ,,6 And, we might add, longevity. Emerson's

father died on July 4, 1875 at the age of ninety-two years and two

months . ?

As is the case of many accomplished"past composers, little is

known of the childhood of this composer. However, it is known that

Emerson's home life was quite musical. It was reported by family

and friends that his father and mother were good singers. Owing to

the family's large number they were able to create a complete

choir. The family would sometimes sing church music, glees, and

folk songs in their hours of recreation. Lending to the already

rich musical atmosphere of the Emerson household, Captain Emerson

would to play the violoncello while Elizabeth played the flute and

violin. But Luther Emerson had not a great deal to say about

instrumental music in his home and town. He recounts that the

household possessed some not commonly found instruments: a bass

viol, flute and tenor viol. The cabinet organ on the other hand,

6 J.W. Dearborn, A History of the First Century of the Town
of Parsonsfield, Maine (Portland: Brown Thurston and Company,
1888), 245.

7 Ibid.
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"now found in so many homes, was not known in my young days. ,,8 The

root of Emerson's lifelong love for music would indeed seem to have

corne from such early musical family experiences with those

aforementioned melody instruments on hand.

Outside his horne , other than in church, Emerson had few

opportunities to pursue his love for music in Parsonsfield. Later

in life he was to report that in the town one would invariably find

a large choir with good singers who wou l d always perform "with as

much good taste and enthusiasm as I have known it to be in larger

towns and cities . ,,9 Emerson learned to play the bass viol and

played for each Sunday service at the Parsonsfield Congregational

Church whose choir could boast amassing up to twenty-five voices . lo

Emerson's brothers also played at church, one played violin the

other, flute, while his father would play the cello . 11 Perhaps

such experiences were a foreshadowing of what was to become the

great passion of Emerson's life, church music.

Emerson was not the only one in his family to pursue music at

a higher level. His older brother Joseph shared also his love for

8 L.O. Emerson "Music and Musicians of Parsonsfield,"
address delivered on the occasion of the centennial of the town,
August 29, 1885, quoted in toto in Appendix II.

9 Ibid.

10 W.J. Baltzell, "L.O. Emerson An American Pioneer with a
Study of the Musical Convention and Its Educational Influence,"
The Musician 5 (May, 1909): 203.

II No names are given as to which brothers played with
Emerson during these services. Although, it can be assumed that
perhaps one of them could have been Joseph Pratt Emerson, who
later made a career of teaching and performing music. See
Baltzell, "L.O. Emerson," 203, also Appendix II below.
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music. Joseph was born in Lyman, Maine, on November 10, 1810.

Unlike Luther, Joseph pursued agriculture as his vocation, yet it

was reported that "music with him [Joseph] was not only a passion

but a part of his being." 12 Music was indeed a large part of

Joseph's life in that he taught over two hundred classes and in the

singing school traditions. Although Joseph did teach mostly near

his home in Parsonsfield, he was said to have been willing to

travel thousands of miles "to render service to others in times of

need, in this capacity, without charge or remuneration. ,,13 He

married Sarah Dunfield in 1829, and the couple was blessed with a

rather large family of eight children. Joseph resided at the

family homestead in Parsonsfield until he was killed by being

thrown from a mowing machine in 1884. Like his father he held fast

the views of the Republican party and was a religious man, a

Baptist by denomination. Joseph was a man remembered for his

unselfishness, generosity, "cheering wit," and good humor. 14

Luther Orlando Emerson's early education was simple but

adequate enough for the times and the best his surroundings could

provide. He attended the district school, subsequently the

Parsonsfield Seminary and Effingham Academy. Effingham Academy was

located in Effingham, New Hampshire. Seminary, Academy and

Homestead are shown in their geographical sites on Map A. The

purpose of Effingham Academy was to educate men of high school age

12 Dearborn, History of Parsonsfield, 1885, 245.

13 Ibid., 246.

14 Ibid.
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who cou l d not travel the distanc e --in that c ount r y wh i c h was s till

a wilde rness --to l arger a cademies: t o t h e nor th i n Fryebur g, Ma i n e

or the e a s t i n Limeric k, Maine.

e duca t ion at a highe r l evel. ,,1 5

The l ocal populace want ed "more

As a student , Emerson was a qui ck l earn e r and he showed

h i ms e l f to be a ca p a b le scholar at these institutions attended in

hi s f ormative y ears .1 6 It ca n b e a s s umed that Eme rs on remai ned at

Effingham until a b ou t the a g e of e igh tee n a t which t ime h e went

home to Parsonsfield a nd help ed his f ather with the fa rm.

Although little is k nown a b ou t Emerson's earl y mus ic-

e duca t i on ex perien ce s , there is ev i dence that s ome of

Pars ons fi e l d ' s mus ic -o r i ent e d population had an i nflue nce on h im .

As App endix I I records , Eme r s on mentions one Ha rvey Moore whom he

can "well r emembe r" as being "considered a most e x c e l lent chor i s ter

a nd t eache r o f singing schools. ,, 17 The mention o f Moore's name

i mp l ies that h e had a n e f f e ct on Emerson, how ever, the wo rding

"considered" i n f ers that Emerson did not actually study with Moor e.

As r ecor ded i n App endix II , Emerson s t a t es:

Among former r esidents were a good many musi cal f amilies
a nd t eachers o f musi c, with s ome of whom I had no p e rsonal
acquaintance a nd ca nn o t name. I can name, h oweve r , a s

15 J ohn Hall, Tales of Effingham, (Fr eed om, New Hampshire:
Fr e edom Pres s , 1987 ) , 44 -5. Appre ciation is e xpres sed to
Lawre n c e P. Hall, son of the author, f o r t h e speci fics of
publication. Isaac Lord (Squire Lord o f Lord's Hi l l ) was t h e
o r ig i nal b enefactor and s p on s o r o f the Effingham Academy f ounded
on June 1 8 , 181 9. Lo r d ' s Hill Church was i t s oversee r .

16 [Uns i gned ar t icle] "L . o. Emerson ," Th e Musical Messenger 1
(January , 1 892 ): 8 .

J7 Dea rbo rn , History of Parsonsfie ld, 1 63.
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always associated more or less prominently with the service
of song in t h e sanctuary, t h e Parsonses, t h e Ga rl ands, t he
Moores, the Ri ckers, the Pipers, the Wedgwoods, the
Col cords , the Parkses, a nd t h e Emersons. 18

Emerson also makes mention o f J oseph and the fine work that he

a ccomplished as a music t e acher. Even without names of Emerson's

early music t eachers, it is plain that Moore a n d the a f o r emen t i oned

families heightened his enthusiasm and love fo r music whi ch

unfolded from this point on .

18 Ibid, 1 64.



CHAPTER II

EMERSON'S EARLY TEACHING POSTS, THE SALEM YEARS,

AND HIS EARLY CONVENTION WORK

Emerson's formal musical education came rather late, largely

due to his father's desire for him to stay home and work on the

family farm. But a love for music eventually won him over, and

while working on the farm Emerson began to save money to attend a

nearby academy. Originally, his intentions were to teach in

district schools, but when he decided to go to Boston to receive a

college-level education, he began the study of medicine instead of

music. Emerson arrived in Boston in the spring of 1841 with only

eight dollars to his name. During that summer he took a job on a

farm near Roxbury, Massachusetts in order to earn enough to enter

Dracut Academy, located in the town of Dracut, in the fall. Dracut

lies near the New Hampshire border just west of Lowell; from the

modicum of information available, it appears that its academy did

not possess a particularly enviable reputation. I Dracut, and other

I Dracut Academy, originally known as the Central Village
Academy, was formed consequent to the town's need for better
educational facilities for its children. The school opened in
1836 with ninety-one students, but its success was short-lived,
by 1839 there were only twenty one students. The Free Will
Baptist Church took control of the school and placed an
advertisement in a Lowell newspaper. The announcement read, "The
location of this school is surpassed by few if any in New
England. There is connected with it a large and convenient
boarding house, a workshop, a small track of land, and a cap shop
for ladies ... ". Silas R. Coburn, History of Dracut,
Massachusetts (n.p., 1922), 234-35.

17
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locations discussed in this chapter are shown on Map B. However,

its convenient location, so near the city of Boston, might have

attracted Emerson to this institution. 2 But as Emerson began to

embark on his medical studies, he soon discovered Boston's rich,

and not too distant, musical atmosphere. The city offered numerous

opportunities for him to hear and participate in a wide range of

musical enterprises. These offerings rekindled his ardor for the

musical art.

In the early winter of 1842, Emerson attended a singing school

held by Benjamin Franklin Baker who later became a leader in

musical conventions and an editor of music books. Perhaps

Emerson's interest in editing books and leading conventions on his

own resulted from such an invaluable contact. 3 Later in that

2 Moreover, one could speculate that a putative relative
Dr.Luther Emerson may have had a hand in Emerson's professional
training at Dracut Academy. A record of Dr. Luther Emerson as
having married in Dracut in 1812, transcribed from the First
Congregational Church Records, appears in Vital Records of Dracut
(Boston: New England Historic Genealogical Society, 1907), 173.
Whether this doctor was residing in Dracut in the brief interim
that Emerson was studying there remains uncertain.

3 Benjamin Franklin Baker was a prominent, nineteenth­
century teacher, singer, conductor, and composer of the New
England area. He settled in Boston in 1837 where he eventually
replaced Lowell Mason as superintendent of musical education for
the Boston public schools. Baker also played an active part in
the musical convention which eventually led to his involvement,
as a soloist and later the vice-president, of the Handel and
Haydn Society. In 1868 he created the Boston Music School of
which he was the principal until his retirement. In addition to
his many other activities, Baker also served as editor of the
Boston Musical Journal and he also collaborated in compiling over
25 collections of songs, anthems, and hymns. A few examples of
Baker's own composing and compiling include, Baker's Church
Music, The Storm King, and The Burning Ship. See William E.
Boswell, "Baker, Benjamin Franklin," The New Grove Dictionary of
American Music, (New York: Macmill
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same winter, Emerson entered another singing school co-directed by

Artemus Nixon Johnson and a very young George F. Root. 4 These two

had started a private conservatory next to the Park Street Church

that same year with Lowell Mason's blessing. 5 But Johnson and Root

were conducting their classes in church music, that Emerson

probably attended, in the vestry of the Park Street Church. 6

an Press, 198 6 ), Volume I, 113.

Root

4 George F. Root was only twenty-two while he was teaching
in this singing school. See E.S. Lorenz, "Dr. L.O. Emerson," The
Choir Herald, 1916, 63. Richard Crawford and David Warren Steel,
("Singing-schools," The New Grove Dictionary of American Music,

Volume IV, 233) state that the "first half of the 19th century
saw the decline of singing-schools in the Northeast. From 1838,
when vocal music was established as part of the public school
curriculum in Boston, singing-schools, along with most of their
repertory, disappeared from New England." These authors offer no
information about any subsequent interest in the movement in the
Northeast, therefore, one may conclude that a singing-school such
as Baker's and the Johnson-Root partnership would have been
taught on an individual basis, or, if offered as a class, would
have been private and altogether outmoded.

5 Jacklin Bolton Stopp, "A.N. Johnson, Out of Oblivion,"
American Music, Vol.3, No.2, (Summer 1985), 154. Although this
private conservatory was destined to fail, the partnership
between Johnson and Root proved to be a successful arrangement.
It afforded Johnson more free time to study music in Europe.
Johnson remained in Europe for one year. While Johnson was
abroad, Root formed a close relationship with Mason. Mason took
over the Winter Street Church and reassigned Root to his former
Bowdoin Street Church. This new arrangement left Johnson solely
in charge of the Park Street Church.

6 Stopp, presently completing a book on A. N. Johnson notes
in a telephone conversation on October 27, 1993, that Johnson's
primary concern and, apparently Emerson's also was cultivating
church music. Whil e Mason's became increasingly interested in
school music. This unestablished connection between Emerson and
Johnson invites further research. The Park Street Church's name
has been preserved in the name of a still current hymn tune in
Long meter attributed to F.M.A. Venna. The tune has been used to
set such texts as "Come, 0 my soul in sacred lays" and "Great
God! attend, while Zion sings."
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had been Lowell Mason's assistant in the publi c - school music

classes, but now was conducting his own classes in vocal

r.e cnn i que ."

After having emba r ke d upon teaching singing schools on his own

in Wakefield, New Hampshire, Emerson r eturned to Boston and began

t o take musi c l essons with Isaac Baker Woodbury. Woodbury's

education in I t a l y may have e nha n c e d his reputation as a renowned

organist, composer, convention leader, e d i t o r of p opular music

books, and teache r in Boston. 8

With his e a r nes t and methodical study of voice, piano, organ ,

and harmony under Woodbury a s c red e n t i a l s , Emerson launched his

professional c a r e er in music. In the fall of 1844 he formed a

quartet with some of h i s fellow mus ic students. Th e quartet

christened thems elves the "Wanderj ahr" . 9 Relying on thei r musical

skills to provide them with what they needed, they embarked on

their travels. The four young men j ourneyed first t o Albany, then

decided to follow the extent of the Erie Ca na l . While travelling

the Ca nal they stopped at many small towns, sometimes playing to

good -sized a ud i ences . After a short stop in Buffalo the quarte t

went to Cl eveland. They arrived there by boat, having payed thei r

7 In 1844 Root left Boston and car ried Mason's methods of
musical e duca t i on t o New York. See H. Wil ey Hi t chcock, "Root,
Geor ge Frede rick," Th e New Grove Dictionary o f American Mus ic,
New York: Macmill an Press, 1986, 85.

8 I t was c ommonp lace f or many ninet eenth -century Ame rican
composers or music ians to train or study music in Europe.
Baltzell, "L.O. Emerson", 20 3.

9 Ib id. Ano ther name fo r this quartet was Wanderlus t .
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In Clev el a nd the g r oup gav e two

t o t he ir final d estinat ion,

fa re by p erforming on board.

p erformances , then journeyed

Ci nc i nna t i .

With their prestige as Bostonian musicians to a id them , the

"Wanderjahr" stayed in Cincinnati and devoted themselves to finding

p r o f e s s iona l work . Cincinnati was not a c ity r i c h wi th o rganists

a nd musi c teachers ; thus, finding employment was not a difficult

endeavor fo r the New-England musicians . Th e fou r c reated a method

of finding paying positions , evidently staying together in order to

take furthe r advantage of a paying proposition. One member of t he

"Wanderjahr" would meet with t h e a u t hori t i e s of a local c hurch a nd

offer t o presen t a concert o r t o initiat e a singing s chool; the

other three would assist, on c e the post was secured. In t h e spring

of 1 845, af t er filling a few such posi tions, t h e quarte t departed

Ci n c i nnat i and t r ave l l e d b a ck to Boston to resume their studies.

With the "Wanderjahr" b ehind him and his studies r ecomme n ced ,

Eme rson began to look for p r ofessional work in the eas te r n New

England region. He a c c e p t e d a posi tion in Salem, Massachuset ts, as

a choi rmaster and o rganist in the Cr ombi e Stre et Church. Emerson

e a r ned a salary of $100 a year ; his choir c onsis ted of twenty-f ive

voices . 10 Emerson held this p os t f or five years, from 1845 t o

around 1 850, and t hen a c cep ted ano the r c h o irma s te r position in t he

Episcopal church for the remaining three years that he lived in

10 Ibid.
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Salem , that is, until l 853. II

On March 4, l84 7 Emers on married Mar y Jane Gove, daughter o f

a prominent Boston merchant. The marriage took plac e in Salem after

Emerson had met his fiancee in Bos ton where she was living a t t h e

time. 12 She was born January l4 , l83l in the Fort Hill s ection o f

Boston, to Mary (Burgess) and John Gove and was the eldest of fou r

daughters. Al though her life in musi c was no mean a chievement, it

lies outside the scope of this thesis. 13 She is s aid to have been

II After on-site research at the Essex Institute in Salem and
c o r res p ond e nce in e a r l y March, 1 993, and t el ephone c a l ls in late
March, 1993, with William Lamoy, the Director of the James Duncan
Ph i l l i p Memorial Library o f the Essex Institute, t he e xac t dates
that Emerson wo rked and r esided in Sal em r emain unknown. L. O.
Eme r s on ' s name and address are, however, lis t ed in t he l85l and
l853 Salem Dire ctories. Directories are not availabl e for
ev e r y year, unfortuna tely, leaving any o ther Sal em years
unveri fiable. The telephone inquiries to Mr . Lamoy about Salem
newspapers of this t i me brought the response that in h i s
e st i ma t ion newspapers would b e of li ttle o r no f urt h er
a s s i s t a n c e . Unfortunately, The Essex Institute Historical
Co l lec t i on s : Name, Plac e and Sub jec t Index (Sal em: Newcomb a nd
Glass , for the Essex Institute, 1954) gath e red data only from
l 85 9 , and The Bulletin o f the Essex Institute commen ced
publication on l y in the l870s.

12 The reco rd o f intent to marry is p r eserved in vi t al
Re c ord s of Salem, Massachusetts t o the End o f the Year l84 9
(Sal em: The Essex Institute, [l924]), III (Marriages), 4 37, whe r e
the foll owing item is e n t e red : "GOVE. . Mary Jane, o f Boston,
and Lu ther O. Emerson , [intention of marriage], February l 4 ,
l847." After c on t a c t i ng the Commonweal t h o f Massachusetts,
Of f ice o f t he Secre tary o f Sta te , the a u t hor cou l d not l earn t he
exa ct church where the Emerson wedding took place.

13 Mary Gove was educated at the o l d Cha r les t on Academy, was
exposed to music at an early age, and by the time she was twelve
had played the Hallelujah Cho r u s on the l argest o r gan of its day
in Boston at the Odeon . After her marriage she c on t i nu e d being
c ons i dered qui te an accomplished musician. For many y ears s h e
sang in the church c ho i r while Emerson played the organ, but as
her f a mi l y increased in size she wa s forced to devote the
majori ty o f her time at home. I n her late r years she still kept
up an active social life, as there was always a large circle o f
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"a lady of much musical taste and ability". J4 She is also claimed

to have composed music. J5

By 1851, Emerson was an established music merchant in Salem.

His name and work address appear in the Salem directory of that

year, as follows:

Emerson, (Luther 0.) and Whitmore (Benjamin),
Piano-forte and Music Store,
146 Essex Street
House 8 Ea s t "

Also in this directory, an advertisement appears for Emerson's

music store, which he ran with Benjamin Whitmore:

No. 146 Bowker Place, Essex Street, Salem,
Music Store,

A good assortment of piano-fortes, musical instruments, and
sheet music of every description.

Church music books, glee books, juvenile singing books,
instruction books in harmony and thorough bass, piano-forte
instruction books: together with a variety of music usually
found in a music store. A good assortment of canes and
umbrellas. Also, piano-fortes to let.

By two years later, Emerson had comfortably settled in Salem

where he had now hung out his sign at his home address:

friends gathering about the Emerson home. She and Emerson
celebrated their golden wedding anniversary on March 4, 1897.
Mary Gove Emerson died at the age of seventy on January 14, 1902.
See J.H. Hall, Biography of Gospel Song and Hymn Writers (New
York: AMS Press, 1914), 46.

14 Unsigned [Obituary], "Mrs. L.O. Emerson," Boston
Transcript, January 14, 1902. John Gove purchased the plot where
his children and L.O. Emerson's descendants are buried.

15 Unsigned [Obituary], "L. O. Emerson Dies Suddenly," Boston
Transcript, September, 1915.

16 George Adams, Salem Directory (Salem: Henry Whipple,
1851), 70.
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Luther O. Emerson, Teacher of Music
House 14 Lynde 17

From t h i s noti ce one observes that whil e in Sal em , Emerson had

v entured into another realm o f music by offering l essons. His f e e

for these lessons was ten to twelve dollars for twenty -f ive

l essons, p r esumably fortn ightly e x c e p t i ng Christmas. His first

pupil was a woman, whom ref erences do not name, who took lessons

f or six months. She then d e cided to take up a career by t eaching

herself, h owever, she negl ected the fa ct that she never pa id

Emerson for the lessons she had r eceived. Evidently , as it was

announced, "teachers had t he i r difficulties then as now," a mid-

ninete enth -century condition worthy of r e marking, as Bal tzell does,

in the e a r l y decades of the cu r r e n t cen t u r y. 18 Even as Emerson

taught such lessons a nd held the post of choirmaster, he a lso f ound

time t o conduct singing schools in surrounding towns. 19

Although quite involved in the mus ica l ambiance o f Sa lem ,

Emerson was n ow beginning to probe the a rea of c omp os i t ion a nd to

s e e to the publication of his music. Whil e he was e mp l oyed at the

Crombie Stre et Church, he compos ed hymn tunes and anthems, which

were frequently sung by his c ho i r and "heard by the congregation

17 Adams, Salem Directory (Sal em: Henry Whippl e and Sons,
185 3), 69 . Whether or n o t Emerson's partnership with Whitmore
continued t hereaf ter i s n ot a sce r ta i nab l e from the 1 85 3
directory.

18 Balt zell, "L . O.Emerson", 20 3 .

19 I b id .
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with high approval".w Perhaps motivated by this praise, Emerson,

at the age of thirty-three, compiled The Romberg Collection.

After residing and working in Salem for eight years, Emerson

moved back to Boston. There he accepted a post as organist and

choirmaster, under the Reverend William R. Alger, at the Bulfinch

Street Church where he worked for four years at a salary of $600 a

year. 2 1 While holding this position, Emerson continued teaching,

studying, and writing music. It was also at this post that he

produced his first successful song book, The Golden Wreath,

published in 1856 by the well known Boston publisher, Oliver

Ditson. n This collection was reported to have "struck the public

fancy," and forty thousand copies were sold in the first year

alone. 23 The success of The Golden Wreath not only secured Oliver

Ditson as his publisher but also brought Emerson his earliest

renown in the Boston hymn-singing community.

In 1857 Emerson moved from Boston to Greenfield, in central

Massachusetts, where he held two important posts. The first

position was that of organist and musical director at the Second

Congregational Church. Shortly after this, Emerson was selected to

20 Lorenz, "Dr. Emerson", 63 .

21 Hall, Biography, 46. While conducting research at the
Massachusetts Historical Society, the author found that there is
no church called Bulfinch Street church in existence presently,
nor does Bulfinch street itself exist today.

22 The established reputation of the Oliver Ditson publishing
company is attested by numerous entries in Dwight's Journal of
Music that mention the firm.

23 Lorenz, "Dr. Emerson", 63.
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head the music department of the Powers Institute in neighboring

Bernardston, Massachusetts. He held both positions simultaneously

for a total of eight years during which his talents as a composer,

conductor, and teacher matured. This maturation process, as far as

concerns his composing, manifests itself through the publication of

his second successful music hymn book, The Golden Harp. Compiled

in 1857, this was a Sabbath School book, a class of publication to

be discussed in Chapter IV.

with the success of the two previous books, Emerson published

his second purely church-music repertory, Sabbath Harmony in 1860.

This compilation was also a great success. It broke ground in that

it contained many hymns and anthems which Baltzell describes as

different in style from the works of his contemporaries and

predecessors in the field of church music.~ It was perhaps this

book that inspired Emerson's most successful attempt yet, Harp of

Judah. This hymn book, published in 1863, was successful in that

it had a sale of fifty-thousand copies in the first year.~

The popularity of Harp of Judah, helped decidedly to establish

Emerson as a recognized and respected composer. But despite his

flourishing career in composition, Emerson began to take a keen

interest in an occupation with a broader public appeal but now more

rural approach: the musical convention.

~ Baltzell, "L.O.Emerson", 204.

At a time when most

25 Ibid. A second source contains contrasting information on
the sales of The Harp of Judah; J.W. Dearborn (History of
Parsonsfield), 248, reports a sale of fifty thousand copies in
just the first three months.



28

c omp os e r s were using the c onv e n t i on s to launch the sales of their

own music books, Emerson's efforts indicate the contrary: his books

were al ready so successful that the c onv e n t i on s opened t o him.

Emerson was ca l led to the vocation of the musical convention

first in 18 62 while he was a n associate of E .H. Frost, a well -known

convention leader of the time. On this occasion, Emerson was

a f f o r de d the opportunity to conduct a musical convention in Keene,

New Hampshire. 26 The convention in which he began his career as a

leader was the Tenth Annual Session o f the Cheshire Cou n t y , New

Hampshire, Musical Institute and Conven t i on , one of the largest a nd

most distinguished of its day.

Emerson did not c ome by the prest igious post eas ily. There

was much opposition to his being one o f the conductors, opposition

attributable to his still not firmly established reputation. L.B.

Starkweather, one of Emerson's close a s s oc i a t e s , r elates the story

o f the prospective appointee's s election:

Your reference to L.a. Emerson causes me to write this
letter .... I have known him for n e a r l y sixty y ears - - three
years as his pupil, and then spending considerable time
afterwards in conventions with him in different parts o f the
country. I have always been in t ouch with him during this
long period. Outside of his immediate family, probably no
one knew him so well as myself yes, it was forty and
fifty y ears, when I was ac t i v e -- I knew al l of t he
p rominent l eaders and s oloists personally, including Bradbury I

Root, Baker, Zerrahn, Frost, Hamilton, Wyman, Palmer, Foster,
Sabin, Whitney, Pe rkins Brothers, e t c. a n d now they are all
dead. It may interest you to know more about the e a r l y work
or history of Emerson. When I first knew him the only book
which he had published that gave him a ny reputation, was t he
"Golden Wreath," which in its first o r original fo rm was not

26 E.H . Frost is listed among such well known convention
l ea ders as a re Carl Ze r rahn, William Bradbury, George Root, a nd
Benjamin Franklin Baker. See Lorenz "Dr. L.a. Emerson", 86. 0
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creative on his part but a compilation of works of other
authors, principally if not wholly. However it pleased .
. At Keene, New Hampshire, we always had an Annual Musical
Convention composed of t h e best singers and singing -school
teache rs, and we employed the b es t di rec tors in t h e c ountry.
In 1862 (I think), I suggested Emerson's name a s director to
the c ommit t e e o f five, who had t h e power to e mp l oy , but they
said "No, that he had no reputation as an author or direc tor
and it would not do." [sic, quote ] At the close of t he
session, when a n ew committee was ele c ted for the following
year, I managed to get two o f my and Emerson's friends on the
c ommi tte e , a n d two o thers were f or Root, but t he fif th man was
non- committal. Th e following spring, when the commit t e e
r eported for the director, it stood three for Root and two
fo r Emerson. I went f o rty miles to see the s trongest man for
Emerson and persuaded him t o go sixty miles in a hors e and
buggy t o interview the fifth man in Emerson's behalf . I think
he took a new book whi ch Emerson had just got t en out, as an
argument. At a l l even t s , the gentleman reversed his d ecision
and gave a let ter voting for Emerson. Th i s opened the way for
Emerson's r eputation, which was made a t that c onvention of six
hundred singers, the c r e a m of New England. He gave them
pointers in church music which they never saw before. Emerson
never forgot my efforts in his behalf, t ook me as a gartner
in one book, and made use of many o f my c ompos i t i on s . 7

Starkweather's report is accurate in that Emerson did indeed

r etu r n the year af t er he was originally denied and was given t he

position as one o f the leaders of the c onv e n t i on. In fact, he was

recalled a s an associate o f f i r s t t e ach e r , Benjamin Franklin

Baker. 28

Emerson was so successful tha t h e be came t h e sole c ondu c t o r a t

Ke ene in 18 64, and in 1865 he was addit ionally granted t he

privilege o f conduc t i n g with one of t h e most p rominent conv ent i on

leaders, Carl Zerrahn.~ Emerson went on t o conduct the succeeding

27 Lorenz, "Dr. Emerson", 86-87.

28 Baltzell, "L .O. Emerson", 2 04 .

29 Carl Zerrahn was a flu tis t who came to t h e Bos t on wi th t he
Germania Musical Society. He remained in Boston and went on t o
bec ome the c onduc to r o f the Handel and Haydn Society until 1898.
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sessions of the Cheshire County Musical Convention for seven years.

This highly rated first effort in the work of musical conventions

seems to have paved the way for the many appointments as a leader

that Emerson would receive throughout his long and productive

career.

Zerrahn also led such respected orchestras as the Philharmonic
Orchestra, the Orchestral Union, and the Harvard Musical
Association orchestra. He did much for the development of choral
singing. In addition to his orchestral conducting, he also
conducted the Salem Oratorio Society , and choruses of such
immense numbers as 10 ,000 and 20,000 at Patrick Gilmore's peace
jubilees held in Boston in 1869 and 1872 . He was a sought-after
leader of musical conventions and even converted the singing
school conventions held in Worcester, Massachusetts into thriving
Musical festivals. See H . Earle Johnson "Zerrahn , Carl," The New
Grove Dictionary of American Music (New York: Macmillan Press),
Volume IV , 1986, 592.



CHAPTER III

EMERSON'S CONVENTION WORK AND LATER LIFE

Th e New Hampshire State Musical Convention was officially

recognized in 186 4 at Con c or d and normally took place in the first

week of January. The convention was organized in response to the

desire of a pair o f Conc o r d music t e a c hers J .H. Morey and B.B.

Davis, who wanted to offer an opportuni ty for the singers i n

various parts o f the s tate to come together for one week; the goal

in mind wa s "mutual improv ement . " I This first Ne w Hampshire

convention was quite effective in attracting the state's chorally

i n c lined population; it trained a three hundred-voice chorus .

Emerson was called upon to l ead the c hor u s of this c onven t i on .

Again Emerson's performance proved to be a suc cess.

The second New Hampshi re Sta t e Musical Conven t i on was held on

J anuary 2, 186 5, once again in Con c o r d , at Eagl e Hall whi ch was

fi l led to capacity with singers . Emerson was recall ed to conduct

the chor us , that- -depending upon the source r ead- -numbered between

f i v e hundred and s even hundred and fifty voices. 2 By the

conclusion o f t he convention tha t number had grown t o nearly a

t hou s a nd . Emerson's performance was said to b e "beyond the most

sanguine expectations, I I and his ensemble was claimed to b e the

1 John S . Dwight, "New Hampshire State Musi cal Convention,"
Dwight's Journal of Music 23 (February, 18 65): 39 2 .

2 Baltzell, "L.O.
Hampshire Conv e n t i on , "

Emerson" ,
392.

204.
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l arges t gathering of singers in New England outside the Boston

a r ea . "

A portion of each day was dedicated to the practice of church

music. While Emerson conducted, h e would use his own book of

church musi c, Th e Harp of Judah. Th e rest of the day was divided

into the r ehearsing o f songs, piano and quartet musi c, and the

choral masterworks, Messiah, Creation, and Elijah. Emerson was

especially empathetic with his choir in their rehearsing o f church

music Dwight notes:

Mr. Emerson c onduc t e d the var i ous ex e rc i s e s with evident
s atisfaction t o the singers , and much c r e d i t t o himself. He
is especially happy in his manner of r endering c hu r c h music,
much attention b eing g i v e n t o the sent iment of words. 4

And such a c omp l i men tar y r eview f r om Dwight must have produced a

s eparate sat isfaction.

There were publi c performances on the evenings of January 4,

5, and 6 , with high compliments directed toward the c onductors a nd

convention managers by the c i t izen s o f Con c ord . Th e c onv e n t i o n

came to a n end on January 7, but there were announcements in t h e

daily newspapers that the entire body would temporarily r emove to

Bos ton t o give a con ce r t a t t h e Musi c Hall. Although the concert

in Bos t on never o c curred, speculation a rose that it undoubtably

would have brought a full house.

Th e thi rd New Hampshire c onven t i on in 186 6 gained its impetus

from the previous ye a r's a s t ou nd i n g suc cess, and onc e again the

3 Ib id.

4 Ibid.
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chorus's number increased, this time to over a thousand voices.

Emerson was the natural choice for conductor that year. Although

the convention was again successful, Emerson did not return to

conduct in 1867. He did, however, return the following year in

1868 and went on to conduct the New Hampshire convention for

several more years. 5

The peak of Emerson's convention career may have been

occasioned by the National Peace Jubilee and Musical Festival which

took place in Boston in 1869. Figure 3, appearing apocryphally in

the Parsonsfield history, portrays him at this height of his

career. Patrick S. Gilmore assembled the peace festival, which is

often referred to as the "Great Peace Jubilee. ,,6 With an orchestra

of about 1,000 members and chorus of 10,000 voices, this festival

was until then the largest ever seen in Boston. The jubilee lasted

five days and took place in a coliseum built specifically for the

event. The coliseum covered over three acres and at capacity held

50,000 persons. Among the audience members present were President

Grant, cabinet appointees, several governors, and numerous United

States military leaders. 7

Emerson conducted the gigantic chorus in a performance of his

popular hymn, "Sessions", from his first hymn book, the Romberg

5 Baltzell, "L.O. Emerson", 204.

6 Hall, Biography, 46.

7 Leonard Burkat, "Boston," Stanley Sadie and H. Wiley
Hitchcock, eds., The New Grove Dictionary of American Music (New
York: MacMillan, 1986), Volume I, 265.



Figure 3

PROF . l .O.EM ERSON.
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Sketch of Emerson at the height of h i s career
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Th e chorus was ac companied by a n o rches t r a of two

hundred members and a great pipe organ. 8 The success of the

c onvention was not t o be repeated by its s equel, t he World Jubilee

and International Musical Fes tival o f 1872. That festival, a n

which Emerson did not participate, f e a tured a n orchestra of 2 ,000

a nd chorus o f 2 0, 000 in productions t hat might b e described as

overwrought. Perhaps the previous Pe ace Jubilee could at tribute

its success t o t he hundreds of s till earlier musical f estivals

being held in New England and a r ou nd t he country. Gilmore's Pe ace

Jubilee c e rta i n l y offered t he larges t e n semble and audience that

Emerson had ever worked wi th, and his successful performance j u s t

a s certainly exhibited his t a len ts as both a c omp oser a nd

conductor. Indeed, his interpretation was reported to b e "sublime

b eyond expression . ,, 9

The next de cade saw Emerson r emain in Massachuse tts to

participat e in t he Worces t er County Musical Association's

conven t ion . The location of this conv e n t i on , the New Hampshire

Convention and Bos ton's Na tional Peace Jubil e e a re shown in Map C.

The main obj ective of t h i s festival was to e levate t h e stature of

t he church choir, and, year after year with t h i s purpose, a f ew

s elec tions from p opular ope ras and oratorios had helped c reat e the

8 The numb er 200 is given by Hall (4 6) bu t whether o r not
this is a contingent of the 1 , 000 total instrumentalist fo r the
g rand festival is uncertain.

9 Hall, Biography, 4 6. Fu rthe r p r aise of Emerson's
performanc e in this grand ev e n t has not been found . Even
Dwight's does not mention Emerson in his cov e r a g e o f the Gr eat
Pe a c e Jubilee of 1 869.
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convention 's own special history. Its first session , in 1857, had

been conducted by Charles Hamilton, a well-known convention leader.

Hamilton conducted for many years and invariably steered the focus

of the convention toward change . No longer would easy church music

alone dominate a musician's studies; participants would have the

chance to study entire operas and oratorios in addition to the

customary fare of anthems, chorales, and songs. Not unlike many

conventions of the time , the worcester version grew in popularity

each year until its program became of the largest of their kind in

New England.

With his reputation as one of the most prominent convention

leaders firmly intact, Emerson once again crossed musical paths

with Carl Zerrahn. This time they conducted together at the

fifteenth annual Worcester County Musical Association in October,

1872. Perhaps owning to their dynamic joint effort and their

reputation in the field of musical conventions, both were recalled

to co-direct the Worcester proceedings the following year.

The 1873 events occurred during the second week of October,

opening on Monday morning and closing on Friday evening. Mornings

were devoted to study, which would continue after each day's

matinee performance and on Monday and Tuesday evenings. All other

evenings were reserved for performances. The afternoon and evening

of Wednesday were reserved for performances by the New York Glee

Club, their specialty being madrigals, glees, and English songs .

The Glee Club was divided into two sections, one of all male voices

and the other a mixed-voice chorus. The convention chorus joined



the two sections of the Glee Club in performance.
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The combined

ensembles performed a few selections from Emerson's latest hymn and

anthem book, The Standard, published the previous year. Dwight,

accustomed to berating the convention's fare, praised the mixed

chorus, noting "the perfection of four-part singing, being evenly

balanced, the voices blending perfectly, the enunciation good, and

the shading exquisite." 10 The sixteenth annual festival of the

Association was highly successful financially with receipts

totaling $4,500, a success far surpassing the previous festivals.

But it was the opinion of some of the performers, members of the

audience, and critics that the musical program of the sixteenth

Worcester festival was not as tasteful as the previous years.

Although reports on the performances were glowing, a few negative

comments were, nevertheless, circulating. Complaints were being

uttered that the music was too simple or too ordinary. Dwight,

with customary disgust, commented that some of the repertoire that

the singers performed was no more than "everyday hackneyed

songs. ,,11 After the convention association stomached the

criticism, it decided to add a concert, within the convention week,

which would feature more music of a class that Dwight and others

were calling 'historical', by which they meant featuring European

masterworks.

Perhaps the most special musical convention for Emerson

10 John S. Dwight, "The Worcester Festival," Dwight's Journal
of Music, 15 (November, 1873): 115.

11 Ibid., 116.
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occurred in late August, 1885, when he offered to conduct a three­

day event in his hometown in Maine. He donated his services in

honor of Parsonsfield on the occasion of its Centennial,

complemented by a special convention. Although the site for the

main activi ties was a spacious place called "Piper's Field" in

north Parsonsfield, the original site in mind for the events was

Emerson's birthplace, Elmswood Farm, located on the western side of

Parsonsfield, near the New Hampshire border. (See Map A in Chapter

I). Elmswood Farm had been completely renovated and was now owned

by James W. Cook, married to a great-granddaughter of Parsons; its

state in 1884 is seen in Figure 2b. Cook generously offered his

estate, rebuilt at "a large expense," for the Centennial, but the

organizers decided against the site because of the difficulty of

access. 12 The organizing committee is shown in Figure 4.

The Parsonsfield Musical Convention took place on August 26,

27, and 28. Its main purpose was for "drilling" a chorus for two

"grand concerts" to be given as part of the Centennial events and

the Centennial commemorative music on Saturday, August 29. Emerson

was aided by another conductor and native, Dr. J.T. Wedgewood, of

Cornish, Maine. The pianists of the Parsonsfield convention were

Elizabeth U. Emerson and Rosa K. Wedgewood, daughters of the two

conductors. 13 The two special concerts took place on Thursday

evening at eight 0' clock and Friday at three 0' clock in the

afternoon. Figure 5 shows an advertisement for these concerts.

12 Dearborn, History of Parsonsfield, 4.

13 Ibid., 4, 6.



10

Fi gu r e 4

Offi8ers of General Ccmmi:':'99.

J . \\. Dzxnnonx, Chai rma n; J ohn W. P I PEn, Rec. Sec.;
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Prof. L. O. Emerson , Boston, )Ia ~ s .
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Mrs. Joseph
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E. A . S ma rt.
D. O. Diazo.
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E. E. Lnn!.
D. H. nin. Sand w icb, N. H .

:.I li s.' :ll a rgar et Bull uck .
•.1 . II' . Piper .
Rub er ts .

Executive Commit.tee.
J OH ::i B E X XETT. L. T. STAPLE~. C. F. Ssxnonx,

E . S. I\' ADLEIGH . J . II' . Dn x n non x .

General Ccmrni t tee.
D ominicu s It icker,

- Sa Il1\l(" 1 .\ ler . ill ,
Gilulltll Lougee,

C. O. ~lIre,

Hon. C. F . Sanborn ,
T . 'V . Bur n lmm ,

.io s. wedge wood,

I vory Fp IIO Cr"-OIl ,
H . G. 0, ,'," it1l .

J oli n W . Pi per .
E bclI 1'0.'5.

O. R. (' hurch ill ,
E . S. ' '':\<l lt' ;g- h.

S. H . C\ l1t lund ,', til.B . lHl"t'i s ,
L ut her ;\ 0:\1.
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Ge o, I'. Un"is,
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S. G. De nr bor n ,
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J . W. T ru-worthy,
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- Hon. AI"t' :lh Doe,
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J olJu I\ cal,

D r .•1. '''" . Dearbo rn ,
Dr. ) l O ~ t ~~ 1.::. g went,

He v, I.. T. S'nple,',
J OIJl1 Hen ue tt , Esq .

· J OUII U . .vrnes,
"H on. .l ohn Bra ckett.

'I'lius . B. weutwort h .
Ch:>.s, A. R a nd,

S. F. I ' t-r-rv,
J o:;) . .u oulton ,
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H . L. ;\ l e rrii l,
A . U . L eavlt t,

J . A . r pn, o.
J 01111 C. Pnrson s.

Cha~C B Ollt ld l\ ,
T. S. Chu rc h-Il,

Mar:-toll Ames,
J:i. II' . rotcord ,

E . E . Lor d,
- Drc eoEl ed.

A P raise service on th e Sabbath , AIl~ . :l0. led hy Prof. Eme rson. follow ed by
se rn. on by Hey. R. n . CODwe ll, of Ph itadetphia, commencing at 10.3UA . ll.

The organizing commi ttee for the 1885 Parsonsfield Centennia l
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J OH X BEXXETT. L. T. STA P LE S. C. F . SAx nO RX.
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D ouu uicu s Hickel',
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C. O. ),"lI h ' ,
Hon, C. F. Sanbo rn,

T. 'V. Bu rn hnru ,
JO::3 . \r edg~wood ,
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O. R . Church ill.
E . S. \ I"a<l lc;gh .

S . H . Ca rt tand,
'\\w. H. Duvi s,
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Jacob Taylor .

S, G. Den -b orn ,
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J , YV, T'ru ..worthy ,
J er e lub h Hn ll uck ,

Thow "" U. Hu ntress.
wm. E. ;\[on lton.

J oscpn P ;H "pn:"
\\ i ll i:tI1l K . Doe ,

- H cu. Alv:d) D oe ,
Rober t T. H I:17.0 J Esq .

Tl1o<. C. Rand iii,
Israel Bnn k s,

J ouu i\ea l,

D r. .1. W. Ln-nrborn ,
D r . ]'l o ;ol ~ :- I'::. Swpat ,
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.Johu k t:lllIett, E:-q.

-J {)UJI :\1.•\ me-,
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Chase BOlllh h"
T. S. Chu rch 'H,

M a r~ t o n Ames,
H . II". co tcord ,

E . E. L ord,
· D eceneed .

A Pr ais e se rv ice on th e Sab bath , A Uf:. :l0. lerl by Pro f. Emerson . fo llowe d by
scrCLOD by Re v, R. H . C OD well. of P h iladelph ia , co rume uc ing at 10.30 A . :.1.

The organizing committ e e f or t h e 1885 Parsonsfield Centennia l



Figure 5

I n honor of Pa rson sfield' s Centen nial, which is to be celebrated a t North
P nrso usf ield, ~j e., August 29t b, the re is to ue a

GRAND

PREPARATORY MUSIOAL FESTIVAL,
- ,.\ T -

EASlf. PA RSElNSF1Eld3,

AUG UST 2 6 th , 27th and 28th.

DIRECTORS :

Prof. L. O. Em erson, of Boston, Mass.
Dr. John T. W ed gewood, of Cornish, Me.

Soloist, Miss Alice Crouch, Boston.

P IAxrSTS:

Miss Elizabeth U. Emerson, Boston.
M iss Rosa K. \rVe'dgewood J Cornish Me.. ,
Exercises will co mmen ce 0 0 'Wed nesd ay, at 10 o'clock, A,~I ,

TWO GRAND CONCERTS.

T E1 r; R SDA Y E ITE" at 8 0 ' clock , and FRIDA Y AFT' N, at 9.

All singers a re cordially invited to join the cho rus, and par ticip a te in the
festivities of the occasion , [ree .

Concert T ickets, 25 cts ,

It is hi ghl y im portant that all who contemplate joining the chorus, sh ou ld be

present at its organization, on Wednosd ay, August 20tu ,

Advert isement for the Parsonsf ield Ce n ten n i a l c o n cert s

41
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On Saturday , Au gu s t 29 , the main exercises o f the Centennial

tookplace. Emerson c ond u c ted the c h o r u s in a performance of his

anthem, "Praise the Lord", Rossini's "God of Israel", and Handel's

"Hallelujah Chorus". Emerson's tune from his hymn, "Sessions", was

performed with a t ext written f o r the occasion by Frank Herbert

Pe ase. 14 Figure 6 displays the e n t i r e program, including these

v erses, f o r the exerc i s e s on August 29 . The day 's ac tivities

concluded wi th Emerson 's l e c t u r e e n t i t l e d, "Mu s i c and Musi cians of

Parsonsfield," which is discussed in the next c ha p t.e r c !'

The Centennia l c elebration closed on Sunday , August 30 , with

a chur c h s ervice led by Emerson whi ch was followed by the Reve r end

R.H. Conwell's s ermon. Th e performan ces and the Centennial

exerc i s e s were r e p o r t e d to have been quite successful and the

townspeopl e impressed. They were p roud to have their distinguished

professor returned horne to c ondu c t t he musi c o f all the

festivit i es.

Emerson's reputation as conven t ion l eader, much like the

musical convention i tself, continued to grow. His advi ce was

regarded as a treasured word among the ranks of soloists, vocal and

instrumental, music t eache rs, and other c onvention leaders of

comparable esteem. It was e s teem f or Emerson that produc ed

invitations to c onduc t ou t s i d e New England, ev e n out s i de the Unit ed

14 Frank Herbert Pease , a native of Parsonsfield a nd a
graduat e of Tufts Col leg e , was an a c complished writer of v erse.
His c entennial hymn was a n especially diffi cult p r oj ect in that
he had only twenty four lines into whi ch t o put a cen t ury ' s worth
of history. See Dearborn, History of Parsonsfield, 445.

15 Dearborn, History of Parsonsfield, 7.



Figure 6

O R DE R OF E XERC IS E S .

:'J USI C, CUAXn LEU'S I3 .~ :.v D. P o rt la nd, ~Ie.

,\DDRESS OF WELCO )IE, DR. .1. W. DEAllll n p.X. P rc s idcnt of the Dny.
IX VOC.-\T IO;'\[, HEV. IV)I. R ICKElt T W) )IP:'t.l X.

~I I:S IC, Festival Au th ern, " Prrl.ise t ile Lord." (L. O. Em erson. ) CUOllL:S.

·' S l:.ID L U I Y OF GB .~XTS .xxn S UI:VEY S. E .'..TI.LY S F.TT L DI C:;TS. H. G. O. S) [lTIl .

"'A CT UF I " COl:l'O GA TIO :c-r .l.XD OR G.·L,IZ.l.TW N , H. G. Q. S)I IT U.

)I '(; ~IC, " God of Israel," (Ross iui .) C UIlHl:S .

O [C\ T IOX, Hox. J.l.)[I ·;s W . 13r: ,U >); l:llY .

)['(;SI C, ClIA" l) LU:'~ B.• x n ,

AG IUCULTURE OF PA.RSO~SFIE LD, J OIlX Tl:CIC

SC{'lOO LS OF P .-\1{SO);' SFIE LD , H Olt..l.CE PIPEn, .... ,1. . LL n,
)I USIC, Sel ected.

R EFRESHMENTS.
CIO ::\D L :·;:: '5 D.-\. "D .

.JU5. HIl-liER . u.n,
C UUI: t; S.

E u:.v . L. D. ~I. S" ·EAT.

(Ha nd el. )

HJ::v. L . T. ST.-\rLEs .

[-1. L. S l '..l.I'I.E5 , ... . ) 1.

P RO F'. G. H. Rrcx s n .
PR() F . L. O. E )IEH50X .

J .l.ll ES :\.I. BCZZ ELL , )[,D.

CH UIW 5 .

P OE)!,

.'llUS IC,

t L AIVY ERS OF P.\RS OXSFIELD,
) I'(;SI C, ,. Hallelujah Cho rus ,"

P Il YS!C I.-1.~ S OF PARSO~S FIELD.

)ll~ER.\LO (~T .\ .\"D G EOLOG Y OF THE T On';'\[,

r.r: ~U.[lKS OF C EL E BRlTES.
)IUSl C, (Orig' na l Hyrn u.) T u ne , "Sessi ons ."
P .-\lbO\'"SFI !!:LD SDII ~ A RY A~D PUPILS,

:\.I USI C A~D .'lICSICL\~S O F P .\R::30~S [i'IELD,

M USIC.

CO LL EGE GR .-\DIJ .-\T ES,

MUSIC, " Ha il to Thee, L ibe rty, "
" CH URC HES AXD .'lII~ I ST ERS,

)I USW, (Selected )
f Puoun uss OF S CIJ::S CE FOR T HE L .l.S T H UXDR E D YE A R S,

Prof. C. F. I3GA CK ETT. A..x . , LI..D.

Mns, Is.a non n E. :\.I E!WI LI..

CHA SULi:r: ' S I3A .\'J) .

HYMN.
In the broad fo rest ts t r:\ck l t~~:' wild,

\Vit '} rea d, hund a.nd hear ty ch ee r ,
Our {:t t h Hr:i c lt·;\.red their ru~g~d ! Hl'll1 ::,­

T heir Ii u uible homes the y bui lded u e re .
H ow ~hil n ~ud the lil lie ! How changed til e scene!

\t"here once t lie ir -t ur -Iy axe" run g!
Ab ove tile fo re ~ L · '" d OCl llly shad e ,

A busy town to li fe Ul\:'l sprur ur,
I n tll ..e fa ir tle lds, tirs t t ill ed by them ,

Wt tb :;:-:'ltc ful h l! :l. r t ~ we :ling: o u r lay.
That rucur or -y ma y t heir wor th pr eserr»

\\'heu we , like thew , tJ:lXC passed a way .

o mea dows green ! 0 f riend ly tr'().)il :
Each hnpp v bird. a n ti l U ll l'lI ' U l':l1:: ril l.

E ach b rpl..' !.t' tlia t ., w l · ep ~ t!lroll ;.!!1...! ~d : b g piues,
Our t ee le~ .., :itll ib dorh $wct.,tl:; HiI":l1.

Here finit we ~ : I.W thp light 111' da y I
Our lisui rur p ra yer \Vt~ u ic ht ly ::iliid ;­

In yo nd i-r, ~acr~d. ~dc : ,t ~ : ll l t ,

Li es many u loved ou-, Ion:.; sin e- dea d .
o Faith that c rowned o ur sires of old,

H~ w ith U~ i ll euc h (~ u lU l n:.:- Yl!a r.
\\ ' h i le o t hers '';0111e aga 111 to Ii ntl

'I'h etr joys , thei r lt O ~.H~~1 a tu l memories. here.
-Fn,d.:H\: HEHO ER T P"f:.·\sE.

• See H isto rv of Pnr sonsti e hl, P ar t JI .
t ) 11 th e nh-e nc - 1It I'mf. Hrnckett., re - pomted to by Re v. R. H . Conwel l. of Pur lad elp uia .
+Pape r oy P . W . }lclntlre, Esq., of Portla nd.

Pr og r a m f o r the Or de r of Ex e r c i s es, Au gus t , 29 , 1 88 5



44

States. 16 Other conventions led by Emerson included the Northern

and Western Vermont Musical Association at St. Alban's and

Middlebury, the Northern New York, the Wisconsin State, and the

Penobscot Musical Association in Bangor, Maine. 17

In addition to his many other talents, Emerson was also a

noted lecturer. Lowell Mason arranged some appearances for

Emerson, most likely in the early years of his career, as a guest

Le ct.ur'e r i " As Emerson's convention activities decreased (along

with the decreased interest in conventions on the national plane) ,

he took time to speak to New England's young vocalists and

instrumentalists. His best known lecture was liThe World of Music"

in which he traced the origin and progress of music. His lectures

are discussed in Chapter IV.

Emerson's residences during periods when he led the life of a

musical circuit-rider are not always known. Before his

Parsonsfield homecoming he resided, perhaps briefly, in Boston.

His name and profession as a teacher of music appear in an 1880

listing at : 281 Columbus Avenue. 19

In 1888, Emerson was invited to head the voice department of

the Findlay College Conservatory, in Ohio, where he taught solo

16 Ibid.

17 Ibid.

18 Carol Pemberton, Lowell Mason His Life and Work (Ann
Arbor: UMI Research Press, 1985) 185, 93.

19 Boston Directory Embracing the City Record and a Business
Directory (Boston: Adams, Sampson & Company), 1880. Emerson's
name was not found for any other year in Boston.
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singing and served as choral director. In 1990 it became the

Universi ty of Findlay, but exactly a century earlier when it opened

(on January 1) it then already had a respectable enrollment of

eighty-four students. 2o Emerson was happy to accept the position,

but he had reservations as to whether a vocal department would

succeed. These fears were soon dispelled as his amiable and

distinctive teaching style gave the department permanency.

Although Emerson only taught at Findlay College for the 18 90

academic year, he made a favorable impression on the institution's

music department. The academic schedule not only brought new

teaching experiences for Emerson, but also learning ones and

resultant honors. Emerson received the honorary degree of Doctor

of Music in 18 90 from Findlay College. His lectures, ideas, and

teaching methods at this school are reviewed in Chapter IV.

Even in his later years, Emerson's composing career did not

falter. He produced a music book entitled Emerson's New Century in

1899. Other late works include The Coronet of Song (18 95) and

Singer's Favorite (1899) His Mass in C, composed in 1898, and

later his Mass in B-flat, in 1900 were b oth late works that give

writt en testimonies of Emerson's unwillingness to abandon his goal

of elevating the standards of music.

At a later unascertainable year Emerson moved to 182 Fairmount

Avenue in Hyde Park south of Boston, where he spent the rest of his

w The Fourth Annual Catalogue of Findlay College
(Harrisburg: House of The Church of God, 188 9,) 35.



life. 2 1 Figure 7 is recent photograph of the house .
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He remained

active and healthy even in his last years; he suffered only from

failing sight and hearing. He celebrated his ninety-fifth birthday

on August 3, 1915, in good health, yet only a month and half later,

on Wednesday, September 29, he died from pneumonia.

stated that his death was quite sudden:

His obituary

L.O. Emerson Dies Suddenly. Veteran American Composer
Succumbs to Attack of Pneumonia After Only a Brief Illness .

L.O. Emerson, the veteran musician and composer, died
suddenly this forenoon at his home in Fairmount Avenue.

Mr. Emerson was in his accustomed good health and was
qui te active and vigorous for his advanced years, but a
slight cold, which became evident Tuesday, quickly developed
into pneumonia, to which he succumbed. Up to the moment of
his death the venerable man retained his consciousness and
interest in his surroundings. n

The characterization "active and vigorous" may serve as a fitting

epitaph, since, as Figure 8 shows , there is none on his gravestone

in Cambridge's Mount Auburn Cemetery .

21 Written correspondence to the present residents at this
address in hopes of information on the house or Emerson,
unfortunately failed to bring response.

n Obituary, "Emerson," 1915.
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Photograph of Eme r s on' s Hyde Park Residence , Summer 1 993



Figu r e 8

Eme rson's g rave in Mount Aubur n Cemeter y , Ca mbridge ,
Massachusetts
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CHAPTER IV

EMERSON'S CONCEPTS; HIS REPUTATION

Alongside pioneers in America's music education L.O. Emerson

played several largely passive, though not unimportant roles,

especially through his thoughts about music and his concepts of its

art and craft. The significance of one of these roles, the musical

convention, lies in these conventions initial exporting of music

and music education from the Boston area to people in the remotest

parts of the country. But more importantly, the musical

conventions brought about the growth of music throughout the nation

and swelled the ranks of teachers and musicians.

Lowell Mason's musical conventions were initially destined for

people in rural areas. These people did not have the opportunity

to get to cities like Boston to receive a more formal music

education. Emerson upheld this point of view, but he also believed

that musical conventions should travel to towns more substantial in

population. Emerson fel t that larger towns often provided the

common meeting place for many of the small villages and their

surrounding countryside. In his view, larger country towns were

those with a population of at least two thousand persons. With

that population the convention reached a substantial number of

people at one time and insured financial stability. Along with the

town's population, the conventions drew from the surrounding areas,

and the result was a larger number of people--whether performers or
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These rural country towns, with their

combined population, yielded many members from the local chu r c h

choirs. The conventions provided an opportunity for many of the

choirs to sharpen their singing and note-reading abilities,

bringing into their fold many pleased and supportive clergymen. 2

The type of convention that Emerson helped institute lasted

either four or five days, with three daily classes. Emerson

followed a basic schedule with mornings being devoted to exercises

in voice culture, which involved tone production, articulation,

breathing, and vocalizaton. There followed study of church music,

its meaning, style and interpretation of text, and subsequently the

implementation of the music with particular emphasis placed on

church mus i c . Afternoons and evenings were devoted mainly to

intensive chorus practice in preparation for the concert given at

the close of the convention.

That critical opinion such as the words of Dwight which

berated the Worcester Association's convention could counter public

taste brought about problems for conventions, plunging Emerson into

a torrent of uninvited and unwanted polemics. It was often the

view of critics, more so than the public or performers, that the

music being performed in conventions of the mid-nineteenth century,

I Emerson did not solely cultivate such c onv e n t i on s .
However, his support and unquestionable talents helped the
leaders make this type of convention a success. Ample evidence
of this interest has been shown in the earlier discussion of the
New Hampshire Musical State Convention, which took place in
Concord.

2 Baltzell, "L.O. Emerson", 204.
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was tasteless and cheap. Dwight's Journal of Music went so far as

to launch a personal attack on such prominent figures as Lowell

Mason and I.B. Woodbury along with many ranking convention leaders

of the time, reportedly including Emerson. 3 Compelled to some sort

of rebuttal, Emerson wrote a lengthy letter, entitled "The Work of

Lowell Mason and Assistants. "4 This defended his own and including

Mason's colleagues' compositions and convention work, against

potential future attacks. Its tenor is that Dwight does not do

himself a favor by deploring the very sort of musical activity that

promotes his own campaign for improving musical taste.

So it was Dwight's Journal of Music that said Lowell Mason
and other psalm-tune writers were degrading and cheapening

music? Well, we could not have expected anything better
than that from that source, for Mr. Dwight was not in sympathy
with the good work we are doing.

In reality we were doing more to help his cause than he
himself was doing. He could talk about the musical
giants of the past and of his own time, if there were any,
criticize the performances of their music, the soloist, etc.,
which was all very well.

While he was doing this, we were carrying the best choral
music of the various kinds, from church music to the oratorio
and opera, and also the best soloists obtainable, to thousands

of musically hungry singers and people allover the country,
teaching them how to render it and giving them opportunities
to hear the best solo singers of the country.

If this kind of work was degrading and cheapening music,
then revive the convention and musical festival and let the
good work go on, for it is still needed .

If thousands of singers who attended these festivals and
the greater number of thousands who attended the concerts,
could speak with one voice, they would send up a shout in

3 Although Lorenz's article references the attack made by
Dwight ("Dr. Emerson", 86), research of Dwight's Journal of Music
has yielded no information containing this attack in any volume.

4 Lowell Mason's "assistants" are not named in Emerson's
letter to Dwight but it can be assumed that among them such names
as George Root and Benjamin Franklin Baker were intended.
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their favor that would be heard across the continent.
When Lowell Mason organized the Musical Convention in

Boston and carried it from thence into the country, he set in
motion an influence that for forty years or more did more to
make this nation a musical one than anyone thing else has
done. [emphasis mine] 5

And Emerson never ceased to emphasize the important role that the

convention played in the musical history of the United States. In

his words:

The conventions and musical festivals have been one of the
greatest factors in the growth and development of music among
the American people. I believe that they did more in their
day than anyone other influence toward making our nation a
musical one by creating a greater love for music, and bringing
the whole of the people into active sYmpathy with it. They
did much to elevate and dignify music as an art and to educate
the people to understand, appreciate, and enjoy the very best.
Of course, the many choral and instrumental organizations,
opera companies, the thousands of concerts given by the great
artist [sic], the numerous schools of music have all been
great factors in bringing music up to its present high state
of cu.l t i.va t i.on ."

By the late nineteenth century, conventions were no longer in

demand, with the exception of a few towns where music education had

not yet colonized. Activities of this kind were gradually being

replaced by public schools that took responsibility for teaching

elementary music. Although music education then became more

readily accessible to the masses, Emerson still felt there were

flaws in the new system.

Emerson felt that the note-reading of public -school singers

5 Lorenz, "Dr. Emerson", 86, also Frank Metcalf, American
Writers and Compilers of Sacred Music (New York: Abingdon Press,
1925,) 216. However, Metcalf states that Emerson's reply to
Dwight was made in 1916, the year after Emerson died.

6 Baltzell, "L.a. Emerson," 204.
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and choirs was not as accurate as tha t instituted by the

conventions. He felt that newer-generation singers were "less

certain of what they should do."? They faced increased

difficulties. Compared t o anthems performed in the c onv e n t i on s ,

"modern" church anthems were more chromati c and modulated more

freely, allowing a far greater margin for e r r o r . Given a

listener's greater expectations of the latest choirs, Emerson

claimed that t h e s e newer singers were not exceptional even in the ir

performances of the large -scale works of Haydn, Handel, o r

Mendelssohn, as the singers of the previous forty or fifty years

had been. He even thought that the then antiquated singing

s chools, in session before the emergence of the c onv e n t i on s , had

produc ed better singers than the public schools were producing.

Al though Emerson was pleased with the "present high state"

that music had at t a i ne d by the turn of the century, he was

disappoint ed in the shift of attention from church music to popular

s ecular music of the day. It was his l ifelong purpose that t h e

church music, which was then being neglected, should raise its

l evel of quality and its standards. Ba ltzell reports tha t when

having a conversation with Emerson on American c hu r c h music, it was

quite evident t ha t the subject lay "close to his heart. ,,8 Emerson

allowed his energies for the elevation o f church music to carry him

to the "highest rank a mong those who loved the pure and beaut iful

7 Ibid.

8 Ibid.
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Appendix I bears testimony to his feelings on this

Emerson's love for church music remained unshakable,

while Mason's interests had begun to shift toward the secular

concert camp. Such devotion to church music was even reported to

be the cause for Emerson's refusing Mason's requests to become his

associate."

In addition to his many talents, Emerson was also a noted and

sought-after lecturer. Perhaps his lectures served as an

opportunity to express his opinions about many different aspects of

music; subjects ranging from its history to its moral character.

Emerson's most recognized lecture was the unpublished "The World of

Music. ,,12 In it he explores the origins and progress of music and

furnishes some fine examples of this development derived from the

lives of great composers. In this lecture Emerson expounds upon

several topics: "the design of music; how it has been prized in

every age of the world, among all nations; its power in the church

and state and the need of its influence in the family." 13

9 Ibid.

10 Appendix I quotes the part of the article by W. J. Bal tzell
entitled "Mr. Emerson's Tribute to Music."

II Hall, Biography, 47.

12 After a series of searches for this lecture, coupled with
the fact that it is mentioned in only one of the sources
obtained, the author has assumed that this document was never
unpublished. There has been very little found about Emerson's
lectures themselves or even specific dates. It is particularly
disappointing that the Emerson upon whose stature as lecturer
Margaret Fuller glowingly comments, as quoted in Dwight's Journal
of Music (March 25, 1871), seems to be Ralph Waldo.

13 Dearborn, History of Parsonsfield, 249.
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It is assumed that Emerson did much of his lecture work during

his prominent convention career. Appendix II quotes in toto an

admirable lecture delivered near the end of this career: "Music and

Musicians of Parsonsfield" for Parsonsfield's centennial

celebration. 14 Even though beyond these data little is known about

Emerson's lectures, it is clear that he must have been a dynamic

speaker from the repeated mentions of his name in the realm of

lecturing.

By the late nineteenth century more and more colleges were

adding music to their curriculums; Findlay College was no

exception. Findlay College's administration thought of music as an

art wi th a "ref ining influence." 15 Those persons seeking a higher

education in music or wanting to become professional musicians were

expected to know the music's subject matter and understand its

history. Following this demand, conservatories were emerging

throughout the country. Thus, when the Findlay College

Conservatory was formed, its aim was to provide music students with

a concentrated program of music courses rendered by instructors

with national reputations.

Under Findlay College's religious aegis, its conservatory

sought to guide its pupils in a virtuous and religious direction. 16

14 Dearborn, History of Parsonsfield, 163 -164.

15 Catalogue of Findlay College, 34.

16 The Fourth Annual Ca t.a.Locrue t s cover states that the
College was established by the General Eldership of the Church of
God in North America. Further, on page 35, this part of the
college's
mission is stated as follows: "the College being under religious
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Moreover, the College's supervisors felt it important for music

students to be well versed in literature and science, which were

seen as a necessary component of a complete musical education.

Perhaps it was these ideals combined with the religious principles

held by the Findlay College Conservatory that persuaded Emerson to

answer the call to head the voice department, teach solo-singing,

and direct the chorus there for a year.

Emerson was very well received by the students and faculty

alike. His drills in articulation and pronunciation were thought

to be educational, artistic, and distinctly his own. It was

reported that he was able to turn "weak and uncultured voices into

full, round and resonant" voices in a matter of one year. 17 The

following excerpt from the 1889-1890 catalogue is an example of the

college's expectations and opinion of voice culture and a few words

about Emerson and his reputation.

The full development of the voice is considered a rare
accomplishment. We are at sea, so to speak, when we endeavor
to fully estimate the power of song. It is a gift that we are
unable to appreciate to the extent that its place in art
justifies. Although the gift of song is a natural power, yet
it requires judgment and discretion on the part of the
teacher, coupled with experience and culture, to bring forth
its capabilities, and mold it into a full, round, smooth,
powerful, and symmetrical form. All adult voices are more or
less defective, and, therefore require well-directed skill to
place them upon a plane which will claim the recognition of
the cuI tured in song. The voice department is under the
personal supervision of Prof. L. o. Emerson, and with due
propriety we shall christen the department "Emerson's School
in Singing. II We need no word of commendation in presenting

influences, and governed by religious principles, affords
security and gives strength to the student in moral and religious
training."

17 Catalogue of Findlay College , 36.
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the above name to the pUblic. A name known to all musical
people through the many works which he has edited. All of
which have gained an immense popularity by their general worth
and practicability. Encomiums are useless under such
circumstances. Suffice to say, that the best methods are
used in voice teaching. 18

In Emerson's work with the chorus of Findlay College he

selected works of the masters, and the experience of performing

them was open to anyone in the voice department. In fact, anyone

in the college able to read music was admitted to the group without

cost. It may have been more than Emerson's adherence to standards

in teaching voice culture that enhanced his reputation in these

later years; it may have been his congeniality and his personal

code of conduct that won's student's favor and respect.

Luther Orlando Emerson was not a large man; he was average in

height and quite thin . But he was a man of large reputation.

Words such as "vigorous", "passionate", and "dedicated" reappear

endlessly in descriptions of him. It would seem that almost every

composer, musician, teacher, and conductor in the New England area

knew Emerson personally or by reputation. He was known for his

friendly disposition and magnetic personality. One colleague even

states that "there is personality in every inch of Mr. Emerson's

body. ,,19 Lorenz, another colleague, paints a somewhat less

positive picture of the great conductor in his early convention

days:

He had no weight and dignity of manner, but was nervous,
vivacious, witty, a little self -conscious in manner, all

18 Ibid., 36 - 37 .

19 Bal tzell, "L. O. Emerson," 239.
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traits that found the old, sedate generation of New England
singers a little suspicious and unresponsive. But they were
responsive to his music and presently began to realize a man
with a message, a man who stood for musical feeling,
religious ~enuineness, and keen insight into fundamental
principles. 0 [emphasis mine]

Although he initially seems to have had this nervous and

unprepossessing disposition, over time his dignity and poise seem

to have grown so much that he would be at ease around large groups

of .s i ng e r s whose attention he held rapt.

Emerson was an expressive man and did not hesitate to expose

his enthusiasm for music. His ardent emotion brought by music is

clear in his letter explaining how he wrote his famous anthem

"Guide Me 0 Thou Great Jehovah":

I was glad to see 'Guide Me a Thou Great Jehovah' [in a new
book we had just issued]. Very often, as I lie awake nights,
and I do hours every night, my mind goes back to the night
when I awoke and the words, 'Guide Me a Thou Great Jehovah,'
were on my lips. I can never forget how I felt at the time.
It was dark yet there seemed to be a halo of light in the
room. It really seemed that God himself was in the room; and
he was there, by the sweet influence of his Holy Spirit, and
helped me write the anthem. For years afterwards, when I had
that anthem sung by my choir or a convention chorus, I could
not repress the tear drops from coming. It moved the whole
chorus, too.

When I told Dr. Lowell Mason about it, he said it was
really an inspiration from God. 2 1

and the guidance behind his tune "Sessions":

So was
Savior
being.
and to

old 'Sessions.' I am as conscious that God and my
have helped in my composition as that I am now a living

ah, what do we not owe to God, our Heavenly Father,
Christ, our Savior?n

20 Lorenz, "Dr. L. a. Emerson," 64.

21 Lorenz, "Dr. L.a. Emerson," 64.

22 Ibid., 85.
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As shown in the spirituality of these and many of his compositions,

Emerson was a deeply religious man. His combination of religious

sincerity, realism, and authentic feeling makes his music far from

mechanical or dull. Indeed, while conducting his chorus, "his own

heart strings were vibrating, as his choirs sang the music in hand,

and very naturally those of his singers vibrated in unison. ,,23

In addition to his great love of music, Emerson also had an

intense interest in poetry, in particular that of a sacred nature.

He spent many nights going over cherished poetry that he stored in

his exceptional memory. He was reported to be able to quote this

poetry "with feeling and earnestness by the hour. ,,24 Emerson was

also a zealous amateur student of the sciences, especially that of

astronomy. His interest in viewing the heavens was so strong that

he habitually visited the home of a friend who owned a telescope.

Upon one of these visits, while focusing the telescope on a comet,

Emerson remarked to his friend, "If I owned that instrument I would

never go to bed. ,,25

In Emerson's later days his trade mark, in appearance, was his

long white hair and beard. He was not a somber or bitter old man,

but rather one of a cheerful, bright, and clever nature. These

hallmarks of a vigorous disposition lead us to understand why he

could accept a teaching position in Ohio at the age of sixty-eight.

The catalog of Findlay College hails him, at that age, with words

23 Ibid.

24 Ibid.

25 Obituary, "Emerson," 1915.
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that indeed characterize vigor:

.scholastic in his general demeanor, and to the student
he is an inspiration, infusing into the learner ambition
that resolves to attain to greater heights in the educational
sphere. Before a chorus of voices his baton becomes a magic
wand, directing and controlling the singer at will. His
interpretation and conception of music are intensely
artistic. 26

Perhaps owing to his once busy career, Emerson was not content

to spend his last days in idleness. He was born a gifted teacher

of mu s ic and therefore made his last years ever active. He was

reported to have made his ear trumpet a veritable vade mecum as h e

IIsought out young people with promising voices a nd gave them

lessons gratui tously. 11
27 Emerson l ov e d to visit the homes of his

friends and to try to motivate young people to develop t h e i r

voices. In spite of his deteriorating eyesight and his deafness,

Emerson still made trips from his home to various points in Boston

by himself. He once said lIif it was necessary, I would start for

t h e Pacific Coas t tomorrow, or around the world, wi thou t

anxie ty.ll n Emerson's life was rich with longevity and happ i ness,

as is ev i d e n t in a letter written in 1911 by Emerson, III am nearing

t he ninety-first miles tone in my journey through this Beautiful

Land of Beulah. Should I live to see t he third of August I shal l

reach that pointll.~

u Ca t a l ogue of Findlay College,35.

TI Lorenz, IIDr . L.O. Emerson, 11 85.

28 Baltzell, IIL.O. Eme rson, 11 2 39 .

29 Frank J. Metcalf, Stori es of Hymn Tunes, (Ne w York:
Abingdon Press, 1928), 174.



CHAPTER V

EMERSON' S PUBLI CATI ONS

A detailed and complete table of Emerson's publications has

been drafted from a list that this writer has compiled in a

preliminary study dealing with his life and publications. l This

list may be consulted in Appendix III. It r epresents an expans ion

of the preliminary tabulation through the inspection of the

Bibliography o f Ameri can Hymnals and the incorporation of lists

supplied by Theodore Presser Incorporated and the VTLS On l i ne

System. 2 Appendix III is indexed by year of publication. App endix

III, further, groups Emerson's publ ications by their markets:

Hymns, Anthems, a nd Liturgical Books, Song Books,

Pedagogical/Children's Books, Song Sheets, and Large- Scal e and

Instrumental Works . Of course, not all of the books that Emerson

published were exc l u s i v e l y his material; other compos e r s a nd works

that f i t a particular book's purpos e have been included. Howeve r,

the claim was once voiced that it was Emerson's own c ompos itions

"whose cha r m gave the books their vogue. ,, 3

The f irst category o f App endix III is Hymns, Anthems , and

1 Kain S . Blandford, "Luther O. Emerson (182 0 - 191 5) : A
Pr el iminary Study," Falk Seminar Research Paper, 1992, 7 - 9.

2 Cred i t i s due a nd thanks i s e xp res s e d to Mrs. Martha K.
Cox, Permissions/Archives Department, Theodore Presser
Incor porated and Patricia Kearns, Ser i als Ca t a l oge r , Captain John
Smith Library, Ch r i s t ophe r Newport University.

3 Lorenz, "L. O. Emerson," 63.
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Liturgical Books. The reason that these genres have been grouped

together is that their content is sacred. In accordance with

Emerson's goal to raise the standard of church music, it is only

natural that the majority of his output was devoted to this

category, and Emerson was best known for the work he did in these

genres. This listing begins with Emerson's first published book

entitled, The Romberg Collection, 1853. With the exception of just

a few works, including the Romberg Collection Emerson's usual

publisher was the Oliver Ditson company.4

Beginning the second category, Song Books, is Emerson's very

successful effort, The Golden Wreath, 1856. The reason that these

books have been grouped together is that they are all collections

of secular songs. Emerson was known as a prolific melodist, and

many felt he was most gifted in song writing. As seen in this

category Emerson composed songs for a variety of different voices.

Examples include written solely for the male voice, the female

voice, quartets, and chorus. Although Emerson did produce a number

of song books, it is apparent that his heart leaned more towards

the sacred collections.

The third category is Pedagogical/Children's Books.

Emerson spent a great deal of his life in the teaching profession,

4 The Romberg Collection was published by B.B. Mussey, and
two other music books appear to be published by companies other
than the Oliver Ditson. The first is a book entitled Songs of
the Golden Cross which was published by Supreme Command in 1893.
And the second, is book entitled Emerson's New Century, pUblished
in 1899 by Chicago Music, a company not further identifiable.
These works along with their publisher have appeared only on the
VTLS Online System list, therefore no further data are available.
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and it should be expected that he would provide the public with a

significant number of pedagogical books. Along with his wish to

assist the growth of church music, he also wanted to improve music

education. Emerson felt that one was never too young or too old to

learn music, therefore the pedagogical books range from adult to

juvenile levels. Emerson had a great interest in the youth of his

time and felt it was important to expose them to music of

appreciable quality at an early age; consequently, he wrote many

books for children. Emerson's pedagogical and children's books

were highly acclaimed and were used in many schools and Sunday

s cnoo l s ; :'

The fourth category of the inventory of publications is Song

Sheets. It begins with Tell Me Not In Mournful Numbers. Published

in Boston by Oliver Ditson in 1854, this song is identified as

"Longfellows beautiful Psalm of Life" and purported to have been

adapted "from a beautiful melody by Schubert. "6 The next song to

appear, is dated 1856. Although Emerson did not compose as many

songs as he did hymns or anthems per se , his efforts in this genre

harvested some fairly successful results. One example of such a

success is Emerson 's wa r song, We Are Coming Father Abraham, which

is discussed in detail later in this chapter.

The fifth category is Large-Scale and Instrumental

Compositions. It includes a few masses written by Emerson and a

5 Baltzell, "L.O. Emerson," 204.

6 Harry Dichter and Elliot Shapiro Early American Sheet
Music: Its Lure and Its Love, 1768-1889 (New York: Bowker, 1941),
[unpagenated, under "Songs of Literary Interest"] .
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work entitled Silver Spring Polka, probably compos ed for piano.

These works have appeared on t h e Theodore Presser and VTLS lists,

but have not been located therefore little is known about them . 7

Wo rks found wi th no date indicated a re collocat ed a t the end

of e a c h c a t e g o r y . Some of the c omposi tions appearing in t h i s

category a r e not obscure works . Let Me Kiss Him Fo r His Mother and

Negro Boatman's Song were both highly popular songs of the t i me and

are repeatedly mentioned, regrettably undated, in various sources.

Las t, in fact mentioned only in Emerson's obi tuary, the undatable

song, A Nest Among t he Graves was hailed as his fi rst noted

"effort II in musi c compoa i t i.on , "

Whil e researching Emerson's c op i ou s publica tions in

catalogs, many that were found lacked any indication of assignment.

In many cases only t h e titl e was listed, making it difficul t to

determine the assignment of the work in Appendix 111 . 9 Based upon

the t i t les of these works, t he a uthor has assigned t h em to wha t

appears to be the mos t appropriat e cate g o r y in Appendix III. The

majority of t h e titles, which are of both sacred a n d s e cular

7 Efforts t o locate the Silve r Spring Polka s co r e have not
b een successful . An e n t r y does not appear in the LYNX e-mail
Library of Cong res s catalogue , but the incompleteness of those
fil es, eve r in process of being updat ed, must be taken into
consideration .

8 [Obituary], "Emerson", 1915.

9 This mainly occurs in the Theodore Presser list, in which
many titles have been categorized under the heading "other."
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nature, appear under the Song Sheets ca t e go r y . 10 Th e discussion o f

the r ema inder of t his chapter centers on available historical data

that compl ement App endix III.

Emerson's first publication was, as noted, The Romberg

Collection. Although Emerson was highly respected as a musician

and director, his reputation was only local and did not at this

juncture attract a substantial publisher. Emerson was living in

Salem in the early 1850s. Consequently, he sought out a local

publisher, B.B. Mussey, which may explain why this is one of the

few known works not published by the Oliver Ditson Company. 11 Yet

Emerson had trouble convincing Mussey to publish his book. Only

under the condition that h e provide plates for the printing did

Mussey agree to print Th e Romberg Collection in 1853. 12

Although the book did not gain much acclaim, it did produce

one memorable hymn, "Sessions. 11 The tune of this hymn was actually

written in 1847 whil e Emerson was e mp l o ye d at the Cr ombi e Street

Church in Salem, Massachusetts. The pastor o f this church was the

10 Th ese works are: Come Unto Me When Shadows, J esus Loves
Me, Land Of Light Ajar, Lord Is My Shepherd, 0 Restless Heart,
Rock Of Ages, Sleep My Baby, Tarry With Me, Twilight Falls,
Waiting For Loved, Waves Of Ocean, When The Times Of Daylight, Q
Praise The Mighty, Star Of Descending Night, May Morning, King
Winter, Come Unto Him, Father, Oh Hear Us, I Want No Stars In
Heaven, In Heavenly Love, Nearer My God, See The Lig h t Is Fading,
Tell The Glorious Tale Of Old, and Thine Earthly Sabbaths. Only
two other works have been assigned outside of Song Sheets:
Celestial Treasures, whi ch is listed under Liturgical Books, and
the previously mentioned Silver Spring Polka, which is listed
under Large -Scal e a nd I nstrumental Works.

11 B. B. Mussey's name also appears spell ed B. B . Muzzy.
Baltzell, "L.O. Emerson,l1 203.

12 Baltzell, "L.O. Emerson, 11 20 3.
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Even

though the collection itself was never very successful, this tune

gained popularity through the years, so much so that it was

sometimes used in worship in place of the stalwart "Old Hundredth"

f or a doxology. Another example of its popularity was its

performance at the Peace Jubilee in 1869, where it was well

received. The essence of this composition is best described in

Emerson's own words,

composition.

as he explains the story behind the

One pleasant summer Sabbath day, after returning from church,
being alone in my house, I took up my hymn book, and on
opening it my eyes fell upon the hymn beginning, 'Sinner, 0
why so thoughtless grown?' My attention was at once fixed
upon it. I read the whole hymn through several times, and the
impression it made upon me grew stronger and stronger at each
repetition. I had a longing to give expression in some way to
my emotions. After a season of prayer I went to the piano,
and at once played the tune just as it came to me. There was
no hesitancy about it, no effort was made. I played it again
and again, and felt at the time it had life-giving power, and
would live. 13

Interestingly enough, the Romberg Collection, with its humble

beginnings, is one of only a few works by Emerson listed in Leonard

Ellinwood's Bibliography of American Hymnals.

Emerson's first successful book was The Golden Wreath

published in 1856. It was this book that launched Emerson's

composing career, even Dwight's Journal of Music acknowledged the

book by publishing a review. It begins by comparing Emerson's book

with another book which was also being reviewed entitled, The

American School Melodist, and Pestalozzian Teacher, composed by

13 Metcalf, Stories of Hymn Tunes, 173.
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Joshiah Os g ood .

A book v ery similar t o the above and f or a similar
object. The Elementary part covers less ground, but seems
well arranged. The songs a r e o f like variety o f subjects,
only the music is more familiar, consisting mostly of little
pieces a l r e a dy favorites in schools and singing circles.
They are harmonized in the same simple way f or three v oices.
Every good addition t o the stock o f s chool songs should be
welcomed; perpetual novelty in t h i s department seems a
more reasonable a i m than it does in the matter o f plain
psalmody. 14

Fol lowing Emerson's s uc ces s with Th e Go l den Wreath anothe r

notable work emerged, his a n t hem, "Guide Me 0 Thou Great Jehovah . "

This work first made its appearanc e in Emerson's successful b ook of

1 8 63, Harp o f Judah. Unlike "Sessions," this work gained

p opulari ty almost instant ly and was c on s i de red to b e one of his

finest composi tions. 15 I t was not on l y an i n s t a n t success but also

a l ongstanding one . The anthem was in such d emand t ha t i t appeared

in many of Emerson's books after Harp o f Judah. Emers on r efers to

t h i s famous work in a venerable l etter quoted i n Chap t er 4 in which

he des cribes his experience of composing this work. Perhaps it was

the effect of that experience itself that gave the composi tion its

standing as one of his "great classics." 16

Emerson's enthusiasm for e ducat ion not only appeared in his

pedagogical books, but also in his song and liturgi cal b ooks.

Emerson would include in the preliminaries o f many of his b ooks

14 Dwight , "Musical Review: Popular Collections," Dwight's
Journal of Musi c 1 3 (June, 1 85 6 ): 103.

15 Lorenz, "Dr. Emerson," 64 .

16 Ibid. Emerson's hymn, "Sessions" is also re f e r red to in
t h i s manner.
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learning

techniques. Most of these techniques included such simple aspects

of music as the notes of the treble and bass clef or the relative

value of notes. However, he did include an unusual technique

called the "movable do" system. 17 Emerson believed strongly in the

"movable do" system which was used in many music conventions. He

felt this system was the only one that guaranteed success and

should thus be retained in the public schools. Another technique

Emerson included in his books was the "Manual Signs" as seen in

Figure 7. These consisted of various forms of hand positions used

to indicate the several tones of the scale. 18

Emerson's composing was not limited only to his music books,

but extended to an area with quite a different format, song sheets.

A popular lyric of the middle part of the nineteenth-century was

Let Me Kiss Him For His Mother, for which Emerson offered his own

setting.

1859.

The song was originally written by John P. Ordway in

The text was written by Ordway but derived from the

following story:

The verses of this ballad were suggested by a touching
incident which is said to have occurred at New Orleans during
a dreadful fever season. A young man, who had died there,
lonely and a stranger, was about to be carried to the grave

17 The Movable Do system is defined as "generally, any system
of solmization so designed that the syllables can be used in
transposition for key, as distinguished from Fixed Do(h), in
which the syllables correspond to invariable pitches of notes."
willi Apel, Harvard Dictionary of Music, (Cambridge: Belknap
Press of Harvard University Press, 1979), 547.

18 The "Manual Signs" technique appears in such books by
Emerson as the Choral Worship, Emerson's Royal Singer, and The
Singer's Welcome.
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Figure 9

MENTAL EFFECTS ~ND MANUAL SIGNS OF TONES IN KEY.

NOTH.-The Diagram shows Ihe right Ita"d as seen by lite pupils silting in fronl :/ lite leachef lo'W~~ds his lifl !land.

....._-

SOH.
THlI OlUND or bright tone.

• E.
THK STEA.DY or calm tone.

DOH.
THE 1'lTRONO or jfrm Tone.-Tbe

l[aJOI TONIc.

TE.
The PDmCING or Sen sititle Tone.

The Major LEADING ToNE.

RAY.
The RouSING or hopeful tone,

Manual Signs Techniqu e

tAft.
The SAD or weeping loB••

FAH.
The DEBOLATX or alllO-tnspirmg tons.
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when a lady passed to the coffin and pressed her li~s to his
forehead, saying, "Let me kiss him for his mother." 9

Or dwa y ' s song appears in the key of B flat and was written for a

soloist with the characteristic choral ending. It is a simple

melody and has an even simpler accompaniment, nevertheless - - or

more likely as a result - - it captured the public's fancy . Perhaps

this was Emerson's motivation to rese t the song at a later date. 2o

Al though Emerson extended his own rendering of the song to the

masses, there is little difference between his and Or dwa y ' s .

Emerson's song is set in the key of A major and has almost the same

structure as Ordway's. The only significant difference is that

Emerson wrote a four-measure conclusion to the work in the

accompaniment. Also in 1859, another version of this song appeared

with the music by W. c. Peters and the text by W. W. Fosdick. 2 1

Peters's interpretation of the song is quite different from

Ordway's and Emerson's, with its D major tonality and different

text. Indeed, the story upon which the text is based is more

specific.

During the prevalence of the Yellow Fever in New Orleans,
a young man from one of the Eastern States was stricken down
with the fatal malady. In his delirium he called imploringly
for his Mother. An aged and kind Matron on being informed of
the youth'S wishes, glided softly to his bed-side, laid her
hand gently on his brow, and exclaimed, "Let me kiss him for
his Mother." Alas, the vital spark had fled. He died and was

19 Michael R. Turner, The Parlour Song Book A Casguet of
Vocal Gems (New York: Viking Press, 1972) 293.

20 Although the song is frequently noted in sources where
Emerson has appeared, no date is ever listed.

21 Preliminary research was conducted on both Peters and
Fosdick, no information on either man was found.
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buried among strangers, in a strange land. n

The song became so popular that a parody was written entitled Let

Me Spank Him For His Mother. It is unclear as to which version

this parody is aimed, however it seems most likely it was meant to

spoof all of them. Whether Emerson produced the song first it is

unclear, but it is safe to assume it was one of his more noted

efforts in the area of songwriting.

Perhaps, Emerson's most renowned song was the civil war song,

We Are Coming Father Abraham, composed in 18 62. 23 In that year

President Lincoln issued a call for three hundred thousand

volunteers to enlist in the Civil War. It was an event that did

not go unnoticed by the nation, especially some of its important

wri ters and composers. James Sloan Gibbons, an Abolitionist

writer, wrote a poem entitled, "We Are Coming Father Abraham,

300, 000 More." Gibbons was a Quaker and also a well-known and

outright New York abolitionist. He was often associated with

antislavery figures. His poem "We Are Coming Father Abraham,

300,000 More" first appeared in the July 16, 1862 edition of the

New York Evening Post.~ Resulting from its issuance, unsigned,

the better known abolitionist writer, William Cullen Bryant, was

n This story appears on a copy of "Let Me Kiss Him For His
Mother," located in the Christopher Newport University American
Music Archives. The copy was composed by Peters with text by
Fosdick; it bears the date 1859.

23 Also in 1862 Stephen Foster's setting of the same words
appeared. One facsimile may be consulted in Richard Jackson,
ed., Stephen Foster Song Book (New York: Dover, 1974), 152.

~ Irwin Silber, Song of the Civil War
Books, 1960), 92.

(New York: Bonanza
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Byrant happened to be the

editor of the Evening Post at the time when Gibbons's poem was

pUblished. 25 The poem's popularity began to grow, and soon it

appeared in several other publications, all attributing it to

Bryant. Byrant went so far as to sign a public denial of

authorship of these verses, giving proper credit to Gibbons. 26

Besides Emerson, many wartime composers and performers noticed that

the words of this poem were quite rhythmical and could easily be

put to music, among them the Hutchinson Family Singers. 27 o n

virtually the day of their appearance Oliver Ditson secured and

dispatched to Emerson the words of this famous poem with a message

saying, II Set these words to music instanter. 11
28 Almost instantly

also, Emerson's setting of We Are Coming Father Abraham became a

huge success and was said to be "resounding throughout the

nation. 11
2

9 On one performance of the song by a Bal timore official,

President Lincoln pronounced that it II contained an excellent

sentiment, and was sung in manner worthy of the sentiment. 11
3

0 A

25 Ibid.

26 John Tasker Howard, Our American Music (New York: Thomas
Crowell Company, 1931), 271. Blandford, "Emerson, II Falk Seminar,
17.

27 Silber, Songs of The Civil War, 92.

28 [Obituary], II Emerson, II 1915.

29 Ibid.

30 Silber, Song of the Civil War, 92. It may be concluded
that it was Emerson's version that was performed for President
Lincoln. This conclusion may be drawn from the evidence that
Emerson's setting was the most popular at the time.
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most dramatic rendition of the song occurred in Washington D.C. at

the Grover's Theatre while the President was attending a

performance of "The Seven Sisters." During the performance

Lincoln's son, Tad Lincoln, stole away from his father to appear on

stage wearing an oversized army uniform, waving an American flag,

and conducting the cast in this poignant chorus of We Are Coming

Father Abraham.."

As with most popular songs of the time, parodies of We Are

Coming Father Abraham soon began to emerge; many of them were of an

anti-Lincoln nature. One such parody, entitled How Are Your

Greenbacks?, was authored by the opposing party chiding Lincoln's

choice of Union officers, the state of the economy, and his use of

negro troops. Whereas this version is more satirical, the southern

soldiers used their own song and verse that depicted a more dismal

mood of the Civil War. This Confederate version was printed in the

Philadelphia Evening Journal as follows:

We are coming, Abraham Lincoln,
From mountain, wood, and glen,

We are coming, Abraham Lincoln,
With the ghost of murdered men.

Yes we're coming, Abraham Lincoln,
With curses loud and deep,

That will haunt you in your waking
And disturb you in your sleep.

There's blood upon your garments,
There's guilt upon your soul,

For the host of ruthless soldiers
You let lose without control.

Your dark and wicked doings
A God of mercy sees,

And the wail of homeless children
Is heard on every breeze.

31 Ibid.
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You may call your black battalions
To age your stinking cause,

And substitute your vulgar jokes
For liberty and laws. n

As a note of irony Gibbons's home was a victim of the 1873 draft

riots. Gibbons lost his house to fire in these riots, however, he

and his family escaped and enj oyed a full life and successful

career, as did Emerson the composer.

32 Silber, Songs of the Civil War, 93.
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Conclusion

The intent of this thesis has been to demonstrate the

historical value in the study of Luther Orlando Emerson. Emerson's

childhood as a member of an early, rural New England family imbued

with strong religious convictions had a profound influence on his

preferences for New England archetypes in his composition of music.

As his formal education in music occurred relatively late--in his

late twenties--Emerson's natural abilities and experiences in music

were only accelerated by European doctrines which still dominated

music studies.

Emerson's The Golden Wreath was a milestone in his musical

career. It not only secured the renowned Oliver Ditson Company as

his lifelong publisher, but also seems to have led to his later

posts as convention leader. It seems fortunate that Emerson was

presented this opportunity for the disseminating of his work which

allowed him to enter the then selective circle of the musical elite

and opportunity led to a prolific output in various genres of

music, his pioneer work in the field of music education in America,

and his determination to enhance the character of church music.

Emerson's background, education, and his life's experiences

all played a significant role in forming his musical philosophy of

growth and quality. A review of his lectures, compilations, and

compositions readily reveals his dedication to heighten the very

nature of the music being studied in American schools, churches,

and conventions.
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This thesis treats a type of historically consequential public

music event that was current during Emerson's life: the music

convention. Conventions were not only important cultural events,

but also a much anticipated and enjoyed social occasion of their

day. They were grand outdoor concerts. Certainly, the volume and

excitement generated by a production that attracted 11,000

participants must have been an occasion of magnificence as well as

magnitude.

It is significant that Emerson presided as producer, director,

coordinator, and even composer for such events. His successful

leadership of these mass performances and the qual i ty of their

music is an indication of the importance of the man. Considering

the difficulty in staging conventions, it is much to Emerson's

credit that he was able to produce such grand occasions in a matter

of weeks. The ingeniousness of his music guaranteed a favorable

reception, one that could please all palates from those of the

populace to that of the highest ranking member in his audience, the

President of the United States.

Emerson's compositions reflect not only a composer and writer

of great talent, but also the spirituality, growth, and history of

nineteenth-century America. In a time of shorter life spans, it

can be concluded that spiritual aspects of life were ever closer

and dearer to Emerson's fellow man. It was a time in which

religion played a much larger role in one's life. Emerson was

quite religious, which probably accounted for his striving to keep

sacred music alive and at the same time upgrade its quality. His
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devotion to the church was manifest in not only the large amount of

sacred material composed, but also his determination in bettering

its very character. "Sessions" and "Guide Me 0 Thou Great

Jehovah," are proof of

outcome. Al though not

sacred nature, it can

this determination and its successful

all of Emerson's compositions are of a

be surmised that he fel t his dominant

inspirations were for the betterment of music and the glory of God.

Emerson best describes this sentiment while talking of composing III

am as conscious that God and my Savior have helped me in my

composition as that I am now a living being. Oh, what do we not

owe to God, our Heavenly Father, and to Christ, our Savior?1I This

fervor seems to translate into his musical self.



APPENDIX I

"MR. EMERSON'S TRIBUTE TO MUSIC"

[extracted from W.J. Baltzell, "L.O. Emerson An American Musical
Pioneer with a Study of the Musical Convention and its

Educational Influence"]

Notwithstanding the high pedestal upon which music stands
to-day, the world does not fully realize its power for
humanizing and civilizing man and lifting him heavenward. I

regard music as one of God's noblest and best gifts to the human
family. It is not only contributes largely to enj oyment and
happiness, but it also refining and elevating in its influence,
ennobling to the soul. We can say of it what cannot be said of any
other art, -- that it is never suggestive of evil. You may twist
it into the comic or grotesque as much as you please, but, after
all, there is a background to it which reaches into the depths of
the human heart and touches the very springs of life.

My life work, has been in the interest of music for the
people, and my great desire has been that my work should be
educational and helpful in its influences. Church music with me
has been a specialty, and my aim has been to elevate its standard,
and to give to church choirs music of a devotional, uplifting
character, and of that grade which the average choir could use to
the best advantage.

As music enters largely into the exercises of the
sanctuary, great care must be taken as to the character of
whatever is selected for such purposes. We must not think that
all kinds of music become sacred by being introduced in to the
sanctuary; some may have been contaminated by bad associations.
The purer the character of the music, the more perfectly will it
accomplish its true mission.

There seems to be a tendency with some musicians to sing
music for its own sake, making it the end instead of the means to
an end, claiming that the best music only should be used. I yield
to no one in my love for the very best and most beautiful in
everything. But sometimes the very best may be so good as to be
nothing but astonishing nonsense to others, b e c a use not
understood, not appreciated, and not enjoyed.

Sacred music has certain characteristics which should be
recognized by everyone. It should be characterized by a chaste
and natural simplicity; not weak, devoid of character, or
unscientific, but free from all unnecessary embellishments and mere
mechanical difficulties. While it should be comparatively simple,
it should also be devotional, dignified, and grand, for its themes
are the most sublime.

No two arts can be more closely and beautifully allied
than poetry and music, both having the same descriptive
language. Poetry is sublime, figurative kind of music; and
music has a poetry as well as a prose of its own. When
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devotional poetry and devotional music are happily united and
rendered in the spirit of true devotion, they become an
irresistible power.

Sometimes, when pulpit logic and pulpit eloquence fail, a
simple, fervent song completes the work; and sometimes, when, by
the prayer or sermon, a deep, devout feeling pervades the whole
congregation, all is dissipated by an inappropriate selection of
music, or by the unskillful attempts of the choir in rendering it.

Singing in the sanctuary is the nearest akin to worship of any
of its exercises, and should stand upon the same platform as prayer
--which mayor may not be worship--and be treated with the same
reverence. No mere exercise, of itself, is worship. Devotion,
worship, should be the controlling end if all the exercises of the
sanctuary, from the first to the last, all forming one harmonious
whole tending to the same end.

I know of nothing in the whole world realm of art or nature
which has a better or more controlling influence over the passions
and emotions of the human heart than good music. The family, the
sanctuary, the community, the whole world needs influence. Music
soothes the restless hours on infancy, and makes the long and weary
days of age pass more serenely by. It pours consolation into the
bosom of trouble and lifts the soul to God in praise. Yes; upon
its wings we may rise far above the groveling things of earth to
the very gates of Paradise. Nor will we stop even there; for, when
man's finite faculties fail him here, when his immortal part lays
aside its cumbersome tenement, and soars to the empyrean heights,
who can tell what raptures of joy await its entrance into the City
of Light; for there the angelic choirs are tuning their voices to
an immortal song, and it is only there that the music of earth will
find its full expression.
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APPENDIX II

[extracted from J.W. Dearborn, A History of the First Century of
the Town of Parsonsfield, Maine]

MUSIC AND MUSICIANS OF PARSONSFIELD

By Prof. L.O. Emerson

Mr. President and Ladies and Gentlemen:--

I am happy to respond to the call to say a few words on so
interesting an occasion as this, an occasion of which every

son and daughter of this grand old town of Parsonsfield may
well feel proud. While the institutions of learning of this
town, its doctors, its ministers, and its lawyers have all
received their well merited meed of praise, it is but just
that a passing tribute should be paid to those who have

labored in that not less important sphere, the field of music.
On the subject of music in this town I can say but little.

The most that I can do is give my own personal recollections. So
far back as I remember (and this period covers over half a
century), Parsonsfield was noted for its musical talent. Go where
you would, you invariably found a large choir of good singers; and
this part of divine worship was always performed with as much good
taste and enthusiasm as I have known it to be in larger towns and
cities that had greater facilities for its cu l.tLva t Lon . In my
young days a good deal of pride was taken in having the service of
song in the sanctuary performed correctly and in good taste; and
while musical culture since that time has made great progress, and
there has been great productiveness in musical composition, and
great additions to the solid and enduring treasures of sacred song,
yet, I believe that this part of public worship is not, even now,
generally performed to more edification and inspiration than it was
fifty years ago. This is true, not only of country towns, but of
large cities.

I recall with much pride the standing of this, my native
town, in this respect at that time; and also some of those,
who as teachers of singing schools and conductors of the song
service in the sanctuary, did a great deal for the cultivation
and improvement of musical taste.

I well remember that in my very early years Mr. Harvey Moore
was considered a most excellent chorister and teacher of singing
schools. He did much in his day, which stretches back into the
latter part of the last century. At a later date his son, Dr. John
Moore, was a successful teacher and chorister. I recall, also, Mr,
Charles G. Parsons, a grandson of the proprietor of this town, and
Mr . John Garland, as for many years prominent and excellent
teachers of singing schools and conductors of singing schools and
conductors of choirs. Mention should also be made of my brother,
Joseph P. Emerson, lately deceased. There has been no singing
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master in this town who has been as prominent in this department as
he was; no one who was better qualified for his work, no one who
for so many years occupied so wide a field as a music teacher in
this section of the country. He was always very enthusiastic on
the subject of music, and did more, probably, than anyone man in
the town to stimulate and promote its cultivation. Dr. John T.
Wedgwood, also in his earlier life, taught much and enjoyed an
enviable reputation as a teacher of vocal music--a reputation which
he still sustains.

In all parts of this town the singing school was ever a
great institution. It was always well patronized, and was the

source of much culture and enjoYment.
Among former residents were a good many musical families
and teachers of music, with some of whom I had no personal

acquaintance and cannot name. I can name, however, as always
associated more or less prominently with the service of song in the
sanctuary, the Parsonses, the Garlands, the Moores, the Rickers,
the Pipers, the Wedgwoods, the Colcords , the Parkses, and the
Emersons.

Of instrumental music there is not much to be said. We
had sometimes the bass viol and the flute and the tenor viol,
but these were not very common. The cabinet organ that is now

found in so many homes, was not known in my young days.
Let us hope that in the future of Parsonsfield, that in the

house of God, about the hearth of home, and wherever brave
and women may congregate, as always in the past,

purifying, ennobling and gladdening influence of music may be
with that power for good from which it is never separated.

We have no useless regrets for the past, we need not sigh
vainly for the good old days that are gone forever, but with an
unwavering faith that our birth-place is capable of as noble works,
as grand songs, and as wide-spreading an influence in the future as
in the best days of her past. We look forward with steady hope to
what our sons and daughters -- those who will come up and follow
you and me when our voices no more are heard -- will do for this
town of Parsonsfield, dear with many sacred memories, not only
along the line of music, but along the lines of all true progress
that works with that law that maketh for righteousness here and
hereafter.

81
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APPENDIX III

CHRONOLOGICAL LIST OF WORKS BY EMERSON THUS FAR STUDIED OR LISTED
IN VARIOUS SOURCES:

HYMNS, ANTHEMS, AND LITURGICAL BOOKS

Copyright

1853

1860

1860

1863

1865

1866

1869

1869

1870

1871

1872

1873

1873

1874

1876

1876

1877

1878

1878

1879

1879

1881

Publisher

B.B. Mussey

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Title

The Romberg Collection

The Golden Harp

The Sabbath Harmony

The Harp of Judah

Merry Chimes

Jubilate

The Choral Tribute

Glad Tidings

The Sabbath Guest

Emerson's Singing Schools

The Standard

Chants and Responses

Episcopal Chants

Leader

Emerson's Chorus Book

The Salutation

Emerson's Sacred Quartets

The Church Offering

Onward

The Voice of Worship

Emerson's Book of Anthems

The Ideal



1881

1884

1884

1886

1887

1888

1888

1888

1889

1891

1893

1895

SONG BOOKS

1856

1862

1867

1871

1871

1872

1874

1876

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Supreme Command

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson
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The Herald of Praise

Choral Worship

Song Worship for
Sunday School

Emerson's Anthems of
Praise

Jehovah's Praise

Easy Anthems

Easy Chants

Praise in Song

The Temperance Crudsade

Emerson's Choice Anthems

Songs of the Golden Cross

Emerson's Anthem Tribute

Celestial Treasures

The Chorus Wreath

Emerson's New
Responses

The Golden Wreath

The Hummingbird

The Greeting

The Hour of Singing

The National Chorus Book

Cheerful Voices

The Song Monarch
(Co-compiled by H.R. Palmer)

Emerson's Chorus Book
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187 6 Oliver Ditson The Encore

1880 Olive r Ditson Song Bells

1881 Oliver Ditson Emerson's Quartets and
Chorus

1881 Oliver Ditson The Male Voice Choir

18 83 Oliver Ditson The Singer's Wel come

18 8 6 Oliver Ditson The Royal Singer

1887 Oliver Ditson Emerson's Male Voi ce Gems

18 87 Oliver Ditson Emerson's Part-Song and
Glee

1888 Oliver Ditson Song Harmony

1891 Oliver Ditson The Victory of Song

189 2 Oliver Ditson Emerson's New Male
Quartets

1 895 Oliver Ditson Co r one t of Song

1 8 99 Oliver Ditson The Singer's Favorite

Oliver Ditson Emerson's Concert
Selec tions

Oliver Ditson Emerson's Vocal
Selections

PEDAGOGICAL I CHI LDREN' S BOOKS

1871 Oliver Ditson Emerson's Singing School

1872 Oliver Ditson Method of Reed Organ

1873 Oliver Ditson Ameri can School Musi c
Reader, Book 1

1873 Oliver Ditson American School Music
Reader, Book 2

187 3 Oliver Ditson American School Music
Reader, Book 3

1 875 Oliver Ditson The High School Ch o i r
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1884

1884

1884

1884

1884

1887

1890

1899

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Chicago Music

Emerson's Vocal Method

Gems For Little Fingers

Gems For Little Singers

School Bells

Song Greeting for High
School

Song Worship for Sunday
School

United Voices

Vocal Method

Emerson's New Century
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Oliver Ditson

Oliver Ditson

Oliver Ditson

SONG SHEETS (SACRED AND SECULAR)

The Emerson's New Method
For Reed Organ

Emerson's Vocal Method
For Contralto, Baritone,
and Bass Voices

Piano Method

1856

1856

1858

1862

1862

1867

OLiver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Tell Me Not In Mournful
Numbers

I'll Paddle My Own
Canoe

Out in the Cold

Lo, the Day of Rest
Declineth

We Are Coming Father
Abraham

When the Hues of
Daylight Fade

Come, Holy Spirit



Oliver Ditson

Oliver Ditson

Ol i ve r Ditson

Ol i v e r Ditson

Ol i ve r Ditson

Ol i ve r Ditson

Oliver Ditson

Oliver Ditson

Ol i ve r Ditson

Oliver Ditson

Ol i ve r Ditson

Ol i ve r Ditson

Ol i v e r Ditson

Ol i v e r Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

Olive r Ditson

Oliver Ditson

Ol i v e r Ditson

Oliver Ditson

Oliver Ditson

Oliver Ditson

86

Come Un t o Him

Come Un t o Me When Shadows

Come Ye Blessed Ch i l d r e n

Father, Oh Hear Us

In Heavenly Love

I, Want No Stars in
Heaven

In Silent Mead

In This Hour of Softened
Splendor

I Will Lif t Up My Eyes
Unto The Hills

J esus Loves Me

King Winter

Land of Li g h t Ajar

Le t Me Kiss Him For
His Mother

Lord Is My Shepherd

May Morning

Nearer My God

Negro Boatman' s Song

o Be Joyful In The Lord

o I Am A Merry Sailor
Lad

o Praise The Mighty God

o Res tless Heart

Ove r The Bright Blue Sea

Prais e The Lord

Rock of Ages
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See The Light Is Fading

Sing Jehovah's Praises

Sleep My Baby

Softly Now The Light Of
Day

Star of Descending Night

Tarry With Me

Tell The Glorious Tale
of Old

Ten Responses

The Day is Past and Over

The Love Of Christ

The Mariner's Song

The Song Of Welcome

The Mountain Land

Thine Earthly Sabbaths

Twilight Falls

Waiting For Loved

Waves Of Ocean

We Rock Away On The
Billows Gay

What Reward Shall I Give
Unto The Lord

When The Times of
Daylight

A Nest Among The
Graves
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Mass in C

Mass in B

Mass in E Flat

Silver Springs Polka
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