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PREFACE

WHEN the plans for Representative Verse of Charles Wesley
were being discussed almost a decade ago two elements were
envisaged. One was a selection that would give the non-
Methodist student of English literature some idea of the
riches that Wesley offers to the scholar as well as to the
worshipper. This clearly would form the bulk of the volume,
its raison d’étre. It seemed that there was need for something
else, however, a guide-book mapping out the territory that
the student would traverse, perhaps for the first time—or at
least a rough sketch pointing out the chief landmarks. There
was some debate as to whether these two elements should be
published separately or as a unit, but the consensus of
opinion was that the student would prefer to have the intro-
duction to Charles Wesley’s verse along with that verse, and
it was published in that way, increasing the price of the
volume, but (we believed) greatly increasing its value.

It has naturally been a great pleasure to me to read the
high words of praise that reviewers have given to the volume
and especially to the introduction. One of the reviewers
suggested that the introduction should be made available as
a separate work, and it is in response to that request that
this new edition of the monograph has been prepared.

The original introduction was geared closely to the selec-
tions which followed it, and for that reason it was felt desir-
able to re-write and re-set the work. In this process I have
made a few slight alterations and a few additions, but the
work is basically the same. I am grateful once more for the
co-operation of Dr Frank Cumbers, who asked me to under-
take this revision, and to his staff, who have so carefully

seen it through the press.
FrANK BAKER

Duke University,
Durham, North Carolina.

April, 1963,
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ONE

THE DISCOVERY OF CHARLES WESLEY

THERE is little difficulty in securing enthusiastic tributes to
the outstanding merits of Charles Wesley as a hymn-writer,
even though these tributes are frequently tempered by the
over-bold assertion that hymns cannot be poetry and the
completely false assumption that Charles Wesley confined
himself to hymns. Methodist admirers have waxed rhapsodi-
cal in his praise. As these may well be accused of partiality I
refrain from quotation. Let the informed ‘outsider’ speak. It
was & cautious Unitarian, Dr Alexander Gordon, who thus
described Charles Wesley’s hymns: ‘Rich in melody, they
invite to singing, and in the best of them there is a lyrical
swing and an undertone of mystical fervour which both vital-
ize and mellow the substratum of doctrine.” It was a shrewd
and scholarly Congregational layman, Bernard Lord Man-
ning, who claimed that the 1780 Collection of Hymns for the
use of the People called Methodists—almost pure Charles Wes-
ley—‘ranks in Christian literature with the Psalms, the Book
of Common Prayer, the Canon of the Mass. In its own way it
is perfect, unapproachable, elemental in its perfection. You
cannot alter it except to mar it; it is a work of supreme de-
votional art by a religious genius.’”> And it was an Anglican,
Dr John Julian, outlining the hymnological contribution of
the Wesley family for his monumental Dictionary of Hymn-
ology, who placed the bardic wreath on his head: ‘But, after
all, it was Charles Wesley who was the great hymn-writer of
the Wesley family—perhaps, taking quantity and quality
into consideration, the great hymn-writer of all ages.’

1. Dictionary of National Biography, article ‘Charles Wesley’.
2. The Hymns of Wesley and Watts (1942), p. 14.






4 CHARLES WESLEY'S VERSE
wealth of allusion, and his ability to resuscitate a dead

metaphor. It can safely be prophesied that the exploration

of Charles Wesley’s vast contribution to English literature

will continue to increase, and will continually unearth new

treasures.

TWO

CHARLES WESLEY’S LITERARY OUTPUT

OxE of the major problems facing any student of Charles
Wesley’s verse is that of his enormous literary output. The
hundreds of his hymns in the older Wesleyan hymn-books are
only small selections; the thirteen volumes of his Poetical
Works omit over thirteen hundred poems available only in
manuscript. Even a widely representative collection such as
that for which this introduction was written is quite inade-
quate for the research student who seeks to do more than
acquire the basic ‘feel’ of Wesley’s writing. It is well at the
outset to understand something of the magnitude of the task
of even reading all Wesley’s verse, let alone studying it.

Many have smiled over George Saintsbury’s characteristic
dictum: ‘They say Charles Wesley wrote between six and
seven thousand hymns—a sin of excess for which he perhaps
deserved a very short sojourn in the mildest shades of Purga-
tory, before his translation upwards for the best of them.’®
Actually this fabulous figure is both understatement and
overstatement. It is an exaggeration to speak of six thousand
‘hymns’ if that term is to be used in a narrowly specific
sense, as defined below; it is a serious understatement if by
‘hymn’ we mean—as most people who make such statements
about Charles Wesley’s writings usually do mean—his verse
compositions as a whole, or even those with more or less
religious content.

I dare not claim that my own statistics contain no element
of error—the task of compilation is beset with multifarious
problems—but the figure of 8,990 of his poems which I have
read is near enough to nine thousand to proclaim that

8. History of English Prosody, Vol. II (1923), p. 531.
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his pencil, in shorthand. Not infrequently he has come to our
house in the City-road,? and, having left the poney in the
garden in front, he would enter, crying out, “Pen and ink!
Pen and ink!” These being supplied, he wrote the hymn he
had been composing. When this was done, he would look
round on those present, and salute them with much kindness,
ask after their health, give out a short hymn, and thus put
all in mind of eternity.™

2. I.e. Wesley's House adjoining Wesley’s Chapel, City Road, London.

3. Vol. II (1825), pp. 368-0.

THREE

CLASSICAL TRAINING

BerwEEN those two pictures of the poet at work, as an
Oxford tutor in his early twenties and as a veteran Anglican
clergyman and Methodist preacher on the verge of eighty,
there is much more than a gulf of fifty years’ literary experi-
ence—there is a complete transformation, both in content,
in form, and in inspiration. Yet it must be claimed that the
academic exercises and experiments of the Student of Christ
Church, Oxford, his myopic absorption in the classics, and
especially in the Latin poets, tilled the soil for what became
his life’s blossoming. It has usually been assumed that
Charles Wesley suddenly became a poet at his conversion in
1738, that “Where shall my wond’ring soul begin?’ was, in
fact, his first substantial venture into verse. Nothing could be
farther from the truth, although this assertion is not suscept-
ible of absolute proof. He was already, I am convinced, a
matured poet. Already he had written hundreds of competent
versifications of the classics in the manner of Dryden or
Pope. This seems to have been a major preoccupation of his
nine years at Oxford, the foundation having been laid by
thirteen years at Westminster School under his elder brother
Samuel, himself a noteworthy classicist and poet, as was
their father before them. At Westminster Charles Wesley
had become saturated with the classics of Greece and Rome
as he was later to become saturated with the classics of
Samaria and Jerusalem. In both cases his enthusiasm found
expression in a series of occasional poems inspired by his
meditations on purple passages. His Short Hymns on Select
Passages of the Holy Scriptures and his five subsequent
volumes on the Gospels and the Acts have survived. His
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Gradually the Bible came to mean to him even more than the
Classics had meant, saturating his language in speech and in
verse. Yet the Scriptures never completely ousted the
Classics, either in thought or in composition—witness the
quotations from Horace and Virgil and Ovid prefixed to the
political verse of his seventies.® They remained parallel
streams watering the broad and fertile acres of his post-
conversion years.

5. Bee Representative Verse, Nos. 202, 302, 310-11.

FOUR

THE SPIRITUAL IMPETUS

ALTHOUGH the beginnings of his capacity for the making of
memorable verses must be sought in his classical training,
the name of Charles Wesley could hardly have been known
and loved in millions of homes across two centuries and five
continents apart from the quickening of his talent through
a spiritual impetus. For any great poetry to be written there
must be both consummate craftsmanship and a powerful
urge. Without the spiritual urge that was born at Whitsun-
tide 1738 and that continued through varying phases to his

life’s end, Charles Wesley would have been both more and

less successful as a poet than in fact he became. He would (I
believe) almost certainly have achieved widespread recogni-
tion as a minor poet, possibly as one of the major poets; he
would have written some really great love poems (always
assuming that he had fallen in love!) and he would have made
a name chiefly by his scintillating satire—a more polished
Butler or Swift, a more virile companion for Gray, Gold-
smith and Collins. He would have been admired, feted and
feared in the literary circles of his own day, and applauded
by the literary historians of every day. This did not happen,
however, and it is of course impossible to prove that it would
have happened. In the event his talents as a poet were both
enriched and engulfed by his discovery of a rapturous per-
sonal religion. Henceforth all other activities, no matter how
deeply felt, how vividly expressed in verse at the time,
assumed but secondary importance compared with his
spiritual obsession. This spiritual obsession brought a new
note into English secular verse and swelled immeasurably
the rising tide of hymnody—hymnody which overflowed
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poetry, combining liturgy and evangelism,” says Mr T. 8.
Gregory, ‘that we can discern the genius of Charles Wesley.’s

8. J. E. Rattenbury, The Evangelical Doctrines of Charles Wesley's Hymns
(1941), pp. 28-31; T. 8. Gregory, article on ‘Charles Wesley’s Hymns
and Poems’ in the London Quarterly Review, Vol. 182 (1957), pp. 253-62.
This same identification with the deepest spiritual experience of every man
is one of the reasons why Charles Wesley's verse can be so effectively used
in private devotions. The cover of Dr J. Alan Kay’s Wesley’s Prayers and
Praises (1958)—an anthology of lesser-known poems for devotional use—
claims that Wesley ‘speaks to our condition with a directness which is
without parallel’,

FIVE

CHARLES WESLEY'S VOCABULARY

Havine thus sketched in the academic and spiritual back-
ground to Charles Wesley’s ventures into verse, it is desirable
to analyse some of the literary characteristics of his work,
and thus to demonstrate in some small way the manner in
which his heritage was transmuted into genuine poetic
achievement. Dr Donald Davie claims that Wesley takes a
Latin word and ‘refurbishes’ it so that ‘the blunted meaning
or the buried metaphor comes sharp and live again, by a sort
of Latinate pun’.® Dr Henry Bett gives many examples of
such words—‘expressed’ (a shape struck out with a die),
illustrate’ (illuminate), ‘secure’ (free from care), ‘tremend-
ous’ (terrifying), ‘virtue’ (manliness or power).! Most of these
words have suffered from continuous debasement, so that it
is difficult to recapture the shade of meaning which they had
for Wesley, and in some cases well-nigh impossible without a
footnote. The word ‘pompous’, for instance, recalled the due
dignity of a magnificent procession without any of its modern
overtones of ostentation.

Wesley displayed a Miltonic facility for incorporating
polysyllabic Latinate words into the texture of his verse in
such a manner that they illustrated his theme, introduced a
modulation into the verbal musie, and varied without dis-
rupting the rhythm. Adjectives and adverbs ending in ‘-able,
-ably’ and “-ible, -ibly’ were particular favourites, but nouns
and verbs were used with similar effect. A well-known and

9. Purity of Diction in English Verse (1952), pp. 76-T.

L. The Hymns of Methodism (1945), pp. 35-46. (Originally published
In 1913 as The Hymns of Methodism in their literary relations, enlarged in

1920, and greatly enlarged as well as recast for the third edition in 1045,
with its shorter title.)
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deservedly praised example is found in the opening stanza
of one of his Nativity Hymns:

Let earth and heaven combine,
Angels and men agree
To praise in songs divine
Th’ incarnate deity,
Our God contracted to a span,
Incomprehensibly made man.

This illustrates what Dr Davie describes as the threading of
Latinisms on the staple Anglo-Saxon of his diction so that
both ‘criss-cross and light up each the other’s meaning’'—
witness, ‘songs/divine’, ‘contracted/span’, and ‘incompre-
hensibly/man’. Moreover every word is used precisely, not
only (as we shall see later) carefully chosen and carefully
placed, but so carefully chosen and placed that clear thought
about its exact meaning is demanded of the reader, and
always rewarded. Wesley's is the art of the etcher, sharp and
definite rather than vague and suggestive.

Some people are basically afraid of precision and profund-
ity in hymns, and are also apt to confuse a lengthy word with
prolixity. An interesting example is to be found in ‘O Thou
who camest from above’. Wesley wrote of the ‘flame of sacred
love’ kindled on the altar of his heart:

There let it for thy glory burn
With inextinguishable blaze.

This was too much for the compilers of the ill-fated 1904
edition of Hymns Ancient and Modern, who replaced classical
tautness by tautology, making the closing line read ‘with
ever- bright, undying blaze.’ This meddlesome botch (as John
Wesley would undoubtedly have called it) did not find its
way into the ‘standard edition’ of Hymns Ancient and
Modern, and has happily been refused entry to the 1950 edi-
tion, which has restored a few other of Wesley’s original
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readings. Unfortunately, however, as Mr Findlay points out,?
it has been retained in the BBC Hymn Book.

It must be granted that Wesley’s introduction of Latin-
isms in order to point and illustrate his thought does not
always ‘come off’, mainly because he is writing above our
heads. Most of us lag far behind him in our familiarity with
the classics. It needs, therefore, not only a mental effort, but
the consultation of a lexicon, in order to appreciate fully
some of his words and phrases. We are in much the position
of the rank and file of Wesley’s converts: we get the gist of
his thought through the sturdy Anglo-Saxon, and are swept
past the finer points of the Latin allusion. Unlike most
sermon-tasters, we understand the argument, but not the
illustration. A few familiar examples may be quoted, pre-
faced by the warning that because they are familiar we may
miss their fuller significance:

Blest with this antepast of heaven 3

Still present with Thy people Thou
Bear’st them thro’ life’s disparted wave.$

Unmark’d by human eye,
The latent Godhead lay.®

Concentred all thro’ Jesus’ name
In perfect harmony.

Greek words are nothing like so frequent in Wesley's verse
as those from ancient Rome, and they almost always come
from the Greek of the New Testament. A familiar example

2. Christ's Standard Bearer, p. 16.

3. ‘Where shall my wond’ring soul begin’: ‘antepast’, a foretaste,

4. ‘Arm of the Lord, awake, awake!’: ‘disparted’, divided in two, like
the Red Sea for the children of Tsrael, about whom he has been writing,

5. ‘Let earth and heaven combine’: ‘latent’, concealed. This may be
& reminiscence of 8t Thomas Aquinas, whose hymn Adoro te devote speaks
of ‘latens Deitas’. See Bett, T'he Hymns of Methodism, pp. 112-14.

6. All praise to our redeeming Lord': ‘concentred’, having a common
centre,
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direct, forceful style whose influence on the spread of Method-
ism, as even on English literature, was greater than has often
been recognized.

Moreover, Anglo-Saxon is direct and monosyllabic com-
pared with the elaborations and profundities of Latin and
Greek. Words derived from Anglo-Saxon are therefore likely
to be more vigorous than those from the classical languages,
whose strength lies in the ability to express a finer precision
of thought. The one is more appropriate for action, the other
for contemplation. For the most part Charles Wesley’s verse
is not mystical nor quietly contemplative; certainly it does
not embody an eager pursuit of knowledge for its own sake.
The note of wonder and awe is never far away, but primarily
Wesley’s hymns are poems of action—of theological action,
the action of God in Christ, matched by the responding
action of man.?

This marriage of common speech to the timeless realities of
personal religion, rather than the jargon of the literati harn-
essed to the latest academic or scientific fashion, almost
preserves Wesley from the charge of being ‘dated’. Almost,
but not quite. His verse contains a few less happy Latinisms
and some archaic grammatical constructions. He frequently
introduces ideas distasteful to modern congregations, such
as ‘bowels’, ‘blood’, and ‘worms’—though the criticism here
must be levelled at the Bible rather than at the eighteenth
century.! Nevertheless there is surely much truth in Dr
Bett’s claim that Wesley’s vocabulary is ‘distinctly the most
modern diction to be found in eighteenth-century verse’,?
and in Mr George Sampson’s comment in his Warton lecture
that the language of the common man for which Wordsworth
sought so painfully, because the belles-lettres of the eight-

9. Cf. Manning, The Hymns of Wesley and Watis, Pp- 24-6. For a study
of Charles Wesley's use of the verbs “fesl’ and ‘prove’ see Findlay, Christ’s
Standard Bearer, Pp. 39-46.

L. Cf. Bett, The Hymns of Methodism, pp. 35-49; G. H. Vallins, The

Wesleys and the English Language (1957), pp. 21-4, 70-4.
2. Bett, op. cit., p. 34.
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eenth century merely echoed the pafois of the drawing-room,
was nevertheless enshrined in verse in the hymns of the
Evangelical Revival. In some of these hymns—as in those of
John Cennick—it was used at its most colloquial or with the
exaggerated technicalities and sentimentalities of contem-
porary piety at its worst, but in those of Charles Wesley it
was normally purified and strengthened, rarely stilted or
erudite.

Nevertheless Charles Wesley was not afraid to experiment
with unusual terms, particularly with lengthened and
strengthened forms of common words, even though they
involved the wedding of Anglo-Saxon and Latin. Some such
terms were already available for him, though they might
be archaic. Such was ‘implunge’, used in his brief but ex-
hilarating response to the invitation of Revelation 2217,
‘And let him that is athirst come’, where nothing but the
biggest words would do for the rapturous climax:

Thy call T exult to obey,
And come in the spirit of prayer,
Thy joy in that happiest day,
Thy kingdom of glory to share;
To drink the pure river of bliss,
With life everlasting o’erflow’d,
Implung’d in the chrystal abyss,
And lost in an ocean of God

Occasionally he would coin a word. One very interesting
example, not noted in the Oxford English Dictionary, oceurs
in a well-known poem, but has been almost lost through care-
lessness or timidity or a combination of both. The early
manuscripts and printed editions of ‘Soldiers of Christ, arise’
show that Wesley originally wrote:

Extend the arms of mighty prayer
Ingrasping all mankind.

3. Short Hymns on Select Passages of the Holy Seriptures (1762), Vol. 2,
p- 430—henceforth noted as Seripture Hymns.
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He could perfectly well have used ‘embracing’ except that
its sentimental connotations might have cheapened the
climax. On the other hand in his day it would have been
possible to use ‘grasp’ as a synonym, though the normal
meaning was ‘to inclose in the hand, to take hold on with the
hand, to seize on’.* He set aside the conventional term for a
bold adaptation of the word that by itself did not quite fit.
His coined ‘ingrasping’ is both robust and also creates a
vigorous mental picture of the mighty arms of prayer
spreading wide enough to clasp all men within their embrace.
In face of the orthodoxy of printers, however, combined
with the obstinacy of most who read or sang the hymn, he
seems eventually to have acquiesced in the splitting of this
powerful coining into its two components.

Whether derived from Anglo-Saxon, Latin, Greek, or
Hebrew, from a combination of two of them, or springing
from his own eager mind, Charles Wesley constantly sought
le mot juste. Hence the hundreds of variant readings in his
manuscripts. A case in point is the hymn that John Wesley
and a midlands congregation were singing at the moment of
Charles Wesley’s death—‘Come let us join our friends above’,
whose fourth stanza closes:

Ev’n now by faith we join our hands
With those that went before,

And greet the blood-besprinkled bands
On the eternal shore.

Two manuscripts are available for this hymn. In one a blank
has been left, and ‘blood-besprinkled’ fitted later into that
blank. In the other the same line receives still further atten-
tion, ‘greet’ being struck through and replaced in the margin
by ‘grasp’, which in its turn gives way to ‘clasp’. Finally
‘greet’ is reinstated.® Perhaps more striking is the choice of a

4. Bailey's Dictionary, 15th edn, 1753.
5. Representative Verse, p- 1320
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word in a poem prepared by Wesley for his pregnant wife
in 1755, intended as a prayer for her use in the coming

ordeal:

Who so near the birth hast brought,
(Since I on Thee rely)
Tell me, Saviour, wilt thou not
Thy farther help supply ?
Whisper to my list’ning soul,
Wilt thou not my strength renew,
Nature’s fears and pangs control,
And bring thy handmaid through ?

In the fifth line Wesley originally wrote ‘Speak it to my list’-
ning soul’, which means almost the same, but unhesitatingly
discarded this for the music and mystery of ‘whisper’, with
its reminiscence of the powerful presence of God made known
to Elijah in the ‘still small voice’, to which he refers in his
Scripture Hymns as ‘the soft whispering voice of love’®

As a tribute to Charles Wesley’s precision, flexibility, and
economy in the use of words, we can do no better than to
quote John Wesley’s preface to the 1780 Collection, remem-
bering that this statement applies chiefly to his brother’s
verse, which makes up the bulk of the volume: ‘Here is no
doggerel, no botches, nothing put in to patch up the rhyme,
no feeble expletives. Here is nothing turgid or bombast on the
one hand, nor low and creeping on the other.” Here are no cant
expressions, no words without meaning. . . . Here are (allow
me to say) both the purity, the strength, and the elegance of

6. Representative Verse, p. 282 ; cf. Poetical Works, IX. 180.
7. I am indebted to Dr. George W. Williams of Duke University for
pointing out Wesley’s indebtedness here to Pope’s Essay on Criticism,

lines 346-7:
While expletives their feeble aid do join,

And ten low words oft creep in one dull line.

Pope, in his turn, was adapting a passage in Dryden’s Essay on
Dramatic Poetry.
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the English language: and at the same time the utmost
simplicity and plainness, suited to every capacity.” This
tribute, of course, covers far more than the vocabulary, and
summarizes also the style, or the use made of that vocabul-
ary, to which we now turn.

SIX

LITERARY ALLUSIONS

ONE of the delights of reading is to be moving in two dimens-
ions at the same time—in the dimension of the immediate
reality of the story being told or the theme being expounded,
and also in the dimension of allusions, which light up different
aspects of the subject from the viewpoint of other writings
or experiences, and thus make it vital and vivid. As in his
vocabulary so in his literary illustrations Charles Wesley
drew from wide reading, but again primarily from the
Bible. We have already seen that he often used single words
from Latin and Greek as metaphors in miniature. Sometimes
this allusive quality of his verse extends to a phrase, a sen-
tence, or even several sentences. Dr Bett shows how a famous
passage in the Aeneid (vi. 724-9) colours one of Wesley’s
poems—‘Author of every work divine’—and also draws
attention to the influence both of Horace and of Edward
Young on another—‘Stand th’omnipotent decree’. He
suggests that Horace’s ‘Caelum, non animum mutant, qui
trans mare currunt’, recalled either consciously or un-
consciously, was the probable origin of some striking lines
in one of the Hymns occasioned by the Earthquake, March 8,
1750:

In vain ye change your place,
If still unchanged your mind:

Or fly to distant climes, unless
Ye leave your sins behind.

There is a possible allusion to the Iliad (viii. 19) in the
‘golden chains’ of ‘Author of every work divine,’ noted above,
and a more sustained reference in one of the Hymns for the
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Nativity of our Lord, ‘Join all ye joyful nations’. Here Wesley
alludes to the Greek legend of Hercules strangling in his
cradle the snakes sent to destroy him, a legend typically
translated into the Christian idiom, though this particular
stanza was marked by John Wesley for future omission:

Gaze on that helpless object
Of endless adoration !

Those infant hands

Shall burst our bands,
And work out our salvation;
Strangle the crooked serpent,
Destroy his works for ever,

And open set

The heavenly gate
To every true believer.?

Dr Bett also garners echoes in Charles Wesley’s verse of
several English poets, particularly Shakespeare, Milton,
Ha?rbert, Dryden, Pope, Prior, and Young.® It is almost in-
evitable that the phraseology of a man’s favourite authors
shc_)u-Id find their way, sometimes unnoticed, into his own
Wlmtlt}gs, though the results in the case of Charles Wesley are
occ&smnally quite surprising to the modern reader, Most of
us are ’fa,mllia.r with the fact that ‘Love divine, all loves ex-
cel]m_g follows the stanzaic pattern as well as echoes the
opening words of Dryden’s “Fairest Isle’, but very few of us
;:iulc} realize unaided the debt of “J; esu, Lover of my soul’ to

or’s Solomon, 1,11 its direct quotation of the phrase ‘the
flr;loera1:;;1' waters roll’. Undoubtedly this is a direct quotation,
Charlzbmonw was a favourite poem with both John and
Oolle s Wesley; it occupies a hundred pages of John’s

oitection of Moral and Sacred Poems,? and Charles urged his

7.
it o T o Mdin, . 1ty ot 109
73-5. : i of. Davie, Purity of Diction in English Verse, PP-

9. Vol. 1, PpP- 91-192,
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daughter Sally to memorize it completely ! Another familiar
echo of Prior’s Solomon is to be found in the closing lines of
‘Christ, from whom all blessings flow’:

Love, like death, hath all destroyed,
Rendered all distinctions void:
Names, and sects, and parties fall;
Thou, O Christ, art all in all!

A glance at Prior’s own lines makes the debt unmistakable:

Or grant thy passion has these names destroy’d:
That Love, like Death, makes all distinction void.

Charles Wesley’s elder brother Samuel also influenced him
greatly, and that not only by teaching him to appreciate and
practise the compressed, balanced, epigrammatic verse
modelled on the classics. Constant reminiscences of Samuel’s
own poems appear in those of Charles. Dr Bett points out
some of them, including the striking allusions in ‘Christ the
Lord is risen today’ to Samuel’s ‘Hymn on Easter Day’, part
of which ran:

In vain the stone, the watch, the seal,
Forbid an early rise,

To Him who breaks the gates of hell,
And opens Paradise.

Dr Bett demonstrates the debt by printing in italics the
borrowed phrases in the better-known hymn by Charles:

Vain the stone, the watch, the seal,
Christ hath burst the gates of hell:
Death in vain forbids His rise,
Christ hath opened Paradise!®

1. Letter of 1st October, 1778, where his request that she should begin
by memorizing Book I must be read against the background of his com-
mendation of Miss Morgan’s example, who, in following his plan of study,
*has got a good part of Prior’s Solomon by heart.’ {(Journal, Vol. 2, pp.

278, 280.) :
2. Bett, The Hymns of Methodism, pp. 151-5, especially p. 153.
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Strangely enough Dr Bett omits to mention that one of
Charles Wesley’s most telling phrases—‘Our God contracted
to a span’, from ‘Let earth and heaven combine’—quotes the
last four words of Samuel Wesley’s ‘Hymn to God the Son’,
though he does point out its more remote possible ancestry,
‘contract into a span’ used in a quite different context in
George Herbert’s “The Pulley’.3

Once more, however, it is the Bible that provides Wesley
with a never-failing source of allusions as of matter and of
language. A detailed familiarity with the scriptures was the
‘extra poetic dimension’ (to use Dr Davie's phrase) in which
Wesley could move at will and be fairly certain that others
could follow him, both the more educated among his readers
and—to some extent at least—the few among the Methodist
worshippers who remained illiterate.4 Through the Seripture-
saturated hymns of Charles Wesley Bible-reading and hymn-
singing were mutually enriched.

Much has already been written about the wealth of scrip-
tural al‘lusions in Wesley’s hymns, and undoubtedly much
more wﬂl. yet be written. There is no need to labour the point,
bu-t two illustrations may be given. In Wesley's day it was
E}llnte unnecessary to expound to a Methodist congregation

e closing lines of ‘Sing to the great Jehovah’s praise’, which
a;e usually omitted from modern hymn-books either because
IZ a:il;im ihe?logy of the Second Advent or because of the mis-
R g atmate-construct.ion in the second line. As so often,

¢ ymn ends in heaven, with the Second Coming of our

Lord, but this is ill
Old Testament: ustrated by a doubled metaphor from the

"Till Jes‘us in the clouds appear
To saints on earth forgiven,

3. Tam ind
Taylor's I;r; l; 1;;?(1 to the Rev. A. 8. Holbrook for pointing out that Jeremy
4. The Woesleys are o8 the phrase ‘contract Divinity into a span’.
wider literacy, f-:g: e::::t:(tiﬂa great though often indirect pressure toward
hymn-books. 18 wanted to be able to read their Bibles and their
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And bring the grand sabbatic year,
The jubilee of heaven.

More subtle is the way in which Charles Wesley equates his
conversion with the Spirit of God brooding over the face of
the waters when the earth was without form and void

(Genesis 12):

Long o’er my formless soul

The dreary waves did roll;
Void I lay and sunk in night:

Thou, the overshadowing Dove,
Call’dst the chaos into light,

Bad’st me be, and live, and love.?

Even the Bible commentators are echoed in Wesley’s verse.
Dr Bett notes his allusions to Luther on Galatians in ‘O
Filial Deity’, as also his use of Bengel. The Rev. A. Kingsley
Lloyd and Dr Erik Routley have demonstrated Wesley’s
indebtedness to the better-known commentary of Matthew
Henry in ‘Wrestling Jacob’, ‘Captain of Israel’s Host’, ‘A
charge to keep’, and other poems.® Allusions to the Primitive
Fathers, the liturgies, and the mystics are also pointed out
by Dr Bett.? If, however, we were to add all the allusions and
quotations from all the commentators and Christian writers
through the centuries as a supplement to all those from the
poets, philosophers, and historians both classical and modern
(supposing that this were in fact possible) it seems clear that
they would be but as a drop in a bucket beside Wesley's use
of the Scriptures. This is the vast ocean from which he draws.

5. From his ‘Hymn to the Holy Ghost’, Hymns and Sacred Poems (1739),
pp. 111-13. 3 X !

6. Bett, The Hymns of Methodism, pp. 94-7: Mr Lloyd'a article in the
London Quarterly Review, Vol. 171 (1946), pp. 330-7, is noted ab«._)ve.
Dr Routley’s article was first published in Bulletin 69 of the Hymn Society
(Autumn, 1954), pp. 193-9, and reprinted in the Congregational Quarterly

for October, 1955, pp. 345-51.
7. Op. cit., pp. 98-128.
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His verse is an enormous sponge filled to saturation with
Bible words, Bible similes, Bible metaphors, Bible stories,
Bible themes. In the thirty-two lines of “With glorious clouds
incompast round’ Dr W. F. Moulton found references to no
fewer than fifty verses of Scripture.® Indeed, in the memor-
able words of Dr J. E. Rattenbury, ‘A skilful man, if the
Bible were lost, might extract much of it from Wesley’s
hymns. They contain the Bible in solution.™

8. Proceedings of the Wesley Historical Society, I. 26-7.

9. Rattenbury, The Evangelical Doctrines of Charles Wesley's Hymns,
Pp. 47-52, especially p. 48. Cf. Bett, The Hymns of Methodism, pp. T1-97;
Manning, The Hymns of Wesley and Watts, pp. 37-42; Davie, Purity of
Diction in English Verse, p. 73 ; see also John W. Waterhouse, The Bible
tn Charles Wesley's Hymns (1954).

SEVEN

THE ART OF RHETORIC

WesLEY’s classical background was of some importance,
as we have seen, in his choice of vocabulary and his employ-
ment of allusion. It was far more important, however, indeed
it was a dominant factor, in the more artificial (a better word
might be ‘artistic’) elements of his style: the subtle or
startling changes in the normal usage of words, the careful
arrangement of both words and ideas so as to bring richer
meaning by parallels or contrasts or sequences, or even by
somewhat complicated interlockings, and particularly by the
many changes rung on the art of repetition. Most of this
artistic use of words is so skilful that it is only noticed when
pointed out, yet it is the secret of Charles Wesley’s most
characteristic effect, the compact tautness of his verse, the
epigrammatic intensity, as if a powerful steel spring had been
compressed into his lines, so that they were always trying to
burst their restraints. This is by no means true of all his
poems, but it is true of a far greater number than might be
generally recognized. In some few of them the spring (to
continue the metaphor) has been allowed to shoot out and
quiver at its full extent. Or, to change the metaphor, some
poems give the effect of a spate of words tumbling over one
another, or of a smoothly flowing stream, rather than of a
huge weight of water dammed up so that a mere fraction
spurts through under terrific pressure. Wesley’s anapaestic
verses almost uniformly afford examples of rapid unimpeded
flow.

It must be insisted that this effect of the restrained energy
of a coiled spring or a dammed stream, both in its general
intention and in its particular application, was deliberate,
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I rode on the sky
(Freely justified 11)
Nor envied Elijah his seat;
My soul mounted higher
In a chariot of fire,
And the moon it was under my feet.?

John Holmes lists twenty ‘principal and most moving
figures in speech’ and many more either related to these, or
unrelated but of only minor importance, to which he adds
the terms brought over into rhetoric from grammar and
logie. Again a few examples must suffice. It is by now a com-
monplace to point out Wesley’s use of exclamation marks—
ecphonesis, to use the rhetorician’s term. It was impossible
to confine the rapture of the Christian experience of God to a
mere statement of fact, and sometimes it could only be
expressed (and quite imperfectly at that) by a series of
exclamatory phrases which had ceased to form part of a
normal sentence. A good example, even though the actual
punctuation marks are mainly commas, is to be found in the
closing four stanzas of ‘Sinners, obey the Gospel word’. The
invitation in stanza six to accept ‘the plenitude of gospel
grace’ is followed by a series of nineteen phrases suggesting
varied aspects of the regenerate life, which tumble over one
another sc rapidly that they have the force of a series of
exclamations rather than the elaborations of a prior state-
ment:

A pardon written with His blood,
The favour and the peace of God,
The seeing eye, the feeling sense,
The mystic joy of penitence;

The godly grief, the pleasing smart,
The meltings of a broken heart,

3. ‘How happy are they’, Hymns and Sacred Poems, 1749, 1. 123-5:
Poetical Works, IV. 409.
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The tears that speak your sins forgiv'n,
The sighs that waft your soul to heav’'n.

The guiltless shame, the sweet distress,
Th’unutterable tenderness,

The genuine meek humility,

The wonder, why such love to me!

Th’o’erwhelming pow’r of saving grace,
The sight that veils the seraph’s face,
The speechless awe that dares not move,
And all the silent heaven of love !4

The device of hypotyposis or ‘lively description’ serves to
bring a scene immediately before our eyes, as in Wesley’s
‘Hymn for Ascension Day’ (‘Hail the day that sees Him

Tise’):

See! He lifts his hands above!
See! He shews the prints of love!
Hark! His gracious lips bestow
Blessings on his church below!

Wesley’s parentheses are often masterly:

He left his Father’s throne above,
(So free, so infinite his grace!)
Emptied himself of all but love,
And bled for Adam’s helpless race.®

One of his favourite mannerisms in this category is to paint a
damning generalized picture of sin—or of God’s forgiving
grace—and then to bring himself into the picture in a
dramatic final parenthesis. In ‘Where shall my wond’ring
soul begin’ the sixth stanza offers salvation to harlots and
murderers, and closes ‘He died for crimes like yours—and

4. There is a similar construction in the closing two stanzas of “Thou
hidden Source of calm repose’. See also the second chapter of G. H. Findlay’s
Christ's Standard Bearer.

5. “And can it be, that I should gain’.
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mine.’ Wesley can even make a periphrasis add energy to his
lines instead of obscuring and weakening them, though he is
very sparing in his use of circumlocutions, preferring direct
phrases. In the much-discussed ‘Ah! lovely appearance of
death’ he pictures the powdered, rouged, and bedizened
ladies of fashion, contrasting them very unfavourably with
the bare and seemingly brutal simplicity of death:

Not all the gay pageants that breathe
Can with a dead body compare.

Perhaps the sentiment no longer commands our admiration,
but we can still feel (when we realize what he’s about) the
force of the contrast between the deliberately elaborate
periphrasis of ‘the gay pageants that breathe’ and the direct-
ness of ‘dead body’.

Figures of thought and speech involving a contrast held a
particular attraction for Charles Wesley—or perhaps we
should say that only thus could he approach an adequate
expression of the basic paradoxes of the Christian faith.
Simple contrasts of ideas, or antitheses, are woven into most
of his verse. Sometimes they are obvious and normal, as
that between the verbs and the nouns in:

Raise the fallen, cheer the faint,
Heal the sick, and lead the blind.®

Often they are much more subtle. ‘How happy are the little
flock’, one of the Hymns for the Year 1756, furnishes several
examples. The opening lines of stanza 3 contain a simple
statement:

The plague, and dearth, and din of war
Our Saviour’s swift approach declare,
And bid our hearts arise.

The following three lines continue the same theme, with the

8. ‘Jesu, lover of my soul’.
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1755 earthquakes as the subject this time, but with far more
subtlety:

Earth’s basis shook confirms our hope,
Its cities’ fall but lifts us up,
To meet Thee in the skies.

The contrast between the physical fall of the city and the
spiritual rise of the Christian soul is on quite a different level
from ‘Raise the fallen, cheer the faint’, and the other anti-
thesis may very well have been missed, namely that between
‘shook’ (then grammatically acceptable for ‘shaken’) and
‘confirms’, which still retained something of the physical
solidity of its original Latin meaning, and was certainly so
used here by Wesley. The following stanza repeats the claim
that these cataclysmic events foreshadow the Second Advent
of Christ, and encloses within the statement antithetical
demonstrations from the four calamities already listed:

Thy tokens we with joy confess,

The war proclaims the Prince of Peace,
The earthquake speaks thy power,

The famine all thy fulness brings,

The plague presents thy healing wings,
And nature’s final hour.

Oceasionally such antitheses are practically indistinguish-
able from paradox:

Dead is all the life they live,
Dark their light, while void of thee.”

The pure paradox or self-contradiction is also to be found, as
in ‘Jesus, the first and last’:

Yet when the work is done,
The work is but begun.

7. ‘See the Day-spring from afar’, Poetical Works, I. 158-9.
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The antithesis also shades off into the oxymoron or combina-
tion for special effects of words which seem to be contradic-
tory. Many examples could be given, from ‘the guiltless
shame, the sweet distress’ of the regenerate experience
quoted above, and ‘Wrestling Jacob’s’ ‘confident in self-
despair’, to ‘their humbled Lord’ and ‘th’invisible appears’ of
‘Glory be to God on high’. Some would limit the term oxy-
moron to ‘adjective + noun’ or ‘adverb - adjective’, as in
‘Vietim divine’ and ‘death divine’® or—a phrase which
describes the strange blend of opposites to be found in his
own verse—‘I want a calmly-fervent zeal’.? It may bear the
wider connotation, however, and so can be applied to anti-
theses pushed to the nth degree, as in ‘Tmpassive, He suffers;
Immortal, He dies.”* Whatever terminology is used the terse
vigour and imaginative power of such phrases cannot be
gainsaid. And once again it is the supreme mysteries of the
Incarnation and the Atonement which constantly demand
expression in this way—for how can an Eternal Being either
be born or die ? Typical of Wesley’s approach in the Nativity
Hymns is the couplet in ‘Glory be to God on high”:

Being’s Source begins to be,
And God himself is born!

In many ways the most interesting group of Wesley's
rhetorical devices comprises those classed by Holmes as ‘fine
turns’, in other words the various types of repetition. These
not only add strength and vigour to individual phrases, but
also serve to bind together both lines and stanzas. Holmes
names fourteen ‘chief repetitions’, and adds eight minor
types. One of the simplest forms is common to most poets,
namely anaphora, or the repetition of the same word at the

8. “Victim Divine, thy grace we elaim’, and ‘God of unexampled grace’,
both from Hymns on the Lord's Supper.

9. ‘For a preacher of the gospel’, in Hymns and Sacred Poems, 1740,
from which was extracted the hymn ‘Give me the faith which can remove.’

L. “All ye that pass by'.
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beginning of consecutive phrases or sentences, or (in the case
of poetry) lines. One example from Wesley must suffice:

Enough for all, enough for each,
Enough for evermore.?

The immediate repetition of a word or phrase within the
same sentence, or epizeuxis, is another common method of
securing emphasis, as in ‘Who for me, for me hast died’.®
Less common generally, but frequent in Wesley, is epanadi-
plosis, beginning and ending a clause or line with the same
word, as in ‘Come, Desire of nations, come’,* ‘Hide me, O my
Saviour hide’ 5 and one from the funeral hymn ‘Happy soul,
thy days are ended’:

Go, by angel-guards attended,
To the sight of Jesus go!

Repetition of a word or words at the end of lines or phrases
is known as epistrophe. A good example is the opening stanza
of ‘Free Grace’:

And can it be, that I should gain
An interest in the Saviour’s blood!
Died He for me ?—who caused his pain!
For me ?—who him to death pursued.
Amazing love! how can it be
That thou, my God, shouldst die for me?

It will be noticed that the phrase ‘for me’, although in each
case it comes at the end of a phrase—indeed in the second
instance it constitutes the complete phrase—is actually
introduced in three different positions in the line, and only

2. ‘Thy causeless unexhausted love’ from Secripture Hymns, 1. 53—4—
altered to ‘Thy ceaseless . . .” in the 1780 Collection.

3. ‘0 filial deity’.

4. ‘Hark, how all the welkin rings’—altered by George Whitefield to
‘Hark, the herald angels sing’.

5. ‘Jesu, Lover of my soul’.
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comes at the end when it is most needed for emphasis, in the
very last line. One reason is that Wesley (like his father
before him, vide his Essay on Poetry) knew the dangers of
double rhymes, except in humorous verse. The other, and
chief reason, is that Wesley used subtlety in his repetitions,
so that they knocked at the back door of the subconscious
mind, and gained admittance without the master of the house
always being aware of how the divine visitation had occurred.
Even more subtle is the effect of wonder created in the same
stanza by the mesodiplosis or repetition of the phrase ‘can it
be’ in the middle of successive sentences, once near the begin-
ning of a line and once at the end, first with the note of
questioning predominant and then with the note of awed
astonishment at something that really has happened.
Another less common device popular with Wesley is that
of using the last word or phrase of one clause as the first of
the following, thus securing both the emphasis of an
important point and the continuity of the argument:

Earnest thou of joys divine,
Joys divine on me bestowed.®

This echoing of an announced theme is very useful as a means
of binding stanzas together, as may be seen in closing and
opening lines of stanzas 3 and 4 of “The Love-Feast’ (‘Come,
and let us sweetly join’):

.

We our dying Lord confess,
We are Jesu’s witnesses.

Witnesses that Christ hath died,
We with him are crucified.

-

People have racked their brains to find a descriptive title for
this feature of Wesley’s verse. Mr Findlay (who has garnered

6. ‘Hear, Holy Spirit, hear’.
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seventy examples from the 1876 Collection) uses what he
agrees is the ‘rather obscure heading’ of ‘last and first words’.”
Wesley himself knew the name of this most useful rhetorical
tool, and we need not be ashamed of using it—or rather
them—after him. The alternative technical terms for this
device are anadiplosis and epanastrophe.

The rhetoricians distinguished several less obvious forms
of repetition, but we will mention only three more. The
repetition of a phrase in reverse order was known as anti-
strophe. It occurs in a number of Wesley’s well-known hymns,
as in “Thine to ours, and ours to thine, and constantly forced
itself upon him in his Trinitarian verse—‘One in Three, and
Three in One’ or “Three in One, and One in Three’.? (The
corresponding pattern in thoughts rather than words is
chiasmus, mentioned below.) Ringing the changes on different
forms of the same word was known by the Latin term tra-
ductio, an example of which is found in ‘For the Anniversary
Day of One’s Conversion’. from which ‘O for a thousand
tongues’ is extracted:

My second, real, living life
I then began to live.

Familiar to all writers of verse, of good and especially of
bad, is the other device of repetition which we shall mention,
the refrain or (as the rhetoricians termed it) epimone. Wes-
ley’s use of the refrain really demands an essay in itself. He
uses it in strict moderation, knowing how easily a refrain
can become forced or feeble, or the cloak for poverty of
thought or craftsmanship. Wesley’s are always strong
phrases which readily stand up to repetition in a prominent
position, though they are often movingly simple, like that to
‘O Love Divine, what hast Thou done # which is an adapta-

1. Christ's Standard Bearer, pp. 38-9.

8. ‘Hark, the herald angels sing’. 3
9. ‘Father, Son and Holy Ghost’, from Hymns on the Lord’s Supper, and

‘Praise the Father for his love’, from Hymns for Children.
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tion from Ignatius’ Epistle to the Romans— My Lord, my
Love is crucified’. He never allows a refrain to be repeated
too frequently, as may well be seen from the variations of the
last line in “Wrestling Jacob’. And he is adept at transforming
a strong refrain into an even stronger climax. A good ex-
ample is ‘Rejoice, the Lord is king’, whose opening word is
taken up in the refrain:

Lift up your heart, lift up your voice,
Rejoice, again 1 say, rejoice.

We notice how this refrain is itself consolidated by the
balanced phrases with their anaphora in the first line, and by
the epanadiplosis in the second line, in which he simply
follows another orator trained in the schools of rhetoric, St
Paul.! After five such refrains the poem is rounded off with a
new couplet that takes us from earth to heaven but finishes
on that same trumpet-word with which the poem began, an
extended epanadiplosis:

We soon shall hear th’archangel’s voice,
The trump of God shall sound, Rejoice.

So far we have looked at fairly straightforward examples of
the basic types of ‘fine turns’ or repetition. With an ear as
sensitive and a mind as resourceful as Charles Wesley’s,
however, the real mastery is shown in the combination
of such devices, and in their extension to other devices
which have as yet been given no name. ‘For the Anniversary
Day of One’s Conversion’ echoes Luther’s comment on St
Paul, which meant so much in the deepened spiritual ex-
periences both of John and Charles Wesley. We see not only
the ringing of the changes on me and my (traductio), and the
powerful wrenching of the correct grammatical order of the
words (anastrophe) in order to underline the marvel of God’s
doing that for him; there is also a modified anaphora and a
double epizeuxis:

L. Phil. 4.4
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I felt my Lord’s atoning blood
Close to my soul applied;

Me, me he loved—the Son of God
For me, for me He died !?

Wesley’s anaphora itself is frequently, we might almost say
usually, accompanied by a subtle change, not only in the
word-musie, but in the meaning also. It is not mere repetition
but repetition with a difference, or—as the Greeks and the
rhetoricians termed it—antanaclasis. Here is an example
combined with antistrophe. The last line of stanza 8 of
‘Christ the Lord is ris’n today’ runs ‘Hid our life with Christ
in God!” Most of these words are repeated in the first line of
the following stanza: ‘Hid; till Christ our life appear’. Not
only is the sequence of words changed, however—a com-
pletely new meaning is given to the phrase ‘our life’, which in
the first instance has a human, in the second a divine, conno-
tation. Many similar examples could be quoted where an
echo is combined with a slight change both in words and
meaning, as in ‘Jesu, Lover of my soul’:

All my trust on thee is stayed;
All my help from thee I bring.

Here the change is from passive to active, from rest to move-
ment. Again in ‘Father, whose everlasting love’:

We all must own that God is true;
We all may feel, that God is love.

Here the shift within the basic repetition is from universal
compulsion to individual choice. This is a frequent sequence
of thought with Wesley— For all the world—and me!”
One very interesting feature of Wesley’s repetitions is a
progression by which several words of one line are taken up
2. Cf. John Wesley’s italicizing of the personal pronouns in his account

of the warmed heart experience of 24th May, 1738: ‘an assurance was given
me that he had taken away my sins, even mine, and saved me from the law

of sin and death.’
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and extended in the following line—a kind of enlarged and
extended anadiplosis which might perhaps be termed epi-
ploce. Stanza 2 of ‘God of unexampled love’ ends ‘Was never
love like thine !’ This is taken up in the opening line of stanza
3, with the addition of the term ‘sorrow’ and the amplifica-
tion of ‘thine’:

Never love nor sorrow was
Like that my Jesus showed.

Often the patterns of repetition are interlaced in such a
way that it is almost impossible to notice them all at a first
reading, though all have their unrealized impact. A good
example is furnished by the following stanza from ‘O Love
Divine, how sweet thou art’:

Thy only love do I require
Nothing on earth beneath desire,
Nothing in heaven above:
Let earth and heaven, and all things go,
Give me thine only love to know,
Give me thine only love.

The bold repetition of all but the last two words of the fifth
line as the closing line strikes immediately. We realize on
examination that the whole stanza furnishes an example of
epanadiplosis, the same phrase being used for the beginning
and the end—with the slight variation of ‘thy’ to ‘thine’.
Then we see that Charles Wesley has also contrived to give
us an intermediate stage by using that same key phrase
‘thine only love’ in the very middle of the penultimate line,
just as it is at the beginning of the opening line and the
closing of the last line. Then, perhaps, we notice the anaphora
of ‘Nothing . . . Nothing’, linked in turn with the antithetical
‘earth beneath’ and ‘heaven above’, which are then gathered
together in one phrase, ‘earth and heaven’.

This latter device of accumulating single ideas for sum-
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marizing as a compound unity is paralleled by the more fre-
quently employed reverse procedure—announcing the com-
pound idea first, and then developing separately each com-
ponent. An example of this is provided in ‘Come on, my
partners in distress’, where the closing lines of the first
stanza read:

And look beyond the vale of tears
To that celestial hill.

The verb and preposition are each taken up (in reverse
order) and expanded in the opening lines of the following
stanza:

Beyond the bounds of time, and space,
Look forward to that happy place,
The saints’ secure abode.

When (as often) Charles Wesley wants to emphasize the
universality of Christ’s saviourhood, he keeps hammering
the word ‘all’ and the phrase ‘for all’ into our minds, yet
with all his insistence contrives to vary his theme so skil-
fully that the reader or singer does not fully realize how his
subconscious mind is being bombarded. (Let us call this, as
does Holmes, ‘tautotes’, and reserve ‘tautology’ for clumsi-
ness in repetition, which Wesley’s is certainly not.) In ‘Let
earth and heaven agree’ stanza 6 introduces the theme
quietly:

For me, and all mankind,
The Lamb of God was slain . . .
Loving to all, he none pass’d by . . .

(In passing we note that the ‘all’ is in fact implicit in the
closing negative clause.) Stanza 7 ends on the same note:
‘What thou for all mankind hast done!” Stanza 8 repeats the
word ‘all’ in the second syllable of each of the last three lines,
but in each case with a different word of introduction:
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For this alone I breathe

To spread the gospel-sound,
Glad tidings of thy death

To all the nations round;
Who all may feel thy blood applied,
Since all are freely justified.

At last in stanza 9, before the quiet closing ‘amen’ of stanza
10, the full battery is brought into play, taking up the simple
second syllable ‘all’ in the second line (with yet another
introductory word) and letting it expand into an emphatic
“for all’ (introduced in stanza 7) at the end of the fourth line.
The phrase is hammered home at the beginning of the
following line, and for good measure there is a two-fold
repetition to open the last line:

O for a trumpet-voice,
On all the world to call,
To bid their hearts rejoice
In him, who died for all!
For all, my Lord was crucified,
For all, for all my Saviour died.

The devices of repetition crowd one upon another—tautotes,
anadiplosis, anaphora, epizeuxis. Yet though the effect is
there and is strongly felt, we are conscious of no straining
after effect. Indeed it is hard to realize that just over half of
the last fifteen words consist of “for all’. This is indeed the
art that conceals art!

Sometimes #wo words are thus woven into a pattern of
repetition, a double tautotes, with many of the associated
‘fine turns’. In the third stanza of ‘Father, Son, and Holy
Ghost’ Wesley has already played upon the theme ‘all’, and
this is continued and even intensified in the following stanza,
with the addition of a twin theme, ‘take’, introduced by an
epanadiplosis on the preparatory word ‘claim’—the just
demand that leads to the only adequate response. The
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assumed throughout, though we never see the pair thus side
by side:

If so poor a worm as I
May to thy great glory live,
All my actions sanctify,
All my words and thoughts receive:
Claim me, for thy service claim
All T have, and all T am.

Take my soul and body’s powers,
Take my mem’ry, mind, and will,

All my goods, and all my hours,
All T know, and all I feel,

All T think, and speak, and do;

Take my heart—but make it new.

It will be seen that repetition is one of the chief means by
which Charles Wesley ensures the powerful impact of the
best of his verse. This also is one of the secrets of its continu-
ity and cohesion. It is necessary to examine in a little more
detail the architecture both of stanza and of poem, bearing
in mind the fact that repetition provides the basic mortar
binding together the whole structure and its several com-

ponents.
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STRUCTURE

CrarLeEs WESLEY’s education had involved another
important mental discipline which is less common today,
though by no means so rare as the study of rhetoric. He was
trained, and to a small extent helped to train others, in the
art of logic, though in this field he never pretended to be the
equal of his brother John. The very size of his stanzas was
conditioned by his logical approach. He wanted a stanza in
which a theme could be announced, developed, and satisfac-
torily summarized, preferably with a foreshadowing of the
theme for the following stanza. He therefore showed a
marked preference for the longer stanza rather than for the
somewhat eramping limits of the conventional four lines.
On the other hand he carefully avoided as too heavy for
lyrical verse the iambic pentameters so beloved of later
hymn-writers, and only used lines of more than eight syll-
ables in strongly reflective poems or in his anapaestics, where
the length was counteracted by the speed. Such was his
fondness for lengthy stanzas that he not only doubled the
8 8.8.8 8.8 metre, but even the already doubled short metre
(6.6.5?.6) 80 as to make a stanza of sixteen lines. Yet he
mercifully allowed a central pause. This stanzaic caesura is
to be found also in most of his eight-lined stanzas—which is
why la,ter- editors have so easily halved them, though not
always without some slight disruption of their thought.
chzle:t&?zesleybwrote several hundreds of poems in four-
Crighery as, but so appreciated intellectual elbow-room

at of his total production of some 27,000 stanzas the over-
all aYer_age is almost exactly six lines per stanza.

Within the stanzas themselves weo find an orderly syn-
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chronization of thought and verse. In general every line
contains a complete idea, is in fact a clause or a sentence.
Similarly every stanza is a paragraph, and the whole poem is a
logically constructed essay in verse, or—to use the contem-
porary word of his grammar school and university days—
a ‘theme’. Charles Wesley seldom uses the run-on line or
enjambment in order to link his lines together—indeed in the
opinion of Dr Bett this is one of the differentiae between the
verse of John and Charles Wesley. Instead he uses the de-
vices of repetition and similar figures, either of speech or of
thought. Corresponding with the verbal device of anaphora
is the figure of thought termed parison. This balancing of
clauses is the reverse of antithesis, where the thought of one
forms a contrast to the thought of the other. Wesley normally
combines it with some kind of verbal repetition. One ex-
ample has already been quoted in the refrain of ‘Rejoice, the
Lord is king ’—‘Lift up your heart, lift up your voice’. Others
will readily come to mind: ‘fightings without, and fears
within® (from ‘And are we yet alive’), and

Publish at his wondrous birth
Praise in heaven and peace on earth.?

Parison is a favourite device with Wesley for knitting more
closely the looser texture of the longer anapaestic line, as in
“Your debt he has paid, and your work he hath done’ from
‘All ye that pass by’, and the following from an unpublished

hymn for workers:

Come let us away,

And his summons obey

Who justly demands

The sweat of our brows, and the work of our hands.*
Mr Manning has already drawn attention to Charles

Wesley’s skilful use of chiasmus. This device, whose name

3. ‘Sing, ye ransomed nations sing’, from Nativity Hymns.

4. Representative Verse, pp. 149-50.

c.v.1.—b
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comes from the Greek letter X or ‘chi’, is the crossing of
clauses in the pattern % X ﬁ It is almost the equivalent in
thought of the verbal figure of antistrophe. The pattern
ABBA is often readily distinguishable, as in the For 4 per-
sons: mercy: : mercy: For + person of:

For all thy tender mercies are
If mercy is for me.5

Only slightly less obvious are the four nouns of the opening
lines of “The Universal love of Christ’:

Let earth and heaven agree,
Angels and men be joined. . . .

As Mr Manning points out, even in that supposedly non-
literary poem, ‘Jesu, Lover of my soul’, there is a very inter-
esting example—nor is this the only one in the hymn:

Just, and holy is Thy name
I am all unrighteousness,
False, and full of sin I am,
Thou art full of truth, and grace.

Not only is there the crossed pattern in the four lines as a
whole—Saviour: Sinner: : Sinner: Saviour. Mr Manning indi-
cates further examples of chiasmus in these same four lines:
one in each of the two pairs AA, BB—personal pronoun:
epithet: : epithet: personal pronoun.® Actually there are two
ft}rther examples of a similar type (not noted by Mr Man-
ning) in' each of the consecutive pairs of lines, AB, BA, in this
case epithet: personal pronoun: : personal pronoun: epithet,
this time with antithetical instead of parallel ideas.

The question immediately arises, ‘Did Wesley think all

b E W

5. ‘What shall T do my God to love’, a h;
! ; » & hymn extracted from the poem
After a recovery’, Hymns and Sacred Poems, 1749, 1. 1624,

6. The Hymns of W, : e
ard Bearer, p. 32.f esley and Watts, pp. 21-3; ch. Findlay, Christ's Stand-
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this out ?’ The answer must be, I believe, ‘No, at least not
all of it.” But his mind was so accustomed to manipulating
the intertwined formulae of logic as well as the figures of
rhetoric that his sentences often quite unconsciously assumed
this form of patterns within patterns. Almost always the
chiasmus in grammatical arrangement is combined with an
antithesis in meaning, as in ‘Sow in tears, in joy to reap’” and
‘Who built the skies, On earth he lies’ from the Nativity
Hymns.® The chiasmus is one of the natural outworkings
both of the essential paradoxes of the Christian faith and of
the antithetical processes of Charles Wesley's literary art.
With this sense of balance in thought as well as in word

we are not surprised to note how carefully Charles Wesley
articulates his stanzas. As an example we may quote the
opening stanza of the ‘Hymn of Thanksgiving to the Father'
from the Hymns and Sacred Poems of 1739—which incident-
ally provides a chiasmus in lines 1-2, another in lines 3-4,
and a parison in lines 5-6:

Thee, O my God and King,

My Father, Thee I sing!

Hear well-pleased the joyous sound,
Praise from earth and heav’'n receive;
Lost, I now in Christ am found,
Dead, by faith in Christ I live.

This stanza is in two distinct sections, as are all the stanzas
in this poem, and almost every stanza which Wesley wrote in
this particular mixture of iambic and trochaic verse. The open-
ing iambic couplet introduces the theme—in this case &
statement of intention—and the succeeding trochaic gua-
train develops that theme, in this instance first by expn.ndfng
the idea of praise introduced in ‘sing’, and then by ahowm.g
the reason for that praise, the restoration c_)f a mt:'adem prodi-
gal to his heavenly Father through faith in Christ. The fol-

7. “When our redeeming Lord', Poetical Workas, VIII. 241-3.
8. “Join all ye joyful nations’.
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lowing stanza similarly announces the theme of ‘father and
son’ carried over from this one, and then develops it by an
extension of the idea of the wandering of the son and the
welcome of the father. And so it goes on, the careful articu-
lation of each stanza, and of the stanzas into the poem as a
whole.

In this 6 6.8.8.8.8 stanzaic pattern the turning-point in
Wesley’s thought is almost always the close of the first
couplet, where the iambics change to trochaics, thought
thus carefully matching metre—or wvice wversa! In other
stanzaic patterns the articulation of Charles Wesley’s thought
is quite different, though it is always present—there is no
woolliness in his thinking, no meandering. Specific stanza-
forms were chosen (doubtless almost unconseiously) because
they matched specific lines of thought. Thus Wesley’s favour-
ite 8.8.8.8.88 iambic metre announces and develops the
thought during the first four lines and usually clinches the
argument in the closing couplet. Looking for an example at
random the first stanza on which my eye fell was in the
trochaic counterpart of the metre which I sought:

Christ, whose glory fills the skies,
Christ, the true, the only light,
Sun of righteousness, arise,
Triumph o’er the shades of night:
Day-spring from on high, be near:
Day-star, in my heart appear.

Here the theme of Christ the ‘light of the world’ is intro-
duced by the invocation in lines 1-2 and developed into a
general prayer in lines 3—4; in the parison of the closing coup-
let the movement from the general to the particularis clinched
by the direct appeal, ‘in my heart appear’.

Wherever we look in Charles Wesley’s verse we find this
careful fievelopment of thought. He does not simply choose
h{.s sub_]ect and walk round it, describing it from different
viewpoints as he comes to them; even less does he drift on by
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the undisciplined process of the association of ideas; he analy-
ses his theme carefully, and moves in logical succession from
one aspect to another. Movement, indeed, is one of the great
characteristics of his verse. It is not merely evocative of
emotion in a vague way, but takes us step by step along a
planned pathway to a definite goal. This is what Mr Manning
means when he speaks of the ‘liturgical action’ of ‘Vietim
Divine’, but which he describes perhaps even more felicit-
ously as a ‘dramatic and architectural’ quality.® For it has
the virtues of both these realms of art—there is the balanced
integration of a carefully designed building, and there is the
purposeful movement of a good play. Constantly we are
reminded of the technique of drama. We see the plot unfold
before our eyes, stanza-scene after stanza-scene to the final
dénouement—always an important feature of his verse.
Sometimes this dénouement is unexpected, more often a
heightening of emotion at the inevitable climax, sometimes
the evocation of a mood of calm resolution to follow the
new insight or challenge that has been presented. Like all
dramatists, Wesley watched his curtain lines, though one
could hardly expect them all to be of equal quality. Mr Man-
ning points out how in ‘See how great a flame aspires’ every
stanza closes with ‘a knock-out blow’—‘all the preceding
lines lead by steps to an emphatic concluding phrase.”
Even more powerful is the closing phrase of stanza 7 of
‘Come on, my partners in distress’. where Wesley describes

the imagined rapture of heaven:

The Father shining on his throne,
The glorious co-eternal Son,

The Spirit one and seven,
Conspire our rapture to complete,
And lo! we fall before his feet,

And silence heightens heaven.

9. The Hymns of Wesley and Watts, p. 69.
1. ibid., pp. 39-40.
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There is theological and scriptural allusion there in plenty
to keep us busy for some time; in addition, if we've got our
allusions right, and if we’ve ever been hushed in a soaring
Gothic cathedral, we can hardly miss the awe and the right-
ness of the last line.

It is not surprising that Dr Davie quotes Wesley as an
illustration of Ezra Pound’s definition of ‘scenario’ in liter-
ary construction—‘so arranging the circumstance that some
perfectly simple speech, perception, dogmatic statement
appears in abnormal vigour’. Dr Davie draws attention
to ‘the poignant simplicity which is one of [Wesley’s] best
effects, . . . brought about by sudden and calculated descent
from a relatively elaborate level of language’, similar to
King Lear’s ‘Pray you, undo this button’. As an example
he quotes the following:

Sinners, believe the gospel word,
Jesus is come your souls to save!
Jesus is come, your common Lord;
Pardon ye all through him may have,
May now be saved, whoever will;
This man receiveth sinners still.2

His comment is: ‘“The piercing directness of that last line is
an achievement in literary form.’” That this is quite deliber-
ate is confirmed by the fact that in this particular stanza
Wesley deserts his normal articulation for this form, and
instead of pairing his thoughts for a closing couplet makes
the last line stand starkly alone.

Wesley’s closing lines are frequently epigrammatic,
e_specia.lly in his satirical verse, but also in his more devo-
tional poems. In ‘Thee, O my God and King’, noted above,
he follows the closing words of his prototype, the parable of

bofk This stanza begins a cento in common use until the Methodist Hymn-
of 1904; it comes from ‘See, sinners, in the gospel glass’, No. 10 in
Hymns on God’s Everlasting Love, 1741.
3. Purity of Diction in English Verse, pp. 72-3,
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th(? Prodigal Son, but makes them evangelical, personal, and
epigrammatic, by means of two balanced antitheses:

Lost, I now in Christ am found,
Dead, by faith in Christ I live.

A poem on the death of his second child closes on a typical
note, though hardly one that we should expect in such a
context:

Love our Eden here would prove,
Love would make our heaven above.t

Love is frequently his closing thought, occasionally in vivid
phraseology, such as the closing line of a poem on prayer:
‘In speechless eloquence of love’.5 One of his unpublished
poems is a rebuke to those who boast of their Christian per-
fection, and one feels that the challenging antitheses of the
closing epigram are worthy of a better cause:

Humility your whole delight,
And your ambition’s utmost height
To weep at Jesus’ feet.®

Actually Charles Wesley was at his most epigrammatic
in his satirical verse, especially upon subjects which moved
him greatly, as did the controversy over predestination.
‘The Horrible Decree’ contains some outstanding examples
of vigorous closing lines to the double short metre stanzas:

And mockest with a fruitless call
Whom Thou hast doomed to die.

Thou sl'zew’si; him heaven, and say’st, Go in—
And thrusts him into hell.

Indeed the whole of what Charles Wesley calls the ‘other
gospel’ of the fiend is a sustained epigram, one of the most

4. Representative Verse, pp. 282-4. 5. Poetical Works, X. 177.
8. Representative Verse, pp. 215-16.
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powerful pieces of theological invective in the English lan-
guage:
Sinners, abhor the fiend,
His other Gospel hear:
‘The God of truth did not intend
‘The thing his words declare;
‘He offers grace to all,
‘Which most cannot embrace,
‘Mocked with an ineffectual call
‘And insufficient grace.

‘The righteous God consigned
‘Them over to their doom,
‘And sent the Saviour of mankind
‘To damn them from the womb;
‘To damn for falling short
‘Of what they could not do,
‘For not believing the report
‘Of that which was not true.

‘The God of love passed by

‘The most of those that fell,
‘Ordained poor reprobates to die,

‘And forced them into hell.

‘He did not do the deed

(Some have more mildly raved),
‘He did not damn them—but decreed

‘They never should be saved.’?

Dr Ne.wton Flew has enabled us to see another frequent
e_lement in the structure of Charles Wesley’s verse, not this
time dra.m.a,tic but homiletic. He was, of course, a preacher,
both a logical, a challenging, and a forceful preacher, and it
seems obvious (once someone has pointed it out!) that he
s}.lould prepare many of his poems along the same lines as
his sermons. One of the best examples is “‘What shall I do

7. Poetical Works, I11. 34-8,

O EEE——————————S

STRUCTURE 63

my God to love’, even though it is a hymn adopted (and
slightly adapted) from the closing stanzas of a longer poem.
In this closing section he is thinking of Ephesians 318-1%:
‘To apprehend . . . the breadth and length and height and
depth, and to know the love of Christ which passeth know-
ledge.” He announces his text and even outlines his points
in the opening stanza:

What shall I do by God to love,
My loving God to praise!

The length, and breadth, and height to prove,
And depth of sovereign grace!

The following stanza is his ‘firstly’—the length of God’s love,
which ‘to all extends’. Next comes his ‘secondly’, its breadth
—Throughout the world its breadth is known, Wide as
infinity’. Then his ‘thirdly’, the height, both of his own sin,
‘grown up to heaven’, but also, and even higher still, ‘far
above the skies’, of the soaring mercies of God in Christ.
And ‘“fourthly’, ‘The depth of all-redeeming love’, in two
stanzas, the second of which (usually omitted from the hymn-
books) underlines this idea of depth— Deeper than hell . . .
Deeper than inbred sin’. Having made his points, like any
evengelical preacher Charles Wesley ‘applies’ them m aprayer
of supplication. For a final knock-down blow (again .omltt.ed
from most hymn-books) he works his spatial relz.ttmnshlps
into a paradox parallel to—though quite different in content
from—St Paul’s paradox about knowing the love which

passes knowledge:

And sink me to perfection’s height,
The depth of humble love.®

Sometimes the sermon remains in ef:nbryo, as in an in-
stance quoted by Mr Findlay, who points out that the re-

8. R. Newton Flew, The Hymns of Charles Wesley: a study of their struc-
ture (1953), pp. 18-25, 56-9.
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peated “Thou’ opening three of the lines is for all the world
like a preacher announcing his ‘heads’:

Saviour in temptation Thou:
Thou hast saved me heretofore,

Thou from sin dost save me now,
Thou shalt save me evermore.?

(Nor should we overlook the concealed artistry of this qua-
train: the two basic words, ‘Thou’ and ‘save’ are both intro-
duced in the opening line, in reverse order, so that there is
not only both the anaphora and the anadiplosis on “Thou’,
and the traductio and mesodiplosis on ‘Saviour’, ‘saved’,
‘save’, but also a chiasmus between ‘Saviour’ and ‘Thou’
in the opening line and in each of the following three lines.)

Wesley is not unique in achieving this kind of structure,
of course. There are even more notable examples in Chris-
topher Smart’s 4 Song to David. Indeed they are foo notable
—the machinery tends to creak. The opening lines of stanza
4 furnish us with a catalogue of David's virtues:

Gma,.t, valiant, pious, good, and clean,
Sublime, contemplative, serene,
Strong, constant, pleasant, wise!

Tl.w following twelve stanzas each deal (in the same order)
with one of these virtues, and to ensure that the reader does
not miss the point, each epithet opens its respective stanza,
isolated by a dash. Charles Wesley is never as obvious as
th%:, and i:;e alfar greater artist as a result.

e can eft in no doubt that Wesley was adept in the
marshalling of thoughts, as he was of worgs, and (aspwe shall
see) of sounds. Yet at the same time he was exceedingly

dance with the material that h i urpo:
with A € was using and the Se
for which it was intended. He was undo%lbtedly apma.ster

9. Ohrist’s Standard Bearer, p. 87; Poetical Works, I1. 294,
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craftsman in verse. This mastery becomes the more impres-
sive when we consider those deft touches of musical mortar
with which he bonded together his structure of thought,
whether in stanza or in poem—the ‘patterns of sound’, to
use Mr Findlay’s phrase. Wesley’s skilful use of repetition
for the purpose of emphasis has been sufficiently illustrated,
but its use for cohesion has only been hinted at. Many ex-
amples could be quoted both of stanzas and of whole poems
whose theological theme is accompanied by a musical theme
which renders the verse both continuous and compact.
One of each must suffice. For a stanza we turn to the follow-

ing, based on Ephesians 4476:

Build us in one body up,

Called in one high calling’s hope;
One the Spirit whom we claim,
One the pure, baptismal flame,
One the faith, and common Lord,
One the Father lives, adored
Over, through, and in us all,

God incomprehensible.!

The theme is announced in the opening line, and is t&km.'l up
by the fivefold repetition of ‘one’ in the five fo%lc)wing '111.1ea.
Wesley is careful, however, not to overdo th.ls repetition,
allowing St Paul’s ‘one Lord’ to enter in disguxse—‘Qne the
faith, and common Lord’—even though ‘One the faith and
one the Lord’ would have fitted the metre perfectly and
would have been nearer to his seriptural original.
This disciplined use of repetition, constantly va.f'xed just
before it is becoming too obvious, is one of Wesley s strong
points, appreciated all the more when turning from Chris-
topher Smart. Stanzas 51-71 of A Song to Dz‘zmd overdo the
word ‘AporATION’ (always printed in capl.ta,ls.), a.lfd the:l
following stanzas dwell at length on the adjectives ‘sweet

1. “The Communion of Saints’, Part I, Hymns and Sacred Poems (1740),

p- 188,
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(72-4), ‘strong’, (75-7), ‘beauteous’ (78-80), ‘precious’ (81-3),
‘glorious’ (84-6), and their comparatives. It is all a little too
mechanical and obvious, as if he were saying, ‘See how clever
I am!” Wesley is much more subtle and self-effacing. His
delicately modulated repetitions are one of the great secrets
of the success of his ‘Come, O thou Traveller unknown’,
underlining its deep emotion, yet never allowing that emo-
tion to become maudlin. (This is the poem, of course, of
which Isaac Watts said, ‘That single poem, Wrestling Jacob,
was worth all the verses he himself had written’.)2 The
twin themes of the struggle and the stranger are thus an-
nounced in the closing couplets of stanzas 1 and 2:

With thee all night I mean to stay,
And wrestle till the break of day.

And:

But who, I ask thee, who art thou ?
Tell me thy name, and tell me now.

The succeeding three stanzas all end with the same combina-
tion of these two themes:

Wrestling I will not let thee go,
Till I thy name, thy nature know.

This reﬁ'a-in is omitted from stanza 6, and only partially
taken up in the closing couplet of stanza 7:

I stand, and will not let thee go,
Till I thy name, thy nature know.

Stanzfz 8 provides a hesitant answer to half of this recurrent
question:

And tell me, if thy name is Love.

The following stanza triumphantly transforms the question
2. Representative Verse, 37-9,
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into a proclamation, the order of the elements being also
reversed:

Thy nature, and thy name is Love.

The constant ringing triumph of this same line closes each
of the remaining five stanzas, always with a varied intro-
ductory line lest the refrain become too mechanical. This is
only one element in the poem’s literary achievement, but it
is a very important one, as it is in many another of Wesley’s
most successful poems. His poems are integrated artistic
structures, not random heaps of building blocks, no matter
how decorative.
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one to another within the same poem, in order to achieve some
particular effect. One interesting example occurs in the
Hymns and Sacred Poems of 1742, a verse paraphrase of
Isaiah 52719, The introductory exclamations— How beauti-
ful upon the mountains’ &c, verses 7-8, are represented in
five stanzas of steady cross-thyming long metre, but the
exhortation ‘Break forth into singing’ (verse 9) is the signal
for him to burst into four stanzas of lilting anapaestics.”
Even more interesting is a poem discovered at Duke Univer-
sity after Representative Verse had reached the page-proof
stage. This consists of a series of short lyrics with various
stanzaic patterns that form a complex unit with a clear pro-
gression in thought, the subject being the death of an un-
known Christian. Charles Wesley has no pindaric ode to
match those of Isaac Watts, but this document shows that
he did in fact experiment with a less elaborate form of ode.®

7. Bet out as 10 10,11 11, See Representative Verse, pp. 36-T.
8. op. cit., pp. 376-78 and illustration facing p. 377.

TEN

MODULATIONS

THERE is one very important footnote that should be added
to any study of Charles Wesley’s command of metre. He was
'for .t.he most part in such perfect command that he never let
it d]f:ta.te to him. In other words he was a poet, rather than a
vers%ﬁ_er terrified lest an accent might fall ‘incorrectly’. Any
musician knows that if he remains in the same key for too
long u:.lonotony sets in. This he avoids by modulations, pas-
sages in a different though related key, passages short or
}ong, obvious or subtly concealed beneath the melody, vary-
ing both with the occasion and with the technical command
a.n.d musical sensitivity of the composer. The same kind of
thing is true in verse. ‘Modulations’, as we may call them, are
obviously more necessary in longer lines and longer poems,
?vhich otherwise would degenerate to a jog-trot. The need
18 not quite so self-evident in shorter lyrics, but even here
their complete absence has a sterilizing effect.

Hymns are in a peculiar category, because they are made
for singing to relatively simple tunes, to which each stanza
must conform. Hymn writers in general, therefore, tend to
ignore (or to remain in ignorance of) the values of modulation.
The slavery to the tune is one very important reason for the
widespread assumption that hymns cannot be poetry, an
assumption based on the (sometimes unrealized) nature of
poetry as a constantly varying compromise between the
naturalness of common speech and the artificiality of strictly
metrical speech; at the one extreme lies prose, at the other
the hurdy-gurdy. It is broadly true that hymns with no modu-
lations are as unsatisfactory for reading as those with exces-
sive or violent modulations are for singing. For the hymn
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writer with a feeling for poetry the motto should be ‘modu-
lation in moderation’.

Charles Wesley was not simply a hymn writer with a feel-
ing for poetry, however, but a true poet who wrote hymns.
In his couplets modulation is therefore inevitable, and the
same is true of his ‘sacred poems’, i.e. the ‘hymns’ which were
in fact not really intended for regular congregational singing.
Even in the true hymns, however, modulation is present. The
syncopated beat of the mixed metres is itself a form of modu-
lation. It is to be found also in hymns where it is both
unexpected and unrealised, being overlaid by the beat of the
music, which is normally remembered even when the verse is
being read. If we do conscientiously try to dismiss the tune
from our head for the moment, however, we can hardly fail to
realize the variations in stress and duration of corresponding
syllables. One of the most frequent modulations in Wesley’s
iambic verse—as in iambic verse generally—is the use of an
opening choriambus, or a foot consisting of a trochee fol-
lowed by an iambus.? This is one of the methods by which he
injects trochaic vigour into the otherwise docile iambics of the
double short metre, witness:

Soldiers of Christ, arise,
And put your armour on,
Strong in the strength which God supplies
Through his eternal Son;
Strong in the Lord of hosts,
And in his mighty power,
Who in the strength of Jesus trusts
Is more than conqueror.

This is by no means ‘regular’ verse, as many unsuspecting
folk assume. Qut of the eight lines four begin with the de-

liberately misplaced beat of a choriambus— the first, third,
fifth, and seventh. This looks at first almost like a regular

9. Call i g
Ty ed by Mr Findlay (Christ's Standard Bearer, pp. 25-8), a ‘hammer-
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pattern of misplaced beats, but no! In the second stanza
it is thej first and seventh lines only, in the third stanza the
first, third, and seventh, while the fourth line opens with what
is more like a spondee. In the fourth stanza only the first
line begins with a choriambus, and in the fifth there are
two pyrrhic feet, consisting of relatively unstressed syllables.
Usually these accentual variations are not sufficiently
marked to cause a worshipper discomfort. In this particular
instance the hymn has been set in the Methodist H ymn Book
to a tune which follows the misplaced accentuation of this
first stanza, and so misfires (though only slightly) in other
stanzas. This ‘hymn’, of course, was in fact originally written
as a lengthy poem, in the course of which Wesley felt it
necessary, as well as permissible, to vary his scheme of
accentuation.

The opening choriambus is by no means confined to this
metre, as may be seen from the first lines of two of the famous
hymns upon his conversion—‘Where shall my wond’ring
soul begin’ and ‘O for a thousand tongues to sing’. The
Methodist Hymn-Book has unfortunately tried to squeeze
the other famous conversion hymn into the same mould, as
represented by the tune Sagina. ‘And can it be that I should
gain’, however, is a perfectly regular iambic, and only the
closing stanzas have an introductory choriambus, though
this same modulation is to be found in other parts of the
hymn. Often it is combined with less noticeable variations, as
in ‘Pardon, and holiness, and heaven’. Here, in addition to
the opening choriambus, there is a distinet lightening of the
emphasis on ‘ness’, where the beat would regularly fall,
though there is a compensatory lengthening of this syllable
through the presence of a closing sibilant. _

This brief discussion of only one form of modulation—
though probably the most important—enables us to see that
there is more of the mystery of music in many of Charles
Wesley’s hymns than is at first obvious, especially ‘f'hen th‘;.
ear is deafened by a familiar tune. That Wesley’s use o
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modulation is significant in the general history of prosody
may be seen by quoting some words from Mr Sampson’s
Concise Cambridge History of English Literature: “To us the
substitution of a three-syllabled foot for a two-syllabled
foot and the replacing of an “iamb” with its “rise” by a
“trochee” with its “fall” are neither faults nor anomalies,
but the touches that transmute metre into rhythm. In
listening to Chatterton and Blake and Coleridge we must not
take these things for granted; we must make an imaginative
retreat in audition, and hear the liberties of the new poetry
as they first fell upon ears attuned to the regularity and
smoothness practised by the poets who came after Pope, and
prescribed by the theorists who formulated the principles
they expected the poets to practice. But the end of the
century saw many signs of revolt against mechanical regular-
ity.”* In fact the signs had been there long before the poets
named; indeed in the variety and freedom of his rhythm as
well as in the rapturous content of his verse Charles Wesley
may be regarded as one of the heralds of the Romantic
Revival. It is somewhat strange that in spite of hisrecognition
of Charles Wesley’s literary stature Mr Sampson seems to
have missed the fact that in this matter of ‘substitution’
(as he prefers to call it) Wesley was in the vanguard of the
reformers.?2

As a pendant I should perhaps add that not all the modu-
lations which today we find in Wesley’s verse are intentional.
Many result from a shift in accent since his day. One example
may be given. In ‘Come, sinners, to the Gospel feast’ Charles
Wesley wrote the following balanced iambic couplet, each
line opening with a choriambus:

This is the time, no more delay,
This is the acceptable day.

1. op. cit., p. 774.
9
g 2. Thel:e had bt_aen many others before him, of course, even among the
Em-maters—mtnem Bishop Thomas Ken’s well-known Morning and
vening Hymns, and Watts’s ‘Our God, our help in ages past’.
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The lines are perfectly all right so long as we stress the first
syllable of ‘acceptable’, as did eighteenth century English-
men. With the modern shifting of the accent to the second
syllable, however, the effect is to have one stressed followed
by three unstressed syllables, and the line is thrown out of
joint. In actual fact Methodists did try to sing this until
1933, when the line was amended to “This is the Lord’s
accepted day’. Not every such example was amended, how-
ever. In No. 156 of the 1933 hymn-book a similar line is left
unchanged, so that it reads like an anapaestic rather than
an iambic line:

Make this the acceptable hour;
Come, O my soul’s physician Thou!

The chief sinners in this matter of shifted accent are listed by
Dr Bett as ‘ac’ceptable’, ‘ce’mented’, ‘con’fessor’, ‘obdu’rate’,
and ‘suc’cessor’.?

3. The Hymns of Methodisim, pp. 54-6.
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avoid the necessity of an added feminine rhyme, namely the
iambic 7.7.4 4.7 D, and the related iambic-anapaestic variant
7.7.5 5.8; the unrhyming line in the trochaic example,
8.7.8.7.4.7, also has a feminine ending. Only in the first form
noted did Wesley write any considerable number of poems—
forty, a total of over one thousand lines. It led him to some
strange expedients, as may be seen by looking at his most
well-known hymn in that metre, ‘Head of thy church
triumphant’: ‘adore Thee/glory’, ‘fire/nigher’, ‘favour/ever’,
‘Stephen/heaven’. It also led to the ingenuity of the ‘verb
plus preposition’ rhyme in one of his Hymns for Times of
Trouble:

Some put their trust in chariots,
And horses some rely on,

But God alone

Our help we own,
God is the strength of Sion.

We may sum up Wesley’s attitude to feminine rhymes by
saying that he did not really enjoy himself when he was
writing under this type of discipline, and much preferred the
strong masculine ending. Altogether he wrote a mere three
hundred poems in metres which called for them, out of a
total of some nine thousand.

A few sentences at least should be added about the more
subtle forms of verbal music. To Wesley’s sensitive ear in-
dividual words had a musical as well as a factual content,
and occasionally their musical outweighed their intellectual
value. We never find him deserting sense for sound, but he
frequently rejected a word of simple sense and simple music
for another which was harder to understand but contained
more subtle or more rousing music. This is true of his classical
voca.l.)ulary, examples being the beauty of ‘amaranthine’ and
the sinewy strength of polysyllables like ‘inextinguishable’
and ‘incomprehensible’. Tt is true also of his use of many
biblical names such as Jeshurun and Zerubbabel. This also
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was an important factor in his manuseript revisions. Even
his images were as likely to appeal to the ear as to the eye,
for as a handmaid of religion music attracted him far more
than did art.?

7. See J. E. Rattenbury, The Evangelical Doctrines of Charles Wealey's
Hymns, p. 53. Even the example of motes dancing in a sunbeam which Dr
Rattenbury quotes as a visual word-picture was in fact taken direct from a
German original, see Representative Verse, pp. 170-2.

c.v.L.—7
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it seems just possible that they may have been used on a
single occasion in public worship. In his Short Hymns on
Select Passages of the Holy Scriptures Charles Wesley finally
gave up any idea of discriminating between the two categor-
ies. The bulk of the collection consists of poems which are
either irregular in form, complicated in metre, or far from
communal in theme, and in fact very few were ever used as
hymns. The term ‘sacred poem’, however, had been dropped,
apparently for good, and the literary world henceforth
thought of Charles Wesley as a ‘mere’ writer of hymns. For
this erroneous conclusion he himself must clearly carry a
share of the responsibility.

T I R ————————

THIRTEEN

JOHN OR CHARLES WESLEY?

BETwWEEN 1739 and 1745 John and Charles Wesley pub-
lished five volumes as joint authors, with no indication of the
extent of their respective contributions. These five volumes,
together with John Wesley’s Collection of Moral and Sacred
Poems of 1744, which again contained compositions of un-
differentiated Wesley authorship, between them offer some
seven hundred poems which are either original or are adapta-
tions from earlier poets. These seven hundred pieces include
many of the best known Methodist hymns, as well as some
of the most valued sacred poems. After this date it seems that
John Wesley wrote hardly any verse (an exception is his
lament for the loss of Grace Murray in 1749) and confined
himself to editing earlier poems for the successive general
hymn-books of Methodism—in addition to praising or eriticiz-
ing, as occasion prompted, particular examples of h?s
brother’s lavish output. In agreeing not to distinguish their
respective contributions to the joint publications the bl_'others
did nothing to ease the lot of inquisitive students anxious to
bestow credit where it truly belongs.

The great bulk of Wesley verse can be assum(‘ad or almost
proved to be by Charles Wesley. Huge masses of it are extant
in his manuseript, sometimes in two or three stages of com-
position. There are sufficient clues for us to be almost sure
that most of the anonymous productions are pure_Cha.rles
Wesley. For example John Wesley wrote to Charles in 17 62:
‘Pray tell Brother Sheen I am hugely .dn-splea,sed at his ber:;
printing the Nativity hymns and on?lttn‘l‘g th!i verty 51
hymn in the collection, [that word again!] “All glory do ey
in the sky, &o.” I beg they may never more be printed wi
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hundred metres. Subjects and metres which commanded a
major proportion of his writing are given a weightier share in
the anthology. One of his hymn-tracts—the Nativity Hymns
which John Wesley criticized—is presented in its entirety.
Two of his longer works in decasyllabic couplets—the
Epistles to John Wesley and to George Whitefield—are also
given in full. An honest attempt has been made to offer
‘representative verse’ rather than a collection of purple
passages. Nor has there been any attempt to weed out the
occasional limping stanza from an otherwise attractive poem:
every poem selected has been given in its entirety with the
sole exception of the lengthy Elegy on Whitefield (which has
been reduced by about half) and the inclusion of ‘Part I’ only
of a few of the longer poems written in several parts.

FIFTEEN

CONCLUSION

PoETRY is sometimes described as the compromise between
the demands of a regular adherence to a metrical form and the
opposing urge of a mind fired by strong emotions. True
poetry is the result of extreme tension. Without the disci-
pline of metre the emotion might be expressed in lyrical
prose; without the emotion it would remain an exercise in
verse.

In the verse of Charles Wesley at his best we see the hap-
piest results of this tension. On the one hand there is the
classical restraint, the chaste, often sombre diction, strangely
allied with the artificiality of the rhetorician’s stock-in-trade.
On the other there is the wide range of deep and high emo-
tions, covering the realms of the family and public life, but at
their most intense in the alternating longings, despairs, and
raptures of the soul’s contact with God. These emotions burst
the fetters of conventional verse, demanding expression in a
rich and daring variety of lyrical forms.

It is true of Wesley as of Wordsworth that his reputation
has suffered because he allowed much of his weaker writing to
survive. With him a live metaphor sometimes degenerates
into a dead cliché; he is guilty of many flat lines, many
clumsy, a few maudlin. John Wesley’s pungent criticism of
his brother’s often-corrected manuscript hymns on the
Gospels and the Acts applies to his work as a whole: ‘Some
are bad, some mean, some most excellently good’—though
it should be noted that ‘mean’ signified ‘average’. My final
word, however, must be to echo John Wesley’s considered
tribute to the spirit of poetry breathing through his brother’s
verse, even though he rated this as second in importance to
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the spirit of piety: ‘Lastly, I desire men of taste to judge
(these are the only competent judges;) whether there is not
in some of the following verses, the true spirit of poetry: such
as cannot be acquired by art and labour; but must be the
gift of nature.’*

4. John Wesley’s Journal (Standard Edn.), VII. 456-7; Collection of
Hymns for the Use of the People called Methodists (1780), Preface.
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