Alexander Johnson and the Tennessee Harmony*
By David W Music
One of the most interesting social and educational institutions of nineteenth-century rural America was the singing school. The product of an early
eighteenth-century effort to bring order into the psalm singing of the church,
the singing school was not only a training ground for musicians but was also
a social event of some significance for the community in which it was held.
The singing school was particularly popular with young people, for it gave
them an opportunity to fraternize with other youth of the opposite sex in an
approved social environment.
Singing schools were usually held in churches, and the great bulk of the
music used was sacred in text. Sometimes the school was sponsored by a
church or group of churches, but more often it was an individual enterprise
on the part of the teacher. The teacher was himself almost invariably the
product ofa singing school. Although his training in music was often meager,
the teacher was sometimes the compiler of a tunebook which he quite naturally used in his own schools.
Many of the nineteenth-century tunebooks used a system of "shape-note"
notation which was invented late in the eighteenth century and first used in
William Little and William Smith's The Easy Instructor (1801). In this system
four shapes were used to represent the seven steps of the diatonic music scale.
The method proved to be amazingly efficient and was widely adopted by
rural tune book compilers, particularly in the South.' Four-shape shape-note
singing was largely displaced by the advent of a seven-shape notation in the
mid-nineteenth century, but the earlier practice still lives on in certain
"singings" using one of three tunebooks: William Walker's The Southern Harmony (1835), The Sacred Harp by B. F. White and E. J. King (1844), or The
Social Harp by John G. McCurry (1855).
The nineteenth-century rural singing masters were a humble lot, the kind
of men who seldom made headlines. For many of them the teaching of music
was but a sideline to their real occupation. Thus, biographical data on them
is scarce and their names and musical activities have largely been forgotten.
Among these early singing masters was a Tennessean named Alexander
Johnson, compiler of the tunebook Tennessee Harmony. As late as 1876, W.S.
Fleming of Maury County wrote that, "Among the old singing-masters, Major Samuel Rogers, and before him Alexander Dobbins and Alexander Johnson, will not soon be forgotten.'" Unfortunately, time has not dealt fairly
with Fleming's prediction nor with the memories of the three men he named.
Thus, when William J. Reynolds found opportunity to include Alexander
Johnson's name in the biographical section of his Hymns oJOur Faith, he could
accurately write that nothing was known of the compiler, "except that he was
a singing school teacher in Tennessee in the early part of the nineteenth
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century."3 However, more recent research has uncovered a fair amount of
biographical data on Johnson, which can here be set forth.
Alexander Johnson was born on February 25, 1791.' His father, JohnJohnson, was born in Maryland on January 5, 1753; his mother, Martha Allison
Johnson, was born in 1758 in the same state. John and Martha were married
in Baltimore during the summer of 1774.5 Shortly after their marriage the
Johnsons moved to the York District of South Carolina. During the Revolution John served about twelve months as a sergeant in the South Carolina
Regiment and participated in the battles of Hanging Rock and King's
Mountain. 6 Apparently, the Johnsons were still living in South Carolina
when Alexander was born in 1791.
By 1807 John Johnson and his family had moved to Davidson County,
Tennessee. On August 22 of that year John and Martha signed a petition
urging the Tennessee legislature to approve the formation of Maury County.
According to the petition they lived on the "North Side of Duck River.'"
Later, the family moved to the Hampshire area of Maury County."
The first notice of Alexander Johnson appears in the records of the War of
1812, during which conflict he served as a private in Captain Samuel B.
McKnight's company.9 In June, 1813, he was appointed to work on a road
"from James FarissJunr to the top of the ridge west of Cathey's Creek."l0 On
January 25, 1816, Alexander began his own home by marrying Nelly Craig
in Maury County.!!
Two major events in Alexander Johnson's life occurred during the year
1818. One was the death of his father on October 5/' the other was the
publication of the Tennessee Harmony. The Maury County tax register for the
same year listed him as a resident of the "South Side Duck River."!3
According to the 1820 census of Maury County, the Johnson family consisted of Alexander (aged 26-45), Nelly (aged 16-26), one boy and one girl
(both under 10 years), and one woman over 45 years (probably Alexander's
mother). Alexander's occupation was listed as "Manufacture."
Sometime between 1820 and 1823 another man named Alexander Johnson
moved into Maury County. This man was born in North Carolina on April
15, 1782, and died in Maury County on February 7, 1857. He was quite a
prominent man in the county, serving as a justice of the peace, and his name
appears frequently in the county records. When the name "Alexander Johnson" occurs in Maury County sources after 1820 it is sometimes difficult to
know which Alexander Johnson is meant. Thus, when the Columbia Review of
July 27, 1822, listed Alexander Johnson as having three letters to be picked
up at the post office it is not certain whether this was designed for the tunebook compiler or the justice of the peace, though it was probably intended for
the latter.!4
There is at least one court record which might be of interest in the story of
the tunebook-compiling Alexander Johnson. In the court term of April,
1823, a report was given of an estate sale held on February 22, 1823, to
dispose of the property of Allen H. Young, deceased. Alexander Johnson was
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named as the administrator of the estate. In connection with the sale, Johnson noted that, "some papers belonging to the deceased [have] fallen into my
hands, purporting to be accounts for tuition of musick and for musick books
on persons said to reside in the state of Alabama."l5 It is not certain which
Alexander Johnson served as administrator of Young's estate. However, it is
quite possible that the tunebook compiler performed this task. The "musick
books" might well have been copies of Johnson's Tennessee Harmony which
Allen H. Young had been authorized to sell at his singing schools in
Alabama.
On May 3, 1829, Alexander Johnson married Lottie Stockard Mitchell (b.
1808) in Maury County, his first wife having apparently died." Only one
Alexander Johnson was listed in the 1830 census of Maury County, despite
the fact that two are known to have been living there at the time. The man
listed in the 1830 census was evidently the justice of the peace.
The exact date of the tune book compiler's death is not known, but it occurred sometime during the month of December, 1832. Johnson was still
alive on December 7, for his will was drawn up on that date. 17 According to
Maury County Court records he was dead by December 19.!8 The place of
Johnson's burial is not known. Perhaps he was buried in the cemetery at
Pisgah Methodist Church in Maury County, since he is said to have been a
Methodist and his father was reportedly buried there.!9 However, no tombstone or other record of his burial has yet been found.
Alexander is known to have had at least six children. His widow, Lottie,
married again in 1838 to William Craig. 20 His mother survived him by at
least nine years, for in 1841 she was allowed a government pension. 2 !
Aside from his publication of the Tennessee Harmony, little is known of Alexander Johnson's musical activities. It can be surmised that he taught singing
schools in Maury County and probably in neighboring counties as well. Like
Allen H. Young he might have also taught schools in Alabama.
Johnson'S Tennessee Harmony is one of the rarest and least-known of the
southern shape-note songsters. No mention was made of Alexander Johnson
or the Tennessee Harmony in any of George Pullen Jackson's pioneering books
on American folk hymnody until the publication of his fourth major work in
the field, White and Negro Spirituals (New York: J.J. Augustin, 1943), when the
second edition ofJohnson's book was merely listed in the bibliography. Even
today, over thirty-five years after the publication of White and Negro Spirituals,
only five copies of the book have been located.
Despite its rarity, the Tennessee Harmony holds a significant place in the story
of early American music, for it was one of the earliest shape-note books compiled in the South and was the first tunebook of any kind compiled in the
Volunteer State. Johnson's book transmits a clear picture of the music that
was popular in the early nineteenth-century churches and singing schools of
Middle and West Tennessee. In addition, several original contributions to
the tunebook were picked up by later compilers in Tennessee and other states
and became part of the standard shape-note repertoire.
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The only known copy of the first edition ofJohnson's book is located in the
William L. Clements Library of the University of Michigan. 22 A handwritten
note in the front states that it was "Mr. James C. Haynes's book," that it cost
$l.25, and was purchased on "Sept. 20th 1820." The complete title page of
the book reads as follows:
Johnson's Tennessee Harmony, containing, I. A copious introduction to
the grounds of music. II. The rudiments of music, and plain rules for
beginners, exhibited in the form of questions and answers. III. A collection of the most approved psalm tunes and anthems selected with care,
from the best publications extant; with a few that are original; suited to
a variety of metres. Published principally for the use of singing schools.
By Alexander Johnson. Cincinnati: Published for the author. Morgan,
Lodge, and Co. printers. 1818.
The copyright notice reveals that the work was registered in the "District of
West Tennessee"" on April 20, 1818.
The theoretical introduction and explanation of the "grounds and rules"
of music was an important part in most tunebooks of the period, particularly
in a work designed "principally for the use of singing schools" as was the
Tennessee Harmony. Few of the introductions in early American tune books presented original material, most of them being based to a greater or lesser
extent on the introduction to some previous tunebook.
The same was true of the Tennessee Harmony. Many tunebook compilers did
not reveal the sources upon which they drew for their theoretical introductions. Johnson, however, readily acknowledged his indebtedness to "Mr.
'Wyeth's Repository-part second' for many of the rules and remarks" in the
introduction to the Tennessee Harmony.24 John Wyeth's Repository oJSacred Music,
Part Second was published at Harrisburg, Pennsylvania, in 1813. This collection left a deep imprint on the tunebooks of the South, primarily through its
influence upon Ananias Davisson's Kentucky Harmony (Harrisonburg, Virginia, 1816 and later editions)." Nearly every statement in the introduction to
Johnson's book can be found in a similar form in the book by Wyeth.
Johnson's Tennessee Harmony contains exactly one hundred pieces of music.
These are set to a variety of sacred, secular, and patriotic texts. 26 As might be
expected, the sacred texts are by far in the majority. The sources upon which
Johnson drew for his texts are not named, except for one text attributed to
"Dwight," but in general they are the same ones found in most of the southern shape-note songbooks. These were taken mainly from eighteenth-century
English hymn writers such as Isaac Watts, Robert Robinson, John Newton,
and Edmund Jones, together with a scattering of folk hymns of probable
American origin. 27
The preponderance of sacred texts in Johnson's book was typical of sou thern shape-note books in the early nineteenth century. However, the Tennessee
Harmony was compiled primarily for the singing school, not the church, and
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Johnson saw fit to include several patriotic and secular texts in his collection.
Among the former are "Hail! Columbia, happy land" (p. 81) and "These
western shores, our native land" (p. 110). The most striking secular text in
the book is a lament for Corydon who "sleeps in the clay," leaving "sad
Caroline" to bewail the loss of her love (p. 49). Other texts with secular
leanings are "Friendship, to every willing mind" (p. 55), " 'Tis night, and
the landscape is lovely no more" (p. 98), and "Say mighty love and teach my
song" (p. 10 1).
According to the title page, the music of the Tennessee Harmony consisted of
"psalm tunes and anthems." The term "psalm tunes" was probably used in
a generic sense to include not only settings of psalm texts, but also strophic
settings of hymns. Psalm and hymn tunes were composed to metrical texts
and usually set in three or four voice parts with the melody in the tenor. They
frequently consisted of four or more musical phrases sung in homophonic
rhythm (i.e., all voices singing the same text simultaneously). Many of the
psalm and hymn tunes in the Tennessee Harmony can also be classified as "folkhymn tunes," since they seem to have been based on early secular folk melodies.
Anthems were extended pieces set to prose texts and usually contained
both homophonic and contrapuntal sections, as well as solo passages. In
contrast to most southern tunebook compilers, Alexander Johnson included
very few anthems in the first edition of his book.
Several other types of setting occur in the Tennessee Harmony, though these
were not named on the title page. One of these is the "fuging tune." The
fuging tune was a carryover from the New England singing schools of the
eighteenth century. Like psalm and hymn tunes, the fuging tune generally
consisted of a metrical text set in four musical phrases. However, the third
phrase of a fuging tune was written in an imitative fashion, the voices entering in succession; this was called the "fuging section." William Billings, one
of the chief New England exponents of the fuging tune, claimed that there
was "more variety in one piece offuging music, than in twenty pieces of plain
song."'· Alexander Johnson must have agreed with Billings, for fully onefourth of the tunes in the Tennessee Harmony were fuging tunes.
Another important musical form encountered in Johnson's book is the set
piece. The set piece featured a metrical text, but in contrast to the psalm,
hymn, and fuging tunes, it used different music for each stanza. Psalm,
hymn, and fuging tunes generally covered only one page or one-half page of a
tune book whereas the set pieces and anthems frequently covered as many as
five pages.
Eight of the tunes in the Tennessee Harmony were noted as "original" contributions to the book. Nine others were said to have been "never before printed." The remaining eighty-three tunes seem to have been drawn primarily
from four sources: Wyeth's Repository !if Sacred Music (1810) and Repository of
Sacred Music, Part Second (1813), Davisson's Kentucky Harmony (2nd ed., 1817),
and Amos Pilsbury's The United States Sacred Harmony (Boston, 1799). The
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influence of these collections on Johnson's book is evident from the fact that
no less than seventy-nine of the eighty-three borrowed tunes printed by Johnson appeared in one or more of the earlier publications.
Thirty-five tunes found in the Tennessee Harmony are also to be found in
Wyeth's Repository (1810); three of these were exclusive to that collection,
suggesting that Johnson borrowed them from the Repository. Twenty-nine
tunes from Wyeth's Repository, Part Second (1813) appeared in the Tennessee
Harmony, with fifteen of these not being found in the other three collections.
The second edition of Davisson's Kentucky Harmony (1817) included fiftyone of the eighty-three tunes which Johnson borrowed for his book. Only
eight of these were not printed in any of the other books. 29 Pilsbury's collection included seventeen tunes used by Johnson, of which nine were not printed in the other books under consideration.
Forty-four of the eighty-three tunes for which Johnson claimed no responsibility appeared in at least two of the four books mentioned above. A comparison of the tune forms, attributions, and settings in Johnson's book with
those in the other four books reveals that when he had two versions of a tune
or setting to choose from he generally chose the Wyeth arrangement. 30
Only four tunes acknowledged to have been borrowed cannot be accounted for in the books named above. One of these, "Few Happy Matches," was
probably taken from Freeman Lewis' The Beauties of Harmony (2nd ed., Pittsburgh, Pennsylvania, 1816). "Hail Columbia," originally titled "The President's March," was composed by Philip Phile of Philadelphia about 1789
and first published ca. 1793. The "Hail Columbia" text was written by Joseph Hopkinson in 1798 and fitted to "The President's March."31 The source
of the arrangement printed by Johnson has not been identified, nor has the
writer located previous printings of the tunes "Ohio" and "Surprise."
One of the most interesting aspects ofJohnson's borrowing for the Tennessee
Harmony is his rather extensive use of Pilsbury's The United States Sacred Harmony. Despite its Boston imprint The United States Sacred Harmony must be
considered a southern tunebook, for Pilsbury was a resident of South Carolina at the time of its compilation. Pilsbury was apparently the first American
to publish tunes using folk elements, a well-known example being "Kedron,"
which also appeared in the Tennessee Harmony.
The impact of Pilsbury's collection on southern folk hymnody has not yet
been fully investigated. However, the book seems to have exerted little influence on later southern compilers, Alexander Johnson being a notable exception. Johnson's use of tunes from The United States Sacred Harmony probably
reflects his South Carolina background or that of his parents. The tunes in
Pilsbury's book were presumably ones that were popular among South Carolinians, and it is likely that Alexander or his parents purchased a copy of the
book while resident in South Carolina and brought it to Tennessee. Alexander apparently attempted to transplant some of these tunes to Tennessee
soil, but with little success.
Johnson's South Carolina background is also evident in at least one of the
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tune names employed in the Tennessee Harmony. Wyeth's Repository, Part Second
included a tune titled "Twenty-Fourth" and attributed to "Chapin," said to
be Amzi Chapin." In Davisson's Kentucky Harmony the same tune appeared,
but this time called "Primrose" and again attributed to "Chapin." This tune
became quite popular in the South, and, under the names "Twenty-Fourth,"
"Primrose," "Chelmsford," "Melody," "Memphis," among others, it was
reprinted in most southern compilations of folk hymnody. 33
Alexander Johnson was, however, one of the few compilers to give the tune
the name "Orange." His use of this name for the tune is remarkable chiefly
because the same tune had appeared in a rhythmically altered version in a
manuscript tunebook compiled about 1809 by Jacob Eckhard, organistchoirmaster at St. Michael's Church in Charleston, South Carolina.34 While
the section of Eckhard's manuscript into which this tune was copied might
date from after 1809,35 the real significance of the tune's appearance in this
source lies in the fact that it is named "Orange" there, just as it was in the
Tennessee Harmony, presumably at a later date. Only one other use of the name
"Orange" for this tune has been noted. This was in William Moore's 1825
book from Middle Tennessee, the Columbian Harmony. It seems rather evident
that Moore must have borrowed the name from Johnson.
It would seem that in South Carolina this tune was popularly known as
"Orange." Johnson probably knew the tune before he left South Carolina;
when he saw it in the second edition of the Kentucky Harmony (from which he
probably copied it), he undoubtedly recognized it, included it in his collection, and substituted the name which he had originally heard associated with
it.
As previously noted, eight tunes were asterisked in the index of the Tennessee
Harmony, the explanation being given that tunes so signified were "original."
This was probably meant to indicate Johnson's own comp<?sitional efforts.
Indeed, in the second edition of the Tennessee Harmony six of these original
tunes were credited to Johnson.
However, not all the asterisked tunes can be unreservedly assigned to
Johnson, for several of them seem to have appeared in previous collections.
Johnson's "Christian Triumph," better known as "Pisgah," was first printed
in the second edition of Davisson's Kentucky Harmony (1817), attributed to
J. C. Lowry.'6 The tune "Captain Kid" was in print as early as 1805 when it
appeared in Jeremiah Ingalls's The Christian Harmony (Exeter, New Hampshire) under the title "Honor to the Hills." In Johnson's behalf, however, it
should be said that "Captain Kid" and "Honor to the Hills" represent different versions of the same folk tune, and it is unlikely that Johnson copied
"Captain Kid" from Ingalls's book. It should also be noted that "Honor to
the Hills" does not seem to have been used by later compilers of folk-hymn
tunes, while Johnson's "Captain Kid" became a popular shape-note standard. Both Ingalls and Johnson probably copied the tune from oral tradition, but the Johnson version was the one that became most widely disseminated. 37

65

Another "original" tune printed by Johnson, "Devotion," appeared in the
Original Sacred Harp: Denson Revision, 1971 Edition (Kingsport, Tennessee:
Kingsport Press, 1971), p. 48, where it was attributed to "Amarick Hall,
about 1811." A note below the tune informs the singer that Hall-whose first
name was actually Amariah-also composed a number of other tunes, including two titled "Canaan" and "Crucifixion." It so happens that two
tunes bearing these names were indicated as originals in the Tennessee Harmorry. The source of the information printed in the Original Sacred Harp seems
to have been Theron Brown and Hezekiah Butterworth's The Story of the
Hymns and Tunes, published in 1906. 3B However, while Brown and Butterworth's book contains extensive discussions of hymn tunes, none of the tunes
are actually printed in the book. This suggests that the tunes "Devotion,"
"Canaan," and "Crucifixion" discussed in The Story of the Hymns and Tunes
may not have been the same as those printed by Johnson in the Tennessee
Harmony. Indeed, Hall's tune named "Devotion" has been found as early as
Little and Smith's The Easy Instructor (1802), and in this source it is not the
same as that found in Johnson's book. Thus, the identification of "Devotion"
in the Original Sacred Harp as being by Hall is clearly in error. The other two
tunes are probably different from the Johnson tunes as well.
Two of the three remaining "original" tunes were given names of significance to Middle Tennesseans: "Columbia" (the governmental seat and
largest town in Maury County) and "Harpeth" (the Harpeth River). The
other tune that can apparently be fully credited to Johnson is "The Prodigal
Son."
Many of the problems involved with the "original" tunes in the Tennessee
Harmony are also encountered in the nine tunes marked with a dagger in the
index, signifying that they were "never before printed." The tune "Reflection" appeared as early as 1813 in Wyeth's Repository, Part Second under the
name "New Canaan"; this tune also appeared in Davisson's Kentucky Harmony. Another Kentucky Harmony tune which Johnson claimed had never before been printed was "Salvation." In Davisson's book this tune was
attributed to "Boyd," a fact which was acknowledged in the second edition
of Tennessee Harmony. Two other tunes, "Solicitude" and "Leander," appeared
earlier in Ingalls' Christian Harmony under the titles "The Lord Will Provide"
and "Humility" respectively.39 However, as in the case of the "Captain Kid"
tune, these seem to be differing versions of two folk melodies. It is doubtful
that Johnson copied them from Ingalls' book.
Thus, of the seventeen tunes claimed by Johnson as originals or first printings only eleven can be ascribed to him with some assurance: "Canaan,"
"Columbia," "Crucifixion," "Devotion," "Harpeth," ''Jefferson,'' "New Jerusalem," "Olney," "The Prodigal Son," "Separation," and "Versailles."
Three others-"Captain Kid," "Solicitude," and "Leander"-can be at
least partially credited to Johnson since, though they were previously published, he seems to have either rearranged them or transcribed them from a
different oral tradition. Finally, three tunes must be attributed to other com-
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posers or transcribers: "Christian Triumph" ("Pisgah" by Lowry), "Reflection" ("New Canaan" in Wyeth's Repository, Part Second), and "Salvation"
(by Boyd).
Johnson's Tennessee Harmony seems to have found an immediate and widespread acceptance in the rural sections of Middle and West Tennessee. By
1820 the supply of copies ofJohnson's book must have been running low, for
in that year he began work on a second edition. This was published at Cincinnati in 1821; a short preface by Johnson was included and dated "October 9th, 1820."4<l At least two copies of the second edition are in the holdings
of public libraries: one in the Tennessee State Library and Archives, Nashville, and the other in a Cincinnati library.41
The theoretical introduction to the second edition was very nearly the
same as that to the first edition. Likewise, the musical content of the two
editions was very similar. Three tunes found in the first edition were omitted
from the second: "Aylesbury," "Mear," and "Ohio." Since these three tunes
covered the last leaf of the first edition, it is evident that Johnson simply
deleted these two pages, replacing them with an appendix of fifteen tunes
that covered eleven pages.
Five of the fifteen tunes in the appendix were attributed to the compiler,
eight were credited to other composers, and two were listed anonymously. All
the tunes attributed to other composers seem to have been taken from Davisson's Kentucky Harmony. The anonymous tunes in Johnson's appendix also
appeared in a book by Davisson, the Supplement to the Kentucky Harmony
(Harrisonburg, 1820). The two tunes were named "Bourbon" and "MountJoy." The last-named tune, usually called "Greenfields" (for example, in
Davisson's book) or "Contrast" in the southern shape-note books, was
traced by George Pullen Jackson to a German origin!2 The earliest known
printing of the tune in shape-notes occurred in a broadside published about
1816 for German singers in the Shenandoah Valley of Virginia. 43 However,
this was not the first American printing of the tune, for it had appeared as
early as 1786 in Chauncey Langdon's The Select Songster (New Haven,
Connecticut) under the title "Farewell Ye Green Fields." Set to John Newton's text, "How tedious and tasteless the hours," this tune was still in common use as late as the 1956 Baptist Hymnal (Nashville, No. 306).
"Redemption," one of the five new tunes claimed by Johnson in the second
edition, had appeared the previous year in Davisson's Supplement to the Kentucky Harmony under the name "Crucifixion." Three of the remaining four
tunes attributed to Johnson seem to have been rather quickly forgotten:
"Brown's Station," "Revival," and "Submission." The fourth tune, "Nashville," obviously named for the major city of Middle Tennessee, was the only
tune credited to Johnson in The Sacred Harp and other classic collections of
folk hymnody. "Nashville" is quite similar to "Kingwood," a tune found in
Davisson's Supplement to the Kentucky Harmony; both tunes are variants of the
well-known "Garden Hymn.""
On Friday, May 7, 1824, The Nashville Gazette carried the following
67

advertisement:
Just Published,
and for sale by Alexander Johnson, near Columbia and Robertson &
Elliott, Booksellers, Nashville, and in the principal towns in West Tennessee and Alabama, the Third Revised Edition ofJohnson's Tennessee
Harmony. Price $1 per copy, or $9 per dozen.
The tunes in this Edition are so arranged as to be used in schools with
the former editions.
The existence of a third edition of the Tennessee Harmony seems to have gone
largely unnoticed among writers on shape-note hymnody.45 A single copy of
this book is known, located in the Tennessee State Library and Archives.
Unfortunately, this copy of the third edition is incomplete and lacks all that
should follow after page 118, including the index.
The preface to the third edition, dated "Maury County, W. T. Nov. 6,
1823," claims that "the books of the present [edition] may still be used in
schools and societies, with those of the former editions," a claim that was
made also in the newspaper advertisement quoted above. This implies that
the arrangement of the book remained basically the same as that of the earlier editions. Nothing, however, could be further from the truth. In the third
edition the tunes were arranged in a semblance of alphabetical order: all the
tunes whose titles began with "A" appear first, followed by "B," "C," etc.
The tunes in the first two editions had been rather indiscriminately arranged
so far as their place in the book was concerned.
In addition, many tunes from the first two editions were omitted from the
third, their places being taken by at least forty-one new tunes which were
scattered among those previously printed rather than incorporated into a
separate appendix. Thus, those who had purchased the third edition of the
book must have been shocked when they attended a school or "singing" at
which a previous edition was in the hands of the leader.
More important than this change of format, however, was the quite different character of the new music used in the third edition. The previous editions had been composed mainly offolk tunes and the rugged, ifby that time
somewhat old-fashioned, music of eighteenth-century New England composers such as William Billings, Jacob French, and Justin Morgan. While these
styles were by no means neglected in the third edition, a sizable proportion
of the new tunes consisted of European (mainly English) or "cultured American" music. Tunes such as "Bangor," "Hymn to the Trinity" (also known as
"Italian Hymn," "Trinity," or "Moscow"), "Old Hundred," "Pleyel's
Hymn Second," and "St. Martin's" reflect a more cosmopolitan outlook on
the part of the compiler. No matter that these European classical tunes were
mainly borrowed from other southern tunebooks such as the Kentucky Harmony and Allen D. Carden's Missouri Harmony (Cincinnati, 1820): they represented a very real broadening of taste on the part of public and compiler
alike. This was acknowledged by Johnson in the preface when he observed
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that a, "very considerable improvement, in the knowledge, and in the taste of
musick, among the people of this country, have [sic] taken place since the
appearance of the first edition." It should by no means be inferred that this
expansion of musical style was restricted to Johnson's work, for it was also
characteristic of other shape-note books that achieved more than one or two
editions.
Despite the lack of an index in the only known copy of Johnson's third
edition, it is certain that few if any of the added tunes were by the compiler
himself. All but three of the tunes have been traced to at least one earlier
printing. The three untraced tunes-"Despair," "Newark," and "Scotland"-are probably contained in printings unavailable to the writer.
It is interesting to note that one tune in the third edition of Ananias Davisson's Supplement to the Kentucky Harmony (1826) was attributed to "Johnston,"
almost surely a reference to Alexander Johnson whose name appeared occasionally in Maury County records in this form. However, the tune thus attributed, "Salutation," had appeared in two books previously published in
Tennessee, Allen D. Carden's Western Harmony (1824) and William Moore's
Columbian Harmony (1825). Both these books printed the tune anonymously
and the source of Davisson's attribution is not known. Since "Salutation"
did not appear in any of the editions of the Tennessee Harmony, the use of
Johnson's name in Davisson's Supplement perhaps indicates some sort of direct contact between the two compilers.
Unfortunately, there are no records to indicate how widely any of the editions ofJohnson's Tennessee Harmony were distributed. The only edition which
seems to have been advertised in Tennessee newspapers was the third, notice
of which appeared not only in the May 7, 1824 Nashville Gazette (quoted
above), but also in The Jackson Gazette of October 22,1825. 46 Since no edition
of the Tennessee Harmony later than the third has come to light, it appears that
the popularity ofJohnson's book must have fallen off after 1824. Perhaps this
was due to the drastic change of musical style in the third edition, for despite
Johnson's claim of an improvement in the musical taste of Middle Tennesseans, the patrons of shape-note hymnody in the area may not yet have been
ready for such books. It is also likely that the publication of other books by
Middle Tennessee compilers during the years 1824-1825 helped break Johnson's near-monopoly on the Middle and West Tennessee markets.
Despite the popularity of Johnson's book in the western region of Tennessee, few later compilers seem to have borrowed directly from the first edition
of the Tennessee Harmony. The book which apparently served as a catalyst in
introducing new tunes from Johnson's book to a wider market was Carden's
Missouri Harmony of 1820. Eleven of the fourteen 47 tunes which seem to have
received their first printing in the Tennessee Harmony appeared in Carden's
book. Significantly, the three tunes not printed by Carden did not become
particularly popular with later compilers"B Three of the Johnson tunes which
Carden included in The Missouri Harmony likewise failed to catch on,,9 However, the remaining eight tunes received numerous printings in later Tennessee
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TABLE 1
Tunes by Alexander Johnson
MOH COH USH SOH UH KNH SAH

TUNE
"Brown's Station" (TH2)
"Canaan" (THI)
"Captain Kid" (THI)
"Columbia" (THI)
"Crucifixion" (THI)
"Devotion" (THI)
"Harpeth" (THI)
"J efferson" (THI)
"Leander" (THI)
"N ashville" (TH2)
"New Jerusalem" (THI)
"Olney" (THl)
"Prodigal Son, The" (THI)
"Revival" (TH2)
"Separation" (THl)
"Solicitude" (THI)
"Submission" (TH2)
"Versailles" (THI)

X
X
X

XI

X
X
X3

X
X
X
X

X4

X

X
X'

X
X

X
X

X
X'

X
X

X

X
X'

X
X
X
X
X6
X
X'
X
X
X

X'
X
X3
X

X

X

X
X

X'

X
X

X
X
X
X'

X

X

This chart includes only those tunes attributed toJohnson for which no previous printing has
been found.
KEY TO ABBREVIATIONS:
TH
Alexander Johnson, Tennessee
Harmony, 1818, 1821, or 1824.
MOH
Allen D. Carden, Missouri Harmony,
COH
USH

1820.
William Moore, Columbian Harmony,
1825.
Allen D. Carden, United States
Harmony, 1829.

SOH
UH
KNH
SAH
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William Walker, Southern Harmony,
1835.
William Caldwell, Union Harmony,
1837.
John B. Jackson, Knoxville Harmony,
1838.
B. F. White and E.J. King, Sacred
Harp, 1860.

NOTES

Attributed to "Nicholson."
Titled "Green Meadow."
3 Titled "Maryville" in KNH and
"Marysville" in SOH.
4 Titled "Solemnity" and attributed to
"Moore."
, Attributed to "Austin." This attribution
also appeared in TH2.
6 Titled "Indian Convert, (or Nashville)" in
SOH, 1854 edition.
, Attributed to "Boyd."
'Attributed to "Chapin."
, Attributed to "Smith."
I

2

books and some of them became part of the central repertoire of southern
shape-note hymnody (see table 1).
It is significant that not one of these later printings credited Johnson with
the composition of any of these tunes. The reason for this is obvious: later
printings of the tunes were mostly derived from Carden's Missouri Harmony.
Carden's tunebook was unusual in that it carried no composer attributions.
Thus, a later compiler borrowing one of these tunes from Carden did not
know to whom it should be attributed. Consequently, he either left the tune
uncredited or attributed it to an arranger. 50
It has previously been noted that the only new tune in the second edition of
the Tennessee Harmony which was used by later compilers was "Nashville."
"Nashville" did not appear in any of the Tennessee shape-note tunebooks
published before 1840. However, it did appear in William Walker's Southern
Harmony (1835 and, as "Indian Convert or Nashville," 1854) and White and
King's Sacred Harp (1844); in both cases the tune was attributed to ''Johnson." Walker's use of the tune indicates that he was probably acquainted
with the second or third edition of the Tennessee Harmony; White and King
undoubtedly borrowed the tune from Walker.
The influence of the third edition of Johnson's book is more difficult to
measure since it does not seem to have contained any first printings. The
third edition of the Tennessee Harmony was quite similar to another tune book
published in Middle Tennessee the same year, Carden's f#stern Harmony
(1824). Carden's book seems to have been published after Johnson's third
edition was on the marketS! and it is possible that Carden's book was influenced by Johnson's. It is perhaps more likely that the similarities between
the two books were due to an affinity of outlook rather than to the actual
borrowing of material from one to another.
Alexander Johnson's tunebook may not have been as widely influential in
the development and dissemination of shape-note hymnody as were those by
Davisson, Carden, and later compilers, but it did provide the people of MiddIe and West Tennessee with the music they wanted to sing. In addition,
Johnson introduced a number of tunes into the shape-note repertoire, some
of which quickly became part of the standard stock of melodies used in later
books. As the first southern shape-note tunebook compiler outside the Shenandoah Valley of Virginia, Alexander Johnson deserves a niche in the history
of American music.
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