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ABSTRACT 

The years I9IO to 191^ were not a period of turmoil which 

gradually degenerated into war, neith e r were they merely an 

extension of the Edwardian era of peace and s t a b i l i t y . They 

were a time of upheaval, development and r e v i t a l i s a t i o n , the 

changes p r e c i p i t a t e d by which have been l a r g e l y overshadowed 

by the more r a d i c a l disturbance of the Great War. 

The u n s e t t l e d mood of these four years i s r e f l e c t e d i n 

contemporary s o c i a l , p o l i t i c a l and a r t i s t i c l i f e , nowhere more 

c l e a r l y than i n the realm of music. This was an enormously 

r i c h and p r o l i f i c period i n the h i s t o r y of E n g l i s h music; 

musical l i f e was f l o u r i s h i n g on a h i t h e r t o unprecedented s c a l e , 

and there were more and b e t t e r composers to be found i n England 

than a t any period s i n c e the seventeenth century. The enrich

ment of E n g l i s h music brought about by the l a t e nineteenth 

century renaissance was r e v i t a l i s e d by the appearance of the 

second generation of renaissance composers, and the machinery 

of musical l i f e was stimulated i n t o f u r t h e r a c t i v i t y . 

T h i s t h e s i s examines the nature of the innovations that 

c h a r a c t e r i s e d e a r l y Georgian a r t i s t i c a c t i v i t y , o u t l i n e s the 

e a r l y h i s t o r y of the E n g l i s h musical renaissance, makes a 

d e t a i l e d examination of the music composed i n England during 

the fourpre-War years and describes the f l o u r i s h i n g musical l i f e 

of London and the provinces at the time. From t h i s f a c t u a l evid

ence i t emerges that there was much that was new about ear l y 

Georgian E n g l i s h music and musical a c t i v i t y ; the abundance 

i t s e l f was new, but there were a l s o innovations and developments 

which look forward to post-War p r a c t i c e . I n a r t i s t i c and musical 

terms, the year I9IO marks as important a watershed as the year 

191^. 
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Chapter 1; P o l i t i g s , S ociety and the Arts i n earl y Georgian England 

. The period of time which elapsed between the death of King 

Edward V I I and the outbreak of the F i r s t World War has been 

c u r i o u s l y misrepresented by E n g l i s h h i s t o r i a n s . These four years, 

sandwiched as they are between two periods of markedly i n d i v i d u a l 

c h a r a c t e r , are r a r e l y i f ever considered at a l l independently; they 

are regarded e i t h e r as the prelude to and breeding ground of the 

Great War, or e l s e merely as a continuation of the Edwardian era. 

I t i s f u t i l e to attempt to i s o l a t e one period from what came before 

and what followed a f t e r , e s p e c i a l l y i n the case of so short a span 

as t h i s ; but i f one f i r s t s c r u t i n i s e s the years i n question and 

then attempts to r e l a t e them to and compare them with preceding 

and succeeding periods,a much c l e a r e r , and i n t h i s case truer , 

p i c t u r e emerges. 

Much of the confusion about the period immediately preceding 

the Great War i s a t t r i b u t a b l e to the hugely d i s r u p t i v e influence 

of the War i t s e l f . So r a d i c a l and far-reaching were the changes 

which the War brought about that, i n comparison, developments i n 

the pre-War years, matters of the utmost importance at the time, 

appeared i n c r e a s i n g l y l e s s s i g n i f i c a n t as the War progressed. 

Furthermore,the misery and hardship of the war years clouded the 

minds of those who l i v e d through them and ca s t a fals e , rosy glow 

over t h e i r memories of the pre-War period. The combination of 

these two f a c t o r s did much to blur the d i s t i n c t i o n between the 

Edwardian era proper and the immediate pre-War years; looking back 

i n 1919 acros s the chasm of the four-and-a-half years of h o s t i l i t i e s , 

men saw a period of peace and s t a b i l i t y , of ease and prosperity, 

s t r e t c h i n g from the midsummer of 191^ r i g h t back into the nineteenth 

century. And so f i r m l y did t h i s view inbed i t s e l f i n the na t i o n a l 

consciousness that i t s t i l l obtains today. 



U n t i l comparatively r e c e n t l y the Great War has been seen as 

the i n e v i t a b l e outcome of a period of n a t i o n a l mismanagement and 

i n t e r n a t i o n a l misunderstanding, a time during which, i n the words 

of David Lloyd George, "We a l l muddled i n t o War"."*" T h i s remark i s 

u s u a l l y taken as r e f e r r i n g to the years immediately before the 

War, b u t , i f i t has any a p p l i c a t i o n , i t i s to a rather e a r l i e r 

period, a time when a combination of blinkered n a t i o n a l government 

and clumsy i n t e r n a t i o n a l dealings amongst the European powers had 

engendered the p o s s i b i l i t y of a major war. This uneasy climate 

i n Europe was at l e a s t as old as the new century, and any of the 

i n t e r n a t i o n a l c r i s e s that shook the continent form 1905 onwards 

(the two Moroccan c r i s e s , the Bosnian c r i s i s of I908/09, the 

I t a l o - T u r k i s h War of I91I and the two Balkan wars of 1912 and 

1913) could have erupted i n t o a European war given the same amount 

of d e l i b e r a t e l y provocative manipulation as that which l e d to the 

outbreak of war i n the summer of 191^. For as more f a c t s emerge 

concerning the immediate causes of the outbrealj of the F i r s t World 

War, i t becomes c l e a r e r that i t was not so much a war of accident 

as a war of design, d e l i b e r a t e l y iiBbigated at what seemed a pro

p i t i o u s time. The events of iSuly 191^ might w e l l have gone down 

i n h i s t o r y as I'the Serbian c r i s i s ' had not A u s t r i a , at Germany's 

i n i i g a t i o n , chosen to adopt an i n t r a n s i g e n t a t t i t u d e towards 

S e r b i a , thus w i l f u l l y p r e c i p i t a t i n g a major European war. In the 

l i g h t of t h i s new evidence,there i s no case to be made for regard

ing the Great War as the i n e v i t a b l e outcome of the general trend 

of events over the preceding years'! No-one i n England foresaw the 

War with any accuracy as to the time of i t s outbreak, i t s duration 

or i t s nature. Thus when examining the e a r l y Georgian .period, i t 

i s b l u r r i n g the i s s u e to present the War as a dark cloud c l e a r l y 

v i s i b l e above, the horizon; one l e a r n s much more by b l o t t i n g out 

the War a l t o g e t h e r . 

quoted by A J P Taylor i n " I n defence of small nations", an a r t i c l e 
published i n The L i s t e n e r for ^th August 1977-



I f the Great War period was f a r from being the n a t u r a l 

successor to the e a r l y Georgian years, i n what r e l a t i o n s h i p do the 

l a t t e r stand to t h e i r immediate precursor, the Edwardian decade? 

I s there indeed any need to separate the four pre-War years from 

the high Edwardian decade 1900 - I9IO? Many w r i t e r s c l e a r l y f e e l 

that there i s not. Percy Young, for i n s t a n c e , i n h i s study of 

Edward E l g a r s t a t e s that "the Edwardian era, despite the succession 

of George V to the throne i n I9IO, e f f e c t i v e l y ended i n 191^ 

and the h i s t o r i a n Donald Read i n h i s survey of the period extends 

the Edwardian age even f u r t h e r : " ... when did the Edwardian era 

f i n a l l y end? The answer i s - w i t h i n about a year of the outbreak 

of war ... a f u l l f i v e years a f t e r the death of Edward V I I himself 

on 6th May I91O". ^ The e a r l y summer of 1915 did indeed mark 

something-; of a watershed i n E n g l i s h h i s t o r y , a watershed defined 

by the f i r s t f u l l a p p r e c i a t i o n of the d e s t r u c t i v e power of the War. 

But hardly l e s s s i g n i f i c a n t , although l a r g e l y overshadowed by 

l a t e r turns of events, were the changes i n outlook and a t t i t u d e 

which marked the opening of Gea:ge V's reign; V i r g i n i a Woolf's 

dictum " i n or about December I9IO human nature changed"^ i s f a r 

l e s s of an over-statement than i t might at f i r s t s i g h t appear to 

be. S t r i k i n g changes and developments are d i s c e r n i b l e i n p o l i t i c a l , 

s o c i a l and a r t i s t i c spheres,giving to the four pre-War years a 

flav o u r quite u n l i k e that normally a s s o c i a t e d with Edwardianism, 

and suggesting t h a t , but for the massive upheaval of the War. coming 

only four years l a t e r , I9IO would have come to be. regarded as an 

important milestone i n E n g l i s h h i s t o r y marking the completion of 

the t r a n s i t i o n from the nineteenth to the twentieth c e n t u r i e s . 

1 E l g a r 0 M ' (1955) P 1^0 
^ Edwardian England' (1972) p 19 
^ from ^her C o l l e c t e d Essays Vol. I (I966) p 320 
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T h i s survey i s an attempt to convey something of the r i c h n e s s 
and v a r i e t y of the E n g l i s h musical scene during the four years 

preceding the Great War,and e s p e c i a l l y to point the new trends 

which d i s t i n g u i s h e d 'early Georgian' from 'Edwardian' i n the works 

of the E n g l i s h composers and i n musical l i f e i n general. As a 

prelude to t h i s , bxief mention should be made of s i m i l a r new trends 

apparent i n the p o l i t i c a l , s o c i a l and a r t i s t i c l i f e of the ea r l y 

Georgian y e a r s . 

I n the f i e l d of p o l i t i c s , the four years preceding the Great 

War were marked by considerable unrest. The seas of Edwardian 

p o l i t i c a l l i f e had been by no means e n t i r e l y t r a n q u i l , but i n 

comparison with the tempests which raged from 1910 onwards, the 

f i r s t decade of. the century witnessed only blustery s q u a l l s . I t s 

success i n both the General E l e c t i o n s of 1910 encouraged the 

L i b e r a l Party to introduce a number of r a d i c a l l y innovatory 

measures, most of which met with v i o l e n t opposition. E a r l y i n 

1911 the L i b e r a l s introduced t h e i r Parliament B i l l , (which sought 

to curb s e v e r e l y the power of the House of Lords) and i n s t i t u t e d 

the f i r s t s a l a r i e s for Members of Parliament. From t h i s , 

Asquith's Cabinet went on to present l e g i s l a t i o n concerned with 

the s e t t i n g up of a National Insurance scheme, and, i n A p r i l 1912, 

to introduce an I r i s h Home Rule B i l l , a measure which caused the 

b i t t e r e s t d i v i s i o n i n both I r e l a n d and England, and caused the 

question of I r i s h Home Rule to become the most serious threat to 

n a t i o n a l peace over the next four years. I r i s h opposition to the 

B i l l was strongest i n the predominantly Protestant North-Eastern 

corner of I r e l a n d . An anti-Home Rule covenant, signed by a 

quarter of a m i l l i o n Ulstermen, was issued i n September 1912, 

and S i r Edward Carson's U l s t e r Volunteers, equipped with arms 

from Germany, organised themselves into a highly e f f i c i e n t f i g h t i n g 



force some 100,000 strong. C a t h o l i c pro-Home Rule forces i n the 

south of I r e l a n d were armed and t r a i n e d i n s i m i l a r numbers, and 

c i v i l war i n I r e l a n d seemed imminent. Public opinion i n England 

ran almost as high. I n March 1 9 1 ^ a B r i t i s h Covenant was published 

supporting "any a c t i o n " necessary to prevent the enforcement of 

Home Rule, and, i n the same month, the Government ordered m i l i t a r y 

movements to counter p o s s i b l e violence i n the north of I r e l a n d , 

an a c t i o n which l e d to the s o - c a l l e d 'Curragh Mutiny', the r e s i g 

nation of large numbers of B r i t i s h Army o f f i c e r s who f e l t themselves 

unable to obey orders which might involve them i n armed r e s i s t a n c e 

to the U l s t e r f o r c e s . I n s h o r t , by J u l y 1 9 1 ^ I r e l a n d stood on the 

brink of c i v i l war, and a s e c t i o n of the B r i t i s h Army was i n mutiny. 

I f the question of I r i s h Home Rule was the most serious area 

of unrest i n pre-war B r i t a i n , i n terms of the disruption of every

day l i f e i n England, i t was c l o s e l y r i v a l l e d by two other i s s u e s : 

the a c t i v i t i e s of the suffragettes and the unrest among the trade 

unions. Both pr&blems had been simmering through the Edwardian 

decade and both erupted i n t o v i o l e n t c o n f l i c t a f t e r the s t a r t of 

the new r e i g n . 

Since i t s formation i n 1903i Mrs Pankhurst's Women's S o c i a l 

and P o l i t i c a l Union had been a g i t a t i n g to secure the vote for 

women. At f i r s t , W.S., P.U. meonbers r e s t r i c t e d themselves to verbal 

p r o t e s t , but by the beginning of George V's r e i g n they had turned 

to more p h y s i c a l l y v i o l e n t expressions of h o s t i l i t y , such as 

window smashing and the d i s r u p t i o n of p o l i t i c a l meetings. Matters 

came to a head l a t e i n 1912. The Cabinet allowed clauses concern

ing the enfranchisement of women to be i n s e r t e d into a B i l l 

designed to extend the male f r a n c h i s e , but when at the l a s t moment 

the B i l l was blocked on a t e c h n i c a l point, the s u f f r a g e t t e s ' 

cautious optimism turned to fury, and t h e i r actions became very 
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much more v i o l e n t ; Cabinet m i n i s t e r s were assaulted, bombs were 
thrown and there was systematic arson of churches and railway 
s t a t i o n s . T h i s r e s o r t to open lawlessness led to the widespread 
a r r e s t of s u f f r a g e t t e s ; imprisonment led to hunger s t r i k e s , and 
hunger s t r i k e s to forced feeding. The Government introduced 
highly c o n t r o v e r s i a l l e g i s l a t i o n i n an e f f o r t to curb the violence; 
the hated 'Cat and Mouse Act' of I913 allowed the v i c t i m s of 
forced feeding to be r e l e a s e d from prison for a few days recuper
a t i o n , but then r e a r r e s t e d . By 1914 an impasse had been reached. 
The c o n v i c t i o n s of the s u f f r a g e t t e s had l e d them to take extreme 
measures, measures which they f e l t to_ be e n t i r e l y . j u s t i f i e d by 
the nature of t h e i r cause; but t h e i r violence had g r e a t l y 
i n c r e a s e d and i n t e n s i f i e d opposition to the s u f f r a g e t t e cause, 
and had even l o s t i t the support of some of i t s more moderate 
sympathisers. T h i s highly unstable stalemate was only r e l i e v e d 
by the outbreak of war, when a l l imprisoned s u f f r a g e t t e s were 
r e l e a s e d and Mrs Pankhurst announced a temporary suspension of 
m i l i t a n t WS P.U. a c t i v i t y . 

I t i s i r o n i c a l that Lloyd George's National Insurance Act of 

1912 was p a r t l y r e s p o n s i b l e , i n a roundabout way, for much of the 

trade union unrest which marked the e a r l y years of George V's 

r e i g n . T h i s Act obliged the p a r t i c i p a n t s i n the scheme to belong 

to "an approved s o c i e t y " , which i n many cases meant a trade union; 

thus union membership over the whole country increased by more than 

a t h i r d between I 9 I I and 1913* This g r e a t l y enlarged membership 

spurred the unions on to greater a g i t a t i o n on behalf of t h e i r 

members, and had i t s i n f l u e n c e upon the long pent-up i n d u s t r i a l 

discontent which from I9IO onwards had surfaced i n the form of 

widespread s t r i k e a c t i o n . I n the November of that year, a large 

number of c o a l miners i n South Wales began a s t r i k e which l a s t e d 
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ten months and p r e c i p i t a t e d v i o l e n t c l a s h e s between the s t r i k e r s 
and the reinforcements of p o l i c e and troops despatched from 
London to q u e l l the r i o t i n g . When t h i s s t r i k e was nearing i t s end 
i n August 1911, the country had i t s f i r s t experience of a n a t i o n a l 
railway strike,and,although the stoppage l a s t e d only two days, i t s 
e f f e c t was devastating i n an age when the r a i l w a y s were responsible 
for almost a l l movement of both passengers and f r e i g h t . The seamen 
and the dockers a l s o stopped work during t h i s black year of 1911» 
and the temporary settlement of this dispute proved so u n s a t i s 
f a c t o r y that w i t h i n a year -the e n t i r e work force of the London 
docks s t r u c k again. Indeed, 1912 marked the nadir of the poor 
i n d u s t r i a l r e l a t i o n s of t h i s period; numerous s m a l l - s c a l e s t r i k e s 
ewere overshadowed by the two-month n a t i o n a l coal s t r i k e , the 
cause of widespread hardship amongst both the general public and 
the s t r i k e r s themselves. I t was not only the n a t u r a l l y p e s s i m i s t i c 
view of an opposition p o l i t i c i a n which caused Austen Chamberlain 
to w r i t e at t h i s time: "More works are being closed down every day. 
More t r a i n s are being taken o f f the r a i l w a y s ... The whole 
machinery of n a t i o n a l l i f e i s slowly stopping."''" 

As w e l l as d i r e c t s t r i k e a c t i o n , the e a r l y Georgian period 

witnessed considerable a c t i v i t y i n the f i e l d of what might be 

termed t h e o r e t i c a l trade unionism. This a c t i v i t y ranged from the 

p u b l i c a t i o n of sach extremist pamphlets as 'The IvMihers' Next Step' 

of 1912, which openly recommended "extremely d r a s t i c and m i l i t a n t 

a c t i o n " culminating i n a general s t r i k e , to the evolution of more 

moderate t h e o r i e s such as the formation of trade guilds and the 

i n c e p t i o n of i n d u s t r i a l co-ownership. A p r a c t i c e which had i t s 

roots i n t h i s period was that of the amalgamation of smaller unions 

to form l a r g e r and more powerful ones on the French and American 

model; by mid 191^ the railway unions had come near to achieving 

quoted, by Donald Read op. c i t . p 19^ 



12 

such unity, and a temporary ' t r i p l e a l l i a n c e ' had been formed 
between the miners, the railwaymen and the dock workers for the 
purpose of i n i t i a t i n g another bout of i n d u s t r i a l action i n the 
winter of 19lVl5. War intervened, and for the moment here too 
the disputes were forgotten. But, as with the case of I r i s h Home 
Rule, the trade union discontent was omly teaaporariiLy muzzled 
by the War, to break out again with redoubled violence i n the 
post-War years. 

A l l these areas of p o l i t i c a l unrest had features i n common; 

i n a l l , the r e l e a s e of l o n g - s t i f l e d resentment led to open 

v i o l e n c e . Compared with the violence of the war years or of 

J the post-War period, i t seems s l i g h t ; but i n comparison with the 

conduct of p o l i t i c a l l i f e i n Edwardian or V i c t o r i a n England, t h i s 

v i o l e n c e was a matter for grave concern. An a d j e c t i v e used more 

than once by the Georgians themselves to describe t h e i r own times 

was ' f e v e r i s h ' (so d i f f e r e n t from 'golden age' epithet frequently 

a p p l i e d to t h i s same period by l a t e r generations), and the words 

'freedom? and 'emancipation' were heard again and again i n the 

mouths of the various d i s s e n t i n g groups. The seriousness of the 

unrest i s underlined with a s t r i k i n g comparison by the h i s t o r i a n 

D C Watt: "Most of the major powers i n Europe stood on the edge 

of . . c i v i l s t r i f e i n the decade before 191^. But not even A u s t r i a -

Hungary, only R u s s i a i n f a c t , had reached a s t a t e of disorder 

and d i v i s i o n s i m i l a r to that of a f f a i r s i n Britain."''" The mood 

of the country had f a r more i n common with that of the post-War 

years than that of the England of Edward V I I , and the change which 

coincided with the s t a r t of the new reign did not pass unnoticed; 

w r i t i n g e a r l y i n 1911, Winston C h u r c h i l l remarked w i s t f u l l y " A l l 
2 

the world i s changing at once". 

•'• i n "A History of the World i n the Twentieth Century; Part 1, 
1899 - 1918 ' (1967) P 200 ~ ~ 

quoted by Donald Read op c i t p 255 
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Violence and di s s e n s i o n w.e-re; not the whole story of the 
pre-War p o l i t i c a l and s o c i a l r e v o l u t i o n ; the upheaval had i t s 
p o s i t i v e and co n s t r u c t i v e a spects. The inc r e a s e i n s i z e and 
strength of the trade unions did much to better the l o t of the 
working man, and the establishment of National Insurance and of 
Labour Exchanges (the f i r s t of which was opened i n February 1910) 
provided a s t a b i l i s i n g i n f l u e n c e i n the insecure world of 
i n d u s t r i a l employment. The a c t i v i t i e s of the s u f f r a g e t t e s 
marked one extreme of a general movement to better the p o s i t i o n 
of women i n s o c i e t y and remove some of the s t i f l i n g l e g a l and 
f i n a n c i a l f e t t e r s which had previously precluded female independ
ence. Even the a c t i v i t i e s of the supporters of I r i s h Home Rule, 
c o n t r o v e r s i a l and u l t i m a t e l y u n s uccessful as they were, can be 
seen as a w e l l - i n t e n t i o n e d attempt to f i n d a s o l u t i o n to a 
highly u n s a t i s f a c t o r y s i t u a t i o n i n h e r i t e d from a previous age. 

Much of the progressive s p i r i t encountered i n e a r l y Georgian 

England i s a t t r i b u t a b l e to the improvements which were made to 

the education system a t the end of the nineteenth century, the 

generation which a r r i v e d at adulthood j u s t before the Great War 

being the f i r s t to have passed through the system i n i t s improved 

s t a t e . Elementary education, compulsory s i n c e I880, was made free 

i n 1 8 9 I ; eight years l a t e r , t h e school leaving age was r a i s e d to 

twelve, and a f t e r the c r e a t i o n of the Board of Education i n 1900, 

l o c a l a u t h o r i t i e s were empowered to r a i s e t h i s f u r t h e r to fourteen. 

The 1902 Education Act l i n k e d primary and secondary education i n 

an organic whole under s t a t e j u r i s d i c t i o n and secured an improved 

system of teacher t r a i n i n g . Between 1902 and 1913 c e n t r a l govern

ment's expenditure on education rose from £12.5 m i l l i o n s to 

£19.5 m i l l i o n s , and l o c a l authority spending increased from 

£9.5 m i l l i o n s to over £30.5 m i l l i o n s . 



1^ 
There was a corresponding expansion i n the f i e l d of higher 

education. Between l893 and 1909 seven u n i v e r s i t i e s were granted 
c h a r t e r s and I m p e r i a l Collge, London, was founded, leading to an 
in c r e a s e i n numbers of u n i v e r s i t y students from around twenty 
thousand i n 190O/OI to t h i r t y - t h r e e thousand i n I 9 1 0 / I I . E n r o l 
ment f i g u r e s at u n i v e r s i t y extra-mural c l a s s e s stood at f i f t y - f i v e 
thousand i n I9IO and the Workers' Education A s s o c i a t i o n celebrated 
i t s tenth birthday i n 1913 as a vigorous and f l o u r i s h i n g concern 
with more than s i x thousand members, at t h i s stage of i t s h i s t o r y 
a l l genuine members of the working c l a s s . 

S t a t i s t i c s on a s i m i l a r s c a l e chart the continued expansion 

of a l l l e v e l s of the education system r i g h t up to the outbreak 

of the War,and t h i s i n c r e a s e i n both the range and the q u a l i t y of 

the educational opportunities now open ( i n theory at l e a s t ) to 

any c h i l d i n Great B r i t a i n was responsible for "a s o c i a l r e v o l 

ution of the f i r s t magnitude" i n the words of the French h i s t o r i a n 

E Hal^vy"''. Once again post-War a t t i t u d e s were being a n t i c i p a t e d ; 

ideas which had been branded as f r e a k i s h and dangerous thrjDughout 

most of the nineteenth century were now winning wide acceptance. 

A s o c i a l r e v o l u t i o n was what V i r g i n i a Woolf was describing 

i n her aphorism concerning the change i n human character which 

took place at the end of the year I9IO (see above p 7 )• She 

continued: " A l l human r e l a t i o n s h i p s have s h i f t e d - those between 

masters and serv a n t s , husbands and wives, parents and c h i l d r e n . 

And when human r e l a t i o n s change there i s at the same time a 

change i n r e l i g i o n , conduct, p o l i t i c s and l i t e r a t u r e " . I t i s 

curious that Mrs Woolf did not add the other a r t s to her l i s t 

f o r p a i n t i n g , drama and music gave evidence of the new s p i r i t of 

the new age quite as c l e a r l y and f o r c i b l y as did l i t e r a t u r e . 

Percy Wyndham Lewis summed up the st a t e of the a r t s i n England 

-Imperialism and the R i s e of Labour (2nd e d i t i o n 1951) P 139 
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i n 191^ as "a big, bloodless brawl"''", and the energy, 
innovation and d i s s e n t which were the hallmarks of pre-War 
a r t i s t i c a c t i v i t y were nowhere more c l e a r l y evident than i n 
the f i e l d of p a i n t i n g . 

At the c l o s e of the Edwardian decade, E n g l i s h painting seemed 

set f or upheaval; the necessary i n g r e d i e n t s for revolution were 

to be found i n a powerful and i n t e n s e l y reactionary old guard 

beginning to weaken i n the face of a s s a u l t from an a r t i c u l a t e 

and h i g h l y g i f t e d younger generation. Throughout the Edwardian 

decade England had lacked the cornerstone of a s i n g l e figure or 

a school of a r t i s t s of any s t a t u r e who summed up and r e f l e c t e d 

the p o s i t i v e a t t r i b u t e s of the age i n t h e i r work: p a i n t e r s such 

as Frank Brangwyn, highly respected by the Edwardians themselves, 

have f a i l e d to r e t a i n any p o s i t i o n i n the evaluation of succeeding 

generations while a number of the major f i g u r e s a c t i v e during the 

f i r s t decade of the century f a i l to merit the a p p l i c a t i o n of the 

a d j e c t i v e 'Edwardian' s i n c e much of t h e i r best and most character

i s t i c work was done before I9OO or a f t e r I9IO (as was the case 

with John Singer Sargent and Augustus John r e s p e c t i v e l y ) . I n 

John R u s s e l l ' s words, "'Edwardian' i s one of a r t history's unclaimed 
2 

adjectives'*. The decade witnessed a great deal of purposeful 

a r t i s t i c a c t i v i t y , but no c l e a r trend had emerged; rather a preg

nant and unstable s i t u a t i o n prevailed,engendered by the i n c r e a s i n g l y 

uneasy balance maintained between the forces of t r a d i t i o n and of 

progress. 
These opposed force s centred upon the a c t i v i t i e s of the two 

major E n g l i s h teaching establishments, and much of the dissent 

was engendered by t h e i r d i f f e r e n c e of opinion over the work of the 

French I m p r e s s i o n i s t s . The Royal Academy, i n s u l a r i n outlook and 

quoted by William Gaunt i n The March of the Moderns (19^9) P 153 

^ Edwardian England I 9 0 I - 191^ (196^) p 329 
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r e a c t i o n a r y i n temper, viewed recent French work with open 
h o s t i l i t y , while the Slade School, priding i t s e l f upon i t s 
l i b e r a l and cosmopolitan outlook, did much to spread a knowledge 
and a p p r e c i a t i o n of i m p r e s s i o n i s t techniques. Thanks to the 
Slade and i t s a l l y the New E n g l i s h Art Club, a taste for impress
ionism had become qu i t e widespread among the general public by 
the end of the f i r s t decade of the century; furthermore,a whole 
generation of young p a i n t e r s had"been t r a i n e d i n the l i g h t of 
i m p r e s s i o n i s t p r i n c i p l e s and the more innovative among them had 
even s t a r t e d to progress beyond the i m p r e s s i o n i s t norm. These 
young p a i n t e r s experienced great d i f f i c u l t y i n i n t e r e s t i n g 
d e a l e r s and e x h i b i t i o n - o r g a n i s e r s i n t h e i r work: the Royal Academy 
used a l l i t s considerable i n f l u e n c e to block t h e i r way and even 
the N E A C found i t s e l f unable to keep abreast of t h e i r 
experiments. A l i f e l i n e was extended by the A l l i e d A r t i s t s ' 
A s s o c i a t i o n , an independent e x h i b i t i n g s o c i e t y of progressive 
i n c l i n a t i o n founded i n I908. 

The winter of I 9 I O / I I was a c r u c i a l turning point i n the 

development of E n g l i s h p a i n t i n g . From 8th November to 15th 

January an e x h i b i t i o n e n t i t l e d 'Manet and the Post-Impressionists' 

was held i n London, "generally acknowledged as one of the most 

formative and g a l v a n i s i n g a r t exhibitiions ever mounted i n B r i t a i n " . 

I t i s no exaggeration to say that i t shook the whole of the E n g l i s h 

a r t world. The general p u b l i c , only r e c e n t l y f u l l y come to terms 

with the s u b t l e and s e n s i t i v e work of the I m p r e s s i o n i s t s , was 

outraged by the new s t y l e with i t s raw colours, bold o u t l i n e s and 

t h i c k l y - l a y e r e d p a i n t ; p r e d i c t a b l y the Royal Academy f a c t i o n was 

h o s t i l e to a man, and the majority of Slade s t a f f and N E A C 

members found themselves a n t i p a t h e t i c - the new methods seemed to 

Richard Shone: The Century of Change (1977) p 15 
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c o n t r a d i c t the d i s c i p l i n e s on behalf of which they had crusaded 
so p a s s i o n a t e l y . But the progressive young painters were enor
mously encouraged i n t h e i r experiments and others of t h e i r 
generation were i n s p i r e d to j o i n them i n exploring t e r r i t o r y 
which lay beyond the i m p r e s s i o n i s t domain. As a result,when a 
second P o s t - I m p r e s s i o n i s t e x h i b i t i o n was mounted i n l a t e 1912, 
an E n g l i s h s e c t i o n formed part of i t . 

With r e v o l u t i o n i n the a i r and the shortcomings of the 

N E A C l a i d bare, a new e x h i b i t i n g s o c i e t y c a l l e d the 'Camden 

Town Group' appeared i n 1911, drawing together most of the pro

g r e s s i v e p a i n t e r s of the day i n a movement which displayed a 

common s p i r i t r a t h e r than a common s t y l e . The group's nominal 

leader was Walter S i c k e r t , a pai n t e r then i n h i s earl y f i f t i e s , 

who had been one of the f i r s t and arguably the f i n e s t of the 

E n g l i s h I m p r e s s i o n i s t s . S i c k e r t shared l i t t l e of the younger 

men's enthusiasm for Post-Impressionism; always f i e r c e l y 

independent, he pursued h i s own l a t e I m p r e s s i o n i s t course, 

d e p i c t i n g i n h i s p i c t u r e s , t h e l i f e (dingy by day, gar i s h by 

nig h t ) of the unfashionable and unpicturesque Caunden Town area 

of LoSndon. The f i r s t four E n g l i s h P o s t-Impressionists, 

Harold Gilman, Robert Bevan, Charles Ginner and Spencer Gore, 

formed the nucleus of the group; they favoured the same novel 

and unconventional s u b j e c t s as S i c k e r t did, but treated them 

very d i f f e r e n t l y , employing the glowing colours, bold o u t l i n e s 

and s o l i d masses favoured by Gaugin, Van Gogh and Cezanne. 

Others who contributed to the Camden Town e x h i b i t i o n s included 

Henry Lamb, Augustus John and James Dickson Innes, g i f t e d and 

innovative i n d i v i d u a l s who were a t t r a c t e d more by the group's 

i c o n o c l a s t i c p r i n c i p l e s than by any sense of s t y l i s t i c a f f i n i t y . 
I t had taken some twenty years for Post-Impressionism to 

reach England,and s i n c e the e a r l y l890s European a r t had wit-
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nessed experiment i n a number of other d i r e c t i o n s . The a r t i s t i c 
ferment of e a r l y Georgian England was caused l a r g e l y by the 
impact of these other progressive movements coming so soon a f t e r 
the appearance of Post-Impressionism; "an i n s u l a r culture was 
f u r t h e r scorched by European v i s i t o r s and t h e i r a c t i v i t i e s " . ^ 

The second P o s t - I m p r e s s i o n i s t exhibition,which ran for the 

l a s t three months of 1912,made a feature of the works of 

Henri Matisse, the p a i n t e r at the centre of the group known as 

'Les Fauves' . The members of the group took t h e i r nickname from 

ar. h o s t i l e review of t h e i r work by a P a r i s i a n c r i t i c disgusted 

by the v i o l e n t colours and d i s t o r t e d shapes which they favoured. 

1912 a l s o gave London i t s f i r s t t a s t e of the mature works of 

Pablo P i c a s s o ; a one-man e x h i b i t i o n was mounted at the S t a f f o r d 

G a l l e r y which included a number of paintings i n h i s r e c e n t l y -

evolved C u b i s t s t y l e . Abstract a r t f i r s t appeared i n England 

the f ollowing year when pa i n t i n g s by Kandinsky and sculptures by 

Brancusi were exhibited. 

The E n g l i s h public was l a r g e l y h o s t i l e to t h i s new a r t , but 

i t s e f f e c t upon our younger p a i n t e r s was both profound and 

immediate. Fauve colour swept in t o the work of Vanessa B e l l and 

Matthew Smith. The Cubist approach to form l i b e r a t e d a number of 

young a r t i s t s , Duncan Grant and Wyndham Lewis amongst them, from 

the anonymity of a luke-warm Post-Impressionism, and major 

pioneers of a b s t r a c t a r t appeared i n David Bomberg and Edward 

Wadsworth, Kandinsky's p r i n c i p a l E n g l i s h apologist. But the 

European movement which had the most r a d i c a l impact upon the 

e a r l y Georgian a r t world was Futurism. 

I n 1909 a young I t a l i a n poet named F i l i p p o Marinetti had 

published the f i r s t F u t u r i s t manifesto, and i n the following year 

^ i b i d p 17 
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a 'Manifesto of F u t u r i s t P a i n t i n g ' appeared,signed by f i v e 
I t a l i a n p a i n t e r s . The movement was born of a v i o l e n t r e a c t i o n 
a g a i n s t the automatic reverence for a r t , I t a l i a n a r t i n p a r t i c u l a r , 
of previous ages; i t preached a r e j e c t i o n of the values and prac-. 
t i c e s of the past, e x t o l l e d the new per se and attempted to estab
l i s h an a e s t h e t i c based upon the p r i n c i p l e s of the machine age. 
I n I t a l y Futurism was c u l t i v a t e d as much by musicians and poets 
as by p a i n t e r s , but i n England i t s i n f l u e n c e was l i m i t e d almost 
e x c l u s i v e l y to a r t i s t s . P r a c t i c a l evidence of the new movement 
f i r s t reached London i n 1912 i n the form of a t r a v e l l i n g e x h i b i t i o n 
of F u t u r i s t paintings,and i n the following year M a r i n e t t i and 
ffeverini v i s i t e d England p r o s e l y t i z i n g on behalf of t h e i r cause. 
They made one t o t a l convert: C R W Nevinson declared himself an 
out-and-out F u t u r i s t , i s s u e d the obligatory manifesto i n June 191^ 
and began to produce works i n the accepted F u t u r i s t mould. Other 
young a r t i s t s were impressed by the b r i l l i a n c e and vigour of 
F u t u r i s t p a i n t i n g s , while at the same time r e j e c t i n g much of the 
attendant philosophy. And i t was i n the wake of M a r i n e t t i ' s 
v i s i t that V o r t i c i s m appeared, an E n g l i s h movement which i n i t s 
aims, methods and c h a r a c t e r i s t i c s sums up much of the progressive 
a r t i s t i c a c t i v i t y i n England immediately before the Great War. 

V o r t i c i s m was created and managed l a r g e l y by one man, 

Percy Wyndhaim Lewis. As i t s name implies, i t aimed to r e f l e c t 

the turbulent atmosphere of the times rather than to propound 

any new p a i n t e r l y theory or p r i n c i p l e ; any homogeneity of s t y l e 

d i s p layed by the K o r t i c i s t s derived l a r g e l y from Lewis's dominant 

p e r s o n a l i t y and h i s tolerance of l i k e minds only. Post-

Impressionism and Fauvism had t h e i r e f f e c t upon Lewis' e a r l y 

work, but h i s c h i e f concern was with design and draughtsmanship; 

and Cubism, with i t s attempt to explain the s t r u c t u r e of an 
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object r a t h e r than merely to r e f l e c t i t s surface, was the strongest 
s i n g l e i n f l u e n c e upon the formation of h i s mature s t y l e . Futurism 
i n f e c t e d him with i t s f i e r c e energy and i t s delight i n the new; 
and the tone and methods of iits protagonists taught him how to 
transform a personal creed i n t o a general a r t i s t i c sub-philosophy 
(Lewis was a poet and n o v e l i s t as w e l l as a p a i n t e r ) . The mouth
piece of V o r t i c i s m , the s h o r t - l i v e d p e r i o d i c a l ' B l a s t ' , contained 
drawings and woodcuts and a l s o poems and s t o r i e s i n addition to 
a great deal of polemical m a t e r i a l by Lewis himself. I t s tone 
was aggressive, i n t o l e r a n t and s i m p l i s t i c : one of i t s more 
notorious pages contained two l i s t s headed ' B l a s t ' and 'Bless', 
each containing the names of people and i n s t i t u t i o n s whom? the 
V o r t i c i s t s considered worthy of p a r t i c u l a r c a s t i g a t i o n or approval. 
The former l i s t included E l g a r , Galsworthy, the Bishop of London 
and "Beecham ( P i l l s , Opera, Thomas)", the l a t t e r C h a l i a p i n , the 
Pope, the H a i r d r e s s e r and Lloyd George. 

The V o r t i c i s t s ' works showed a stronger family l i k e n e s s 

than did those of the Camden Town Group,although the movement 

was s i m i l a r l y concerned more with s p i r i t than with technique. 

An i n t e r e s t i n a b s t r a c t i o n was a V o r t i c i s t hallmark,but the form 

i n which t h i s i n t e r e s t expressed i t s e l f v a r i e d g r e a t l y , from the 

d i s t o r t e d r e p r e s e n t a t i o n a l i s m of William Roberts' work to the 

t o t a l l y a b s t r a c t p a i n t i n g s of F r e d e r i c k E t c h e l l s and Lawrence 

Atkinson. What united a l l V o r t i c i s t p a inting was a t h r u s t i n g 

energy, a hard geometrical surface and a high degree of tension, 

c h a r a c t e r i s t i c s which set i t apart from the work of contemporary 

p a i n t e r s of d i f f e r e n t persuasions. 

For while V o r t i c i s m t e l l s us much about the heady, turbulent 

world of e a r l y Georgian p a i n t i n g , i t i s by no means the whole 

s t o r y . At l e a s t two other c l e a r l y - d e f i n e d groups of p a i n t e r s 

f l o u r i s h e d i n London alone at t h i s time and there were besides a 

number of important i n d i v i d u a l a r t i s t s who pursued independent 

c a r e e r s aloof from the h u r l y - b u r l y of the c o t e r i e s . 
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Against the unstable background of swiftly-changing fashions 
and ideas,the Camden Town Group did not survive i n t a c t for very 
long. I n l a t e I913 i t ceased to e x i s t as a separate e n t i t y and, 
welcoming followers of Cubism and other avant-garde movements to 
i t s ranks, transformed i t s e l f into the London Group, a more 
l o o s e l y - k n i t c i r c l e of a r t i s t s of d i f f e r e n t persuasions e x h i b i t i n g 
under a common banner. With Harold Gilman as leader, the group 
qu i c k l y e s t a b l i s h e d i t s biannual e x h i b i t i o n s as providing one of 
the most important platforms for progressive painting i n England. 

I t was i n 1913 a l s o that Roger Fry e s t a b l i s h e d the Omega 

Workshops, an e n t e r p r i s e which sought to explore the a p p l i c a t i o n 

of new p a i n t e r l y t h e o r i e s upon the design of f u r n i t u r e and f u r n i s h 

ings and a l s o to .provide the means of earning a l i v i n g for a r t i s t s 

unable to s u b s i s t on the s a l e s of t h e i r paintings alone. At the 

outset F r y ' s venture a t t r a c t e d the i n t e r e s t and involvement of a 

great many of the avant-garde p a i n t e r s working i n London at the 

time - E t c h e l l s , Wadsworth, Roberts, Gaudier••^•Brzeska and the 

ubiquitous Wyndham Lewis - but a f t e r a v i o l e n t schism whereby 

Lewis and h i s followers l e f t to found t h e i r Rebel Art Centre, the 

a r t i s t s who remained f a i t h f u l to Fry and who c h i e f l y determined 

the Omega s t y l e were h i s Bloomsbury f r i e n d s Vanessa B e l l and 

Duncan Grant. The f a b r i c s , pottery, f u r n i t u r e and furnishings 

produced at the Workshops exhibited no remarkable innovations i n 

t h e i r s t r u c t u r a l design but r a t h e r i n t h e i r decoration,which was 

executed under strong Post-Impressionist i n f l u e n c e . A d i s t i n c t i v e 

and homogenous s t y l e evolved,and a r t i s t i c a l l y the venture was a 

success, but commercially i t never e s t a b l i s h e d i t s e l f on a firm 

footing and thus the Omega's impact was somewhat l i m i t e d . 

The four years preceding the Great War saw London exposed to 

the f r u i t s of at l e a s t twenty years of a r t i s t i c development i n 

Europe. The customary time l a g between the appearance of a new 
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movement on the Continent and i t s influence being f e l t i n 
England was g r e a t l y reduced, indeed almost disappeared,with the 
r e s u l t that "the c r e a t i v e ferment before the coming of war i n 
1914 produced work of u n p a r a l l e l e d modernity i n London". The 
new trends did not me@i with the approval of the majority of the 
general public,but n e i t h e r were they u n i v e r s a l l y dismissed out 
of hand, and,what i s more important,they had an immediate influence 
for good upon E n g l i s h p a i n t e r s . The new methods and ideas were 
a s s i m i l a t e d remarkably quickly and were c r e a t i v e l y r e f l e c t e d 
r a t h e r than merely imitated. I n only four years England had 
acquired an avant-garde of a b i l i t y , i n t e g r i t y , d i s t i n c t i o n and 
s t a t u r e . 

There i s no d i f f i c u l t y i n surveying the work of the early 

Georgian p a i n t e r s ; t h e i r p i c t u r e s are e a s i l y a c c e s s i b l e and t h e i r 

c a r e e r s amply documented. But to a s s e s s the drama of the period 

i s a.more d i f f i c u l t task as the vast bulk of the plays produced 

i n the e a r l y years of the century proved to be ephemeral and very 

soon disappeared from the repertory. (They can s t i l l be read of 

course, but one cannot always make an accurate estimate of a 

play's worth by a reading of i t a l o n e ) . Judging from what works 

of the period have taken t h e i r place i n the standard repertory, 

one would imagine that the only dramatist of any stature working 

i n England i n the f i r s t quarter of t h i s century was George Bernard 

Shaw; apart fiom h i s works one i s hard put to name a play of more 

than passing i n t e r e s t produced between Wilde's 'The Importance of 

Being E a r n e s t ' of I895 and E l i o t ' s 'Murder i n the Cathedral' of 

e x a c t l y f o r t y years l a t e r . But viewed i n i t s own terms e a r l y 

twentieth century E n g l i s h drama was both v i t a l and v a r i e d , and i f 

the a r t i s t i c upheaval of the e a r l y Georgian years i s but p a l e l y 

i b i d p 17 
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r e f l e c t e d i n contemporary drama, the pre-War period witnessed 

some remarkable and i n f l u e n t i a l experiments i n matters of 

production and staging. 

The turn of the century had found the E n g l i s h theatre i n 

the midst of a period of t r a n s i t i o n , the evolution which marked 

the i n c r e a s e i n s t a t u r e and importance of the dramatist (and to 

some extent the producer) and the corresponding f a l l of the actor 

from h i s e r s t w h i l e p o s i t i o n of absolute supremacy i n the t h e a t r i c a l 

h i e r a r c h y : where V i c t o r i a n audiences had gone to the theatre to see 

the a c t i n g of Macready and Henry I r v i n g , Edwardian theatregoers 

were drawn by tftie plays of John Galsworthy and Bernard Shaw. 

There simultaneously arose a new dramatic genre y the play of ideas, 

i n which the dramatist explored character and motive and involved 

the s p e c t a t o r ' s i n t e l l e c t as w e l l as h i s emotions i n a wide v a r i e t y 

of types of play from s o c i a l comedy and fantasy to tragedy and the 

s o - c a l l e d 'problem play'. Many of the new plays aimed at a f a i t h 

f u l r e f l e c t i o n of r e a l l i f e : the remote s e t t i n g s , stock c h a r a c t e r s 

and s i m p l i s t i c moral code of much nineteenth century drama were 

replaced by contemporary, n a t u r a l i s t i c s e t t i n g s and fully-drawn, 

c r e d i b l e f i g u r e s placed i n s i t u a t i o n s which posed some moral or 

psychdogical problem. The f i r s t h e s i t a n t steps towards the new 

p r a c t i c e had been taken i n the l860s and the movement had received 

enormous stimulus and encouragement from the appearance i n England 

of the dramas of Henrik Ibsen i n the '80s and '90s; by the turn 

of the cientury,the new trend was firmly established, although the 

old i d e a l s and methods were f a r from u n i v e r s a l l y abandoned. 

The p r i n c i p a l dramatists of the t r a n s i t i o n were Arthur Wing 

Finero and Henry Arthur Jones. The former began h i s w r i t i n g 

career as a purveyor of simple f a r c e s , graduated to romantic 

comedies and then evolved h i s own form of problem play, polished. 
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soundly-construEted and eminently t h e a t r i c a l . Before the turn 
of the century,'The Second Mrs Tanqueray' and 'The Notorious 
Mrs Ebbsmith' were two of the most advanced plays to appear from 
the pen of an E n g l i s h author,but 'Letty' (1903), 'His House i n 
Order' (I906) and 'Mid-Channel' (1909), s u c c e s s f u l though they 
were, are concerned more with manners than with problems and 
depend for t h e i r denouement more upon manipulation of the plot 
than upon development of cha r a c t e r . Jones' roots lay i n melo
drama r a t h e r than f a r c e and he too evolved a species of problem 
play, l e s s p o l i shed but more i n d i v i d u a l than Pinero's, of which 
the f i n e s t , 'Mrs Dane's Defence', appeared i n I9OO. 

From the outset of h i s career, John Galsworthy proved himself 

an able exponent of the well-made problem play. I n the wake of 

the s u c c e s s of h i s novel 'A Man of Property', h i s f i r s t play 

'The S i l v e r Box' was produced i n I906,and from then on most years 

saw the s u c c e s s f u l production i n the West End of a new play from 

h i s pen: ' S t r i f e ' i n 1909, ' J u s t i c e ' i n I9IO, 'The E l d e s t Son' 

i n 1912, 'The F u g i t i v e ' i n I913 and 'The Mob' i n 1914. The theme 

of each i s broadly the same - the c o n f l i c t between the s o l i d , con

s e r v a t i v e middle c l a s s e t h i c and the i n d i v i d u a l who goes against 

t h i s code - although the d i f f e r e n t s e t t i n g s present i t i n d i f f e r e n t 

g u i s e s : the family disgraced by the wayward son, the law contra

vened by the petty c r i m i n a l , business management opposed by a 

s t r i k e leader. These were matters of concern i n Georgian England 

and Galsworthy did not s h r i n k from facing them boldly: the pervad

ing tone of h i s work was sombre, even t r a g i c and he r a r e l y allowed 

himself the luxury of a happy ending, sometimes indeed completely 

eschewing proper r e s o l u t i o n of the problems posed. His plays 

abound i n t e l l i n g dramatic moments ( i n p a r t i c u l a r s e v e r a l scenes 

i n ' J u s t i c e ' l i n g e r i n the mind) and while h i s themes were burning 
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i s s u e s one can w e l l understand why he should be considered 

"a dominant force i n present-day theatre". ̂  But once the s o c i a l 

and moral climate had changed and such c o n f l i c t s as h i s characters 

experienced were no longer to be encountered, h i s work l o s t much 

of i t s b i t e and e f f e c t . To a l a t e r generation h i s characters 

seem s t i f f and h i s concern with the c l e a r presentation of h i s 

problems heavy-handed; h i s plays l a c k the r i c h n e s s and roundness 

which have kept h i s reputation as a n o v e l i s t a l i v e . 

Galsworthy was not the only playwright a c t i v e at t h i s time 

who was (or i s ) b e t t e r known for h i s work i n another branch of 

l e t t e r s . Arnold Bennet's play 'Milestones' had a very s u c c e s s f u l 

run at the Royalty Theatre i n 1913,and i n the same year 

James E l r o y F l e c k e r completed h i s o r i e n t a l drama 'Hassan', one 

of the few f u l l y - f l e d g e d verse plays to achieve a prolonged West 

End run. Somerset Maugham enjoyed a considerable reputation as 

a dramatist before the Great War, being known c h i e f l y for f a r c i c a l 

comedies i n the Wilde t r a d i t i o n and more serious but sentimental 

dramas of s o c i a l comment, and John Masefield, one of the most 

popular modern poets of the e a r l y Georgian period, had made some 

s t i r i n the theatre with h i s grim tragedies written i n West 

Country d i a l e c t ; the f i n e s t of these was 'The Tragedy of Nan', .; 

f i r s t produced i n I908 and then revived f i v e years l a t e r . 

S l i g h t l y d i f f e r e n t was the case of Harley G r a n v i l l e Batker, 

whose four s e r i o u s plays are immensely r i c h and closely-observed 

p i c t u r e s of upper-middle-class l i f e , the same stratum of society 

as that favoured by Galsworthy. But G r a n v i l l e Barker's charac

t e r s are more rounded and h i s dialogue more l i v e l y than 

Galsworthy's,so that although h i s plays have dated as quickly, 

they have more i n t e r e s t as period pieces and would bear r e v i v a l 

•'• B r i t i s h Drama^' by A l l a r d y c e N i c o l l (1936) p 368 
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more r e a d i l y . A f t e r w r i t i n g 'The Madras House' i n 1910, 
G r a n v i l l e Barker turned h i s a t t e n t i o n more to stage production 
and i t i s for h i s work i n t h i s f i e l d (and for h i s dramatic 
c r i t i c i s m ) that he i s remembered today. His work as a producer 
was r e v o l u t i o n a r y i n i t s time: h i s seasons a t the Court Theatre 
between A p r i l 1^0k and June 1907 had " l e f t an i n d e l i b l e mark on 
our stage" by both e s t a b l i s h i n g Bernard Shaw as the leading 
dramatist of the day and a l s o by inaugurating the E n g l i s h reper
tory t h eatre movement, but h i s Shakespeare seasons at the Savoy 
i n 1912, 1913 and 191^ were t r u l y epoch-making. Barker sought 
to r e t u r n to the p r i n c i p l e s of Shakespeare's own day,not i n any 
s p i r i t of would-be a u t h e n t i c i t y but wishing to cast of£. the 
sha c k l e s of l8th and 19th century t r a d i t i o n . The plays were 
presented on a bare stage with minimal props and f u r n i t u r e , and, 
most important of a l l , s w i f t l y and f l u e n t l y . A leading c r i t i c 
quoted by W Bridges-Adams ^ dubbed t h i s "post-impressionist 
Shakespeare" and indeed Barker's a c t i v i t i e s were quite as shocking 
to the c o n s e r v a t i v e s as were those of Roger Fry at the Grafton 
G a l l e r i e s . But Savoy Shakespeare was also both revelatory and 
enormously i n f l u e n t i a l ; from i t "we derive nearly everything that 
i s of worth i n our treatment of the plays to t h i s day". ^ 

The s o c i a l i s s u e s dealt with i n e a r l y Georgian d i s c u s s i o n 

p l a y s were not l i m i t e d to those a f f e c t i n g only the world of the 

p r o f e s s i o n a l c l a s s e s inhabxLted by the c h a r a c t e r s of Galsworthy 

and G r a n v i l l e Barker. The plays of St John Hankin and A l f r e d Sutro 

i n h a b i t a r a t h e r lower s o c i a l stratum,while E l i z a b e t h Baker 

explored the drab and confined world of lower middle c l a s s suburbia 

W Bridges-Adams w r i t i n g i n Edwardian England 19IO - 191^' (1964) 
P 595 

^ i b i d p 4o6 

^ i b i d p 405 
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i n 'Chains' (1909) and 'The P r i c e of Thomas S a l t ' (1913). 
Working c l a s s l i f e makes i t s appearance i n Stanley Houghton's 
'Hihdle Wakes', a p i c t u r e of contemporary Lancashire l i f e which 
was unexpectedly s u c c e s s f u l when produced i n London i n 1912 by 
Miss Horniman's company from the Mamhester Gaiety, and i s explored 
more thoroughly i n St John E r v i n e ' s two famous pre-War plays 
'Mixed Marriage' (1911) and 'Jane Clegg' (1913). The former was 
the f i r s t play produced i n England to attempt to deal s e r i o u s l y 
with the I r i s h question, a n t i c i p a t i n g the l a t e r work of Sean O'Casey 
(Shaw's 'John B u l l ' s Other I s l a n d ' of 190^ was concerned more with 
E n g l i s h misunderstanding of I r i s h problems), and other areas of 
p o l i t i c a l and s o c i a l unrest received dramatic treatment too: trade 
union a g i t a t i o n i n Galsworthy's ' S t r i f e ' and the a c t i v i t i e s of the 
S3uffragettes i n C i c e l y Hamilton's 'Diana of Dobsons' and 
E l i z a b e t h Robins' 'Votes for Women'. 

J M B a r r i e stood out r e s o l u t e l y against t h i s trend of r e a l i s t i c 

drauna. Beginning as a w r i t e r of sentimental comedies of manners, 

he soon developed a v e i n of romantic fantasy a l l h i s own,seen at 

i t s best i n 'The Admirable Crichton' (I903) and 'Peter Pan' (190^). 

I n t h i s dangerous area B a r r i e was a master; when he stepped beyond 

i t s bounds, as i n 'Half an Hour' ( I 9 I 3 ) , h i s attempt at a domestic 

tragedy produced only l u d i c r o u s melodrama. His enormous popularity, 

h i s unquestioned o r i g i n a l i t y and h i s sheer s t y l e earn him a place 

i n t h i s survey, and yet he was a t o t a l l y i s o l a t e d f igure standing 

quite apart from the unfolding development of twentieth century 

E n g l i s h drama. 

The works of George Bernard Shaw embrace and at the same time 

transcend a l l the f a c e t s of e a r l y Georgian theatre mentioned so 

f a r ; he was without doubt the outstanding figure i n E n g l i s h drama 

of the f i r s t t h i r t y years of the century. His f i r s t s e r i o u s play, 
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'Widowers' Houses' had been produced i n 1892,but for more than a 
decade Shaw remained "a somewhat precious piece of property belong
ing to those e x c l u s i v e c i r c l e s which an i n t e l l i g e n t s i a ... always 
seeks to e s t a b l i s h " His supremacy as a dramatist was not estab
l i s h e d u n t i l the Barker-Verdrenne reign at the Court Theatre from 
1904 to 1907 during which nearly one thousand performances were 
given, seven hundred of them of plays by Shaw; from then on,his 
works were r e g u l a r l y performed i n the West End and taken up by the 
emerging repertory companies. 

Shaw's plays f a l l i n t o three main categories: problem play, 

s o c i a l comedy and f a r c e , and to a l l three he brought h i s unique 

brand of wit and s a t i r e and a l s o a dogged didac t i c i s m ; " I write 

plays with the d e l i b e r a t e object of converting the nation to my 

opinions" .̂ Neither s a t i r e nor moral purpose was unknown i n 

contemporary drama but Shaw was a true master of both,applying 

them with great s u b t l e t y to a wide range of subjects and dramatic 

s i t u a t i o n s . A moralising playwright l i k e Galsworthy denied h i s 

c h a r a c t e r s f u l l development i n the i n t e r e s t s of tightening the 

drama and concentrating the theme; Shaw's characters are wonder

f u l l y r i c h and rounded but the presentation of h i s themes i s 

s t i l l very f o r c e f u l . His major self-indulgence was i n the matter 

of lengthy s t a t i c d i s c u s s i o n scenes, but the nature of h i s g i f t 

for l i v e l y and i l l u m i n a t i n g dialogue made a strength out of a 

p o t e n t i a l weakness. Shaw acquired h i s knowledge of s t a g e c r a f t 

as a dramatic c r i t i c so was always keenly aware of the e f f e c t of 

h i s p l a y s upon an audience. 

Shaw produced s e v e r a l good, but no outstanding, plays i n 

the four years before the Great War. 'Fanny's F i r s t Play', a 

keen-edged s a t i r i c a l f a r c e with the feminist movement as i t s 

butt, was f i r s t produced at the L i t t l e Theatre i n I 9 I I , 

^ Compton Mackenzie " L i t e r a t u r e i n My Time' (1933) P 1^1 
^ quoted by Harold Williams in'Modern E n g l i s h Writers (1925) 

p 261 
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'Androcles and the Lion', a penetrating study of r e l i g i o u s f a i t h 
and experience, two years l a t e r . 1913 a l s o saw the completion 
of 'ixgraalion', a s o c i a l comedy which achieved a c e r t a i n notoriety 
on account of both i t s "advanced" language and Mrs P a t r i c k Campbell's 
performance of the leading female part. Otherwise there were only 
the s l i g h t e r p l a y s , 'Over r u l e d ' and'Great Catherine', and the f i r s t 
part of 'Heartbreak House', an a l l e g o r y on the s t a t e of Europe at 
the time which was r a d i c a l l y a l t e r e d and completed a f t e r the out
break of the War. None of these plays can be deemed a f a i l u r e , 
but neith:er are they on a l e v e l with the e a r l i e r 'Candida' or the 
l a t e r 'St Joan'. 

The pre-War years were good years for E n g l i s h drama and the 

E n g l i s h stage. Play-going was an immensely popular pursuit (the 

i n f a n t cinema as yet offered no s e r i o u s competition) and strong 

demand fo s t e r e d ample supply. As i n the f i e l d of painting,there 

was both a vigorous avant-garde and also an Establishment which 

was f a r ̂ from moribund, but there was l i t t l e open acrimony between 

the two f a c t i o n s . Beerbohm Tree staged 'Henry V I I I ' i n the grand 

manner with n a t u r a l i s t i c s e t s and s t y l i s e d speech at j u s t the 

same time as G r a n v i l l e Barker was g;iving s p r i g h t l y performances 

of 'A Winter's T a l e ' on a bare stage; each was w e l l supported and, 

whatever he thought of the other's work,neither f e l t the need for 

public c r i t i c i s m . Nineteenth century t r a d i t i o n s were kept a l i v e 

elsewhere: costume romance f l o u r i s h e d at the Shaftesbury Theatre 

and under George Alexander at the St James', and superior melo

drama, complete with elaborate sc e n i c e f f e c t s , drew large houses 

at Drury Lane. The new s p i r i t of the age was evident i n both the 

matter and the manner of the younger dramatists; plays were 

w r i t t e n which d e a l t with c o n t r o v e r s i a l s u b j e c t s and t o p i c a l 

problems more thoroughly and e x p l i c i t l y than had been acceptable 
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p r e v i o u s l y . The idea of the stage being a mirror of l i f e as i t 
w a S j r a t h e r than as i t had been or should have been,was s t i l l some
thing of a novelty; n a t u r a l i s t i c dialogue and r e a l i s t i c character
i s a t i o n were as yet areas of exploration. The most s t r i k i n g 
innovations were i n methods of production andipresentation; e a r l y 
Georgian p l a y s merely continued the steady evolution i n i t i a t e d by 
the dramatists of the e a r l y l890s. 

To speak of Georgian drama i s to confine oneself to plays 

w r i t t e n during George V's r e i g n ; but to speak of Georgian poetry 

i s to use a t e c h n i c a l term r e f e r r i n g to the works of a l o o s e l y -

a s s o c i a t e d group of poets which f l o u r i s h e d during the second 

decade of the century. I t was not s t y l i s t i c s i m i l a r i t y that 

drew the poets of the group together so much as a sense of 

experiment and r e v o l t ; of a l l the branches of l i t e r a t u r e , i t was 

poetry that most c l e a r l y demonstrated the influence of the new 

s p i r i t of the new age. But before examining Georgianism proper, 

one should l e a r n something of the poetic s o i l from which i t 

sprang and a l s o consider those poets who wrote and published 

through the second decade of the century but stand quite apart 

from those of t h e i r contemporaries dubbed 'the Georgians'. 

The middle o£ the Edwardian decade found E n g l i s h poetry i n 

a weak s t a t e , what hindsight shows to have been an aimless 

h i a t u s between two purposeful era s . Swinburne and Meredith, the 

l a s t s u r v i v i n g r e p r e s e n t a t i v e s of the high ^fictorian t r a d i t i o n , 

both l i v e d u n t i l 1909, but the s i n g l e volume which each published 

i n the new century was (not s u r p r i s i n g l y ) r e i t o s p e c t i v e i n mood 

and t i r e d i n tone. The very l a s t reverberations of t h i s great 

movement were heard i n the works of Stephen P h i l l i p s and 

W i l l i a m Watson, able t e c h n i c i a n s who attempted with l i t t l e success 

to breathe l i f e i n t o a t r a d i t i o n which was by now past r e v i v i n g . 
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Decadence, the p o e t i c movement which had f l o u r i s h e d during the 
1890s, did not s u r v i v e long in t o the new century e i t h e r . With 
the deaths of Oscar Wilde and Ernest Dowson i n I90O and of 
L i o n e l Johnson i n 1902, the movement l o s t three of i t s most 
powerful v o i c e s ; Arthur Symons produced nothing of any s i g n i f 
i cance a f t e r 'Images of Good and E v i l ' (1899); oniy John Davidson 
remained to keep a l i v e the ideas of the Rhymers' Club and the 
Yellow Book u n t i l he too died (by h i s own hand) i n I909. One 
more poet i c v e i n , too s m a l l i n s t a t u r e to merit the t i t l e of a 
t r a d i t i o n , which was s t i l l being worked through the Edwardian 
decade and beyond was that inaugurated by K i p l i n g i n h i s 
'Barrack-Room B a l l a d s ' , n a r r a t i v e or anecdotal verse v:igorous i n 
mood and consciously middle-brow i n tone, u s u a l l y on m i l i t a r y 
or p a t r i o t i c s u b j e c t s . Some of K i p l i n g ' s e a r l y poems had been 
genuinely innovative, but h i s own l a t e r works and those of h i s 
f o l l o w e r s such as W E Henley and Henry Newbolt had nothing new 
to say and no new way i n which to say i t . 

The l a c k of any school of poets or strong poetic t r a d i t i o n 

during the Edwardian era does not mean to say that a great deal 

of poetry was not being w r i t t e n and published: a host of minor 

f i g u r e s maintained the flow of new poetry of various shades of 

accomplishment and o r i g i n a l i t y , a n d two important poets, Thomas Hardy 

and Robert Bridges, pursued t h e i r own careers quite independently 

of changes of t a s t e and fashion occurring around them. Hardy, 

having abandoned novel-writing i n the l a t e l8$0s, added year by 

year to the already considerable body of verse which he had been 

producing s i n c e h i s teens ( i n the I85OS) and was to continue to 

produce u n t i l h i s death i n 1928. The three c o l l e c t i o n s of poetry 

which he published between the s t a r t of the century and the out-

break-c of the Great War a l l contained both new and old poems l y i n g 
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happily side by s i d e , v e r s e s covering a rremarkably wide range 
of form and content, a l l deeply f e l t and strongly personal. 
Altogether more remarkable, however, was 'The Dynasts', an attempt 
to encompass the whole Napoleonic era i n one massive verse-play 
( i s s u e d i n three p a r t s between 190'+ and 1908), an i n t e l l e c t u a l 
f e a t s p e c t a c u l a r i n conception and l a r g e l y s u c c e s s f u l i n accom
plishment. L i k e much of Hardy's poetry, 'The Dynasts' was 
admired r a t h e r than loved or understood by the majority of h i s 
contemporaries; t h i s middle period of h i s long career was the 
time when h i s work was l e a s t i n sympathy with the temper and 
t a s t e of the times. Robert Bridges' c r e a t i v e career was equally 
steady and c o n s i s t e n t (andneariy as long),but with nothing but 
poetry to h i s name, h i s fame remained very l i m i t e d u n t i l 1913, 
h i s s i x t y - n i n t h year, when he was made Poet Laureate. His s t y l e 
of w r i t i n g , a s w e l l as h i s r e c l u s i v e h a b i ts counted against a wide 
reputation; cool, measured and c r y s t a l - c l e a r (though by no means 
blo o d l e s s ^ . Bridge's verse passed l a r g e l y unnoticed i n the 
highly-charged, richly-perfumed world of l a t e nineteenth century 
poetry,and h i s l a t e r work was too quiet and d i g n i f i e d to make 
much s t i r i n the Edwardian decade. His reputation among h i s 
fellow poets was always high, however, even among the younger 
generation; despite the conservative trend of h i s mind,he retained 
a keen i n t e r e s t i n new developments and was happy to accept the 
dedication of the f i r s t ' o f the 'Georgian Poetry' anthologies. 

The spate of conventional minor verse was i n no way stemmed 

by the s t i r r i n g s of change at the turn of the decade and the advent 

of the new r e i g n . The best of i t showed ^ i l l , s e n s i t i v i t y and 

s e n s i b i l i t y but l i t t l e to give i t more than a passing i n t e r e s t . 

A g e neral anthology of the period containing r e p r e s e n t a t i v e work 

by Laurence Binyon, Herbert Trench, Maurice Hewlett, A l f r e d Noyes, 
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G K Chesterton, H i l a i r e Belloc, Sturge Moore and A l i c e Meynell 

amiongst others would make agreeable reading but nothing more. 

An anthology of a very d i f f e r e n t type, however, was that which 

appeared i n December 1912; c a l l e d 'Georgian Poetry 1911 - 1912', 

i t presented works drawn from the two years' output of seventeen 

poets, most of them young and l i t t l e known. As the prefatory 

note, the work of Edward Marsh, deviser of the anthology, stated, 

the volume was "issued i n the b e l i e f that English poetry i s now 

once again p u t t i n g on a new strength and beauty" and i n the hope 

that "we are at the beginning of ... (a) period which may take 

rank i n due time w i t h the several great poetic ages of the past". 

I f the m a j o r i t y of the c o n t r i b u t o r s were unknown i n l a t e 1912, 

t h i s d i d not remain so f o r very long; by January 191^ the book 

was i n i t s n i n t h e d i t i o n and had aroused considerable i n t e r e s t , and 

Marsh had a second anthology on exactly s i m i l a r l i n e s i n hand. 

Marsh's hope f o r the dawn of a great new period was d i s 

appointed, but h i s b e l i e f that something new and important was 

happening i n English poetry was p e r f e c t l y c o r r e c t , and his i n s t i n c t 

f o r the best way of p u b l i c i s i n g i t was shrewd. The remarkable 

populiar success of 'The E v e r l a s t i n g Mercy', John Masefield's long 

n a r r a t i v e poem concerning the e x p l o i t s and eventual conversion of 

a drunken v i l l a g e poacher which had f i r s t appeared i n book form 

i n November 1911> had proved that there was considerable p o t e n t i a l 

public i n t e r e s t i n serious modern poetry, and the sustained success 

of the sales of the f i r s t two of Marsh's anthologies proved t h i s to 

be a genuine i n t e r e s t , not a freak fad caused by one p a r t i c u l a r work. 

The c r i t e r i o n f o r i n c l u s i o n i n the Georgian anthologies was 

newness both i n a l i t e r a l sense ( a l l the poems date from a f t e r 

1910) and i n the sense of being new i n outlook; Marsh did not look 

f o r any common s t y l i s t i c t r a i t i n a d d i t i o n to t h i s . Thus i n form, 

s t y l e and subject matter there i s a wide d i v e r s i t y to be encountered 

i n the f i r s t two volumes of the series. However,many of the 
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c o n t r i b u t i n g poets were f r i e n d s and colleagues and a c e r t a i n 
amount of cross-influence and common practice i s di s c e r n i b l e 
amongst t h e i r work; thus i n e v i t a b l y c e r t a i n common character
i s t i c s emerge which make up the Georgian s t y l e as i t appears to 
l a t e r generations. The most s t r i k i n g general feature was a 
p o s i t i v e vigour, a " s p i r i t u a l buoyancy" the poets' passionate 
confidence i n the present and i n t h e i r own powers. Gone were the 
richness of the V i c t o r i a n s and the languor of the Decadents; the 
new s t y l e was spare, v i t a l and cle a r . S i m p l i c i t y of both d i c t i o n 
and metre were favoured; as any poem by Walter de l a Mare or 
W H Davies demonstrates, the s u b t l e s t and strongest verse could 
be made from p l a i n , everyday words arranged i n the simplest, most 
w e l l - t r i e d m e t r i c a l forms. Image and i n c i d e n t too were drawn from 
the o r d i n a r y , every-day world, a realism which could degenerate 
i n t o the banal and sometimes strayed i n t o the sordid. Marsh 
r e j e c t e d the rawer of Rupert Brooke's poems such 'A Channel Passage' 

and 'Menelaus and Helm', but was c r i t i c i s e d f o r the "self-conscious 
2 

b r u t a l i t y " of several of the co n t r i b u t i o n s of Lascelles Abercrombie, 

Ralph Hodgson and Gordon Bottomley; indeed,this was the aspect of 

the new verse that gave r i s e to the most adverse c r i t i c i s m . I t i s 

hard to decide at t h i s distance whether the charge of unpleasantness 

f o r i t s own sake was a j u s t one; one can see how passages i n 

Bofebomley's 'King Lear's Wife' and Abercrombie' s 'The iind of the 

World' must have given considerable offence i n some quarters, but 

i t i s also clear that experiments i n t h i s d i r e c t i o n were an import

ant means whereby the young poets could make a clean break w i t h 

the vapid, r a r i f i e d atmosphere which had clung about much of the 

poetry of t h e i r predecessors. 

•'• Robert Ross: The Georgian Revolt- (I967) P 139 

^ i b i d p 1^6 
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These c h a r a c t e r i s t i c s , c l e a r l y evident i n 'Georgian Poetry 
1911 - 1912', were more marked i n 'Georgian Poetry I913 - 1915', 
a volume which had been planned i n d e t a i l by August 191^ and 
which consisted almost e n t i r e l y of poems w r i t t e n before the out
break o f war. The tone and character of the poetry had become 
more homogenous as what had been a loosely-formed group of poets 
began to grow together i n t o a more closely-bound school. The 
c r i t i c a l reception which greeted the second volume was less 
favourable than t h a t accorded the f i r s t , but i t s commercial 
success was considerably greater, 19,000 copies being sold. This 
f i g u r e , c a l culated i n 1939, represents the sales of the book over 
more than two decades,for the r e v i v a l of i n t e r e s t i n a p a r t i c u l a r 
brand of modern poetry which i t represented, having s t a r t e d 
s t r o n g l y i n 1912, continued to grow through and beyond the war 
years. The fieorgian movement i t s e l f continued past the end of 
the War too, the f i f t h and f i n a l volume of the series appearing 
i n the ear l y autumn of 1922; but from 'Georgian Poetry I916 - 1917' 
onwardSjit l o s t much of i t s vigour and b i t e . Unable to come to 
terms w i t h the f r i g h t f u l realism of the new war poetry. Marsh 
turned aside from the subject that was dominating everyone's 
thoughts and chose poems of r e t r e a t and escapism. I t was t h i s a i r 
of whimsy and unworldliness hanging about the l a t e r anthologies 
which betrayed the early Georgian ideals and clouded c r i t i c a l 
opinion as to the very r e a l q u a l i t i e s of the w:ork which had brought 
about the Georgian r e v o l t and changed the nature of poetry. 

Georgianism had i t s roots i n a number of books of verse 

which appeared several years before the movement proper c r y s t a l i s e d 

one t h i n k s of Masefield's 'Salt Water Ballads' and de l a Mare's 

'Songs of Childhood' of 1902 and W i l f r i d Gibson's 'The Stonefolds' 

of 1907. So,too, a poetic movement which was to have a considerable 



influence upon the poetry of the twenties and t h i r t i e s f i r s t 

appeared j u s t as Georgianism was becoming properly established at 

the opening of the new decade. Imagism, the movement which 

T S E l i o t claimed could be "conveniently taken as the s t a r t i n g 

p o i n t of modern poetry" \ was a technique evolved and practised 

by a small group of English and American poets, a l l close f r i e n d s , 

l i v i n g and working i n London. As with Georgianism, Imagist 

p r a c t i c e came f i r s t , the name (borrowed by Ezra Pound from con

temporary French l i t e r a t u r e ) l a t e r ; but unlike the Georgians the 

Imagists were deeply concerned w i t h the formulation and propagation 

of the theory that lay behind t h e i r methods. Overmuch concern with 

the establishment of a common Imagist aesthetic and f i e r c e debate 

as to whether one another's poems f e l l w i t h i n i t s bounds led to 

the d i s i n t e g r a t i o n of the group as early as 1917, but the practice 

l i v e d on as the leading members of the group and t h e i r associates 

went on t o become some of the most i n f l u e n t i a l poets of the post

war generation. 

Where Georgianism by d e f i n i t i o n was concerned only w i t h 

English poetry, Imagism aimed to take a place among the i n t e r n a t i o n a l 

avant-garde movements of the day. As w e l l as being the outcome of 

c o l l a b o r a t i o n of l i k e American and English minds, i t was heavily 

influenced by recent French poetry (the work of the Symbolists and 

the exponents of vers l i b r e ) and also acknowledged the influence 

of Greek and Japanese verse. I t preached t o t a l concentration upon 

the 'image' ("that which presents an i n t e l l e c t u a l and emotional 

complex i n an i n s t a n t of time" ' ), complete avoidance of r h e t o r i c 

and superfluous description,and the use of a free rhythm d i c t a t e d 

by the demands of the image rather than by any preconceived plan. 

To C r i t i c i z e the C r i t i c ' (I965) P 8^ 

^ Ezra Pound: A Few Don'ts By An Imagiste'^ quoted by Peter Jones 
i n Imagist Poetry' (1972) p I8 



37 

The movement sprang from the same t o t a l d i s s a t i s f a c t i o n w i t h the 
poetry of the V i c t o r i a n era that had thrown up Georgianism, but 
took the concern w i t h conciseness and c l a r i t y very much f u r t h e r 
as w e l l as drawing upon F u t u r i s t and V o r t i c i s t theories of non-
re p r e s e n t a t i o n a l a r t . 

For several years a knowledge of Imagist verse was r e s t r i c t e d 

to the readers of the s p e c i a l i s t l i t e r a r y p e r i o d i c a l s i n which the 

new poems appeared; i t was not u n t i l March 1914 that the f i r s t 

anthology,'Des Imagistes', appeared. This was badly received both 

i n B r i t a i n and i n America; a c r i t i c a l climate which found Georgian 

poetry s t a r t l i n g would obviously make l i t t l e sense of the works of 

Richard Aldington and Hilda D o o l i t t l e . Further anthologies 

a^jieared annually up u n t i l 1917 and gradually the new s t y l e made a 

more favourable impression upon the c r i t i c s , but i t never won any

t h i n g approaching the wide popular f o l l o w i n g which the Georgians 

a t t r a c t e d . Imagism's importance to t h i s survey l i e s not i n i t s 

impact upon the early Georgian a r t i s t i c scene (which was almost 

n e g l i g i b l e ) but rather i n i t s being a f u r t h e r dramatic demonstration 

of the s p i r i t of r e v o l t and innovation encountered i n England 

immediately before the Great War. Imagism was as far ahead of 

i t s time as was the contemporary evolution of t o t a l l y abstract 

p a i n t i n g . 

No such s t a r t l i n g innovation i s encountered among the novels 

w r i t t e n during the early Georgian years. Rather was there a 

steady e v o l u t i o n which s l i g h t l y accelerated i n t o the war years 

w i t h the appearance of the e a r l i e s t works of one of the w r i t e r s 

who was to i n i t i a t e important new trends i n the post-War period. 

Many Georgian novels have a d i s t i n c t i v e f l avour about them but, as 

w i t h plays t y p i c a l of the period, t h i s f l avour depends not so much 

upon the manner i n which they are w r i t t e n as upon the matter w i t h 

which they deal, the themes choserr. by the author and the ideas and 
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No s i n g l e novel presents i t s e l f as the obvious s t a r t i n g 

p ojnt f o r a consideration of the f i c t i o n of the f i r s t decade-and-

a-half of the century. The period did not lack o r i g i n a l and 

i n f l u e n t i a l works: Samuel Butler's 'The Way of A l l Flesh' (1903), 

Galsworthy's 'The Man of Property'(I906), H G Wells' 'Tono-Bungay' 

(1909) and D E Lawrence's 'The White Peacock' ( I 9 I I ) a l l merit 

such a d e s c r i p t i o n , but none made a strong i n i t i a l impact, t h e i r 

importance becoming apparent only a f t e r several years. One reason 

f o r t h i s was the huge volume of new f i c t i o n w i t h which these 

novels were i n competition. W r i t i n g i n I91V, Harold Williams 

noted t h a t "the impetuous t o r r e n t of p r i n t e d matter, against which 

Goldsmith protested over one hundred and f i f t y years ago, has 

become a wide and unbanked r i v e r " and f i c t i o n formed a large 

p a r t of the annual output of new books (12,379 volumes i n 1913) »̂ 

I n the face of such profusion not only was i t d i f f i c u l t t o single 

out the most s i g n i f i c a n t and outstanding new works but also was 

there considerable d i v e r s i t y of opinion as to which were the major 

w r i t e r s of the younger generation. Early i n 191^,the 'Times 

L i t e r a r y Supplement' published a survey of the contemporary 

English novel by Henry James f o r which James chose eight authors 

as being representative of the time, (f o u r from the older gener

a t i o n , four from the younger) and p o s t e r i t y would endorse h i s 

choice i n the former category: Galsworthy, W&lls, Conrad and 

Bennett. But there i s no such unanimity of opinion concerning 

the younger w r i t e r s he selected as being the most promising: of 

the four,only D H Lawrence can be said to have f u l f i l l e d James' 

•'' "Modern English W r i t e r s ' (I918) p 373 

^ quoted by Derek Hudson i n Edwardian England 1901 - 19l4" (1964) 
P 509 
James himself would merit i n c l u s i o n i n t h i s l i s t but i t i s (and 
was) widely recognised t h a t a f t e r the appearance of 'The Golden 
Bowl' i n 190^ he published nothing which bettered or even 
equalled h i s e a r l i e r work. 
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expectations, Hugh Walpole and Compton Mackenzie remaining l i t t l e 

more than h i g h l y accomplished s t o r y - t e l l e r s and G i l b e r t Cannan's 

r e p u t a t i o n having completely evaporated. 

Of the senior representative pre-War novel i s t s , Joseph Conrad 

was the oldest but the l a s t to win a wide f o l l o w i n g . He published 

nothing u n t i l h i s t h i r t y - e i g h t h year (l895) and i t was not u n t i l 

many years a f t e r h i s death i n 1925 that h i s true stature and the 

extent of h i s o r i g i n a l i t y became evident. A l l his early novels 

deal w i t h the sea and seafarers, and i t was l a r g e l y f o r t h e i r 

exotic s e t t i n g s and c o l o u r f u l characters that they were read. 

But Conrad's i n t e r e s t lay less i n strong n a r r a t i v e than i n v i v i d 

word-painting and the deep study of character and motive; thus 

lovers of a good yarn were disappointed. The depth of his 

psychological perception seems to have passed l a r g e l y unnoticed 

at f i r s t , i n s i g h t being confused with rounded ch a r a c t e r i s a t i o n , 

and there was a s i m i l a r misunderstanding about h i s highly 

c h a r a c t e r i s t i c recurrent use of a spectator-narrator f i g u r e , i t 

being ascribed to. h i s i n a b i l i t y to w r i t e convincing dialogue 

(English was his t h i r d language of which he knew nothing u n t i l he 

was twenty-three) rather than to the ready means i t provided f o r 

subtle and complex character study. His best work belonged to the 

decade l897 - 1907, h i s two early Georgian novels 'Under Western 

Eyes' and 'Chance' representing a new development but hardly an 

advance. I n them the n a r r a t i v e thread becomes hopelessly involved 

and submerged beneath i n t r i c a t e psychological analysis, and by 

abandoning maritime s e t t i n g s Conrad robs them of the strength and 

a u t h o r i t y which shine through 'Lord Jim', 'Nostromo' and 

'The Nigger of the Narcissus'. 

Admired as he was (and revered as he was to become), Conrad 



never achieved wide p o p u l a r i t y ; always a somewhat i s o l a t e d 

f i g u r e he pursued h i s steady course regardless of the popular 

l i t e r a r y tastes of the day. Arnold Bennett,on the other hand, 

not only i d e n t i f i e d more s t r o n g l y w i t h the l i t e r a r y practices 

of h i s day but also i n a number of h i s books d e l i b e r a t e l y courted 

popular success, w r i t i n g down to the tastes of the less discerning 

element among h i s readership. Such novels as 'Hugo' and 'The C i t y 

of Pleasure', to which he gave the euphemistic d e s c r i p t i o n 

" f a n t a s i a s " , are no more than cheap, shallow t a l e s i n which a l l 

the i n t e r e s t i s centred upon the sensational nature of the p l o t . 

For the f i r s t eight years of the new century,Bennett l i v e d 

i n France, during which time he steeped himself i n the works of 

the l a t e nineteenth century French n o v e l i s t s , Flaubert, Zola and 

Balzac i n p a r t i c u l a r . Although he eventually outgrew his i n i t i a l 

enthusiasm f o r the so-called N a t u r a l i s t s , he learned a great deal 

from them and i t was the works i n which he applied t h e i r methods 

to subjects drawn from h i s observation of l i f e i n the S t a f f o r d s h i r e 

P o t t e r i e s that earned f o r him a s o l i d and l a s t i n g r eputation. 

S t a r t i n g w i t h 'Anna of the Five Towns' (1902) and 'Leonora' (1903), 

the series reached i t s pinnacle w i t h 'The Old Wives' Tale' (1908), 

•Clayhanger' (I9IO) and 'Hilda Lessways' ( I 9 I I ) ; 'These Twain' (I916) 

marked something of a f a l l i n g - o f f and a f t e r i t s completion Bennett 

d e l i b e r a t e l y turned dsewhere f o r i n s p i r a t i o n . 

Two elements i n Bennett's mature prose s t y l e have t h e i r o r i g i n s 

i n the methods of h i s French predecessors: h i s use of d e t a i l e d 

d e s c r i p t i o n of the most commonplace and t r i v i a l i ncidents and h i s 

adoption of a dispassionate and objective stance i n r e l a t i o n to 

hi s characters. That he was deeply concerned w i t h matters of 

s t y l e i s obvious from his c r i t i c a l and t h e o r e t i c a l w r i t i n g s , but 

may also be i n f e r r e d from the poise and p e r f e c t i o n of his own 



s t y l e of w r i t i n g , the fineness of which even a h o s t i l e c r i t i c such 

as V i r g i n i a Woolf f r e e l y acknowledged. Adverse c r i t i c i s m of 

Bennett's work has always centred upon the narrowness of his 

v i s i o n and h i s apparent lack of soul; but these c h a r a c t e r i s t i c s 

were admirably s u i t e d to the p o r t r a y a l of the unglamorous pro

v i n c i a l world which he knew best and could render so accurately, 

and he worked very w e l l w i t h i n the l i m i t s they imposed. His work 

as a c r i t i c and reviewer brought him power and his "fantasias" 

won him a wide readership,but the eminence of h i s p o s i t i o n i n the 

earl y Georgian l i t e r a r y world rested squarely upon the strength, 

t r u t h and o r i g i n a l i t y , of h i s S t a f f o r d s h i r e novels. 

I n the eyes of t h e i r contemporaries, Bennett and John Galsworthy 

were n o v e l i s t s of equal s t a t u r e . I f the l a t t e r ' s prose s t y l e was 

f e l t to be i n f e r i o r to the former's, then h i s obvious humanity and 

concern f o r moral issues more than redressed the balance, and the 

appearance i n I906 of 'The Man of Property', coinciding as i t did 

w i t h the sweeping v i c t o r y of the L i b e r a l Party i n the General 

E l e c t i o n of t h a t year, had, according to one commentator, an 

" e l e c t r i c " e f f e c t and " i n d u b i t a b l y marked the beginning of a new 

era" ^. For Galsworthy's concerns were the concerns of the L i b e r a l 

middle classes - hatred of i n j u s t i c e , the minimisation of s o c i a l 

d i s t i n c t i o n and passionate advocacy of i n d i v i d u a l l i b e r t y - and 

in book a f t e r book from 'The I s l a n d Pharisees' of 190^ to 

'The Freelands' of 1914 these are the issues on which the f i c t i o n 

i s founded. 

The considerable vogue which h i s novels b r i e f l y enjoyed 

rested l a r g e l y upon the f o r c e f u l and eloquent presentation of these 

ideas (Galsworthy had been a b a r r i s t e r before becoming a profess

i o n a l author) f o r , ideas apart, h i s f i c t i o n has not the s t u f f of 

Compton Mackenzie: " L i t e r a t u r e i n My Time' (1933) P 15^ 
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greatness i n i t . Moral issues are r a r e l y successfully integrated 

i n t o the p l o t , the characters and t h e i r actions f a i l i n g to f u l f i l 

the author's i n t e n t i o n s . His observation was acute and h i s 

rendering of i t precise, but set against Bennett's naturalism, 

Galsworthy's seems d u l l and pedestrian. Irony abounds but there 

i s l i t t l e s a t i r e and even less wit,and at the root of much of the 

c h a r a c t e r i s a t i o n i s a f a t a l flaw: hiis 'good' f i g u r e s , the repre

sentatives of a r t and freedom and the rebels against the s o c i a l 

code, are of t e n vapid i n themselves andsketchily r e a l i s e d by the 

author, while the p l u t o c r a t s and rea c t i o n a r i e s ranged against 

them are both f a r more varied and i n t e r e s t i n g and also much more 

c l e a r l y drawn, engaging a disproportionate amount of one's sympathy 

because one understands them so much b e t t e r . 

Galsworthy was by no means the only n o v e l i s t with a s o c i a l 

conscience w r i t i n g i n England before the Great War but h i s 

scrupulously i m p a r t i a l presentation of moral c o n f l i c t s and the 

reticence of h i s treatment of p o t e n t i a l l y sordid scenes and events 

made h i s p a r t i c u l a r brand of s o c i a l c r i t i c i s m palatable to a wide 

cross-section of the readiing p u b l i c ; h i s novels p e r f e c t l y suited 

the temper of middle class l i b e r a l England and he became an 

extremely popular w r i t e r . But h i s hour passed as quickly as did 

that of H H Asquith's gentlemanly, w e l l - i n t e n t i o n e d , sound but 

cool l i b e r a l i s m : both f l o u r i s h e d during the l a t e Edwardian years, 

became in c r e a s i n g l y insecure during the unsettled early Georgian 

period and came f i n a l l y to g r i e f during the c r i s i s of the middle 

years of the Great War. 

Evidence of an ac t i v e s o c i a l conscience was one point of 

contact between John Galsworthy and H G Wells, but otherwise the 

two men were very d i f f e r e n t : the former urbane, measured, conform

i s t , p a t r i c i a n , the l a t t e r hot-tempered, b r i l l i a n t , unconventional. 
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plebian. I n t e l l e c t u a l l y Wells was one of the most g i f t e d w r i t e r s 
of h i s age and h i s works enjoyed enormous p o p u l a r i t y , but h i s best 
work belonged to the f i r s t two of the f i v e decades of h i s w r i t i n g 
career and h i s influence upon the development of the serious 
English novel was very s l i g h t . 

The early part of Wells' l i t e r a r y career divides i t s e l f very 

neatly i n t o three periods whose boundaries correspond remarkably 

clos e l y to the beginning and the end of the Edwardian decade. 

Between 1895 and I 9 0 I he produced a dozen novels and books of 

s t o r i e s which come under the general heading of s c i e n t i f i c romances, 

b r i l l i a n t effusions of a remarkable i n t e l l e c t endowed w i t h out

standing .powers of both l o g i c a l and imaginative thought. I t was 

these books, so much more than mere f a n t a s t i c yarns as they were, 

t h a t , as w e l l as b r i n g i n g him i n s t a n t fame, won him the respect 

and f r i e n d s h i p of w r i t e r s of the eminence of Henry James and 

Edmund Gosse. 

I n 1900 the f i r s t of Wells' great r e a l i s t i c novels, 

'Love and Mr Lewisham', appeared, and i t was works of t h i s type 

(some comic, some serious) which l a r g e l y occupied him through the 

Edwardian decade. The f i n e s t of these works, 'Kipps' (1905), 

'Tono-Bungay' (1909) and 'The History of Mr Po l l y ' ( I 9 I O ) , were 

the author's masterpieces. Strong i n n a r r a t i v e , r i c h i n character

i s a t i o n , f u l l of w i t , s p i r i t and i n v e n t i o n , these books both enter

tained and e d i f i e d , f o r i n h i s exhaustive c h r o n i c l i n g of the 

p r i v a t i o n s and struggles of his shop assistants and j u n i o r teachers. 

Wells l o s t no opportunity of exposing and r i d i c u l i n g the manifest

a t i o n s (both comic and serious) of the class d i s t i n c t i o n and 

animosity r i f e i n Edwardian England. His ruthless c r i t i c i s m of 

society as he saw i t was made a l l the more t e l l i n g by being 



tempered w i t h w i t and kept under a t i g h t r e i n . 

While socialism i n England was s t i l l l a r g e l y a matter of 

polemics and t h e o r i s i n g , the r a d i c a l view which Wells expressed 

i n h i s f i c t i o n was more i n t e r e s t i n g than u n s e t t l i n g . But w i t h the 

e l e c t i o n of t h i r t y Labour Members of Parliament i n I906 and the 

attendant increased awareness of the enormous p o t e n t i a l power of 

organised labour, such opinions were met wit h less tolerance; 

'In the Days of the Comet', w i t h i t s b l a t a n t s o c i a l i s t preaching, 

was given a very mixed reception when i t appeared i n the same year 

as the momentous General E l e c t i o n took place. Not that p o l i t i c s 

was the only f i e l d i n which Wells held advanced views; h i s 

a t t i t u d e s towaKds sex and marriage were equally revo l u t i o n a r y and 

these too made t h e i r way i n t o h i s f i c t i o n . 'Ann Veronica' caused 

enormous controversy when i t was published i n 1909 on account of 

both i t s emphasis upon sexual motivation and i t s apparent endorse

ment of a relaxed code of sexual p r a c t i c e . Wells and his 

supporters h o t l y contested the accusation of immorality on t h i s 

occasion and again two years l a t e r when a s i m i l a r charge was made 

against 'The New M a c h i a v e l l i ' . 

By t h i s time Wells' a t t i t u d e t o his work had undergone a 

f u r t h e r change; i t was the 'novel of ideas' which was now his 

ch i e f concern. The balance between the story and the message had 

been n i c e l y maintained i n 'Tono-Bungay' and 'Mr Polly', but i n the 

new works a l l elements of p l o t , n a r r a t i v e , c h a r a c t e r i s a t i o n and 

dialogue were made subservient to the und e r l i n i n g of the author's 

p o l i t i c a l and moral point of view. 'The New Machiavelli', 

'Marriage', 'The Passionate Friends' and 'The Wife of S i r Isaac 

Harman' mark a new phase i n Wells' career, but hardly an advance; 

i n becoming more of a l i t e r a r y preacher he had become less of a 
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n o v e l i s t . His r e p u t a t i o n was too great and too secure to be 

seri o u s l y disturbed by this,and he remained one of the most 

powerful l i t e r a r y f i g u r e s of the age (Frank Swinnerton quotes a 

p l e b i s c i t e published i n an unnamed p e r i o d i c a l i n 1914 which 

placed Wells second to only Thomas Hardy as "the greatest 

l i v i n g n o v e l i s t " ' ' " ) ; nevertheless,the f a l l i n g - o f f i n q u a l i t y 

and breadth of appeal of h i s new novels was i n s t a n t l y recognised. 

Conrad, Bennett, Galsworthy and Wells were the giants among 

the older generation of n o v e l i s t s working i n early Georgian 

England; t h i s i s evident to a l a t e r generation j u s t as i t was 

clear to t h e i r contemporaries,and i t needed no great perspicacity 

on Henry James' part to select them as the subjects f o r the f i r s t 

of h i s 'Times L i t e r a r y Supplement' a r t i c l e s . But neither does i t 

show any lack of perception t h a t the four w r i t e r s he chose f o r 

h i s second a r t i c l e (the one dealing w i t h the younger generation) 

seem from t h i s distance a curious choice. Other l i t e r a r y c r i t i c s 

than James prediicted l a s t i n g reputations f o r w r i t e r s now t o t a l l y 

unread,at the same time f a i l i n g to recognise the true stature of 

authors now regarded as the leaders of t h e i r generation. 

Incthe former category are to be found such fig u r e s as 

G i l b e r t Cannan, Maurice Hewlett and May S i n c l a i r . I n the spheres 

of modern comedy, h i s t o r i c a l romance and the psychological novel 

r e s p e c t i v e l y i t was f e l t t h a t these authors were producing 

o r i g i n a l work of l a s t i n g m e r i t , but i n a s w i f t l y changing a r t i s t i c 

climate i t became apparent that the appeal of t h e i r novels was 

rooted to t h e i r own time and that they had l i t t l e to say to l a t e r 

generations. Conversely, i n the eyes of his contemporaries the 

works of E M Forster seemed not to be of outstanding q u a l i t y . 

"Swinnerton; an autobiography (1937) P 213 



His e a r l y s o c i a l comedies were enjoyed f o r t h e i r w i t and t h e i r 

perception and 'The Longest Journey' (1907) was recognised as 

drawing strength from i t s autobiographical nature. But 

'Howard's End' (I9IO) met wi t h an equivocal reception; c r i t i c i s m 

was centred upon the imp-lraasibility and smallnessiof the characters 

while the deeper, more a n a l y t i c a l side t o the book seems to have 

passed l a r g e l y unnoticed. I t was not u n t i l the p u b l i c a t i o n of 

'A Passage to I n d i a ' , h i s l a s t and arguably h i s greatest novel, 

i n 1924 that Forster was subjected to the type of close c r i t i c a l 

s c r u t i n y which revealed the f u l l strength and subtlety of his a r t . 

The early works of D H Lawrence made some s t i r but less than 

might be imagined bearing i n mind that among the three novels which 

he published before the Great War was 'Sons and Lovers', acknow

ledged as a very f i n e book by h i s devotees and as his f i n e s t work 

by those who f i n d the l a t e r novels unpalatable. Lawrence's was 

the most o r i g i n a l f i c t i o n being produced i n early Georgian 

England and h i s very f i r s t published novel, 'The White Peacock' 

of 1911, contained a l l the elements of both s t y l e and content 

which were to be found i n h i s f u l l y mature works: the c o n f l i c t 

between the i n t u i t i v e working class and the r a t i o n a l middle class, 

between the i n s t i n c t i v e man and the s p i r i t u a l woman, the groping 

towards an understanding of sexual impulse and motivation, and 

the use of v i v i d , s t a r t l i n g imagery drawn firom the raw n a t u r a l 

world. C r i t i c s acknowledged something of the strength and 

i n t e g r i t y of Lawrence's i n t e n t i o n s but castigated him f o r h i s 

uncouthness, hi s pessimism and his "dreary preoccupation with 

animal things i n a world of f r u s t r a t e passions" I n admitting 

him to show great promise w h i l s t at the same time d e l i v e r i n g an 

A C Ward: 'Twentieth Century L i t e r a t u r e ' (1928) p 53 
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unfavourable c r i t i q u e , James was reacting w i t h the mixed feelings 
of many of h i s contemporaries regarding Lawrence's work. 

Compton Mackenzie and Hugh Walpole, the other young w r i t e r s 

s i n g l e d out by Henry James, both enjoyed great popularity at the 

outset of t h e i r careers immediately before the outbreak of the 

Great War. Both wrote novels which p o s t e r i t y has judged to be 

t h e i r best works at t h i s very early stage of t h e i r l i t e r a r y careers; 

Walpole published 'Mr P e r r i n and Mr T r a i l l ' i n 1911 and Mackenzie 

followed up the resounding popular success of 'Carnival' i n 1912 

w i t h the two parts of ' S i n i s t e r S t r e e t ' , a work of greater sub

stance but no less broad appeal, i n 1913 and 1914. These novels 

dealt w i t h up-to-date matters i n a b r i g h t , fresh way but were 

r e a l l y very t r a d i t i o n a l i n method, not without d i s t i n c t i o n and a 

c e r t a i n novelty but i n no way o r i g i n a l or innovative. As 

Mackenzie himself admitted,"in s p i t e of the beginnings of a new 

point of view about l i t e r a r y expression, and i n s p i t e of the 

obvious resolve of the new n o v e l i s t s to get as near t e l l i n g the 

t r u t h about human nature as prudish opinion would allow them, a l l 

the n o v e l i s t s who established themselves before the war were s t i l l 

too much imbued virith the world of t h e i r youth to claim the modern

i t y t h a t has been seized by the post-war successors" The works 

of D H Lawrence excepted, the novel was marking time i n England 

i n the four years before the Great War, i n a p e r f e c t l y healthy 

state but not a c t u a l l y growing. I t was i n France that r a d i c a l 

r e v o l t was being i n i t i a t e d i n the works of Romain Rolland, 

Marcel Proust and James Joyce, r e v o l t that was to surface i n 

England during and a f t e r the war i n the works of the mature 

Lawrence and of Dorothy Richardson and V i r g i n i a Woolf. 

L i t e r a t u r e i n My Time (1933) P l89 
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Hindsight does not always aid the accuracy of our perception 
of the past; i t can blur as w e l l as c l a r i f y and often reveals as 
much about the vantage point as about the object i n view. But 
the element of hindsight can never be completely excluded from, 
h i s t o r i c a l study, and i t would be neither p r o f i t a b l e nor desirable 
to attempt to deny i t e n t i r e l y ; too exclusive a concentration 
upon a p a r t i c u l a r period without reference t o what followed a f t e r 
gives a d i s t o r t e d , unbalanced view. The f a i r e s t assessment of 
the past r e s t s upon a close s c r u t i n y of the period i n question 
i n i t s own terms f i l t e r e d through a consideration of l a t e r develop
ments and opinions subsequently formed. 

The Great War c o n s t i t u t e s a p a r t i c u l a r l y dense and d i s t o r t i n g 

f i l t e r . Bearing i n mind the thorough d i s l o c a t i o n of l i f e which i t 

brought about and the s t i n g i n g blow i t dealt the n a t i o n a l con-

sciousnesst,' one can quite see how i t dwarfed the changes and 

developments of the preceding years, making the early Georgian 

periodr. seem calm and u n r u f f l e d i n comparison with i t s e l f . I t goes 

without question that the War formed a major watershed i n the 

h i s t o r y of Europe, but i n England i t was a mountain range r i s i n g 

out of steep and craggy f o o t h i l l s rather than a smooth and l e v e l 

p l a i n . The f a b r i c of l i f e i n England had begun a process of 

r a d i c a l change before the War came to rock i t to i t s foundations. 

The F i r s t World War was doubly u n s e t t l i n g f o r the a r t i s t . 

Not only was the machinery of l i f e , the means whereby a book was 

p r i n t e d and published, a p a i n t i n g e x h i b i t e d , a play staged or a 

piece of music performed, thrown v i o l e n t l y out of gear but there 

was i n a d d i t i o n the most profound s p i r i t u a l upheaval; the-all-

pervasive sensations of g r i e f , hatred, despair and impotence had 

to be countenanced, suffered and somehow transfigured i n the 
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p o s i t i v e kct of c r e a t i o n . Thus the post-War a r t i s t might w e l l 

look back w i t h envy to the richness, v i t a l i t y and sheer profusion 

of a r t i s t i c a c t i v i t y of the early Georgian period. Here was no 

instance of the passage of time d i s t o r t i n g the v i s i o n - the years 

a f t e r the War were lean indeed by comparison. But i f i n looking 

back to the pre-¥ar a r t i s t i c climate he saw a period of calm and 

s t a b i l i t y , he was s u f f e r i n g a serious delusion. The years I9IO 

to 1914 witnessed a r t i s t i c upheaval on a scale unparalleled i n 

any other half-decade of English h i s t o r y . 

No sphere of a r t i s t i c a c t i v i t y was more disrupted by the 

Great War than was music; the whole machinery of musical l i f e 

f a l t e r e d and i n some areas broke down alt o g e t h e r , standards of 

performance and appreciation dropped dramatically and public 

t a s t e underwent a marked change. This period of ferment began 

before the War was one year o l d and continued w e l l i n t o the 

post-War years as the musical world readjusted to the changed 

m a t e r i a l and s p i r i t u a l climate of the 1920s. But t h i s should not 

obscure the f a c t t h a t music too had experienced i t s upheavals 

during the early Georgian period, both composers and performers 

r e a c t i n g to the pervading mood of change and experiment. The 

f o l l o w i n g chapters w i l l attempt to present f i v e years of the 

h i s t o r y of the composition and performance of music i n England 

i n t h e i r h i s t o r i c a l context and against the unstable but 

immensely s t i m u l a t i n g background of the contemporary s o c i a l and 

a r t i s t i c climate. 
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Chapter 2 The English Musical Renaissance 

The most s t r i k i n g c h a r a c t e r i s t i c of musical a c t i v i t y i n 

Georgian England was i t s profusion: music was being w r i t t e n , 

performed, l i s t e n e d t o , published and studied on a h i t h e r t o 

unprecedented scale. Profusion per se i s no v i r t u e ; but when 

increase i n quantity of a c t i v i t y i s matched by a s i m i l a r 

increase i n the q u a l i t y of the r e s u l t s , t h i s points to a 

general amelioration which i s exactly what English musical l i f e 

had experienced i n the pre-Georgian period, i n the shape of a 

movement which was very soon dubbed 'the English Musical 

Renaissance". Renaissance i s not a word to be used i n d i s c r i m 

i n a t e l y , but the nature of the changes i n musical l i f e which 

took place i n l a t e V i c t o r i a n and Edwardian England e n t i r e l y 

j u s t i f y the use of such a portentous term. 

Various dates have been put forward as marking the inception 

of t h i s movement: H C Colles placed i t i n l875i the year of the 

f i r s t G i l b e r t and S u l l i v a n opera, -'Trial by Jury'; 

J A F u l l e r - M a i t l a n d and Ernest Walker chose a date f i v e years 

l a t e r , 7th September l88o, the day on which Parry's ''Prometheus 

Unbound' was f i r s t performed; and Edward Elgar, i n h i s inaugural 

l e c t u r e as Peyton Professor of Music i n the University of 

Birmingham i n 1905, also suggested the year l88o, but without 

reference to any p a r t i c u l a r event. The new s p i r i t must have been 

i n evidence by l886, f o r i n that year the Viennese c r i t i c 

Eduard Hanslick, not noted previously f o r h i s generous c r i t i c i s m 

of music i n England, wrote on paying a v i s i t to London: " I n the 

past few years England's n a t i o n a l pride i n respect of musical 

creativeness has experienced a reawakening".''' 

'Music g r i t i c i s a t iSkG - 99^ (1963) P 25^ 



51 

I t i s s i g n i f i c a n t that.where precise dates f o r the begin

ning of the renaissance are put forward, they are the dates of 

f i r s t performances of works by English composers. The 

appearance of a g i f t e d and d i s t i n c t i v e school of native 

composers was one of the most drsmiatic and tangible manifest

ati o n s of the new s p i r i t i n English music;, but i t was by no 

means the whole s t o r y . The renaissance was also bound up 

w i t h a marked r i s e i n standards of performance, a s t a b i l i s a t i o n 

and r a t i o n a l i s a t i o n of the musical profession and the machinery 

of musical l i f e , a marked p r o l i f e r a t i o n i n the numbers of 

people a c t u a l l y engaged i n the performance of music, and the 

emergence of a generally more serious and committed a t t i t u d e 

to music on the part of the general p u b l i c . 

The common f a c t o r which lay behind t h i s trend of improve

ment was a new a t t i t u d e to musical education. Cause and e f f e c t 

are i n e x t r i c a b l y bound up together; the general renaissance 

movement fed, and was fed by, the new teaching methods which 

appeared simultaneously w i t h i t , a f f e c t i n g musical education 

at a l l l e v e l s from the Board Schools and the Public Schools to 

the U n i v e r s i t i e s and colleges of music. The e f f e c t s were 

numerous and far-reaching. I n general terms i t brought i n t o 

being a musically l i t e r a t e general p u b l i c , eager f o r music and 

w i t h s u f f i c i e n t d i s c r i m i n a t i o n to r e j e c t what was not good, i t 

r a i s e d the status of the musical profession, and i t also 

g r e a t l y enlarged i t s s i z e ; more s p e c i f i c a l l y i t improved the 

q u a l i t y of musical scholarship and c r i t i c i s m , brought about a 

marked r i s e i n standards of performance and enabled an a s p i r i n g 

composer to complete h i s musical studies i n thrs country. 

The importance of musical education as a prime concern i n 

the renaissance movement lay i n the f a c t that i t bore d i r e c t l y 

upon native t a l e n t . Good music had been played, and played w e l l , 
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i n e a r l y and mid 19th century England. But the best of the 
music and a great many of the musicians who performed i t had 
been imported from the Continent, and i n most quarters t h i s 
had been accepted as a p e r f e c t l y n a t u r a l , even a desirable, 
s t a t e of a f f a i r s . The newly-discriminating audiences and the 
r i s i n g generation of g i f t e d o r c h e s t r a l players were, however, 
nat i v e to t h i s country, and by the early years of t h i s century, 
English soldsts and conductors could stand comparison with the 
f i n e s t of t h e i r European contemporaries. I n short, England 
began to put her own musical a f f a i r s to r i g h t s , breeding and 
n u r t u r i n g her own music and musicians rather than adopting 
those of other countries. I t i s t h i s process of r e b i r t h that 
j u s t i f i e s the use of the word 'renaissance' to describe the 
new movement. 

Frank Howes sums up the renaissance as being a movement 

concerned w i t h " s p i r i t and standards rather than technical 

advance or revolution"*"". Of the t r u t h of the f i r s t part of 

his statement there can be no doubt; but the second part needs 

some q u a l i f i c a t i o n . C e r t a i n l y the renaissance did not thr u s t 

any English composers i n t o the van of the more advanced schools 

of European musical composition, and the only area of musical 

performance i n which England was i n any sense ahead of the 

Continent was that of choral singing. But looking at the 

developments i n terms of t h i s country alone, the t e c h n i c a l 

advances i n both performance and musical scholarship were 

imjnense, and 'revolutionary' i s by no means too strong a word 

to apply to the change i n a t t i t u d e on behalf of the general 

pub l i c and to the new aims and achievements of the English 

composers. The v a l i d i t y of a consideration of musical h i s t o r y 

Edwardian England I9IO - 191^' ed. S Nowell Smith (1964) ip.klk 
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from a n a t i o n a l point of view i s questioned i n some quarters* but 

such a consideration of English music of the l a t e nineteenth and 

early t w e n t i e t h centuries i s j u s t i f i e d by the f o l l o w i n g two 

reasons i f by no others. F i r s t l y , t h e p o s i t i o n of t h i s country 

r e l a t i v e t o the r e s t of Europe, especially t o Germany and France, 

was a matter of great concern to the l a t e V i c t o r i a n and Edwardian 

mind; and, secondly, a s p i r i t of conscious nationalism informed a 

great deal of the musical a c t i v i t y i n Europe at t h i s time, and 

i t i s hardly to be imagined that such a movement should f i n d no 

response i n England. 

As l a t e as 1921 the o l d j i b e at England as being 'das land 

ohne Musik' was s t i l l being given public expression i n Germany. 

The phrase had been coined i n the middle of the nineteenth centraryi' 

but even then the t r u t h of a l i t e r a l t r a n s l a t i o n was highly 

questionable, and i t s continued use became more and more unjust 

as the century neared i t s end. The f a c t of i t s persistence i n t o 

the e a r l y t w e n t i e t h century, even ta k i n g i n t o account the unsettled 

st a t e of Anglo-German r e l a t i o n s at the time, would perhaps suggest 

tha t what those who perpetrated the remark had i n mind was the 

lack of any English composers who could stand comparison w i t h the 

contemporary c o n t i n e n t a l g i a n t s , although to use the phrase a f t e r 

1908, the year of .•Elgar's A f l a t symphony, shows a considerable 

degree of prejudice. Given the phenomenal richness of German 

musical composition i n the nineteenth century, perhaps i t was 

i n e v i t a b l e t h a t the Germans should place great importance upon 

composers as the c h i e f representatives of musical l i f e i n general. 

The lack of any composers of repute points to some deficiency i n 

the musical l i f e of a country and conversely the simultaneous 

appearance of several such composers i s i n d i c a t i v e of good musical 
h e a l t h . For whereas a s i n g l e composer of i n t e r n a t i o n a l standing. 
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a S i b e l i u s or a Grieg, can apparently t h r i v e without the support 

of a stable and r i c h musical environment, the appearance i n quick 

succession of a large numher of g i f t e d composers able to earn 

d i s t i n c t i o n w i t h i n and beyond t h e i r native shores i s inconceivable 

without such a background. So the emergence of a group of such 

composers i n England at the end of the nineteenth oentury sets a 

seal upon the renaissance movement. 

The thorough permeation of English musical l i f e by the 

r e v i t a l i s i n g s p i r i t took a considerable time. I t can be 

recognised as a continuing process past the t u r n of the century, 

through the Edwardian period and r i g t i t up to the Great War, when 

i t s course was deflected by a powerful e x t e r n a l force which set 

i n a c t i o n new influences of i t s own. Since musical education was 

one of the most important areas i n which improvement took place, 

the f u l l b e n e f i t of the new trend was not f e l t u n t i l a generation 

had grown up and been t r a i n e d under i t s influence. Thus the 

f i r s t f u l l crop of renaissance composers belonged to the 

generation born about the year I88O, and i t cannot be merely a 

coincidence t h a t i n a l i s t of the b i r t h dates of English composers 

of any s t a t u r e , the decade from l875 to I885 produces a r i c h 

galaxy of some t h i r t y names; the healthy musical environment gave 

b i r t h t o , nurtured and supported many more g i f t e d musicians than 

had previously been found i n t h i s country. I t was from t h i s 

generation t h a t the youngest of the mature composers working i n 

early Georgian England came. 

The s p i r i t of change and experiment which marked the opening 

of George V's r e i g n had i t s influence upon music as upon the other 

a r t s ; important developments took place i n the areas of both 

composition and performance, and the general s p i r i t of renaiss

ance experienced a t r a n s f u s i o n of new l i f e . I t was the i n t e r a c t i o n 
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of these two trends, the s p i r i t of r e v o l t and the emergence of 

a new generation of able young musicians,which l a r g e l y explains 

the richness and profusion of musical l i f e j u s t before the Great 

War; the s o i l was f e r t i l e , the climate p r o p i t i o u s and the seed 

pure and strong. But to appreciate what was new i n early 

Georgian music one must of course have a knowledge of Edwardian 

music and musical l i f e , and rather than beginning the survey at 

thB musically a r b i t r a r y date of 1901, i t w i l l be better to go 

back to the beginning of the renaissance movement and o u t l i n e the 

more important developments of i t s f i r s t two decades. 

Of the f i r s t generation of the composers of the renaissance, 

i i u b e r t Parry's name must head the l i s t . As has already been 

mentioned, several h i s t o r i a n s take the f i r s t performance i n I880 

of one of Parry's f i r s t major works as a convenient b i r t h d a t e f o r 

the whole renaissance movement, and W.J.Turner spoke f o r a number 

of other w r i t e r s when he sai d : "He ( P a r r y ) , more than any other 

man must be given the c r e d i t f o r the great renaissance of English 

music which has taken place during the l a s t f i f t y years."''" 

Turner wrote t h i s i n 1928, and ten years a f t e r a composer's death 

i s not usually a time when such statements are made without ample 

j u s t i f i c a t i o n . However, i t was not only Parry's a c t i v i t i e s as a 

composer which earned him t h i s pre-eminent p o s i t i o n but also his 

work as a teacher, e d u c a t i o n a l i s t , scholar and w r i t e r on musical 

matters, coupled w i t h h i s t o t a l involvement with and unflagging 

enthusiasm f o r a very wide range of musical a c t i v i t i e s . The 

expenditure of h i s energies i n so many d i f f e r e n t d i r e c t i o n s , 

b e n e f i c i a l as i t unquestionably was to English musical l i f e i n 

general, caused him t o do.less than f u l l j u s t i c e to h i s n a t u r a l 

g i f t s as a composer: some of the weaknesses i n his compositions 

are a t t r i b u t a b l e to haste and a less than t o t a l commitment to 

Musical Meanderings' (1928) p. 1^5 
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the work i n hand. But despite h i s plethora of a c t i v i t i e s , he 

found a considerable amount of time to devote to composition 

as i s demonstrated by h i s long l i s t of works; and h i s achieve

ments as a composer are of considerable importance. 

Two points about Parry's t r a i n i n g are worthy of p a r t i c u l a r 

note. F i r s t l y , he received almost a l l h i s musical education i n 

England, a h i g h l y unusual course of ac t i o n to be taken at a 

time when i t was s t i l l de rigueur f o r a young musician to study 

abroad, es p e c i a l l y i n Germany. His p r i n c i p a l teacher was 

Edward Dannreuther, a German emigr/ who was Wagner's chief 

apologist i n the London of the l870s and l880s. This leads on 

to the second p o i n t : although not imbibed at the fountain head, 

the strongest s i n g l e influence on Parry's music was s t i l l the 

p r e v a i l i n g German s t y l e , i n p a r t i c u l a r the works of Richard 

Wagner. What set Barry apart from h i s German-trained prede

cessors and contemporaries, leaving aside the questions of 

r e l a t i v e strength of character and n a t u r a l musical t a l e n t , was 

his combination of a mainstream European musical language w i t h 

a s e n s i t i v i t y to native musical t r a d i t i o n s . I t i s no coincidence 

t h a t h i s f i n e s t work, which i s also the part of h i s output that 

has best stood the t e s t of time, i s that which l i e s most 

conspicuously i n the English t r a d i t i o n : h i s choral music and 

songs. The f i v e symphonies and the chamber music, works which 

are Teutonic i n manner as w e l l as i i i matter, never won a f i r m 

place i n the r e p e r t o r y ; they too r e a d i l y i n v i t e comparison w i t h 

the works i n s i m i l a r mould by the great German nineteenth 

century composers, and such comparison i n e v i t a b l y works against 

Parry. His most successful o r c h e s t r a l works are those i n f r e e r 

forms, the 'Overture to an Unwritten Tragedy' of l893 and the 

'Symphonic V a r i a t i o n s ' of I897; these made an immediate strong 

impression and have best survived subsequent changes of taste. 
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The choral work which had such an impact i n I880 was "Sicenes 

from Shelley's 'Prometheus Unbound"', conducted by Parry at a 

Gloucester meeting of the Three Choirs F e s t i v a l . On several 

counts t h i s work etood out from the general run of f e s t i v a l f a r e : 

f o r one t h i n g , i t was most unusual to choose a text from the works 

of a major poet, but having done so Parry proved himself quite 

equal to the task of matching f i r s t r a t e poetry with music of a 

s i m i l a r i n t e l l e c t u a l c a l i b r e . W H Hadow noted his g i f t f o r 

"entering i n t o the very heart of noble poetry, not by the 

r e f l e c t e d l i g h t of i l l u s t r a t i o n or comment but by a glow of 

i n s p i r a t i o n which has been ki n d l e d at the same fire" . " * " 

S i m i l a r l y innovatory was the work's obvious debt to the music of 

Wagner, an influence which early reviewers detected i n the use 

of "endless melody" and i n the "declamatory s t y l e " of the solo 

voice p a r t s ; c e r t a i n l y Parry's long and f r e e l y - f l o w i n g paragraphs 

are quite u n l i k e the square, short-winded s t y l e to be found i n 

most V i c t o r i a n choral music. 

These are the p o s i t i v e c h a r a c t e r i s t i c s which mark out the 

best of Parry's works f o r chorus and orchestra throughout h i s 

career: h i s sympathetic and f e l i c i t o u s approach to a worth-while 

t e x t , and h i s a b i l i t y t o construct large scale, freely-formed 

musical paragraphs w i t h a spine of strong polyphony running 

through them. His polyphonic s k i l l i s worthy of mention i n the 

same breath as t h a t of h i s other great i d o l . Bach; Parry i s never 

happier than when producing massive e f f e c t s w i t h a finely-woven 

contrapuntal texture i n eight or more part s . His use of counter

point i s no mere i n t e l l e c t u a l exercise; h i s polyphony always has 

l i f e and purpose. But there are other, less happy t r a i t s i n his 

s t y l e ; drab o r c h e s t r a t i o n , a weakness f o r passages of genial but 

-^'English Music (1931) PP 152/3 
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aimless musical b u s t l e , and what Fu l l e r - M a i t l a n d quaintly, but' 

a p t l y c a l l s "(a neglect) of the amenities of s t y l e which make 

f o r popularity"''' - i n other words a lack of concern w i t h v a r i e t y 

of musical texture and colour. 

Once h i s idiom had ceased to be s t a r t l i n g l y novel. Parry's 

music aroused great enthusiasm among the singers, players and 

audiences at the p r o v i n c i a l music f e s t i v a l s ; the r e s u l t i n g 

commissions led to h i s w r i t i n g upwards of twenty large-scale 

works f o r chorus and orchestra, works which contain much of h i s 

best and ( t o use h i s own watchword to his composition p u p i l s ) 

most c h a r a c t e r i s t i c music. This d i s t i n c t i o n of utterance i s not 

nearly so c o n s i s t e n t l y evident i n h i s chamber and piano music; 

the w r i t i n g i s clean and f l u e n t but not always free of obvious 

c o n t i n e n t a l i n f l u e n c e , p a r t i c u l a r l y that of Brahms and Mendelssohn 

i n the former and Schumann i n the l a t t e r . S u p e r f i c i a l l y the songs 

too owe a debt to Brahms, but i * i s only occasionally i n matters 

of t e x t u r e and harmonic f l a v o u r that the influence i s f e l t . 

Parry's methods i n the key areas of word-setting and melody-

w r i t i n g were e n t i r e l y his own and the twelve books of English 

L y r i c s which were published between 1886 and 1920 contain some 

extremely f i n e numbers. 

Parry's importance as a musician i s not quite the same as 

h i s importance as a composer. I n the former capacity he wielded 

great power, earning f o r the profession a quite new s o c i a l and 

i n t e l l e c t u a l esteem, and through his i n f l u e n t i a l positions as 

D i r e c t o r of the Royal College of Music from l894 u n t i l I918 and 

Professor of Music at Oxford from I9OO to I908, he stamped some

t h i n g of h i s person a l i t y upon the leading musicians of several 

''' The Music of Parry and Stanford (1934) p 9 
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generations. As a composer he i s best remembered f o r s e t t i n g 

new standards of i n t e g r i t y and steadfastness of purpose, and f o r 

showing how a d i s t i n c t i v e s t y l e could be evolved from a judicious 

amalgam of the current Teutonic musical language and character

i s t i c s drawn from the English t r a d i t i o n s of choral music and song. 

The names of Hubert Parry and Charles V i l l i e r s Stanford are 

always coupled. The reasons f o r t h i s are more personal than 

musical - they were near contemporaries, colleagues and close 

f r i e n d s , although t h e i r r e l a t i o n s h i p was not unclouded by d i s 

agreement. There were other points of contact: both men were 

tr a i n e d , and f e l t most at home, i n a u n i v e r s i t y (or at least 

academic) s i t u a t i o n , f o r both composition was only one of the 

many a c t i v i t i e s t h a t f i l l e d a crowded l i f e , and both wielded 

enormous influence through t h e i r tenure of key teaching and 

a d m i n i s t r a t i v e posts - Stanfordv«sittEprincipal professor of compos

i t i o n at the Royal College of Music from I883 and Professor of 

Music at Cambridge from I887, both of which positions he held 

u n t i l h i s death i n 1924. 

But i n other respects the two men were very d i f f e r e n t . 

Stanford began h i s musical career as a C-ambridge organ scholar, 

and the performance of music remained one of h i s chief a c t i v i t i e s 

throughout h i s l i f e , though he soon relinquished the organ l o f t 

f o r the conductor's rostrum. He was above a l l an eminently 

p r a c t i c a l musician: as a conductor h i s s t y l e was clear and 

uncomplicated - he presented rather than i n t e r p r e t e d ; as a compos

i t i o n teacher he preached economy of means and s i m p l i c i t y of 

t e x t u r e ; and as a composer he showed himself to be the complete 

master of h i s c r a f t . L i s t e d baldly these very r e a l v i r t u e s may 

seem to amount to very l i t t l e , but they were not u n i v e r s a l l y 

encountered at the time, and through them Stanford put h i s 
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a b i l i t i e s to very good use. Eugene Goossens (another conductor/ 

composer of conspicuous t a l e n t who l i k e d and respected the man 

but had l i t t l e sympathy f o r h i s works) thought Stanford the f i n e s t 

conductor of Brahms he had ever heard; the l i s t of h i s pupils 

(which contains the names of almost a l l the composers of repute 

to appear i n England between I89O and 1920) speaks f o r h i s teach

in g a b i l i t i e s ; and by h i s compositions Stanford won acclaim both 

at home" and abroad, and earned himself the respect and fri e n d s h i p 

of c o n t i n e n t a l musicians of the standing of Brahms and von BUlow. 

On r e c e i p t of a copy of Stanford's F i r s t Piano T r i o , the l a t t e r 

wrote: "Good Gracious I What wonderful progress your country i s 

making owing to your genius.""'' 

I n h i s music Stanford never achieved anything l i k e as 

d i s t i n c t i v e a voice as Parry, p Q S s i l j l y because the technique of 

composition came to him so e a s i l y . This f a c i l i t y led to an 

enormous output of works: nine operas, seven symphonies, ten 

concertos, four masses, twenty-two secular cantatas, eight s t r i n g 

quartets and large q u a n t i t i e s of church music, keyboard music, 

songs, partsongs qnd music f o r the theatre. A l l types of compos

i t i o n seemed to flow from h i s pen with equal ease; he never made 

one p a r t i c u l a r branch h i s own. He was a man of a conservative 

tas t e which led him to eschew any form of experiment; he f i l l e d 

the accepted moulds by l a r g e l y orthodox procedures. I n his large 

scale works< a l l the resources of high romantic harmony and 

o r c h e s t r a t i o n are employed, but w i t h a t i g h t r e i n and a character

i s t i c economy. U l t i m a t e l y these works f a i l to be t o t a l l y convincing; 

they are b e a u t i f u l l y w r i t t e n and very a t t r a c t i v e , but lack the 

urgency and t o t a l involvement born of a composer's e f f o r t s to 

evolve a personal s t y l e . I n smaller scale works, t h i s problem i s 

"'" quoted by David Cox i n Chamber Music' (ed. Alec Robertson) (1957) 
p.337 
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not nearly so acutely f e l t ; Stanford's p a r t i c u l a r balance of 

manner and matter i s p e r f e c t l y suited to a group of songs or a 

short choral movement, but cannot sustain the broader span of a 

symphony or a concerto. 

Stanford was an Irishman of the Orange t r a d i t i o n , and l i k e 

many I r i s h e x p a t r i o t s he had a very ambivalent a t t i t u d e towards 

hi s n ative country, which i n h i s case extended to her native music 

as w e l l . Although not a c o l l e c t o r , he was a sensitive e d i t o r and 

arranger of folksongs. He never sought to make a r e c o n c i l i a t i o n 

between I r i s h f o l k music and the other elements i n his s t y l e ; the 

lingua franca of l a t e nineteenth century Teutonic music formed 

the basis of h i s s t y l e , and ' I r i s h ' remained j u s t a vein he could 

s l i p i n t o - which he did frequently with great e f f e c t . His most 

vi a b l e o r c h e s t r a l works were the s i x I r i s h Rhapsodies, w i t h t h e i r 

imaginative scoring and s k i l f u l manipulation of very b e a u t i f u l 

melodifi m a t e r i a l : they are much more successful than the ' I r i s h ' 

Symphony''of I887, a work which, despite an a t t r a c t i v e surface, 

f a l l s between two s t o o l s , being neither properly I r i s h nor a 

proper symphony by the accepted Brahmsian standards. His f i n e s t 

songs appear i n the I r i s h song cycles, and h i s most successful 

opera was "Shamus O'Brien", which enjoyed an extended run i n 

London and the provinces i n the l a t e I89OS. 

The works by which Stanford was best known during h i s own 

l i f e t i m e were his secular cantatas and h i s songs with choral and 

o r c h e s t r a l accompaniment. He was p a r t i c u l a r l y successful when 

s e t t i n g t e x t s w i t h a n a u t i c a l flavour - "Tie Voyage of the Maeldune'S 

'•The Revenge" and 'The B a t t l e of the Baltic'' achieved immediate 

p o p u l a r i t y and possess a vigour quite lacking i n his s e t t i n g s of 

more s t a t e l y t e x t s by Swinburne and Gray. 
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Viewed from a distance of nearly a century. Parry and Stanford 
seem-to stand head and shoulders above a l l the other composers of 
the f i r s t generation of the renassance. Theirs i s the only music 
of t h i s period of the movement to r e t a i n a t i n y foothold i n the 
re p e r t o r y ; even t h i s scant representation i s denied t h e i r colleagues. 
For most of t h e i r l i v e s they were acknowledged as leading musical 
f i g u r e s , and, during the l a s t two decades of the nineteenth 
century, as leading composers too; t h e i r works aroused considerable 
enthusiasm and were fre q u e n t l y performed. There are a number of 
reasons f o r t h e i r success, apart from the most important f a c t that 
they were both very g i f t e d composers: f i r s t l y , t h e y both wrote w e l l 
f o r chorus and orchestra at a time when choral singing, as w e l l as 
being one of the most a c t i v e branches of music-making, was also 
a f i e l d i n which there was considerable i n t e r e s t i n new music. 
The p r o v i n c i a l f e s t i v a l s were a great encouragement to Joung 
composers w i t h t h e i r regular commissioning of new works, and both 
Parry and Stanford soon became the composers most sought, a f t e r by 
f e s t i v a l committees needing 'novelties'. Through t h e i r work at 
the Royal College of Music, both were also thoroughly immersed i n 
the musical l i f e of London; i t was i n the metropolis that most of 
the performances of t h e i r o r c h e s t r a l and instrumental music took 
place. But the main reason f o r t h e i r p o p u l a r i t y was that t h e i r 
music t r u l y r e f l e c t e d the mood of the age; i t was serious of 
purpose, steady of aim, soundly constructed, confident i n tone, 
and novel i n a piquant r a t h e r than a d i s t u r b i n g way. I t was only 
a f t e r Parry's deatiihand a f t e r Stanford's conservatism had become 
embittered by h i s waning p o p u l a r i t y i n the face of new trends 
th a t the word ' s t u f f y ' came to be applied both to the men-and t h e i r 
music. The word i s p a t e n t l y q u i t e inappropriate to t h e i r 
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p e r s o n a l i t i e s , and to describe t h e i r music thus i s seriously to 

misunderstand the s i t u a t i o n i n which they were working. I n the 

l a s t years of the o l d century t h e i r voices were fresh and v i t a l , 

and found a ready response from both musicians and the general 

pub l i c a l i k e . 

I t i s mainly because of i t s strength that t h e i r music has 

ret a i n e d i t s small niche i n the repertory. Doubtless t h e i r fame 

as teachers and administrators has helped to keep t h e i r names 

a l i v e , although Stanford, and Parry too but to a lesser extent, 

would deplore the f a c t of being remembered by anything other than 

h i s compositions. For whatever reasons, t h e i r names are remembered, 

and thus t h e i r music has never f a l l e n i n t o t o t a l neglect. But a 

number of t h e i r contemporaries, men who were highly regarded i n 

t h e i r own day, have now been almost t o t a l l y forgotten because 

composition was t h e i r chief a c t i v i t y , and once public taste had 

deserted t h e i r p a r t i c u l a r s t y l e of music there was nothing else 

of any permanence by which t o remember them. However, no account 

of the beginnings of the English musical renaissance would be 

complete without b r i e f mention of them, and two out of the three 

to be considered l i v e d and composed through the early Georgian 

period. 

Such a ofae was Frederic Hymen Cowen, born i n I852, the same 

year as Stanford. He was something of a prodigy p i a n i s t , and i n 

l a t e r l i f e d i d a great deal of conducting: he had charge of a 

t o t a l of eleven seasons of the Philharmonic Society's concerts, 

he was Richter's s h o r t - l i v e d predecessor at the Halle, and was 

connected w i t h a number of other p r o v i n c i a l choirs and orchestras. 

A l l t h i s a c t i v i t y he combined wi t h work as a composer i n which 

capacity he toad a large and var i e d output i n c l u d i n g s i x symphonies. 
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two piano concertos, four operas, seven o r a t o r i o s , nine large-

scale cantatas, many s l i g h t works f o r orchestra and f o r piano, 

and over three hundred songs. His two periods of study i n 

Germany d i d l i t t l e to teutonise h i s s t y l e ; the composers he 

resembles most close l y are Sterndale Bennett and S u l l i v a n , though 

he l a r g e l y lacked the .r£©Emer's r e f i n e d taste and the l a t t e r ' s 

vigour. He achieved a c e r t a i n d i s t i n c t i o n of s t y l e , but the 

range of e f f e c t over which he had t o t a l command was very narrow, 

being l i m i t e d to an elegant pastel-shaded p i c t o r i a l i s m and a 

vein of g r a c e f u l p r e t t i n e s s frequently l a b e l l e d (by himself and 

others) 'the olden s t y l e ' . His workmanship was deft and there 

was none of the pretentiousness which mars much of the music of 

the p eriod; at times Cowen can be genuinely atmospheric, as i n , 

the 'Ode on the Passions' of I898 or the 'Scandanavian' Symphony 

of 1880, which had considerable success on the Continent (under 

R i c h t e r ) and i n America. Nevertheless,his p o s i t i v e attainments 

were too s l i g h t to secure a permanent place i n the repertory, and 

to set against them there i s much that i s merely commonplace and 

t r i v i a l . 

Arthur Goring Thomas occupied a unique p o s i t i o n amongst 

English musicians at t h i s period i n that he studied f o r two years 

under Emile Durand i n Paris, and his s t y l e never l o s t the grace 

and p o l i s h t h a t i t acquired there. He resembled Cowen i n possess

i n g a r e f i n e d technique coupled w i t h a f l a i r f o r d e l i c a t e l y 

piquant d e s c r i p t i v e w r i t i n g . But despite a composing career of 

only a dozen years, h i s modest output shows more v a r i e t y than 

does Cowen's; h i s a r t i s t i c aims were much steadier, h i s sentiment 

more f i r m l y c o n t r o l l e d , and h i s range of dramatic e f f e c t much 

broader. His two operas 'Esmeralda' and 'Nadeshda' were success

f u l both i n England and on the Continent; but, true to h i s time. 
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i t i s the l i g h t e r sections of the works which are the most 

successful. (Barry was one of the very few English composers of 

the nineteenth century who could w r i t e serious music which was 

n e i t h e r pompous nor s t u f f y . ) I t says much f o r Goring Thomas's 

a b i l i t i e s that he managed to score an i n s t a n t success i n the 

d i f f i c u l t f i e l d of English opera; but a l a t e s t a r t at serious 

composition together w i t h early suicide leave an impression of 

considerable t a l e n t not f u l l y r e a l i s e d . 

Alexander Campbell Mackenzie ought to occupy a p o s i t i o n 

s i m i l a r to that of Stanford or Parry. Like them,he combined the 

career of a composer with that of a very a c t i v e teacher and 

a d m i n i s t r a t o r : he was P r i n c i p a l of the Royal Academy f o r Music 

f o r t h i r t y - s i x years and was also deeply involved w i t h the 

a c t i v i t i e s of the Associated Board,which was h i s own b r a i n c h i l d . 

But from h i s autobiography one i n f e r s that a f t e r about I89O com

p o s i t i o n became something of a part-time occupation f o r him, 

f i t t e d i n i n the few spare moments which h i s other a c t i v i t i e s 

allowed. Both public success and c r i t i c a l acclaim t e s t i f y to h i s 

a b i l i t i e s as a composer; h i s o r a t o r i o "The Rose of Sharon" was 

rapturously received at i t s f i r s t performance i n l884, and such 

works as the second S c o t t i s h Rhapsody and the Scottish Concerto 

had considerable success on the Continent and i n America. 

Hans von Billow championed a number of h i s works i n Germany, and 

Mackenzie earned the f r i e n d s h i p and admiration of Franz L i s z t who 

at h i s death wasaengaged upon the composition of a Fantasia on 

a i r s from the former's opera 'The Troubadour'. But despite h i s 

earl y successes, Mackenzie's works suffered a s w i f t e r and more 

t o t a l eclipse than those of Parry and Stanford. 
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A number of f a c t o r s i n h i s t r a i n i n g and methods help to 

explain why. His musical education was very s i m i l a r to that 

received by many early 19th century English musicians; at the 

age of ten he was sent to a small p r o v i n c i a l German town where he 

received a thorough t r a i n i n g as an all - r o u n d working musician. On 

hi s r e t u r n to England he spent a few years as a student at the 

Royal Academy of Music, then s t a r t e d upon a career as a free-lance 

o r c h e s t r a l v i o l i n i s t , accompanist, conductor, instrumental teacher 

and composer. S t a r t i n g at a humble l e v e l , he s w i f t l y mounted the 

ladder of the musical profession, assuming d i r e c t i o n of the Royal 

Academy i n 1888, and four years l a t e r being appointed conductor 

of 'the Royal Choral Society and the Philharmonic Society. 

Mackenaie's thoroughly professional equipment was both bene

f i c i a l and u l t i m a t e l y harmful to h i s re p u t a t i o n as a composer. 

I t l e d to a thorough understanding of the c r a f t of composition 

which, a l l i e d to h i s steady a r t i s t i c aims, placed his work on a 

fi r m e r f o o t i n g than t h a t held by much V i c t o r i a n "professional" 

music . But i t also l e d to a too-ready acceptance of the musical 

st a t u s quo, and a c l i n g i n g to such outdated practices as the choice 

f o r h i s operas and o r a t o r i o s of t h i r d - r a t e l i b r e t t i turned out by 

the less perspicacious musical j o u r n a l i s t s . A good t e x t does not 

necessarily i n s p i r e good music; but a poor t e x t can very e a s i l y 

rob an able s e t t i n g of much of i t s e f f e c t , especially i n a work 

of any scale, as Elgar's 'Caractacus' and 'King O l a f c l e a r l y 

demonstrate. 

Ernest Walker not u n j u s t l y dismissed Mackenzie's musical 

language as "highly modernised Mendelssohnianism"!'" He was at his 

mos t d i s t i n c t i v e when w r i t i n g ( t o use h i s own phrase) " i n the Doric", 

•'• i n A History of Music i n England' (1,907) p 298 
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i . e . w i t h a conscious i n f u s i o n of Sco t t i s h nationalism. Some

times he used genuine S c o t t i s h folksongs, sometimes he gave h i s 

own themes the cut of native melodies: e i t h e r way, i t gave the 

music a g r i t and d i s t i n c t i v e tang which i t otherwise l a r g e l y 

lacked. I t i s not without s i g n i f i c a n c e that two of hi s works to 

hold a place i n the repertory long' a f t e r the res t of h i s work 

had been f o r g o t t e n wef© the S c o t t i s h Concerto f o r piano and the 

Na u t i c a l Overture ' B r i t a n n i a ' , another work wi t h a consciously 

n a t i o n a l i s t f l a v o u r . 

The s a l i e n t c h a r a c t e r i s t i c s which mark out Mackenzie's 

prose s t y l e are also to be found i n hi s music; good sense, good 

humour, a s i m p l i c i t y which borders on naivety, and'a steady 

i n t e g r i t y . They were s u f f i c i e n t to win him a considerable 

f o l l o w i n g among the musical profession and the general public i n 

the l a s t two V i c t o r i a n decades, but not to r e t a i n any s i g n i f i c a n t 

hold a f t e r the t u r n of the century when fetehlons and tastes changed. 

These f i v e men represent the f i r s t generation of the composers 

of the English musical renaissance. What united them was a general 

d i s s a t i s f a c t i o n w i t h the musical order of things which they 

i n h e r i t e d ; what dist i n g u i s h e d them was t h e i r d i f f e r e n t s o l u t i o n s 

to the problem of how to set matters r i g h t . Of the f i v e . Parry 

and Stanford stand out, i f only because they were the most g i f t e d , 

i n t e l l e c t u a l l y and musically. Much has been made of the fa c t that 

they were the two who had the ben e f i t of a u n i v e r s i t y education, 

implying t h a t the lack of t h i s type of t r a i n i n g robbed the music 

of Cowen and Mackenzie of a more permanent p o s i t i o n i n the reper

t o r y . But t h i s i s l a r g e l y i r r e l e v a n t to t h e i r respective p o s i t i o n s 

as composers; the former p a i r were men of r e f i n e d taste and 

n a t u r a l c u l t u r e who would have composed i n much the same way 
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regardless of t h e i r educational background. The importance of 
t h e i r u n i v e r s i t y connection lay i n the way that t h i s l e n t a new 
prestige and self-respect to the musical profession and, through 
t h e i r l a t e r tenure of u n i v e r s i t y teaching posts, a convenient 
means was provided whereby they could i n f i l t r a t e a large section 
of the nation's musical l i f e w i t h t h e i r aims and i d e a l s . As the 
f i r s t generation of t h e i r p u p i l s began to emerge as composers i n 
t h e i r own r i g h t , the good influence of Parry, Stanford and 
Mackenzie's enlightened teaching methods became evident, although 
by the same t u r n of the wheel they l o s t t h e i r p o s i t i o n s as lead
i n g young English composers. 

Arthur Somervell was a t y p i c a l early product of the renaiss

ance. Born i n I863, he was educated at Uppingham, the f i r s t 

English public school to take the teaching of music t o t a l l y 

s e r i o u s l y , and at Cambridge where he took composition lessons from 

Stanford. A f t e r two years work at the Hochschule i n Berlin,he 

returned to England and studied f o r a f u r t h e r two years under 

Parry at the Royal College. I n 189^ he joined the teaching s t a f f 

there, and i n 1901 was appointed Inspector of Music to the Board 

of Education. Half a generation younger than Parry and Stanford, 

Somervell's career closely resembled those of the older men, and 

l i k e them he combined teaching and adm i n i s t r a t i v e work with a 

steady output of compositions. 

He entered the f i e l d as a composer i n quite the accepted 

fashion. A Mass w i t h orchestra was given by the Bach choir i n 

1891, and an o r c h e s t r a l b a l l a d 'Helen of Ki r k c o n n e l l ' was produced 

by the Philharmonic Society two years l a t e r . From then on up u n t i l 

about 1912 almost a l l h i s large-scale works were f o r chorus and 

orchestra, produced e i t h e r f o r the great northern f e s t i v a l s or 

else f o r the more modest amateur f e s t i v a l s held at Kendal, 

Hovingham and elsewhere. Although displaying a very conservative 

mode of thought, these cantatas have a c e r t a i n d i s t i n c t i o n born 
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of impeccable t a s t e , a f l u e n t s t y l e and a considerable melodic 

g i f t . Without being d e r i v a t i v e , they put one i n mind of comparable 

works by,Parry; l i k e him, Somervell was not a f r a i d to set the 

f i n e s t poetry, and movements l i k e the opening chorus of "The 

Power of Sound' (I895) use a s i m i l a r massive and r i c h diatonic 

s t y l e . His l y r i c a l g i f t was more spontaneous than Parry's, but 

he had l i t t l e of h i s teacher's contrapuntal s k i l l , as the short-

winded double fugue at the end of the same work demonstrates. 

These works served t h e i r purpose, but earned f o r t h e i r composer 

no s i n g u l a r or l a s t i n g r e p u t a t i o n . 

On q u i t e a d i f f e r e n t l e v e l are Somervell's f i v e song cycles. 

I t i s not without good reason that Eaglefield-Hull"*" nominated him 

"one of the most successful of English songwriters". S t i l l using 

the same d e l i b e r a t e l y reactionary musical language, he commanded 

an astonishing v a r i e t y of mood and s t y l e , each song achieving 

perfect u n i t y of words and music. Something of the breadth of 

hi s scope can be seen by comparing the cycle from Tennyson's 

'Maud', published i n I898, w i t h h i s 'Shropshire Lad' set, f i r s t 

performed i n public seven years l a t e r . (Although concerned w i t h 

English composers of the l a s t two decades of the nineteenth century, 

i t has been found convenient f o r t h i s chapter to include discussion 

of some music w r i t t e n during the Edwardian era.) The former has a l l 

the appropriate passion and melodrama, made the more t e l l i n g by 

being kept t i g h t l y under c o n t r o l , and set o f f by moments of poise, 

as when the s t i l l n e s s of the t i n y '0 that 'twere possible' succeeds 

the long and impassioned 'Dead, long dead'. I t i s a f a r cry from 

the self-conscious and a r t i f i c i a l world of 'Maud' to the s i m p l i c i t y 

and gentle melancholy of Housman's 'Shropshire Lad' poems; but 

Somervell as p e r f e c t l y catches the mood of the l a t t e r as the former. 

1. i n A.,Dictionary of Moderai Music and Musicians- (192^^) p ^67 
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The ten songs are most s k i l f u l l y arranged to give a s a t i s f y i n g 
shape to the whole cycle, and each i n d i v i d u a l number combines a 
warmly expressive vocal l i n e w i t h an imaginative and atmospheric 
accompaniment. By the simplest means Somervell captures to 
p e r f e c t i o n Housman's poignant n o s t a l g i a : i n the penultimate song 
the piano plays the innocent melody of the opening song while the 
voice gently intones on one note " I n t o my heart an a i r that k i l l s / 
Fromyon f a r country blows ..." 

As one would expect of a Stanford p u p i l , Somervell knew how 

to t u r n a perfect miniature; h i s partsongs and teaching pieces 

f o r v i o l i n and f o r piano are models of t h e i r kind. He had an 

a c t i v e i n t e r e s t i n f o l k music and published a great number of 

d i s c r e e t , s e n s i t i v e s e t t i n g s , mainly f o r voice and piano. But he 

never allowed t h i s area of h i s work to influence his o r i g i n a l 

compositions; he was the p e r f e c t exauaple of a composer of 

n a t i o n a l , but not n a t i o n a l i s t , music. To use Frank Howes' 

f a v o u r i t e phrase, "he served h i s generation". Complete i n t e g r i t y 

shines through every bar that he wrote, and although the anachron

i s t i c f l a v o u r of h i s harmony was evident even to h i s contemporaries, 

h i s music won him considerable respect i n Edwardian England. 

Edward German was an able composer, complete master of h i s 

own p a r t i c u l a r branch of composition. Soon a f t e r leaving the Royal 

Academy i n I887, he took up h i s f i r s t engagement as musical 

d i r e c t o r to a West End theatre. This e n t a i l e d not only the 

d i r e c t i o n of the theatre orchestra, but also the composition of 

i n c i d e n t a l music f o r large-scale productions. Theatre music can 

be a h i g h l y ephemeral branch of composition; i t says much f o r 

German's work that i t not only achieved i n s t a n t success, but also 

secured a permanent place i n the r e p e r t o i r e . His overtures, 

entr'actes and dances f o r 'Henry V I I I ' , 'As You Like I t ' and 
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'Nell Gwynn' were enormously successful and even survived the 
demise of the medium f o r which they were w r i t t e n , i n other words 
the almost t o t a l disappearance of the theatre orchestra i n the 
d i f f i c u l t years a f t e r the Great War. For the q u a l i t y of German's 
i n d i d e n t a l music had earned i t a p o s i t i o n i n the r e p e r t o i r e of a l l 
the major orchestras at a time when l i g h t and serious music rubbed 
shoulders quite happily i n the same programme. 

His huge success i n the theatre seemed to draw a t t e n t i o n 

away from h i s more weighty compositions. C r i t i c s spoke highly of 

the two symphonies of I89O and l893, and the or c h e s t r a l 5 u i t e i n 

D minor w r i t t e n f o r the l895 Leeds F e s t i v a l ; D u n h i l l , i n an obituary 

appreciation"^, asserts that the Suite "deserves to rank w i t h Elgar's 

'Enigma' V a r i a t i o n s as one of the unquestioned masterpieces of 

English music" and F u l l e r Maitland,in the f i f t h e d i t i o n of Grove's 

Dic t i o n a r y , a l s o couples German's name w i t h t h a t of Elgar.. But 

. despite such high praise from some quarters, none of these works 

secured any permanent p o s i t i o n i n the r e p e r t o i r e ; even so l o y a l 

a supporter as Dan Godfrey gave them each only a single hearing 

i n Bournemouth, and Novello' issued only manuscript scores and 

parts - German had a score of the 'Norwich' Symphony p r i n t e d at 

h i s own expense s h o r t l y before he died. 

His less ambitious o r c h e s t r a l works fared rather b e t t e r , 

most notably the g u i t e 'The Masons' of I899 and the 'Welsh 

Rhapsody' produced at the C a r d i f f F e s t i v a l of 190k; these works 

were published and played w i t h great acclaim. German always 

issued h i s works i n piano arrangements ( f o r both two hands and 

f o u r ) and i t i s i n t e r e s t i n g t o compare these versions w i t h the 

o r c h e s t r a l o r i g i n a l s . He was a s k i l l e d orchestrator, and i n i t s 

o r c h e s t r a l dress the 'Welsh Rhapsody' i s undoubtedly a t t r a c t i v e 

•'Musical Times' Vol LXXVII (1936), p 1075 
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and vigorous, i f a l i t t l e bombastic. But the success.of the work 
owes much t o i t s b r i l l i a n t o r c h e s t r a l dress; i n the nakedness of 
a piano arrangement i t s construction seems weak and contrived and 
the grandiose treatment of the folk-song themes quite inappropriate. 
I t i s as an o r c h e s t r a l work that i t should be judged; but piano 
arrangements need not necessarily lessen one's admiration of 
musical workmanship, and since Elgar's name has already been 
invoked, h i s works may be c i t e d as proving t h i s p o i n t . 

I t i s unfortunate that a s u p e r f i c i a l s i m i l a r i t y of s t y l e 

l e d to German's name being coupled w i t h Elgar's. Having done 

t h i s i n the Grove a r t i c l e mentioned above. F u l l e r Maitland goes 

on to say " ... though the difference between genius and t a l e n t 

i s g l a r i n g l y obvious". This i s being r u t h l e s s l y ungenerous, but 

i t i s - n o t untrue; i t baldly presents the difference between the 

two men and thus i n v a l i d a t e s any comparison, which i s bound to 

work against German. But i n the other major f i e l d i n which German 

was a c t i v e , that of comic opera, another comparison suggests 

i t s e l f which i s a much f a i r e r one, since the two fig u r e s involved 

are of a very s i m i l a r s t a t u r e . When S u l l i v a n l e f t the l i g h t opera 

'The Emerald I s l e ' unfinished at h i s death i n 1901, i t was scarcely 

s u r p r i s i n g t h a t German, w i t h his extensive experience of conducting 

i n and w r i t i n g f o r the th e a t r e , should be i n v i t e d to complete the 

work. The success of t h i s venture, and of 'Merrie England' pro

duced at the Savoy i n the f o l l o w i n g year, suggested that the 

p o s i t i o n of S u l l i v a n as purveyor of hugely popular l i g h t operas 

was to pass to German. But t h i s did not come about. These two 

operas f a i l e d to consolidate t h e i r early success with a f i r m p o s i t i o n 

i n the pr o f e s s i o n a l r e p e r t o i r e , but were rather taken up by the 

abler amateur s o c i e t i e s ; while the l a t e r works 'Tom Jones' (1907) 
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and 'Fallen F a i r i e s ' (1909) never made any l a s t i n g mark at a l l . 
German was not content merely to ape Sullivan's methods, he 
attempted to produce an i n d i v i d u a l s t y l e , but i t was not strong 
enough or d i s t i n c t i v e enough to compete. The wit and pungency 
of S u l l i v a n i s u t t e r l y lacking i n the works of the younger man, 
as i s the vein of musical parody which runs through many of the 
Savoy operas; and i t i s these elements which gave Sullivan's 
music a l a s t i n g appeal. The q u a l i t i e s of tunefulness and sheer 
charm which German favoured were not enough to secure a permanent 
r e p u t a t i o n . They did not even secure lengthy runs of the f i r s t 
productions of h i s operas. 

But i f German could not compete w i t h S u l l i v a n for the favour 

of the more conservative l i g h t opera audiences, neither did he 

gain the support of the more progressive elements, f o r he eschewed 

any leaning towards the sensational and f r i v o l o u s s t y l e of the 

musical comedies, such as 'The Arcadians' and 'The Merry Widow'. 

These were the new works which played to packed houses during the 

Edwardian decade, running f o r hundreds of performances and 

appealing to exactly the same type of audience which ten or 

f i f t e e n years e a r l i e r had flocked to the Savoy operas. I n the 

face of such opposition, German's works with t h e i r innocent 

humour and unsophisticated music made no l a s t i n g impression i n 

the world of professional l i g h t opera. I t wae with the amateur 

s o c i e t i e s that they were most successful, earning t h e i r composer 

the huge p o p u l a r i t y which he enjoyed i n the early years of the 

century and continued to enjoy f o r many years to come. 

Although young enough to be i n the very f i r s t year's intake 

of students at the Royal College of Music, and thus an early 

p y p i l of Parry, Hamish MacCunn belongs to t h i s chapter rather 

than the next, f o r almost a l l his f i n e s t compositions belong to 

the l a t e V i c t o r i a n period. Early i n the new century composition 

began to be crowded out by his a c t i v i t i e s as an operatic conductor 

and by h i s work on the s t a f f of the G u i l d h a l l School of Music, 
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and h i s earl y death i n I916 precluded any r e t u r n to creative 
w r i t i n g l a t e r i n l i f e . 

His works i n v i t e comparison w i t h some of those of Mackenzie, 

since both show the influence of a S c o t t i s h idiom upon a basic 

Germanic musical s t y l e . The problem of the would-be n a t i o n a l i s t 

i s w e l l summed up i n a'Musical Times'review of Learmont Drysdale's 

'Tam O'Shanter' overture.':, "... the S c o t t i s h patois refuses to 

blend wLth the accents of Neo-Romanticism""''. I n Mackenzie's 

case, Neo-Romanticism had the upperhand; the n a t i o n a l element i n 

h i s music does not hinder development along the ^orthodox 

procedures. But MacCunn's use of "the Scottish p a t o i s " i s both 

more frequent and more thorough-going,which makes his music more 

d i s t i n c t i v e but less f l u e n t than Mackenzie's. The tension between 

the two elements i s evident i n the work which won MacCunn his 

early faine, the concert overture "'The Land of the Mountain and 

the Flood', produced at the C r y s t a l Palace i n I887. I n c a l l i n g 

the work "one of the f i n e s t pieces of musical p a i n t i n g i n existence"^, 

Dan Godfrey i s perhaps t a c t f u l l y drawing the scent away from the 

less s a t i s f a c t o r y aspects of the work; as a piece of scene pa i n t 

i n g i t i s indeed e x c e l l e n t , but as a musical argument i t leaves 

something t o be desired. What development there i s i s short-winded 

and laboured, and the o v e r a l l shape of the work i s a patchwork of 

a t t r a c t i v e but disparate paragraphs. I t i s the strong and highly 

memorable tunes which have kept the work i t s place i n the 

r e p e r t o i r e . 

This uneasy r e l a t i o n s h i p between h i s m a t e r i a l and i t s t r e a t 

ment mars other of MacCunn's works i n c l a s s i c a l forms, such as 

•"•quoted i n 'The M i r r o r of Music (19^7) p ^78 

^Dan Godfrey: 'Memoirs and Music" (192^) p 130 
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"the concert overture 'The Ship o' the Fiend' of 1888 and the 

s e t t i n g of Psalm V I I I produced i n 190I. I t would seem that he 

was aware of t h i s dichotomy of s t y l e , f o r as he :,7matured (the 

two concert overtures belong to h i s l a t e teens) he turned more 

to f r e e r forms - choral cantatas such as ...'''Lord U l l i n ' s 

Daughter' and 'The Wreck of the Hesperus', groups of miniatures 

such as the 'Highland Memories' f o r orchestra, and drsimatic 

works. He wrote two grand operas, a l i g h t opera and a musical 

comedy, h i s most successful stage work being the opera 

'<Jeanie Deans' which was f i r s t produced by Carl Rosa i n Edinburgh 

i n 189^ and then made i t s way to London by way of a successful 

run i n the provinces. By t h i s stage i n h i s career MacCunn had 

had considerable expesrience as an operatic conductor, and so was 

well-equipped t e c h n i c a l l y f o r opera composition. I t i s not sur

p r i s i n g t h a t t h i s t e c h n i c a l knowledge, combined w i t h the sympathetic 

stimulus of a l i b r e t t o drawn from Scott's 'The Heart of Midlothian', 

produced a f i n e work. Frank Howes' d e s c r i p t i o n of i t as "a straw 

i n the wind of i n c i p i e n t nationalism" "'" i s altogether too s l i g h t i n g . 

I t s n a t i o n a l i s t character may seem cautious i n comparison with 

l a t e r works i n the same v e i n , but at the t u r n of the century 

MacCunn's voice sounded novel and a r r e s t i n g . Like h i s more 

celebrated contemporaries,he did not merely accept the musical 

status quo but made a determined e f f o r t to evolve a d i s t i n c t i v e 

s t y l e of composition, an endeavour i n which he achieved consider

able, i f s h o r t - l i v e d , success. 

Changes and improvements i n standards of performance were 

also set i n t r a i n by the renaissance, but these developments 

d i f f e r e d i n several ways from the appearance of the new school of 

composers. F i r s t l y , t h e changes i n musical l i f e were not so much 

a r e b i r t h of something which had not previously existed f o r many 

""• The English Musical Renaissance' (I966) p 6k 
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years but rather a process of evolution whereby a l i v i n g t r a d i t i o n 
was modified and stimulated; and secondly,they lacked the s p i r i t 
of a s i n g l e movement t r a n s m i t t i n g i t s e l f from teacher to p u p i l 
but made up instead a confluence of s i m i l a r but separate develop
ments which together amounted to a general trend of amelioration. 
Furthermore they appeared s l i g h t l y l a t e r ; i t was to the 
Edwardian decade t h a t the dramatic p r o l i f e r a t i o n and improvement 
of English musical l i f e belonged. Thus consideration of the 
musical environment i n which the renaissance composers found them
selves w i l l best be l e f t over to the next chapter. 

The English musical renaissance does not f a l l neatly i n t o 

V i c t o r i a n , Edwardian and early Georgian periods. Once i t estab

l i s h e d i t s e l f i t remained the mainspring behind the greater part 

of the musical a c t i v i t y i n t h i s country through the l a s t years of 

the o l d century, through the Edwardian decade r i g h t up u n t i l 

a f t e r the outbreak of the Great War when external forces blocked 

i t s path and set i n t r a i n d i f f e r e n t trends of development. This 

i s not to imply,however,that the ameliorative trend progressed 

at a p e r f e c t l y steady speed or tha t i t d i d not r e f l e c t something 

of the changing ethos of the years between 1880 and 191^. The 

major change occurred about the year I9IO when there were sudden 

dramatic developments i n the f i e l d s of both composition and per

formance. By contrast the change from V i c t o r i a n to Edwardian was 

made smoothly and almost imperceptibly; the music of each era had 

i t s d i s t i n c t i v e f l a v o u r but the t r a n s i t i o n between them was marked 

by a gradual merging rather than by a sudden change of d i r e c t i o n , 

i n human terms the span of a generation i s defined as being about 

t h i r t y years, and t h i s would appear to hold good f o r t h i s p a r t i c 

u l a r period of musical e v o l u t i o n too. The music of the f i r s t 

decade of t h i s century has f a r stronger l i n k s w i t h what came 
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before than with what came a f t e r , the years I880 to I9IO 

forming the fi r s f e generation of a c t i v i t y of the English 

musical renaissance. 
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Chapter 3 Music and Musicians i n Edwardian England 

I t i s always tempting to regard the tu r n of a century as a d i v i d i n g 

l i n e rounding o f f one era and simultaneously inaugurating another. 

Horology and a r t i s t i c e volution do occasionally coincide i n t h e i r 

major periods (the most- s t r i k i n g example of t h i s i n musical h i s t o r y 

occurring i n I t a l y at the beginning of the seventeenth century),but 

i n England the opening of the twentieth century marked no such 

watershed; Edwardian music and music-making were to acquire a 

d i s t i n c t i v e q u a l i t y , b u t musically speaking the old century merged 

i n t o the new w i t h scarcely a j o l t or a creak. That t h i s survey 

should open a new chapter i n dealing w i t h the f i r s t decade of the 

new century i s l a r g e l y a matter of convenience only; i n several 

instances a glance back i n t o the 189OS w i l l be necessary j u s t as the 

previous chapter frequently looked ahead i n t o the new decade. 

The musical renaissance surged forward i n t o the new century, 

each year witnessing an increase i n both the quantity and the 

q u a l i t y of musical a c t i v i t y ' : the ranks of the profession were 

swelled by the young musicians being turned out by the colleges 

and u n i v e r s i t i e s , ,the r e p e r t o i r e of modern English music of merit 

grew year by year, the season became ever more densely packed w i t h 

concerts of a l l types, and standards of performance continued to 

r i s e . The developments i n the sphere of musical performance were 

noteworthy but i t was the appearance of more and more g i f t e d native 

composers th a t continued to be the most dramatic manifestation of 

the renaissance s p i r i t , the f a c t o r that convinced the musical 

pu b l i c both at home and abroad that something new and important was 

happening. The composer who dominated English music, throughout the 

f i r s t decade of the century, and w i t h a consideration of whom any 
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survey of Edwardian music must begin, was, however, not ' o f the 
renaissance i n the same way that the composers mentioned i n the 
previous chapter were. Edward Elgar and the English musical 
renaissance happened to coincide. Each would have existed without 
the other,although each was s u f f i c i e n t l y powerful f o r considerable 
mutual i n f l u e n c e to be exerted: without Elgar's music the renaissance 
would have been an altogether more cautious and parochial a f f a i r , but 
without the renaissance and a l l i t stood f o r Elgar's struggle to 
matur i t y and fame would have been very much more d i f f i c u l t and 
prolonged. 

Born i n I857, Edward Elgar composed s t e a d i l y from h i s childhood 

onwards, being convinced of h i s p o t e n t i a l powers from an early age. 

Unlike the composers already mentioned, he did not choose to d i v e r t 

some of h i s energies i n t o teaching and performing but was forced to 

do so by m a t e r i a l circumstances,although he hated teaching and was 

l a r g e l y f r u s t r a t e d by playing i n p r o v i n c i a l orchestras; i t was not 

u n t i l a f t e r the composition of 'The Dream of Gerontius', when Elgar 

was approaching his f o r t y - f i f t h year, that he was f i n a l l y able to 

r e l i n q u i s h h i s v i o l i n - t e a c h i n g and l i v e by composition and conducting 

alone. 

I t i s commonly assumed that Elgar's re p u t a t i o n as a composer 

was made overnight w i t h the f i r s t performance of the 'Enigma' 

V a r i a t i o n s i n June, l899« But i n r e a l i t y his fame had been gradually 

r a d i a t i n g outwards from the immediate area of h i s home town of 

Worcester since the l a t e l880s. The south-west Midlands knew him as 

a choral and o r c h e s t r a l composer during the early l890s; Mackenzie 

t e l l s how "the p u b l i c a t i o n of 'King O l a f ( i n I896) brought 

Edward Elgar's name i n t o sudden prominence" and the f i r s t perform

ance of 'Caractacus' at the Leeds F e s t i v a l two years l a t e r secured 

A. C Mackenzie: A Musician's Narrative p 205 
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f o r him a nationwide r e p u t a t i o n as a highly g i f t e d w r i t e r of choral 
cantatas such as might be commissioned by the more e n t e r p r i s i n g of 
the p r o v i n c i a l f e s t i v a l committees. Thus the appearance of the 
Va r i a t i o n s d i d not i n i t i a t e h i s career as a composer but rather 
marked a very important milestoneiriit f o r two reasons: f i r s t l y , w i t h 
them he scored a resounding success at the very heart of English 
musical l i f e , a concert i n St James' H a l l (then a more important 
centre f o r o r c h e s t r a l music than e i t h e r the Royal Albert H a l l or 
the new Queen's H a l l ) conducted by Hans Richter, the most respected 
conductor working i n England at the time; and secondly, he proved 
himself a master of o r c h e s t r a l composition, a f i e l d i n which h i s 
immediate predecessors had made l i t t l e l a s t i n g impression. 

His succeeding works consolidated h i s p o s i t i o n as England's 

leading composer. The f i r s t performance of 'The Dream of Gerontius' 

i n October 1900 was a miserable f a i l u r e on account of the standard 

of both the solo and choral singing; i t l e f t a very b a f f l e d 

Birmingham F e s t i v a l audience, but the musicians present unanimously 

recognised the worth of the work, and t h e i r confidence was rewarded 

when i t began i t s triumphal career i n England wi t h the Hanley perform

ance of March, 1903* As f o r the general p u b l i c , the setback of 

'Gerontius' was more than effaced by the huge success of the f i r s t 

of the 'Pomp and Circumstance' Marches and the overture 'Cockaigne' 

i n 1901. From that time on f o r the res t of the Edwardian decade 

Elgar was the undisputed leader of English music, recognised both at 

home and abroad as our greatest composer since P u r c e l l . 

Elgar has been described as the musical laureate of the 

Edwardian age, and the epithet i s f i t t i n g i n both a l i t e r a l and a 

f i g u r a t i v e sense. C e r t a i n l y he was 'crowned with the l a u r e l wreath' 

of success again and again during the Edwardian era; and i t i s an 
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uncanny c o i n c i d e n c e t h a t the f i r s t premiere o f a major work o f h i s 

t o take p l a c e a f t e r the d e a t h of King Edward, t h a t of the Second 

Symphony i n May 1911, met w i t h a d i s t i n c t l y lukewarm r e c e p t i o n . 

The l a c k o f enthusiasm on t h a t occasion was made a l l the more marked 

by the memory o f the huge success o f the f i r s t performance o f the 

V i o l i n Concerto i n t h e p r e v i o u s year, and the scenes of e c s t a t i c 

enthusiasm which had g r e e t e d the e a r l y performances o f the F i r s t 

Symphony i n I908. These were the p i n n a c l e s , but i t i s c l e a r t h a t , 

w i t h t h e e x c e p t i o n o f ' G e r o n t i u s e v e r y major work o f E l g a r ' s t o 

appear between l899 and I9IO met w i t h a f a v o u r a b l e i n i t i a l r e c e p t i o n . 

But f i r s t performances are not a l l . What r e a l l y m a t t ered was 

t h a t d u r i n g t h i s decade E l g a r ' s works were p l a y e d again and a g a i n , 

t a k i n g t h e i r p l a c e i n t h e r e p e r t o r y a l o n g s i d e the best contemporary 

c o n t i n e n t a l works and t h e s t a n d a r d c l a s s i c a l d i e t . They needed no 

allowances made, no s p e c i a l p l e a d i n g . There was no conductor who 

was t h e E l g a r s p e c i a l i s t ; a l t h o u g h t h e composer h i m s e l f f r e q u e a t l y 

conducted h i s own works, a l l o t h e r r e p u t a b l e conductors were keen 

t o add them t o t h e i r l i s t s . P r evious E n g l i s h music had made some 

headway abroad, p a r t i c u l a r l y i n Germany and America; E l g a r ' s works 

t r a v e l l e d the g l b b e , g r e e t e d e n t h u s i a s t i c a l l y by audiences, performers 

and c r i t i c s a l i k e , and a t home the measure o f h i s success was complete. 

C i v i l and academic honours were showered upon him; there was keen 

r i v a l r y among c o n c e r t - g i v i n g o r g a n i s a t i o n s t o be a l l o w e d t o g i v e the 

f i r s t performances of h i s works; a t h r e e day f e s t i v a l o f h i s music was 

g i v e n a t Covent Garden i n 190^; a u n i v e r s i t y p r o f e s s o r s h i p was c r e a t e d 

s p e c i f i c a l l y f o r him ( t h e v e n t u r e proved a conspicuous f a i l u r e , but 

i t s i n c e p t i o n was a r a r e compliment) and a t l e a s t e i g h t books about 

him appeared d u r i n g h i s l i f e t i m e a l o n e . 

He was t h e m u s i c a l l a u r e a t e of the Edwardian age i n t h e broader sense 
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as w e l l . I n a memorial t r i b u t e , A r n o l d Bax r e f e r r e d t o him as 

'•one o f the g r e a t e s t o f the Edwardians" and t r u l y El^gar's music 

sang the g l o r i e s and c e l e b r a t e d the successes of the p e r i o d . But 

as one might expect i n such a complete Edwardian, he a l s o shared the 

weaknesses and r e f l e c t e d t h e u n c e r t a i n t i e s o f h i s time. On the 

s u r f a c e he and h i s music were exuberant, o p u l e n t and s e l f - c o n f i d e n t , 

but not f a r below the s u r f a c e l a y u n c e r t a i n t y , n e u r o s i s and c o n f u s i o n . 

L i k e a l l the best Edwardians, E l g a r knew how t o e r e c t a s t r o n g facade; 

u l t i m a t e l y t h i s h i n d e r e d h i s c o n t i n u e d p o p u l a r i t y i n the post-war 

p e r i o d , f o r then many o f the younger c r i t i c s were unable t o p e n e t r a t e 

the s e l f - a s s u r e d , bombastic aspect which h i s music presented t o t h e i r 

g e n e r a t i o n ( j u s t as they t o o k a t face value h i s pose i n the persona 

of a c o u n t r y s q u i r e ) and f a i l e d t o r e c o g n i s e the e x i s t e n c e of a 

p a s s i o n a t e and s e n s i t i v e s p i r i t beneath. There i s a double i r o n y i n 

C e c i l Gray's comment, w r i t t e n i n 1924: "He might have been a g r e a t 
2 

composer i f he had not been;:such a p e r f e c t gentleman" . 

D e s p i t e h i s supreme importance .to E n g l i s h music a t the t i m e , 

E l g a r occupied a p e r i p h e r a l p o s i t i o n i n the renaissance movement as 

a whole. He enjoyed none o f the b e n e f i t s o f the improvements i n 

m u s i c a l e d u c a t i o n , being e n t i r e l y s e l f - t a u g h t as a composer. The 

enrichment o f t h e m u s i c a l l i f e o f even a s m a l l p r o v i n c i a l c e n t r e 

l i k e Worcester must have helped t o broaden h i s e x p e r i e n c e • ( f o r 

i n s t a n c e we know from l e t t e r s t h a t Dvorak's v i s i t t o the Worcester 

meeting of the Three C h o i r s i n l884 made a g r e a t i m p r e s s i o n upon him); 

but he s t i l l found l i f e t h e r e i n t o l e r a b l y narrow and cramping, and 

longed totescafe t o London. The r a p i d r i s e i n p e r f o r m i n g standards 

i n t h e two decades from 189O meant t h a t o r c h e s t r a s were w e l l able t o 

keep a b r e a s t o f t h e complex t e c h n i c a l demands made on them by E l g a r ' s 
"'" from the D a i l y Telegraph; quoted i n 'The M u s i c a l Times, v o l LXXV ( i g j ^ ^ ) , 

P 321 
^ 'Contemporary Music; (T192>) p 93 



83 

mature s c o r e s . I t was no i d l e boast when he claimed t h a t p l a y e r s 
always enjoyed p e r f o r m i n g h i s music; h i s consummate mastery of the 
o r c h e s t r a was so p a t e n t t h a t he won the ungrudging r e s p e c t of the 
members o f a p r o f e s s i o n not always noted f o r i t s enthusiasm f o r the 
new. S i n g e r s were more guarded i n t h e i r approach; E l g a r ' s v o c a l 
w r i t i n g was q u i t e as n o v e l as h i s o r c h e s t r a l w r i t i n g , and a t f i r s t 
c h o i r s found h i s mature v o c a l s t y l e f i n i c k i n g and u n g r a t e f u l . But 
once t h e t r u e s t a t u r e o f 'Gerontius' had been r e v e a l e d , and the 
rumour o f i t s being l i n s i n g a b l e had been d i s p e l l e d , c h o i r s came t o 
r e g a r d t h e a b i l i t y t o t a c k l e t h e E l g a r o r a t o r i o s and ca n t a t a s as a 
v i t a l p a r t o f t h e equipment o f any able group o f s i n g e r s and they 
responded t o the c h a l l e n g e o f t h e new s t y l e as e n t h u s i a s t i c a l l y as 
the o r c h e s t r a l p l a y e r s were d o i n g . 

El'gar cannot be i d e n t i f i e d w i t h any o f the groups of composers 

a t work i n Edwardian England; n e i t h e r d i d he choose to i d e n t i f y 

h i m s e l f w i t h any o f them. I n age he was nearest t o the f i r s t 

r e n a i s s a n c e g e n e r a t i o n ; but he was not on good terms w i t h S t a n f o r d 

or Mackenzie, and he r e s e n t e d t h e e a r l y success and t h e f r e q u e n t 

performances o f what he saw as the 'academic c l i q u e ' . Understandably, 

the composers o f t h i s group d i d not n e g l e c t o p p o r t u n i t i e s of us i n g 

t h e i r c o n s i d e r a b l e i n f l u e n c e t o promote performances of one another's 

music, but t o a s t r u g g l i n g and aunbitious o u t s i d e r t h i s must have been 

g a l l i n g . By t h e time t h a t due r e c o g n i t i o n began t o be accorded him, 

a younger g e n e r a t i o n of composers was s i m i l a r l y b e g i n n i n g t o make a 

name f o r i t s e l f . Bantock, W a l f o r d Davies, C o l e r i d g e - T a y l o r , H u r l s t o n e 

and Holbrooke were between t e n and twenty years younger than he, and 

t h e i r a p p a r e n t l y easy success, helped on by t h e i r r e s p e c t i v e places 

o f l e a r n i n g , was a cause f o r f u r t h e r resentment. On a p u r e l y p e r s o n a l 

l e v e l he was on good terms w i t h Bantock and W a l f o r d Davies, but h i s 
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l i m i t e d esteem f o r t h e i r works i s t o be i n f e r r e d from h i s l e t t e r s 
t o them and t o o t h e r s . 

As w e l l as h a v i n g no c l o s e f r i e n d s amongst the o t h e r Edwardian 

composers, E l g a r had no d i s c i p l e s i n t h e i r ranks e i t h e r . A l l had 

som'e/ degree o f a d m i r a t i o n f o r h i s work, earen those who had l i t t l e 

sympathy w i t h t h e tone o f h i s m u s i c a l language, and a l l had reason 

to be t h a n k f u l f o r t h e n a t i o n a l and i n t e r n a t i o n a l p r e s t i g e which 

he- earned f o r t h e p r o f e s s i o n and f o r E n g l i s h music i n g e n e r a l . 

But h a r d l y anyone a c t u a l l y absorbed a n y t h i n g from E l g a r ' s s t y l e 

i n t h e f o r m a t i o n o f h i s own m u s i c a l language; one can only c a l l t o 

mind Vaughan W i l l i a m s ' c l a i m t h a t 'The Dream of G e r o n t i u s ' had 

d i r e c t i n f l u e n c e upon the l a s t movement o f 'A Sea Symphony', or 

e l s e such f a c i l e c r i b b i n g as Josef Holbrooke's Opus 60, a set o f 

o r c h e s t r a l v a r i a t i o n s on 'Auld Lang Syne', each v a r i a t i o n complete 

w i t h t h e i n i t i a l s o f the p e r s o n a l i t y i t p u r p o r t s t o r e p r e s e n t . 

( I n c i d e n t a l l y " E . E . h i m s e l f appears as V a r i a t i o n Nine, but cuts a 

poor f i g u r e i n comparison w i t h h i s a l t e r ego "E.D.U." i n the 'Enigma' 

V a r i a t i o n s . ) So p a r t l y t h r o u g h f o r c e o f circumstances and p a r t l y 

from h i s own n a t u r a l i n c l i n a t i o n , E l g a r was an i s o l a t e d f i g u r e even 

a t t h e h e i g h t o f h i s fame, h i s very s t a t u r e as a musician s e t t i n g 

him a p a r t from a l l but a h a n d f u l o f men i n Edwardian England. 

F r e d e r i c k D e l i u s occupied an even more p e r i p h e r a l p o s i t i o n i n 

t h e r e n a i s s a n c e movement. S i x years E l g a r ' s j u n i o r , he was t r u l y 

c o s m o p o l i t a n i n both background and temperament, h i s p h y s i c a l l i n k s 

w i t h England b e i n g very tenuous. Both h i s p a r e n t s were German,and 

a l t h o u g h he was born i n B r a d f o r d , a f t e r r e a c h i n g adolescence he 

never spent any g r e a t l e n g t h o f time i n t h i s c o u n t r y ; by the time 

o f h i s marriage i n 1903 he had been s e t t l e d f o r some years i n the 

n o r t h e r n French v i l l a g e which was t o become h i s permanent base f o r 
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the r e s t o f h i s l i f e . I t was i n Germany t h a t D e l i a s r e c e i v e d h i s 
o f f i c i a l m u s i c a l t r a i n i n g , and i t was t h e r e t h a t h i s o r c h e s t r a l and 
o p e r a t i c works f i r s t began t o appear, g r e e t e d i n i t i a l l y w i t h i n t e r e s t 
but soon w i t h enthusiasm. I t was t h i s f i r s t t a s t e o f success r a t h e r 
than h i s p a r e n t s ' n a t i o n a l i t y or h i s years as a student i n L e i p z i g 
t h a t gave him an enthusiasm f o r Germany and her methods and a t t i t u d e s . 
At a t i m e when t o be pro-German was t o be a n t i - B r i t i s h , D e l i u s i n no 
way s t o o d out a g a i n s t t h e t r e n d : he was f o r e v e r comparing the two 
c o u n t r i e s and drawing c o n c l u s i o n s i n Germany's f a v o u r . At a r e h e a r s a l 
i n Hanley i n 1908,he i s r e p o r t e d t o have b u r s t out w i t h "My God, i f 
t h i s c o u n t r y goes t o war w i t h Germany, what a h i d i n g y o u ' l l get 
and, e x t e n d i n g h i s Anglophobia t o the f i e l d o f music, t h r e e years 
l a t e r , he wrote as f o l l o w s i n a l e t t e r t o G r a n v i l l e Bantock: " I am 
a f r a i d a r t i s t i c u n d e r t a k i n g s are i m p o s s i b l e i n England - the country 
i s not y e t a r t i s t i c a l l y c i v i l i s e d . There i s something hopeless 
about E n g l i s h people i n a m u s i c a l and a r t i s t i c way". ̂  

I f D e l i u s had l i t t l e r e s p e c t f o r m u s i c a l c o n d i t i o n s i n England, 

E n g l i s h m u s i c i a n s were slow t o take t o h i s music. A f t e r the a r t i s t 

i c a l l y s u c c e s s f u l but m a t e r i a l l y d i s a s t r o u s c o n c e r t of h i s own works 

which he gave a t St James' H a l l i n I899, not a note o f h i s music 

appears t o have been heard i n t h i 3 c o u n t r y u n t i l September 1907 

when Henry Wood i n c l u d e d the -llano Goacerto i n the season o f 

Promenade Concerts a t Queen's H a l l . L a t e r the same year the f i r s t 

E n g l i s h performance o f 'Appalachia' took p l a c e , w i t h the New Symphony 

Or c h e s t r a p l a y i n g under F r i t z C a s s i r e r , an i m p o r t a n t event f o r two 

reasons: f i r s t l y , t h e work was v e r y w e l l r e c e i v e d , and secondly, i t 

was t h e f i r s t o c casion on which Thomas Beecham encountered D e l i u s ' 

music, and th u s marks t h e i n c e p t i o n of the conductor's u n f l a g g i n g 

quoted by Charles E e i d i n 'Thomas Beecham, an Independent Biography' 
(1961) p 59 

quoted by C h r i s t o p h e r Palmer i n D e l i u s , P o r t r a i t o f a Cosmopolitan' 
(1976) pp lk3/'+ 
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championship of t h e l a t t e r ' s works. 

The success o f the two 190? c o n c e r t s l e d t o a whole spate of 

performances the f o l l o w i n g y ear. O r c h e s t r a l works were g i v e n i n 

London, Manchester, Birmingham and L i v e r p o o l ( l a r g e l y but not 

e x c l u s i v e l y under Beecham's d i r e c t i o n ) and 'Sea D r i f t ' was taken up 

by a number o f l e a d i n g p r o v i n c i a l c h o i r s . I n 1909 D e l i u s can be 

s a i d t o have p e n e t r a t e d t o the very h e a r t of r e s p e c t a b l e E n g l i s h 

m u s i c a l l i f e when he was i n v i t e d t o d i r e c t the f i r s t performance of 

'A Dance Rhapsody No 1' a t the H e r e f o r d Three C h o i r s F e s t i v a l . W i t h 

the p r o d u c t i o n of 'A V i l l a g e Romeo and J u l i e t ' a t Covent Garden i n 

1910, works from a l l branches o f the composer's out p u t had been 

pl a y e d w i t h success i n t h i s c o u n t r y . 

The awakening of i n t e r e s t i n h i s music l e d D e l i u s t o make more 

f r e q u e n t and extended v i s i t s t o t h i s c o u n t r y and he began t o b u i l d 

up a c i r c l e of f r i e n d s among E n g l i s h m u s i c i a n s , at f i r s t l a r g e l y 

t h r o u g h Percy G r a i n g e r , and l a t e r t h r o u g h Beecham and, Henry Wood. 

He was even drawn i n t o s e m i - o f f i c i a l d o m by a c c e p t i n g , somewhat 

a g a i n s t h i s b e t t e r judgement, t h e p o s i t i o n o f V i c e P r e s i d e n t of t h e 

M u s i c a l League, a s h o r t - l i v e d concern a c t i v e between I908 and 1913 

which sought t o promote performances o f the works of the younger 

composers. On the s u r f a c e h i s music too began t o show c l o s e r 

a f f i n i t i e s w i t h t h i s c o u n t r y : he t u r n e d more t o the E n g l i s h poets 

f o r t h e t e x t s o f h i s v o c a l and c h o r a l works, he gave h i s works 

s p e c i f i c a l l y E n g l i s h t i t l e s , and he took an E n g l i s h f o l k - s o n g , 

' B r i g g F a i r ' , as the b a s i s f o r an extended s e t of o r c h e s t r a l v a r i a 

t i o n s t o which he gave the s u b t i t l e 'An E n g l i s h Rhapsody'. T h i s i s 

not t o say, however,that h i s works became more Eng l i s h - s o u n d i n g . 

His music i n no way resembles t h a t o f E l g a r or P a r r y , the two com

posers whose works were most o f t e n d e s c r i b e d as sounding p e c u l i a r l y 

E n g l i s h a t t h i s t i m e ; indeed t o Edwardian ears i t must have sounded 
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p a r t i c u l a r l y u n - E n g l i s h , e s p e c i a l l y s i n c e t h e two works most 
f r e q u e n t l y p l a y e d between I908 and 1911 were 'Sea D r i f t ' and 
'Appalachia', both o f which have s t r o n g non-European a s s o c i a t i o n s . 

D e l i u s almost always drew i n s p i r a t i o n from the s u r roundings 

i n which he found h i m s e l f , and h i s e a r l y works r e f l e c t h i s t r a v e l s 

t h r o u g h N o r t h e r n Europe and America - the F l o r i d a works being 

'Appalachia' and 'Koanga', t h e e a r l y Scandinavian works 

'Paa V i d d e r n e ' and 'Over the H i l l s and Far Away', and the P a r i s i a n 

works 'Margot l a Rouge', 'Lebenstanz' and,of c o u r s e , ' P a r i s ' . As 

he became more and more s e t t l e d i n the v i l l a g e of Grez-sur-Loing 

near F o n t a i n b l e a u , so a number of h i s works, b e g i n n i n g w i t h 

' B r i g g F a i r ' and ' I n a Summer Garden' w r i t t e n i n 1907 and I908, 

began t o r e f l e c t t h e q u i e t l y p a s t o r a l c h a r a c t e r of. t h a t p a r t i c u l a r 

area of N o r t h E a s t e r n France. I t was as t h i s v e i n i n h i s music 

became more pronounced and h i s works i n t h i s s t y l e became i n c r e a s 

i n g l y p o p u l a r i n England t h a t people began t o f i n d a s p e c i f i c a l l y 

E n g l i s h q u a l i t y i n h i s music, the landscapes o f N o r t h e r n France and 

o f S o u t h e r n England b e i n g s u f f i c i e n t l y s i m i l a r f o r a s i n g l e p i ece 

o f music t o be s t r o n g l y e v o c a t i v e of e i t h e r t o a sympathetic l i s t e n e r . 

(An i n t e r e s t i n g p a r a l l e l of t h i s i s t o be found i n Vaughan W i l l i a m s ' 

' P a s t o r a l ' Symphony; Tovey i s not alone i n b e l i e v i n g i t t o have 

been "born and b r e d i n t h e E n g l i s h c o u n t r y s i d e as t h o r o u g h l y as the 

p a i n t i n g s o f C o n s t a b l e " whereas i n f a c t i t was born and p a r t i a l l y 

bred i n t h e f i e l d s of F l a n d e r s where Vaughan W i l l i a m s was on a c t i v e 

s e r v i c e d u r i n g the Great War.) But t h i s i s t o a n t i c i p a t e a l a t e r 

r e a c t i o n t o D e l i u s ' music; t h e r e was no reason why the Edwardians 

s h o u l d have l a b e l l e d him or h i s music ' E n g l i s h ' . 

However tenuous h i s l i n k s w i t h t h i s c o u n t r y before the Great War, 

he must be c o n s i d e r e d as making a d i s t i n c t i v e c o n t r i b u t i o n 

Tovey: Essays i n M u s i c a l A n a l y s i s ' V o l 2 (1935) P 129 
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t o E n g l i s h m u s i c a l l i f e o f the p e r i o d . I n the l a s t few years o f 
the Edwardian decade he was regarded as one o f the most acceptable 
of t h e u l t r a - m o d e r n s , a l t h o u g h then as now the p r o f e s s i o n h e l d very 
mixed views about him. C r i t i c s were w o r r i e d by not being able t o 
p l a c e him i n any s c h o o l o f composers or t r a d i t i o n of c o m p o s i t i o n ; 
c h o r a l s i n g e r s were i n i t i a l l y drawn t o h i s works not so much by 
t h e i r d i r e c t appeal as by t h e c h a l l e n g e of the n o v e l t y and d i f f i c u l t y 
of h i s v o c a l w r i t i n g , a n d o r c h e s t r a l p l a y e r s and conductors were 
b a f f l e d by, amongst o t h e r t h i n g s , the almost t o t a l l a c k o f any marks 
of e x p r e s s i o n t o be found i n h i s scores. But the o r i g i n a l i t y and 
s t r e n g t h o f the music c o u l d h a r d l y f a i l t o be recognised and i n i t i a l 
doubts were l a r g e l y overcome. The more immediately a p p e a l i n g works 
such as 'Appalachia', 'Sea D r i f t ' and 'Brigg F a i r ' e s t a b l i s h e d them
s e l v e s i n t h e r e g u l a r r e p e r t o r y remarkably q u i c k l y , and even problem
a t i c a l works such as 'A Mass o f L i f e ' r e c e i v e d a number of performances 
and were by no means u n i v e r s a l l y condemned. Before the advent of the 
Russian B a l l e t i n 1911, D e l i u s ' music was some of the most e x o t i c and 
s e n s u a l t o be heard i n t h i s c o u n t r y , and as such i t offended and 
r e p e l l e d a few but i n t e r e s t e d and a t t r a c t e d many. 

A l t h o u g h by b i r t h and r e g u l a r d o m i c i l e E t h e l Smyth unq u e s t i o n 

a b l y belonged t o t h i s c o u n t r y , she too stands very much t o one s i d e 

of t h e renaissance movement. Her m u s i c a l s t u d i e s were undertaken i n 

German ( l a r g e l y i n L e i p z i g ) d u r i n g the l880s, and through her 

c o m p o s i t i o n t e a c h e r , von Herzogenberg, she was a d m i t t e d t o the 

Brahms c i r c l e . Close c o n t a c t a t an i m p r e s s i o n a b l e age w i t h such a 

m u s i c a l g i a n t l e f t i t s mark; her e a r l i e s t works are s a t u r a t e d w i t h 

Brahmsian t e c h n i q u e s and f l a v o u r s , and i t was a c o n s i d e r a b l e time 

b e f o r e her own m u s i c a l p e r s o n a l i t y began t o emerge from under the 

w e i g h t o f the Germanic i n f l u e n c e . I t s presence can s t i l l be f e l t i n 
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the more s e v e r e l y c o n t r a p u n t a l s e c t i o n s of the Mass i n D, composed 
i n 1891; but t h i s i s g e n e r a l l y acknowledged to be her f i r s t f u l l y 
mature work, and a l o n g s i d e echoes of her s t u d e n t days are t o be found 
a l l the elements which ma^e up her h i g h l y i n d i v i d u a l mature s t y l e -
g r e a t v i g o u r and r h y t h m i c d r i v e , an u n c o n v e n t i o n a l but r e s o u r c e f u l 
h a n d l i n g o f l a r g e - s c a l e forms, r i c h o r c h e s t r a t i o n and a f e e l i n g f o r 
the d r a j n a t i c p o s s i b i l i t i e s o f a t e x t . I f the s t y l e of the work looks 
f o r w a r d t o her l a t e r works, then the circumstances s u r r o u n d i n g i t s 
f i r s t performance by the Royal C h o r a l S o c i e t y under Barnby i n I893 
were a l s o p r e m o n i t o r y o f many l a t e r occasions. She had-fro b l u s t e r 
and b u l l y and make use of i n f l u e n c e i n h i g h places t o get the work 
accepted i n the f i r s t p l a c e ; i t went very w e l l i n performance and 
was a c o n s i d e r a b l e success w i t h the audience and many of the c r i t i c s , 
but was t h e n c o m p l e t e l y dropped and had t o w a i t t h i r t y - o n e years f o r 
i t s second performance. 

S t r a n g e l y i t was the Mass which launched E t h e l Smyth i n t o her 

c a r e e r as an opera composer. One of the conductors she t r i e d t o 

i n t e r e s t i n p e r f o r m i n g i t was Hermann L e v i who, g r e a t l y impressed by 

the d r a m a t i c g i f t i t r e v e a l e d , suggested t o her t h a t she should t r y 

her hand a t w r i t i n g f o r the s t a g e . And so i t was t h a t f o r the next 

twenty years the b u l k o f her energy was taken up w i t h her f i r s t t h r e e 

operas; w i t h t h e i r c o m p o s i t i o n ( t h e words as w e l l as the music i n the 

case of the f i r s t t w o ) , w i t h the endless t a s k o f hawking them round 

the opera houses o f Europe, and w i t h a c t i n g as midwife whenever they 

were b e i n g prepared f o r p r o d u c t i o n . 'Fantasio' was completed i n 189^, 

but d u r i n g the f o u r years which elapsed between i t s composition and 

i t s f i r s t p r o d u c t i o n , the composer's views about opera underwent a 

c o n s i d e r a b l e change, so t h a t by the t i m e o f the Weimar premiere she 

was a l r e a d y a t work on 'Der Wald', a one-act opera " e m p h a t i c a l l y of 
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the German s c h o o l " as a New York c r i t i c put i t T h i s work, f i r s t 

g i v e n i n Dresden i n 1901, subsequently produced i n B e r l i n and g i v e n 

t w i c e a t Covent Garden i n 1902 and 1903, marked a n o t a b l e advance 

over i t s predecessor, the s t r o n g m u s i c a l c h a r a c t e r i s a t i o n and p o w e r f u l 

climaxes r e c e i v i n g e s p e c i a l commendation. But both these works are 

overshadowed by her next opera, the work by which she i s c h i e f l y 

remembered and which i s acknowledged her crowning achievement. I t has 

never been g i v e n i n i t s o r i g i n a l French, but as ' S t r a n d r e c h t ' was 

produced i n L e i p z i g i n 1906, two years a f t e r i t s completion, and as 

'The Wreckers' i t was g i v e n i t s E n g l i s h premiere a t His Majesty's 

under Beecham i n June 1909, r e p e a t e d i n the f o l l o w i n g year, and r e v i v e d 

t w i c e a g a i n i n 1931 and 1939^ I t i s a f i n e , s t r o n g work; Beecham, 

w r i t i n g i n 19^^, c a l l e d i t "one o f the t h r e e or f o u r E n g l i s h operas 

of r e a l m u s i c a l m e r i t and v i t a l i t y w r i t t e n d u r i n g the past f o r t y 
2 

y e a r s , " , and i t found keen s u p p o r t e r s i n A r t u r N i k i s c h and 

Bruno W a l t e r amongst o t h e r s . As w e l l as more than matching the 

t r a g i c p a s s i o n o f t h e l i b r e t t o , E t h e l Smyth's score i s conspicuously 

s u c c e s s f u l i n i t s t e c h n i c a l a s p e c t s ; the m u s i c a l c h a r a c t e r i s a t i o n i s 

s t r o n g , e s p e c i a l l y i n the case o f the h e r o i n e T h i r z a , the s c o r i n g i s 

m a g n i f i c e n t , o f t e n h i g h l y atmospheric, and the w r i t i n g f o r the chorus 

o r i g i n a l and v e r y accomplished. I t i s a d i f f i c u l t opera t o stage 

s u c c e s s f u l l y , and none o f the e a r l y performances d i d the work f u l l 

j u s t i c e ; but i n s p i t e o f t h i s i t always made a c o n s i d e r a b l e i m p r e s s i o n , 

even under the u n n a t u r a l circumstances of a c o n c e r t performance under 

N i k i s c h a t Queen's H a l l i n 1908. 

A p a r t from 'Der Wald' and 'The Wreckers', E t h e l Smyth wrote very 

l i t t l a d u r i n g t h e f i r s t decade o f t h e c e n t u r y . There were the f i r s t 

two movements of a s t r i n g q u a r t e t w r i t t e n i n 1902 and g i v e n an 

^ quoted by C h r i s t o p h e r St John i n ' E t h e l Smyth (1959) P 10^ 

^ Thomas Beecham: A M i n g l e d Chime (19^^) p 86 
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independent performance i n Venice i n I908 ( f o r a d i s c u s s i o n of the 

work, see V o l . I I , p 12?) and the f o u r songs to i'renoij t e x t * f o r 

medium v o i c e and chamber ensemble, w r i t t e n i n 1907/08. I f the 

i n f l u e n c e o f Brahms i s s t i l l be f e l t i n the s t r i n g q u a r t e t , then the 

songs are i n a f r e e and u t t e r l y p e r s o n a l s t y l e . T h e i r c o m p o s i t i o n 

was p a r t l y i n s p i r e d by an i n t e r e s t i n t h e harp, the use o f which, 

coupled w i t h c h r o m a t i c harmonies and a s i n u o u s l y i n f l e c t e d v o c a l l i n e , 

g i v e s the work something o f a French f l a v o u r . These songs came nearer 

than a n y t h i n g e l s e she wrote t o a c h i e v i n g r e a l p o p u l a r i t y ; f o r once 

t h e r e was no need f o r a g i t a t i o n on her p a r t t o secure t h e i r perform

ance. 

As f o r the r e s t o f her o u t p u t , however, as much time and energy 

went i n t o i t s promotion as went i n t o i t s c o m p o s i t i o n . Had she not 

crusaded on t h e i r b e h a l f , i t i s probable t h a t her works would have 

r e c e i v e d even fewer performances than they d i d ; but whether the methods 

she adopted were t h e best she c o u l d have chosen t o b r i n g about the 

d e s i r e d e f f e c t i s open t o q u e s t i o n . Many conductors, w h i l e p r o f e s s 

i n g a d m i r a t i o n f o r her works, f o u g h t shy o f a c t u a l l y i n s e r t i n g them 

i n t o t h e i r programmes, f o r h a v i n g done so they knew t h a t the composer 

h e r s e l f was sure t o appear and s t a r t i n t e r f e r i n g , even t o the e x t e n t 

of f o r c i n g them t o a l l o w her t o conduct the works h e r s e l f . Opinions 

d i f f e r w i d e l y as t o her a b i l i t i e s as a conductor; her h i g h l y i d i o s y n 

c r a t i c s t y l e was s u i t e d o n l y t o her own music, but p l a y e r s and s i n g e r s 

enjoyed her w i t and pungency and were prepared t o o v e r l o o k her 

t e c h n i c a l shortcomings. Some c o n c e r t promoters and managers gave i n 

be f o r e her b u l l - d o z i n g methods and her s l i g h t l y underhand but f r e 

q u e n t l y r e s o r t e d - t o p r a c t i c e o f i n v o k i n g the i n f l u e n c e of her v a r i o u s 

f r i e n d s on t h e f r i n g e s o f the Royal F a m i l y , but o t h e r s dug i n t h e i r 

h e e l s and r e f u s e d t o be b u l l i e d i n t o compliance. So the l i k e l i h o o d 

o f performance came t o depend more on s t r e n g t h of w i l l and t a c t i c a l 
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s k i l l on t h e composer's p a r t t h a n on the i n t r i n s i c w o r t h of the 
works themselves. 

That E t h e l Smyth's work d i d s u f f e r u n j u s t n e g l e c t i s undeniable: 

a f t e r the success of the Mass i t seems i n c o n c e i v a b l e t h a t she should 

not have r e c e i v e d any f e s t i v a l commissions or performances. She put 

t h i s n e g l e c t down t o p r e j u d i c e a g a i n s t her sex and her German 

t r a i n i n g ^ but the l a t t e r i s no reason a t a l l , f o r Cowen and S t a n f o r d 

were o n l y s i x years her s e n i o r , and t r a i n i n g i n Germany never 

h i n d e r e d t h e i r p o p u l a r i t y . The former reason however c o n t a i n s some 

t r u t h : t h e r e was demonstrable p r e j u d i c e a g a i n s t women throughout the 

m u s i c a l p r o f e s s i o n a t t h i s t i m e , a l t h o u g h i t d i d not have so p o w e r f u l 

an i n f l u e n c e i n her own case as she imagined i t t o have. I t l a r g e l y 

t o o k the form of r e f u s a l t o t ake her q u i t e s e r i o u s l y or t o judge her 

work by t h e same c r i t i c a l s t a n d a r d s as were a p p l i e d to the music of 

her male c o n t e m p o r a r i e s ; n o t h i n g angered her more than the type of 

c r i t i c i s m she r e c e i v e d a f t e r the c o n c e r t performance of 'The Wreckers' 

which spoke o f i t s b e i n g "a w o n d e r f u l achievement f o r a woman" 

The reasons f o r t h e n e g l e c t o f her works are more numerous and 

more complex. She was an o u t s i d e r w i t h l i t t l e or no c o n t a c t w i t h 

o f f i c i a l m u s i c a l c i r c l e s i n England; her c h i e f E n g l i s h a l l y was 

Beecham who proved a t r u e but not always a v e r y constant f r i e n d ; her 

chosen f i e l d cf o p e r a t i o n , opera, was one i n which i t was extremely 

d i f f i c u l t t o make much headway i n England a t the t i m e ; she was 

performed and p u b l i s h e d i n Germany, she wrote none o f the s m a l l - s c a l e 

works, p a r t - s o n g s or piano p i e c e s , which had a wide c i r c u l a t i o n and 

h e l p e d t o ease a composer i n t o a p o s i t i o n of p o p u l a r i t y ; - and, a l t h o u g h 

a " t r u e composer" ( t h e words are Bruno W a l t e r ' s ) , she was not a f u l l -

t i m e composer, but d i s s i p a t e d her energies i n a number o f non-musical 

d i r e c t i o n s . F i n a l l y , h e r i r o n w i l l and her f i e r c e independence were 

quoted.by C h r i s t o p h e r St John op c i t p 114 
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a t once the making and the undoing of her. They gave her music i t s 
s t r e n g t h and g l o w i n g s i n c e r i t y , but earned her a g e n e r a l r e p u t a t i o n 
as a s t u b b o r n e c c e n t r i c . Most o f those who knew her work admired i t 
g r e a t l y ; b u t f o r those who were new t o i t , the music was o f t e n obscured 
by her o v e r b e a r i n g p e r s o n a l i t y . She was famous i n Edwardian England, 
but not f o r m u s i c a l reasons a l o n e , and p a r t o f her fame was more l i k e 
n o t o r i e t y . 

The c h i e f p o i n t o f c o n t a c t between these l a s t t h r e e composers, 

E l g a r , D e l i u s and E t h e l Smyth, i s t h a t they a l l stand somewhat t o one 

s i d e o f t h e mainstream o f E n g l i s h m u s i c a l development, set a p a r t by 

the n a t u r e o f t h e i r g i f t s , t h e i r temperameait and t h e i r m u s i c a l 

u p b r i n g i n g . They cannot be e n t i r e l y severed from the renaissance 

movement; the music o f a l l t h r e e made a d i s t i n c t i v e c o n t r i b u t i o n to 

the r e h a b i l i t a t i o n o f m u s i c a l c o m p o s i t i o n i n England which was so 

marked a f e a t u r e of i t . But the movement a l s o generated i t s own 

composers, men who were n u r t u r e d under i t s d i r e c t i n f l u e n c e , whose 

l i v e s became t o t a l l y bound up w i t h the m u s i c a l l i f e of t i h i s c o u n t r y , 

and whose work forms the c e n t r a l backbone o f the c o n t i n u i n g t r e n d 

f o r improvement. 

T y p i c a l of these was Henry W a l f o r d Davies, who made h i s way t o 

the R oyal C o l l e g e of Music i n I89O v i a a c h o r i s t e r s h i p and a s s i s t a n t -

o r g a n i s t s h i p a t St George's Chapel, Windsor. A f t e r f o u r years study, 

d u r i n g which time he had c o m p o s i t i o n lessons w i t h both Parry and 

S t a n f o r d , he began a c a r e e r as an o r g a n i s t , a teacher o f c o u n t e r 

p o i n t a t the Royal C o l l e g e , a c h o r a l conductor and a composer. Many 

of h i s e a r l y works remained p n p u b l i s h e d and l a r g e l y unplayed, and 

never reached the o f f i c i a l l i s t o f h i s c o m p o s i t i o n s ; amongst them i s 

much chamber music and a number of l a r g e - s c a l e a r c h e s t r a l works 

i n c l u d i n g a symphony which was g i v e n i t s only performance under 

Manns a t t h e C r y s t a l Palace i n t h e autumn of I895. From contemporary 
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evidence i t appears t h a t t h i s e a r l y music was a c u r i o u s and u n s a t i s 
f a c t o r y m i x t u r e o f orthodoxy and experiment; a c a n t a t a which was 

s u b m i t t e d as t h e E x e r c i s e f o r a Cambridge D o c t o r a t e i n 1896 was 
1 

d i s m i s s e d as " u n m i t i g a t e d cacophony ... t e d i o u s and d r e a d f u l " . A 

meeting w i t h Brahms r e s u l t e d i n h i s e x p r e s s i n g c a u t i o u s enthusiasm 

and a d v i s i n g t h e young man t o r e f r a i n from p u b l i c a t i o n " u n t i l the 

p u b l i c want i t " ^ . I t seems t h a t what the p u b l i c wanted of W a l f o r d 

Davies' e a r l y music was h i s p a r t - s o n g s , s o l o songs and two v i o i i n 

sonatas - these were h i s f i r s t p u b l i c a t i o n s and the works by which 

he was f i r s t known. 

I t was t o E l g a r t h a t W a l f o r d Davies owed the major advancement 

of h i s c a r e e r as a composer. On t h e former's recommendation he was 

i n v i t e d t o w r i t e a l a r g e - s c a l e work f o r the Worcester F e s t i v a l o f 

1902, and a l t h o u g h the o r a t o r i o 'The Temple' met w i t h a very mixed 

r e c e p t i o n ( i t s undue l e n g t h and clumsy o r c h e s t r a t i o n r e c e i v i n g 

p a r t i c u l a r c a s t i g a t i o n ) i t put i t s composer's name t o the f o r e as 

a f e s t i v a l composer. For the next t e n years most major p r o v i n c i a l 

f e s t i v a l s f e a t u r e d one of h i s c o m p o s i t i o n s , o f t e n amongst the new 

works. The most f r e q u e n t l y performed was t h e c a n t a t a 'Everyman', 

w r i t t e n f o r Leeds i n 190k. A marked improvement upon 'The Temple', 

i n the o p i n i o n o f many 'Everyman' i s W a l f o r d Davies' f i n e s t major 

work. I n composing i t he p a i d p a r t i c u l a r a t t e n t i o n t o those aspects 

which had been most c r i t i c i s e d i n 'The Temple', and thus h i s l i b r e t t o 

was much more compact and w e l l - p l a n n e d and h i s handling, o f the 

o r c h e s t r a f a r more assured. I t i s i n every way a more i n t e r e s t i n g 

w p r k , nowhere more so t h a n i n i t s harmonic c h a r a c t e r i s a t i o n s : the 

e a r t h l y aspects of the m o r a l i t y employ a r i c h l y chromatic i d i o m , the 

v o i c e o f Death i s a s s o c i a t e d w i t h s t r a n g e harmonic j u x t a p o s i t i o n s , 

the v o i c e o f God i s r e p r e s e n t e d by the unaccompanied chorus s i n g i n g 

quoted by H C C o l l e s i n W a l f o r d Davies" (19^2) p 30 

^ i b i d p 43 
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i n a s i m p l e c h o r d a l s t y l e and t h e music assumes a r a d i a n t d i a t o n i c 
harmony a t t h e moment when Everyman overcomes Death and puts on 
i m m o r t a l i t y . T h i s apparent d i v e r s i t y o f i d i o m does not prevent the 
o v e r a l l cohesion of t h e work, which seems t o be l a r g e l y due t o the 
composer's t o t a l a b s o r p t i o n i n h i s s u b j e c t . The work sounded a new 
note i n Edwardian c h o r a l music, and a f t e r a h i g h l y s u c c e s s f u l f i r s t 
performance, was taken up by every c h o r a l s o c i e t y w i t h an i n t e r e s t 
i n modern music i n the l a n d . 

W a l f o r d Daviess' next two l a r g e - s c a l e c h o r a l works made much l e s s 

of an i m p r e s s i o n . ' L i f t up your H e a r t s ' , d e s c r i b e d as a 'sacred 

symphony' i s an i n t e r e s t i n g i d e a not e n t i r e l y s u c c e s s f u l l y r e a l i s e d ; 

the u n s u i t a b i l i t y o f drawing the thematic m a t e r i a l f o r a work on t h i s 

s c a l e from Marbecke's Communion s e t t i n g i s more e v i d e n t i n the f i r s t 

two l a r g e l y i n s t r u m e n t a l sonata-form movements than i n the r e s t of 

the work where the v o i c e s predominate. 'Noble Numbers', w r i t t e n f o r 

the 1909 H e r e f o r d F e s t i v a l , c o n t a i n s much a t t r a c t i v e music, but the 

o v e r a l l p l a n which governed the s e l e c t i o n of e i g h t e e n s h o r t poems by 

H e r r i c k and h i s contemporaries i s not a t a l l c l e a r , and w i t h no 

apparent c o n n e c t i n g t h r e a d the d i v e r s i t y of s t y l e and t r e a t m e n t i n 

t h e i r m u s i c a l s e t t i n g i s b e w i l d e r i n g . 

W a l f o r d Davies never found a more s u c c e s s f u l s o l u t i o n t o the 

problem o f s t r u c t u r i n g a l a r g e - s c a l e work than the one he produced 

i n 'Everyman'. He was e s s e n t i a l l y a m i n i a t u r i s t and a l t h o u g h on the 

s c a l e o f 'Noble Numbers' the device was a complete f a i l u r e , on a 

s m a l l e r s c a l e h i s p r a c t i c e o f assembling a c o l l e c t i o n o f s h o r t , 

heterogeneous movements was o f t e n h i g h l y s u c c e s s f u l . The 'Holiday 

Tunes' f o r o r c h e s t r a , the ' P a s t o r a l s ' f o r v o c a l q u a r t e t and piano 

q u i n t e t , and the 'Peter Pan' s u i t e f o r s t r i n g q u a r t e t a l l achieved 

some measure o f p o p u l a r i t y , s u i t i n g h i s t a l e n t s much b e t t e r than d i d 
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the a m p l y - p r o p o r t i o n e d f e s t i v a l works. He c o u l d a l s o produce a 
s i n g l e m i n i a t u r e o f d i s t i n c t i o n , as i s borne out by a number of h i s 
songs and part-songs and much o f h i s church music. His works on t h i s 
s c a l e d i s p l a y a l l the most admired q u a l i t i e s of h i s t e a c h e r s ' own 
works: good workmanship, s e n s i t i v e w o r d - s e t t i n g , economy and d i r e c t 
ness, and i t i s by these works i f any t h a t l a t e r g e n e r a t i o n s remember., 
him as a composer. But he had a b r i e f s p e l l as a f i g u r e of some 
importance i n Edwardian England. A composer who wrote f o r chorus so 
n a t u r a l l y and so w e l l was sure o f a sympathetic h e a r i n g i n an age when 
c h o r a l s i n g i n g was one of the most a c t i v e l y - p u r s u e d branches o f music-
making, and W a l f o r d Davies' c h a r a c t e r i s t i c of o v e r l a y i n g a s t y l e 
unshakably grounded i n t r a d i t i o n a l p r a c t i c e w i t h a c e r t a i n s u r f a c e 
n o v e l t y , endeared h i s music t o the Edwardian m u s i c a l mind. 

Two more composers t r a i n e d a t the Royal College (and t h i s under 

the d i r e c t i n f l u e n c e of S t a n f o r d and P a r r y ) d i e d young and thus had 

t h e i r composing c a r e e r s cut s h o r t . T h i s was a more s e r i o u s l o s s t o 

E n g l i s h music i n the case o f the one than the o t h e r . A p p a r e n t l y t h e r e 

was l i t t l e new t a l e n t l e f t undeveloped i n Samuel C o l e r i d g e - T a y l o r when 

he d i e d i n 1912 a t t h e age of t h i r t y - s e v e n . Some o f h i s e a r l y chamber 

music had a t t a i n e d performance i n B e r l i n by t h e Joachim Q u a r t e t , and 

an i n t e r e s t i n g B a l l a d e f o r o r c h e s t r a was g i v e n a t the Gloucester 

F e s t i v a l o f I898; then i n the same year t h e young composer scored a 

huge and i n s t a n t success w i t h the c a n t a t a 'Hiawatha's Wedding Feast', 

a success which was r e p e a t e d i n each o f the f o l l o w i n g years as two 

Hiawatha sequels appeared. But even these have not the s p o n t a n e i t y 

and melodic r i c h n e s s o f t h e i r p r e c u r s o r and the remainder o f C o l e r i d g e -

T a y l o r ' s l a r g e o u t p u t i s s i m i l a r l y d i s a p p o i n t i n g . His dance music has 

a p l e a s i n g l i l t about i t and h i s o r c h e s t r a t i o n i s always b r i g h t and 

t e l l i n g . But o f the l a r g e - s c a l e c a n t a t a s and o r a t o r i o s w i t h which he 

f u l f i l l e d the f e s t i v a l commissions which came f l o o d i n g i n , o n l y 
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'A Tale of Old Japan' made any l a s t i n g impression. This and the 
Hiawatha cantatas r e t a i n e d considerable popularity long a f t e r the 
composer's death,temporarily j o i n i n g the ranks of compositions which 
could be r e l i e d upon u n f a i l i n g l y to draw an audience, and for t h i s 
reason they held a place i n the r e p e r t o i r e s of a great many choral 
s o c i e t i e s . 

As w e l l as never e q u a l l i n g the success of 'Hiawatha', 

Coleridge-Taylor never wrote anything as good. His e a r l y works 

sounded d i s t i n c t l y novel to l a t e V i c t o r i a n ears, but h i s s t y l e did 

not grow at a l l , and general t a s t e quickly caught up with and over

took h i s p a r t i c u l a r brand of modernity. His mixed parentage a t t r a c t e d 

him to e x o t i c s u b j e c t s , but i t was the manner rather than the matter 

of h i s music that was unusual. His work rel e a s e d a b l a s t of fr e s h 

a i r i n t o the s t i l l musty world of f e s t i v a l c h o r a l music, but made 

l i t t l e l a s t i n g c o n t r i b u t i o n to the r e v i t a l i s a t i o n of E n g l i s h music. 

W i l l i a j a fiurlstone f i r s t came before the public i n I898 when, at 
the age of 21, he played h i s own Biano Concerto at St James' H a l l . 

Apart from t h i s work and the 'Fa n t a s t i c V a r i a t i o n s on a Swedish Melody' 

for o r c h e s t r a , a l l h i s other notable works were i n the f i e l d of chamber 

music: he won the f i r s t of the Cobbett Chamber Music Competitions with 

a Phantasy S t r i n g Quartet, and h i s Piano Quartet was one of the works 

chosen f o r i n c l u s i o n i n an e a r l y Patron's Fund concert. Chamber music 

was one of the l a s t areas of E n g l i s h musical l i f e to bear witness to 

the s p i r i t of renaissance, and Hurlstone's b r i e f l i f e spans one of 

the bleakest patches as regards the performance of native chamber 

music, a f t e r the demise of the old St James' H a l l 'Pops' but before 

the advent of the s e v e r a l f i r s t - r a t e E n g l i s h ensembles and the numer

ous chamber music s e r i e s which were such a feature of musical l i f e 

before the Great War. T h i s new wave of i n t e r e s t brought h i s music 
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the renown which was l a r g e l y denied i t during h i s l i f e t i m e . When 
he died at the age of thir t y - o n e , he had s t i l l to evolve a f u l l y 
c o n s i s t e n t s t y l e , but the works he l e f t show considerable achieve
ment and even g r e a t e r promise, combining an a t t r a c t i v e surface with 
strong workmanship and a p a r t i c u l a r l y d i s t i n c t i v e harmonic flavour. 

I t w i l l already have become apparent that Charles V i l l i e r s 

Stanford was the major composition teacher a c t i v e i n England between 

1890 and 1920, an impression that w i l l be g r e a t l y strengthened i n 

the following pages as i t becomes evident that the vast majority of 

the composers of repute to appear i n England during these t h i r t y years 

passed through h i s hands at some stage i n t h e i r c a r e e r s . He was,of 

course,fortunate i n the q u a l i t y of the raw m a t e r i a l which presented 

i t s e l f ; but i t was l a r g e l y because of the success of h i s own and 

Parry's compositions i n the l880s, as w e l l as t h e i r g i f t s as teachers, 

that the newly-opened Royal College of Music gained the reputation 

of being the home of the best composition teaching to be had i n 

England at the time. N e v e r t h e l e s s , i t should not be imagined that 

these two men were the only composition teachers a c t i v e at the turn 

of the century and that the Royal College was the only school worthy 

of the c o n s i d e r a t i o n of a s p i r i n g composition students. The Royal 

Academy of Music brought forward a number of composers of renown at 

t h i s time and boasted as i t s p r i n c i p a l composition teacher a man, i f 

not as g i f t e d , at l e a s t as energetic and outspoken as Stanford. 

F r e d e r i c k Corder, Stanford's exact contemporary, received h i s 

own t r a i n i n g at the Royal Academy and at the Cologne Conservatoire 

under Ferdinand H i l l e r . His musical sympattiies lay with the works of 

L i s z t and, e s p e c i a l l y , Wagner; he waged protracted campaigns i n the 

press on the l a t t e r ' s behalf, t r a n s l a t e d h i s l i b r e t t o s into E n g l i s h 

and g e n e r a l l y did a l l he could to promote the cause of Wagner's music 

i n t h i s country. As a composer he was f a i r l y p r o l i f i c but had no 
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great success, the majority of h i s l a r g e - s c a l e works remaining 
unpublished. His opera 'Nordisa' was given by the C a r l Rosa Company 
i n 1887 and at l e a s t three of h i s cantatas were produced at the 
major p r o v i n c i a l c h o r a l f e s t i v a l s . Otherwise h i s published output 
c o n s i s t s l a r g e l y of songs, part-songs and teaching music. 

Apart from a r u t h l e s s l y f o r t h r i g h t manner, Corder and Stanford 

had l i t t l e i n common and i n t h e i r teaching methods they were 

d i a m e t r i c a l l y opposed: where the l a t t e r was conservative and 

r e p r e s s i v e , preaching economy and s i m p l i c i t y above a l l , the former 

was easy-going and progressive, encouraging h i s pupils to follow 

t h e i r own impulses and experiment on the l a r g e s t s c a l e . The more 

t a l e n t e d p u p i l s of the two men soon began to a s s e r t t h e i r own 

i n d i v i d u a l musical p e r s o n a l i t i e s ; but, despite an enormous d i v e r s i t y 

of s t y l e , a l l r e t a i n e d something of t h e i r teachers' musical person

a l i t i e s . Where Stanford's p u p i l s tended towards economy of means 

and c l a r i t y of texture, Corder's favoured the broad brush and the 

b r i l l i a n t p a l e t t e . 

The e a r l i e s t of Corder's p u p i l s to make a name for himself as a 

composer was G r a n v i l l e Bantock. Born i n I868, Bantock spent h i s 

e n t i r e studenthood (from I889 to l893) i n London, almost a l l of i t 

at the Royal Academy of Music where, as w e l l as composition, he 

studied the piano, the organ and a v a r i e t y of o r c h e s t r a l instruments, 

and a l s o gained some experience of conducting. I t was i n t h i s l a s t 

f i e l d that he began h i s p r o f e s s i o n a l career, touring England as a 

conductor of opera and musical comedy; then, a f t e r a year's world 

tour with George Edwardes' 'A Gaiety G i r l ' , he took up an appointment 

as m u s i c a l d i r e c t o r of the Tower at New Brighton. His contract 

defined h i s d u t i e s there as being to conduct an open-air m i l i t a r y 

band and an indoor ballroom o r c h e s t r a i n appropriate music, but i n 
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the three years that he remained at New Brighton he formed a 
modest symphony o r c h e s t r a from the diverse forces under h i s 
d i r e c t i o n and i n i t i a t e d r e g ular concert s e r i e s at which not only 
were the standard c l a s s i c s played but a l s o many programmes of 
works by l i v i n g composers, both B r i t i s h and foreign. 

I n the autumn of I9OO Bantock assumed the p r i n c i p a l s h i p of 

the Midland I n s t i t u t e School of Music i n Birmingham (at the same 

time turning down an o f f e r fromi Mackenzie of a p o s i t i o n on the 

s t a f f of the Royal Academy) and i n t h i s new post once again he 

showed great i n i t i a t i v e , transforming a s m a l l , haphazardly-run 

m u s i c a l establishment i n t o the most important school o£ music 

outside London. He a l s o took over the conductorship of s e v e r a l 

amateur o r c h e s t r a s and f e s t i v a l c h o r a l s o c i e t i e s i n the Midlands, 

was i n s t r u m s i t a l i n the foundation of the Birmingham and Midland 

Competitive F e s t i v a l , and i n I908 was appointed to the other 

important academic musical p o s i t i o n which the Midlands had to 

o f f e r , the Peyton P r o f e s s o r s h i p at Birmingham U n i v e r s i t y . The 

midland counties remained the area i n which almost a l l h i s musical 

a c t i v i t y took place u n t i l the 1930s, and h i s was the dominant 

p e r s o n a l i t y behind the flowering of music which was to be observed 

i n that part of England i n the f i r s t three decades of the century. 

Frank Howes makes a h a l f - h e a r t e d attempt to i d e n t i f y a school of 

composers centred upon Birmingham before and a f t e r the Great War 

but t h i s i s to overestimate tte.corporate s p i r i t of the group of 

musicians who e i t h e r worked or t r a i n e d i n the c i t y at the time -

E l g a r , Holbrooke, Brian, Broughton and J u l i u s Harrison. However, 

despite t b t c o n s t i t u t i n g an independent school of composers, these 

men, together with a number of g i f t e d p l a y e r s , teachers and c r i t i c s . 

The E n g l i s h Musical Renaissance--< I966) pp 197/8 
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formed the nucleus of the strong and independent branch of musical 
development found i n the Midlands during the f i r s t quarter of the 
century; and the f i g u r e at the centre of a great deal of t h i s 
a c t i v i t y was G r a n v i l l e Bantock. 

The urge to compose was already strong i n Bantock before he 

entered the Royal Academy of Music, and while he was s t i l l a 

student a number of h i s works were produced there, works which 

c l e a r l y showed the young composer's response to h i s teacher's 

musical enthusiasms; when the one-act opera 'Caedmar' was l a t e r 

given a p r o f e s s i o n a l production, one c r i t i c went so f a r as to say 

that "the music at every step reminds one of Wagner" ̂ . They also 

show t e c h n i c a l fluency (Bantock was the f i r s t holder of the 

Macfarren S c h o l a r s h i p and was a sub-professor of harmony during 

h i s f i n a l year of study at the Academy) and a marked p r e d i l e c t i o n 

for the stimulus of exotic subject-matter. A l l h i s l i f e he aas 

f a s c i n a t e d by the E a s t , an obsession which was given musical 

expression on many occasions; another one-act opera dating from 

t h i s period was e n t i t l e d 'The P e a r l of I r a n ' and the f i r s t of 

Bantock's works to be given an independent p r o f e s s i o n a l performance 

(under Manns at the C r y s t a l Palace i n November 1893) was a 

"Dramatic Overture: 'The F i r e Worshippers'". 

I n 1896 he gave an o r c h e s t r a l concert at Queen's H a l l when 

works by himself and f i v e young contemporaries were performed. I n 

reviewing t h i s concert,the 'Musical Times' c r i t i c congratulated 

Bantock on having " l e a r n t a l e s s o n i n modesty"; undue length and 

over-ambitious dramatic programmes had weakened the e f f e c t of many 

of h i s e a r l i e r works. But the comparatively modest s c a l e of the 

p i e c e s played at the Queen's H a l l fc'.oncert did not presage any 

r a d i c a l change of p o l i c y on the composer's part; indeed,the l a t e 

quoted 'in The Musical Times Vol L ( I 9 0 9 ) , p 12 '- - =̂  
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l890s saw the i n c e p t i o n of some of h i s most ambitious p r o j e c t s . 
A l l ten s e c t i o n s , each an amply-proportioned cantata i n i t s e l f , of 
the massive ('Christus' were completed, although only two ('Christ 
i n the Wilderness' and 'Gethsemane') were pubished and performed; 
but of the projected sequence of twenty-four symphonic poems based 
on Southey's 'The Curse of Kehama', only two were w r i t t e n . Bantock 
was fortunate i n that h i s most productive years as a composer 
spanned the only period i n E n g l i s h musical h i s t o r y when both the 
funds and the forces needed to perform h i s huge works were r e a d i l y 
a v a i l a b l e ; i n the opulent years before the Great War the large 
s c a l e of h i s compositions was indeed i n some cases a p o s i t i v e 
inducement to t h e i r performance. 

Of Bantock's nineteenth century works,many were published and 

performed once or twice, but none found a secure p o s i t i o n i n the 

r e p e r t o i r e . I t was a f t e r he had s e t t l e d i n Birmingham i n I9OO that 

he entered h i s f i r s t period of r e a l maturity as a composer, evolving 

a more pers o n a l s t y l e and w r i t i n g works which combined an a t t r a c t i v e 

surface with a s a t i s f y i n g depth. The Edwardian decade also marked 

an i n c r e a s e i n the quantity as w e l l as the q u a l i t y of h i s work; i n 

an age l i b e r a l l y endowed with phenomenally productive musicians, 

Bantock must take the f i r s t place f o r accomplishing the l a r g e s t 

amount of work as a composer i n addition to pursuing a c t i v e second

ary c a r e e r s as a conductor, a teacher and an administrator. 

The f i r s t of h i s o r c h e s t r a l works to arouse more than a passing 

i n t e r e s t were the tone poem a f t e r S h e l l e y 'The Witch of A t l a s ' , 

produced at the Worcester F e s t i v a l of 1902, and the f i r s t version 

of ' F i f i n e at the F a i r ' belonging to the same year. The l a t t e r was 

a great f a v o u r i t e with Thomas Beecham, l a r g e l y on account of i t s 

b r i l l i a n t o r c h e s t r a t i o n ; i t does l i t t l e more than r e f l e c t the 

v a r i e g a t e d s u r f a c e of Browning's poem, but does so i n a p a r t i c u l a r l y 
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deft and winning way. 'The P i e r r o t of the Minute', a comedy 
overture a f t e r E r n e s t Dowson. f i r s t played at Worcester i n I908, 
marks a considerable advance; here poem and music stand on a more 
equal footing, P i e r r o t ' s whimsical courting of the Moon Maiden 
making a pe r f e c t s u b j e c t for Bantock's v i v i d p i c t o r i a l i s m and 
episodic methods. I t was of t h i s work that Henry Wood wrote 
"Had Ravel or Debussy w r i t t e n i t ... i t would have been played 
the world over" "'' , a very misleading comment on two counts. 
F i r s t l y , despite the work's rather French-sounding surface, i t i s 
quite inconceivable that i t might have been w r i t t e n by e i t h e r Ravel 
or Debussy; and s e c o n d l y , i t was played the world over i n the years 
preceding the Great War. Af t e r Elgar's,Bantock's proved to be our 
most r e a d i l y - e x p o r t a b l e music a t t h i s time, and 'The P i e r r o t of 
the Minute' was the l a t t e r ' s most widely-performed work. 

I f i t was by h i s o r c h e s t r a l music that Bantock was best known 

abroad, i t was on h i s ch o r a l works that h i s fame i n Edwardian 

jBngland c h i e f l y r e s t e d . 'The Time S p i r i t ' , a rhapsody for chorus 

and o r c h e s t r a , made some impression at the 190^ Gloucester F e s t i v a l , 

and then two years l a t e r the f i r s t part of h i s s e t t i n g of 

'Omar Khayya:m' appeared at the Birmingham F e s t i v a l and was j u s t l y 

greeted as something of a landmark iin the composer's career. As a l l 

agreed, t h i s was a subje c t w e l l s u i t e d to Bantock's p a r t i c u l a r 

g i f t s ; the s c a l e , subject matter, imagery and episodic construction 

of the poem were a l l u t t e r l y congenial and c a l l e d forth some of h i s 

best and most c h a r a c t e r i s t i c music. The i n i t i a l favourable impress

ion created i n I906 was confirmed the following year i n C a r d i f f and 

i n 1909 i n Birmingham again as the succeeding parts of the huge work 

were produced. I t e l i c i t e d some highly extravagant p r a i s e ; 

E r n e s t Newman went so f a r as to claim that " i n the way i t deals with 

1 My L i f e of Music (1938) p 237 
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i s s u e s of l i f e and death ( i t ) could be mentioned i n the same breath 
as the B minor Mass" ^. To present day ears t h i s seems a most 
unsuitable comparison, but Newman was by no means alone i n 
considering 'Omar Khayyam' as h i s f i n e s t work to date. I t s enormous 
d i f f i c u l t y was undeniable, but the composer was praised for not 
s t r i v i n g a f t e r unnatural and ungrateful e f f e c t s . The novelty of 
the work lay i n the nature and s c a l e of the undertaking and i n the 
manner of i t s execution; there was nothing p a r t i c u l a r l y adventurous 
about the a c t u a l substance of the music. Nevertheless,'Omar Khayy^' 
threw down a considerable challenge to the leading E n g l i s h choral 
s o c i e t i e s , a challenge which a number of them were both eager and 
able to meet. 

With a l l t h i s a c t i v i t y on the grandest s c a l e , Bantock did not 

despise work on what might be termed a domestic s c a l e . He produced 

very l i t t l e instrumental music other than teaching pieces, and no 

cham.ber music of any importance, but a great number of solo songs, 

some of the best of which - the nine 'Sappho Fragments' of 1906 and 

' F e r i s h t a h ' s F a n c i e s ' of the preceding year - were provided with 

o r c h e s t r a t i o n s of t h e i r piano accompaniments. An i n c r e a s i n g i n t e r e s j : 

i n the competition f e s t i v a l movement led to the composition of a 

great many part-songs, many w r i t t e n as t e s t pieces to show off the 

a b i l i t i e s of the v i r t u o s o c h o i r s . The dashing 'Awake, awake' i s a 

good example of the composer's complex, highly chromatic s t y l e , but 

equally e f f e c t i v e and taxing i n a quite d i f f e r e n t way i s the serene 

and t i m e l e s s l y b e a u t i f u l 'On Himalay' of I908. The nature of h i s 

work as a conductor (often of amateur s i n g e r s and p l a y e r s ) kept 

Bantock's feet f i r m l y on the ground even i f o c c a s i o n a l l y h i s head 

was l o s t i n the clouds; for a l l h i s grandiose schemes and high-flown 

extravagance, he remained at heart an i n t e n s e l y p r a c t i c a l musician. 
£ . 

quoted i n Congersations with Cardus^ by Robert Daniels (1976) 

p 40 
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With 'Omarr Khayyam' and 'The R e r r o t of the Minute', Bantock 
can be s a i d to have f u l l y ' a r r i v e d ' as a composer. E a r l i e r works, 
although p l e a s i n g to audiences, c r i t i c s and performers, had often 
been spoken of as heralding greater things to come; but there was 
no such hesitancy i n the response to threse two works. They were 
the f i r s t f r u i t s of the composer's f u l l maturity, and placed him at 
the end of the Edwardian decade i n the very front rank of E n g l i s h 
composers, second only to E l g a r i n the esteem of the musical public. 

Although eight years older than Bantock, William Wallace 

entered the Royal Academy of Music i n the same year, I889, abandon

ing a promising career.as an eye-surgeon i n order tode^vote himself 

to music f u l l time. A f t e r a short period of study he quickly began 

to make a name fo r himself as a composer; i n I892 h i s iThe Passing 

of B e a t r i c e ' was h a i l e d as the f i r s t B r i t i s h symphonic poem and 

over the next seventeen years he produced f i v e more works i n t h i s 

form, the best and most c h a r a c t e r i s t i c being the l a s t , ' V i l l o n ' , 

produced under h i s own baton by the New Symphony Orchestra i n 1909 

and before long taken up by a l l the leading B r i t i s h , c ontinental 

and American o r c h e s t r a s . He wrote s e v e r a l other large s c a l e 

o r c h e s t r a l works i n c l u d i n g two i n s p i r e d by h i s f e e l i n g s for h i s 

n a t i v e land, 'A Scots Fantasy' and an overture 'In P r a i s e of 

S c o t t i s h Poesie' f i r s t given by Manns at the C r y s t a l Palace. A 

n a t i o n a l i s t v e i n runs through many of h i s songs, most notably the 

two groups which became h i s most popular works, the 'Freebooter Songs' 

of 1899 and the 'Jacobite Songs' of the following year, ballads 

which are b l u f f i n manner and straightforward i n s t y l e , with strong 

melodies and vigorous rhythms. 

Beecham r e f e r s to Wallace as "one of the most v e r s a t i l e 

c h a r a c t e r s of the day" As w e l l as composing,he wrote on music 

Thomas Beecham: Â Mingled Chime^ (19^^) P 75 
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and t r a n s l a t e d a number of operas i n c l u d i n g S t r a u s s ' 'Feuersnot'; 
he achieved considerable success as a poet and a painter; and he 
never l o s t s i g h t of h i s f i r s t love, medicine (herwas to return to 
i t as a f u l l - t i m e occupation during the Great War). He was a l s o 
a c t i v e i n a number of f i e l d s of musical administration: he was for 
s e v e r a l years honorary s e c r e t a r y to the Philharmonic Society, and 
he occupied a s i m i l a r p o s i t i o n with the Soc i e t y of B r i t i s h Composers, 
an o r g a n i s a t i o n formed i n 1905 under F r e d e r i c k Corder's leadership 
of which the aim was to secure p u b l i c a t i o n and performance of 
members' works. L a s t l y he was a c t i v e on behalf of h i s fellow com
posers i n t h e i r l e g a l concerns, amongst other thiings giving evidence 
before the Royal Commission on Copyright. Talented i n so many 
d i f f e r e n t ways, i t was i n e v i t a b l e that Wallace could not pursue a l l 
h i s i n t e r e s t s concurrently with equal vigour. N e v e r t h e l e s s , i t i s 
curious that he should have abandoned composition immediately a f t e r 
the production of ' V i l l o n ' which was h a i l e d on a l l sides as h i s 
best work-to date. For there i s no evidence to suggest that he 
fjroiuced any major works a f t e r t h i s and c e r t a i n l y nothing that he 
wrote l a t e r made any mark. S e v e r a l of h i s contemporaries t e s t i f y 
to h i s r u t h l e s s honesty; perhaps he, l i k e a number of other composers, 
f e l t i n c r e a s i n g l y at odds with the new a r t i s t i c climate which 
appeared i n the years immediately before the Great War, and, rather 
than compromise h i s a r t i n any way, abandoned composition i n favour 
of h i s other a c t i v i t i e s . (That he held very decided views about 
the p o s i t i o n and duty of a composer i s borne out by h i s a c t i o n 
during the Great War when, having given up w r i t i n g himself, he made 
no s e c r e t of the f a c t that he thought that a l l other composers should 
do l i k e w i s e . ) 

The next of Corder's p u p i l s to make a name for himself as a 

composer was Josef Holbrooke who, during h i s three years at the 

Royal Academy of Music, studied the piano as w e l l as composition. 
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gaining s e v e r a l p r i z e s , medals and s c h o l a r s h i p s i n both f i e l d s 
of a c t i v i t y . He wrote a great deal of music during h i s student 
days, of which almost a l l that s u r v i v e s i s for various chamber 
ensembles: two s e x t e t s , a c l a r i n e t quintet, a piano quartet, a 
piano t r i o and a number of pieces for v i o l i n and for piano. The 
quintet and the quartet may be taken as representative of h i s 
e a r l y s t y l e : they are a t t r a c t i v e and imaginative works, f l u e n t l y 
w r i t t e n but s u f f i c i e n t l y unorthodox to have given considerable 
offence to the a u t h o r i t i e s at the Academy. A l l i n a l l they were 
remarkable achievements for one so young, and display few of the 
s t y l i s t i c weaknesses and i n c o n s i s t e n c i e s which ..mar many of h i s 
l a t e r works. 

On l e a v i n g the Academy i n 1896 at the age of eighteen, 

Holbrooke began h i s p r o f e s s i o n a l career at a very humble l e v e l , 

a c t i n g as accompanist to touring pantomimes and v a r i e t y a r t i s t s . 

He never ceased to compose, however, even i n the l e a s t congenial 

circumstances, and i n March I9OO he had h i s f i r s t success as a 

composer when Manns gave h i s o r c h e s t r a l poem 'The .Raven' at the 

C r y s t a l Palace. The work was w e l l received (although the c r i t i c s 

reckoned i t to show more promise than accomplishment) and on the 

strength of t h i s modest success the young musician decided to 

abandon h i s i t i n e r a n t l i f e , to s e t t l e i n London earning a basic 

l i v i n g by p r i v a t e teaching, and to attempt to e s t a b l i s h himself as 

a composer by s e l l i n g to p u b l i s h e r s as many as possible of h i s 

s m a l l - s c a l e works:- songs, part-songs, anthems and instrumental 

music. Holbrooke had ready command of a light-music s t y l e and h i s 

'Danse Rustique' and 'Pensee Divine', together with many s i m i l a r 

models of fl u e n t anonymity, took t h e i r places i n the catalogues 

of publishers of instrumental music for amateurs. 
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These unashamed p o t - b o i l e r s served to earn the young composer 

a meagre income while he devoted most of h i s energy to the composi

t i o n of more se r i o u s works on a l a r g e r s c a l e . His f i r s t popular 

success came with a s e t of v a r i a t i o n s on 'Three Blind Mice', f i r s t 

given at a Queen's H a l l Prom i n 1901 and repeated i n many subsequent 

seasons, being, i n Wood's words, "always a popular item" Another 

p a r t i c u l a r l y w e l l - r e c e i v e d work was 'Queen Mab', the f i f t h of the 

o r c h e s t r a l poems, which f i r s t appeared at the Leeds F e s t i v a l of 

1904 and was soon taken up by the other E n g l i s h orchestras; by 1912 

i t had t r a v e l l e d as f a r as B e r l i n where the Philharmonic Society 

performed i t with some success under N i k i s c h . S e v e r a l s u b s t a n t i a l 

works were w r i t t e n " a f t e r Edgar A l l e n Poe": 'The B e l l s ' of 1903, 

'Ulalume' produced at a Queen's H a l l Symphony Concert i n 1905» and 

the 'Dramatic Choral Symphony "Homage to E A Poe"' w r i t t e n between 

1902 and 1908. Another contemporary work designated a "Dramatic 

Symphony" was the s e t t i n g of Herbert Trench's poem 'Apollo and the 

Seaman' for s o l o i s t s , chorus and large orchestra, given the f i r s t 

of i t s two known performances under Beecham i n 'I908, the year that 

saw the completion of another major work with strong l i t e r a r y 

a s s o c i a t i o n s , 'The Song of Gwyn ap; Nudd', a concerto for piano and 

o r c h e s t r a a f t e r T E E l l i s ' poem of the same name. 

From the outset o f ' h i s career, Holbrooke and h i s music provoked 

a very mixed response from the c r i t i c s and the p u b l i c . There was a 

great deal of c r i t i c a l fenoe-sitting to be encountered i n reviews of 

performances of h i s works (" ... on the whole one f e e l s one may do 

the composer the j u s t i c e of assuming that the music ... i s a genuine 

expression of the impressions which Poe's words ... have made upon 

h i s own v i v i d imagination"^), but the general tone of much of the 

^ °My L i f e of Music' (1936) p 120 

from a review of 'The B e l l s ' quoted i n 'The Mirror of Music' 
(1947) p 141 
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c r i t i c i s m was laudatory and i n some quarters h i s music e l i c i t e d 

very high p r a i s e indeed: i n about I910 Ernest Newman recorded the 

opinion that the composer's symphonic works were "probably the most 

important i n the whole of Europe" at the time. I t was generally 

f e l t that a composer who wrote so purposefully and confidently 

deserved to be taken s e r i o u s l y and that the strength and vividness 

of h i s music made up for i t s o c c a s i o n a l crudity and i l l o g i c a l i t y . 

A c r i t i c of the f i r s t performance of 'Apollo and the Seaman' 

a p t l y sums up the c h a r a c t e r i s t i c s of Holbrooke's s t y l e as being 

"independence, remarkable fluency, o c c a s i o n a l s t r i k i n g power and 

dubious c o n g r u i t y " ^ . His music was c e r t a i n l y quite h i s own, not

withstanding the s t r o n g l y - f e l t influence of• .Corder's enthusiasms, 

and of h i s fluency there can be no doubt, even i f the c r i t i c i s 

using the word p a r t l y as an i r o n i c euphemism for p r o l i x i t y . 

Mention of "oc c a s i o n a l s t r i k i n g power" imp l i e s that there are a l s o 

passages of undistinguished music and once again t h i s i s an accurate 

c r i t i c i s m , as i s the f i n a l charge of dubious congruity. The com

poser was often very e x p l i c i t i n h i s use of a programme, p r i n t i n g 

e x t r a c t s from i t at various points i n the score; but the connection 

between the l i t e r a r y image and i t s musical representation frequently 

seems very tenuous. 'The Song of Gwyn ap Nudd' i l l u s t r a t e s a l l 

these s t y l i s t i c t r a i t s , none more c l e a r l y than the last-mentioned; 

the s u p e r s c r i p t i o n s which appear i n the score, e s p e c i a l l y those i n 

the second and t h i r d movements, r a i s e dramatic expectations which 

are t o t a l l y u n f u l f i l l e d by the conventional, even bathetic, music 

to which they are a f f i x e d . 

Apart from a short and u n s a t i s f a c t o r y a s s o c i a t i o n with the 

Midland I n s t i t u t e , Holbrooke was never attached to the s t a f f of any 

academic i n s t i t u t i o n ; he wielded influence i n other ways. E a r l y i n 

•'• quoted i n 'Conversations with Cardus' (1976) pp ^0/1 

^ 'Musical Times' Vol'XLIX (1908) P H I 
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h i s career he was a c t i v e as a p i a n i s t and a conductor, from 1900 
he gave annual s e r i e s of chamber concerts devoted to h i s own and 
h i s contemporaries' works and he fought c e a s e l e s s l y with h i s pen 
on behalf of the younger B r i t i s h composers. By the outspoken 
pugnacity of h i s a t t a c k s upon c r i t i c s , p u b l i s h e r s , performers, 
concert promoters and, e s p e c i a l l y , the general public, he did 
great damage to h i s reputation, even more than E t h e l Smyth did to 
hers by a s i m i l a r course of a c t i o n . For whereas the l a t t e r had 
command of a magnificent vei n of b r i l l i a n t and witty i n v e c t i v e , 
Holbrooke's d i a t r i b e s are too often laboured and s p i t e f u l (and on 
occasion s c a r c e l y coherent), p e t u l a n t l y snapping at a l l the hands 
that were i n a p o s i t i o n to feed him. 

Holbrooke had l e s s need than E t h e l Smyth to bludgeon conductots 

and impresarios into performing h i s music; l e f t to speak for them

selv e s , h i s works would have re c e i v e d as much at t e n t i o n as they 

merited. But he seems to have been a f f l i c t e d with considerable 

e g o c e n t r i c i t y (the episode of h i s r e f u s i n g to play at Bournemouth 

because of the small s i z e of the l e t t e r i n g used for h i s name on the 

posters i s too w e l l documented to be t o t a l l y without foundation) 

and by working f a r too hard on behalf of h i s works he r a i s e d expect

a t i o n s which most of them were quite unable to s a t i s f y . Holbrooke 

was another composer famous i n Edwardian England for reasons not 

wholly concerned with the q u a l i t y of h i s compositions. 

The most t a l e n t e d of a l l Corder's p u p i l s was Arnold Bax who 

spent the f i r s t f i v e years of the new century as a student at the 

Royal Academy of Music where, i n addition to composition, h i s p r i n c 

i p a l study was the piano. Despite h i s c o n s i d e r a b l e , g i f t s as a 

keyboard player, Bax never took h i s playing completely s e r i o u s l y 

and h i s public appearances as a performer were l i m i t e d to occasions 
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when, e x p l o i t i n g h i s unique sight-reading a b i l i t i e s , he acted as 
a last-mihute s u b s t i t u t e for another player. He speaks fondly of 
Matthay ( h i s piano teacher) i n h i s autobiography 'Farewell,My Youth' 
but says next to nothing about Corder. I t i s more than possible 
that he recognised that Corder's easy-going and indulgent methods 
were not what he had needed i n the e a r l y stages of h i s career; the 
opinion has c e r t a i n l y often been expressed that of a l l the second 
generation of composers of the E n g l i s h musical renaissance, Bax more 
than almost any other stood i n need of the rigorous d i s c i p l i n e of a 
course of lessons with Stanford. But would master and p u p i l have 
been able to e s t a b l i s h any s o r t of working r e l a t i o n s h i p ? The c l a s h 
of p e r s o n a l i t i e s might w e l l have proved too v i o l e n t for there to 
have been f r u i t f u l r e s u l t s from the attempt; try as he s u r e l y would 
have done, i t i s not very l i k e l y that Stanford would have been able 
to r i d Bax of the tendency to over-complexity and p r o l i x i t y to which 
h i s e a r l y works were prone. 

The f i r s t of Bax's compositions to make an impression were some 

that he completed towards the end of h i s s p e l l .at the Royal Academy: 

a 'Concert Piece' for v i o l a and piano given at the second of the 

Patron's Fund concerts i n December 1904 (on which occasion a c r i t i c 

p r a i s e d an "expressive theme of I r i s h idiom" but found the whole 

work marred by "vagueness of form" "'") and a set of o r c h e s t r a l 

'Symphonic V a r i a t i o n s ' s e l e c t e d by the same body for r e h e a r s a l at 

the Royal College of Music the following year. 'A C e l t i c Song Cycle' 

and the t r i o for piano, v i o l i n and v i o l a a l s o date from the same 

period and were published under the auspices of the Society of 

B r i t i s h Composers i n 1906 and 1907 r e s p e c t i v e l y ; the l a t t e r the com-

poser l a t e r dismissed as a " d e r i v a t i v e and formless farrago" tui 

•*- M u s i c a l Times, Vol XLVI "a905r, PJ+O 

^ "Farewell,My Youth" (19^3) P 89 
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the former was for many years h i s best-known work. The 'Concert 
Waltz i n E f l a t ' , dating from 1904 ,is a jeu d'espr i t with a strong 

vein of a f f e c t i o n a t e parody. 

Bax's f a s c i n a t i o n with I r e l a n d and the I r i s h dates from 1902 

and remained with him r i g h t up u n t i l h i s death i n 1955. As a r e s u l t 

of i t he spent long periods of time i n I r e l a n d and went so far as to 

create an I r i s h a l t e r ego, Dermot O'Byrne, through whom he became 

f r i e n d l y with the leaders of the n a t i o n a l i s t l i t e r a r y movement 

based i n Dublin, and produced poems and t a l e s i n a s e l f - c o n s c i o u s l y 

C e l t i c idiom. T h i s love of I r e l a n d a l s o had i t s e f f e c t upon h i s worJc 

as a composer, but i t s primary influence on h i s music was r e s t r i c t e d 

to the decade I903/I913. The form which t h i s influence took had 

more to do with the expression of h i s own r e a c t i o n to I r i s h scenery 

amd legend than with the c r e a t i o n of a d e l i b e r a t e l y n a t i o n a l i s t 

idiom based on indigenous f o l k music. Bax was always s c o r n f u l of 

composers who used folk-songs i n t h e i r works (although he excepted 

Vaughan Williams from t h i s blanket s t r i c t u r e ) and the f a c t that 

some of h i s melodies have a d i s t i n c t l y I r i s h flavour about them has 

i t s roots f a r deeper i n the musical subconscious than a de s i r e merely 

to impart a l i t t l e l o c a l colour. 

The f i r s t of the I r i s h works, a tone poem e n t i t l e d 'Cathleen 

n i Houlihan', remained unperformed during the composer's l i f e t i m e . 

.'A Connemara Revel' was given by the Royal Academy orchestra at 

Queen's H a l l i n A p r i l 1905 and 'Into the T w i l i g h t ' by Beecham i n 

A p r i l 1909,but n e i t h e r made a strong impression and Bax subsequently 

withdrew both from c i r c u l a t i o n . I n t e r e s t aroused by other of h i s 

works combined with a recommendation from E l g a r prompted Henry Wood 

to i n v i t e Bax to wri t e a piece for the I9IO Queen's H a l l Proms, and 

'In the Faery H i l l s ' was duly introduced on 30th August that year. 
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I t was recognised as being of greater s i g n i f i c a n c e than i t s pre

decessors, an accomplished treatment of strong and o r i g i n a l 

m a t e r i a l , and could be claimed to be the composer's f i r s t f u l l y 

mature o r c h e s t r a l work, the f i r s t i n t h i s genre to be deemed 

worthy of p u b l i c a t i o n . These s u b s t a n t i a l compositions were i n t e r 

spersed by s m a l l e r - s c a l e works with I r i s h a s s o c i a t i o n s : a number 

of songs, i n c l u d i n g one s e t t i n g of h i s own verse 'When we are l o s t ' 

w r i t t e n i n January 1905, and the f i r s t v e r s i o n of 'Moy Mell' 

('The Happy P l a i n ' ) , one of the best of h i s two-piano works, pro

duced i n 1908. 

J u s t as Arnold Bax and Dermot O'Byrne pursued l a r g e l y independ

ent but contemporary c a r e e r s , so the E n g l i s h and I r i s h s t r a i n s i n 

h i s music f l o u r i s h e d simultaneously and works quite free of I r i s h 

a s s o c i a t i o n s were produced at the same time as those mentioned 

above. Two o r c h e s t r a l works, 'A Sang of L i f e and Love' and 

'A Song of War and V i c t o r y ' , have not remained extant; two two-

movement symphonies dating from I906/07 escaped destruction at the 

hands of the composer, but never reached performance. A s e t t i n g of 

Runeberg's 'Fatherland' for tenor, chorus and orchestra was given 

at the Musi c a l League F e s t i v a l i n 1909 and j u s t l y c r i t i c i s e d for 

i t s remarkable c o n v e n t i o n a l i t y . A ' F e s t i v a l Overture', w r i t t e n i n 

1909 but not performed u n t i l March 1912 when i t opened the second 

of Balfour Gardiner's o r c h e s t r a l concerts, two unpublished s t r i n g 

q u i n t e t s and more songs complete the catalogue of Bax's Edwardian 

works. The s t y l e and s p i r i t of h i s e a r l y music were such as to 

a t t r a c t a t t e n t i o n and h i s g i f t s as a p i a n i s t won him a c e r t a i n 

n otoriety i n London musical c i r c l e s . Qneimay/.fe.e sur p r i s e d to read that 

as e a r l y as 1909 Eaiwin. Evans f e l t j u s t i f i e d i n introducing him to 

Vincent d'Indy as "one of our prominent composers" ^ but i t i s safe 

•'• quoted i n 'Farewell,My Youth' p 60 
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to say that by the end of the Edwardian decade he was one of the 
young composers whose c a r e e r s were being watched most c l o s e l y . 

Ralph Vaughan Williams would have merited t h i s d e s c r i p t i o n 

at t h i s time j u s t as much as Arnold Bax did. Less obviously g i f t e d 

than the l a t t e r , Vaughan Williams de\ELoped i n t o a composer of s t a t 

ure more slowly and apparently with greater d i f f i c u l t y ; but by I9IO 

s e v e r a l works had proclaimed him to be a composer with something to 

say and, at l a s t , the means with which to say i t . 

Vaughan Williams was born i n I872 into an upper-middle-class 

family of enlightened outlook and i n t e l l e c t u a l prowess but no p a r t i 

c u l a r a r t i s t i c accomplishment. His o f f i c i a l musical education was 

undertaken at the Royal College of Music during two periods of 

study (1980 - 92 and 1895 - 96) and at Cambridge i n the intervening 

three y e a r s , where the impression he made on h i s teachers and con

temporaries was of being conscientious and determined but i n no way 

s p e c i a l l y g i f t e d . He was possessed of a s m a l l p r i v a t e income which 

precluded the n e c e s s i t y of h i s s e t t l i n g i n t o a f u l l - t i m e occupation 

on l e a v i n g the Royal College and allowed him both the time and the 

energy to pursue the composition which soon supplanted organ-playing 

as the c h i e f of a number of musical a c t i v i t i e s . With the benefit of 

hindsight we can see how the other musical p u r s u i t s which he was 

following j u s t a f t e r the turn of the century, which at the time must 

have appeared both diverse and d i v e r t i n g , were_unconsciously prepar

ing him for the r o l e he was soon to f i l l . A large number of the 

a r t i c l e s he wrote for the musical press and the extension l e c t u r e s 

that he gave turned upon the p o s i t i o n of the composer, e s p e c i a l l y 

the modern E n g l i s h composer, i n s o c i e t y and the musical world at 

l a r g e ; and the conductorship of c h o r a l s o c i e t i e s and the management 

of a competitive f e s t i v a l gave him considerable i n s i g h t into choral 

s i n g i n g and the ways of amateur music-making, two spheres of a c t i v i t y 
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i n which he was to accomplish much i n l a t e r years. His deep 
involvement i n the r e v i v a l of i n t e r e s t i n E n g l i s h folk-song and h i s 
e d i t o r s h i p of old E n g l i s h music should be mentioned here although 
each i s s u f f i c i e n t l y important to warrant f u r t h e r d i s c u s s i o n 
l a t e r . Thus the general trend of h i s a c t i v i t y was aiming him 
towards a career as a composer although i t was not u n t i l about 1907 
that h i s works began to earn him anything l i k e a wide reputation. 
Nevertheless^as e a r l y as 1903 two remarkably perceptive a r t i c l e s 
(one by Edwin Evans and the other by W Barclay Squire) were pub
l i s h e d , both surveying the contemporary musical scene i n England 
and each s i n g l i n g out Vaughan Williams' name for s p e c i a l mention 
and prophesying great things from him. The composer subsequently 
withdrew or disowned a l l the l a r g e - s c a l e works on which these two 
estimates of h i s s t a t u r e were based; a l l that has come down to us 
from t h i s stage i n h i s career are a handful of songs including 
'Linden Lea', ' S i l e n t Noon' and 'Whither must I wander?'. 

I n the course of h i s o f f i c i a l t r a i n i n g V/aughan Williams came 

under many i n f l u e n c e s . I n h i s student days he had composition 

l e s s o n s from Parry, Stanford and Charles Wood; Elg a r and Delius 

refused to give him formal t u i t i o n but could not prevent him from 

l e a r n i n g something of t h e i r methods d i r e c t l y from t h e i r scores. He 

a l s o studied with Max Bruch i n B e r l i n i n I897/8 and ten years l a t e r 

spent two months i n P a r i s working-(mainly at orc h e s t r a t i o n ) with 

Maurice R a v e l , a man three years younger than himself. From a l l 

these men he l e a r n t something,but a l l , even Stanford who at f i r s t 

seems to have had l i t t l e f a i t h i n h i s a b i l i t i e s , respected h i s 

independent s p i r i t and recognised that he would have to discover 

himself m u s i c a l l y i n h i s own good time. Works can be found which 

give evidence of these i n f l u e n c e s having been only p a r t l y digested: 



116 

one thinks of the Quintet produced soon a f t e r the period of study 
with Bruch on which the Teutonic hand l i e s heavy, and of the f i r s t 
v e r s i o n of the S t r i n g (Quartet i n G minor, produced s h o r t l y a f t e r 
h i s r e t u r n from P a r i s , which caused one of h i s f r i e n d s to remark 
that he "must have been having tea with Debussy" But as the 
composer became more sure of himself he began to evolve a s t y l e 
which was quite h i s own, a s t y l e i n which these (and other) widely 
d i f f e r i n g outside i n f l u e n c e s were r e c o n c i l e d and resolved and took 
t h e i r place alongside much that was quite new and u t t e r l y personal. 

More important c a t a l y s t s i n the development were the two 

i n f l u e n c e s already mentioned which he imbibed d i r e c t l y from the 

fountain-head r a t h e r than from precepts suggested to him by other 

men. The f i r s t and more r a d i c a l influence was that of E n g l i s h 

folk-song. Even as a c h i l d Vaughan Williams had responded strongly 

to the few f o l k - c a r o l s which were then c u r r e n t , and h i s i n t e r e s t had 

grown considerably during the l890s, a decade which saw the p u b l i c 

a t i o n of s e v e r a l important pioneering c o l l e c t i o n s of "country songs". 

But despite the founding of the Folk Song Society i n 1898, a know

ledge of folk-song was s t i l l r e s t r i c t e d to a comparatively small 

a c a d e m i c a l l y - i n c l i n e d c i r c l e whose i n t e r e s t was aroused by antiquarian 

r a t h e r than purely musical considerations. Folk-music was an absorb

ing s p e c i a l i s t i n t e r e s t for the few but not seen as having any 

connection with the main stream of musical development. Two men 

changed a l l t h i s . C e c i l Sharp s e t about enlarging the treasury of 

known songs by embarking upen a vigorous career as a c o l l e c t o r working 

i n the f i e l d , and was a l s o responsible for a very much wider 

dissemination of folk-songs by h i s p r o s e l y t i z i n g work both i n p r i n t 

and as a l e c t u r e r . Vaughan Williams pursued an equally important . 

and a c t i v e career as a folk-song c o l l e c t o r - between 1903 and 1913 

Ralph Vaughan Wil l i a m s : 'National Music and other Essays (I963) 
P 191 
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he gathered ower eight hundred songs - but a l s o f i l l e d a unique 
p o s i t i o n i n being the f i r s t E n g l i s h composer of s t a t u r e to involve 
himself f u l l y i n the movement and to see i n folk-song an element 
which could and should be absorbed in t o the current n a t i o n a l 
musical language. Speaking on behalf of a number of musicians of 
h i s generation,Vaughan Williams wrote: "We were dazzled, we wanted 
to preach .a new gospel, we wanted to rhapsodize on these tunes j u s t 
as L i s z t and Grieg had done on t h e i r s ... we simply were fascinated 
by the tunes." The composer had long been troubled by the whole
s a l e automatic acceptance i n t h i s country of a r t i s t i c canons and 
p r a c t i c e s prevalent i n other countries which had no r i g h t f u l 
a p p l i c a t i o n to the musical s i t u a t i o n i n England. He preached the 
apparent paradox that E n g l i s h music should turn i n upon i t s e l f and 
acquire a d i s t i n c t i v e idiom i n order to gain a' new s e l f - r e s p e c t and 
a l s o to win greater respect abroad. I n E n g l i s h folk-song,he and a 
number of h i s contemporaries recognised a means towards t h i s end, 
a wholly native musical s t r a i n of irreproachable a r t i s t i c i n t e g r i t y 
which could be enormously h e l p f u l i n giving E n g l i s h music a d i s t i n c t 
i v e v o i c e . 

The other major i n f l u e n c e which contributed to the formation 

of h i s mature musical s t y l e was h i s i n c r e a s i n g awareness of E n g l i s h 

music of the past. L i k e many of h i s generation h i s eyes were opened 

to the greatness of P u r c e l l by the musical c e l e b r a t i o n s which marked 

the bicentenary of the l a t t e r ' s death i n l695« (Vaughan Williams 

a c t u a l l y sang i n the chorus of the r e v i v a l of 'Dido and Aeneas' 

staged by students of the Royal College at the Lyceum Theatre i n 

November 1895.) At the same time there was a s i m i l a r r e v i v a l of 

i n t e r e s t , or more a c c u r a t e l y an awakening of i n t e r e s t , i n E n g l i s h 

i b i d p 46 
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music of an even e a r l i e r period. The f i r s t modern performing 

e d i t i o n s of the Byrd Masses were i s s u e d between I890 and 1901; 

Barclay Squire and F u l l e r Maitland published t h e i r e d i t i o n of the 

F i t z w i l l i a m V i r g i n a l Book i n l899; R R Terry began to exhume some 

of the forgotten t r e a s u r e s of Tudor Church Music at Downside Abbey, 

work which he continued when he moved to Westminster Cathedral i n 

1901; and i n t e r e s t i n the s e c u l a r music of the same period was 

stimulated by the a c t i v i t i e s of such groups- as the Magpie Madrigal 

S o c i e t y and the Oriana Madrigal Society. T h i s rediscovery of the 

r i c h e s of England's musical past made i t s strongest i n i t i a l impact 

i n academic c i r c l e s , one r e s u l t of which was that composition 

students began to be taught modal counterpoint rather than the 

s t r i c t academic counterpoint beloved of the pedagogues of the e a r l y 

nineteenth century. Stanford was i n the forefront of t h i s movement 

i n England and made h i s p u p i l s w r i t e modal masses and motets as 

e x e r c i s e s ; but Vaughan Williams he found to be so taken with the 

modes already that he needed r e s t r a i n t r a t her than encouragement i n 

t h e i r use. 

As with h i s other enthusiasms, Vaughan Williams found p r a c t i c a l 

o u t l e t s for t h i s i n t e r e s t ; i n h i s l e c t u r e s and a r t i c l e s he urged 

h i s f e l l o w countrymen to acquaint themselves with the best E i i g l i s h 

music of the past, and a l l the c h o i r s he conducted before long found 

themselves singing the works of the Tudor and Stuart composers. The 

s c h o l a r l y yet e n t h u s i a s t i c tone of h i s a r t i c l e s caught the a t t e n t i o n 

of the committee of the P u r c e l l S ociety, and he was i n v i t e d to make 

a new e d i t i o n of the 'Welcome Odes' to be published under i t s 

a u s p i c e s ; t h i s work seems to have been undertaken at about the turn 

of the century although the two volumes were not issued u n t i l 1905 

amd 1910. A more time-consuming and s u b s t a n t i a l piece of musical 
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s c h o l a r s h i p was h i s e d i t i n g of the music for the 'English Hymnal', 
a task which occupied the best part of the two years before the 
new book appeared i n I906. T h i s work did not, of c o u r s e , r e s t r i c t 
i t s e l f to E n g l i s h music or even to music of the past, but i t was for 
i t s enlightened treatment of E n g l i s h tunes of the six t e e n t h , 
seventeenth and eighteenth c e n t u r i e s that i t i s most remarkable. 
Once, again the composer's 'Musical Autobiography' best sums up the 
i n f l u e n c e that t h i s work had on him. " I wondered then i f I were 
wasting my time ... But I know now that two years of c l o s e a s s o c i a 
t i o n with some of the best (as w e l l as some of the worst) tunes i n 
the world was a be t t e r musical education than any amount of sonatas 
and fuguesi." •'' T y p i c a l of the composer that he should turn an 
apparently mundane musical task to dual advantage; for as w e l l as 
having a b e n e f i c i a l e f f e c t upon h i s own music, the 'English Hymnal' 
was an epoch-making work i n the f i e l d of church music, s e t t i n g new 
standards of musical s c h o l a r s h i p and i n t e g r i t y . 

Once again there are works which show that Vaughan Williams 

found i t no easy matter to absorb these musical i n f l u e n c e s s t r a i g h t 

away. Although from the f i r s t h i s s e t t i n g s of folk-songs for voice 

and piano were highly f e l i c i t o u s , being more i n t e r e s t i n g than Sharp's 

but l e s s i d i o s y n c r a t i c than Grainger's, h i s s o l u t i o n s to the problem 

of how to employ folk-songs i n more s u b s t a n t i a l compositions were 

at f i r s t only p a r t i a l l y s u c c e s s f u l . Of the three 'Norfolk Rhapsodies' 

w r i t t e n i n I906 (which were o r i g i n a l l y intended to form a three-

movement 'Norfolk Symphony'),only the f i r s t was allowed to remain 

i n c i r c u l a t i o n and eventually to reach p u b l i c a t i o n i n 1925. I t i s 

p a r t l y the q u a l i t y of the melodies i t uses that places i t on a 

higher l e v e l than i t s companion piec e s , but the way i n which the 

tunes are handled i s p l e a s a n t l y spontaneous and easy; there i s l i t t l e 

attempt a t t h e i r development or contrapuntal combination, devices 

•'" i b i d p 190 
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which seem to have marred the other two rhapsodies. However, i t i s 
only f a i r to point out that the work was quite r a d i c a l l y r e v i s e d i n 
the e a r l y 1920s; v e r b a l d e s c r i p t i o n s of the f i r s t version show i t 
to have been a more contrived a f f a i r , u s i n g many more tunes and sub
j e c t i n g them to more elaborate treatment. A d i f f e r e n t technique 
was used i n the' 'Fantasia on E n g l i s h Folk Song' f i r s t given by 
Henry Wood at a Prom i n I910 but subsequently withdrawn and destroyed. 
There i s a divergence of opinion as to whether t h i s work was based 
on true folk-songs or on m a t e r i a l w r i t t e n i n a folk s t y l e ; the con
fusi o n seems p a r t l y due to the f a c t that i t never presented the tunes 
complete or i n unaltered form. The c r i t i c of the 'Musical Times' 
found i t "one of the most i n t e r e s t i n g and convincing of compositions 
i n t h i s form", ^ but c l e a r l y the composer was d i s s a t i s f i e d ; no 
second performance of the work can be traced. 

The c h a r a c t e r i s t i c s which Vaughan Williams"musical s t y l e 

acquired i n the wake of h i s s t u d i e s of the music of the past are 

l e s s t a n g i b l e than those t r a c e a b l e to h i s enthusiasm for E n g l i s h 

folk-song. I n matters of e f f e c t i v e sonority, contrapuntal s k i l l 

and j u s t v e r b a l accentuation, q u a l i t i e s i n which h i s mature chor a l 

music e x c e l s , he c l e a r l y learned much from h i s understanding of the 

methods of the Tudor composers; but a number of ea r l y part-songs 

which describe themselves as b a l l e t t s or madrigals, a t t r a c t i v e as 

they are, quite miss the s p r i g h t l i n e s s and subtlety of the models 

on which they are loosely.founded. The c l e a r e s t proof of h i s deep 

sympathy with the Tudor polyphonists came much l a t e r i n h i s career 

with the Mass i n G minor and '0 Vos Omnes', j u s t as h i s understand

ing of the s p i r i t as w e l l as the form of the dances of the seven

teenth century was not revealed f u l l y u n t i l 1930 and 'Job'. I n 

the e a r l y years of t h i s century the c h i e f importance to him of the 

•'• Musical Times' Vol L I ( I 9 I O ) , p 658 ' 
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music of Byrd, P u r c e l l and t h e i r contemporaries was i t s l i b e r a t i n g 

i n f l u e n c e ; i t made a welcome and s t i m u l a t i n g change from the opaque 

and elaborate s t y l e of mush of the new music current at the time, 

and provided l i v i n g proof that there was such a thing as a f i r s t - r a t e 

n a t i v e musical t r a d i t i o n i n England. 

Vaughan Williams once defined a genius as the r i g h t man i n 

the r i g h t place at the rigfet time. He obviously did not intend that 

t h i s d e f i n i t i o n should be applied to himself, but i t i s i n t e r e s t i n g 

to see how these three r e q u i s i t e s were f u l f i l l e d i n h i s own case. 

He was the r i g h t man i n being highly i n t e l l i g e n t , f i e r c e l y i n d i v i d u a l , 

enormously hardworking and someone whom circumstances had placed 

above the n e c e s s i t y of w r i t i n g music i n order to make a l i v i n g . 

He found himself i n the r i g h t place.;; i n a country with a glorious 

musical past and a strong t r a d i t i o n of music-making, and with which 

he f e l t a deep s p i r i t u a l a f f i n i t y . And above a l l he appeared at the 

r i g h t time to benefit from the high standards of musical education, 

the enormously t h r i v i n g musical environment and the growing concern 

with the evolution of a n a t i o n a l school of composition. 

During h i s f i r s t period of maturity as a composer (the years 

from 1907 to 1914),Vaughan Williams produced works i n a great 

v a r i e t y of genres; o r c h e s t r a l , chamber, instrumental;, choral, vocal 

and o p e r a t i c . His f i r s t published compositions had been songs with 

piano, and i t was on these works that h i s e a r l y fame rested. The 

most widely performed and appreciated of h i s l a t e Edwardian works 

was i n a s i m i l a r medium, the song-cycle 'On Wenlock Edge', w r i t t e n 

soon a f t e r h i s period of study with Ravel. I t i s i n t e r e s t i n g that 

the f i r s t works that p o s t e r i t y regards as being e n t i r e l y worthy of 

the composer's g i f t s should have appeared immediately a f t e r t h i s 

f i n a l period of o f f i c i a l composition study, as though the mature 

s t y l e had waited for the end of the l a s t l e sson then gladly revealed 

i t s e l f . But there i s one work pre-d^ng Vaughan Williams' stay i n 
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P a r i s which, by i t s novelty of outlook and sureness of technique, 
deserves to be c l a s s e d as a mature work. This i s 'Toward the 
Unknown Region', l i n e s from Whitman's 'Whispers of Heavenly Death' 
set f or chorus and o r c h e s t r a . I t dates from I906 and was f i r s t 
performed at the Leeds F e s t i v a l i n the autumn of the following 
year, the composer conducting. The work i s a f r u i t f u l hunting-
ground for the student of s t y l i s t i c i n f l u e n c e s and person character
i s t i c s . U t t e r l y d i s t i n c t i v e are the j u x t a p o s i t i o n s of simple t r i a d s , 
the frequent use of t r i p l e t rhythms and s e v e r a l germs of melody^ 
l e s s so are the pages of modal harmony, the moments of r i c h 
chromaticism and the lengthy paragraphs of warmly diatonic counter
point, although even these devices are used i n a highly personal 
way. The 'Musical Times' c r i t i c of a performance of the work given 
by the Bach Choir i n March 1909 found the music to be "permeated 
by the Brahms idiom", but t h i s i s misleading because what Brahms there 
i s i n the work has come as part of the much stronger influeuce of 
Parry. T h i s mingling of the personal with the general, the new and 
the old, i s p a r t l y what makes the work so i n t e r e s t i n g . To a l a t e r 
generation i t i s the r e t r o s p e c t i v e elements which are immediately 
s t r i k i n g , but e a r l y audiences found the work e x c i t i n g l y forward-
looking. "New i n i t s outlook and new i g i t s working o u t " ^ was how 
Harry Plunket Greene described i t , and " e n t h r a l l i n g i n i t s b e a u t i f u l 
i n t e r p r e t a t i o n of the words". A l l t h i s t a l k of i n f l u e n c e s and 
s t y l i s t i c t r a i t s should not obscure the f a c t that i t i s a highly 
s u c c e s s f u l piece of music, greeted with enormous enthusiasm at i t s 
f i r s t performance, and that, i n the words of the c r i t i c of 'The Times', 
i t was " e a s i l y ahead of anything the young composer has yet given us". 

The work which occasioned the wry remark about Vaughan Williams 

"having tea with Debussy" was a ^String Quartet i n G minor, begun i n 

^ H Plunket Green: Charles V i l l i e r s Stanford' (1935) P 138 
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1908 immediately a f t e r h i s r e t u r n from France, completed the 

following year and f i r s t performed by the S c h w i l l e r Quartet i n 

November 1909. I t was one of a number of works wr i t t e n before 

the Great War then r e v i s e d for p u b l i c a t i o n i n the ear l y 1920s. 

I t i s not known e x a c t l y what form t h i s r e v i s i o n took, but from the 

tone of some of the reviews of the f i r s t performance i t would seem 

that i n i t s o r i g i n a l v e r s i o n i t was a highly advanced and experi

mental work. Michael Kennedy quotes one c r i t i c as l a b e l l i n g i t 

"an extreme development of modernism" and another who speaks of 

"harmonic progressions that frequently torture the ear". The 

harmonies c e r t a i n l y range very widely and the harmonic rhythm i s 

frequently very s w i f t , e s p e c i a l l y i n the outer movements. But 

chords which look puzzling on paper sound p e r f e c t l y n a t u r a l i n 

performance, and the p r i n c i p a l melodies are concise, c l e a r and easy 

to grasp. The F i n a l e , a boisterous rondo, i s f u l l of the colour-

i s t i c s t r i n g e f f e c t s which must have given r i s e to the j i b e about 

French i n f l u e n c e . One i s reminded that Vaugham Williams' lessons 

with Ravel were l a r g e l y concerned with instrumentation; i t i s the 

manner not the matter of t h i s music that betrays a French i n f l u e n c e . 

The same i s tru e , but to a l e s s e r extent, of the song cyc l e 

'On Wenlock Edge', composed at much the same time as the quartet and 

s i m i l a r l y f i r s t heard i n public i n November 1909. The songs were 

accorded a much more favourable reception than the quartet had 

r e c e i v e d ; what adverse c r i t i c i s m they provoked centred not so much 

upon the composer's musical s t y l e per se but rather upon h i s wedding 

of music and words. But i t was t h i s very q u a l i t y of s e n s i t i v i t y 

both to the general mood and the d e t a i l s of the text which was com

mended by the majority of contemporary c r i t i c s , a judgement which 

p o s t e r i t y has endorsed. Of the s i x poems s e t , the only one which 

Michael Kennedy: The Works of Ralph Vaughan Williams' (1964) 
P 115 
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runs contrary to the poet's i n t e n t i o n s i s the f i n a l one, 'Clun' , 

where the serene beauty of the music makes a convincing but 

unexpected reading of the poem,one which ignores the pessimism 

which Housman su r e l y intended. Elsewhere the music underlines and 

points the text with outstanding sympathy. The r e p r e s e n t a t i o n a l 

music of the f i r s t and f i f t h songs (depicting the gale i n the 

former and the church b e l l s i n the l a t t e r ) i s no l e s s e f f e c t i v e 

for being an obvious treatment of the poems.'; equally f e l i c i t o u s 

but more subtle i s the irony of the fourth song 'Oh when I was i n 

love with you' and the t i m e l e s s poise of the second. The t h i r d 

song, ' I s my team ploughing?', i s at once the most a f f e c t i n g and 

the l e a s t e f f e c t i v e i n the c y c l e . I n s t y l e i t looks back to the 

composer's e a r l i e r pre-Raphaelite phase, with i t s pounding t r i p l e t s 

and r i c h chromatic harmony, devices which lead i t dangerously near 

the brink of melodrama, e s p e c i a l l y i n the l a s t verse. A dense and 

o v e r s t r a i n e d texture at c l i m a c t i c moments was an impediment which 

even the f u l l y mature Vaighan Williams could not always shake off; 

the other great emotional peak of the c y c l e , "Oh noisy b e l l s be 

dumb" i n '.Bredon H i l l ' , makes a greater e f f e c t with many fewer 

notes. I t i s the sense of s t r a i n i n ' I s my team ploughing?' which 

places i t on a lower l e v e l than the r e s t of the c y c l e ; the other 

songs have an e f f o r t l e s s i n e v i t a b i l i t y which i s the mark of great 

music. 

Spontaneity c h a r a c t e r i s e s a l s o the i n c i d e n t a l music to 

Aristophanes' 'The Wasps' which Vaughan Williams wrote for a 

Cambridge production i n 1909• T h i s q u a l i t y , combined with i t s wit 

and high s p i r i t s , made the work immensely e f f e c t i v e and engaging, 

but blinded, and continues to b l i n d , l i s t e n e r s to i t e h i g h l e v e l 

of i n s p i r a t i o n and i t s expert workmanship. The cut and flavour of 

many of the melodies show that the s p i r i t of folk-song had been 

thoroughly absorbed, and t h e i r treatment i s admirably unforced. 
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The work was w r i t t e n for a theatre band of twenty-four p l a y e r s , 
but three years a f t e r i t s f i r s t performance f i v e movements were 
extracted and rescored for f u l l o r c hestra to form a concert s u i t e . 
I t would be i n t e r e s t i n g to hear the o r i g i n a l version as t h i s was 
the f i r s t o r c h e s t r a l score that the composer completed a f t e r h i s 
l e s s o n s with Ravel; c e r t a i n l y the o r c h e s t r a t i o n of the 1912 
v e r s i o n i s e n d l e s s l y r e s o u r c e f u l and b e a u t i f u l l y apt. 

The three premieres which took place i n November 1909 did 

l i t t l e to i n c r e a s e Vaughan Williams' reputation. 'On Waslock Edge' 

a t t r a c t e d s u r p r i s i n g l y l i t t l e a t t e n t i o n at f i r s t and what impress

ion the s t r i n g quartet made was by no means wholly favourable. 

The music to 'The Wasps' had the p o t e n t i a l of considerable popul

a r i t y but u n t i l the concert s u i t e was f i r s t played ( i n J u l y 1912) 

i t was known only to Cambridge audiences. I t was the continuing 

success of 'Toward the Unknown Region', together with the growing 

popularity of some of the e a r l y songs, for which the composer was 

best known at the end of the Edwardian decade, a s t a t e of a f f a i r s 

which did not a l t e r u n t i l the f i r s t performance of 'A Sea Symphony' 

i n the autumn of 1910 and the s t a r t of the vogue for 'On Wenlock 

Edge' which occurred at about the same time. 

The names of Parry and Stanford are l i n k e d l a r g e l y as a r e s u l t 

of h i s t o r i c a l accident; those of Vaughan Williams and Hoist are 

coupled for the good reason that one cannot f u l l y understand the 

one without knowing something of the other. They f i r s t met as 

students at the Royal College of Music i n I895, and from the 

e a r l i e s t days of t h e i r f r i e n d s h i p shared the gestation, b i r t h pangs 

and e a r l y l i f e of each new work that e i t h e r produced. Their system 

of mutual c r i t i c s m worked w e l l because they were close f r i e n d s but 

very d i f f e r e n t musicians; t h e i r t a l k of " w r i t i n g one another's 

music" was a f a c e t i o u s joke. They shared a d i s s a t i s f a c t i o n with 

the musical s t a t u s quo as they found i t at the turn of the century 
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and a common ba s i c approach to the problem of how to set matters 
r i g h t ; i n some of t h e i r s o l u t i o n s they coincided but i n others 
each went h i s own way. Both were s t r i v i n g for the same musical 
ends,but the means that each adopted were congruent rather than 
conjunct. 

Hoist was born i n l87^ and was thus Vaughan WiMiams' junio r 

by two y e a r s . He came of a family of p r o f e s s i o n a l musicians of 

Swedish o r i g i n and was sent to the Royal College l a r g e l y as a 

r e s u l t of the s u c c e s s f u l production of a youthful operetta i n h i s 

n a t i v e Cheltenham. His p r i n c i p a l s t udies at the College were 

composition ( i n which he was awarded a s c h o l a r s h i p i n 189^) and, 

a f t e r n e u r i t i s had forced him to give up s e r i o u s study of the 

piano, the trombone; h i s composition teacher was Stanford who 

found him a hard-working and not unreceptive p u p i l . While s t i l l 

a student he augmented h i s s c h o l a r s h i p allowance by playing the 

trombone i n theatre o r c h e s t r a s and seaside bands, and on leaving 

the College he found employment as f i r s t trombone and r e p e t i t e u r 

with the C a r l Rosa Opera Company; but a f t e r a s p e l l i n the S c o t t i s h 

Orchestra, he gave up p r o f e s s i o n a l playing to devote himself more 

f u l l y to composing and teaching. His a c t i v i t i e s i n the l a t t e r 

f i e l d were two-fold; he taught at a number of g i r l s ' p u b l ic schools 

i n London and i n a d d i t i o n became i n t e r e s t e d i n adult education, an 

involvement which culminated i n h i s appointment as Musical D i r e c t o r 

at Morley College for V^orking Men and Women i n 190?. Like Vaughan 

Williams,he found working with amateurs both rewarding and s t i m u l 

a t i n g ; with h i s Morley College students he gave f i r s t E n g l i s h 

performances of s e v e r a l Bach cantatas and,in 1911,the f i r s t perform

ance s i n c e the seventeenth century of P u r c e l l ' s 'Fairy Queen'. He 

was to continue t h i s dual career of composer and teacher for the 

r e s t of h i s l i f e . 
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H o i s t ' s musical adolescence, l i k e that of many of h i s 

generation, was e n t i r e l y dominated by the music of Wagner, an 

overbearing i n f l u e n c e which for many years permeated a l l h i s 

s e r i o u s works on any but the s m a l l e s t s c a l e . The composer's 

daughter claims that the one-act opera 'The Youth's Choice', 

completed i n 1902, was so d e r i v a t i v e as to sound l i k e a s k i l f u l 

Wagner parody, and empty Wagnerian formulae f i l l e d out much of 

the e a r l y o r c h e s t r a l music such as the 'Winter I d y l l ' and the 

'Walt Whitman Overture'. The 'Cotswolds Symphony' of 1900 showed 

a r e c o g n i t i o n of the d e s i r a b i l i t y of w r i t i n g music taking i t s 

i n s p i r a t i o n from a native source, but confirmed that the composer 

had not yet found a musical idiom with a more E n g l i s h q u a l i t y than 

the 'olde worlde' s t y l e of Edward German. Hoist's p r o f e s s i o n a l 

background coupled with the legacy of h i s years under Stanford 

gave him flue n t command over an u t t e r l y conventional musical idiom, 

a s t y l e he adopted when w r i t i n g works aimed at s w i f t p u b l i c a t i o n 

and popular appeal. His e a r l y published works, mainly songs and 

part-songs, are i n t h i s u n d i s t i n c t i v e s t y l e ; they are soundly con

s t r u c t e d and f l u e n t l y w r i t t e n , but only momentarily does a 

c h a r a c t e r i s t i c turn of melody or harmony presage the composer's 

mature, hig h l y o r i g i n a l musical language. The o r c h e s t r a l 'Suite 

de B a l l e t ' , which a l s o belongs to 1900, takes conventionality to 

the point of b a n a l i t y , but the c h o r a l b a l l a d 'King Estmere', com

posed three years l a t e r , has an appealing colour and vigour; a 

c r i t i c of the 1908 premiere detected "dramatic i n t u i t i o n " as w e l l 

as "imagination and c l e v e r n e s s ... i n the c h o r a l and instrumental 

•4.- „1 
wrxting" . 

Imogen Hoist claims that "the sudden impact of E n g l i s h f o l k -

tunes changed the whole couffse of ( H o i s t ' s ) l i f e " ^. Vaughan 

'Musical Times; Vol XLIX (1908J , p 326 

^ "The Music of Guitav Hoist' (Second e d i t i o n 1968) p 15 
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Williams c o l l e c t e d h i s f i r s t folk-songs i n December 1903, and 
was doubtless quick to share h i s finds with h i s f r i e n d s ; up u n t i l 
that time Hoist seems to have been l a r g e l y unaware of the existence 
of E n g l i s h folk-song. His f i r s t attempts at f i t t i n g piano accom
paniments to the tunes were apparently "not always a success as i t 
was d i f f i c u l t to grow out of the chromatic habits of the past 
twelve y e a r s " and h i s f i r s t extended composition employing f o l k 
song m a t e r i a l , the o r c h e s t r a l 'Songs of the West', was something 
of a f a i l u r e for much the same reasons. The 'Two Songs Without 
Words' f o r small o r c h e s t r a of I906 were very much more s u c c e s s f u l , 
n e i t h e r quoting an a c t u a l folk-song although each containing 
melodies w r i t t e n i n the f o l k s t y l e . The f i r s t piece, 'Country Song', 
presents two f i n e tunes but obscures them with a laboured and over-
elaborate s e t t i n g . The 'Marching Song' i s much more homogenous i n 
s t y l e ; there are no awkward j o i n s and the occasional chromatic 
harmonies do not j a r with the b a s i c dorian modality. 'A Somerset 
Rhapsody', w r i t t e n at the request of C e c i l Sharp and based on four 
folk-songs from Sharp's c o l l e c t i o n , i s another work which combines 
passages of great beauty and s e n s i t i v i t y with some staggering 
harmonic and s t y l i s t i c i n c o n s i s t e n c i e s . Passages of pure modal 
w r i t i n g suddenly l u r c h i n t o r e e l i n g Wagnerian chromatics (as at 
the 'poco affretando' at figure 12) and the end of the work i s 
marred by a clumsy piece of workmanship where 'Sheep Shearing' and 
'High Germany' are forced i n t o uneasy counterpoint. 

Hoist never f u l l y absorbed folk-song i n t o h i s musical language. 

Although he continued to use folk-tunes i n h i s compositions over 

the succeeding years, he only r a r e l y achieved the ease and spon

t a n e i t y which c h a r a c t e r i s e s Vaughan Williams' mature arrangements 

Imogen H o i s t : 'Gustav Hoist: A Biography (1969) P 28 
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and rhapsodies. The importance of folk-song to him was i n the 
i n v a l u a b l e lessons i t taught i n matters of the s e t t i n g of E n g l i s h 
words and the achievement of emotional strength by the simplest 
of means, and i n the l i b e r a t i n g e f f e c t i t had upon h i s rhythm and 
h i s key sense. To quote h i s daughter once again,"The language 
of folk-tunes was a guide to him, but i t was not h i s own language .. 

I t was j u s t before the turn of the century that Hoist f i r s t 

became i n t e r e s t e d i n the study of Hindu philosophy and r e l i g i o u s 

w r i t i n g s ; he began to l e a r n S a n s k r i t i n I899 and was soon making 

t r a n s l a t i o n s into E n g l i s h of hymns and p h i l o s o p h i c a l poems. At 

f i r s t these s t u d i e s had l i t t l e more e f f e c t upon h i s music than the 

suggestions of novel s u b j e c t matter; the symphonic poem 'Indra' 

belongs s a f e l y i n the post-Wagnerian t r a d i t i o n , and the three act 

opera ' S i t a ' , w r i t t e n between I899 and I 9 0 6, was l a t e r i r r e v e r e n t l y 

dismissed by the composer as "good old Wagnerian bawling", though 

Edmund Rubbra makes the i n t e r e s t i n g point that " S i t a i n Hindu 

mythology i s the god both of d e s t r u c t i o n and c r e a t i o n , and i n the 

opera Hoist has destroyed by confession the remnants of h i s e a r l i e r 

Wagnerian enthusiasms as w e l l as created a viewpoint which i n l a t e r 

works led to such remarkable results," The f i r s t of these remark

able r e s u l t s are to be found i n the 'Vedic Hymns' for voice and 

piano w r i t t e n i n 190? and I908 and f i r s t performed i n t h e i r e n t i r e t y 

i n 1 9 1 1 by L e i l a Duart. The c y c l e as a whole i s very uneven; i n 

some of the songs the composer f a l l s back upon u t t e r l y conventional 

harmonic progressions and t e x t u r a l f i g u r a t i o n s , but the best numbers 

(the f i r s t , second, f i f t h , s i x t h and ninth songs) are s t r i k i n g l y 

o r i g i n a l . The n a t u r a l rhythms and i n f l e c t i o n s of the words are 

scrupulously observed and the harmonies i n the piano part have a 

spare, uncompromising strength. Hoist had begun to r e a l i s e the 

l i m i t a t i o n s of h i s e a r l i e r s t y l e and had struck out upon the lonely 

~ 1 The Music of Gustav Hoist ( 2 n d e d i t i o n 1 9 b « ) p 20 
^ 'Gustav Hoist' ( 1 9 7 ^ e d i t i o n ) p 25 
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journey towards an o r i g i n a l musical language capable of express
ing e x a c t l y what he wanted to say. 

More of the composer's t r a n s l a t i o n s from S a n s k r i t were set 

i n the four groups of 'Choral Hymns from the Rig Veda', the f i r s t 

two of which were composed i n I 9 0 8 and 1 9 0 9 - I n s t y l e they occupy 

much the same t e r r i t o r y as do the solo Hymns, but t h e i r idiom i s 

more c o n s i s t e n t l y personal; there i s l e s s r e s o r t i n g to well-worn 

patterns and sequences. The flavour of each hymn depends upon i t s 

function or the deity i t addresses, and Hoist provided an appropr

i a t e musical r e f l e c t i o n of each, even i n the mysterious and e l u s i v e 

'Hymn to the Unknown God'. The mood which he found hardest to 

match .convincingly with music was that which touched on human 
J 

passion, and i t i s t h i s d i f f i c u l t y which mars the most i n t e r e s t i n g 

of the e a r l y S a n s k r i t works, the chamber opera ' S a v i t r i ' . T h i s 

was w r i t t e n i n I908/O9 but not performed u n t i l I916 when i t was 

given by students at the London School of Opera; the f i r s t pro

f e s s i o n a l production was i n 1921. This small work was t r u l y 

r e v o l u t i o n a r y i n both i t s manner and i t s matter. I t s p h y s i c a l 

dimensions alone mark i t out from a l l opera current i n England 

at. the time, for i t l a s t s barely h a l f an hour, presents only three 

c h a r a c t e r s and employs an o r c h e s t r a of no more than twelve players, 

to which i s added a small wordless female chorus. I t s musical 

idiom i s very nearly as o r i g i n a l . The v o c a l l i n e s are for the 

most part i n an expressive r e c i t a t i v e s t y l e only r a r e l y breaking 

i n t o arioso,and the accompaniment i s very, spare; for long-

s t r e t c h e s the o r c h e s t r a i s t o t a l l y s i l e n t and only very occasion

a l l y do the instruments carry the main substance of the music. 

Everything i s geared to a c l e a r and s e n s i t i v e presentation of the 

t e x t , so much so that when the words (which Ho.lst wrote himself) 
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are t r i t e and conventional,the music too momentarily f a l l s back 
upon the p l a t i t u d e s of grand opera. Such moments of s t y l i s t i c 
i n c o n s i s t e n c y are f a t a l flaws i n the 'Somerset Rhapsody' because 
that work as a whole has l i t t l e urgency about i t ; but there i s a 
sense of t o t a l involvement i n ' S a v i t r i ' , an i n t e n s i t y which c a r r i e s 
the l i s t e n e r through the passages where the composer's technique 
i s unsure. I t i s not known whether Hoist attempted to have 
•S . a v i t r i ' performed before the Great War; i f he did, i t i s s c a r c e l y 
s u r p r i s i n g that h i s attempt was unsuccessful. The work's economy 
and d i r e c t n e s s of utterance would have had l i t t l e appeal i n the 
opulent world of pre-War E n g l i s h opera; i t s nomood was much better 
suited, to the t a s t e of post-War audiences, and i n the e a r l y 1920s 
i t had a notable success and stimulated a number of other E n g l i s h 
composers to experiment with dramatic works on a s i m i l a r l y modest 
s c a l e : 

The Edwardian years i n Hoist ' s career were c h i e f l y character

i s e d by a growing awareness of the inadequacy of h i s earl y musical 

language and consequent experimentation with a number of d i f f e r e n t 

a l t e r n a t i v e s t y l e s . . The years immediately preceding the Great War 

were to be marked by a gradual drawing together of these d i f f e r e n t 

s t r a n d s , the folk-song v e i n , the s t y l e of the Sa n s k r i t works and 

the s t r a i g h t f o r w a r d idiom of h i s works w r i t t e n for pupils and 

amateurs, int o the r i c h , homogenous and o r i g i n a l idiom of 

'The P l a n e t s ' and 'The Hymn of Jesus'. 

There are i n t e r e s t i n g s i m i l a r i t i e s between the earl y careers 

of Hoist and Rutland Boughton: both came under the tutelage of 

Stanford a t the Royal College, for both Wagner was an immensely 

strong e a r l y i n f l u e n c e , both used folk-song as a means of acquiring 

a d i s t i n c t i v e musical language and both shared t h e i r time and energy 

between composing and teaching. Boughton was foun years younger 
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than Hoist and, apart from h i s one year at the College under 
Stanford and Walford Davies, was l a r g e l y musically s e l f - t a u g h t . 
A f t e r l e a v i n g the College i n 1901,he spent four years earning a 
meagre l i v i n g a s a musical odd job man i n London before moving to 
Birmingham to take up a p o s i t i o n which Bantock had offered on the 
s t a f f of the Midland I n s t i t u t e . He was to remain i n Birmingham 
u n t i l 1911 teaching singing, l e c t u r i n g , conducting amateur c h o i r s , 
reviewing concerts for the musical press and composing. 

The e a r l i e s t of h i s compositions to achieve p r o f e s s i o n a l 

performance were for o r c h e s t r a ; a symphonic s u i t e 'The C h i l t e r n s ' , 

an 'Imperial Elegy' on the death of Queen V i c t o r i a and the 

symphonic poem 'A Summer Night' given i n Birmingham i n November 

1902, works which the c r i t i c s judged to be competently w r i t t e n 

but too o v e r t l y reminiscent of Wagner and Tchaikovsky.. More 

d i s t i n c t i v e were the songs he produced at about t h i s time; 

David Ffrangcon Davis (to whom Boughton acted as accompanist for 

a short time) took a number of them into h i s .repertoire, and on 

the evidence of the e a r l y song-cycle 'The Passing Year',Ernest • 

Newman f e l t j u s t i f i e d i n t e l l i n g the composer that he knew of 

"no other of the younger school i n whom there are such c l e a r 

i n d i c a t i o n s of a quite personal s t y l e to come" But apart from 

t h i s c y c l e , few of h i s works achieved p u b l i c a t i o n , a s t a t e of a f f a i r s 

which p e r s i s t e d throughout the Edwardian decade despite an unceasing 

flow of compositions: a symphony e n t i t l e d 'Oliver Cromwell', two 

more symphonic poems i n 1902 and I 9 0 6 , a short dramatic work to a 

tex t by William Morris, and a great many songs and part-songs. Of 

these i t was only works belonging to the f i n a l two categories whihh 

made any mark, most notably the 'Choral V a r i a t i o n s on E n g l i s h Folk

songs', of which four s e t s appeared between 1905 and 1909, f i n e 

quoted by MiEhael Hurd i n ' Immortal Houg ( I 9 6 2 ) p 8 
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works i n which the considerable l i b e r t i e s taken with the tunes 

are j u s t i f i e d by the contrapuntal vigour and dramatic e f f e c t of 

the s e t t i n g s as a whole. 

Boughton's fame as a composer remained very l i m i t e d u n t i l 

almost the end of the Edwardian decade when widespread i n t e r e s t 

was aroused by the appearance of a number of h i s c h o r a l works. 

Novello i s s u e d three i n vocal score i n 1 9 0 9 , a l l of which had been 

performed by the end of the year. 'The Skeleton i n Armour' and 

'The I n v i n c i b l e Armada' were eleven and eight years old respect

i v e l y ; both were competently-written,run-of-the-mill f e s t i v a l 

c a n t a t a s , s i m p l i s t i c n a r r a t i v e t e s t s provided with v i v i d s e t t i n g s , 

i n no way out of the ordinary and.certainly not representative of 

the composer's mature s t y l e . Very d i f f e r e n t was 'Midnight', a 

s e t t i n g of part of Edward Carpenter's poem 'Towards Democracy', 

composed i n 1 9 0 7 . By t h i s time Boughton had become a f e r v i d 

s o c i a l i s t , and Carpenter's v i s i o n of slumbering humanity waking to 

a g l o r i o u s future f i r e d h i s imagination i n a way that costume dramas 

about skeletons and s a i l i n g ships never could. The r e s u l t i n g work 

s^ows a t o t a l command over a v a r i e t y of musical e f f e c t s , a thorough 

understanding of c h o r a l w r i t i n g , a v i v i d musical imagination and a 

sure contrapuntal technique. 'Midnight' made a deep impression upon 

those who heard i t performed at the 1909 Birmingham F e s t i v a l and i n 

Sydney Grew's words, " f i r s t brought fame to the composer" 

Boughton's f i r s t completed opera .'Eolf', a very Wagnerian 

a f f a i r complete with r i l v a l m i n s t r e l s and a p r i z e song, was w r i t t e n 

between 1 9 0 1 and 1 9 0 3 . T o t a l acceptance of Wagner's t h e o r i e s of 

music-drama l e d to a wish to employ them i n a s p e c i f i c a l l y E n g l i s h 

s i t u a t i o n , and i n I 9 0 6 he began work on a cy c l e of dramas using 

A r t h u r i a n legends as a b a s i s . I n the following year he became aware 

•'• Our F a v o u r i t e Musicians from Stanford to Holbrooke ( 1 9 2 2 ) p 2 1 0 
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of Reginald Buckley, a j o u r n a l i s t and poet who was working along 
e x a c t l y s i m i l a r l i n e s ; the two men decided to pool t h e i r resources 
and together wrote the l i b r e t t i of the f i r s t two dramas of the 
pro j e c t e d c y c l e . Boughton's s e t t i n g of the f i r s t , 'The B i r t h of 
Arthur', was completed i n short score i n 1909; the orc h e s t r a t i o n 
was never f i n i s h e d (the performances of the work that took place 
from 1920 onwards were given with piano accompaniment) and the 
work has remained unpublished. Both the matter of the music and 
i t s treatment were unashamedly Wagnerian, although Michael Hurd 
detects "touches of Debussy i n the supernatural scenes" The 
work's one completely novel feature was the use of the chorus to 
set the mood of each scene and comment upon the characters and 
t h e i r a c t i o n s without taking any part i n the drama i t s e l f . This 
was a device which Boughton was to use on many other occasions and 
one which he hoped would give h i s works s p e c i a l appeal i n England 
where the t r a d i t i o n of ch o r a l singing was so strong. 

The Edwardian decade saw Boughton develop from an unremark

able composition student at the Royal College to an accomplished 

w r i t e r for voices with an o r i g i n a l approach and a fluent technique. 

His r e p u t a t i o n as a composer had grown s t e a d i l y , no s i n g l e work 

suddenly t h r u s t i n g h i s name into prominence, and had been comple

mented by a growing fame i n areas other than composition: h i s 

a c t i v i t i e s as a conductor and as a teacher had earned him a wide 

following i n the Midlands and h i s vigorous and outspoken reviews 

and a r t i c l e s had made h i s name f a m i l i a r to readers of the musical 

press. I n a d d i t i o n , h i s unconventional outlook on moral and p o l i t i 

c a l matters was s u f f i c i e n t l y out of tune with the temperament of 

the times to earn him a c e r t a i n degree of notoriety and even 

censure. The more l i b e r a l and relaxed atmosphere of the earl y 

Michael Hurd op c i t p I62 
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Georgian years was to prove more sympathetic and, i n conjunction 
with a very much happier s o c i a l l i f e , was to stimulate some of h i s 
f i n e s t c r e a t i v e work. 

Aiiother Midlands musician who rose to fame during the 

Edwardian decade was William Havergal B r i a n . Born i n S t a f f o r d s h i r e 

i n 1876, B r i a n had no formal t r a i n i n g i n composition beyond some 

les s o n s i n b a s i c harmony and counterpoint, h i s e a r l y musical 

a c t i v i t i e s being centred around p a r i s h churches and amateur 

o r c h e s t r a s i n the P o t t e r i e s . Before the turn of the century he 

had w r i t t e n a number of conventional apprentice pieces - songs and 

anthems - one of which he had submitted to E l g a r for c r i t i c i s m and 

r e c e i v e d i n reply a l e t t e r of guarded encouragement. I n addition 

he had composed a number of o r c h e s t r a l works in c l u d i n g a Romance 

e n t i t l e d 'Pantalon and Columbine' and a Requiem Mass, works which 

from the f i r s t d isplayed a novel and d i s t i n c t i v e s t y l e . 

B r i a n ' s admiration f o r E l g a r ' s music l e d to h i s using every 

scrap of h i s i n f l u e n c e to promote performances of the l a t t e r ' s 

works i n the P o t t e r i e s . ( I t was l a r g e l y Brian's a g i t a t i o n which 

l e d to 'The Dream of Gerontius' being performed at Hanley i n 

March 1903, the f i r s t E n g l i s h performance to do the work anything 

approaching f u l l j u s t i c e . ) E l g a r r e c i p r o c a t e d by recommending a 

part-song of B r i a n ' s , a s e t t i n g of ' S h a l l I compare thee to a 

Summer's Day?', to the committee of the Morecajabe Competitive 

F e s t i v a l who used i t as one of the main c h o r a l t e s t - p i e c e s at 

t h e i r 1906 meeting. Morecambe was one of the leading cho r a l f e s t i 

v a l s at the time ,and i t s adoption of the part-song brought the 

composer's name b r i e f l y i n t o the l i m e l i g h t and ensured the work's 

p u b l i c a t i o n and dissemination. Further successes i n the same f i e l d 

followed as other leading competitive f e s t i v a l s chose part-songs 

from h i s pen as t e s t - p i e c e s , h i s works i n t h i s genre being imag

i n a t i v e and a t t r a c t i v e and s u f f i c i e n t l y complex and uncoventional 
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to t e s t the a b i l i t i e s of the f i n e c h o i r s who sang them. Brian 
a l s o scored some success with h i s solo songs; the 'Faery Song' 
and the 'Soliloquy upon a Dead C h i l d ' were taken up at about t h i s 
time by s i n g e r s of the s t a t u r e of John Coates and, at a s l i g h t l y 
l a t e r time, John Goss and John McCormack. 

But, l i k e many composers, Br i a n did not set great store by 

these modestly-proportioned works. Most of h i s c r e a t i v e a c t i v i t y 

was channelled i n t o the composition of l a r g e - s c a l e choral and 

o r c h e s t r a l works, compositions which, although they showed him at 

h i s most d i s t i n c t i v e and o r i g i n a l , a t f i r s t stood very l i t t l e 

chance of being performed; they were too d i f f i c u l t for the 

amateur o r c h e s t r a s with which he csune in t o contact, and even 

E l g a r ' s somewhat f i t f u l i n t e r e s t was not enough to bring them to 

the n o t i c e of the conductors of the orchestras of n a t i o n a l repute. 

There was the 'Tragic Prelude' of 1900 and the 'Legende' of 1903, 

both scored for large o r c h e s t r a and both l o s t or discarded before 

reaching performance, and a symphonic poem 'Hero and Leander' 

which a l s o disappeared, but not before i t had been performed once 

under Beecham i n Hanley i n 1908, a f t e r Brian's sudden leap to 

fame i n the previous year. A happier fate b e f e l l a Concert 

everture 'For Valour', a l s o w r i t t e n i n 190^. Both c r i t i c s and 

audience greeted the work warmly at i t s f i r s t performance at a 

Queen's H a l l Prom i n 1908, Josef , Holbrooke expressing h i s enthus

iasm i n a c h a r a c t e r i s t i c a l l y unconventional manner when he wrote 

" I came away from hearing 'For Valour' f e e l i n g as i f I had been 

scalped.""'' T h i s comment gives some clue to the p r e v a i l i n g mood 

of the piece,but whatever i t s more extreme e f f e c t s i t proved to be 

one of the composer's more s u c c e s s f u l works; both score and parts 

were published by Breitkopf and H a r t e l and i t was taken up by a 

number of leading conductors. 

"'• quoted by Reginald N e t t e l i n Ordeal by Music' (19^5) P 58 
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Another work which was noted for i t s violence was the s e t t i n g 
of Paalm 137, 'By the Waters of Babylon', f o r baritone, chorus and 
or c h e s t r a composed i n 1905 and f i r s t performed i n Hanley two years 
l a t e r with the composer conducting. On t h i s occasion and at sub
sequent performances,the audience was roused to great enthusiasm, 
moved by the work's drama and pathos; but fellow musicians and 
c r i i t i c s were more guarded, recognising it;as-.a s t r i k i n g and o r i g i n a l 
piece but more notable for i t s promise than i t s accomplishment. 
At a time when there was such a huge, amount of choral a c t i v i t y 
i n England, the work helped g r e a t l y to consolidate the reputation 
as a composer of n a t i o n a l standing which B r i a n suddenly gained i n 
1907. 

I t was a s i n g l e work which brought him t h i s fame, the 

' F i r s t E n g l i s h S u i t e ' w r i t t e n between 1903 and I906 and f i r s t per

formed by the Leeds Municipal Orchestra on 12th January 1907• 

Even under the f a r from i d e a l conditions which p r e v a i l e d at t h i s 

premiere (the o r c h e s t r a was quite c l e a r l y out of i t s depth and 

Bri a n had not r e a l i s e d that he was to cconduct u n t i l he a r r i v e d 

i n Leeds on the day of the performance), the work was received 

with great enthusiasm and two months l a t e r when three of the s i x 

movements were given on the composer's home ground (at the 

V i c t o r i a H a l l , Hanley) by the North S t a f f o r d s h i r e Orchestra, the 

audience was so e n t h u s i a s t i c that the f i n a l s e c t i o n , ' C a r n i v a l ' 

had to be repeated twice. These two highly s u c c e s s f u l perform

ances, coupled with a warm recommendation from G r a n v i l l e Bantock, 

aroused Henry Wood's i n t e r e s t i n the work, and i t duly appeared 

at a Queen's H a l l Prom on 12th September 1907* Probably on 

account of the high q u a l i t y of the performance,the London audience 

was even more e n t h u s i a s t i c than the Leeds and Hanley audiences had 

been. The Queen's H a l l Orchestra players a l s o responded warmly 

and Wood was delighted; he was reported as having s a i d i n the 
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heat of the moment "Here have I been conducting n o v e l t i e s i n 
London f o r t h i r t e e n years and t h i s i s the f i r s t r e a l success I've 
had". The c r i t i c s too were f u l l of p r a i s e , commending the piece 
for i t s fluency, o r i g i n a l i t y , humour and e f f e c t i v e scoring. I t 
was a work which showed the composer's g i f t s to t h e i r best 
advantage, s i x c o n t r a s t i n g scenes each with i t s own v i v i d flavour 
and a l l i d e a l l y s u i t e d to musical d e s c r i p t i o n , and Brian's pride 
i n i t was e n t i r e l y j u s t i f i e d . 

T h i s s u c c e s s f u l Prom debut had a number of important reper

c u s s i o n s : f i r s t l y 'For Valour' was i n s e r t e d i n t o a Prom programme 

a few weeks l a t e r (when the'Musical Times'found i t to be a 

"convincing and b r i l l i a n t p r o d u c t i o n " ^ ) ; secondly, other conductors 

and concert promoters began to show i n t e r e s t i n h i s music; and 

t h i r d l y i Breitkopf and H a r t e l accepted a number of h i s works 

( i n c l u d i n g 'For Valour', 'By the Waters of Babylon' and the 

' F i r s t E n g l i s h S u i t e ' ) for p u b l i c a t i o n . And i t was as a r e s u l t of 

t h i s i n c r e a s i n g fame that Brian acquired a patron. Late i n 1907 

Herbert Minton Robinson, a d i r e c t o r of the Minton china and 

pottery manufactory, began h i s p r a c t i c e of allowing the composer 

sums of money to enable him to attend concerts and buy music, and 

g e n e r a l l y to ease h i s f i n a n c i a l w orries. With a family of s i x to 

support on the £130 he earned each year as t r a v e l l e r for a timber 

firm, B r i a n was f i n d i n g i t i n c r e a s i n g l y d i f f i c u l t to f i n d the 

money which was v i t a l to the furtherance of h i s career as a 

composer. Robinson had l i t t l e i n t e r e s t i n or knowledge of music;-

Bri a n was merely one of the numerous b e n e f i c i a r i e s of h i s 

generosity to be found i n and around Stoke. 

1st December 1907 marked the c l o s i n g date for a competition 

organised by the Norwich F e s t i v a l for which composers were i n v i t e d 

i b i d p 57 
^'Musical Times" Vo l X L V l I l ( 1 9 0 7 ) , p 7^0 



139 

to submit s e t t i n g s of Gera]dCumberland's s p e c i a l l y - w r i t t e n poem 
•The V i s i o n of Cleopatra". Of the t h i r t y - t h r e e e n t r a n t s . 
J u l i u s Harrison was the o v e r a l l winner, but Havergal Brian was 
runner up, and at Henry Wood's suggestion was awarded an a d d i t i o n a l 
money p r i z e . Although he missed a performance at the I908 Norwich 
F e s t i v a l , B r i a n did not have to wait long for h i s work to be pub
l i s h e d and performed; the firm of Bosworth paid him £^0 for r i g h t 
of p u b l i c a t i o n and the cantata was given i t s premiere at the 1909 
Southport F e s t i v a l under Landon Ronald. What struck the audience 
most on that occasion was the work's complexity and modernity; 
Ronald had been obliged to c a l l s e v e r a l e x t r a r e h e a r s a l s to 
f a u n i l i a r i s e the performers (himself included) with the music. 
The more conservative c r i t i c s found the cantata l a c k i n g i n melody 
and s u f f e r i n g from heavy-handed scoring, but a l l admitted that i t 
matched Cumberland's passionate, even b a r b a r i c , text to p e r f e c t i o n . 
I t appears that the work was never performed again, one reason for 
which was purely p r a c t i c a l : i t was published i n vocal score only, 
and the one manuscript f u l l score got l o s t . I n h i s indolence 
B r i a n had s h i r k e d the chore of copying out a duplicate. 

The remarkable year of 1907 saw a s t a r t made on the 'Fantastic 

Symphony' for large o r c h e s t r a , a work which was completed the 

following year but of which two movements were l o s t or destroyed 

before reaching performance,and the others separated, r e v i s e d and 

r e t i t l e d before t h e i r r e s p e c t i v e premieres. The o r i g i n a l work was 

based wholly on the nursery rhyme 'Three B l i n d Mice', the tune 

being taken as the theme for the set of v a r i a t i o n s which formed 

the f i r s t movement, and the story providing the programme for the 

whole work. As ' F a n t a s t i c V a r i a t i o n s on an Old Rhyme', the f i r s t 

movement had a modest success a f t e r the Great War when i t was 

given i n Brighton, Bournemouth and by Tovey i n Edinburgh. The 
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f i n a l 'Dance of the Farmer's Wife' (which has no connection with 
the nursery rhyme tune) was f i r s t given by Bantock i n Birmingham 
i n December 1914 and was played again the following year under 
Beecham a± the Royal Albert H a l l . Renamed ' F e s t a l Dance', i t stood 
w e l l on i t s own, d i s p l a y i n g a l l Brian's s k i l l i n i t s v i r i l e theme 
and e x c i t i n g o r c h e s t r a t i o n . 

Indolence was a strong t r a i t i n Brian's character, and i t 

counted aga i n s t the progress of h i s career on many occasions as 

for i n s t a n c e when, j u s t a f t e r the turn of the century, Dan Godfrey 

had o f f e r e d to perform one of h i s o r c h e s t r a l works i n Bournemouth, 

an o f f e r which was never taken up because Brian fought shy of the 

labour of copying a s e t of p a r t s . T h i s unfortunate c h a r a c t e r i s t i c 

became very much more marked a f t e r the end of 1909 when Brian's 

m a t e r i a l circumstances changed enormously i n the wake of h i s 

acceptance of an o f f e r from Herbert Robinson of an annual allow

ance of £500, money which was to enable him not only to devote a l l 

h i s energies to composition but a l s o to r a i s e h i s standard of 

l i v i n g to something nearer that of h i s more celebrated colleagues. 

I t was a magnificently generous o f f e r but was c h a r a c t e r i s t i c of an 

a r t i s t i c a l l y ignorant business man i n that i t assumed that m a t e r i a l 

ease would stimulate c r e a t i v e work. This simply did not happen i n 

B r i a n ' s case; i n the four years that elapsed between h i s accept

ance of Robinson's o f f e r and h i s q u i t t i n g Stoke i n December 1913, 

he completed only two new works of auiy s i z e . Robinson offered Brian 

the allowance on the understanding that i t was only a temporary 

means of helping him to e s t a b l i s h himself as a self-supporting 

composer, and that i t should be withdrawn should Robinson f e e l 

u n s a t i s f i e d with h i s output. As i t turned out,however, i t was for 

very d i f f e r e n t reasons that B r i a n ceased to derive the f u l l benefit 

from i t a f t e r only four years. 
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Of the twelve composers mentioned i n t h i s chapter so f a r , 

at l e a s t two-thirds acquired t h e i r e a r l y reputations through the 

performance and p u b l i c a t i o n of t h e i r choral music. Even before 

the f i r s t s t i r r i n g s of the E n g l i s h musical renaissance,the quantity 

and q u a l i t y of our c h o r a l singing had been one of the few areas of 

E n g l i s h musical l i f e to r e c e i v e unanimous p r a i s e from v i s i t i n g 

f o reign musicians, and c h o r a l music had been the f i e l d most 

frequently and most s u c c e s s f u l l y c u l t i v a t e d by E n g l i s h composers. 

A f t e r 1880 c h o r a l s i n g i n g continued to be a favoured branch of 

musical a c t i v i t y and the demand for new choral music i n no way 

abated. But orchestral,chamber and instrumental music began to be 

c u l t i v a t e d with g r e a t l y i n c r e a s e d vigour, making musical l i f e very 

much more balanced and rounded and providing many more opportunities 

for the young composer of other than c h o r a l music to gain a hearing. 

Composers who f i r s t came to the fore on account of t h e i r o r c h e s t r a l 

and chamber music have already been mentioned; now i t i s the turn 

of a group of young musicians who f i r s t a t t r a c t e d notice with t h e i r 

keyboard works. 

York Bowen was born i n London i n l884 and displayed remark

able g i f t s as a p i a n i s t a t an e a r l y age; but the urge to compose 

was hardly l e s s strong than the urge to play, and,having studied 

under both Corder and Matthay at the Royal Academy, he embarked upon 

a double career,pursuing each branch of a c t i v i t y with equal vigour. 

One of the e a r l i e s t of h i s major public appearances was i n a dual 

r o l e when he took the solo part of h i s own F i r s t Piano Concerto at 

Queen's H a l l under Henry Wood i n 190̂ +; a second concerto was given 

under s i m i l a r circumstances by the Philharmonic Society two years 

l a t e r . Bowen did not w r i t e e x c l u s i v e l y for the keyboard: a 

symphony was given at the Royal Academy i n 1902, Hans R i c h t e r 

expressed great enthusiasm for a Symphonic F a n t a s i a i n which he 

conducted the London Symphony Orchestra i n February I906, and 
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L i o n e l T e r t i s gave f i r s t performances of the V i o l a Concerto and 
the two V i o l a Sonatas between 1^05 and I908. Nevertheless,of the 
f i r s t t h i r t y opus numbers (the major part of h i s output up to 
about 1910), eighteen are assigned to piano music and these are 
the works which earned the enduring part of h i s reputation. The 
major o r c h e s t r a l p i e c e s caused considerable excitement when they 
f i r s t appeared, but subsequent performances were very scarce and 
no work entered the r e p e r t o i r e even for a short time; i n an i n t e r v i e w 
given to the'Musical Times'in 1906,he expressed the wish that 
"conductors and others would give new works a second hearing, so 
as to give them a b e t t e r chance of l i f e " 

Bowen's s t y l e of w r i t i n g was d i s t i n c t i v e but not o r i g i n a l . 

The forms and t e x t u r e s he employed were e n t i r e l y conventional and 

h i s harmonic vocabulary, though r i c h , showed no s p i r i t of innova

t i o n , indeed was p o s i t i v e l y r e a c t i o n a r y . The w r i t i n g i s clean and 

very fluent,but the darker and deeper emotions are r a r e l y touched 

and never explored. I f as a p i a n i s t he was b r i l l i a n t (and reports 

suggest that h i s playing was quite outstanding), as a composer he 

was no more than very a b l e . 

Bowen was the dedicatee of a work, which made a considerable 

s t i r when i t f i r s t appeared i n 1905 and r a i s e d keen expectations 

of more and greater things to come from i t s composer. T h i s work 

was the Piano Sonata i n D Minor by Benjamin Dale, another Corder 

p u p i l who» before h i s twentieth year, had produced a quantity of 

o r c h e s t r a l and instrumental music. His sonata a t t r a c t e d a t t e n t i o n 

by i t s very s i z e and by the o r i g i n a l i t y of i t s o v e r a l l design as 

w e l l as by i t s vigour, i t s easy flow and i t s endless inventiveness; 

i t was a l t o g e t h e r a remarkable work for a youth of seventeen and 

1̂  Musical Times Vol XLVII ( 1 9 0 6 ) , p 175 
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stands head and shoulders above any other E n g l i s h piano music of 

the Edwardian decade. But, as Josef Holbrooke bluntly put i t , 

"where are the works we were j u s t i f i e d i n expecting a f t e r i t ? " ^ 

S t r i n g e n t s e l f - c r i t i c i s m caused Dale to allow only a handful of 

p i e c e s to remain i n c i r c u l a t i o n and by the end of the (tecade only 

two more opus numbers had been f i l l e d ; such works as the overture 

to 'The Tempest', the F a n t a s i a for organ and orchestra and the 

Concert Overture i n G minor had been performed but subsequently 

withdrawn from h i s l i s t of compositions. 

The nearest r i v a l to the piano sonata i n o r i g i n a l i t y and 

accomplishment was the s u i t e i n three movements for v i o l a and 

piano, f i r s t performed i n October 1906 by L i o n e l T e r t i s and 

York Bowen, a warm and a t t r a c t i v e work with a p a r t i c u l a r l y s t r i k 

ing slow movement; t h i s and the f i n a l e were l a t e r rearranged for 

v i o l a and o r c h e s t r a and played i n t h i s form at the Philharmonic 

So c i e t y and elsewhere. Dale's Opus 3» an impromptu for piano 

e n t i t l e d 'Night Fancies', composed i n 1907 and published by R i c o r d i 

i n 1909, i s a s l i g h t work, pl e a s i n g i n s t y l e but not e n t i r e l y free 

of s e n t i m e n t a l i t y . Without the reputation of the piano sonata 

such a work «t»uld have passed l a r g e l y unnoticed. 

A composer d i f f e r e n t i n almost every way was C y r i l S c o t t . 

S i x y ears older than Dale, Scott spent most of h i s student days i n 

Germany at the Hoch Conservatorium i n F r a n k f u r t , at f i r s t concen

t r a t i n g mainly on the piano but l a t e r , during the period I896 to 

1898, turning to composition. His teacher,Ivan Knorr, was a man of 

enlightened outlook and progressive methods^ under him S c o t t 

r e c e i v e d a course of i n s t r u c t i o n which i n s t i l l e d a thorough know

ledge of the crq^ft of composition without discouraging experimenta

t i o n and the following of personal i n c l i n a t i o n s . The d e s i r e to 

•̂  Contemporary B r i t i s h Composers'' (1925) P 239 
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explore new t e r r i t o r y arose e a r l y i n S c o t t ; a number of works 
belonging to h i s student days and the period immediately fdlowing 
( i n c l u d i n g the symphony given at Darmstadt and the ea r l y piano 
q u a r t e t ) were c r i t i c i s e d for t h e i r audacity. But h i s progress 
along the path of experiment was rapid, and before long he had 
withdrawn both these works on account of t h e i r being 
"unrepresentative and old-fashioned" . 

S c o t t was one of the f i r s t to respond p o s i t i v e l y to h i s 

f r i e n d and contemporary Percy Grainger's experiments with 

i r r e g u l a r rhythms and unconventional discords, and these became 

points of departure for h i s own s t y l i s t i c innovations. I t was 

h i s 'advanced' harmony that caused most s t i r i n h i s day and which 

i s of most i n t e r e s t to l a t e r generations. He developed a very 

personal use of the higher chromatic d i s c o r d s , freeing them from 

the n e c e s s i t y of r e s o l u t i o n and using them for t h e i r sensual 

e f f e c t r a t h e r than for t h e i r function i n the diatonic system. 

Scott was by no means the only composer to pursue t h i s l i n e of 

development at the turn of the century, but the s o l u t i o n he found 

to the problems r a i s e d by the need to explore beyond the f r o n t i e r s 

of d i a t o n i c harmony was both highly personal and quite workable as 

f a r as h i s own needs were concerned. The f a c t that he proved to 

be t r a v e l l i n g down a c u l de sac as f a r as the continuing develop

ment of twentieth century music was concerned, and that the 

continued use of h i s idiom a f t e r about 1930 gave h i s works a dated, 

even a n a c h r o n i s t i c , a i r i s no r e f l e c t i o n on S c o t t ' s a b i l i t i e s as a 

composer; nor does i t b e l i e the novelty of h i s s t y l e i n the e a r l y 

years of the century. There i s no question but that he was one of 

the l e a d e r s of the avant garde i n E n g l i s h music of the Edwardian 

period. 

S c o t t ' s output of works was very large. By the age of t h i r t y - , 

f i v e ( i e by 1914) he had produced a second symphony, two o r c h e s t r a l 

rhapsodies, four overtures, two o r c h e s t r a l s u i t e s and two piano 

C y r i l S c o t t : Bone of Contention" ^^W^ P 84 
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concertos. There were also two s t r i n g quartets, a piano t r i o , 
a quartet and a q u i n t e t and a p a i r of v i o l i n sonatas, besides an 
enormous number of short piano pieces and songs. This music won 
the support of a number of eminent musicians: Richter gave the 
'Heroic S u i t e ' at L i v e r p o o l and Manchester, Wood gave Scott f i v e 
major premieres at the Queen's H a l l Proms between 1903 and 191k, 
K r e i s l e r took part i n the f i r s t performance of the'piano'^uartet 
given at a Broadwood Concert i n St James' H a l l , and August Jaeger, 
having f a i l e d to i n t e r e s t the readers at Novellos i n any of 
Scott's piano music, undertook to publish the 'English Waltz' at 
hi s own expense. Both Debussy and Ravel had expressed t h e i r 
enthusiasm f o r Scott's work, the former having w r i t t e n a short 
eulogy f o r i n c l u s i o n i n a publisher's catalogue, a paragraph from 
which the phrase " C y r i l Scott i s one of the r a r e s t a r t i s t s of the 
present generation" was extracted and used to great e f f e c t f o r the 
purposes of advertisement. I t was perhaps t h i s which led to 
Scott's being r e f e r r e d to by some as "the English Debussy", a 
f o o l i s h misnomer which d i d no service to e i t h e r composer and showed 
a f a c i l e a p p reciation of the music of each. 

I n an essay on Grainger, Scott deplored the f a c t that " ... a 

man nearly always becomes celebrated by h i s l i g h t e s t , most f r i v o l 

ous, and most e a s i l y understandable works""''. Scott had good 

reason to f e e l t h i s keenly f o r i t applied to himself, j u s t as much 

as to h i s f r i e n d , w i t h the added iron y that i t was true more of 

hi s r e p u t a t i o n at home than of the esteem i n which he was held on 

the continent. I n t h i s c o u n t r y , i t was f o r h i s songs and short . 

piano pieces (of which he was bound to produce a c e r t a i n number 

each year by the terms of h i s contract w i t h Messrs E l k i n , h i s p r i n 

c i p a l publishers) that he was famous, whereas i n Germany,this side 

of h i s output was p r a c t i c a l l y unknown; there h i s quite considerable 

r e p u t a t i o n rested upon performances of h i s o r c h e s t r a l works and 

chamber music. I n the early years of the century he seems to have 

1 C y r i l S cott: 'The Philosophy of Modernism- (undated) p 129 
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been not above adopting a d e l i b e r a t e l y popular, even cheap,style 
when w r i t i n g these ' p o t - b o i l e r s ' ; there i s a mawkish sentiment
a l i t y about such works as 'Vesperale' and the 'Two P i e r r o t Pieces' 
(both published i n 1904) that i s t o t a l l y at variance w i t h the bold 
experimentation to be found i n h i s contemporary works on a larger 
scale. Like Elgar, he seems to have had an ambivalent a t t i t u d e 
towards these t r i f l i n g pieces; while deploring t h e i r excessive 
p o p u l a r i t y , he nevertheless continued to produce them and launched 
many of them himself at the concerts he gave of his own composit
ions. Also he never sought to free himself from the contract 
w i t h h i s publishers; he professed great admiration f o r William E l k i n 
and remained on the f r i e n d l i e s t terms w i t h him. Such was the huge 
number of these small-scale pieces that the comparatively few sub
s t a n t i a l works, i n f r e q u e n t l y performed and not a l l of them published, 
were submerged and Scott became known to the Edwardian musical pub
l i c as a purveyor of elegant, sensuous miniatures, novel and 
piquant but e x h i b i t i n g a very limited emotional and s t y l i s t i c range, 
a r e p u t a t i o n which did less than j u s t i c e to h i s t a l e n t . 

Scott was not the only student from the Frankfurt Hoch 

ConBervatorium to be a c t i v e i n England during the early part of t h i s 

century. While i n Germany he had f a l l e n i n w i t h three young English 

musicians and a like-minded A u s t r a l i a n , a l l of whom were recei v i n g 

i n s t r u c t i o n i n composition from Iwan Knorr; t i e s of r a c i a l o r i g i n 

and s i m i l a r i t y of musical outlook drew the f i v e students together 

i n F r a n k f u r t , and a f t e r a l l had s e t t l e d i n England at the t u r n of 

the century they remained on f r i e n d l y terms,dubbing themselves 

'the F r a n k f u r t Gang' and working together to help one another's 

music to performance. S t y l i s t i c resemblances between the works 

of the f i v e composers were never very strong, and became even less 

evident as each matured. But c e r t a i n shared musical sympathies 
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marked them o f f from t h e i r contemporaries, almost a l l of whom 
had completed t h e i r studies i n England. P o s t e r i t y has judged 
Percy Grainger the most considerable and o r i g i n a l member of the 
group, although contemporary opinion would have accorded Scott 
t h i s p o s i t i o n . Two others, Roger Q u i l t e r and Norman O'Neill, 
achieved only small r e p u t a t i o n s , each becoming i d e n t i f i e d w i t h 
a s i n g l e branch of composition, while the f i f t h member of t'iie 
group, Henry Balfour Gardiner, achieved only a passing reputa
t i o n as a composer c h i e f l y through the great p o p u l a r i t y of a 
si n g l e work, and i s nowadays remembered by h i s accomplishments i n 
other areas of musical a c t i v i t y . Q u i l t e r and Grainger made 
l i t t l e impression by t h e i r compositions u n t i l the opening of 
the second decade of the century, the former by reason of a small 
output and a r e c l u s i v e d i s p o s i t i o n , the l a t t e r because of h i s 
deep involvement i n other musical p u r s u i t s ; but the works of 
O'Neill and Balfour Gardiner made t h e i r mark i n the ever more 
crowded world of Edwardian musical England. 

I f the name of Balfour Gardiner i s remembered at a l l today i t 

i s as the patron and benefactor of many early twentieth century 

English composers and as the organiser and p r i n c i p a l conductor 

of two remarkable series of choral and or c h e s t r a l concerts given 

i n London i n 1912 and 1913, concerts which presented f i r s t rate 

performances of a wide cross-section of the most progressive 

English music of the time. These concerts are now recognised as 

being of great i n t e r e s t and importance, but i n the hectic world 

of Georgian music they did not receive the a t t e n t i o n or support 

th a t they deserved: they weee j u s t one more attempt to give new 

English music a f a i r hearing. Before 1912 Gardiner's reputation 

rested very l a r g e l y upon h i s a c t i v i t i e s as a composer. 
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Like Scott, Gardiner spent two periods of time studying 

i n F r a n k f u r t , f i n d i n g i n Iwan Knorr a h i g h l y sympathetic teacher. 

Feelings of esteem were r e c i p r o c a l : Knorr considered Gardiner the 

most understanding of a l l h i s p u p i l s . A f t e r a few months spent 

studying efanducting at Sonderhausen, GaidLner returned to England 

and took a post on the music s t a f f at Winchester College; but h i s 

simple p r i v a t e means precluded the iiecsssity of wage-earning, and 

a f t e r a short time he r e l i n q u i s h e d t h i s post and devoted himself 

more f u l l y to composition. Between 1903 and about 1925 a steady 

stream of works appeared, a l l of which e l i c i t e d a favourable 

response and a few of which achieved considerable p o p u l a r i t y . 

Of h i s t e c h n i c a l s k i l l as a composer there can be no doubt; Hoist, 

himself an expert o r c h e s t r a t o r , expressed admiration f o r Gardiner's 

handling of instruments, and a number of younger men (Robin M i l f o r d 

and P a t r i c k Hadley among them) came to him f o r advice and c r i t i c 

ism of t h e i r work. But at the same time as o f f e r i n g constructive 

c r i t i c i s m of the works of others, he was b i t t e r l y c r i t i c a l of h i s 

own; although w e l l able to finance performances and p u b l i c a t i o n 

of h i s works, he very r a r e l y did so. By no means a l l of h i s com

pl e t e d compositions d i d he allow to be performed, and fewer s t i l l 

were given more than once or committed to the permanence of p r i n t . 

Of the f i v e major o r c h e s t r a l works composed before 1910, only 

the 'Overture t o a Comedy', f i r s t performed at Queen's H a l l i n 1906, 

was allowed to be published. The others ( i n c l u d i n g a symphony i n 

D major), were a l l performed - some more than once - w i t h varying 

measures of success, but none was permitted ito remain i n c i r c u l a 

t i o n f o r long. A s t r i n g q u i n t e t i n C minor (a work p a r t i c u l a r l y 

admired by Percy Grainger) was given a very successful f i r s t per

formance at a Broadwood Concert i n November 1903, but wassoon 

afterwards hidden away by the composer and did not reappear u n t i l 

1932. A one-movement quartet i n B f l a t fared rather b e t t e r ; a f t e r 
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a premiere at the S u f f o l k Street Gallery i n I906, Gardiner 
allowed i t to be published under the auspices of the Society of 
B r i t i s h Composers, a body of which he was an ehthusiastic 
founder member. Even the earl y songs and piano pieces usually 
remained unpublished f o r several years a f t e r t h e i r completion 
u n t i l the composer was sure t h a t they stood the t e s t of time. 

Reviewers of these early works of Balfour Gardiner often 

used the seune e p i t h e t s to describe t h e i r reactions: good humour, 

f i n e craftsmanship, terseness and vigour seem to have been the 

..characteristics most i n evidence. I f these are not the q u a l i t i e s 

of which resounding fame i s made, at least they ensured that h i s 

works were accorded a f r i e n d l y reception and had a wide appeal. 

The oldest member of the Frankfurt group., Norman O'Neill, 

was born i n l875« His e a r l i e s t lessons i n composition were given 

him by A r t h i r Somervell, but i n h i s eighteenth year, on the advice 

of Joseph Joachim, he was sent to F r a n k f u r t . His p r i n c i p a l study 

during h i s four years i n Germany was composition and he too had a 

great respect f o r Iwan Knorr, l a t e r r e f e r r i n g to his " p o s i t i v e 

genius f o r imparting the technique of composition" Although 

f r i e n d l y w i t h Grainger and Scott, O'Neill seems to have been 

l a r g e l y unaffected by t h e i r experimental tendencies; a t y p i c a l 

review of a performance of some of the student works of h i s which 

were played i n Fr a n k f u r t speaks of them as being " ... t u n e f u l , 

f u l l y and b e a u t i f u l l y worked out i n a l l parts and f i n i s h e d i n 

polished s t y l e " ^. 

On s e t t l i n g i n London i n I897, he gathered enough teaching 

work to ensure a basic income but determined t h a t composition 

should be h i s p r i n c i p a l a c t i v i t y . Singers of the stature of 

Gregory Hast and Bunket Greene began to include his songs i n t h e i r 

^ quoted by Derek Hudson i n 'Norman O'Neill: A L i f e of Music' 
(1945) p 20 

^ i b i d p 24 
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programmes; h i s fiancee Adine Ruckert, a very able p i a n i s t , i n t r o 
duced many of his keyboard pieces at her r e c i t a l s both on the 
continent and i n England;- and both Henry Wood and Hans Richter 
began to show i n t e r e s t i n his o r c h e s t r a l works. I n I 9 0 I each con
ducted the overture 'In Autumn', a work which a c r i t i c from 
'The Times' found much more to h i s l i k i n g than S i b e l i u s ' 
•King C h r i s t i a n I I ' Suite which Wood introduced to England at the 
same concert. This same year marked O'Neill's f i r s t involvement 
w i t h the sphere of a c t i v i t y which he was l a t e r to make especially 
h i s own, music f o r the theatre. Thus the pat t e r n was set f o r the 
course he pursued throughout the Edwardian decade: a steady stream 
of compositions i n a v a r i e t y of forms appeared from h i s pen, none 
of which he found d i f f i c u l t y i n having performed at least once, 
t h e i r charm and sound workmanship i n v a r i a b l y e l i c i t i n g favourable 
reviews. P u b l i c a t i o n too came comparatively e a s i l y ; at f i r s t i t 
was solo songs and short piano pieces which were issued, but a 
l i t t l e l a t e r chaunber music and more s u b s t a n t i a l keyboard works 
appeared. O'Neill also becsune very active i n professional c i r c l e s ; 
he was a keen member of the Society of B r i t i s h Composers and the 
Musical Conductor^ Association,and he played a large part i n the 
formation and b r i e f career of the Musical League. 

Up u n t i l 1909 h i s a c t i v i t i e s i n the theatre were l i m i t e d to 

his a s s o c i a t i o n w i t h the actor-manager John Martin-Hervey. But 

i n t h a t year O'Neill took the post of musical d i r e c t o r at the 

Haymarket Theatre, the management of which had recently come i n t o 

the hands of the poet Herbert Trench. This p o s i t i o n involved him 

i n the composition of i n c i d e n t a l music to a wide v a r i e t y of plays -

e i g h t , ranging from Shakespearean tragedy to l i g h t comedy, i n the 

f i v e years preceding the Great War - and also gave him responsib

i l i t y f o r rehearsing and conducting the Haymarket's band of some 

two doxen players. I n both branches of a c t i v i t y o ffered by the 
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post O'Neill was conspicuously successful: h i s o r i g i n a l work raised 
musical scene p a i n t i n g to the very highest l e v e l , and h i s Haymarket 
orchestra became recognised as the best of i t s kind i n London. By 
f a r the most celebrated of h i s pre-War works f o r the theatre was 
h i s music f o r the f i r s t English production of Maeterlinck's 
'The Blue B i r d ' which ran from December 1909 to June I9IO and was 
revived the two f o l l o w i n g Christmases. The success of t h i s work 
was not l i m i t e d to i t s performance at the Haymarket; the s u i t e of 
four dances which the composer extracted f o r concert use was 
played no fewer than three times at the Queen's H a l l Proms i n the 
autumn of I9IO and, as w i t h Edward German's works i n the same genre 
of a generation e a r l i e r , was q u i c k l y taken i n t o the?repertoire by 
both p r o f e s s i o n a l and amateur orchestras. I n Derek Hudson's words, 
"'The Blue B i r d ' established Norman i n the public mind as a com
poser of fereat charm and delicacy, and-from t h i s time u n t i l h i s 
death he ranked as f a c i l e princeps among composers f o r the theatra"''" 

A composer who a t the outset of h i s career commanded a s t y l e 

q u i t e as f l u e n t l y conventional as O'Neill's was Frank Bridge. No 

t r u e comparison can be drawn between the two men f o r i n background, 

temperament, outlook and musical s t a t u r e they were very d i f f e r e n t . 

But i n view of Bridge's l a t e r development i t i s worth u n d e r l i n i n g 

the u t t e r l y unremarkable nature of h i s early s t y l e . The 'Three 

Sketches' f o r piano and songs such as 'E'en as a Lovely Flower' or 

'Come to me i n my dreams' accept unquestioningly the a r t i s t i c 

canons of Edwardian salon music; t h e i r charming, elegant surface 

i s q u i t e u n r u f f l e d by presages of very d i f f e r e n t , greater things 

to come. 

Bridge was born i n Brighton i n l 8 7 9 . Armed w i t h a consider

able amount of p r a c t i c a l experience gained i n h i s father's theatre 

quoted by. Derek Hudson i n 'Norman O'Neill; A L i f e of Music ̂  
(1945) pp 48 /9 
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orchestra, he entered the Royal College of Music as a v i o l i n 
student at the age of seventeen; but i n l 8 9 9 he was awarded a 
composition scholarship and f o r the next four years he studied 
w i t h Stanford. This change of d i r e c t i o n did not cause him to 
neglect h i s playing,however, and on leaving the College he 
entered the ranks of the profession as a v i o l i n i s t s p e c i a l i s i n g 
i n chamber.music. He soon changed to the v i o l a and by I906 was 
s u f f i c i e n t l y recognised i n t h i s capacity to be asked to deputise 
when the v i o l a player i n the Joachim Quartet was indisposed. His 
most important regular playing p o s i t i o n was w i t h the English 
S t r i n g Quartet which was formed i n 1909 by Tom Morris. He was 
also a c t i v e as a conductor, being associated w i t h the New Symphony 
Orchestra from i t s foundation i n 1905; he early acquired the reput
a t i o n of being able to step i n t o the breach when r e a l or feigned 
i l l n e s s prevented a well-known conductor from d i r e c t i n g a d i f f i 
c u l t new work. 

For a busy p r a c t i c a l musician,Bridge produced a remarkable 

q u a n t i t y of o r i g i n a l work i n the Edwardian decade. That he was 

already master of a f u l l y - f o r m e d s t y l e i n h i s student days can be 

seen from the published works dating from that period: the song 

'Go not Happy Day', the 'Andantino' f o r organ and the 'Minuet' 

f o r piano, a l l are f l u e n t , c l e a n l y - w r i t t e n , unpretentious and 

p e r f e c t l y assured. (How t h e i r f i n e craftsmanship must have glad

dened Stanford's heart,even i f the harmonies were at times a 

l i t t l e too lush f o r him.) Songs and piano pieces continued to 

appear a f t e r college days, becoming a l i t t l e more extrovert i n 

s p i r i t as the young composer began to f e e l h i s way towards a 

personal idiom but breaking no new ground and remaining f a i t h f u l 

to the conventions of t h e i r day. The works which suggested that 

h i s g i f t s as a composer were i n any way out of the ordinary were 

those on a l a r g e r scale. 
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Three o r c h e s t r a l works from the f i r s t decade of the century 
merit b r i e f consideration. A symphonic poem 'Isabella' was given 
at Queen's H a l l i n October 1907 when the'Musical Times'found i t a 
"clever and s i g n i f i c a n t composition". The 'Dance Rhapsody', com
ple t e d i n May of the f o l l o w i n g year and f i r s t given by the Royal 
College of Music orchestra two months l a t e r , i s a single movement 
containing four c o n t r a s t i n g dance sections and l a s t i n g a quarter 
of an hour, c o n f i d e n t l y e x t r o v e r t i n tone i f rather naive i n i t s 
i n v e n t i o n . The 'Suite f o r S t r i n g Orchestra', belonging to the 
same ye a r , i s another well-mannered,fluent piece of w r i t i n g , l a c k 
ing the rhythmic d r i v e of the rhapsody but surpassing i t i n 
s u b t l e t y and depth. 

Just as Bridge's r e p u t a t i o n as a player rested l a r g e l y on his 

chamber music a c t i v i t i e s , so i t was h i s chamber works which won 

him the most r e c o g n i t i o n as a composer. His e a r l i e s t s u r v i v i n g 

work i n t h i s genre was the Phantasie S t r i n g Quartet of 1901, a 

large-scale single movement i n three sections, serious of i n t e n t 

and w i t h a Brahmsian flavour about the cut and treatment of i t s 

themes. By complete contrast,three years l a t e r tiie 'Noveletten', 

also f o r s t r i n g q u a r t e t , appeared, three charming miniatures i n a 

h i g h l y - p o l i s h e d salon s t y l e , and two years a f t e r that the 

'Three I d y l l s ' , s i m i l a r l y s l i g h t i n t h e i r m a t e r i a l but more 

o r i g i n a l i n t h e i r treatment of i t . I n the same year, 1906, Bridge 

wrote h i s f i r s t standard s t r i n g quartet, nicknsuned 'the Bologna' 

a f t e r i t s success i n an i n t e r n a t i o n a l competition organised there. 

I t i s a f i n e work and one which earned a proipinent place i n the 

r e p e r t o i r e a f t e r i t s p u b l i c a t i o n i n 19l6, but i s more remarkable 

fo r the adroitness of i t s f i n e workmanship than f o r the i n d i v i d 

u a l i t y of i t s d i c t i o n . I n 1905,Bridge had won second prize i n the 

f i r s t of the Cobbett Chamber Music Competitions w i t h h i s 1901 

quartet and i n 1908 h i s Phantasie Piano T r i o took f i r s t prize i n 

the second of Cobbett's competitions. The r u l e s on t h i s occasion 
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required composers to submit a single movement l a s t i n g no longer 
than twelve minutes but containing sections of contrasted mood and 
tempo. The arch-shaped form which Bridge adopted was an ingenious 
s o l u t i o n t o the problem of o v e r a l l design and the m a t e r i a l he 
presents i s strong and varied,but the t r a n s i t i o n s from one section 
to the next have a contrived a i r about them and s t r u c t u r a l l y the 
work seems short-winded. 

Another composer who had a p r a c t i c a l knowledge of chamber 

music from the vantage point of the v i o l a player's chair was 

Charles Wood, although Wood's playing was at an i n f i n i t e l y humbler 

l e v e l than Frank Bridges. Wood entered the Royal College of Music 

i n 1885 as a member of i t s very f i r s t batch of students, and had 

much i n common w i t h h i s teacher Stanford (who was only fourteen 

years older than h i m s e l f ) i n terms of background and musical out

look. I n some branches of composition i t i s v i r t u a l l y impossible 

to t e l l the works of the two men apart, although i n temperament 

they were very d i s s i m i l a r . For a number of reasons Wood's output 

was s m a l l : poor h e a l t h , deep involvement i n the musical l i f e of 

Cambridge, a r i g o r o u s l y s e l f - c r i t i c a l nature, perhaps also the 

inescapable f a c t of Stanford's enormous popular success, a l l con

t r i v e d t o prevent "him from taking the place i n l a t e r l i f e which 

h i s a b i l i t i e s as a composer deserved" . Of the half-dozen choral 

odes and cantatas he produced, only the s e t t i n g of Whitman's 

'Dirge f o r Two Veterans', f i r s t performed at the 1901 Leeds 

F e s t i v a l , found a place i n the regular r e p e r t o i r e . The single 

large-scale o r c h e s t r a l work brought to public performance, the 

'Symphonic V a r i a t i o n s on an I r i s h A i r ' produced by Beecham and 

the New Symphony Orchestra i n November 1907, was greeted w i t h 

respect rather than enthusiasm. Church music and part-songs 

formed the major part of h i s output, strong, beautifully-worked 

miniatures which stood out from the 'feeble works of t h i s type 

"""from E J Dent's i n t r o d u c t i o n to the posthumous e d i t i o n of 
Wood's s t r i n g quartets (1929) 
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produced by many of h i s contemporaries but which, although a 
number are s t i l l performed today, are not the s t u f f of which a 
l a s t i n g r e p u t a t i o n i s made. 

I r o n i c a l l y , t h e works f o r which Wood i s c h i e f l y remembered 

and f o r which he evolved a s t y l e quite h i s own, his s t r i n g 

q u a r t e t s , were performed only very r a r e l y during h i s l i f e t i m e , 

were not published u n t i l three years a f t e r h i s death, and even 

a f t e r p u b l i c a t i o n were played only occasionally. There are s i x 

complete quartets and two s i n g l e movements, of which the mature 

examples, i e those produced from 1912 (the date of the t h i r d 

q u a r t e t ) onwards are a f i n e body of work. I n matters of f e l i c i 

tous workmanship and u n f a l t e r i n g technique,Wood was quite 

Stanford's match,and the t o t a l and happy absorption of the idiom 

of I r i s h folk-song gave the former's chamber music a d i s t i n c t i v e 

element of great appeal. Whether i t was a haunting I r i s h melody 

used as the theme f o r a set of v a r i a t i o n s or a batch of snippets 

from imaginary r e e l s and j i g s worked i n t o a s p i r i t e d f i n a l e , 

t h i s i n f u s i o n g r e a t l y enriched Wood's classically-based contra

puntal s t y l e and demonstrated another way i n which f o l k music was 

able t o l i b e r a t e composers from the anonymous sub-Brahmsian 

l i n g u a franca which was the s t y l e i n which a great deal of 

chauHber music was w r i t t e n a t the tu r n of the century. 

The emergence and growth of the renaissance movement i s not 

d i f f i c u l t to t r a c e i n i t s e f f e c t upon composers and t h e i r works. 

The f i r s t s t i r r i n g s are easy to i d e n t i f y because the contrast 

w i t h what had gone before was so marked,and the i n f o l d i n g develop

ment i s clear to f o l l o w as p u p i l l e a r n t from teacher and one 

composer influenced another. But to chart the contemporary 

changes i n musical l i f e which amount to a complementary branch of 

the renaissance i s a f a r less s t r a i g h t f o r w a r d task. There are 
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three main reasons f o r t h i s : f i r s t l y the f i e l d covered by the 
phrase 'musical l i f e ' i s very l a r g e , secondly the aims and ideals 
of those involved i n the performance of music are usually f a r 
less c l e a r and well-documented than those of composers, and 
t h i r d l y there i s not the sharp contrast between the s i t u a t i o n as 
i t was before the i n c e p t i o n of the movement and the new musical 
environment which appeared i n i t s wake. Mid-nineteenth century 
England had not lacked a healthy concert l i f e i n the way that i t 
had lacked a f l o u r i s h i n g school of composers; thus the machinery 
of musical l i f e was s u f f i c i e n t l y extensive and e f f i c i e n t to answer 
the needs of the native composer during the e a r l i e s t phase of the 
renaissance movement. 

By the t u r n of the century,however,this would no longer have 

been the case had not ±he musical l i f e of t h i s country begun to 

enlarge and develop. I t i s not possible to say wiiiti:xertainty 

which of the strands of renaissance had the greater influence upon 

the other, whether composers were encouraged to w r i t e to the l i m i t s 

of capacity f o r performance or performing practice changed i n order 

ttoo s a t i s f y the demands of composers. A l l that can be said i s 

th a t roughly complementary w i t h the renaissance of composition 

there was a s i m i l a r enlargement and enrichment of musical l i f e , 

less dramatic perhaps but equally far-reaching. 

A convenient span against which to measure these developments 

i s ttte Edwardian decade. I n 1900 musical l i f e i n t h i s country was 

running on much the same l i n e s as i t had been f o r the previous 

t h i r t y or f o r t y years, but by I9IO new forces had come i n t o play 

and the s i t u a t i o n had changed considerably. The enormous richness 

and v a r i e t y of early Georgian musical l i f e was l a r g e l y stimulated 

by the expansion and improvement which had taken place over the 

previous decade, and nowhere were these changes more c l e a r l y 

demonstrated than i n the f i e l d of ocehestral music. 
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At the beginning of the decade,orchestral music i n London 
was dominated by the a c t i v i t i e s of the Philharmonic Society 
under Mackenzie and Cowen and the C r y s t a l Palace Saturday Concerts 
under August Manns, wit h Henry Wood and h i s Queen's H a l l Orchestra 
as able and very promising new-comers. By 1910 Manns was dead 
and the C r y s t a l Palace concerts had ceased, the Haitliiarmonic 
Society had enjoyed an i n f u s i o n of new l i f e and s p i r i t . Wood and 
hi s orchestra were f i r m l y established as a f o c a l point of London 
music, a new permanent orchestra of outstanding q u a l i t y , the 
London Symphony Orchestra, had appeared, closely followed by the 
New Symphony Orchestra, another f i r s t - c l a s s body of players, and 
the Beecham Symphony Orchestra had j u s t commenced operations. 
Thus both the quaintity and the q u a l i t y of o r c h e s t r a l playing i n 
England had increased d r a m a t i c a l l y , a trend which had sprung 
l a r g e l y from the a c t i v i t i e s of one man, Henry Wood. 

Queen's H a l l , a concert h a l l w i t h accellent f.acoustics; and a 

seating capacity of two-thousand-five-hundred, had been opened i n 

1893 under the managership of Robert Newman. Having established 

a Queen's H a l l Choral Society under Cowen's conductorship and a 

temporary orchestra under Alberto Randegger, Newman, who displayed 

a rare combination of keen business acumen and the highest a r t i s t i c 

i d e a l s , i n v i t e d Henry Wood t o form a permanent orchestra i n i t i a l l y 

f o r the purpose of g i v i n g a ten-week series of promenade concerts 

i n the summer of I895, but then to set about making the new h a l l 

a centre f o r o r c h e s t r a l music i n London. This Wood d i d , s e l e c t i n g 

most of h i s players from among h i s contemporaries at the Royal 

Academy of Music and from among the younger members of the other 

English and c o n t i n e n t a l orchestras. The recent expansion of the 

London schools of music had led to a large number of highly 

t r a i n e d i n s t r u m e n t a l i s t s being released i n t o the profession, few 

of whom were able to f i n d good p o s i t i o n s s t r a i g h t away; thus com

p e t i t i o n f o r places i n the new orchestra was keen, and the 
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standard of the players Wood chose very high. The r a p i d r i s e 
to excellence of the Queen's H a l l Orchestra was p a r t l y explained 
by the f a c t t h a t so many of i t s players grew up and learned t h e i r 
trade together, and Wood's strong personality was stamped upon i t 
from the outset. His meticulous methods and i r o n d i s c i p l i n e did 
not s u i t many of the older players who were used to slacker, more 
easy-going ways, but w i t h i n a few years the composition of the 
orchestra had become l a r g e l y s t a b i l i z e d and i t had come to be 
without peer i n t h i s country i n matters of ensemble and f i n i s h . 

The series of concerts f o r which the orchestra had o r i g i n 

a l l y been founded set the p a t t e r n f o r the a c t i v i t y f o r which i t 

was c h i e f l y known, the summer season of Queen's H a l l Promenade 

Concerts. Taking the framework of the nineteenth century 

promenade concerts, where popular programmes of dance and theatre 

music had been given i n i n f o r m a l surroundings at a modest charge. 

Wood and Newman created a new type of concert and,by the adoption 

of a d e l i b e r a t e l y educative policy,succeeded i n a t t r a c t i n g to i t 

a new type of audience. Wood remembered h i s manager as saying 

at the outset of the venture " I am going to run n i g h t l y concerts 

popular at f i r s t , gradually r a i s i n g the standard u n t i l I have 

created a p u b l i c f o r c l a s s i c a l and modern music."''" A time of 

year when there was hardly any competition from other musical 

events was chosen, prices were kept low (a promenade t i c k e t cost 

one s h i l l i n g ) , regular attendance was encouraged by the gener

ous concessions o f f e r e d on season t i c k e t s and varied programmes 

were presented i n a pleasantly informal atmosphere, fac t o r s which 

i n combination ensured the success of the f i r s t season. The same 

formula was used i n succeeding years w i t h s i m i l a r l y favourable 

r e s u l t s and a regular series was established. 

Henry Wood: 'My L i f e of Music' (1938) p 68 
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At f i r s t programmes were kept very popular i n order to 

a t t r a c t a large and re©ilar audience, the raw mater i a l which 

Wood and Newman were to use i n t h e i r educative experiment. The 

concerts l a s t e d f o r three hours, and contained on average twenty 

short items - overtures, dance music, operatic selections, songs 

and ballads w i t h piano, and instrumental solos,often given by 

members of the orchestra. As the f i r s t season progressed, a 

shape to the week's music-making began to emerge: Monday was 

Wagner n i g h t , Tuesday S u l l i v a n night and Thursday Schubert n i g h t ; 

Wednesday and Friday were so-called 'Classical Nights' when the 

audience might e?:pect to hear a complete symphony as w e l l as 

short works by the older, established composers. This was how the 

f i r s t h a l f of each concert was arranged; the second h a l f and the 

whole of Saturday's progrsunme was planned along t r a d i t i o n a l l y 

popular l i n e s . From the outset Wood made i t a deliberate p o l i c y 

to introduce large numbers of new works, or 'novelties' as he 

c a l l e d them, esp e c i a l l y those by native composers. On average 

at l e a s t three s o l o i s t s appeared at every concert, and i n t h i s 

matter too Wood exercised a p o l i c y of mingling talented but 

l a r g e l y unknown young a r t i s t s w i t h older, well-established f i g u r e s 

who o f t e n drew a larger-than-usual audience. 

Before long the p o l i c y of educating the public was put i n t o 

operation. Gradually there was a change of emphasis i n the con

s t i t u t i o n of the programmes; the preponderance of l i g h t music 

over serious lessened, the cornet solos and ballads began to d i s 

appear, and the C l a s s i c a l Nights began to assume the appeanance 

of standard symphony concerts. The change of emphasis was 

imperceptibly gradual, and everything possible was done to ease 

the t r a n s i t i o n . The whole p o l i c y was one of establishing an 

ever-expanding r e p e r t o i r e ; c a r e f u l l y timed'repetitions of new and 

u n f a m i l i a r works led to t h e i r being accepted as modern cl a s s i c s . 
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to be added to the l i s t of well-known and well-loved works which 
provided the staple d i e t of Wood's programmes. The aim of educat
ing the audience was accomplished w i t h complete success; 
attendance f i g u r e s remained as high as ever and many of the 
e a r l i e s t subscribers continued to re t u r n season a f t e r season. 
A^Lthough he changed the musical content of the concerts. Wood 
wisely kept a constant format: the i n f o r m a l atmosphere, the 
vari e d programmes w i t h a large number of short items, the cheap 
t i c k e t s , these d i d not change, a fa c t o r which must have helped to 
a t t r a c t the same subscribers back year a f t e r year. By the t u r n 
of the century, the Queen's H a l l Proms had become something of an 
i n s t i t u t i o n and by the middle of the Edwardian decade they had 
s e t t l e d i n t o the mixed programmes of c l a s s i c a l and modern music 
played before a large and varied audience which Wood and Newman 
had o r i g i n a l l y envisaged. 

The ten week Prom season apart, the Queen's H a l l Orchestra 

was employed i n g i v i n g s i n g l e concerts or occasional short series 

on home ground, elsewhere i n London and i n the provinces as Wood's 

r e p u t a t i o n grew. But i n l897 Newman established two more regular 

series f o r the orchestra i n i t s own h a l l , the Saturday Afternoon 

Symphony Concerts and the Sunday Afternoon Concerts. The former 

presented f o r t n i g h t l y concerts i n what was already a standard 

p a t t e r n used by every other major orchestra (a symphony, a work 

i n v o l v i n g a s o l o i s t and miscellaneous shorter o r c h e s t r a l pieces), 

but the l a t t e r s eries was more d i s t i n c t i v e . Established i n the 

teeth of f i e r c e opposition on l e g a l and moral grounds, Sunday 

concerts were at f i r s t organised on educational and philanthropic 

l i n e s , p r o v i d i n g good music f o r the working classes at a minimal 

charge (and, i n the case of seventy members of each week's 

audience,at no charge at a l l ) . Thus Wood was on f a m i l i a r t e r r i 

t o r y , p r o v i d i n g popular programmes w i t h i n a broadly educational 
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framework, and, as with the Proms, he gradually r a i s e d the 
standard of the programmes once regular s u b s c r i p t i o n to the 
s e r i e s had been e s t a b l i s h e d . Because the concerts were given 
without r e h e a r s a l , a l l the works performed were drawn from the 
reg u l a r r e p e r t o i r e , but without l o s i n g s i g h t of the o r i g i n a l 
p h i l a n t h r o p i c aims of the venture,Wood was able to present enter
p r i s i n g and v a r i e d programmes which appealed to a wide c r o s s -
s e c t i o n of c a s u a l concert-goers. 

Henry Wood was unique i n being the f i r s t Englishman to 

acquire an i n t e r n a t i o n a l r e p u t a t i o n as a conductor. Before him, 

the l e a d i n g conductors i n t h i s country had been e i t h e r immigrants 

such as Costa, Manns, H a l l l and R i c h t e r , or e l s e , l i ^ e Stanford, 

Cowen and Bantock, b e t t e r known as composers. But Wood, despite 

h i s a c t i v i t i e s as an arranger and editor and h i s secondary career 

as a si n g i n g teacher, was p r i m a r i l y a conductor, and by h i s 

impeccable baton technique, h i s outstandingly acute ear, h i s 

v e r s a t i l i t y and h i s enormous capacity for hard work,made himself 

'•the f i r s t great conductor of modern times i n England" E l s e 

where Landon Ronald admitted that i n the e a r l y years of the 

century he had found i t impossible to procure worthwhile conduct

ing engagements i n London for "there was only one ( E n g l i s h ) 

conductor i n those days whom Londoners would have, and he was 

Henry J Wood"^, and up u n t i l the immediate pre-War period no-one 

of f e r e d a s e r i o u s challenge to h i s pre-eminent p o s i t i o n ; when i n 

1910,the'New York Times•published an a r t i c l e a s c r i b i n g to E l g a r 

the c h i e f r e s p o n s i b i l i t y for the recent improvement i n the musical 

s t a t e of a f f a i r s i n England, t h e ' P a l l Mall Gazette'was quick to 

•'" Landon Ronald: V a r i a t i o n s on a Personal Theme' (1922) pp 17V5 
2 Landon Ronald: 'Myself and Others" (undated) p ̂ 6 
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r e p l y that " i f any s i n g l e person has waved that magic wand i t i s 
the conductor who has been i n v i t i n g London for years past to hear 
good music w e l l rendered a t Queen's H a l l " ̂ . 

Late i n 190^ a c r i s i s occurred, the outcome of which proved 

a number of things, not the l e a s t being that Wood was secure i n 

being the most i n f l u e n t i a l f igure i n London o r c h e s t r a l c i r c l e s . 

At a stroke he and Newman forbade the deputy system within the 

Queen's H a l l Orchestra, thus ending the p r a c t i c e of players send

ing s u b s t i t u t e s to any r e h e a r s a l s or performances which they chose 

not to attend, and as a r e s u l t nearly h a l f of the orchestra 

immediately resigned. New :^ y e r s were i n s t a n t l y engaged on 

Wood's terms and there was no break i n the orchestra's a c t i v i t i e s , 

but the corporate f e e l i n g was temporarily shattered an3, i n Landon 

Ronald's words, the new Queen's H a l l Orchestra "was at f i r s t a 

very scrappy a f f a i r " ^ . However, now that he was assured of a 

r e a l l y permanent o r c h e s t r a . Wood set to work with renewed a e a l to 

remould h i s p l a y e r s i n t o a u n i f i e d body, as polished and s e n s i t i v e 

as ever. T h i s he accomplished remarkably q u i c k l y : during the 1905 

Prom s e r i e s Richard S t r a u s s conducted a performance of h i s 

' S i n f c i l i a Domestica' and s h o r t l y afterwards wrote to a fellow 

German l i v i n g i n London " ... I cannot leave London without an 

expression of admiration f o r the splendid orchestra which Henry 

Wood's master hand has created i n so i n c r e d i b l y a short time" ̂ . 

Wood's termination of the deputy system i n the Queen's H a l l 

Orchestra was d i r e c t l y responsible for the formation of the London 

Symphony Orchestra, for of the f o r t y - s i x p l a y e r s who immediately 

tendered t h e i r r e s i g n a t i o n to Wood,the names of a l l but one 

appeared i n the l i s t of founder members of the new or c h e s t r a . 

quoted by Reginald Pound i n S i r Henry Wood (19^9) P H I 
^ Landon Ronald: ^Myself and Others" (undated) p 23 
^ quoted by Reginald Pound op c i t pp 95/6 



163 

But t h i s suddenly-precipitated b i r t h of London's second permanent 

p r o f e s s i o n a l o r c h e s t r a had been preceded by a gestation period of 

indeterminable length, for the idea of se c e s s i o n had been i n the 

minds of a number of the Queen's H a l l p l a y e r s f or some time. 

The reasons for t h i s suppressed discontent were numerous and 

complex. Many years a f t e r the event, s e v e r a l of the leading 

s e c e s s i o n i s t s were c a r e f u l to point out that they had no personal 

q u a r r e l with Wood; i t was r a t h e r the system on which the Queen's 

H a l l Orchestra had been run that was the cause of the trouble. 

The p a r t i c u l a r reason which the malcontents gave for t h e i r 

a c t i o n s had to do with finance; they f e l t that they would be 

unable to maintain a decent standard of l i v i n g i f denied the 

r i g h t to pick and choose engagements, accepting only the most 

l u c r a t i v e . But Wood had hardly made an unreasonable demand on 

h i s p l a y e r s by asking them to r e l i n q u i s h the bulk of t h e i r out

side engagements. By 190^ the Queen's H a l l Orchestra was a 

w e l l - e s t a b l i s h e d , healthy concern with a minimum of one hundred 

s a f e engagements per year,as w e l l as an i n c r e a s i n g number of 

opp o r t u n i t i e s for e x t r a work i n London and the provinces. The 

p l a y e r s who remained f a i t h f u l to Wood apparently suffered no 

m a t e r i a l hardship, although i t was perhaps no coincidence that 

i t was l a r g e l y the younger p l a y e r s , those l e s s troubled with 

f i n a n c i a l r e s p o n s i b i l i t i e s , who stayed on. One must suspect 

other than purely f i n a n c i a l reasons f or the acti o n s of the 

d e s e r t e r s , f o r were they not taking a very considerable f i n a n c i a l 

r i s k i n t h e i r new venture? I t was by no means a foregone con

c l u s i o n that London could support another permanent orchestra; 

Hubert Foss r i g h t l y pointed out that "the immediate success 

the London Symphony Orchestra gained came as a suprise to a l l 

the p a r t i c i p a n t s " 

i n 'London Symphony' (195^) P l8 
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Wood doubtless had e x c e l l e n t reasons for h i s a u t o c r a t i c 
r u l e of the Queen's H a l l Orchestra; he f e l t that by no other 
means could the highest standards be maintained. But i n two 
ways t h i s p o l i c y was u n s a t i s f a c t o r y from the pl a y e r s ' point of 
view: f i r s t l y , had Wood at any time chosen (or el s e been forced) 
to sever h i s connection with the orc h e s t r a , i t might w e l l have 
foundered, and secondly, i n an age which gave a great deal of 
thought to the co-operative p r i n c i p l e , there were bound to be 
some members of the o r c h e s t r a who d i s l i k e d the very notion of 
autocracy, r e g a r d l e s s of i t s i n c i d e n t a l advantages, and wished 
to have some say i n the determination of the p o l i c i e s which 
d i r e c t l y a f f e c t e d t h e i r l i v e l i h o o d . The l i f e of an o r c h e s t r a l 
p l a y e r i n Edwardian England was fraught with uncertainty; there 
was no shortage of work, but ne i t h e r was there any shortage of 
able players,and as standards of o r c h e s t r a l playing continued 
to r i s e , rank and f i l e p l a y e r s had to work hard to keep abreast 
of the demands made upon them by modern o r c h e s t r a l works. As 
w e l l as a sound technique, a player needed business acumen and 
a c l e a r head to be able to maintain a decent standard of l i v i n g , 
and a large proportion of the o r i g i n a l Queen's H a l l Orchestra 
c l e a r l y considered that they stood a better chance of being able 
to do t h i s i f the management of t h e i r a f f a i r s lay i n t h e i r own 
hands. 

The programme book of the new orchestra's f i r s t concert 

contained an i n t e r e s t i n g passage i n which the orchestra describes 

i t s e l f as "something akin to a Musical Republic" for from the 

very f i r s t i t was run on co-operative l i n e s . The f i n a n c i a l r i s k 

was shouldered by the pl a y e r s themselv.es, who were named as the 

shareholders when the or c h e s t r a was r e g i s t e r e d as a l i m i t e d 

-1 . London Symphony' (195^) P 7 
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l i a b i l i t y company i n February 1905 and who e l e c t e d a board of 
nine d i r e c t o r s from amongst t h e i r number. The independence which 
t h i s method of self-government permitted was highly prized; even, 
i n the very e a r l y days, when one might assume that the orchestra 
would have accepted any engagement offered, i t exercised i t s 
r i g h t of choosing c a r e f u l l y where, when and under whom i t played. 
Only the best conductors were i n v i t e d to d i r e c t concerts, and i t 
was d i s c r e e t l y but f i r m l y implied that i t was something of an 
honour to be a s s o c i a t e d with a London Symphony Orchestra concert 
i n any c a p a c i t y . T h i s pride was w e l l j u s t i f i e d , for the new 
o r c h e s t r a contained the cream of London's mature o r c h e s t r a l 
p l a y e r s . S i r Adrian Boult, speaking of the l i s t of names of the 
founder members, sa y s : " I t s b r i l l i a n c e staggered a l l those who 
knew the London o r c h e s t r a l world at the time.""^ 

Hans R i c h t e r conducted the very f i r s t London Symphony 

Orchestra concert on 9th June 190^, a f i t t i n g choice since not 

only was he the most celebrated conductor working i n England at 

the time but a l s o i t i s very probable that he had had a clandes

t i n e i n f l u e n c e on the d e c i s i o n to form a new o r c h e s t r a . I n the 

wake of t h i s highly s u c c e s s f u l inaugural concert,a monthly winter 

s e r i e s was planned to s t a r t i n the following October, and the 

o r c h e s t r a a d v e r t i s e d i t s e l f as a v a i l a b l e for h i r e on other 

occasions " i n i t s f u l l strength or i n smaller numbers ranging from 

f o r t y - f i v e to one hundred" ^. Forty-two outside engagements were 

f u l f i l l e d i n the f i r s t f u l l season i n a d d i t i o n to the eight 

monthly symphony concerts,and at the close of i t s f i r s t year the 

o r c h e s t r a was l e f t with £520 i n hand. From the outset of i t s 

career,the general p o l i c i e s to which i t adhered up u n t i l the 

1 . i n •London Symphony" (195^) P 2 

^ i b i d p 7 
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the Great War were established, and the tone of i t s l a t e r a c t i v i 
t i e s was s e t i n that f i r s t season. For i t s monthly s e r i e s the 
or c h e s t r a engaged d i f f e r e n t conductors f or each concert, and they, 
l i k e the s o l o i s t s , were chosen from amongst the best to be found 
i n England or on the Continent at the time. Modern music was not 
ignored - two short works were given t h e i r f i r s t performances -
but the backbone of the programmes was music from the German 
c l a s s i c a l t r a d i t i o n , the works of Beethoven, Bredims and Wagner. 
E n g l i s h music was played at three of the eight concerts, and on 
March 8th 1905 a happy and f r u i t f u l r e l a t i o n s h i p was es t a b l i s h e d 
when E l g a r conducted a programme of h i s own works which included 
the f i r s t performance of the t h i r d 'Pomp and Circumstance' march. 

The second h a l f of the Edwardian decade saw the London 

Symphony Orchestra take i t s place as one of the great orchestras. 

I t s i n c r e a s i n g l y busy programme took i t a l l over England and i t 

was soon recognised as being at l e a s t the equal of any other of 

the n a t i v e o r c h e s t r a s - i n f a c t both R i c h t e r and Arthur N i k i s c h 

considered i t to be the f i n e s t body of pla y e r s i n England. The 

large number of foreign conductors who appeared with i t helped to 

spread the news of i t s excellence and i t earned an i n t e r n a t i o n a l 

reputation u n l i k e that enjoyed by any other E n g l i s h o r c h e s t r a . 

T h i s reputation was f u r t h e r enhanced by a number of v i s i t s to 

other c o u n t r i e s ; the or c h e s t r a played i n P a r i s i n 1906 and i n 

Antwerp two years l a t e r . On home ground i t continued i t s regular 

winter s e r i e s and i n October 1905 began two simultaneous f o r t n i g h t l y 

s e r i e s of Sunday concerts given at the London Palladium and the 

Royal A l b e r t H a l l week and week about. I t s f i r s t appearance at 

a p r o v i n c i a l f e s t i v a l was i n 1905, and by the end of the decade 

i t was responsible f o r the o r c h e s t r a l playing at a l l the major 

f e s t i v a l s barring S h e f f i e l d and Norwich,which were Henry Wood's 

p a r t i c u l a r domain. Percy Harrison, the Birmingham impresario, 
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arranged frequent p r o v i n c i a l tours, often with E l g a r as conductor. 
I n January 1907 i± made a highly s u c c e s s f u l debut i n the opera 
house when i t played under i t s own name at a month-long season 
of German opera at Covent Garden, and i n A p r i l I908 refused an 
o f f e r from Robert Newman to replace the Queen's H a l l Orchestra at 
the following season of Promenade Concerts. The flood of engage
ments which continued to pour i n amply confirmed the o r i g i n a l 
premise that there were s u f f i c i e n t opportunities to warrant the 
formation of another permanent orchestra i n London and, although 
from 1907 onwards i t had another r i v a l i n the New Symphony 
Orchestra, by then the London Symphony Orchestra was s u f f i c i e n t l y 
w e l l - e s t a b l i s h e d to be hardly troubled by the appescrance of t h i s 
unlooked-for new a r r i v a l . 

Up u n t i l h i s departure from England i n 1911, Hans R i c h t e r 

d i r e c t e d many more of the London Symphony Orchestra's concerts 

than any other conductor. His i d e n t i f i c a t i o n with the orchestra 

at the outset of i t s career had been enormously h e l p f u l to i t s 

growing reputation, and the frequency of h i s subsequent appear

ances ensured that the German c l a s s i c a l t r a d i t i o n was w e l l 

represented i n the programmes and a l s o helped to cement the 

o r c h e s t r a ' s l i n k with E l g a r . Arthur N i k i s c h was the next most 

frequent choice of the o r c h e s t r a ' s d i r e c t o r s and, as one of the 

f i r s t i n t e r n a t i o n a l ' s t a r ' conductors, h i s nsune added further 

l u s t r e to the o r c h e s t r a ' s a c t i v i t i e s . His musical sympathies 

were broader than R i c h t e r ' s and he was more u n i v e r s a l l y admired 

and respected by p l a y e r s , audiences and fellow conductors a l i k e . 

Other European conductors engaged by the orchestra during i t s 

f i r s t half-dozen seasons included Wassily Safonoff, Emil Mlynarski, 

Max F i e d l e r , F r i t z Steinbach and Edouard Colonne, while eunong the 

n a t i v e conductors were Stanford, Cowen and Landon Ronald. 

However, the Englishman who was most c l o s e l y a s s o c i a t e d with the 
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L S 0 i n i t s e a r l y days was E l g a r . I n November 190k he took 
the o r c h e s t r a on i t s f i r s t p r o v i n c i a l tour, and from then on 
appeared with i t frequently i n London and elsewhere, conducting 
h i s own and other men's music. On R i c h t e r ' s retirement i n 1911, 
i t was to be E l g a r who was to be appointed P r i n c i p a l Conductor 
i n h i s p l a c e . 

The ease and r a p i d i t y with which the London Symphony 

Orchestra had e s t a b l i s h e d i t s e l f was i n f l u e n t i a l i n the formation 

of yet another self-governing o r c h e s t r a i n Edwardian London. 

I n October 1905 a group of about for t y p l a y e r s c a l l i n g i t s e l f 

the Sunday O r c h e s t r a l Society i n i t i a t e d a s e r i e s of Sunday a f t e r 

noon concerts at the Coronet Theatre, Notting H i l l Gate under the 

baton of Evelyn Howard Jones, then as l a t e r known c h i e f l y as a 

p i a n i s t . Despite v a r i e d programmes and the p a r t i c i p a t i o n of some 

of the lery best o r c h e s t r a l p l a y e r s to be found i n London, the 

concerts were poorly attended and the s e r i e s was terminated e a r l y . 

The p l a y e r s continued t h e i r freelance careers,but the idea of a 

new o r c h e s t r a was kept a l i v e ; a committee was formed and occas

i o n a l concerts under d i f f e r e n t conductors were given during 1906. 

T h i s was e x a c t l y the time when Thomas Beecham was searching 

for an o r c h e s t r a with which to put into p r a c t i c e the views he had 

formulated concerning o r c h e s t r a l balance and ensemble. His f i r s t 

attempt at o r c h e s t r a l conducting i n London, i n December 1905 with 

f o r t y members of the Queen's H a l l Orchestra, had not been a success, 

p a r t l y due to lack, of co-operation on the part of the p l a y e r s , but 

having attended a r e h e a r s a l of the Sunday O r c h e s t r a l Society and 

been s t r u c k by "a superior refinement of tone ... not found e l s e 

where""^, he was delighted when approached by a member of i t s 

committee p l a c i n g himself and h i s colleagues at Beecham.'iS d i s p o s a l 

for a s e r i e s of four concerts i n the winter of 1906/07. Once again 

•'• Thomas Beecham: 'A-. Mingled Chime" il9kk) p 57 
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the s e r i e s did not run i t s f u l l course - programmes b u i l t l a r g e l y 
of obscure works from the l ^ t h and e a r l y 19th c e n t u r i e s f a i l e d to 
a t t r a c t s u f f i c i e n t l y large audiences even to the modestly-
proportioned Bechstein H a l l - but the playing and the conducting 
won u n i v e r s a l p r a i s e and both Beechann and the New Symphony 
Orchestra (the name had been chosen i n the autumn of 1906) recog
n i s e d the advantages to each of continued a s s o c i a t i o n with the other. 

During the s p r i n g and summer of 1907 the orchestra, on 

Beecham's advice, expanded i t s e l f to true symphony orchestra 

proportions, the new body of eighty p l a y e r s appearing for the 

f i r s t time at Queen's H a l l i n October of that year. T h i s and the 

two other concerts given before Christmas put the new o r c h e s t r a 

on the map. Before that time even one with so f u l l a knowledge 

of London music as Robin Legge (a c r i t i c on 'The Times' and then 

the 'Daily Telegraph') had had no knowledge of i t s existence: when 

D e l i u s had questioned him about the p r o f e s s i o n a l orchestras to be 

found i n the c a p i t a l , Legge had t o l d him of only the Queen's H a l l 

Orchestraand the London Symphony Orchestra. Delius attended the 

f i r s t New Symphony Orchestra concert out of c u r i o s i t y and was so 

impressed with what he heard that he immffidiately decided that 

t h i s was the o r c h e s t r a to introduce h i s mature works to England. 

Others besides D e l i u s were e n t h u s i a s t i c - the c r i t i c s were unani

mous i n t h e i r p r a i s e of the high standard of the playing and the 

Queen's H a l l was t o l e r a b l y f u l l on each occasion that the orchestra 

appeared. Doubtless Beecham's presence on the rostrum was respons

i b l e f o r some of the i n t e r e s t shown i n the new orchestra, but a l l 

the p r e s s reviews s i n g l e d out the p o l i s h and p r e c i s i o n of the play

ing f or s p e c i a l r e f e r e n c e . 

The new o r c h e s t r a continued i t s close a s s o c i a t i o n with 

Beecham for one more year. The concerts i t gave during 1908 

r e f l e c t e d i t s conductor's r e f i n e d and i n q u i s i t i v e t a s t e s , the 
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programmes being l a r g e l y made up of u n f a m i l i a r pieces by w e l l -
known composers, t o t a l l y unknown music by the l e s s e r f i g u r e s of 
l8th and 19th century Europe, and new E n g l i s h works. Music of 
t h i s l a s t type was p a r t i c u l a r l y strongly i n evidence; each concert 
contained two or three E n g l i s h works, many of which were being 
given for the f i r s t time.* The s t y l e of the orchestra's play
ing a l s o r e f l e c t e d Beecham's p a r t i c u l a r concerns, notably 
scrupulous a t t e n t i o n to matters of balance and ensemble. But 
once the New Symphony Orchestra had e s t a b l i s h e d for i t s e l f a 
permanent and widely-recognised niche i n the musical l i f e of 
London and Beecham had earned himself the reputation of being one 
of the most t a l e n t e d of the young ^ i g l i s h conductors, no longer 
was i t v i t a l that d i f f e r e n c e s of opinion between pl a y e r s and 
conductor should be patched up and minimised. Beecham expressed 
h i s d i s s a t i s f a c t i o n with the o r c h e s t r a ' s adherence to the deputy 
system, while the p l a y e r s complained of h i s a u t o c r a t i c a t t i t u d e 
to what was intended to be a coo-operative venture. Since 
n e i t h e r ' s well-being now depended upon the other, conductor and 
o r c h e s t r a allowed the breach between them to widen beyond the 
reparable l i m i t , and Beecham f i n a l l y severed h i s connection with 
the o r c h e s t r a i n December I908. 

J u s t as Beecham's f i r s t encounter with the New Symphoiy.ache'strahad 

been a piece of timely good fortune for both p a r t i e s , so the 

o r c h e s t r a ' s search for a new conductor to replace him coincided 

happily with Landon Ronald's c a s t i n g around for j u s t such a 

p o s i t i o n as the o r c h e s t r a was able to o f f e r . Ronald had begun 

h i s conducting c a r e e r i n the opera house, but, a f t e r changing to 

T h i s p o l i c y towards native music was not wholly a l t r u i s t i c : 
J o s e f Holbrooke was not the only composer with a patron w i l l i n g 
to s u b s i d i s e concerts which included h i s works. 
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o r c h e s t r a l work,found himself i n the curious p o s i t i o n of having 

an enviable reputation i n Europe (as a r e s u l t of highly success

f u l appearances with the B e r l i n Philharmonic,, the L e i p z i g 

Gewandhaus and other leading c o n t i n e n t a l o r c h e s t r a s ) but able 

to secure only o c c a s i o n a l engagements i n London. His appear

ances with the London Symphony Orchestra at t h e i r Sunday concerts 

were r e g u l a r but infrequent due to the D i r e c t o r s ' r i g i d adherence 

to the p o l i c y of engaging a large number of d i f f e r e n t conductors 

each season. L i k e any other ambitious young conductor, he f e l t 

the need of c l o s e a s s o c i a t i o n with a permanent body of p l a y e r s , 

and a s i n g l e r e h e a r s a l with the New Symphony Orchestra Ma.B.ighough to 

convince both p a r t i e s of the d e s i r a b i l i t y of Ronald's succeeding 

Beecham. Accordingly,early i n 1909 the former severed h i s con

nection with the London Symphony Orchestra and became P r i n c i p a l 

Conductor of the new o r c h e s t r a , a p o s i t i o n which he held for 

more than a decade. 

Ronald considerably a l t e r e d the character of the New Symphony 

Orchestra, h i s appointment i n i t i a t i n g a new phase i n i t s h i s t o r y ; 

therefore d i s c u s s i o n of the o r c h e s t r a ' s development under h i s 

l e a d e r s h i p w i l l be held over u n t i l the next chapter. S i m i l a r l y , 

the o r c h e s t r a which Beecham immediately founded, and which was to 

play an important r o l e i n |lnglish musical l i f e j u s t before the 

Great War,will best be d e a l t with i n the chapter concerned with 

m u s i c a l a c t i v i t y during the e a r l y Georgian years, even though i t 

gave i t s f i r s t concert as e a r l y as February 1909* But before 

turning aside from t h i s sketch of Edwardian o r c h e s t r a l a c t i v i t y , 

mention should be made of the oldest E n g l i s h o r c h e s t r a , an 

i n s t i t u t i o n which exerted considerable i n f l u e n c e by v i r t u e of 

i t s s e n i o r i t y and i l l u s t r i o u s h i s t o r y as much as by i t s pursuance 

of a steady, ordered p o l i c y . "The h i s t o r y of the Philharmonic 
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S o c i e t y of London ... i s p r a c t i c a l l y , at any r a t e during the 
f i r s t s i x t y years of i t s e x i s t e n c e , Cie u n t i l the mid l870s) 
the h i s t o r y of E n g l i s h o r c h e s t r a l music" wrote the S o c i e t y ' s 
o f f i c i a l h i s t o r i a n i n a centenary r e t r o s p e c t published i n 1912 
and i f the appearance of the new London orchestras had robbed the 
Philharmonic S o c i e t y of i t s pre-eminent p o s i t i o n , i t s a c t i v i t i e s 
were s t i l l an important part of the London musical season. 

The Society had been founded i n 1813 as a non-profit-making 

p r o f e s s i o n a l club whose r a i s o n d'§tre was the presentation of 

o r c h e s t r a l concerts (the i n c l u s i o n of chamber music i n the pro

grammes seems to have been confined to the f i r s t few seasons only) 

and one hundred years l a t e r i t s c o n s t i t u t i o n and aims were l a r g e l y 

u n a l t e r e d . I t had grown i n s i z e and i t s o r c h e s t r a was no longer 

assembled purely from the ranks of the s u b s c r i b e r s , but the 

S o c i e t y was s t i l l made up of members and a s s o c i a t e s paying a,n 

annual s u b s c r i p t i o n and e l e c t i n g from t h e i r number seven d i r e c t o r s 

to manage i t s a f f a i r s with the help of a number of permanent 

honorary o f f i c e r s . The e a r l y a s s o c i a t i o n of the Philharmonic 

with such f i g u r e s as Mendelssohn and Beethoven had immediately 

e s t a b l i s h e d i t as a concern of i n t e r n a t i o n a l standing, and through 

the nineteenth century i t continued to i d e n t i f y i t s e l f with the 

l a t e s t developments i n European music; musicians of the repute 

of Spohr, Weber, B e r l i o z and Wagner conducted for i t , a l l the 

leading c o n t i n e n t a l s o l o i s t s who could be persuaded to v i s i t 

England appeared at i t s concerts, and i t kept r e l a t i v e l y w e l l 

abreast of the l a t e s t trends i n composition. From I856 onwards, 

a l l the conducting was undertaken by Englishmen, but, despite the 

performance of a considerable amount of native music (a feature 

of the S o c i e t y ' s programmes from the very beginning), i t was able 

^ Myles B i r k e t t F o s t e r : History of Philharmonic Society of London 
(1912)- p 7 
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to maintain i t s cosmopolitan ethos. A great many storms had to 
be weathered i n the course of i t s h i s t o r y : periods of inept 
management and confused i d e a l s , times of f i n a n c i a l c r i s i s and 
f a i l i n g support, and the appearance of organisations bent on 
d e l i b e r a t e competitive r i v a l r y . A l l these d i f f i c u l t i e s were 
overcome, but the most s e r i o u s threat of a l l was the enormous 
p r o l i f e r a t i o n of o r c h e s t r a l a c t i v i t y i n London i n the two decades 
before the outbreak of the Great War. 

For the f i r s t eight seasons of the new century the P h i l 

harmonic So c i e t y had F r e d e r i c Cowen as i t s conductor, he having 

d i r e c t i o n of a l l works except those which the composers elected 

to conduct. As a considerable number of new works were given, 

not a few composers appeared on the rostrum, among them 

Glazounov, E l g a r , Stanford, Weingartner, Sinding and S i b e l i u s . 

Modern E n g l i s h music was w e l l represented i n the programmes at 

t h i s time; every concert presented at l e a s t one work of t h i s 

type, and i t was by no means only the older, e s t a b l i s h e d E n g l i s h 

composers who were favoured with performances. Modern European 

music fared l e s s w e l l ; the names of S t r a u s s and Debussy appeared 

i n the prograimmes only very i n f r e q u e n t l y , a s did those of 

Rimsky-Korsakoff, Glazounov and S i b e l i u s . Brahms and Tchaikovsky 

were the most popular of the moderns*and the standard German 

r e p e r t o i r e of the l 8 t h and 19th c e n t u r i e s was w e l l represented,, 

e s p e c i a l l y by the works of Beethoven, Mendelssohn, Wagner and 

other composers who had had d i r e c t dealings with the S o c i e t y . 

Seven concerts were given each season on Thursday evenings at 

Queen's H a l l . The number of s u b s c r i b e r s was not as large as i t 

had been formerly,and the D i r e c t o r s r e l i e d h e a v i l y upon casual 

t i c k e t s a l e s prompted by a t t r a c t i v e programmes and eminent 

s o l o i s t s . The a c t i v i t i e s of the Society took t h e i r tone from 

the p e r s o n a l i t y of i t s p r i n c i p a l conductor - t e c h n i c a l l y able 
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and w e l l - i n t e n t i o n e d but f a r from progressive and s l i g h t l y d u l l . 

A major change of p o l i c y was i n i t i a t e d i n I908. The 

Philharmonic had d r i f t e d i n t o the doldrums during the previous 

seasons; s u b s c r i p t i o n had f a l l e n o f f , expenses were c o n t i n u a l l y 

r i s i n g and competition from the other London orchestras was 

growing f i e r c e r every year. I n an attempt to remedy t h i s s i t u a 

t i o n Cowen's s e r v i c e s as conductor were retained for only two of 

the season's concerts, the remainder being a l l o t t e d to N i k i s c h , 

R i c h t e r and Wood. The programme of music offered was more enter

p r i s i n g than of l a t e , a f a c t o r which, coupled with the engagement 

of three of the most eminent conductors of the day, increased 

both the number of the s u b s c r i b e r s to the s e r i e s and a l s o the 

s a l e s of s i n g l e t i c k e t s . The a r t i s t i c success of the season was 

resounding and, had R i c h t e r not withdrawn from h i s contract at the 

l a s t minute,the f i n a n c i a l outcome would have been equally 

favourable. 

S i m i l a r p o l i c i e s were pursued the following seasons: the 

concerts were d i r e c t e d by leading E n g l i s h and continental con

ductors, the programmes offered were v a r i e d and e n t e r p r i s i n g , 

mingling works from the standard r e p e r t o i r e with re p r e s e n t a t i v e 

modern music and a s p r i n k l i n g of brand new compositions; E n g l i s h 

music continued'to be w e l l represented, no concert passing without 

the performance of at l e a s t one E n g l i s h work. F i n a n c i a l l y the 

S o c i e t y was i n a h e a l t h i e r s t a t e than i t had been for many years; 

a s u b s c r i p t i o n l i s t of over four hundred names helped to s w e l l 

the income for the I909/IO season to c l o s e on £2,500. "With such 

r e s o u r c e s , something may be done by the Society even i n expens-
" 1 

i v e London 1 

'Musical Times V o l L I (1910), p 51^ 
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O r c h e s t r a l developments i n the Edwardian (decade were to 
some extent mirrored i n the c h o r a l f i e l d with the founding of 
s e v e r a l xjapprtant new c h o i r s and the r e v i t a l i s a t i o n of a number 
of older o r g a n i s a t i o n s . Choral singing i n England had eilperienced 
something of a r e v o l u t i o n i n the mid-nineteenth century which 
p r e c i p i t a t e d a considerable amount of c h o r a l a c t i v i t y r i g h t to 
the end of the V i c t o r i a n period; but the new renaissance movement 
sti m u l a t e d f u r t h e r developments through the Edwardian decade and 
i n t o the e a r l y Georgian years. 

Vaughan Williams summed up the s i t u a t i o n i n London i n the 

l a t e 1890s as f o l l o w s : " I wish there were a good choral s o c i e t y 

i n London. We have only three - the Albert H a l l and the Queen's 

H a l l - which can s i n g but do not and the Bach Choir which does 

good things but can't s i n g ...""'". By the Albert H a l l choir 

Vaughan Williams meant the Royal Choral S o c i e t y , formed i n I872 

by the amalgsimation of Barnby's o r a t o r i o choir with the Royal 

Alb e r t H a l l Choral Society which had been e s t a b l i s h e d under 

Gounod i n the previous year. The large s i z e of t h i s choir (some 

nine hundred voices),coupled with the unique acoustic of the 

b u i l d i n g i n which i t performed,restricted the choice of works 

which could be given e f f e c t i v e l y , and although F r e d e r i c k Bridge 

(who succeeded Barnby as conductor i n I896) breathed new l i f e into 

the r e p e r t o i r e by g i v i n g works by Parry, Stanford, E l g a r and 

Vaughan Williams, s o l i d performances of the standard eighteenth 

and nineteenth century o r a t o r i o s accounted for much of the c h o i r ' s 

a c t i v i t y . 

The Queen's H a l l Choral Society was never a very f l o u r i s h i n g 

concern, i t s chequered h i s t o r y being chronidad by occasional 

r e f e r e n c e s i n the musical press between l89^ and 1903« The Bach 

a l e t t e r to Rene Gatty w r i t t e n i n about I898 quoted by 
U r s u l a Vaughan Williams i n 'R.V.W. ' UsGk) p 56 
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Choir however was something of an i n s t i t u t i o n . I t belonged to 
the same generation as the Royal Choral S o c i e t y , having been 
founded for the p a r t i c u l a r purpose of giving the f i r s t E n g l i s h 
performance of the B minor Mass, an event which took place i n 
1876. The c h o r a l works of Bach remained the ch o i r ' s c h i e f con
cern, but under s u c c e s s i v e conductors (Otto Goldschmidt, Stanford 
and Walford Davies) other more modern works were given as w e l l . 
The membership " c o n s i s t e d l a r g e l y of Kensington amateurs who 
had more musical c u l t u r e than v o i c e " which explains the s t a i d 
and e x c l u s i v e r e p u t a t i o n the c h o i r enjoyed and a l s o Vaughan 
Wil l i a m s ' disparagement. Walford Davies did something to r a i s e 
the m usical standards during h i s short tenure of the conductor-
ship (from 1902 to 1907),hut i t took the z e a l and forthrightness 
of h i s successor Hugh A l l e n to galvanise i t into a c t i o n and 
enthusiasm. 

Another choir to change i t s character during the Edwardian 

decade under the i n f l u e n c e of a new conductor w^s the Alexandra 

Palace Choral S o c i e t y . The sporadic c h o r a l a c t i v i t y at the 

Palace during the l a s t quarter of the old century had been 

r e g u l a r i s e d under George R i s e l y i n I898, but on the appointment 

of A l l e n G i l l to the conductorship i n 1901, the choir was t r a n s 

formed i n i t s s i z e , i t s ambition and i t s accomplishment. I t soon 

came to r i v a l the Royal Choral Society i n numbers but, because of 

the nature of the b u i l d i n g i n which i t performed and a l s o the 

methods of i t s conductor, a more e n t e r p r i s i n g policy was pursued, 

with wide-ranging programmes of c l a s s i c a l and modern works being 

given (with the E l g a r o r a t o r i o s as something of a s p e c i a l i t y ) to 

an extremely high standard. 

The f i r s t important London choir to be founded during the 

Edwardian decade was the London Choral So c i e t y , e s t a b l i s h e d by 

Arthur Fagge i n I903. A s e n s i b l e s i z e was decided upon (about 

H C C o l l e s : "Walford Davies; a biography' (19^2) p 58 
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three hundred v o i c e s ) , a high l e v e l of vocal technique and 
s i g h t - r e a d i n g a b i l i t y was required of a p p l i c a n t s and a d e l i b e r 
ate p o l i c y of "presenting u n f a m i l i a r and u n j u s t l y neglected 
works''^ was adopted, although occasi o n a l performances were 
given of standard f a v o u r i t e s . The S o c i e t y won i t s spurs with 
a performance of 'The Dream of Gerontius' at Queen's H a l l i n 
February 190^, something of a f e a t for a c h o i r s t i l l i n i t s 
f i r s t season, and then went on to introduce many other new 
E n g l i s h works to London: 'Everyman' l a t e r the same year, Parry's 
'Pied P i p e r ' and Holbrooke's 'The B e l l s ' i n I906, the f i r s t part 
of 'Omar Khayyam' i n I908, and many more. Fagge held f i r m l y to 
h i s o r i g i n a l r e s o l u t i o n ; only very r a r e l y were the choral war-
horses given. The standard of the S o c i e t y ' s performances, 
c r e d i t a b l e from the outset of i t s career, soon became uniformly 
high as was proved towards the end of the decade when i t was 
i n v i t e d to share concerts with the London Symphony Orchestra, 
a body , etesessively aware of i t s reputation and standing i n the 

m u s i c a l world. 

S l i g h t l y younger than the London Choral Society was the 

Oriana Madrigal Society,founded by Charles Kennedy Scott i n 

1904 as a choir of t h i r t y - s i x v oices intending "to devote i t s e l f 

s o l e l y to the s i n g i n g of E l i z a b e t h a n madrigals"^. The S o c i e t y 

did not have t h i s f i e l d e n t i r e l y to i t s e l f ; there were other 

bodies i n London and the provinces which s p e c i a l i s e d i n the 

performance of s e c u l a r Tudor c h o r a l music, but these were merely 

large c h o i r s whose conductors had an i n t e r e s t i n old E n g l i s h 

music. S c o t t ' s approach was revolutionary i n that he understood 

the true s p i r i t of madrigal s i n g i n g and recognised the n e c e s s i t y 

an e a r l y programme of the Society quoted by Robert E l k i n i n 
'Queen's H a l l l893 - 19^1' (undated c ISkk) p 64 

^ an "introductory announcement" quoted i b i d p 65 
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for a l i g h t , f l e x i b l e and s p r i g h t l y s t y l e of performance. His 
concerts were r e v e l a t o r y , a s was h i s 'Manual of Madrigal Singing' 
i s s u e d i n 190?. He was not narrow i n h i s approach, however, and, 
having enlarged h i s choir to about s i x t y voices,he s e t about 
exploring the seventeenth century cho r a l r e p e r t o i r e and a l s o 
began g i v i n g works for unaccompanied chorus by modern E n g l i s h 
composers. This was a side to the S o c i e t y ' s a c t i v i t i e s which 
became very much more pronounced i n the pre-War period; during 
the Edwardian decade i t was for i t s d i s t i n c t i v e and accomplished 
madrigal singing that i t was known. 

I n 1907 another London choir was formed. Edward Mason, a 

p r o f e s s i o n a l c e l l i s t and a member of the music s t a f f at Eton 

College, gathered together a group of about one hundred voices 

with the i n t e n t i o n of performing concerts of modern E n g l i s h music. 

The c h o i r ' s f i r s t public performance was i n A p r i l I908 when works 

by Dunhill,. Hoist, Stanford, McCunn, Parry and E l g a r were given; 

a c e r t a i n imbalance between the pa r t s and la c k of maturity i n 

the s i n g i n g were noticed on t h i s occasion, blemishes which seem 

to have disappeared by the following March when another concert 

at Queen's H a l l was given at which Boughton's 'The Skeleton i n 

Armour' was performed for the f i r s t time.and Edgar Bainton's 

'The Bl e s s e d Damozel' was introduced to London. Even-'the vocal 

and o r c h e s t r a l items given at these concerts were a l l E n g l i s h -

i t was at a concert given by the Edward Mason Choir i n A p r i l I9IO 

that H o i s t ' s 'Somerset Rhapsody' was f i r s t performed. Thus with 

f i n a n c i a l support from the Patron's Fund and fine o r c h e s t r a l 

p l a y i n g from i t s conductor's colleagues, the choir was able to 

serve g r e a t l y the cause of the native composer. 

For much of the Edwardian decade i t was an acknowledged 

f a c t that the f i n e s t c h o r a l s o c i e t i e s i n England were to be found 

not i n London but i n the Midlands and the North. The a c t i v i t i e s 
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of Henry Coward i n Yorkshire and James Whewall i n S t a f f o r d s h i r e 
had s e t new standards i n c h o r a l singing, standards which cho i r s 
from no other p a r t s of the country seemed able to match: a common 
p r a c t i c e at t h i s time was for f e s t i v a l choruses i n the south and 
west of England to import a contingent of singers from Leeds or 
S h e f f i e l d to add b r i l l i a n c e and tone to t h e i r own e f f o r t s . I t 
was Whewall's North S t a f f o r d s h i r e D i s t r i c t Choral Society which, 
having given a performance of 'The Dream of Gerontius' i n Hanley 
which the composer described as being "almost f l a w l e s s " , was 
i n v i t e d to give the f i r s t London performance of the work i n 
Westminster Cathedral i n June 1903, and the same choir was chosen 
by Beecham to introduce D e l i u s ' 'Sea D r i f t ' to London i n February 
1909 and to give the f i r s t E n g l i s h performance of 'A Mass of L i f e ' 
at Queen's H a l l only four months l a t e r . Coward's S h e f f i e l d choir 
performed to great acclaim i n London too,but a l s o gave concerts 
f u r t h e r a f i e l d ; i t toured Germany i n I906 and 1910 and v i s i t e d 
Canada i n I908, being r e c e i v e d with enthusiasm wherever i t went. 
Although by the c l o s e of the decade there had been a steady r i s e 
i n the standard of c h o r a l a c t i v i t y i n London, the p r o v i n c i a l 
choruses s t i l l had the edge, e s p e c i a l l y where large and medium-
s i z e d c h o i r s were concerned; i t was only the two new s m a l l c h o i r s 
i n London which l e d the f i e l d i n t h e i r p a r t i c u l a r branch of 
musical a c t i v i t y . 

The changes observed i n E n g l i s h o r c h e s t r a l l i f e at and a f t e r 

the turn of the century were mirrored remarkably c l o s e l y by con

temporary developments i n the chamber music f i e l d . A period of 

major expansion was i n i t i a t e d i n the mid I89OS, a very i n f l u e n t i a l 

and long-standing s e r i e s of concerts died with the old century, 

new premises designed with chamber concerts i n mind were opened 

and were soon i n great demand, s e v e r a l important concert s e r i e s 

a l e t t e r from E l g a r to the c h o i r s e c r e t a r y quoted by Reginald 
N e t t e l i n Music i n the F i v e Towns l8^0 - 191^" (19^^) P 91 
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were e s t a b l i s h e d and among the new performing ensembles were 

s e v e r a l which made i t a f i x e d policy to bring forward works by 

native composers. I n terms of number of a c t i v e ensembles and 

concerts given,the chamber music f i e l d was immeasurably r i c h e r 

than the o r c h e s t r a l f i e l d , so much so that "to attempt to 

summarize the p r i n c i p a l concerts of chamber music which Ccune 

i n t o existence during the l a t t e r years of the nineteenth century, 

and e s p e c i a l l y a f t e r the Popular Concerts ceased t h e i r regular 

m i n i s t r a t i o n s ( i e a f t e r I898), i s an almost hopeless task" ^. 

One can only hope to chart o u t l i n e s and d i s t i l ; a mass of d e t a i l 

i n t o a p a t t e r n of trends. 

The important chamber concert s e r i e s which came to an end 

at the turn of the century was the 'Popular Concerts', better 

known as the Monday and Saturday 'Pops', presented twice weekly 

at St James' H a l l by Chappell and Co. Between I859 and 1898 

these concerts exerted enormous inf l u e n c e both upon standards of 

performance and upon public t a s t e , but u l t i m a t e l y l o s t favour 

because of h.e s e v e r e l y conservative tone of the programmes, the 

r e s o l u t e r e f u s a l to acknowledge the existence of the growing 

number of able n a t i v e chamber music composers, and, most import

a n t l y , because of growing competition; where once the 'Pops' had 

had the f i e l d l a r g e l y to themselves, from the l890s they had to 

compete with an e v e r - i n c r e a s i n g number of r i v a l organisations. 

The 'South Place Sunday Concerts' were e s t a b l i s h e d i n I887 
l a r g e l y as a p h i l a n t h r o p i c concern,providing f i r s t c l a s s concerts 

that were f i n a n c i a l l y w i t h i n the reach of the working man. As 

with Henry Wood's Sunday concerts, gradually the philanthropic 

aspect was played down (although the charge for admission was 

kept low) and the South Place concerts came to be known as a 

Thomas D u n h i l l : ' H i s t o r i c a l Survey (of) B r i t i s h Performing 
Organisations' i n 'Cobbett's Cyclopedic Survey of Chamber 
Music' (1929) Vo l 1 p 201 
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s e r i e s which for seven months of each year presented c a t h o l i c 

programmes of c l a s s i c a l and modern chamber music expertly 

played i n informal surroundings. Another s e r i e s with a very 

d e f i n i t e purpose was that e s t a b l i s h e d i n l89^ by Ernest Fowles, 

the 'Concerts of B r i t i s h Chamber Music'. T h i s venture ran for 

f i v e years only, but during that time Fowles proved that v a r i e d 

and a t t r a c t i v e programmes could be b u i l t of chamber works by 

B r i t i s h composers old and new. 

Despite these and other a t t r a c t i o n s such as the regular 

concerts presented by the newly-formed John Saunders Quartet 

and Johann Kruse Quartet, the demise of the 'Pops' at f i r s t l e f t 

something of a vacuum i n B r i t i s h chamber music. There was a 

d e l i b e r a t e but u n s u c c e s s f u l attempt to r e v i v e them i n 1903/0^, 

but i n 1905 St James' H a l l was demolished and London chamber 

music l o v e r s had to look elsewhere for t h e i r concerts among the 

new s e r i e s that were mushrooming i n the other small h a l l s i n 

London. 

One of the f i r s t of these new s e r i e s was the 'Broadwood 

Concerts', inaugurated i n 1902. T h i s venture enabled s u b s c r i b 

er s to hear the f i n e s t native and foreign ensembles i n pro

grammes f u l l y r e p r e s e n t a t i v e of a l l periods of chamber music 

composition. I t s f i r s t seasons were given at St James' H a l l but 

i n 1905 i t moved to the Aeolian H a l l and was continued with great 

success throughout the Edwardian decade. 1902 a l s o marked the 

i n c e p t i o n of Josef Holbrooke's chamber concerts, an annual s e r i e s 

which was to enjoy an uninterrupted career for f i f t e e n years. 

These concerts, given at various h a l l s i n London, were l a r g e l y 

concerned with the presentation of modern B r i t i s h works,and con

s i d e r a b l e numbers of the c o n c e r t - g i v e r s ' own compositions appeared 

i n the programmes. Holbrooke was an able p i a n i s t and engaged the 

f i n e s t i n s t r u m e n t a l i s t s to share the platform with him, but the 
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tone of the concerts was marred by the narrow range of music 

played and the abrasive manner of t h e i r advertisement. 

Of a very d i f f e r e n t c h a r a c t e r were the 'Chelsea Chamber 

Concerts' e s t a b l i s h e d by Donald Tovey i n March I906. Tovey's 

t a s t e s , wide-ranging but c o n s e r v a t i v e l y i n c l i n e d , were r e f l e c t e d 

i n the Chelsea programmes which were ^ p r i m a r i l y concerned with 

the works of Bach, Beethoven and Brahms; but h i s f r i e n d s h i p with 

some of the most eminent c o n t i n e n t a l p l a y e r s of the day combined 

with h i s own remarkable g i f t s as a p i a n i s t ensured the highest 

standards of performance at h i s concerts. One of the most c e l e 

brated of Tovey's f r i e n d s was Joseph Joachim, the v i o l i n i s t 

respected more than any other i n l a t e nineteenth century England, 

whose s t r i n g quartet had appeared r e g u l a r l y at the 'Pops' and, 

a f t e r the demise of that s e r i e s , continued to v i s i t t h i s country 

every year u n t i l t h e i r l e a d e r ' s death i n 1907;ŵ  The t r a d i t i o n of 

Joachim's concerts was c a r r i e d on by a new concern, the ' C l a s s i c a l 

Concerts S o c i e t y ' , run by Tovey, Leonard Berwick and F S K e l l y , 

which presented f i r s t - r a t e performances of conservatively-toned 

programmes. The f i r s t concert organised by the new s o c i e t y took 

place i n October I908 and from then on u n t i l the outbreak of the 

Great War a s e r i e s of some eight to ten concerts was given every 

winter. 

Another composer/pianist who organised regular s e r i e s of 

chamber concerts during the Edwardian period was Thomas D u n h i l l 

whose f i r s t programmes were given at the Small Queen's H a l l i n 

June 1907. L i k e Holbrooke, D u n h i l l intended that modern B r i t i s h , 

music should be w e l l to the fore i n h i s scheme, but h i s pro

grammes were very much more balanced and widely representative 

than the former's; no fewer than eleven E n g l i s h composers had 

t h e i r work played and sung* at D u n h i l l ' s f i r s t s e r i e s of three 

* L i k e almost a l l contemporary chamber concerts, D u n h i l l ' s 
always presented both instrumental and vocal music; concerts 
of chamber works i n only one medium were very r a r e at t h i s 
time. 
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concerts and i n succeeding years a p o l i c y of giving second per

formances as w e l l as premieres of native works was adopted. 

I n a d d i t i on to these named chamber music s e r i e s (of which 

the above l i s t does not claim to be complete), there were the 

myriad concerts presented by the ensembles themselves. A number 

of the more i l l u s t r i o u s c o n t i n e n t a l chamber music p a r t i e s , among 

them the Bohemian, Rosi and Flonzaley Quartets,were regular 

v i s i t o r s to London, and, i n addition to t h e i r a c t i v i t i e s , t h e r e 

were the appearances of the e s t a b l i s h e d native ensembles, u s u a l l y 

grouped i n t o concert s e r i e s : the Johann Kruse Quartet played 

frequently at Leighton House and the. Bechstein H a l l , the John 

Saunders Quartet, the s e n i o r E n g l i s h ensemble, was best known for 

i t s appeasanees at South Place, and the Wessley Quartet, the f i r s t 

quartet to be founded i n the new century, gave an annual s e r i e s 

a l s o at the Bechstein H a l l . Following Hans Wessley's lead, a 

great many other E n g l i s h s t r i n g p l a y e r s formed ensembles during 

the Edwardian decade; 'Cobbet's iQyelopedic Survey of Chamber Music' 

l i s t s t h i r t e e n p r o f e s s i o n a l s t r i n g quartets e s t a b l i s h e d between 

1900 and I9IO 

S e v e r a l f a c t o r s combined to make the Edwardian decade a 

p a r t i c u l a r l y r i c h period for chamber music actdsaty. I n addition 

to those concerned with ensembles and the presentation of concerts 

o u t l i n e d above,there were a l s o the i n c r e a s i n g l y large amounfeof 

chamber music of worth being composed i n England, the opening of 

two more good h a l l s (the Bechstein H a l l and the Aeolian H a l l ) 

e s p e c i a l l y s u i t e d to the presentation of chamber concerts, thus 

bringing the number of such concert tooms i n c e n t r a l London to 

four, and the a c t i v i t i e s of Walter Cobbett whose ac t s of patron

age were h e l p f u l to the cause of chamber music at many levels. 

V o l 1 pp 203 - 209 
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Whether there was at t h i s time any decline i n private and 
amateur a c t i v i t y i t i s impossible to say with any confidence, 
but the growth of the public c u l t i v a t i o n of chamber music i s 
unquestionable. 

Compared with the f l o u r i s h i n g of o r c h e s t r a l , choral and 

chamber music during the e a r l y years of the century, contemporary 

o p e r a t i c a c t i v i t y was both l i m i t e d and l a c k i n g any sense of 

innovation. But opera has never occupied a very prominent 

p o s i t i o n i n E n g l i s h musical l i f e , a n d there has always been a body 

of opinion both w i t h i n the musical profession and among the gen

e r a l p u b l i c which has remained untouched by the a t t r a c t i o n s of 

opera and thus i n d i f f e r e n t to i t s scant representation i n E n g l i s h 

m u s i c a l l i f e . The s t a t e of E n g l i s h opera during the Edwardian 

decade was no worse than might have been expected bearing i n 

mind the nature of o p e r a t i c a c t i v i t y at the end of the nineteenth 

century. The shortcomings were only thrown in t o greater r e l i e f 

by the r e v i t a l i s a t i o n which had occurred i n almost every other 

branch of the musical l i f e of t h i s country. 

The most p r e s t i g i o u s operatic concern i n England at t h i s 

time was the Grand Opera Syndicate which organised regular seasons 

at the Royal Opera House, Covent Garden. This body, formed i n 

1896, pursued a safe r a t h e r than an adventurous p o l i c y , mount

ing seasons of I t a l i a n , German and French operas sung i n t h e i r 

o r i g i n a l languages by companies l a r g e l y made up of foreign a r t i s t s . 

Almost a l l the works given were from the standard r e p e r t o i r e ; 

only o c c a s i o n a l l y was a new work (or an u n f a m i l i a r old one) 

brought forward; Between I9OO and I9IO only two new E n g l i s h works 

were given: E t h e l Smyth'.s (Der Wald' i n I903 and E W Naylor's 

'The Angelus' i n 1909. Standards of performance and staging 

were high and the venture was w e l l supported. 
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I f not a c t u a l l y r esponsible f or i t , Covent Garden seasons 
did nothing to counter the notion that opera was an expensive 
and e x c l u s i v e pastime. P r i c e s were high, the patronage of the 
a r i s t o c r a c y was encouraged and the p r i n c i p a l s e r i e s each year 
was c a r e f u l l y timed to coincide with the height of the s o c i a l 
season, the l a t e s p r i n g and earl y summer. The image of opera 
as being an imported commodity was fostered by the engagement 
of leading c o n t i n e n t a l and American s i n g e r s ; B r i t i s h performers 
were as scarce a t Syndicate seasons as B r i t i s h operas. I n 
January 1909, however,an important innovation was made i n the 
shape of a short season of opera i n E n g l i s h under R i c h t e r and 
Percy P i t t , performances which n e c e s s i t a t e d the engagement of 
E n g l i s h s i n g e r s f or the main parts,and the success of t h i s 
venture l e d to s e v e r a l German and I t a l i a n operas i n the p r i n c i 
p a l summer season the following year being given i n the vernac
u l a r . 

The Covent Garden Syndicate apart, the only companies 

operating with any r e g u l a r i t y i n Edwardian England were the 

Royal C a r l Rosa Opera Company and the Moody-Manners Opera Company. 

The former, e s t a b l i s h e d i n I875, was dedicated to the presentation 

of opera i n E n g l i s h , much of i t s work being undertaken i n the sub

urbs and the provinces which i t toured with a large r e p e r t o i r e of 

mainly standard works; but o c c a s i o n a l seasons were given i n 

c e n t r a l London a t Drury Lane Theatre and elsewhere. Methods of 

production were of n e c e s s i t y f a r l e s s elaborate than those of the 

Syhdicate at Covent Garden,but the musical t r a d i t i o n was strong 

and the whole management p o l i c y a fi n e balance of ente r p r i s e and 

p r a c t i c a l i t y . The Moody-Manners Company, younger by some twenty 

y e a r s , pursued s i m i l a r aims of presenting grand opera i n E n g l i s h . 

At i t s most prosperous period (the early part of the Edwardian 
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decade) three independent companies were maintained, employed 
l a r g e l y i n p r o v i n c i a l tours but, l i k e C a r l Rosa's company, 
gi v i n g o c c a s i o n a l seasons at Covent Garden (1902 and 1903) and 
Drury Lane (1904). 

The educative work achieved by these two companies was of 

great b e n e f i t i n c u l t i v a t i n g an appreciation of operaanong 

those who were geographically, f i n a n c i a l l y or s o c i a l l y beyond 

the reach of the i n f l u e n c e of the Grand Opera Syndicate. They 

a l s o provided an e x c e l l e n t t r a i n i n g ground for young s i n g e r s , 

almost a l l the E n g l i s h operatic s i n g e r s of note who l a t e r came 

to the' fore under Beecham having served t h e i r apprenticeship and 

undertaken t h e i r f i r s t major r o l e s i n one or other company. I n 

a d d i t i o n they served the native composer w e l l , the Moody-Manners 

Company being c r e d i t e d with f i r s t performances of seven B r i t i s h 

operas between l897 and 1909» the other company, with i t s longer 

c a r e e r , with bringing forward ten new works by native composers. 

Thus the p e r i p a t e t i c companies provided e x c e l l e n t f o i l for the 

p o l i c i e s of the Grand Opera Syndicate and between them the two 

branches of E n g l i s h opera covered a wide spectrum of a c t i v i t y . 

For other thsai t h i s there was very l i t t l e . Operatic s e l e c t i o n s 

(some of them quite extensive,.) were performed with great success 

on the s l e n d e r e s t ofnesources at the 'Old V i c ' , but for l e g a l 

reasons i t was impossible to stage complete operas there. There 

were attempts to e s t a b l i s h other touring companies, most of them 

s h o r t l i v e d and none at a l l s u c c e s s f u l , o too many being of the 

type of the 'Imperial Grand Opera Company' described by Beecham 

i n 'A Mingled Chime'^ • Much ink was s p i l l e d i n the drawing up 

of schemes whereby some s o r t of National Opera House might be 

e s t a b l i s h e d (with or without f i n a n c i a l a i d from public funds) 

Chapter 9, PP 46 - 51 



167 

to provide a proper focus for E n g l i s h operatic endeavour; 
Stanford,for example,put up what seems an eminently workable 
scheme which i s described i n h i s 'Studies and Memories' of I908 
But nothing a c t u a l l y happened u n t i l February I9IO when Thomas 
Beecham's f i r s t Covent Garden season opened and the process 
was i n i t i a t e d whereby the face of E n g l i s h opera was to be t r a n s 
formed. 

T h i s chapter has a twofold purpose: f i r s t l y , to chart the 

course of the continuing renaissance i n E n g l i s h music past the 

turn of the century, and secondly, by sketching the composers and 

the m u s i c a l l i f e of the Edwardian decade, to prepare the way for 

the next two chapters, exhaustive examinations of the musical 

a c t i v i t y and the compositions of the period I9IO - 191k. Any 

c o n s i d e r a t i o n of the musical l i f e of these four years i s bound to 

be concerned very l a r g e l y with London music-making i n a l l i t s 

r i c h n e s s and v a r i e t y ; p r o v i n c i a l a c t i v i t y cannot be ignored, 

however, and so the conclusion of these opening chapters w i l l 

provide a l i t t l e background i n f o n s a t i o n about each of the provinc

i a l i n s t i t u t i o n s to be examined towards the end of the next 

chapter. 

There were two permanent symphony orchestras to be found 

outside London at the beginning of t h i s century, the Halle 

Orchestra i n Manchester and the Bournemouth Municipal Orchestra 

on the south coast. The former was e n t i r e l y the c r e a t i o n of one 

man, C h a r l e s H a l l e , who, i n v i t e d to form an orchestra for a 

s p e c i f i c s e r i e s of concerts i n Manchester i n I857, se i z e d the 

opportunity to place the e n t e r p r i s e on a permanent footing and 

then managed i t s a f f a i r s and conducted i t s concerts u n t i l h i s 

death i n I895. T h i s event p r e c i p i t a t e d the formation of the 

PP 3 -. 23 
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H a l l e Concerts S o c i e t y , a l i m i t e d company which put up a 

guarantee fund of £20,000 as f i n a n c i a l bedrock upon which the 

continued running of the o r c h e s t r a l concerts could be founded. 

The musical d i r e c t i o n was placed i n F r e d e r i c Cowen's hands u n t i l 

1899 when Hans R i c h t e r was appointed r e s i d e n t conductor, a 

p o s i t i o n he was to hold u n t i l I 9 I I . Under R i c h t e r the orchestra 

gained i n d i s c i p l i n e , i n standard and i n p r e s t i g e . His perform

ance of the German c l a s s i c a l r e p e r t o i r e was supreme and t h i s 

formed the c e n t r a l backbone of h i s programmes; however,he was 

not e n t i r e l y averse to the exploration of the music of other 

t r a d i t i o n s and other c o u n t r i e s , and a small amount of E n g l i s h 

music found a place i n the o r c h e s t r a ' s r e p e r t o i r e . The very large 

German contingent to be found i n Manchester lent s o l i d support to 

the H a l l e concerts,and the orchestra won a further following on 

i t s v i s i t s to the p r i n c i p a l c i t i e s of the North and the Midlands. 

I n 1904 i t played at the E l g a r F e s t i v a l i n London when i t s stand

ard of p l a y i n g was found to compare favourably with that of the 

London o r c h e s t r a s . 

The Bournemouth Municipal Orchestra grew out of the band 

engaged to provide l i g h t musical entertainment for the v i s i t o r s 

to the town. I n I893 Dan Godfrey, a band master of great a b i l i t y 

and ambition, was appointed and w i t h i n two years had so enlarged 

and moulded h i s f o r c e s that he was able to s t a r t giving regular 

symphony concerts while s t i l l continuing to provide entertainment 

of the type which he had o r i g i n a l l y been engaged to produce. I n 

1896 ,the m u n i c i p a l i t y assumed ultimate r e s p o n s i b i l i t y for the 

o r c h e s t r a but Godfrey, as Bournemouthfeofficial D i r e c t o r of Music, 

r e t a i n e d c o n t r o l over i t s p o l i c y and i t s day-to-day management. 

Other concert s e r i e s were i n i t i a t e d (besides the symphony c o n c e r t s ) . 
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of a l l of which the most s t r i k i n g feature was the i n c l u s i o n of a 

very l a r g e amount of E n g l i s h music; i n t h i s respect Godfrey out

did even Henry Wood, a huge amount of native music being performed 

i n Bournemouth, much of i t under the d i r e c t i o n of i t s composers. 

Godfrey's o r c h e s t r a was s m a l l ( i n I9IO i t numbered fewer than 

f i f t y p l a y e r s and was thus considerably smaller than the s t r i n g 

s e c t i o n alone of the London Symphony Orchestra) but i t s reper

t o i r e was remarkably extensive, keeping w e l l abreast of contem

porary developments up u n t i l the end of the Edwardian decade. 

Both of these o r c h e s t r a s exerted considerable influence 

upon the quantity and q u a l i t y of the musical l i f e of the areas 

i n which they were to be found, v a s t l y d i f f e r e n t though these 

were. The presence of each was a stimulus to amateur and semi-

p r o f e s s i o n a l playing and was a l s o the cause of much chamber music 

a c t i v i t y and r e c i t a l work. To each was attached a c h o r a l s o c i e t y , 

the Halle^ Choir earning a considerable reputation i n i t s own 

r i g h t as being f o r a short time one of the a b l e s t bodies of 

s i n g e r s i n the country. The Bournemouth orchestra t r a v e l l e d 

l i t t l e and thus i t s i n f l u e n c e upen musical l i f e i n general was 

l a r g e l y l i m i t e d to the immediate area of i t s base, but the H a l l ^ 

Orchestra, with i t s r e g u l a r concerts i n towns other than 

Manchester and the wide reputation and diverse a c t i v i t i e s of 

i t s r e s i d e n t conductor, made an impact upon the musical l i f e of 

a l a r g e part of northern England. 

Birmingham could boast no permanent orchestra u n t i l 1920. 

Regular o r c h e s t r a l concerts were given i n the c i t y from 1876, 

some drawing upon the best l o c a l p layers a v a i l a b l e , others 

importing p r o f e s s i o n a l p l a y e r s from elsewhere; but the i n d i v i d 

u a l s and s o c i e t i e s responsible for the promotion of these concerts 

could never r e l y on steady public support and thus the s i t u a t i o n 

remained very unstable. One of the l o n g e s t - s u r v i v i n g ventures 
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was the Birmingham Concerts S o c i e t y , i t s e l f an aunalgamation of 
two previous concerns; but a f t e r a l i t t l e more than a decade of 
changing fortunes, i t too was forced to cease operations i n 1909. 
Even the Promenade concerts given by an ad hoc London orchestra 
under Landon Ronald could not command s u f f i c i e n t response to be 
f i n a n c i a l l y s e l f - s u p p o r t i n g . 

I n c o ntrast to the languishing o r c h e s t r a l a c t i v i t y , the 

c h o r a l l i f e of Birmingham was both p l e n t i f u l and w e l l - e s t a b l i s h e d , 

an important f a c t o r i n making the Birmingham F e s t i v a l such a 

f l o u r i s h i n g concern. Second only to the Three Choirs i n 

s e n i o r i t y , f e s t i v a l s had been held i n the town since the l a t t e r 

part of the eighteenth century; u n t i l I885 there was no regular 

pattern to the frequency of t h e i r occurrence, but i n that year 

they were e s t a b l i s h e d on a t r i e n n i a l b a s i s . The conductor from 

1885 to 1909 was Hans R i c h t e r who did much to r a i s e the standard 

of the o r c h e s t r a l playing and a l s o to achieve a more equal balance 

between the c h o r a l and o r c h e s t r a l a c t i v i t i e s , the former having 

p r e v i o u s l y been very much the more important. The f a i l u r e of the 

f i r s t performance of 'The Dream of Gerontius' at the Binmingham 

F e s t i v a l of I9OO had been as much a matter of shame to the 

T f e s t i v a l a u t h o r i t i e s as i t was a disappointment to the composer, 

but the s u c c e s s f u l production of 'The Apostles' and 'The Kingdom' 

-at the next two meetings was regarded as something of an atonement. 

The Norwich F e s t i v a l was another long-standing i n s t i t u t i o n 

to the e a r l y h i s t o r y of which a c e r t a i n l u s t r e had been added by 

the v i s i t of Louis Spohr i n I839. The conductor from I88I to 

1905 was Alberto Randegger, who maintained i t on very t r a d i t i o n a l 

l i n e s as a predominantly c h o r a l f e s t i v a l presenting standard 

r e p e r t o i r e works with one or two recent E n g l i s h compositions as 

leaven. For the I908 meeting Henry Wood was appointed conductor, 

and i n f u s e d new l i f e i n t o the programmes and the standards of 

performance. 
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The f e s t i v a l i n Leeds dated from the opening of the Town 
H a l l i n I858. From the e a r l y days i t was the excellence of the 
c h o r a l s i n g i n g which marked t h i s f e s t i v a l out, and as the pro
grammes became more and more, wide-ranging under S u l l i v a n 
(1880 - 98) and then Stanford (1901 - 1910),the handicap of 
there being no permanent body of p r o f e s s i o n a l players to form 
the f e s t i v a l o r c h e s t r a became i n c r e a s i n g l y apparent. A blow to 
the r e p u t a t i o n of the Leeds F e s t i v a l i n the l a t e 189OS was the 
dramatic r i s e i n the standard of the singing i n neighbouring 
S h e f f i e l d and the establishment of an eiterprising f e s t i v a l there; 
one senses keen r i v a l r y between the two concerns throughout the 
Edwardian decade. 

The S h e f f i e l d F e s t i v a l was a foundation dating from as 

r e c e n t l y as l895,but the l a c k of a long t r a d i t i o n was i n many 

ways advantageous, allowing progressive methods and p o l i c i e s to 

be e s t a b l i s h e d from the outset. With Henry Coward as chorus 

master,the excellence of the c h o r a l singing was assured, and the 

engagement of August Manns as p r i n c i p a l conductor meant that a 

body of p l a y e r s from the C r y s t a l Palace could be employed as the 

nucleus of the f e s t i v a l o r c h e s t r a . I n 1902 Henry Wood was. 

appointed i n su c c e s s i o n to Manns,whereupon the standard of the 

o r c h e s t r a rose even higher and a l s o the programmes became very 

much more e n t e r p r i s i n g . The emergence of S h e f f i e l d as one of 

the major f e s t i v a l s at the turn of the century had a profound 

i n f l u e n c e upon the whole f e s t i v a l movement, showing j u s t whatwas 

p o s s i b l e i n the way of high standards of performance and resource

f u l programme planning: and i t was i n emulation of S h e f f i e l d that 

many other f e s t i v a l s i n i t i a t e d changes of method and p o l i c y ahd 

i n f u s e d more vigour into t h e i r a c t i v i t i e s . 
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Moving f u r t h e r south and west one encounters the oldest of 

the p r o v i n c i a l f e s t i v a l s , the Three Choirs F e s t i v a l held iin 
Worcester, Hereford and Gloucester i n turn. Dating from 1724, 
t h i s f e s t i v a l passed through s e v e r a l stages of development but 
always r e t a i n e d a d i s t i n c t i v e character of i t s own, being only 
p a r t i a l l y influenced by the emergence of other s i m i l a r i n s t i t u 
t i o n s i n the nineteenth century. Two f a c t o r s were important i n 
e s t a b l i s h i n g t h i s c h a r a c t e r : f i r s t l y , a l l the p r i n c i p a l concerts 
had to be held i n the r e s p e c t i v e cathedrals, there being no 
a l t e r n a t i v e s i n the way of s u f f i c i e n t l y large concert h a l l s , 
and secondly, the organist of each c a t h e d r a l was, ex o f f i c i o , 
the p r i n c i p a l conductor of the f e s t i v a l s he'M i n h i s c i t y . Able 
conductors though many of these men were, t h i s p r a c t i c e placed 
the Three Choirs meetings on a d i f f e r e n t footing from s i m i l a r 
events d i r e c t e d by such f i g u r e s as Henry Wood or Hans R i c h t e r . 
The somewhat p a r o c h i a l a i r which hung about the Three Choirs 
F e s t i v a l towards the end of the nineteenth century was l a r g e l y 
d i s p e l l e d by the involvement of two of the leading E n g l i s h 
musicians of the day: Hubert Parry and Edward E l g a r had strong 
family t i e s with Gloucester and Worcester respectively,and the 

f 

o r g a n i s e r s of the f e s t i v a l s there l o s t no opportunity of c a p i t a l 

i s i n g on these connections. Thus during the Edwardian decade the 

Three Ch o i r s F e s t i v a l had strong l i n k s with the most eminent 

E n g l i s h musician of the day and through him access to the heart 

of p r o f e s s i o n a l musical a c t i v i t y , earning thereby a prestige 

which would otherwise l a r g e l y have been denied i t . 

B r i s t o l and C a r d i f f boasted f e s t i v a l s of some importance too, 

the former dating from l873, the l a t t e r from I892. B r i s t o l , 

u n l i k e most other f e s t i v a l s , had l i t t l e i n t e r e s t i n securing 

f i r s t performances of new works; steady standard prograimmes had 

been given under Charles Halle,but when George R i s e l y succeeded 
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him i n l895ia p o l i c y was i n i t i a t e d of f a v o u r i n g l a r g e - s c a l e 
c o n t i n e n t a l works. The C a r d i f f F e s t i v a l had Cowen f o r i t s 
p r i n c i p a l c o n d u c t o r from 1902 and p r e s e n t e d r e p r e s e n t a t i v e 
programmes of E n g l i s h and c o n t i n e n t a l music w i t h a s p e c i a l 
p l a c e a l l o t t e d a t each meeting to the p r o d u c t i o n of a new work 
by a Welsh composer. 

The f e s t i v a l s y s t e m which p l a y e d so prominent a p a r t i n 

p r o v i n c i a l m u s i c a l l i f e i n the l a t e n i n e t e e n t h and e a r l y 

t w e n t i e t h c e n t u r i e s was open to c r i t i c i s m on s e v e r a l c o u n t s : 

i n t e n s e a c t i v i t y was c o n c e n t r a t e d i n t h r e e or f o u r h e c t i c days 

w i t h n o t h i n g t a n g i b l e to show f o r the r e s t o f what was u s u a l l y 

a t h r e e y e a r p e r i o d , and the c h a r i t a b l e purpose which l a y behind 

many o;f t h e meetings l e d to t h e i r a c q u i r i n g something of t h e 

c h a r a c t e r of s o c i a l f u n c t i o n s and c a u s e d f r e q u e n t c l a s h e s 

between a r t i s t i c aims and f i n a n c i a l c o n s i d e r a t i o n s . But t h e 

f e s t i v a l a s c u l t i v a t e d i n E d w a r d i a n E n g l a n d had i t s a d v a n t a g e s 

too: b e i n g l a r g e l y f i n a n c i a l l y dependent upon s u b s c r i p t i o n , 

f e s t i v a l s a l l o w e d f o r a c e r t a i n degree of a d v e n t u r o u s p l a n n i n g 

o t h e r w i s e i m p o s s i b l e o u t s i d e the main m u s i c a l c e n t r e s , they pro

v i d e d a v a l u a b l e s t i m u l u s to n a t i v e composers and, most o b v i o u s l y , 

they gave p r o v i n c i a l a u d i e n c e s the o p p o r t u n i t y to h e a r a wide 

v a r i e t y o f music e x p e r t l y r e n d e r e d . 

The f e s t i v a l s were f o r c e d to expand and r a i s e t h e i r s t a n d a r d s 

d u r i n g t h e e a r l y y e a r s of the c e n t u r y because of the i n c r e a s e i n 

both t h e q u a l i t y and the q u a n t i t y of m u s i c a l a c t i v i t y i n the 

p r o v i n c e s ; the c a l i b r e of the programmes and the performances a t 

f e s t i v a l s i n the '80s and'90s was now to be encountered i n an 

o r d i n a r y s e a s o n ' s c o n c e r t s . Thus the r e n a i s s a n c e touched even 

the f e s t i v a l movement and was t h e cause of . ^ a m e l i o r a t i o n i n y e t 

a n o t h e r branch of E n g l i s h m u s i c a l l i f e . 


