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Abstract
Nineteenth-Century English Oratorio Festivals: Chronicling the Monumental in Music

Christine Andrews | Doctor of Philosophy in Musicology
Lady Margaret Hall, University of Oxford Michaelmas 2009
Oratorio festivals were an important cultural feature of nineteenth-century English society.
These massive musical events lasted for three or four days and some involved up to 4,000
musicians and 83,000 in the audience. This dissertation advances the hypothesis that the
oratorio festivals, and the grand new buildings in which they were staged, coalesced to
create a musical monumentalism in a society steeped in the (mainly Protestant) Christian
sentiments of the day. In particular, the dissertation contends that a central premise of
nineteenth-century musical thought was that the musical value of a performance was
directly in proportion to the size of the performing forces and the audience.

A framework devised mainly from Stephen Little’s definition of monumental art
(2004) 1s used as a critical tool to examine from a new perspective aspects of nineteenth-
century oratorios such as ‘physical scale’, ‘breadth of subject matter’, and ‘ambition to be
of lasting significance’. Furthermore, this dissertation argues that a complex ideology of an
English musical monumentalism underpinned the concatenation of circumstances that
allowed oratorio festivals to flourish at this time.

The spectacle of the Crystal Palace in London and the Great Handel Triennial
Festivals it housed are contrasted with the provincial festivals, such as those of Bristol,
Manchester, Liverpool, Birmingham, and Leeds. The analyses of the latter rely on
substantial original material uncovered from rich primary source documents about the
provincial oratorio festivals and the buildings in which they were held. Musical scores
themselves, including some of Sir Michael Costa’s orchestral manuscripts, are also
examined as monuments. A comprehensive study of these festivals is well overdue and this

study will aim to understand why these events grew to such a mammoth size at this time.
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Introduction

And so the oratorio goes on, the assemblage paying a grave and
decorous attention to the music, and bearing themselves far
more like a congregation than an audience ... And when, at the
first bar of the sublime ‘Hallelujah Chorus’, the hearers all stand
up, the singers in the orchestra all seem to me like priests. In
truth, I think that to hear an oratorio chastens and purifies the
mind, and that we go away from those performances wiser and
better men.'

The nineteenth century has often been described as the ‘Age of Oratorio’ in England; a time
when choral societies flourished, and massed performances of mainstream oratorios such as
Messiah, The Creation, and Elijah reached iconic status. The Three Choirs Festival dating
from around 1715 provided a model for many provincial festivals of this era.” Civic
competition and charitable causes were features typical of these events.

The vast numbers involved in the Crystal Palace Handel Triennial Festivals, the first
of which was held in 1859 in London, were astonishing, with over 3,000 performers and
20,000 in the audience. The Crystal Palace that housed these performances was originally a
monumental exhibition building that helped bring England back to international
prominence. As a gauge of the huge public interest in these events, it was reported that over
500 journalists alone were present at one such festival.’

Large-scale three or four-day festivals were also held in the provinces, where grand
new concert and town halls were erected in fast-growing industrial towns. Each festival
seemed designed to supersede its predecessors — newspapers and journals throughout the
country reported in detail on the profits, audience, and musician numbers as well as on the

usual list of soloists, conductors, and works performed and commissioned.

! George Augustus H. F. Sala, Twice Round the Clock; or, The Hours of the Day and Night in London
(London, 1859), 294-5.

? The precise origins of the Three Choirs Festival are unknown. The festival was an annual ‘meeting’ that took
place alternately in the cathedrals of Gloucester, Worcester, and Hereford.

3 Daily News, 20 June 1868.
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These huge events formed an integral part of the religious fabric of nineteenth-century
English society and are worthy of investigation to shed light on the broader issues of
nineteenth-century musical life, and to raise questions about the underlying ideologies that
allowed the festivals to flourish and to expand to such huge proportions. Participation in and
attendance at an oratorio performance was considered analogous to attending a church
service. This perspective was that of none other than Richard Wagner, who observed after

his visit to England in 1855 on the ‘almost weekly’ oratorio performances in Exeter Hall:

[O]ratorio performance attracts the public far more than the
opera; there is a further advantage in that attendance at such an
oratorio is the equivalent of going to church. Everybody in the
audience holds their Handel piano score in the same way that
church goers hold their prayer-books.*

The reverence of attendees at the oratorio was a peculiarly English affair. Jim Obelkevich

explains the idiosyncratic nature of the Victorian English and their oratorio:

Judged by continental standards, the musical life of the
Victorians was inevitably found wanting; England was
dismissed by the Germans as the ‘land without music’. Yet if
English music did not fit the continental pattern, it was vigorous
enough in its own terms. With choral societies instead of
orchestras, oratorio instead of opera, England was the only
country in Western Europe where religious music took
precedence over secular.’

While oratorio festivals became a fundamental and important part of English cultural and
social life in the nineteenth century, surprisingly little has been written about them. Given
the enormous scope of primary source materials available, it behoves present-day
musicologists to revisit this subject and reconsider it in greater depth. This chapter
addresses the research question and provides some background information to English

oratorio and festivals.

% Richard Wagner, My Life (London: Constable, 1994), 634-5.
5 James Obelkevich, ‘Music and Religion in the Nineteenth Century’, in Raphael Samuel, Jim Obelkevich, and

Lyndal Roper (eds.), Disciplines of Faith: Studies in Religion, Politics and Patriarchy (London: Routledge &
Kegan Paul, 1987), 551-2.



0.1 An English musical monumentalism
This study advances the hypothesis that nineteenth-century English oratorio festivals and

the grand new buildings that staged them, coalesced to create a musical monumentalism. It
will be argued that these festivals represented monuments not only to social and economic
‘progress’ but also to the past, including the idolisation of the ‘mighty Handel’ and his
oratorios. To elaborate further, it will be contended that a complex ideology of
monumentalism in the macro-society of nineteenth-century England was reflected in the
micro-society of the grand oratorio festivals. These assertions, in order of increasing
complexity, about the concept of monumentalism and its influence on nineteenth-century
oratorio festivals will be applied to focus and support the argument built throughout the
dissertation.

Monumentalism 1s such a pervasive concept in the study of nineteenth-century
European culture that musicological studies undertaken today can sometimes be in danger
of sinking into a morass of related literature and issues that may obscure the topic at hand.
For this reason, this dissertation will establish several thematic and methodological
boundaries. The focus will be on monumentalism rather than on the other ‘isms’ of
nationalism, imperialism, jingoism, or romanticism. These other ideologies are also very
pertinent to nineteenth-century musical studies and closely related if not intersecting with
the construct of monumentalism. Although the examination of such complementary
ideologies is a tempting aspect peripheral to the argument, and might reveal some directions
for further discussion, this will be left for future research.

To develop the argument of monumentalism and place it into a diachronic
perspective, it is necessary first to clarify the various definitions of the oratorio genre in
England, provide an overview of the tradition of its performance, and examine the rise of

the English festival movement from its origins to the present day.



0.2 Definitions of English oratorio

In England, definitions of oratorio have changed little since Handel’s time. Robert

Maddison wrote in 1763 that

an Oratorio then is a Poem, accompanied with music, where,
unencumbered with the absurdity of a dramatic exhibition, they
jointly affect the mind, by a representation of some great and
interesting subject, impressed with all the force of their
combined powers. I say unencumbered with a dramatic
exhibition, because an Oratorio if acted immediately becomes
an Opera...

Maddison further comments wittily that ‘an oratorio is a sort of sober, solemn
entertainment; which, by way of mortification in Lent, is served up to the public on fisk and

soup days’. ®

By late Victorian times, a definition by William Rockstro appears in the first edition
of Grove’s Dictionary of Music and Musicians (1879) and describes oratorio in a similar

veln:

A Sacred Poem usually of a dramatic character, sung throughout
by Solo Voices and Chorus, to the accompaniment of a full
Orchestra, but — at least in modern times — without the
assistance of Scenery, Dresses or Action.’

Annie W. Patterson refers to this definition in the preface of her book published in 1902 and
claims her book is the first ‘in English’ to deal with the subject of oratorio ‘connectedly’.® A
contemporary definition of oratorio by Howard E. Smither, who has published a
comprehensive series of volumes on oratorio,” can be found in the two most recent editions

of The New Grove Dictionary of Music and Musicians (1980, 2001):

® Robert Maddison, An Examination of the Oratorios Which Have Been Performed This Season at Covent-
Garden Theatre (London: G. Kearsly, R. Davis, J. Walter, 1763), 3-4.

7 William Rockstro, ‘Oratorio’, in George Grove and J. A. Fuller-Maitland (eds.), A Dictionary of Music and
Musicians: A.D. 1450-1880, 4 vols. (2; London: Macmillan, 1879), 533.

® Annie W. Patterson, The Story of Oratorio (London: Walter Scott, 1902), vii.

® Howard Smither is author of four comprehensive volumes titled 4 History of the Oratorio (Chapel Hill:
University of North Carolina Press, 1977-2000).



An extended musical setting of a sacred text made up of
dramatic, narrative, and contemplative elements. Except for a
greater emphasis on the chorus throughout much of its history,
the musical forms and styles of the oratorio tend to approximate
to those of opera in any given period, and the normal manner of
performance is that of a concert (without scenery, costumes or
action).10

It is interesting to note that the first definition in 1763 describes oratorio as a ‘Poem’ and
‘entertainment’, the second in 1880 as a ‘Sacred Poem’ and the third in 1980 as ‘an
extended musical setting’. While reflecting broadly similar content, the descriptions reflect
subtle differences in the view of the genre at these points of time since the mid-eighteenth
century. The use of the word ‘poem’ in the earliest definition denotes an emphasis on the
narration of a story. The added use of ‘sacred’ in the Victorian definition seems to illustrate
the importance of the religious aspect of this ‘poem’ in that era. In the latest definition there
is no mention of a ‘poem’ but more emphasis on the ‘musical setting’, which could indicate
that the story and sacred nature of the genre have now become less prominent features than
the music. Surprisingly, the 2001 definition does not encompass contemporary secular
‘oratorios’ that include humanist works and social commentaries.“

The boundaries are very blurred indeed between sacred cantata, passions, opera, and
oratorio both in the eighteenth and nineteenth centuries and today. The generic labels
applied to many works are hotly debated. For instance, Bach’s Passions are generally
labelled as ‘passion-oratorio’ while his Christmas Oratorio is generally regarded as a series
of sacred cantatas.'? Elgar’s Dream of Gerontius is often referred to as an oratorio, but the

Concise Oxford Dictionary of Music states that it is not."> Many authors regard Handel’s

10 Howard E. Smither, ‘Oratorio’, in Stanley Sadie and John Tyrrell (eds.), The New Grove Dictionary of
Music and Musicians, 29 vols. (2nd edn., 18; London: Grove, 2001), 503-28.

' New Grove discusses twentieth-century oratorio but the immediate definition makes no considerations of
these new directions.

12 Howard E. Smither states that of the three works Bach labelled as oratorios, ‘None of the three is an oratorio
in the sense in which the term was normally used in the period’ in 4 History of the Oratorio Vol. 2 (Chapel
Hill: University of North Carolina, 1977), 154.

3 See ‘Oratorio’ in The Concise Oxford Dictionary of Music, eds. Michael Kennedy and Joyce Bourne
Kennedy (5th edn., Oxford Paperback Reference; Oxford: Oxford University Press, 2007), 532.



6

Semele with its non-religious subject as opera, but Kurt Pahlen in his comprehensive text
describes it as oratorio.'* Sometimes the defining features of oratorio seem to be the manner
in which the work is performed and its dramatic sacred content, and yet other more recent
‘oratorios’, including Michael Tippett’s Child of our Time and Sally Beamish’s Knotgrass
Elegy are secular social commentaries. Stravinsky’s Oedipus Rex and others are described
as ‘opera-oratorio’. Winton Dean neatly sums up this dilemma of whether or not to label a
work as an oratorio by stating that ‘the historian surveying the whole field [of oratorio]
engages in a kind of aesthetic blind man’s bluff’."?

To add to the confusion, the term oratorio is used to mean a concert performance of
oratorio excerpts (sometimes with arias and choruses removed and replaced by other music)
or a musical festival consisting of several oratorio performances with added concerts of
secular music. The ambiguous term ‘oratorio’ cannot be summed up in one single
definition, as it needs to be qualified by reference to a host of exceptions or contradictions.
For the purpose of establishing one of the parameters of this dissertation, it will be simplest
and least confusing to label a work as an oratorio if it is referred to as such in the relevant

nineteenth-century festival programme

0.3 The tradition of the oratorio in England

When the oratorio is viewed within the socio-cultural framework of its day, the features
discussed in the definitions above become even more apparent. In the time of Handel,
English, as opposed to Italian, oratorio was written for the first time. ' This development

came about due to the decline in the financial success and the public appeal of Italian opera,

14 Kurt Pahlen et al., The World of the Oratorio: Oratorio, Mass, Requiem, Te Deum, Stabat Mater and Large
Cantatas, trans. Judith Schaefer (Aldershot: Amadeus Press, 1990), 151.

15 Winton Dean, Handel’s Dramatic Oratorios and Masques (Oxford: Clarendon Press, 1990), 3.

16 The oratory society (from the Latin oratio, a prayer) was founded in Italy in the sixteenth century and held
religious meetings for the congregation conducted in the vernacular. It was the custom after Vespers that an
oratorio vespertino was performed. Italian oratorio evolved further to performances held throughout Lent in
Italy. While Handel composed Italian oratorio on his stay in Rome in 1707, a new Protestant genre of English
oratorio was created by Handel when he arrived in England. His oratorios drew on a style which was a mixture
of Italian operatic arias and recitatives; German Passion music; the English anthem; and influence of the
French dramatic choral tradition with its tragic outcomes.
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17

a foreign importation that was once fashionable.'’ Ruth Smith gives an insightful

explanation of why English oratorio came into existence within the society of the day:

The groundplot for Handel’s oratorios had been laid out in
advance ... [In the eighteenth century] the depiction of history
was the noblest form of painting; epic was the highest form of
literature; the Old Testament was the greatest repository of the
sublime; religious music was music at its best and the ‘grand
chorus’s’ were the ‘most noble pieces ...” Oratorio which
combined all these was waiting to happen.'®

While the cultural and financial seeds may have been ripe for Handel to devise his first
‘staged’ oratorios in English, the politics of the times prevented this when the Bishop of
London, Edmund Gibson, ruled against the staging of sacred dramas.'” Handel had grasped
the idea of musically narrating Biblical text to the public as sacred ‘entertainment’ and
making it financially viable. The audiences generally received these oratorios as
‘unprecedented, unequalled expressions of the religious sublime’.”’ However, many social
and religious reformers, especially Puritans, regarded theatres as places of evil influence
from which people had to be redeemed. Many viewed the theatre as no fit place to meditate
on sacred texts, and some went so far as to describe oratorio as ‘blasphemous’. 2! On the
other hand, satire of the time gives a good insight into social views generally held towards

oratorio. Lowell Lindgren discusses a number of burlesques of the day that described

' Lowell Lindgren, ‘Oratorios Sung in Italian at London, 1732-82’, paper given at the International
Symposium L 'Oratorio Musicale Italiano e i Suoi Contesesti, Perugia, 18-20 September 1997, 520. Lindgren
documents in this article the antagonism at the time towards foreigners including Handel. ‘The university had
invited “one Handel ... a foreigner ... to perform”. He and his “lousy crew” which included “a great number
of foreign fiddlers” were given the Sheldonian Theatre free of charge ...’, quoted from Thomas Hearne
(Reliquiae, 778) in Lindgren, ‘Oratorios sung in Italian’, 521. Handel’s ‘lousy crew’ reportedly collected
£4,000.

18 Ruth Smith, Handel’s Oratorios and Eighteenth-Century Thought (Cambridge: Cambridge University Press,
1995), 170.

' This is not surprising as since Elizabethan times, plays based on Holy Scriptures were banned from stage
performances. See Murray Roston, ‘The Handelian Compromise’, in Biblical Drama in England: From the
Middle Ages to the Present Day (London: Faber & Faber, 1968), 181-97.

20 Smith, Handel’s Oratorios and Eighteenth-Century T hought, 168.

2! Ibid., 81-107. See Chapter 3, ‘Music, Morals and Religion’. See also the letter to the Universal Spectator
quoted also by Henry Raynor, 4 Social History of England (London: Barrie and J enkins, 1972), 284-5.
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oratorio as ‘roaratorio’, referring to the roaring excesses of ‘out-landish Singsters’ who were
heard ‘squeeking’, ‘bawling’, and ‘yelling’ in ‘excessive noisy’ oratorio performances.”

While English oratorio was ‘waiting to happen’, performances of this new genre did
not immediately become a strong and accepted feature of English society. Gradually, with
charity performances and changes in social attitude towards sacred ‘entertainment’, the
churches embraced this new genre. The appeal of the genre is not difficult to understand.
The oratorio had respectable sacred subject matter and a structure that was more varied than
opera seria. The major roles that were given to choruses reflected the choral tradition of the
churches, which had a congregational appeal that followed both Anglican and other
emerging denominations. The demands on the solo singers were modest in comparison to
the pyrotechnic displays of vocal technique required in the opera. Church choirs and
amateur choral societies could usually undertake a competent performance of the chorus of
the oratorio. The demands on the audience were also less with oratorios sung in the
vernacular. The fact that this genre was sung in English and was ‘comprehensible to those
without a classical education’ made it the perfect vehicle to suit the ‘rapidly expanding
public sphere’ of eighteenth-century England.> Perhaps most importantly, there was no
costly financial gamble, as was the case with opera productions. Oratorios were relatively
inexpensive to produce.”*

Handel’s Messiah has been described as the ‘linchpin composition that began the
oratorio’s great migration from secular entertainment to full-fledged sacred rite’.”> The
famous Handel Commemoration of 1784 with its massive forces in Westminster Abbey and

its performance of Messiah were well documented at the time by Charles Burney.”® It

2 Lindgren, ‘Oratorio Sung in Italian at London, 1732-82’, 523-5.

2 Tim C. W. Blanning, The Culture of Power and the Power of Culture: Old Regime Europe, 1660-1789
(Oxford: Oxford University Press, 2002), 274.

* Julian Herbage, ‘The Oratorios’, in Gerald Abraham (ed.), Handel: A Symposium (London: Oxford
University Press, 1954), 131.

*Charles Edward McGuire, Elgar’s Oratorios: the Creation of an Epic Narrative (Aldershot: Ashgate, 2002),
12.

26 Charles Burney, An Account of the Musical Performances in Westminster-Abbey, and the Pantheon, May ...
and June ... 1784, in Commemoration of Handel (London, 1785).



9

created a fashion for oratorio performances on a massive scale throughout England into the
following century. While much can be made of Messiah performances in Victorian times,
Eva Zollner gives a detailed historical account of the English oratorio in the post-Handelian
period.”” She notes that the tradition of annual Lenten oratorio performances created by
Handel has escaped general notice. This tradition was continued without a break from 1760
until well beyond the turn of the century, and she documents these performances in detail.
Oratorio was to remain an important religious and social force well into the twentieth

century. Charles McGuire explains that

[f]rom the end of the eighteenth century to the beginning of the

First World War, the oratorio was Britain’s most important and
accessible musical genre. Because of the high aesthetic and
spiritual value assigned by critics and audience alike to George
Frederic Handel’s Messiah and Felix Mendelssohn’s Elijah, by
the time Elgar composed his first oratorio for a major music
festival, many considered the oratorio to be more a sublime
spiritual and moral exercise than mere musical entertainment. 28

By Victorian times, the development of amateur choral societies deepened the exaltation of
oratorio and made it an integral feature of the moral fibre characteristic of that society.”
The definition discussed earlier emphasised the sacred nature of the genre at this point John
Caldwell comments that

[tlhe combination of a morally uplifting social activity with the
desire to give concert-going the aura of virtue resulted in the
Victorian oratorio, performed by amateur choral societies
(usually with a professional or semi-professional orchestra) and
attended by a self-satisfied bourgeoisie. Their primary focus was
the provincial music festival, though in due course the major
centres could count on the permanent availability of a choral
society capable of a high level of music-making.30

27 Eva Zollner, English Oratorio after Handel: the London Oratorio Series and its Repertory, 1760-1800
(Marburg: Tectum Verlag, 2002).

2 McGuire, Elgar’s Oratorios, Vi.

29 The Victorian sense of ‘moral fibre’ refers to the inner strength and determination to respond ethically in
difficult situations. The muscular Christianity movement was particularly concerned with the ‘moral
improvement of mankind’. One way to develop moral fibre was through singing. Attendance at church,
reading of the Bible and books such as Pilgrim’s Progress also developed ‘moral fibre’.

30 yohn Caldwell, The Oxford History of English Music: Volume 2 from c.171 5 to the Present Day, 2 vols. (2,
Oxford: Clarendon Press, 1999), 211.
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. Reginald Nettel observes that ‘religion held together the greatest mass opinion in the
nineteenth century, and little progress could have been made by any musical body that
ignored demand for works of a Christian flavour’.*’

Victorian attitudes towards every aspect of music were infused with and even
suffocated by religion and morality. Cyril Erlich forcefully depicts these attitudes in his

description of oratorio:

Their most intense manifestation was the oratorio, attendance at
which was tribal rite, demonstrating piety and respectability; a
form of religious observance at which applause was an
irreverence and the audience made up for lack of musicality by
its submission to orthodoxy.*?

An economic effect of the ‘tribal rite’ was to provide a regular and devout audience and
employment of musicians, with many singers building their careers on the oratorio circuit.
Numerous provincial festivals raised money for charity. > The Festivals nearly always
included performances of the stalwart oratorios: Handel’s Messiah, Mendelssohn’s Elijah,
and Haydn’s Creation. The choirs at these Festivals were amateur, which resulted in
lowering costs and at the same time provided a large paying audience of relatives and
friends.”* This is still an aspect that is important in the survival of choral societies and
festivals today. Oratorio composers such as Mendelssohn reached cult status, which is

illustrated by the fact that nearly sixty pages were devoted to his works in the first edition of

31 Reginald Nettel, The Orchestra in England: a Social History (St Clair Shores, Mich: Scholarly Press, 1972),
159.

32 Cyril Ehrlich, The Music Profession in Britain since the Eighteenth Century: A Social History (Oxford:
Clarendon, 1985), 68.

33 The Three Choirs festival dates from around 1715, Manchester Festival from early 1900s, Birmingham
Triennial from 1768 (but its great period began in 1834 when it displaced the festival at York). Only after the
1880s was the triennial system established which lasted until 1970. Sheffield, Bristol, North Staffordshire at
Hanley, and Norwich had major festivals. Oxford festivals are discussed by Susan Wollenberg, ‘The Oxford
Commemorations and Nineteenth-Century British Festival Culture’, in Bennett Zon and Peter Horton (eds.),
Music in Nineteenth-Century Britain, 3 vols. (3; Ashgate: Aldershot, 2003), 225-49.

34 For a humorous description of the dress of the amateur choristers, particularly of the ladies’ hats required in
the ‘house of God’, see Barbara Young, In Our Dreaming and Singing: the Story of the Three Choirs Festival
Chorus (Woonton Almeley: Logaston Press, 2000), 87-88. Many of these hats verged on the fancy dress with
their heaps of flowers, feathers, and netting often obscuring the view of the conductor.
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Grove’s Dictionary of Music and Musicians.”® It was also apparent at the celebrations of
Handel’s centenary of his death when a massive 2,765 singers and 460 instrumentalists
performed Messiah at the Crystal Palace in 1859.%°

With such large-scale performances, oratorio was becoming increasingly open to all
classes. By the end of the nineteenth century, the mass appeal of oratorio performance was
further enhanced with improved education and the adoption of tonic sol-fa sight singing
method. *>’ The popularity of the tonic sol-fa system not only provided a large number of
proficient amateur singers in the festival societies but also created larger and better-educated
audiences. Financially this was a time of free enterprise and expansion, and the rise of
music publishers such as Novello made oratorio scores available to all for a fraction of the
previous cost.

One of the main reasons why the oratorio genre continued to flourish and be
disseminated through late Victorian England was that the middle classes encouraged singing
to build moral character in themselves and the working classes. Participation in an oratorio
festival was regarded as a moral duty. Singing oratorio was seen as a way of promoting
‘muscular Christianity’ that was promoted as a cultural ideal of Anglo-Saxon vigour and
virtue.” For many, performing in an oratorio festival provided not only entertainment but
also a means of moral advancement and perhaps eventually social equality.

The promotion of harmony and self-improvement through singing was seen not only

in Workmen’s Singing Classes held in many industrial towns but also by the efforts of

3 George Grove, J. A. Fuller-Maitland, and Edmund R. Wodehouse, ‘Mendelssohn’, in 4 Dictionary of Music
and Musician (2, 1879), 253-310. Beethoven had only 47 pages devoted to him.

3¢ “The Great Handel Festival at the Crystal Palace’, Musical Times and Singing-Class Circular,9 /197 (1 July
1859), 75.

37 Schoolteacher Sarah Glover developed the system In the 1830s; later, John Curwen promoted the tonic sol-
fa method throughout England. For a full discussion see Derek Hyde, New Found Voices: Women in
Nineteenth-Century English Music (Aldershot: Ashgate, 1998), 86-140.

3 Howard E. Smither, 4 History of the Oratorio: The Oratorio in the Nineteenth and Twentieth Centuries (4;
Chapel Hill: University of North Carolina Press, 2000), 267.

% Donald E. Hall, Muscular Christianity: Embodying the Victorian Age (Cambridge Studies in Nineteenth-
Century Literature and Culture 2; Cambridge: Cambridge University Press, 1994), 175.
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women, such as Mary Wakefield who founded a competitive choral festival in Kendal in

1885. Her philosophy for promoting the festival is quoted in Newmarch’s memoir:

“Musical festivals form a social platform whereon everyone,
irrespective of religion, politics, class, or education, can meet
freely with a common cause, ideal and interest ... Politics,

religious questions, class, and education are often separators;

music ... makes for union”.*

This festival, like many others, was profoundly conscious of class but provided chances of
mobility through potent symbols attached to music in respectable environs. Such symbols
included ownership of a piano, music lessons for children, attending the oratorio, and
membership of concert societies.

While the majority of English society in the Victorian era embraced these new
symbols of success and respectability, a small but active contingent of the public still
objected to oratorio on social and religious grounds, especially if performed in a church. As
early as 1838, the Reverend Francis Close delivered a strong attack on the festivals and
stated that they should not take place in the cathedrals for the following reasons:

1. The interruptions of the services by the workman’s
hammer.
2. Admission to the cathedral by purchase, as to a public
amusement.
3. The engagement of the services of the opera and the stage
to produce the finest instrumental and vocal effects for the
gratification of the taste of the audience.
4. The levities and improprieties of a Fancy Dress Ball
appended to these religious amusements.”’
Yet another priest, the Rev. Clayton, preached a sermon in 1842, ‘Oratorios unsuited to the

House of Prayer, and Inconsistent with a Christian Profession’, in which he ‘dwelt on the

inappropriateness of inviting opera singers and other theatrical people to take part in sacred

“ Rosa Newmarch, Mary Wakefield: a Memoir (London: Atkinson & Pollitt, 1912), 86. This quotation is
directly from Mary Wakefield, but no source is provided in Newmarch’s text.
“I Harold Watkins Shaw, The Three Choirs Festival: The Official History of the Meetings of the Three Choirs

of Gloucester, Hereford and Worcester, c. 1713-1953 (Worcester & London: Ebenezer Baylis & Son, 1954),
55.
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music. Such individuals, he contended, were not in the habit of giving serious thought to the
awful subject of salvation’.*

While some devout fundamentalists objected to oratorio, there were on the other hand
virulent critics such as Bernard Shaw who, by the late nineteenth century, was attacking the
sanctimonious character of oratorio and the seemingly Puritanical public attitudes of the

public.”’ Shaw complained of the Victorian public that

[t]here is an intermediate class in England, which keeps up the
demand in the oratorio market. This class holds that the devil is
not respectable ... but it deals with him the kingdom of the fine
arts. Thus in literature it gives him all the novels ... In music 1t
gives him everything that is played in the theatre, reserving
everything for the vapidities of the drawing room and the
solemnities of the cathedral for itself. They will not open a novel
of Boisogobey’s because novels are sinful: but they will read
with Zest and gloating how The Converted Collier beat his
mother ... It is just the same with music. It is wrong to hear the
Covent Garden orchestra play Le Sommeil de Juliette, but if
Gounod writes just such another interlude and calls it The Sleep
of the Saints before the Last Judgement, then nothing can be
more proper than to listen to it in the Albert Hall. Not that
Gounod is first favourite with the Puritans. If they went to the
theatre, they would prefer a melodrama opera with plenty of
blood in it. That being out of the question, they substitute an
oratorio with plenty of damnation.*

A hundred years since Shaw’s comment, social attitudes have changed immensely. Church
attendance has dropped dramatically over the last half-century and the influence of the

church has become minimal in everyday life.* Declining church attendance has contributed

2 Bric David Mackerness, 4 Social History of English Music (London: Routledge & Kegan Paul 1964), 188.

* Even Elgar expressed hostility toward the Three Choirs Festivals: ‘A Three Choir Festival always upsets
me-the twaddle of it, and the mutual admiration. I should clearly like to see a clever man get in and upset the
little coterie of Three Choirs hacks’. Kettle further comments: ‘These are not the words of Harrison Birtwistle
or Simon Rattle but Edward Elgar, no less, writing in 1898°. See Martin Kettle, The Guardian, 23 August
2002.

* Bernard Shaw, ‘Oratorios’, in Louis Crompton (ed.), The Great Composers: Reviews and Bombardments
(Los Angeles: University of California Press, 1961), 28. The article was originally published in The World, 25
June 1890 and later in George Bernard Shaw, Music in London, 1890-94, 3 vols. (1; London: Constable,
1932), 21-2.

* See these texts which vividly illustrate the issue: Peter Brierly, ‘Christian’ England: What the Church
Census Reveals (London: MARC Europe, 1991); Peter Brierly, The Tide is Running Out (London: Christian
Research, 2000).
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to a critical decline in the number of choral societies.*® However, the semi-professional
choruses attached to professional orchestras such as the London Symphony Orchestra
(LSO), BBC, and the Hallé Orchestra have continued to flourish, and large-scale
performances regularly occur in larger concert venues and churches. A renewed interest in
oratorio today is evident in the public’s CD collections that have increased along with the
rise of the ‘authentic’ performance practice movement since the 1960s.*” Christopher
Hogwood, a champion of the early music recording movement and historically informed
performance practice, more recently suggested that it was time to expand the market to
recreate music authentically in other areas such as that of Victorian music using ophicleides
and grand orchestral forces.*®

The broad background discussion from the first English oratorio performances in the

time of Handel to the present day provides an overall perspective in which to place the

oratorio festivals of the nineteenth century.

0.4 The rise of oratorio festivals in England

Some background information is also necessary to understand the rise of festivals in which
grand oratorio performances were to become the central feature in the nineteenth century.

The New Grove Dictionary of Music and Musicians defines ‘Festival’ as

[a] generic term, derived from the Latin festivitas, for a social
gathering convened for the purpose of celebration or
thanksgiving. Such occasions were originally of a ritual nature
and were associated with mythological, religious and ethnic
traditions. From the earliest times, festivals have been
distinguished by their use of music, often in association with
drama. In modern times, the music festival, frequently

* David Temple, conductor of London’s innovative Crouch End Festival Chorus is quoted as saying: ‘The
state of choral societies in UK is critical, if not grave ... Causes include lack of church attendance, a pitiful
amount of singing in schools and a desire for instant gratification’. (The Daily Telegraph, 12 December 2001,
21).

*7 Roderic Dunnett, ‘Seven Ages of Oratorio’, Church Times, 1 February 2004.

*® The name of this now defunct brass instrument comes from compounded Greek words that mean giant
serpent with keys. See Reginald Morley-Pegge, Philip Bate, and Stephen Weston, ‘Ophicleide’, in Stanley
Sadie (ed.), The New Grove Dictionary of Musical Instruments, 3 vols. (2; London: Macmillan, 1984), 819-22.
Christopher Hogwood et al., ‘Recordings of Purcell, Handel, Haydn and Mendelssohn: a Survey of the Past, an
Assessment of the Present, and Speculation about the Future’, paper given at Purcell, Handel, Haydn and
Mendelssohn: Anniversary Reflections, New College, Oxford, 28 March 2009.
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embracing other forms of art, has flourished as an independent
cultural enterprise, but it is still often possible to discover some
vestige of ancient ritual in its celebration of town or nation,
political or religious philosophy, living or historical person. The
competitive music festival has also retained combative features
reminiscent of festival events of former times.*’

Long before the arrival of Handel in Britain, there was a history of festivals with religious
and competitive overtones from the earliest times. Examples include the Welsh Eisteddfod
and the Irish ‘feis’. Display and procession in both court and religious festivities were also
evident from the earliest times throughout Europe.’® In England, the Sons of Clergy,
founded in 1655, held annual festivals to raise money for its ‘distress’d members’, by
performances in St Paul’s Cathedral. Purcell’s Te Deum and Jubilate in D were regularly
performed, and in later years, Handel’s music became a central feature.”!

According to William Husk, musical festivities had been held from as early as the
sixteenth century on 22 November to celebrate St Cecilia’s Day. >2 In 1683, however, the
Musical Society initiated annual celebrations, with a choral church service, and a sermon
preached often in defence of cathedral music. A large number of musicians usually
performed an anthem with orchestral accompaniment. Purcell dedicated the first of his St
Cecilia odes, Welcome to all the pleasures, to the society, with many other composers such
as John Blow, Giovanni Battista Draghi, John Eccles, and Handel setting odes for the
festival.

William Weber, in his chapter ‘The Musical Festival and the Oratorio Tradition’,

provides detailed insight into the evolution in the eighteenth century of the political and

* Percy M. Young, ‘Festival: §3 Choral Festivals in England, Germany and Austria, c1650-c1900°, in New
Grove (8), 735-6.

0 See Christopher Hogwood, Music at Court (London: Victor Gollancz, 1980); Alan Yorke-Long, Music at
Court: Four Eighteenth-Century Studies (London: Weidenfeld and Nicolson, 1954); and Josephe Chartrou-
Charbonnel, Les Entrées solennelles et triomphales a la Renaissance (Paris, 1928).

>'For a comprehensive history see Ernest Harold Pearce, The Sons of the Clergy, 1655-1904 (London, 1904).

2 William Henry Husk, An Account of the Musical Celebrations on St. Cecilia’s Day in the Sixteenth,
Seventeenth and Eighteenth Centuries: To Which is Appended a Collection of Odes on St. Cecilia’s Day
(London: Bell and Daldy, 1857). Husk was the librarian to the Sacred Harmonic Society that was the principal
choir involved in the Great Handel Triennial Festivals at the Crystal Palace. See also Tony Albert Trowles,
‘The Musical Ode in Britain, ¢.1670-1800°, D.Phil. (University of Oxford, 1992); and Rosamond McGuinness,
‘English Court Odes, 1600-1800°, D. Phil. (Oxford University, 1963).
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social complexities of the festival of the Sons of Clergy.” It is apparent even in the early
1700s that the festivals drew together clergy that would have normally conflicted and
provided a social opportunity for clergy from different dioceses to meet together for
charitable causes.>® These characteristics remained, as ‘meetings’ developed into festivals
and provided a unifying function within English society. Weber explains the influence of
the Sons of Clergy festival in developing a civic tradition of oratorio festivals that were to

arise later in the industrial towns of the nineteenth century:

The Sons of Clergy festival was also the principal starting- point
in the development of the oratorio tradition. The performance of
a revered old work by large choral-orchestral forces was a
powerful innovation in musical ritual. Such a formula was to
prove successful in a remarkably wide variety of contexts in the
modern age. It was upon this social base that the ritual

performance of the oratorios of Handel was to become
established.>

The Three Choirs Festival brought together the cathedral choirs of the towns of Gloucester,
Worcester, and Hereford, and each hosted in rotation an annual ‘Meeting’. The festival was
devised along the lines of the Sons of Clergy and the St Cecilia Day celebrations. The first
of these was believed to have taken place around 1715, and as time progressed, new works
of contemporary composers were included or commissioned. Amazingly, this event, albeit
now in a different format, has survived to the present day.>® Such charity events became
more widespread and were the main means of support for municipal hospitals that were
emerging in the fast growing industrial towns of the late 1700s. Often these provincial
festivals included secular works, concerts in other buildings, and a ball, over a two-to four-

day celebration.

53 William Weber, The Rise of Musical Classics in Eighteenth-Century England: a Study in Canon, Ritual, and
Ideology (Oxford: Clarendon Press, 1992), 104-42.

* Ibid., 109.

> Ibid., 113.

% For a full history see Anthony Boden and Christian Wilson, Three Choirs: a History of the Festival:
Gloucester, Hereford, Worcester (Stroud: Alan Sutton, 1992); Donald Hunt, Elgar and the Three Choirs
Festival (Worcester: Osborne Heritage, 1999); and Young, In Our Dreaming and Singing.



17

Festivals featured Handel’s oratorios in the last years of his life and around the
country after his death. Messiah, often performed to raise money for the Foundling Hospital
in Handel’s lifetime, became increasingly popular, and performances attracted large
audiences to raise money for local charities. The event of the 1784 Handel
‘Commemoration’ (it was mistakenly believed that Handel was born in 1684) in
Westminster Abbey and the Pantheon, set the stage for nineteenth-century festivals that
were to proliferate in many towns around England. The massive event assembled over 500
performers from all parts of England and implanted the idea that musical superiority was
directly proportional to the size of the performance; in other words, ‘bigger was better’. This
notion was to become a central premise of nineteenth-century musical thought. The
formation of choral societies that supported charitable causes increased dramatically with
industrialisation. ‘Grand Musical Festivals’, such as that of 1824 in York Minster,
promoted the reverence for Handel and proliferated regular performances of his oratorios
throughout the country. The Great Handel Triennial Festivals held in the Crystal Palace
from 1859 ran until 1926.

Conductors such as Sir George Smart (1776-1867) along with many soloists travelled
the oratorio circuits around England and were able to make a substantial living from these
performances. Others that followed in a similar vein, conducting many of these triennial
events, included Sir Michael Costa (1808-1884), Sir Arthur Sullivan (1842-1900), and
August Manns (1825-1907). Numbers of attendees and those participating in the
performance of these festivals tended to peak in many towns in the late 1800s, after which
attitudes towards large-scale oratorio performances began to change. As seen, writings such
as that of George Bernard Shaw on the sanctimonious ‘oratorio mongering public of the
day’ began to emerge. World War I also affected the oratorio festivals, with many festivals

cancelled because of the disbandment of many choral societies and the appropriation of
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performance and rehearsal venues (including town halls) by the War Office.”’ By the 1920s,

Handel’s oratorios, seen as being part of a Victorian aesthetic, were becoming increasingly
out of vogue. Around this time, most large-scale oratorio festivals around England were
discontinued.

As the twentieth century progressed international festivals dedicated to many different
art forms began to emerge. The Festival of Britain held in the Royal Festival Hall in 1951
was designed as a multi-art festival to celebrate the centenary of the Crystal Palace. Similar
festivals such as those organised by Benjamin Britten in Aldeburgh, and Peter Maxwell
Davies in the Orkneys, not only stimulated the local economy but promoted these
communities culturally as well. In recent times, provincial festivals have again risen to the
fore with the quadrennial award of ‘British Capital of Culture’. In 2009, Patrick Wintour
wrote of the Liverpool event that ‘culture can also change perceptions of a city, a region, a
country, by bringing an association with aspiration and social mobility. That is difficult to
achieve by any other means’.>® This belief is not much different from that espoused in the
nineteenth century of presenting and participating in an oratorio festival in a provincial
town.

Throughout many parts of the globe, especially in industrialised “Western’ countries,
rock and pop festivals have become the large-scale idolised performances of twentieth
century with over 300,000 attending the festival at Woodstock, New York in 1969. The
audience revered the international array of contemporary pop singers, with many
participants making a social commentary on drugs, sex, and the Vietnam War. At
Woodstock, past musical idols such as Handel were not revered, nor was it regarded a moral
act to participate. The young enthusiastic audience displayed, however, a massed inner

strength in their abandonment of traditional mores. A charitable aspect is still evident in

*7 “The Music in the Provinces’, Musical Times, 55 /860 (1 October 1914), 626.
%8 Patrick Wintour, ‘In Liverpool’s Footsteps: Now Every City can aim to be Britain’s Capital of Culture’, The
Guardian, 7 January 2009, 11.
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later pop festivals, such as the international British super-group Band Aid and others that
have sought to raise funds for international disasters.

International classical music festivals have also continued to proliferate, though with
a much smaller and select audience than the pop festivals. British festivals, to name just a
few annual ones, include Glyndebourne Festival Opera, Edinburgh Festival, The Proms,
Three Choirs Festival, and York Early Music Festival. The Three Choirs Festivals,
previously discussed, has evolved into a weeklong annual celebration where several oratorio
performances are interspersed with church services, lectures, and a whole gamut of musical

and artistic events.

0.5 Parameters and description of the archival sources

In the nineteenth century, The Musical Times and Singing Class Circular, first published in
1844, regularly listed hundreds of oratorio performances and festivals held in many small
villages, London suburbs, and major towns throughout England in the nineteenth century.
Some festivals were well-established events in cathedrals, and others lasted for a few years
then disappeared. Choral societies proliferated and were associated with every nineteenth-
century institution including churches, temperance missions, educational institutions, civic
organisations, and workers’ societies of every kind.

This dissertation examines nineteenth-century English oratorio festivals. As the topic
is vast, parameters have been set in place to delimit the areas of inquiry. A principal
parameter was to restrict the investigation to performances in the new monumental secular
buildings erected in the nineteenth century. These buildings, as opposed to churches, were
often erected for the specific purpose of catering for larger oratorio festivals.

To focus the investigation further, a selection of industrial provincial towns that
erected monumental town and concert halls, including Leeds, Manchester, Liverpool,
Birmingham, and Bristol has been made. Along with London’s Crystal Palace,

performances in these six locations will be investigated through systematic examination of
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primary source documents. Some of the archives and libraries consulted include Leeds
Local and Family History Library; West Yorkshire Archives; Brotherton Collection,
University of Leeds; Manchester Archives and Local Studies Library; Liverpool Records
Office and Archives; Liverpool Local History Library; Birmingham Archives and Heritage;
Bristol City Council Records and Archives; and the Bodleian Library, Oxford. In London,
the Victorian and Albert Museum Library; Victoria and Albert Archives at Olympia
Kensington; Special Collections of the Royal College of Music; Centre for Performance
History at the Royal College of Music; and the British Library were also consulted.

One problem of conducting the study was the limited time available in the archives
concerned. Despite this drawback, the unearthing of important documents in one-day visits
to cities around the country was remarkable. The discoveries were extremely exciting and
indicated how much additional material could be uncovered with further research. Some
towns, such as Bristol, had very little published about their festivals. The biggest boon for
this study was the recent access to the new nineteenth-century newspaper databases that
came online through the British Library in 2007. Many wonderful quotations included in
this dissertation have come from this source. Surely, the ability to find quickly and easily,
say, a quotation about Bristol festivals in the Preston Chronicle has totally thrown this field
open to a deeper level of research for scholars from all disciplines. New information has

been gleaned from the most unlikely places.

0.6 A note on structure

The dissertation consists of seven chapters, plus an introduction and conclusion, which are
self-contained but inter-referential essays, each of which draws conclusions, whilst leaving
space for a brief concluding chapter. A diachronic approach is taken to the topic overall,
with a macro-theory focussing on an ideology of monumentalism. Chapters treat archival

data in a chronological fashion.
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Chapter 1 provides a review of the literature. Beginning with a survey of recent
developments, it highlights the amount of progress made in nineteenth-century music
studies in the last twenty years. It discusses new developments such as online databases, and
analyses recent developments in urban and social history that are pertinent to the argument.
Writings that apply recent thinking on monumentalism to debates in musicology are also
explored.” In contrast to the paltry amount of secondary literature on Victorian oratorio,
there is an immense body of literature to draw on for an in-depth understanding of Victorian
society.

Chapter 2 develops a framework of monumentalism to examine the topic of
nineteenth-century oratorio festivals. The approach to the topic involves qualitative research
methods, including historical document analysis and case study methodology. These are
used to explore if and how monumentalism influenced the performance of Victorian
oratorio. Monumentalism is defined with a general discussion showing how the concept as
applied to architecture can be equally applied to music. A framework is devised using
characteristics identified by art historian Stephen Little: ‘physical scale’, ‘breadth of subject
matter’, and ‘ambition to be of lasting significance’. These are the critical tools used to
examine the topic, place it in a context, and draw conclusions.

Chapter 3 looks specifically at the provincial festivals, and a great deal of virgin
material is unearthed and presented. It focuses on those festivals held in the Leeds Town
Hall, Liverpool’s St George’s Hall, the Manchester Free Trade Hall, the Birmingham Town
Hall, and Bristol’s Colston Hall. Primary source documents are included in the body of the
dissertation from various town archives. Each town has its oratorio festivals systematically
examined in relation to Little’s characteristics, building an argument around
monumentalism. The focal dates in each town vary dramatically. For example, Bristol’s first

festival was in 1873 in the Colston Hall, Leeds first festival was at the town hall opening in

* An important text on monumentalism and German music has been released after the main body of this
dissertation was completed. See Alexander Rehding, Music and Monumentality: Commemoration and
Wonderment in Nineteenth Century Germany (New York, Oxford: Oxford University Press, 2009).
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1858, and Birmingham’s Triennial Festivals, which ran from as early as 1784, had their
town hall opened in 1834 specifically as a home for their festivals.

In contrast, Chapters 4 and 5 look at the building of the Crystal Palace in London and
the rise of the great Handel Triennial Festivals that began in the 1850s. Chapter 4 looks at
the spectacle of the Crystal Palace, a giant prism reflecting the society of the day. The use
of music, including Handel’s ‘Hallelujah’ chorus, at the two opening ceremonies in Hyde
Park and later Sydenham, is discussed, revealing how these musical performances were to
set the scene for the rise of the Great Handel Triennial Festivals. With reference to primary
source material, these various festivals are discussed chronologically in Chapter 5.

The music itself is presented as a monument in Chapter 6 with the examination of Sir
Michael Costa’s (1808-1884) arrangements of Handel’s oratorios that were used in many of
these large-scale performances around England. The Royal College of Music holds Costa’s
conducting arrangements of Handel’s oratorios, and these are worthy of scholarly
investigation. The instruments of the day such as ophicleides, serpents, and giant seven-foot
drums are used in Costa’s manuscripts. With reference to Berlioz’s treatise on
instrumentation, a comparison 1s made between Costa’s arrangements (and his
compositions), the Hindel-Ausgabe edition (close to the original of Handel’s writing), and
Handel’s own conducting scores. Pages from Costa’s manuscripts are reproduced here for
comparison. Again, Little’s characteristics are used as critical tools to examine Costa’s
scores and develop the argument that an ideology of monumentalism helped shape even the
scores for these performances.

Chapter 7 is a synthesis of evidence presented in previous chapters and elicits how
and if monumentalism played an underlying part in the cult status that these festivals
achieved. Various provincial festivals and the Crystal Palace festivals are compared and
contrasted, and the significance and implications of the findings drawn out. The

monumental ideology underpinning these festivals is made apparent through an examination
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of the interaction of the gigantic buildings and the massive musical performances held
within them, along with an apotheosis of the ‘mighty Handel’.

The concluding remarks summarise the general findings, discuss the limitations of
the study and present further questions that could warrant much more in-depth research into

this fascinating, untapped if rather sprawling area of musicological research.
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1 An Historiographical Survey of Nineteenth-Century Oratorio

Music historians have traditionally avoided Victorian England,
that dark and weedy patch in the garden of European music.
Other historians — of literature, politics, economics, religion, and
society — have embraced it as one of the richest, most exciting
(and self-contradictory) periods any scholar could desire.'

Although the rich area of nineteenth-century English history has provided many fruitful
areas of study for scholars of other disciplines, it is only recently that music historians have
taken that topic more seriously. In the epigraph, Leanne Langley (1990) aptly described the
attitude of musicologists to Victorian music in general. After drawing attention to the
richness of the articles about music written in daily newspapers, periodicals and specialist
music journals of the time, she suggested that a scholarly re-evaluation of the musical scene
in nineteenth-century England was long overdue. Langley concluded that ‘far from avoiding
this patch of the garden, we ought to get in the middle of it and dig’.?

Writing in a similar vein, Nicholas Temperley (1989) had described the music of that
time as ‘a Lost Chord: the sound of it is out of our reach in a way that the sight and message
of other Victorian arts is not’.> Leon Plantinga noted the apathy towards nineteenth-century
musical historicism — apart from the studies of the great composers — and explained the

avoidance of the subject:

To get at historical styles in music, one needed to get past the
distortions of that [nineteenth] century with its corrupt editions
and solipsistic ideas about how early music ought to sound.
Much of that music composed in that century of questionable

! Leanne Langley, ‘The Musical Press in Nineteenth-Century England’, Notes, 46 /3 (1990), 583. Her article
refers to all aspects of Victorian music, but here is specifically applied to nineteenth-century oratorio festivals.

2 Ibid., 584.

? Nicholas Temperley, The Lost Chord: Essays in Victorian Music (Bloomington: Indiana University Press,
1989), 14. Other relevant writings by the same author include: Nicholas Temperley, ‘Handel’s Influence on
English Music’, Monthly Musical Record, 90 (1960), 163-74; Nicholas Temperley, ‘Mendelssohn’s Influence
on English Music’, Music and Letters, 42 (1962), 224-33; and Nicholas Temperley (ed.), The Romantic Age
(The Blackwell History of Music in Britain, 1; London: Athlone, 1981).
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taste, too, seemed hardly a fit object for serious study; it
represented an aesthetic outlook one struggled to overcome.”

Nineteenth-century music studies have progressed considerably since the 1980s,
especially with a new conference series and resultant essays published in Nineteenth-
Century British Music Studies.” A number of comprehensive reference texts have appeared,
including The Cambridge History of Nineteenth-Century Music, published in 2001. This
series of essays tends towards a philosophical and aesthetic slant but offers no specific
chapter dedicated to the oratorio festival phenomenon.® Yet other books have appeared with
new perspectives on individual musicians from this era, including Grove, Mendelssohn,
Elgar, Parry and Stainer, but there still remains a relative dearth of scholarly investigation of
literature addressing the ‘Age of Oratorio’ in England.” This research thesis, ‘Nineteenth-
Century English Oratorio Festivals: Chronicling the Monumental in Music’, aims to develop
a much better understanding of the forces that shaped oratorio performances in the festival
movement of the nineteenth century.

To expand on Langley’s metaphor, nineteenth-century oratorio — a musical genre that
was so central to the religious society of the day — could be likened to a bulb in this weedy
garden, waiting to be unearthed and exposed.® These prized bulbs of nineteenth-century

oratorio festivals with their formerly adored flowerings lie still undiscovered in the early

* Leon Plantinga, ‘The Nineteenth Century’, The Journal of Musicology, 1 /1 (January 1982), 54.

*In 1997, the international biennial conference series in nineteenth-century British music commenced with a
resultant publication by Bennett Zon, Jeremy Dibble, and Peter Horton (eds.), Nineteenth-Century British
Music Studies, 3 vols. (Music in Nineteenth-Century Britain, Aldershot: Ashgate, 1999-2003).For a scathing
critique of Volume 2 see Leanne Langley, review of Jeremy Dibble and Bennett Zon (eds.), Nineteenth-
Century British Music Studies (Aldershot, 2002), in Victorian Studies, 46/2 (2004), 349-51. Langley suggests
quality control is severely lacking and recommends ‘pulling the plug’ on the series, which nevertheless
continued and spawned other studies.

6 Jim Samson (ed.), The Cambridge History of Nineteenth-Century Music (Cambridge History of Music,
Cambridge: Cambridge University Press, 2001).

7 Michael Musgrave (ed.), George Grove, Music and Victorian Culture (Basingstoke: Palgrave Macmillan,
2003); Jeffrey S. Sposato, The Price of Assimilation: Felix Mendelssohn and Nineteenth-Century Anti-Semitic
Tradition (Oxford: Oxford University Press, 2006); Nicholas Kenyon (ed.), Elgar: An Anniversary Portrait
(London: Continuum International Publishing Group Ltd, 2007); Jeremy Dibble, John Stainer: A Life in Music
(Music in Britain, 1600-1900; U.K.: Boydell & Brewer, 2007); and Jeremy Dibble, C. Hubert H. Parry.: His
Life and Music (Oxford: Clarendon Press, 1998).

® Many garden texts refer to ‘lifting’ or digging up, drying and storing of bulbs at the end of the season to
reinvigorate flowering over many years. Various bulbs were particularly prized in Victorian gardens with
average prices regarded as £50 to £100 for a bulb. Indeed, some bulbs were even stolen from flower shows.
See Anna Pavord, The Tulips (London: Bloomsbury, 1999), 225-40.
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twenty-first century, in the ‘dark and weedy patch’ in which scholars now have been

digging for quite a few years.

1.1 The state of research

Examination of the few existing articles and sections of texts on nineteenth-century oratorio
festivals reveals a curious lack of scholarly attention to oratorio. The most comprehensive
writings on oratorio to date are the four volumes of 4 History of the Oratorio by Howard E.
Smither.” This text provides a synthesis of the specialist literature available to 1997 and an
analysis of primary sources. These volumes not only serve as an essential reference for
oratorio performers and students interested in the history of the oratorio, but should also
provide impetus for further research. Volume Four in the series, completed in 2000, is the
most relevant to the present study of nineteenth-century oratorio festivals.'® While it
provides details on individual oratorios, the text provides little information concerning the
oratorio festivals that gained cult status in England at the time. Smither allocates one small
paragraph to the discussion of the Great Handel Triennial Festivals held in the Crystal
Palace, and about two pages of this massive work are devoted to the numerous English
provincial festivals in the period 1830 to 1900. This gap in the literature deserves further
investigation.

The work by Smither most relevant to the present study is his 1985 article ‘Messiah
and Progress in Nineteenth-Century England’, in which he elaborates on the changing social

context and monumental performances of Messiah."' While he barely scratches the surface

® Howard E. Smither, A History of the Oratorio: The Oratorio in the Baroque Era: Italy, Vienna, Paris (1;
Chapel Hill: University of North Carolina Press, 1977); Howard E. Smither, 4 History of the Oratorio: The
Oratorio in the Baroque Era, Protestant Germany and England (2; Chapel Hill: North Carolina University
Press, 1977); Howard E. Smither, A History of the Oratorio: The Oratorio in the Classical Era (3; Oxford:
Clarendon, 1987); and Howard E. Smither, 4 History of the Oratorio: The Oratorio in the Nineteenth and
Twentieth Centuries (4; Chapel Hill: University of North Carolina Press, 2000).

19 In Volume 4, Smither surveys the history of nineteenth- and twentieth-century oratorio, using the approach
employed in the previous volumes. He treats the oratorio in various languages and geographical areas —
Germany, Britain, America, and France — by first exploring the cultural and social contexts of oratorio. He
then addresses aesthetic theory and criticism, treats libretto and music in general, and offers detailed analyses
of the librettos and music of specific oratorios (thirty-one in all) that are of special importance to the history of
the genre.

" Howard E. Smither, ‘Messiah and Progress in Victorian England’, Early Music, 13 /3 (1985), 339-48.
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in his discussion of nineteenth-century oratorio festivals, it is apparent from Smither’s
article how important oratorio festivals were to the progress of the society of the day. His
discussion of various ‘monumental performances’ provides a suitable launching point from
which to explore the topic further.'?

Another groundbreaking text, Ruth Smith’s Handel’s Oratorios and Eighteenth-
Century Thought, provides a broad investigation into the rise of English oratorio at the time
of Handel."> Her intellectual and cultural constructs, such as ‘music, morals, and religion’,
and the ‘biblical sublime’, are applicable equally to discussions of nineteenth-century
oratorio. Kurt Pahlen’s book The World of Oratorio examines around sixty oratorios, giving
basic performance information, synopses, historical information and some musical
analysis;'* while Winton Dean’s study (originally published in 1959) examines many of
Handel’s oratorios.'> John Caldwell provides in his second volume of The Oxford History of
English Music a succinct summary of English oratorio in the nineteenth century.'® Early
writings on oratorio by Charles Burney (1726-1814) and Annie Patterson (1868-1934)
provide further insights from their respective eras.'’

Michael Musgrave in The Musical Life of the Crystal Palace proffers more recent and
comprehensive research on Victorian oratorio.'® The second section, ‘The Choral Life’,
consists of two chapters (some 39 pages) in which he discusses in detail the Handel

Triennial Festivals and other large-scale performances held in the Crystal Palace from 1857

2 Ibid., 345.

3 Smith, Handel’s Oratorios and Eighteenth-Century Thought; Andrew R. Walkling, review of Ruth Smith,
Handel’s Oratorios (Cambridge, 1995), in Music & Letters, 80/1 (1999), 120-22; and Ellen T. Harris, review
of Ruth Smith, Handel’s Oratorios (Cambridge, 1995), in The Journal of Modern History, 69/2 (1997), 337-
40.

1 Pahlen et al., The World of Oratorio.

1> Dean, Handel’s Dramatic Oratorios and Masques.

16 See the sections ‘Oratorio and Cantata’ in chapters 3 and 4 in Caldwell, The Oxford History of English
Music, 210-9, 58-69.

"Burney, An Account of the Musical Performances in Westminster-Abbey, 1784; Patterson, The Story of
Oratorio.

"Michael Musgrave, The Musical Life of the Crystal Palace (Cambridge: Cambridge University Press, 1995);
Cyril Ehrlich, review of Michael Musgrave, The Musical Life of the Crystal Palace, in Music & Letters, 77/1
(1996), 130-1.
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to 1926." However, the focus of his work is on the orchestral concerts held at the Crystal
Palace, often unviable as they usually ran at a loss. While Musgrave acknowledges that the
Handel oratorio festivals were the most prominent and successful form of public music
making in the Victorian era, he appears to view the rise of orchestral concerts as a far
worthier topic. What is clear is that primary source documents, such as the complete annual
reports of the Sacred Harmonic Society, the choral society that was largely responsible for
the success of the Handel Triennial Festivals at the Crystal Palace, remain open to more
detailed scholarly attention.*

Brian Pritchard in his unpublished three-volume dissertation, ‘The Musical Festival
and the Choral Society in England in the Eighteenth and Nineteenth Centuries: A Social
History’, provides a wealth of information surrounding oratorio festival performances in
provincial centres. He notes the constitution of the increasing and changing choral forces
and gives insights into the development of oratorio festivals in the changing social context
of eighteenth and nineteenth-century England.?' The Royal Musical Association Research
Chronicle published a series of articles — with compiled tables of figures — from his
dissertation.”> Susan Wollenberg more recently has provided a substantial contribution to
cultural history in her text Music at Oxford in the Eighteenth and Nineteenth Centuries and
provides information in this text and other articles on the cultivation of oratorio in general,

and Handel’s oratorios in particular, in nineteenth-century Oxford.*

' Musgrave, The Musical Life of the Crystal Palace, 27-66. See also Kathleen E. McCrone, review of Michael
Musgrave, The Musical Life of the Crystal Palace, in The American Historical Review, 102/3 (1997), 815-6.

2 The Royal College of Music holds the full collection of annual reports with earlier reports in bound
manuscript. Other relevant publications of the Society include: Robert Bowley, The Sacred Harmonic Society:
A Thirty-Five Years’ Retrospective (London: Sacred Harmonic Society, 1867); and Daniel Hill, 4 History of
the Sacred Harmonic Society: Its Origin, Rise, and Progress (London: Published at the office of the Society, 7
John Street, Adelphi, 1882).

2l Brian W. Pritchard, ‘The Musical Festival and the Choral Society in England in the Eighteenth and
Nineteenth Centuries: A Social History’, Ph.D. diss. (Birmingham, 1968).

22 Brian Pritchard, ‘Some Festival Programmes of the Eighteenth and Nineteenth Centuries: I: Salisbury and
Winchester’, R. M. A. Research Chronicle, 5 (1967), 51-79; Brian Pritchard, ‘Some Festival Programmes of
the Eighteenth and Nineteenth Centuries 3. Liverpool and Manchester’, R. M. A Research Chronicle, 7 (1970),
1-25; Brian Pritchard, ‘Some Festival Programmes of the Eighteenth and Nineteenth Centuries: 4.
Birmingham, Derby, Newcastle upon Tyne and York’, R. M. 4. Research Chronicle, 8 (1970), 1-22.

» See ‘Part II: The Nineteenth Century’ in Susan Wollenberg, Music at Oxford in the Eighteenth and
Nineteenth Centuries (Oxford: Oxford University Press, 2001), 97-202; Susan Wollenberg, ‘Handel in Oxford:
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A study by Barbara Mohn, published in German in 2000, investigates the sources,

traditions, and development of oratorio in nineteenth-century England.”* The extensive
bibliography and the appendices with their lists of oratorios composed between 1800 and
1914 are very useful. Mohn unearths for her German readership the once popular but now
unknown English oratorios, evident from the cover of her published dissertation with its
reproduction from the score of Mackenzie’s oratorio Rose of Sharon — little known today
but well known in its day.”> Mohn remains one of the few scholars to take an in-depth look
at the topic.*

Katharine Ellis presents pertinent writings on French choral music in Interpreting the
Musical Past”’” While providing an overview of nationalistic and cultural trends and
contexts of the time, Ellis examines various musical genres and their reception; she includes
the works of Bach and Handel, which oscillated between acceptance and rejection in
France.?® Ellis argues that the revival of the oratorio in Catholic France did not succeed in
the long term because Bach was perceived as ‘too Protestant °, ‘too chromatic,” and ‘too
German’, while Handel was a ‘double outsider’ who was dropped when his political appeal
waned after the Franco-Prussian war.”’ Ellis’s observations about oratorio performance in

Catholic France might have many parallels as well as contrasts in Protestant England of the

The Tradition ¢. 1750-1850°, Géttinger Hdndel Beitrdge, 9 (2002), 161-76; and Wollenberg, ‘The Oxford
Commemorations’, 225-49. See also Paul Langford, ‘Review of Music at Oxford in the Eighteenth and
Nineteenth Centuries by Susan Wollenberg’, Music and Letters, 85 /1 (2004), 108.

* Barbara Mohn, Das Englische Oratorium im 19. Jahrhundert: Quellen, Traditionen, Entwicklungen
(Paderbomn: F. Schoningh, 2000).

%5 The Norwich Festival Committee commissioned Mackenzie (1847-1935) to write this oratorio for the 1884
festival.

26 See T. Neuhoff, review of Barbara Mohn, The English Oratorio in the 19th Century: Sources, Traditions,
Developments (Paderborn, 2000), in Archiv fiir das Studium der Neuren Sprachen und Literaturen, 240/1
(2003), 196-7.

27 Katharine Ellis, Interpreting the Musical Past: Early Music in Nineteenth-Century France (Oxford: Oxford
University Press, 2005), 209-40. See also John Butt, ‘Choral Music’, in Jim Samson (ed.), Cambridge History
of Nineteenth-Century Music (Cambridge: Cambridge University Press, 2001).

2% John Wagstaff, review of Katharine Ellis, Interpreting the Musical Past (Oxford, 2005), in Notes, 63/2
(2006), 355-58.

¥ Ellis, Interpreting the Musical Past, 239.
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time. Reading Ellis’s text promotes a clearer picture, by contrast, of the cult status that
Handel’s oratorios achieved in the English festivals.*®

In England, the work of Joseph Maizner, John Hullah, and John Curwen documents
the tonic sol-fa sight singing ‘mania’ and the development of a network of singing classes.
More than one thousand entries for John Curwen in the British Library catalogue reflect the
popularity of the tonic sol-fa system.’' A text by Charles Edward McGuire, Music and
Victorian Philanthropy: The Tonic Sol-fa Movement, published in 2009 also provides a
comprehensive documentation of the rise to international prominence of the tonic sol-fa
system developed by John Curwen and his son Spencer, and how the infrastructure
surrounding the movement contributed to improved morals of singers and listeners alike.*
In particular, McGuire uses case studies on temperance, missionaries, and women’s suffrage
to demonstrate this. Presenting much unknown primary source material, his section on the
London Missionary Society and tonic sol-fa indoctrination in Madagascar especially
illustrates the extent of imperialistic British influence, including the oratorio phenomenon.**

As well as Curwen Press, publishers such as Novello produced affordable scores for
the new markets.’* Sterndale Bennett reported on this proliferation of choral societies in a
lecture of 1858. As discussed in the Introduction, an ideological framework of middle-
class Christian ideals, moral improvement, charity, and temperance was the basis for the

formation of various choral organisations. Singing had become a panacea for society’s ills.

Every ailment from appeasing the poor, curbing alcoholism, instilling patriotism, and

30 Percy M. Young, The Oratorios of Handel (London: D. Dobson, 1949); Percy M. Young, review of
Anthony Boden, Three Choirs: A History of the Festival (Stroud, 1992), in Music & Letters, 74/4 (1993), 591-
93. There are also several articles by Percy Young describing the ‘cult status’ of Handel. See Percy M. Young,
‘Festival: §4 Commemorative Festivals, c1750-c1790’, in New Grove (8), 736.

3! John Spencer Curwen, Mrs. T. L. Banks, and John Curwen, Memorials of John Curwen (London: J.S.
Curwen, 1882).

32 Charles Edward McGuire, Music and Victorian Philanthropy: the Tonic Sol-fa Movement (Cambridge:
Cambridge University Press, 2009), xv, xix, 42, 215.

3 Ibid., 135-64. See pages 158-9 for a description of ‘oratorio-like works’ sung in Malagasy and their
comparison to the charity festivals of Birmingham , Leeds, and the Three Choirs.

3 Fiona M. Palmer, Vincent Novello (1781-1861): Music for the Masses (Music in Nineteenth-Century
Britain; Burlington, VT: Ashgate, 2006).

¥ Fora report from this time of the rise of choral societies in London see William Sterndale Bennett, ‘Lecture
1: London and Sheffield 1858-1859, in Nicholas Tempetley (ed.), Lectures on Musical Life (Footbridge:
Boydell, 2006), 32.
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increasing productivity, to prevention of blood-letting were claimed to be improved by
singing.®

As the influential clergyman the Reverend Haweis predicted, music’s role in
Victorian England was to be that of ‘a vast civiliser, recreator, health-giver, work-inspirer,
and purifier of man’s life’.’” Haweis’s Music and Morals takes a very high-handed
judgmental and often inaccurate approach to the topic, which seems quite outrageous
today.”® Many clergymen particularly saw singing as a means to save the souls of the
working classes, who might otherwise be tempted to waste their leisure hours on
undesirable pursuits such as drinking or gambling. Singing and religion have always been
closely intertwined. As early as the fourth century St Augustine was reported as saying, ‘He
who sings prays twice’. The biblical scriptures also directly instruct Christians to sing to the
Lord, or tell of the saints that sing to God.* Texts on Victorian religion such as Muscular
Christianity and The Sinews of the Spirit discuss the construct of manliness that valued hard
work, fair play and a healthy body.”” Muscular Christianity was an important religious,
literary, and social movement of the mid-nineteenth century, which promoted acts of moral
improvement, including the healthy and religious act of singing oratorio.

In a fascinating detailed study, Susan Rutherford has investigated the attitude of
female singers (as opposed to the male mentioned above) in the social, historical, and
political framework of the nineteenth century.*' She paints a clear picture of operatic life of

the time. While her text relates to prima donnas, much information on nineteenth-century

36 Emily Auerbach, ‘John Bull and His “Land Ohne Musik™’, Victorian Literature and Culture, 21 (1993), 78.
3 7Hugh Reginald Haweis, My Musical Life (8th edn.; London: Longmans Green, 1912), 118.

**Hugh Reginald Haweis, Music and Morals (London, 1871). One example of such judgements is that ‘Mr
Sims Reeves is no better in the Crystal Palace than a penny trumpet in Westminster Abbey’. (Even the review
of the book in Musical Times, 1 January 1872 criticises the bad taste and inaccuracy of many of his comments)
¥ A representative sample of Biblical verses includes: Psalms 9:2; 30:4, 32:11; 33:1-3; 42:8; 66:1-4; 68:4, 24-
26; 71:22-23; 81:1-2; 89:1; 92:1-4; 98:1; 100:2; 105:2; 108:1; 138:1-5; 144:9; 147:1; 149:1-5.
Ephesians 5:19; Colossians 3:16; Revelation 5:9-10; 12-13; 15: 3-4.

“ Hall, Muscular Christianity: Embodying the Victorian Age, 175-8; and Norman Vance, The Sinews of the
Spirit: the Ideal of Christian Manliness in Victorian Literature and Religious Thought (Cambridge: Cambridge
University Press, 1985), 40.

*! Susan Rutherford, The Prima Donna and Opera, 1815-1930 (Cambridge Studies in Opera; Cambridge:
Cambridge University Press, 2006). See also Susan Rutherford, ““La cantante delle passioni”: Giuditta Pasta
and the Idea of Operatic Performance’, Cambridge Opera Journal, 19 /2 (July 2007), 107-38.
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theories concerning the voice, and social and literary discourses, is also relevant to the many

female choral singers who participated in the nineteenth-century oratorio festivals.*’

1.2 The significance of oratorio festivals
The cult status that these oratorio festivals achieved over the length and breadth of England

and the important role that these massive events played in the development of a competitive
civic and international pride warrant a more detailed investigation by scholars. These
festivals were major musical events and not only did they provide profits for many charities
of the day, they provided an insight into the religious and moral ethos of the time. A more
rigorous study of these festivals is long overdue and this study will aim to explain why these
events grew to such a mammoth size at that time. At present, no books are devoted entirely
to a general overview of the rise of the nineteenth-century festival movement.

A text by Richard Adams gives a detailed introductory chapter on the history of
musical festivals from earliest times through the Victorian Era to the present.”’ Several
books describe individual festivals from a historical perspective, particularly those on the
Three Choirs Festival** A festival written about more recently is the Bridlington Festival
(1894-1903)." From this unlikely seaside town, Catherine Dale draws extensively in her
book on the Bosville-Macdonald archive, family papers, newspaper reviews and other
writings, making interesting reading for social historians and musicians. This text makes
one realise what a wealth of information is potentially available in the most unexpected
places.

American scholars have taken a proactive interest in research in the field with the

Oratorio Project, an on-line database of nineteenth-century oratorio performances in Great

2 Other writings on this topic, specifically in relation to oratorio, include: Robert Toft, Heart to Heart:
Expressive Singing in England 1780-1830 (Oxford: Oxford University Press, 2000), 9-14,161-68; and Hyde,
New Found Voices.

* Richard Adams, A4 Book of British Music Festivals (London: Royce, 1986).

“ C. Lee Williams, H. Godwin Chance, and Theodore Hannam-Clark, Annals of the Three Choirs of
Gloucester, Hereford and Worcester: Continuation of History of Progress from 1895 to 1930 (Gloucester:
Minchin & Gibbs, 1931); Shaw, The Three Choirs Festival, Boden and Wilson, Three Choirs; Hunt, Elgar
and the Three Choirs Festival; and Young, In Our Dreaming and Singing.

* Catherine Dale, The Bridlington Musical Festival 1894-1903 (Leicester: Matador, 2004).
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Britain that features concert reviews, festival programmes, and contemporary editorials.*® In
Britain, the establishment of various projects reflects the strong growth of interest in
Victorian musical studies. These include the ‘Concert Life in Victorian London’ database,
established at Oxford Brookes University and University of Huddersfield in 1997, as well as
the ‘Concert Programmes Project’ at Cardiff University that has recently appeared online.”’
However, English oratorio — by far the most popular musical genre of this time in Britain —
has generally been overlooked, although it has been considered in important recent studies

of individual composers, including Jeremy Dibble’s texts on Stainer and Parry*®

1.3 The context of the research question

Langley’s description of the existing state of knowledge in 1990 in many ways still rings
true. The paltry amount of literature on nineteenth- century oratorio remains a ‘weedy
patch’. In contrast, there is an immense body of literature on which to draw for an in-depth
understanding of nineteenth-century society and the relevance of its values to every aspect
of festival gatherings and performances of oratorio. Seminal texts include Linda Colley’s
Britons: Forging the Nation; two books by David Cannadine, including Patricians, Power
and Politics in Nineteenth-Century Towns; four books by Eric Hobsbawm including The
Age of Capital, 1848-1875; as well as Edward Said’s study of Culture and Imperialism.*
These historians and social critics give detailed insights into industrialisation, urbanisation,

social and educational reforms, religion, politics, the rise of imperialism and nationalism,

% Charles McGuire of Oberlin Conservatory, Ohio has established a unique database that at present deals
mainly with Victorian oratorios from 1880 onwards. The URL is forthcoming.
“’See http://www.concertlifeproject.com/. Dr Christina Bashford and Dr Rachel Cowgill direct this project.
The Cardiff project team consists of Professor John Tyrrell, and Drs Paul and Rupert Ridgewell.
8 A list of some recent ‘life and works’ studies that mention oratorio is previously provided on p. 25, fn. 7.
Dibble, John Stainer: A Life in Music; Dibble, C. Hubert H. Parry: His Life and Music.
“ Linda Colley, Britons: Forging the Nation 1707-1837 (electronic edn.; London: Pimlico, 2003); David
Cannadine, Patricians, Power, and Politics in Nineteenth-Century Towns (Themes in Urban History;
Leicester: Leicester University Press, 1982); David Cannadine, Lords and Landlords: the Aristocracy and the
Towns, 1774-1967 (Leicester: Leicester University Press, 1980); E. J. Hobsbawm, The Age of Empire, 1875-
1914 (London: Phoenix, 2000); E. J. Hobsbawm, The Age of Capital, 1848-1875 (London: Weidenfeld &
Nicolson, 1995); E. J. Hobsbawm, Nations and Nationalism since 1780: Programme, Myth, Reality
(Cambridge: Cambridge University Press, 1990); E. J. Hobsbawm and T. O. Ranger, The Invention of
Tradition (Cambridge: Cambridge University Press, 1983); and Edward W. Said, Culture and Imperialism
(London: Vintage, 1994).
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culture, mass consumerism, fiscal growth, and railway expansion. One economic and social
historian, Cyril Erlich, applied his techniques to the study of the music profession of the
time. All of these texts help explain the world of England in which oratorio festivals became
so popular. ‘Macro’ and ‘micro’ dimensions, as espoused by Georgina Born in relation to
contemporary musical institutions, could be appropriated here to discuss nineteenth-century
oratorio. Born defines ‘macro’ (a shortened form of macrocosmic) as including political
economy, institutions, class and status, the state, politics, music and collective identity.
‘Micro’ aspects (shortened form of microcosmic) of the music could include a micro-social
(and micro-political) ethnography of social networks that involve musical practice and
performance, musical division of labour, and music and identity.5 0

As stated previously, recent developments in urban and social history are particularly
pertinent to the arguments in this dissertation about monumentalism and the spread of the
festival movement.>' The last thirty years have seen a revolution in our understanding of the
complexity of the social, political and other functions of towns in the past, of the social
groups and classes that comprised the urban population, and of the relationships within the
urban systems and between cities and the wider society, whether provincial or metropolitan.
These developments will allow a fresh interpretation of the monumental oratorio festivals.
An important three-volume text, The Cambridge Urban History, documents these recent
developments in England.”® A section in Volume 2, ‘The Elusive Metropolitan Culture’,

discusses the ‘high’ culture of London and refers to the great musical festivals.>

%% This information was given in a lecture by Georgina Born, King’s College Department of Music, University
of London, July 2002. For a further discussion on ‘ macro’, ‘micro’ and ‘subcultures’, see: Georgina Born and
David Hesmondhalgh, Western Music and its Others: Difference, Representation, and Appropriation in Music
(Berkeley: University of California Press, 2000), 281, 315; Georgina Bom, Rationalizing Culture: IRCAM,
Boulez, and the Institutionalization of the Musical Avant-garde (Berkeley University of California Press,
1995), 16, 24, 167; and Georgina Bomn, Uncertain Vision: Birt, Dyke and the Reinvention of the BBC (London:
Vintage, 2005).

31 Other relevant texts include: P. . Waller, Town, City and Nation: England 1850-1914 (Oxford: Oxford
University Press, 1983); and Colin Cunningham, Victorian and Edwardian Town Halls (London: Routledge &
Kegan Paul, 1981).

2 D. M. Palliser, Peter Clark, and M. J. Daunton (eds.), The Cambridge Urban History of Britain (2;
Cambridge: Cambridge University Press, 2000).

> Ibid., 655-9.
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In addition, articles such as Maria Kaika’s and Korrina Thielen’s on urban shrines
chart the development of the secular ‘shrines’, or monumental buildings, that came to
dominate the landscape in the second half of the nineteenth century.”* Simon Gunn draws
on traditional urban history and modern social history in discussing provincial middle
classes in his chapter ‘Music and the Constitution of High Culture’. He describes
architecture, urban design, dress and etiquette, social clubs, music, and civic parades and
ceremonies in several industrial cities in England from the 1750s to the 1880s.> While
Gunn draws on the writings of other scholars (such as David Cannadine’s on public
pageants), his work has significant relevance to nineteenth-century oratorio festivals as it
provides new insights into the provincial middle classes in nineteenth-century England by
drawing on urban history and modern cultural history.

Other pertinent texts on nineteenth-century social history and leisure, some specific-
ally on music, have also appeared over the last twenty years.”® Recent musicological
writings on social history of this time are concerned with concert performance, but none
specifically with oratorio.”” Again, the monumental religious performances of oratorio and

their particular context, so much a feature of society and of the time, have been overlooked.

> Maria Kaika and Corinna Thielen, ‘Form Follows Power: a Genealogy of Urban Shrines’, City, 10 /1 (April
2006), 59-69.

* Simon Gunn, The Public Culture of the Victorian Middle Class: Ritual and Authority and the English
Industrial City, 1840-1914 (Manchester: Manchester University Press, 2000).

36Jane Jenkins and Eric J. Evans, Victorian Social Life: British Social History 1815-1914 (Advanced History
Sourcebooks; London: John Murray, 2002); F. M. L. Thompson, The Cambridge Social History of Britain
1750-1950, 3 vols. (Cambridge: Cambridge University Press, 1990); Dave Russell, Popular Music in England,
1840-1914: a Social History (2nd edn., Music and Society; Manchester: Manchester University, 1997);
Nicholas Temperley, Music in Victorian Society and Culture: a Special Issue (Victorian Studies;
Bloomington, Ind.: Indiana University Press, 1986); Ehrlich, The Music Profession in Britain since the
Eighteenth Century: A Social History; Henry Raynor, Music and Society since 1815 (London: Barrie and
Jenkins, 1976); Mackemess, A Social History of English Music; Pamela Hom, Pleasures and Pastimes in
Victorian Britain (Stroud: Sutton, 1999); Judith Flanders, Consuming Passions: Leisure and Pleasure in
Victorian Britain (London: Harper Press, 2006); Trevor Herbert, ‘Victorian Brass Bands’, in Andrew Leyshon,
David Matless, and George Revill (eds.), The Place of Music (New York: Guilford Press, 1998); and Phyllis
Weliver, The Musical Crowd in English Fiction, 1840-1910: Class, Culture and Nation (Basingstoke:
Palgrave Macmillan, 2006).

*7 William Weber, Music and the Middle Class: the Social Structure of Concert Life in London, Paris and
Vienna between 1830 and 1848 (2nd edn., Music in Nineteenth-Century Britain; Aldershot: Ashgate, 2004);
William Weber, The Musician as Entrepreneur, 1700-1914: Managers, Charlatans, and Idealists
(Bloomington, Indiana: Indiana University Press, 2004); Susan Wollenberg and Simon McVeigh (eds.),
Concert Life in Eighteenth-Century Britain (Aldershot: Ashgate, 2004); Therese Elisworth and Susan
Wollenberg (eds.), The Piano in Nineteenth-Century British Culture: Instruments, Performers and Repertoire
(Music in Nineteenth-Century Britain, Aldershot: Ashgate, 2007).
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However, much of what is written on aspects of nineteenth-century society can be used as a
starting point to examine this genre.

The desire in the nineteenth century for a vehicle of musical and religious expression
on the largest of scales lends itself well to discussions of oratorio festivals and the
influences of monumentalism. Better known phenomena, such as imperialism and
nationalism, have already been examined in relation to music of late nineteenth-century
Britain and a string of texts investigate these.”® Monumentalism is a term that has mainly
been used in reference to art and architecture, and has been applied only recently to the
musical canon. Yen-Ling Liu suggested in an unpublished paper of 2008 that two principal
hermeneutic models for the concept of musical monumentality developed and evolved in the
nineteenth century.”” She suggests that the first model is grounded in a German idealism and
Effekt as espoused by Wagner; the second model is a grand architectural one as elaborated
by Berlioz. Further elaboration of these models is found in Chapter 2.1, where a specific
framework is developed for the purposes of this study.

Definitions and discussion of the architectural term can be found in Stephen Little’s
practical text Isms: Understanding Art, Lewis Mumford’s 1949 article in Architectural
Review, Albert Richardson’s text on monumentalism in British architecture (first published
in 1914 with many reprints up to 2001), and Franco Borsi’s publication on European

monumentalism (1987). % In addition, several historical and cultural texts on Marxism,

%% Rachel Cowgill and Julian Rushton (eds.), Europe, Empire, and Spectacle in Nineteenth-Century British
Music (Music in Nineteenth-Century Britain, Aldershot: Ashgate, 2006); Jeffrey Richards, Imperialism and
Music: Britain, 1876-1953 (Manchester: Manchester University Press, 2001); Jeffrey Richards, Films and
British National Identity: from Dickens to Dad’s Army (Manchester: Manchester University Press, 1997); John
M. Mackenzie, Imperialism and Popular Culture (Manchester: Manchester University Press, 1986); Said,
Culture and Imperialism; Meirion Hughes, The English Musical Renaissance and the Press, 1850-1914:
Watchmen of Music (Music in Nineteenth-Century Britain; Aldershot: Ashgate, 2002); Meirion Hughes and R.
A. Stradling, The English Musical Renaissance, 1840-1940: Constructing a National Music (2nd edn., Music
and Society; Manchester: Manchester University Press, 2001); and Frank Stewart Howes, The English Musical
Renaissance (London: Secker & Warburg, 1966).

* Yen-Ling Liu, ‘Musical Effects and Musical Architecture: Two Models of Monumentality and the Case of
Liszt’s Symphonic Style’, paper given at American Musicological Society (Allegheny Chapter), West Virginia
University, 25 October 2008.

60 Stephen Little, --- Isms: Understanding Art (London: Herbert Press, 2004); Lewis Mumford,
‘Monumentalism, Symbolism and Style’, The Architectural Review, 105 (April 1949), 173-80; A. E.
Richardson, Monumental Classic Architecture in Great Britain and Ireland (Mineola, NY: Dover, 2001); and
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Communism, and the Third Reich including those by Peter Thompson, Brandon Taylor, and
Richard Etlin discuss monumentalism in the context of totalitarian regimes.61 Friedrich
Nietzsche’s philosophical writings on the category of monumental history and the heroic
‘Cult of the Superman’ have been used, even misappropriated, as an ideology underpinning
these later political contexts.®? Because Nietzsche wrote extensively about Wagner’s music,
his philosophies cannot be translated easily to the English oratorio scene of this time, as will
be seen.

However, several musicologists have adapted Nietzsche’s philosophy of a
‘monumental history’ as a framework to analyse nineteenth-century German music. In his
book on absolute music, Daniel Chua has a chapter entitled ‘On monuments’.*> His
writings, conceived in relation to German instrumental music, examine discourses,
philosophers, and theorists such as Nietzsche, and refer to musical examples from
Beethoven, Haydn, and Mozart.**

Alexander Rehding in his article ‘Liszt’s Musical Monuments’ also applies
Nietzsche’s historical model while analysing the musical apotheosis of Beethoven in Liszt’s
cantata composed for the inauguration of the Bonn Beethoven statue erected in 1845.%° The

cantata depicts a musical kind of monumentality that reflects the physical Beethoven

Franco Borsi, The Monumental Era: European Architecture and Design 1929-1939 (London: Lund
Humphries, 1987).

! Peter Thompson, Social Authoritarianism and the Left: Monumentalism, Antiquarianism and Critical
History in the German Workers’ Movement from Marx to the PDS. (University of Sheffield, 2000); Brandon
Taylor and Wilfried van der Will (eds.), The Nazification of Art: Art, Design, Music, Architecture and Film in
the Third Reich (Winchester: Winchester School of Art Press, 1990); and Richard A. Etlin, Art, Culture, and
Media under the Third Reich (Chicago: University of Chicago Press, 2002).

62 Friedrich Wilhelm Nietzsche, ‘On the Uses and Disadvantages of History for Life’, in Untimely Meditations
(Cambridge: Cambridge University Press, 1983). For a discussion of the misappropriation of Nietzsche’s
philosophies see Abir Taha, Nietzsche, Prophet of Nazism: The Cult of the Superman: Unveiling the Nazi
Secret Doctrine (Bloomington: Author House, 2005).

% Daniel K. L. Chua, ‘On Monuments’, in Absolute Music and the Construction of Meaning (Cambridge:
Cambridge University Press, 1999), 235-44; and James Buhler, review of Daniel K. L. Chua, Absolute Music
and the Construction of Meaning (Cambridge, 1999), in 19th-Century Music, 26/2 (2002), 184-91.

% While Chua’s book focuses on absolute music, this brief chapter with its model for musicological and
analytical studies could well be applied to nineteenth-century choral music. Reviewers include Byron Almen,
Marshall Brown, Richard Eldridge, and Arnold Whittall.

55 Alexander Rehding, ‘Liszt’s Musical Monuments’, 19th-Century Music, 26 /1 (Summer 2002), 52-72. Liszt
chooses a quotation from Beethoven’s Archduke Trio for the apotheosis in Tasso, Lamento e Trionfo where the
theme or ‘monument’ (Tasso) is elevated to a fortissimo finale in a powerful climax of grandiose affirmation.
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monument in a similar fashion to Schumann’s and Jean Paul’s theorising.66 Rehding’s
article encapsulates how the events surrounding Liszt’s engagement with this Beethoven
statue illustrate nineteenth-century musical monumentality. He shows how this concept
thrived on the interaction among the musical structure, the events surrounding the
performance and the biographical background of the idolised composer. Immediate parallels
can be drawn that could apply to nineteenth-century oratorio — the musical structure being
that of oratorio, the events being those that led to the festival movement, and the idolised
composer being Handel and others, including Mendelssohn, Haydn, Spohr, Liszt, and
Beethoven.®’

An important book by Rehding, Music and Monumentality: Commemoration and
Wonderment in Nineteenth-Century Germany, has been published just at the conclusion of
my study of English oratorio festivals.®® This sophisticated theoretical text is the first to
develop an Austro-German hermeneutic model of monumentalism in order to examine the
musical canon from the nineteenth century, including works of Beethoven, Liszt, Wagner,
Brahms, Bruckner, and Mahler. Nearly a third of this scholarly text provides notes to the
remainder of the book. Some chapters are developed by Rehding from previously published
articles, including ‘Liszt’s Musical Monuments’ (2002), discussed above, ‘““Ode to
Freedom: Bernstein’s Ninth at the Wall’ (2005), énd ‘Souvenirs aus Weimar’ (2008).69
Rehding, with much reference to an analogous mountain range, espouses a two-fold view on
musical monumentality. He describes a monumental style as the peaks of the ‘grand’, the

‘uplifting’, and the ‘sublime’ that are full of overpowering apotheoses, bold brass chorales,

% Ibid., 10-11. Schumann and Jean Paul regarded a monument to be a work of art on a work of art. Hence, in
their theory, ‘two ideals’ — a ‘spiritual’ and a ‘physical’ one — paid homage to a deceased.

%7 Issues of creating contexts around any art form are well addressed by Robert D. Hume, Reconstructing
Contexts: The Aims and Principles of Archaeo-Historicism (Oxford: Oxford University Press, 1999).

68 Rehding, Music and Monumentality. For a review and further comment on the topic see Arnold Whitall,
“Thinking Big’, The Musical Times, 151 (Spring 2010), 99-105.

% Alexander Rehding, ““Ode to Freedom™: Bemnstein’s Ninth at the Berlin Wall’, Beethoven Forum, 12 /1
(Spring 2005), 36-48; Alexander Rehding, ‘Souvenirs aus Weimar’, in Lothar Ehrlich, Detlev Altenburg, and
Jirgen John (eds.), Im Herzen Europas: Nationale Identititen und Erinnerungskulturen (Weimar: Bohlau,
2008), 355-66.
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‘sparkling string tremolos, triumphant fanfares, and glorious thematic returns’.”’ He also

addresses through a theoretical lens how such impressive sound effects were used to
overwhelm audiences and develop a unified German cultural memory and identity, which
propelled the nation into the twentieth century and beyond. His work on cultural memory, in
particular, adds an insightful dimension to the function of monumental German music. No
attempt is made in my dissertation to develop such a theory or taxonomy of
monumentalism; it is simply used as a framework to examine English oratorio festivals.
Where, how, and why the approach in this dissertation differs from Rehding’s is addressed
briefly (if somewhat retrospectively) in Chapter 2.1.

From the review of relevant literature, it is clear that no authors to date have
appropriated monumentalism as a mechanism to examine nineteenth-century English
society and its oratorio festivals. This dissertation argues that the aesthetic forces of
monumentalism in nineteenth-century English society, coinciding with the growth of large
town and concert halls, had a direct influence on massed oratorio festivals. The religious
element of the music, the acts of benevolence and improvement, and the urban shrines of the
new secular architecture all contributed to the cult status of these huge festivals. Scholars
have far too long ignored this phenomenon, which gripped English society at the time. This
chapter sets the stage for a juxtaposition of the topics of oratorio festivals, nineteenth-

century society, and monumentalism.

70 Rehding, Music and Monumentality, 3.
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2 A Context for Nineteenth-Century Oratorio Festivals:

An Ideology of English Musical Monumentalism

Good, better, best,

Never let it rest

Until the good is better

And the biggest best’
‘Progress’ in the nineteenth century emphasised a striving towards the ‘better’, as the time-
honoured ditty popular in Victorian times illustrates. As mentioned previously, the present
study advances the hypothesis that nineteenth-century oratorio festivals, and the buildings in
which they were held, came to represent monuments to progress and society of the day. The
idea of a celebration of a town or government or some other organisation was paramount to
progress in the nineteenth century, with many spectacular public pageants including the royal
coronation and visits, the inauguration of public buildings, the erection of statues and
monuments, and funerals of civic notaries.” All these events provided occasion for
competitive ceremonial display of civic pride and identity on the ‘monumental stage-set’ of
the Victorian city.® Civic ritual and spectacle also contributed to the massed gatherings at
nineteenth-century oratorio festivals.

As discussed in the introduction, by using archival research, an original interpretation

of the proposed question is made. * The argument is supported with much rich primary

source material, little of which has been published, and which is referred to and reproduced

within this dissertation.

! Epigraph from Leonard B. Meyer, Style and Music: Theory, History, and Ideology (Philadelphia: University
of Pennsylvania Press, 1989), 206. The verse was reproduced in autograph books of the nineteenth century. The
jingle was further popularised by Furphy’s company who used it as an advertisement for of their gigantic water
carts used around the world from the 1860s. Interestingly the poem is believed to be derived from the founder of
the Latin Church, St Jerome circa 340-420, adding a religious dimension to this old adage.

2 The coronation of Queen Victorian was in 1837 and Edward VII in 1902.

3 Gunn, The Public Culture of the Victorian Middle Class, 163, and Cannadine, Patricians, Power, and Politics
in Nineteenth-Century Towns, 2-13.

* For methodology in archival research see John Scott, 4 Matter of Record: Documentary Sources in Social
Research (Cambridge: Polity, 1990). There are dozens of texts on research methodology, including Catherine
Marshall and Gretchen B. Rossman, Designing Qualitative Research (4th edn.; London: SAGE, 2006); and Eric
F. Clarke and Nicholas Cook (eds.), Empirical Musicology: Aims, Methods, Prospects (Oxford: Oxford
University Press, 2004).
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As hundreds of oratorio festivals flourished throughout England at this time, some
parameters had to be set to limit the scope of the project. The research focuses on five
industrial provincial towns — Birmingham, Bristol, Liverpool, Manchester, and Leeds — that
built monumental halls, as well as festivals held in the Crystal Palace. The hypothesis that
the ideology of monumentalism shaped the oratorio festivals which were held in the large
new buildings of these towns and cities will be expounded, after systematic examination of
material from these locations.

The research project will not be concerned with drawing up extensive lists and notes
on the numerous oratorios commissioned at this time but no longer performed today.” More
specifically, scores, such as Costa’s original conducting arrangements held at the Royal
College of Music, will be analysed to show how the score itself became a musical
monument. An original framework is developed in this chapter to facilitate the musicological
research. After broadly defining what monumentalism is, key terms will be drawn up to
examine the oratorio festivals. Readings of authors such as Ruth Smith, Alexander Rehding,
Georgina Born, and Robert Hume influence this discussion and resultant framework.® The
libretti of Handel’s oratorios are examined by Ruth Smith using categories such as ‘music,
morals and religion’, ‘the biblical sublime’, and ‘political events and political thought’.”
Many of these categories are appropriate also to a discussion of nineteenth-century oratorio
performances. While Georgina Born applies an ethnographic and anthropological approach
to examining social identities and cultural differences in art and popular music of the
twentieth century, her techniques are used implicitly if not explicitly while applying the
selected framework to examine nineteenth-century oratorio.® Other authors such as Robert

Hume discuss the complexities of how to reconstruct accurately past context in order to

3 See for such lists: Mohn, Das Englische Oratorium im 19. Jahrhundert, 411-500.

® See Smith, Handel’s Oratorios and Eighteenth-Century T hought, Rehding, ‘Liszt’s Musical Monuments’;
Born, Rationalizing Culture; Born and Hesmondhalgh, Western Music and its Others; and Hume,
Reconstructing Contexts.

7 Smith, Handel’s Oratorios and Eighteenth-Century Thought, 81-126.

® Born, Rationalizing Culture, 1-39.
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apply it to the interpretation of works and events of that time, which may or may not be
appropriate to apply to the analysis of oratorio festivals of the nineteenth century.’

Further investigation encompassing these concepts is required to understand whether
buildings such as the massive Crystal Palace and the new provincial town and concert halls,
and the oratorio performances held within them, were a result of a complex interaction of
circumstances that were underpinned by an ideology of monumentalism in nineteenth-

century English society.

2.1 Monumentalism: defining the concept

As mentioned in the historiographical review, two hermeneutic models of musical
monumentality have been perceived to exist in the nineteenth century.'® The first model, as
described by Liu, is grounded in German idealism and regards musical Wirkung and Effekt as
criteria for the monumental. Wagner’s idea of the ‘monumental’ and his criticism of
Meyerbeer's style as representing ‘effects without causes’, played a pivotal role in the
development of this model.'’ Nietzsche enhanced Wagner's concept of monumentality by
contrasting the ‘monumental’ with the ‘antiquarian’ and ‘critical’ \approaches to history."
Wagner further developed the meaning of ‘monumental’ by equating it with a musical
narrative model."” The second hermeneutic model as depicted by Berlioz, conceived the
monumental as a musical architecture with an emphasis on spaciousness and breadth of style

and a symbolic representation of this at a ‘sublime’ level.'* While these models may appear

® Hume, Reconstructing Contexts, 61-70.

19 1 ju, “Musical Effects and Musical Architecture: Two Models of Monumentality and the Case of Liszt’s
Symphonic Style’.

""" Wagner regarded the opera composers Meyerbeer and Rossini as betraying art for public acclaim and
sensationalism. In the first section of his Opera and Drama, Wagner makes the famous allegation that
Meyerbeer’s operas consisted of ‘effects without causes’. This much quoted epithet is also humorously
discussed by Tom Kaufman, ‘Wagner vs. Meyerbeer’, The Opera Quarterly, 19 /4 (2003), 644-69.

12 Nietzsche, ‘On the Uses and Disadvantages of History for Life’, 57-125.

1 For an interesting tonality and narrative vs. monumentality discussion see J. P. E. Harper-Scott, ‘Medieval
Romance and Wagner’s Musical Narrative in the Ring’, 19th-Century Music, 32 /3 (Spring 2009), 230.

14 Berlioz wrote of his style in a letter dated 25 May 1858: ‘... it might be appropriate to mention a style of
writing which I am almost the only modern composer to have explored ... I am referring to those colossal
compositions which some critics refer to as architectural or monumental music, and which caused the German
poet Heinrich Heine to call me a colossal nightingale, a lark the size of an eagle ...” See Hector Berlioz, ‘Post-
Scriptum: Lettre adressée avec le manuscrit de mes mémoires a M*** qui me demandait des notes pour écrire
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simplistic in themselves, they are not mutually exclusive. Writers on monumentalism and
music seem to draw on aspects from both models, some with a stronger focus in one camp
than the other. For instance, Alexander Rehding, Carl Dahlhaus, Arnold Schering, and Daniel
Chua have all written on the monumental style of various works in the German canon." All
apply theoretical elements of German idealism and of a sublime musical design, but in
different and even contradictory ways.'®

In this dissertation, which analyses nineteenth-century English oratorio festivals and
the massive new buildings in which some festivals were staged, the appropriate focus to
develop a framework of monumentality is on the model of grand musical architecture. The
following section analyses the architectural term of ‘monumentalism’ that has been
appropriated to the musical canon.

Architectural historian Franco Borsi defines monumentalism with respect to
architecture as ‘spatial amplitude and grand dimensions: there is in addition an implication of
refined architecture with a particular message, an impressive psychological effect, which can
be exerted by the architectural language itself °."” The term monumentalism is most
commonly used today with reference to the massive architectural designs of totalitarian
political systems.'®

Other immediate architectonic connotations of monumentalism encompass such
structures as Sienna’s Palazzo Pubblico, the Athenian Parthenon and the Egyptian pyramids.

These massive constructions were monuments to, respectively, social discourse, democracy,

and deceased pharaohs, and provided a strong sense of identity to the societies they

ma biographie’, in Mémoires de Hector Berlioz (Paris: Calmann Lévy, 1878).The ‘sublime’ is discussed later
in this section.

15 Rehding, Music and Monumentality; Carl Dahlhaus, Ludwig van Beethoven: Approaches to his Music, trans.
Mary Whittall (Oxford: Clarendon Press, 1991), 76-80; Arnold Schering, ‘Uber den Begriff des Monumentalen
in der Musik’, in Von Grossen Meistern der Musik (2. Auflage edn.; Leipzig: Koehler & Amelang, 1940), 10-
14; and Chua, ‘On Monuments’, in, 235-44.

16 Compare for example, Rehding’s, Dahlhaus’s, and Schering’s attempts to define Liszt’s musical
monumentality. See Rehding, ‘Liszt’s Musical Monuments’; Schering, ‘Uber den Begriff des Monumentalen in
der Musik’; and Carl Dahlhaus, Between Romanticism and Modernism: Four Studies in the Later Nineteenth
Century, trans. Mary Whitall (Berkeley: University of California Press, 1980), 40-78.

17 Borsi, The Monumental Era, 52.

'8 Dennis P. Doordan, review of Franco Borsi, The Monumental Era (London, 1987), in The Journal of the
Society of Architectural Historians, 48/1 (1989) 88-9.
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reflected.” The word monumental is derived from the Latin verb monere which means ‘to
remind’ but also ‘to warn’. These buildings could be viewed on one level not only as
imposing reminders but as powerful warnings to the people of their time.

The Renaissance saw cathedrals and town halls increasingly valued as monumental
landmarks to which a growing urban society gravitated. As Denis Cosgrove points out, these
visible monuments hosted an array of public social activities from weddings to coronations,
religious worship and festivals, and even secreted political plots within their walls.”® Such
buildings were located strategically for their greatest impact. Maria Kaika and Korrina

Thielen explain these “‘urban shrines’:

The sheer volume and height of these constructions made them
prominently visible, while their visual domination was further
pronounced by the choice for their location — on a hill, in the
centre of town, or in front of a public square that was often
purpose-built to host functions related to the building. Scale and
location choice worked in synergy towards accentuating the
symbolic character of these monuments, and cast in stone, quite
literally, the power of authoritative institutions.*’

Monumentalism took on a different focus in the era of industrialisation. In the nineteenth
century, while there were numerous monumental buildings that continued to pay homage to
the state, civic and church authority, new ‘urban shrines’ also emerged which were built as
business enterprises amongst their many other functions. Mumford discusses the ‘Urbanism
and Monumentality’ of such buildings in Victorian times:

In the citadel the new mark of the city is obvious: a change of
scale, deliberately meant to awe and overpower the beholder.
Though the mass of the inhabitants might be poorly fed and
overworked, no expense was spared to create temples and palaces
whose sheer bulk and upward thrust would dominate the rest of the
city ... What we now call ‘monumental architecture’ is first of all
an expression of power ...%

1% See for an example, Karen Exell, “‘Whose Monument? Ancient Egyptian votive stelae as Markers of Identity’,
Oxford University School of Archaeology Monograph, 66 (2007), 125-38.

2 Denis E. Cosgrove, Social Formation and Symbolic Landscape (Totowa, N.J.: Barnes & Noble Books, 1985).
21 Kaika and Thielen, ‘Form Follows Power’, 59.

22 Lewis Mumford, ‘Urbanism and Monumentality’, in The City in History: Its Origins, Its Transformations,
and Its Prospects (London: Secker & Warburg, 1961), 65.
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Impressive examples of ‘monumental architecture’ included the Crystal Palace (1851) and
the Eiffel Tower (1889). These massive, innovative constructions were erected for World
Trade Exhibitions and dedicated to showcasing technology, trade, and cultural ‘evolution’.
These ‘urban shrines’ provided new roles as secular spaces. Railway stations, banks, and
factories also provided examples of commercial monumentalism.>> In the twentieth century,
monumentalism was particularly discernible in the regimes of communist and fascist
countries, where ideology was supposedly reflected in massive buildings and monuments
such as Stalin’s totalitarian ‘vanguard city’ and Hitler’s Nuremberg Rally grounds.** Today,
flourishing city centres display a new monumentalism with skyscrapers not generally
devoted to the glory of God, totalitarianism or fascism, but, rather, to the prestige of tycoons
and corporations. Thus for centuries monumentalism in architecture has been a powerful tool
defining public spaces for religious, cultural and political purposes.

Monumentalism, like nationalism, imperialism, modernism and capitalism, provided a
psychological mechanism that energised a sense of identity and security within the expanding
nations of the nineteenth century, including England.” Internationally acclaimed architects of
the day such as Gottfried Semper (1803-1879) theorised that monumental architecture was
connected with the mass appeal to the mind.*® Semper was closely associated with Wagner,

and his architectural designs influenced the construction of the Bayreuth Theatre.”” Semper’s

2 As ‘railway mania’ gripped Britain a number of grand terminal buildings were erected. St Pancras railway
station, opened in 1868, was often described as the ‘cathedral of railways’ with the largest single span glass and
iron structure at the time. The influence of the Crystal Palace construction is evident.

24 See Etlin, Art, Culture, and Media under the Third Reich.

2> Texts that discuss this topic include: Joshua Searle-White, The Psychology of Nationalism (New York:
Palgrave, 2001); Shumei Shi, The Lure of the Modern (Berkeley Series in Interdisciplinary Studies of China 1;
Berkeley ; London: University of California Press, 2001), 7; and Ronald Beiner, Theorizing Nationalism
(SUNY Series in Political Theory; Albany, NY: State University of New York Press, 1999), 54.

% Gottfried Semper, The Four Elements of Architecture and Other Writings, trans. Harry Francis Mallgrave and
Wolfgang Herrmann (Cambridge: Cambridge University Press, 1989); and Chup Friemert, Die Gldiserne Arche:
Kristallpalast London 1851 und 1854 (Miinchen: Prestel-Verlag, 1984), 40.

7 Wagner basically cannibalised Semper’s unsuccessful plans for the Munich Festival Theatre without his
permission. Semper was also famous for designing a baton for Wagner. See Harry Francis Mallgrave, Gottfried
Semper: Architect of the Nineteenth Century (New Haven; London: Yale University Press, 1996), 267.
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buildings often exemplified an amalgamation of the classical with the monumental and
served as visual expressions of a nationalistic mass appeal.”®

The growth of national identity embraced all classes, and mass consumerism became
for the first time a way of life.” Religious events such as oratorio festivals appealed to the
masses. Thousands participated and performed in them, raising large amounts of money from
the paying audiences. These events all over England must surely have been one of the first
examples of widespread and repeated mass consumerism.”’ Attendance at the oratorio
reflected the mores of the religious society of the day. Religion was a strong feature of
English society at this time with over 12,000 churches built in the Victorian era.’!

‘Progress’, with its sense of missionary nationalism, was regarded as expansion,
whether of institutions, towns or imperial land-grabbing in the far-flung empire.*?
Modernism is also strongly associated with progress, capitalism and nationalism and has
roots that overlap with monumentalism in its strong desire to improve and propel society
forward.®> With industrialisation in the Victorian era, the railway (1825), the telegraph
(1837), the paddle steamship (1838), the postage stamp (1840), and later the telephone
(1876), revolutionised mass communications. Monumental buildings sprang up in the fast
growing urban centres to provide venues for these new services.™

While the monumental building can be visualised in the concrete architectural sense of,

say, the Crystal Palace and the commemorative public events held within it, what may be

28 Sherree Owens Zalampas, Adolf Hitler: a Psychological Interpretation of his Views on Architecture, Art, and
Music (Bowling Green State University Popular Press, 1990), 73.

2 Krishan Kumar, The Making of English National Identity (Cambridge: Cambridge University Press, 2003);
Colley, Britons: Forging the Nation 1707-1837.

30 See Ivo Supicié, ‘Early Forms of ‘Mass’ Culture’, in Allan W. Atlas (ed.), Music in the Classic Period (New
York: Pendragon Press, 1985), 249-57.

31 See George Torkildsen, Leisure and Recreation Management (5th edn.; London: Routledge, 2005), 35;
Flanders, Consuming Passions: Leisure and Pleasure in Victorian Britain, Horn, Pleasures and Pastimes in
Victorian Britain.

32 See Ronald Hyam, Britain’s Imperial Century, 1815-1914: A Study of Empire and Expansion (3rd edn.; New
York: Palgrave Macmillan, 2002); Felix Driver and David Gilbert, Imperial Cities: Landscape, Display and
Identity (Manchester: Manchester University Press, 1999); Mackenzie, Imperialism and Popular Culture; Horn,
Pleasures and Pastimes in Victorian Britain.

33 Anthony D. Smith, Nationalism and Modernism (New York: Routledge, 1998).

34 Palliser, Clark, and Daunton (eds.), The Cambridge Urban History of Britain; Waller, Town, City and Nation:
England 1850-1914; Cannadine, Patricians, Power, and Politics in Nineteenth-Century Towns.
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overlooked is that the cultural symbolism of monumentalism can also apply to nineteenth-

century music. As Andreas Huyssen explains:

Indeed, architecture for obvious reasons serves as the primary
medium when the reproach of monumentalism is at stake, the
reproach that a cultural formation has become congealed,
ossified, immobilized. Forgotten, it seems, is the classical trope
according to which the geometrical harmonies of architecture
echo those of music, a trope that was significantly refurbished in
the romantic period by Hoffmann, Schilling and Goethe among
others, and was certainly well known to Wagner. 3

This quotation possibly refers to the idea that ‘architecture is frozen music’.*® Conversely,
perhaps music could be described as liquid architecture. Goethe’s dictum is open to
numerous interpretations, but many would agree that the artistic experience of a grand
building or monument can equate with the wonderful sound of a piece of music. In
Architecture as a Translation of Music, Elizabeth Martin states that ‘ Architecture represents
the art of design in space; music the art of design in time.’” The design of the oratorio
festivals investigated in this study that were performed in the new monumental constructions
of the day could be perceived in such a fluid interactive manner.

This coalescence is a crucial element in developing a more complex vision of
monumentalism in nineteenth-century music.”® As mentioned in Chapter 1, Alexander
Rehding in his article ‘Liszt’s Musical Monuments’, and his book on monumentality in
German music, discusses the notion of nineteenth-century monumentality that arises from an
interaction between the musical structures, events surrounding the performance, and

biographical background of the ‘superhuman’ composer. Rehding uses Nietzsche’s historical

3> Andreas Huyssen, ‘Monumental Seduction’, New German Critique, 69 (Autumn 1996), 190.

3 Quotation originally used by the philosopher A. W. Schlegel but more commonly attributed to Johann
Wolfgang von Goethe. Others to use the metaphor include Oscar Wilde, Geoffrey Scott and Yo Yo Ma.

37 Elizabeth Martin, Architecture as a Translation of Music (Pamphlet Architecture, 16; New York: Princeton
Architectural Press, 1994), 8.

3 Of particular interest in this interaction is Rehding’s structural analysis of Liszt’s symphonic poem Tasso,
Lamento e Trionfo.
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model of the ‘monumental’ to examine Liszt as a ‘superhuman’ in his life and his
compositions.>”

In addition to architecture, many of the arts including music, theatre, and literature
have adopted monumentalism as a structure to reflect the society and spirit of the time.
Several authors, including Rehding, have discussed the idea of monumentalism in music.
Other writers include Michelle Biget, Rainer Kleinertz and Kazuo Fujino.*® In literature and
drama, authors have been influenced by an ideology of monumentalism from past to present
times.”' Art, like architecture, has long embraced the concept of monumentalism, with recent
writers indicating psychological impact rather than physical size as the most defining
characteristic of a monumental art-work.*

With the concept of monumentalism seen to apply equally well to music as to
architecture and other arts, it is useful, then, to draw parallels between the monumental
Victorian buildings and the monumental performances of oratorio held within them. Stephen
Little states, ‘Monumental art is defined by its physical scale, the breadth of its subject
matter and its ambition to be of lasting significance’.”> A framework expanded from the three
characteristics of Little’s artistic definition has been constructed in order to examine their

application to the monumental oratorio performances. ‘Physical scale’ includes the size and

type of scoring, size of performance forces, size and type of performance venue, audience

* Rehding, ‘Liszt’s Musical Monuments’, 52-72. Note the parallel connotations between Wagner’s
‘superhuman’ and Nietzsche’s ‘superman’.

“Ibid; Chua, ‘On Monuments’, in; Michelle Biget, ‘De I’idee du monumental dans la musique francaise’, Les
Cahiers du CIREM /14-15 (Dec-March 1989-1990); Rainer Kleinertz, ‘Subjektivitat und Offentlichkeit: Liszt’s
Rivalitdt mit Thalberg und ihre Folgen’, Europaischen Liszt-Symposions, Wien (1991); and Kazuo Fujino,
‘Burukkuna to “monyumentaru” hyosho’, in Anton Burukkuna botsugo 100 nen (Ongakugeijutsu [Japan]:
Festschrift, June 1995 ).

1 See Isaac Myer, Oldest Books in the World: An Account of the ... Book of the Dead (London: Trench &
Triibner, 1900); Harry Levin, ‘Two Monumental Death-Scenes’, in Bernhard Fabian and Kurt von Rosador
(ed.), Shakespeare: Text, Language, Criticism: Essays in Honour of Marvin Spevack (Hildesheim: Olms-
Weidmann, 1987); and John Zilcosky, ‘Modern Monuments: T. S. Eliot, Nietzsche, and the Problem of
History’, Journal of Modern Literature, 29 /1 (2005). Shakespeare’s tragedies with their psychologically
overpowering death scenes, and T. S Eliot’s philosophical poetry, surely must have an underlying sense of the
monumental. Modern Chinese theatre is also embracing an ideology of monumentalism. See D. Zhao, ‘The
Collision, Interaction, and Integration of Heterogeneous Cultures in the Global Context: The Impact of The
Monument on Huaju (Modemn Chinese Drama)’, American Review of Canadian Studies, 37 /2 (2007), 161-76.
*2 Cyril Robinson, Lives and Times of the Modern Painters (Pittsburgh: Dorrance, 1993), 58.

* Little, --- Isms: Understanding Art, 24.
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demographics, length of performance and force of the musical apotheosis (referring to the
instrumental strength of the climax that elevates the work of the revered composer to a divine
status).* 'Breadth of subject' concerns heroic, mythical or historical figures, including
Biblical characters and stories. The composer was also regarded as a genius to be
worshipped. Everything associated with the work is regarded as superior and superhuman,
contributing to a majestic and glorious statement. 'Lasting significance' relates to the spiritual
and psychological impact of the music and its ambition to be a lasting monument in the
musical canon. Inherent in the lasting significance of monumentalism is the notion of a
monument or a commemorative public event. A musical monument can most certainly
provide lasting significance, having a similar psychological effect on its listener to that
which a stone monument provides to the viewer.*

It 1s appropriate to consider at this point how, where and why the approach in this
dissertation differs from that in Rehding’s recently released text. An important difference is
that the present study is set in nineteenth-century English society with its proliferation of
religious oratorio festivals. Rehding’s focus is only on Austro-German composers and
monumental arrangements of their music. My focus is on the wider social and urban history
of England at this time, with monumentalism used in a concrete three-point framework to
examine particular festivals (while still analysing some monumental arrangements of music
as Rehding does). Characteristics from Little’s definition have been applied in this
dissertation without reference to the complex and sometimes confusing theoretical and
aesthetic writings that Rehding delves into in his text.

While Rehding does develop a sophisticated theoretical lens to examine the German

musical monument, it does not seem appropriate to apply Nietzschian perspectives to the

“ See Paula Higgins, ‘The Apotheosis of Josquin des Prez and Other Mythologies of Musical Genius’, Journal
of the American Musicological Society, 57 /3 (2004), 443-570.

* Several texts discuss the lasting psychological impact of works of art: Christian G. Allesch, Geschichte der
Psychologischen Aesthetik [History of Psychological Aesthetics] (Goettingen: Verlag fiir Psychologie, 1987);
Michelle Marder Kamhi, ‘Thought and Feeling in Art: an Integrated View’, Aristos, (November 2007),
<http://www.aristos.org/aris-07/thoughtinart.htm>, accessed 2 February 2009; and John Dewey, Ar¢ as
Experience (London: G. Allen & Unwin, 1934).
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English situation (or those of any other philosopher for that matter). Nevertheless,
similarities abound with Rehding’s stylistic approach to monumentality. The
commemorative aspects, the interest in size, the historical significance, the musical
apotheosis, and the adoration of the genius composer that Rehding refers to are concepts
found in this dissertation. Rehding’s vivid visual analogies of the ‘monumental mountain
range’ and the ‘Midas touch’ (referring to the ‘gilding and solidifying’ of monumental
characteristics by association®® ) are totally applicable to the concept and ideology of
monumentalism as promoted in this dissertation. No direct reference is made to the
‘collective memory’ per se that Rehding describes, but the concept can certainly be seen to
underlie some of the characteristics of monumentalism discussed in this dissertation.

One stylistic difference in the use of the concept of monumentalism in this study
appears to be in the manner that the ‘sublime’ is viewed. Many authors, including Rehding,
seem to treat the term ‘sublime’ as synonymous with the ‘monumental’.*’ The musical
sublime that existed in the seventeenth and eighteenth centuries can be described as an
aesthetic feature of the music. Ruth Smith describes the biblical sublime in relation to
Handel’s libretti:

In England the eighteenth century is far more the age of sublime
than the age of reason. Sublimity was constantly sought and
admired in art, and the religious sublime was considered the highest
form of it.**

The Oxford English Dictionary describes the sublime of nature and art as
affecting the mind with a sense of overwhelming grandeur or
irresistible power; calculated to inspire awe, deep reverence, or
lofty emotion, by reason of its beauty, vastness or grandeur.*

In this study the monumental is promoted as a concept that goes beyond the subset of the

sublime; the monumental is something superlative to the musical sublime promoted in the

“® Rehding, Music and Monumentality, 32.

7 1bid., 29, 69.

*® Smith, Handel’s Oratorios and Eighteenth-Century Thought, 109.

* The Oxford English Dictionary, eds. J. A. Simpson and E. S. C. Weiner, 20 vols. (2nd edn., 17; Oxford:
Clarendon Press, 1989), 39.
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seventeenth and eighteenth century. The sublime has now evolved into the monumental with
the addition of such traits as the historical significance of the music and composers.

Leaving differences from Rehding’s text aside, the framework of monumental musical
characteristics that has been developed and differentiated is now applied to nineteenth-
century oratorio festivals, and, accordingly, raises questions and arguments as to whether the
ideology of monumentalism helped shape their format. For example, not all of the musical
characteristics listed might be present in any particular musical work or performance, but a

grand and psychologically overwhelming statement might nevertheless have been made.

2.2 A context for nineteenth-century oratorio festivals
Firstly, the characteristics of 'physical scale' are examined. Size and type of scoring are an

example of this characteristic of monumentalism that can be applied directly to music.
During the nineteenth century, arguments were advanced to ‘improve’ the score of a
composer, with a conductor often rescoring to include new developments in instrument
construction.’® For example, an early journal described the popularity of Mozart’s additions

to the score of Messiah in these terms:

Handel himself would in all probability have made [such
improvements] had some of the instruments been in use in his
day and if any had been in the state of perfection to which our
modern performers have brought them. I take it for granted that
[Messiah] will now never again be heard but in its improved
condition.”®

Mozart's version of Messiah, which dates from 1789, was to become the basis for most, if not
all, later accompaniments added to the oratorio. Throughout the nineteenth century, further
‘improvements’ to Messiah included the addition of such instruments to the orchestra as

ophicleides, serpents, piccolos, contrabassoons, tubas, harps, cymbals and drums (many in

0 Christian Ahrens, ‘Technological Innovations in Nineteenth-Century Instrument Making and their
Consequences’, The Musical Quarterly: Orchestra Issue, 58 /2 (Summer 1996), 332-40.

S “Bxtracts from the Diary of a Dilettante: 22nd. [September]’, Harmonicon, 7 /1 (1829), 255. Mozart largely
dispensed with Handel’s keyboard continuo and replaced the tromba parts that had become practically
unplayable for late eighteenth-century trumpeters. Mozart’s woodwind complement included paired flutes,
oboes, clarinets, bassoons, and horns. See Chapter 6.1 for further discussion.
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ever increasing size and numbers).’* Valves on brass instruments (discussed in Chapter 6.1)
were inventions of the nineteenth century and, along with additional lengths of tubing,
allowed for the production of tones of lower pitch. Not surprisingly, these newly-developed
instruments were incorporated into musical compositions of the time as well as into the
rescoring or arrangements of the most popular oratorios by prominent Victorian conductors
such as Michael Costa,”® Louis Antoine Jullien®* and August Manns.>® This mirrored the style
of Hector Berlioz,*® Franz Liszt and numerous other composers who were composing and
orchestrating in the monumental style. Sir Michael Costa’s autograph arrangements of Handel
oratorios for massive forces will be examined in Chapter 6.

Another example of the physical scale of monumentalism — in both visual and aural
terms — is in the size of performance forces deployed at the festivals. The Costa score
arrangements as well as new compositions were not only the result of new instruments which
could produce lower and louder sounds, but also of greatly increased performance forces,
both orchestral and choral, which reflected the status that oratorio had attained.’’

As discussed in the introduction, previous examples of massed oratorio festivals such
as the Handel Commemorations in Westminster Abbey in 1784-1791, and again in 1834 with
a total of 644 performers, laid the foundation for regular ‘meetings’.”® Provincial centres

generated huge enthusiasm for oratorio festivals and, early in the nineteenth century, the

52 Hector Berlioz and Richard Strauss, Treatise on Instrumentation, trans. Theodore Front (New York: Dover,
1991). This treatise not only discusses many of the new instruments that appeared at this time but also gives
instructions for scoring for the massive orchestras of the time. This is further discussed in the chapter on Costa.
> Sir Michael Costa (1808-1884) was a successful conductor and composer of opera and oratorio. He was
conductor of the Sacred Harmonic Society from 1848 until its dissolution in 1882 and he directed the first years
of the gigantic triennial Handel Festivals at the Crystal Palace from 1847 to 1880. He also conducted other
provincial choral festivals of Bradford (1853), Leeds (1874) and the Birmingham Festival from 1849 to 1882.

** Louis Jullien (1812-1860). Keith Horner states that Jullien decorated Beethoven’s Fifth Symphony with four
ophicleides, saxophone, and side drums. Keith Horner, ‘Louis Jullien’, in New Grove (13), 281-2.

% August Manns (1825-1907) was a Director of Music at the Crystal Palace. He succeeded Costa there as
conductor of the triennial Handel Festival from 1883 to 1900.

%6 Hector Berlioz’s Grande Messe des Morts is one of his best-known works and has a huge orchestration of
woodwind and brass instruments, including 16 timpani and 10 pairs of cymbals.

57 The New Grove Dictionary of Music and Musicians refers in a number of articles to the ‘cult status’ that
Handel oratorio reached. For example, see entries under Chorus (i) §4, 776-780, Biography §4, 599-600, and
Festival §4, 736.

*® Burney, 4n Account of the Musical Performances in Westminster-Abbey, 1784; L. G. D. Sanders, ‘A
Forgotten Westminster Abbey Festival’, The Musical Times, 95 /1339 (1954), 470-72.
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Three Choirs Festival performance forces ranged from 100 to 300. In York in 1825 they

numbered 600.> In his dissertation on the social history of provincial music festivals,
Pritchard gives a very detailed account of performance forces at many of the festivals
throughout this era.®® He also gives an account of how the ‘Lancashire Witches’, a group of
renowned female singers, travelled the oratorio circuit.®’

The influence of the provincial festivals no doubt led to competition with the
metropolitan festivals, the most notable being the Handel Triennial Festivals held in London
at the Crystal Palace. As mentioned before, the mammoth size of these performances
continually increased until the performance numbers peaked at the Crystal Palace in 1871
and remained stationary, with around 4,000 in the chorus and 500 in the orchestra.®?

The size and type of performance venues relate directly to the previous discussion of
monumentalism and architecture. It can be argued that the notion of monumentalism with its
desire to expand, progress, and supersede others had significant influence on the growth of
new town halls and exhibition buildings such as the Crystal Palace in the Victorian era.
These urban shrines, as described by Thielen, were often designed explicitly with oratorio
festival performances in mind. 63 Examples of monumental town halls and concert halls built
at this time to accommodate the growing oratorio performances include those in
Birmingham, Bristol, Leeds, Liverpool, and Manchester.®* In these towns, increasing wealth
from industrialisation, along with a burgeoning population, led to public buildings such as
town halls becoming ideal places for ‘meetings’ for oratorio festivals. Civic pride, combined

with a moral duty to raise funds for charity, led to oratorio performances increasingly being

59 Smither, ‘Messiah and Progress in Victorian England’, 340.

60 pritchard, ‘The Musical Festival and the Choral Society in England in the Eighteenth and Nineteenth
Centuries: A Social History’.

%! 1bid., 144. A popular toast at many festival balls was the ‘Lancashire Witches’: see The Times, 10 October
1836.

62 Among the variable factors that affected estimates were the following: choral forces listed in programmes did
not always all perform at once but were rotated over the three days of the festival. The inclusion of the
‘Rehearsal Day’ figures influenced the figures. Sometimes tickets sold did not reflect actual attendance (such as
caused by a fierce thunderstorm in 1865). Newspaper figures varied by up to several hundred more than those
given in the Sacred Harmonic Society reports.

63 Kaika and Thielen, ‘Form Follows Power’, 59-69.

% Young, ‘Festival §3°.
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held in these larger buildings that were showplaces for the prospering economy. Much rivalry
existed over which place could hold the bigger audiences and the biggest performing forces,
all in the name of ‘progress’ and prestige. The Crystal Palace covered a massive space of
843,656 square feet with the Central Transept used as a ‘great Music Hall, 360 feet long by
216 feet wide and containing an area 77,760 square feet exclusive of several tiers of

65

galleries’.” The public interest in this competitiveness, not only nationally but

internationally, is shown in lengthy newspaper reports and inserts in programmes comparing
roof and floor spaces, which will be reproduced in Chapters 3 and 5. *°

Attendance at the oratorio was regarded as a ‘tribal rite’, according to Cyril Ehrlich,
where God and Handel were held aloft as the idolised objects of Victorian worship.®’
Audience attendance at the Crystal Palace Handel festivals increased dramatically from
48,414 in 1857 to 87,784 in 1853. The tremendous increase in the scale of these events must
surely be described as monumental. A review of the reports of the Sacred Harmonic Society
(1832-1878) which organised the profitable Crystal Palace Triennial festivals, as well as the
many daily newspapers, indicates that ‘progress’ for the oratorio festivals focused on making
each performance outdo the previous ones, particularly in regard to attendance numbers and
the size of the performance forces.

‘Progress’ was a very important concept in everyday life in nineteenth-century Britain.

Howard E. Smither in his article on ‘Messiah and Progress in Victorian England’ illustrates

just how important the notion of progress was in the sphere of music:

From a social aspect, Messiah participated in the progress of
choral music away from being exclusive preserve of the élite to
the humble classes, a progress which resulted from Victorian
efforts towards mass education and the amelioration of the
conditions of workers. Sacred choral music, epitomized by
Messiah, played an immensely important role in these efforts.
The vast numbers that made up both the audience and the
performers at the Crystal Palace were drawn from a variety of

% Robert K. Bowley, The Handel Commemoration Festival at the Crystal Palace in 1859: Programme of
Arrangements (London, 1859), 6.

% Ibid.

57 Ehrlich, The Music Profession in Britain since the Eighteenth Century: A Social History, 68.
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social strata. Those performances symbolized metropolitan,
national and imperial progress and achievement.*®

‘Progress’ at many levels encouraged the dramatic increase in audience numbers at the
Crystal Palace from 1857 to 1883. Reasons for this could also be related to improved
education and greater interest in choral singing. The promotion of the new tonic-solfa system
increased participation of all classes in the oratorio festivals.®® Cheap tickets and railway
transport made attendance at oratorio festivals increasingly possible for the ‘respectable’
middle classes. Expansionist philosophies of imperialism and nationalism influenced and
were propagated by ‘every organ of British life’ at that time.”® Audience numbers swelled to
extraordinary levels at these festivals, and the fact that oratorio performances were exported
to audiences in America and in the colonies of Australia and India shows the strength and the
extent of this movement in Victorian society.

The length of the oratorio festival performances is another feature that could have been
influenced by an ideology of monumentalism. The earlier provincial oratorio festivals in the
eighteenth century lasted for three days. These charitable events were increasingly combined
with other civic events including balls and opening parades presided over by mayors. Some
of the festivals were extended to four or five days in the nineteenth century. The better-
known oratorios were performed in their unabridged forms at this time with arias and
choruses often repeated, extending the performance time still further, or sometimes they were
presented as complete musical pastiches with a mixture of arias and choruses assembled from
different oratorios. There was no applause, either during or at the conclusion, as this was
regarded as irreverent.

The forceful musical apotheosis usually took the form of a fortissimo climax. In

oratorio festivals, the sheer strength of the mammoth orchestral and choral forces brought the

68 Smither, ‘ Messiah and Progress in Victorian England’, 347,

6 The tonic sol-fa system was developed by the schoolteacher Sarah Glover in 1830s and later promoted by
John Curwen throughout England. For a full discussion see Hyde, New Found Voices, 86-140.

70 3. M. MacKenzie is quoted by Richards, Imperialism and Music, 17.
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religious message of this music loud and clear to the thousands of listeners.”' As an example,
Sir Michael Costa’s altered scoring of the Hallelujah Chorus with massively ‘enhanced’
brass section of ophicleides and tubas as well as giant drums, was designed to impress on the
listener that the Messiah would truly ‘reign for ever and ever’. Oratorio scores of this time
are full of musical climaxes that were either composed or reworked, as is the case in Costa’s
conducting scores.

‘Breadth of subject’ is the second of Little’s three characteristics of monumentalism;
its expansion here will provide a more comprehensive platform to discuss nineteenth-century
oratorio festivals. Firstly, it could be argued that the title and subject matter of heroic,
mythical, and historical figures were central to monumental oratorio stories and their
performances. Biblical characters and texts featured strongly as themes of oratorios
performed at festivals of this time. In her examination of Handel’s libretti, Smith vividly
discusses the many allegories on Biblical topics in these texts.”” Most importantly, Smith
shows that Israel is frequently equated with Britain, and many heroic Biblical figures are
compared with powerful political figures in Britain at the time Handel composed his
oratorios. In Victorian times, these analogies would have been apparent also but with altered
religious and political contexts.”” The lauding of the oratorio by the religious public of the
day at festivals in Victorian times was not only a way of praising God and the potent
messages of the Bible, but also an indirect way of praising imperialism and nationalism.
Some newly commissioned works later in the century, however, such as Mackenzie’s popular
The Rose of Sharon, had more romantic themes.”*

The cult status of Handel, and particularly of his Messiah and Israel in Egypt, was a

manifestation of the heroic past admired by the nineteenth-century public and has been

! Rehding judges by present standards that ‘this kind of musical apotheosis has become indicative of late
nineteenth-century ‘vacuous bombast’. Rehding, ‘Liszt’s Musical Monuments’, 57.

72 Smith, Handel’s Oratorios and Eighteenth-Century Thought, 171-334.

7 The nineteenth century, like the eighteenth, was still a time of war, with the expansion of the Empire; and
politically, analogies of Handel to Walpole in the eighteenth century (Smith, 202-3) might now have possibly
been made with Prime Ministers Disraeli and Gladstone.

™ Duncan Barker, ‘Mackenzie’s Rose of Sharon: Continental Prima Donna or Norfolk Lass?’ in Music in
Nineteenth-Century Britain (2; Aldershot: Ashgate, 1999).
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illustrated in many newspaper and periodical reports, such as this report from The Musical

Times:

Simplicity, directness and strength are the elements of grandeur,
and of musical grandeur Handel is the colossus. He stands like a
huge pyramid with its apex in the clouds and its firm base spread
upon the earth. They told him he should have Salisbury Plain for
a concert room and armies for executants.”

Handel was truly a ‘monument’ of the English people with the centenaries of his birth and
death celebrated on a massive scale in oratorio festival performances. Not only was Handel
himself adored as the ‘genius’ composer, but the sacred themes of his oratorios appealed
greatly to Victorian society. The breadth and majesty of the subject matter of his oratorios
were revered by the nineteenth-century audience, who devoutly followed the text in their
purchased ‘word books’. It must be remembered, of course, that many other composers of
oratorio, notably, Mendelssohn, Spohr, Liszt and many unheard of today, were also
advancing themes of worship for the masses and were often given commissions for these
events.’

Christian ‘armies’ of singers were enlisted as forces in increasing numbers and
marshalled along with the religious themes of the oratorios to deliver performances that made
conquering the world a vibrant reality for Victorian Englishmen.”” It was assumed that
music, and especially singing, could be used to elevate the minds and rescue the souls of the
working classes and the destitute.

The third of Little’s characteristics of monumentalism, ‘lasting significance’, can also

be used to examine the Victorian oratorio. Music that would leave a lasting spiritual and

7> Joseph Bennett, ‘Handel: Some Remarks on the Man and His Genius’, The Musical Times, Supplement (14
December 1893), 12.

6 Some authors have focused on these new commissions, viz. Mohn, Das Englische Oratorium im 19.
Jahrhundert.

77 Newspapers and music periodicals in the Victorian era often reported on ‘armies’ of performers in the
oratorio. This would also be a reference to the missionary imperialism of the time, which included a policy of
conquering and colonising in the name of Christianity. Hymns of this time such as ‘Onward Christian Soldiers’
had military references (words written by Sabine Baring-Gould in 1865 for schoolchildren to sing while
marching between two Yorkshire villages). Popular Sankey hymns promoted in England included ‘Marching to
Zion’ and ‘When the Roll is Called up Yonder’ (Ira Sankey served in the American Civil War and many of his
popular hymns had militaristic overtones). In 1878 a Christian group founded by Methodist minister William
Booth was renamed ‘the Salvation Army’ and became a worldwide church denomination.
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psychological impact on the audience was strongly desired. Just as a stone monument is used
to express admiration of the work of a deceased or heroic figure, so can the musical
monument be used in this way. Handel had already been cast in stone in 1738 with the
erection of his statue in Vauxhall Gardens, the first living composer to be so immortalised. 78
Handel was further honoured after his death with another Roubillac sculpture erected for his
memorial in Westminster Abbey in 1760.”” Handel’s oratorios evolved into a national
monument to ‘Everyman’ in nineteenth-century England, with Messiah becoming an icon of
choral worship at oratorio festivals.?® Several authors have argued that the impact on society
of a stone monument used to express admiration of the work of a deceased or heroic figure is
paralleled by a musical monument.®'

Oratorio festivals were not only the beginning of mass consumerism, but left a lasting
legacy of the religious and moral ethos that formed an essential part of Victorian life.
Participation in such events, along with church attendance, not only was seen to develop
moral fibre on a national scale, but it provided a majestic statement about the cultural,
economic, and political values of English society during Victoria’s reign.*

Can these massive oratorio performances in majestic buildings and cathedrals be seen
within the context of a monumentalism which is more commonly associated with architecture
and totalitarian regimes? This background discussion has engaged some defining
characteristics of monumentalism — physical scale, breadth of subject and lasting

significance. This framework will be used to make a closer examination of the massive

8 See Suzanne Aspden, ‘““Fam’d Handel Breathing, tho’ Transformed to Stone”: The Composer as Monument’,
Journal of the American Musicological Society, 55 /1 (Spring 2002), 39-90.

™ Handel left instructions for the monument and a sum of ‘not more than £600’ in his will. There is a curious
misspelling of Messiah and the date of birth is the incorrect one of 1684 instead of 1685. See William C. Smith,
‘Handelian Research’, The Musical Times: Handel Bicentenary Number, 100 /1394 (April 1959), 195.

% John Bunyan, The Pilgrim’s Progress, from this World to that which is to Come (new edn.; Edinburgh, 1799).
‘Everyman’ is the central religious character in Bunyan’s text. Describing Messiah as an ‘icon’ refers to the fact
that it became a worshipped object by the adoring public.

81 Rehding, ‘Liszt’s Musical Monuments’, 52-72; and Aspden, *“Fam’d Handel Breathing, tho’ Transformed to
Stone”: The Composer as Monument’, 39-90.

%2 Haweis, Music and Morals. Rev. Haweis’s publication, while not in any way factual ‘evidence’, simply gives
his own narrative often with his own personal value judgements.
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oratorio festivals held inside the grand architectural buildings erected throughout England at
this time.

With historically informed performance practice greatly to the fore, much has been
made of reconstructing contexts of the past — particularly the original contexts of a first
performance. With these factors in mind, my dissertation will delve further into questions
concerning the form and function of monumentalism in relation to nineteenth-century

oratorio festivals.
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3 The Provinces

Turning our thoughts to the provinces, we are reminded of those
astounding musical gatherings so fitly denominated ‘Festivals’,
which at one grasp call every kind of society and all species of
performance into one bond of union.... At the meetings every
class of music is provided. To the morning performances you
are attracted by the ‘sublime oratorio’, in the evening a
philharmonic concert awaits your patronage... Long may these
musical gatherings flourish, alike honourable to England, and
beneficial to art!'

Some of the provincial oratorio festivals and their ‘astounding musical gatherings’ that were
held in new monumental buildings erected in nineteenth-century Birmingham, Bristol,
Leeds, Liverpool, and Manchester will be surveyed in this chapter. While Young listed the
cities of Birmingham, Bristol, Leeds, Liverpool, Manchester, and Norwich in The New
Grove, as sites for oratorio festivals in majestic new buildings, on investigation it was found
that this list is not entirely correct, with Norwich actually holding their large-scale festivals
in the medieval St Andrew’s Hall.?

The festivals will be considered with reference to Little’s three characteristics of
‘physical scale’, ‘breadth of subject matter’, and ‘ambition to be of lasting significance’ as
discussed in the previous chapter. Throughout the nineteenth century, these new secular
urban shrines were used for oratorio performances as well as many other civic activities.

The move was explained in the following way:

a feeling had been growing up against the use of the Cathedral
for such a purpose [oratorio festivals], and more especially
against the interruption of its usual and appropriate repose, and
its stated services, by the disturbing operations of builders and
workpeople putting up the necessary erections. On the other
hand the raising of secular buildings in, many large cities and
towns, of adequate capacity for grand musical entertainments,
has afforded means the more easily to forego the use of

! Bemmett, ‘Lecture 1: London and Sheffield 1858-1859’°, 37-8.
2 See Young, ‘Festival §3°.
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ecclesiastical edifices for musical festivals, which, if not with
equal at least with imposing effect, can be celebrated in such
buildings as the Town Halls of Birmingham and Leeds, or the St
George’s Halls of Liverpool and Bradford, and without
offending the scruples of those who are jealous for the sacred
character of our cathedral churches. The character of the scene,
then, is changed, but divine harmony has its fitting temple.’

The new secular ‘temples’ or ‘shrines’, as Kaika and Thielen referred to the grand new
buildings, appeared in the right place at the right time. Objections by some clergy to the
performance of oratorios in churches (as listed in the Introduction) could be overcome by
holding festivals in these more spacious venues that must surely have been attracting an

increasingly ecumenical audience with colossal numbers in attendance.

3.1 The rise of Victorian Town Halls and culture

How did these new monumental ‘temples’ come to be built? The author and broadcaster J.
B. Priestley described the traditional view of nineteenth-century capitalists in Britain’s
growing industrialised towns as one of uncultured philistinism, where the profits of industry
were all that mattered.” Industrial cities such as Birmingham, Manchester and Leeds were
seen as ‘grim fortress-like creations’ with utilitarian housing for workers, dark neo-Gothic
churches, and dismal mills spewing forth coal soot.” Recent writings in urban and social
history have corrected this stereotype and shown that despite the appalling conditions, these
towns were settings where the arts grew with the support of industrialists and bankers. The
work of Simon Gunn in particular looks at the rise of public culture in several Victorian
industrial towns and makes a significant contribution both to the study of middle-class
cultural forms and to an understanding of the relationship between culture and power. He

states of music at this time:

3 “The Leeds Musical Festival’, Leeds Intelligencer, September 1858, 9.

* 1. B. Priestley, English Journey (London: W. Heinemann in association with V. Gollancz, 1937), 371-5.
Priestley (1894-1984) described the social conditions of industrialised Victorian towns of Britain’s north in a
travelogue written in 1933 but containing reminiscences of his childhood. The BBC screened in 2008 a series
of documentaries retracing Priestley’s steps a half century later. Contemporary novels also painted a grim
picture. See Charles Dickens, Hard Times for These Times (London: Bradbury & Evans, 1854).

> Janet Wolff and John Seed, The Culture of Capital: Art, Power and the Nineteenth-Century Middle Class
(Manchester: Manchester University Press, 1988); and Gunn, The Public Culture of the Victorian Middle
Class, 10.
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If religion was one axis of the culture of middle-class
respectability, then art was the other ... Of all the arts, it was
music that was obviously associated with religion in the
nineteenth-century ... the most widely accepted musical forms,
such as oratorio, grew directly out of religious tradition and
maintained this association ... Music became the ‘divine art’
and during the second half of the nineteenth century, the
concert hall was constructed as a sacred space for the
performance of a cultural rite.®

Throughout the nineteenth century, with the rise of municipal corporations, there was a
need to provide adequate public spaces both for ‘performance of a cultural rite’ and for
unified local council services.” This desire of the people for suitable venues is seen in the
number of public subscriptions and architectural competitions for town and concert halls.

As Colin Cunningham states of the use of town halls:

The use of these halls provides an important direct link between
citizens and the seat of their local government for they allowed
the use of town halls by the citizens on their own terms.

The result of this was that the halls were used for a wide variety

of functions, all strictly reputable, which brought the buildings

into the daily ambience of many, indeed of most, of the

townspeople.®
Concert and town halls not only fostered a sense of community and civic pride but also
offered opportunities for public celebration with lavish festivities. As Rachel Milestone
explains, the town hall of the nineteenth century was ‘the ultimate representation of the new

age of urban consciousness and a future age of wealth and progress’.” These buildings were

grand constructions infused with notions of monumentalism, spectacle and Christian

® Gunn, The Public Culture of the Victorian Middle Class, 134.

7 Increasing urbanisation led to a number of ad hoc Boards which covered to varying degrees new services,
such as Poor Law Unions (1834), Local Boards of Health (1848), Education Boards (1870), and Sanitary
Authorities (1875). Elected county councils were set up in 1889 with functions that were historically organised
at county level transferred to the new councils, including rates, licensing, asylums, highways, weights and
measures and police.

8 Cunningham, Victorian and Edwardian Town Halls, 214. See also P. J. Waller, ‘Book Review: Victorian and
Edwardian Town Halls by Colin Cunningham’, The English Historical Review, 98 /389 (1983), 913-4.

® Rachel Milestone, ‘“The Exponent of the Life and Soul of the City’: The Town Hall as a Music Venue in the
Nineteenth Century’, in Martin Hewitt and Rachel Cowgill (eds.), Victorian Soundscapes Revisited: Leeds
Centre Working Papers in Victorian Studies (9; Leeds: Trinity and All Saints/Leeds Centre for Victorian
Studies, 2007), 178.
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morality. Town and concert halls and their festivities within also provided the means for

one town to measure itself against another. As Cunningham explains:

[T]here was always more to these displays than the merely
showing off of visible splendor to distinguished outsiders.
These occasions were really celebrations of successful trade,
festivals of capitalism for which the town halls provided the
only possible backdrop. It was good to be reminded of the
success and variety of one’s town, and useful to show this to
colleagues and rivals.'’

Did the ideology of monumentalism have a significant influence on the growth of these
grand buildings, in an age when ‘public celebration and rejoicing was a feature’ of urban
society?'' While the local cathedral or church had provided a space for oratorio festivals,
the new larger public spaces allowed for bigger audiences and greater profits for charity.
These monster oratorio festivals reflected and coalesced with the monumental architectural
buildings in which they were performed. To illustrate how this came about, the
performances in the provincial towns named will now be examined, using the framework
previously developed from Little’s definition of monumental art with reference to the
conjugation between the music and the architecture.

A brief note must be made here about the numerous nineteenth-century provincial
and metropolitan newspapers from which much of the following information has been
drawn. Provincial newspapers were well established by 1800 and on the whole were
published weekly. Some longer-lasting publications included The Hull Packet and
Jackson’s Oxford Journal with many titles appearing and disappearing from circulation at
various times. In London, the Morning Post, the Morning Chronicle, the Morning Herald
and The Times were the four main daily newspapers in 1800 with The Times becoming an
increasingly prominent newspaper as the century progressed. Relaxation of taxation laws

led to the appearance of hundreds of other papers such as Daily News (1846) and The Daily

' Cunningham, Victorian and Edwardian Town Halls, 218.
" Ibid., 215.
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Telegraph (1855) as well as Sunday newspapers including Lloyds Illustrated Paper and

Illustrated London News (both in 1842). Trained reporters were increasingly used to report

12 Many

on significant events, including oratorio festivals throughout the country.
newspaper titles had specific political affiliations and those known to be Liberal included
Birmingham Daily Post, Daily Chronicle, Daily News, Leeds Mercury, and Manchester
Guardian. Those papers regarded within the Conservative realm included Globe, Morning
Post, The Standard and The Times, to name a few."> Many of the newspaper quotes given
throughout this, and following chapters reflect the ethos of a particular paper. A prolific

number of Victorian journals and graphic media are also another rich source of information

in the following discussion.'

"> For a discussion on the rise of various feature articles in nineteenth-century newspapers, see Matthew
Rubery, The Novetly of Newspapers: Victorian Fiction after the Invention of News (Oxford: Oxford University
Press, 2009).
1 Ed King, ‘19th Century British Library Newspapers’,
<http://ezproxy.ouls.ox.ac.uk:2138bncn?BNCN_researchguide.htm>, accessed 1 September 2010.

' For an interesting anthology and comparison of such genres, see John Plunkett and Andrew King (eds.),
Victorian Print Media: A Reader (Oxford: Oxford University Press, 2005).



66

3.2 The Leeds Festivals

3.2.1 The Leeds Town Hall and inaugural festival

In 1850, a group of prominent citizens in Leeds expressed the wish to build a new town hall
to exhibit the civic pride of the rapidly expanding population."” A competition for the
design was organised and announced in 1852; Cuthbert Brodrick, a young architect from
Hull, submitted his design and won the competition. '® Queen Victoria opened the town hall
(see Fig. 3.1) on 7 September 1858, with its Great Hall, known as the Victoria Hall,
dedicated to her. Little’s characteristic of lasting significance is evident in Cuthbert’s
architectural design. The combination of a mighty vertical tower with a long, colonnaded
facade became a féted model for civic architecture around Britain and abroad — a grand
statement for all to see, a work of art of enduring quality built for posterity. The Building

News in 1858 described the building as a hall ‘which tells of the luxury of kings’."”

15 Information stated in a pamphlet A Brief History of Leeds Town Hall (Leeds: Leeds Leisure Service, 1996),
2.

16 For more details about the Leeds Town Hall see Derek Linstrum, Towers and Colonnades: the Architecture
of Cuthbert Brodrick (Leeds: Leeds Philosophical and Literary Society, 1999).

""" Building News, 4 (1858), 1289.
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Building Feet long Feet wide Feet high
Westminster Hall 228 66 92
Liverpool St George’s Hall 169 74 75
Leeds Town Hall 161 72 75
Bradford St George’s Hall 152 75 54
Birmingham Town Hall 145 65 65
Durham Castle 180 50 36
Liverpool Concert Hall 135 102 68
London Guildhall 153 50 55
London Exeter Hall 130 72 L
London Euston Sq. Station Hall 125 61 60

Table 3.1: Comparison of length, breadth and height of concert venues in 1858

England

Source: The Leeds Mercury, 7 September 1858
and the Daily News (London), 8 September 1858.

A good illustration of Little’s category of ‘physical scale’ is seen in the competition for the

largest sized venue, with measurements made down to the last foot, as seen in this Table;

this shows how Leeds was keen to be recognized as having one of the biggest halls. Such

mottos as ‘God in the Highest’, ‘Honesty is the best policy’, and ‘Industry overcomes all

things’ inscribed around the walls reflected Victorian Christian morality. The breadth of the

significant influence of this new urban shrine was reported in emotive and ecclesiastical

terms:

The industrious citizen of Leeds, as he passes that noble
structure may reflect with honest pride that it was his toil that
helped rear it; but, in addition to this, it is certain that the beauty
of this stately edifice will find its way to his heart, and stir up
emotions that shall mingle with his manly feeling, as the light of

heaven gilds the rugged face of the rock.'”

1 “The Musical Festival’, The Leeds Mercury, 9 September 1858.
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Heavenly sounds of oratorio, also imparting the Christian message, were heard at the first
four-day festival that coincided with the opening ceremony. In fact, it was stated that if
Queen Victoria had not officiated at the inauguration of the town hall, the oratorio festival
would have served the purpose. The Leeds Intelligencer ran a series of articles reporting on
the Festival, beginning:
Everything was progressing favorably for a successful musical
demonstration [at the Leeds Town Hall opening], when another
change was made in the proceedings of the inauguration.
Majesty entered into competition and of course was successful.

The Festival gave way to the Queen, but the Sovereign became
patroness of the Festival.?’

The great object so long and so wistfully considered has at
length been obtained. A magnificent Town Hall has been
erected; and lo! It is scarcely opened before we have a musical
festival on the grandest scale ... the magnificent strains of the
Elijah reverberated through the superb building, and we now
have to record the complete success of the Festival.*!

The interest in these articles, which showed the growth in Yorkshire festivals, gave detailed
accounts of each concert, and provided information about the composers, was such that it
was reprinted in a booklet form. An example is seen in the lengthy report on the
performance of Eljjah — the first pages of which are reproduced as Fig. 3.2. A corrected
programme was included because of the illness of the leading contralto. Several pages of the
report were devoted to the names in the huge chorus; quotas of participants from Leeds,
Bradford, Halifax, Huddersfield, Sheffield, Keighley, Dewsbury, Barnsley, Mirfield and
other towns, also had their names printed over several pages in the report. A ticket for the
opening oratorio Elijah, displaying a sketch of the town hall and stating that the
performance ‘is under the immediate patronage of Her Majesty the Queen’, is reproduced as

Fig. 3.3.

20 Reproduced as a booklet, the newspaper series ‘The Leeds Musical Festival’, 10.
21 Y
Ibid., 2.



70

Leeds, which had never seen fit to hold oratorio festivals in its ‘noble parish church’,
immediately seized upon the new town hall for the opening event of a massive musical
festival.? A letter by the Yorkshire musician Sterndale Bennett tells how he delightedly
accepted the offer to conduct this festival without even designating a fee for the committee
(the amounts that were requested were usually exorbitant), so keen was he to offer his
services.” This festival was remarkable in that besides a ball and a banquet, on the fourth
day it offered a People’s Concert at greatly reduced ticket prices. Nearly 4,000 people,
seated and standing, attended. The great physical scale of the inauguration concerts is

evident.

% Frederick Spark in his discussion of the inception of festivals in Leeds states ‘Why...the amateurs of Leeds
did not avail themselves of their noble parish church is a question which would hardly repay discussion’.
Frederick R. Spark and Joseph Bennett, History of the Leeds Music Festivals 1858-1889 (2nd edn.; Leeds:
Novello Ewer, 1892), 1. Since it is well documented that Leeds was a Tractarian centre of the north in the
carly 1800s, it could be assumed that the promotion of churches as a venue for oratorio festivals would not be
encouraged.

2 Ibid., 6. Frederick Spark and Joseph Bennett refer in their History of the Leeds Music Festivals 1858 — 1889
to many documents of the day, including this letter, which have not survived. While Sterndale Bennett was
born at Sheffield in 1816 and moved to Cambridge to live with his grandfather when he was three, he is
referred to as a “Yorkshire man’ in Spark’s text because of his origins.
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factions in Leeds was to have a marked effect on the possibility of regular festivals being

organised in the city.

3.2.2 The Leeds Festivals from 1874
The Leeds Triennial Festival was not established until 1874; the delay was the result of the

very public bickering between the town’s organists and choral societies, reported and
explained in detail in the press. The Leeds West Riding Express publicly chastised the

parties involved in aborting the planned festival:

To very few persons will the fact be unknown, that for some
years’ past there have been in existence two musical parties—
one ranging itself under the musical direction of Mr. Spark,
organist of the Town Hall, and the other being ruled by Mr.
Burton, organist at the Parish Church. Could that harmonious
feeling that generally obtains amongst other community, a spirit
of friendly competition and emulation—not of jealous rivalry—
would prevail, to the manifest benefit of the art itself ... but we
had hoped that in Leeds ... the various discordant elements
would have united for this occasion in one harmonious whole ...
to secure the benefit and prestige to the town.”’

Though an attempt had been made to amalgamate the choral forces around 1860 (see Fig.
3.4), discord continued and it was not until 1874 that another festival was held. In 1873,
twelve years after the fiasco of 1861, Alderman Henry Marsden, later to become Mayor,
declared of a proposed Musical Festival that ‘no person either directly or indirectly
connected with the musical profession shall take any part in the general management
thereof ’.28 A second festival finally materialised in 1874 and was conducted by Sir
Michael Costa (for a fee of 300 guineas), after which the Triennial Festivals became
established.29 Sir Arthur Sullivan conducted the festivals from 1880, and under his baton
the Leeds Festival achieved international status, with many new works commissioned. After

his retirement, the festivals continued under various conductors up to 1970. The lasting

%7 Leeds West Riding Express, 18 May 1861.

28 Spark and Bennett, History of the Leeds Music Festivals 1858-1889, 59.

% Percy M. Young incorrectly reports that the next festival was in 1880. See Percy M. Young, ‘Leeds: 1.
Concert Life, Choirs and Church Music’, in New Grove (14), 461-2.
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The 1874 festival eventually took place, but with much public discord about the audition
procedures and inclusion of singers from outside Leeds. The programme lists name and
town of origin for the 273 chorus members with an asterisk by the names of unpaid amateur
singers. Newspaper critics gave accolades of praise to the opening performance of St Paul,
with the London Times reporting that ‘the Yorkshire choristers covered themselves with

glory, and caused amateurs from London to envy them’.”!

At a time when the Crystal Palace Company did not distribute festival profits to
philanthropic causes, the £1000 profit from the Leeds Festival was donated to medical
charities, a decision connected to the rapid urban growth and impoverished living conditions
experienced by workers who had moved into the town for work. During the industrial
revolution, the number of births generally approximated the number of deaths in Leeds;
such was the poor standard of health.*> Malnutrition was common, along with bronchitis,
consumption, cholera, typhus, diphtheria, and scarlet fever. Leeds Infirmary, founded in
1767, was run entirely by public subscription; the Dispensary was started in 1824. They
provided the following services:

Liniments, emulsions, honey, sugar, treacle, and tobacco
enemas were all used for treatments, the latter for strangulated
hermas! Leeches were in great demand, especially the speckled
ones. Patients were asked to supply their own. In the same way
they had to bring their own bandages, gallipots — small earthen

ware ointment jars — and phials. Unused medicines were asked
to be returned.>

Continuing successful oratorio festivals and their profits were a major source of income for

many medical charities and hospitals in provincial England in Victorian times. The

31 “The Leeds Musical Festival’, The Times, 16 October 1874.

32 See John Ryley, 4 History of the Town and Parish of Leeds (Leeds: s.n., 1797), 46. For example, in 1793
there were 1,190 births and 1,129 deaths, and 6,691 horses.

** Mary Barrett and Cynthia Clarke, Old Leeds: a Collection of Local History Stories (Leeds Royal Park
Middle School, 1979), 23.
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Triennial Festival was not only a grandiose prestige statement for the town concerned but

was essential in supporting health services for the local populace.

At the Leeds festival in 1877, Mendelssohn’s Elijah was the opening oratorio under
Costa’s baton, with soloist Madame Albani employed at short notice for a fee of 550
guineas.>* Handel’s Solomon was performed the following night, with the chorus again
being described as ‘unquestionably the finest in Great Britain and, it may be added, without
much fear of contradiction, in Europe’.>® The People’s Concert with its cheaper tickets on
the final Saturday evening had become an established feature. A note in the Book of Words
indicates that the Messiah was omitted, as the Leeds Festival would not ‘be a slave to any

traditional necessity’.>®

At the age of 38, Arthur Sullivan was invited to become conductor of the 1880 Leeds
Festival and was commissioned to compose an oratorio The Martyr of Antioch. The chorus
had now increased to 300 with over 600 applicants for the places, and the orchestra to 111.
Attendance had swelled from 12,300 in 1874 to 14,854 in 1880 and profits more than
doubled with the provision of more first-class seats. The Yorkshire Gazette reported that the
increase in attendance was due to the presence of the Duke of Edinburgh, who was the
President of the Festival (see also Fig. 3.5).>” Criticism was leveled in the press at Mayor
Statham of Leeds, who declined to become President of the Festival because he was a
member of the Religious Society of Friends (Quakers) and had a conscientious objection to

the performance of oratorio as an ‘amusement of works based upon sacred subjects’.>®

When the autocratic Costa was replaced by Sullivan, a festive atmosphere infused the

festivals. Fig. 3.6 shows a newspaper illustration of people associated with this festival in

34 Spark and Bennett, History of the Leeds Music Festivals 1858-1889, 133.

35 < eeds Musical Festival’, The Times, 21 September 1877.

36 Spark and Bennett, History of the Leeds Music Festivals 1858-1889, 133.

37 The Yorkshire Gazette, 16 October 1880.

38 The Musical World, 16 October 1880. As a Quaker, Tatham did not attend the festival and refused to be
involved actively in any way.
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1880 that captured this spirit. Sullivan is rather jovially depicted, framed with characters
from his Pirates of Penance, which premiered not long before the festival in London. In an
engraving (Fig. 3.7) of ‘The Festival Principals’, the soloists — Madame Albani, Miss Anna
Williams, Meme Paté, Meme Tribally, Mr. Joseph Maas, and Mr. Herschel — are framed
with laurel wreaths, an ancient symbol of victory, indicating their popularity with the
nineteenth-century public. The cult status of the oratorio festival in England attracted prima
donnas who demanded exorbitant fees. It seems an ideology of monumentalism extended to

the soloists who were revered by the public (and to their fees).

An interesting feature not mentioned by Spark and Bennett in their history of the
Leeds Festival, was that the telephone, which had only been introduced into England the
previous year, was positioned on the town hall platform and the sound of the music relayed
to the Yorkshire Telephone Company offices in Leeds and Bradford.” This in effect was
like a first broadcast relay on a trunk line. The new technology also expanded the audience,
if only by a few persons listening on the other end of a telephone. Humorous jokes and
cartoons appeared in periodicals such as Punch, as reproduced in Fig. 3.8, punning that Sir
Arthur Sullivan was a ‘conductor’ of sound not only in the traditional sense at the helm of

the orchestra, but as an electrical ‘conductor’ transmitting sound to another town.*°

39 “The Telephone and the Leeds Musical Festival’, The Yorkshire Post, 15 October 1880.
“* Punch, 30 October 1880.
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Many successful triennial festivals followed, with Sullivan at the helm, and with new works
commissioned or premiered: these included Joseph and King David (George Macfarren),
Golden Legend (Arthur Sullivan), The Revenge, Voyage of Maeldune and Te Deum (Charles
Stanford), St Ludmilla (Anton Dvotak), St Cecilia’s Day and Invocation of Music (Herbert
Parry). Interestingly, Messiah was never a regular feature of the Leeds Triennial Festivals,
in the way that it traditionally featured in other town festivals; it was included for the first
time in 1895. Suffering from kidney disease, Sullivan conducted seated (as can be seen in
Fig. 3.9) and his physical and creative energy were increasingly lacking. In 1899, Sullivan

resigned from the conductorship under pressure from the Leeds Festival committee.
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Much needed funds were regularly raised for the General Infirmary, the Public Dispensary,

the Fever Hospital, and the Women and Children’s Hospital with the diverse programming,
which included the commissioned works mentioned above. The monumental character of
the performances is seen in the great numbers of people involved in the performances and in
the purchase of ticket subscriptions. The combination of the oratorio performances and the
vast space of the Leeds town hall made an exhibition of lasting and recurring significance to

the town’s culture and society in many different ways.
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Manchester Festivals

An early large-scale oratorio performance in Manchester was held at St John’s Church for
the opening of the organ in 1770,45 setting the scene after the Napoleonic wars and later
Peterloo, for the three-day festivals in 1828, 1836 and 1844 that were to follow.*® Brian

Pritchard states of the early festivals, both in Manchester and Liverpool:

Indeed, they [oratorio festivals] may well be placed among the
cultural first-fruits of the Industrial Revolution and they almost
certainly represent attempts to satisfy a growing desire for
cultural standing and prestige among the rising generation of
northern manufacturers.*’

The 1844 festival was held in the Free Trade Hall — probably the only venue of this type
used for such events in England; a brief look at Manchester’s history will show why this is
SO.

The Peterloo Massacre left an indelible mark not only on Manchester’s history, but
also that of the nation. A crowd of 60,000 to 80,000 assembled to demand fundamental
parliamentary reform, including universal suffrage, the secret ballot, and annual
parliaments. Cavalry charged into the crowd with sabres drawn, injuring 400 to 500, and
killing around 15 people, including several women and a child. The painting reproduced as
Fig. 3.10 depicts the pandemonium of the crowd and is dedicated to the radical orator Henry
Hunt (central, holding his famous white hat) and the Women’s Reform movement. It is

speculated that this massacre played a role in bringing about the Great Reform Act of 1832.

* The site of St John’s Church (opened in 1769) in Lower Byrom St is now a park, after the church was
demolished in 1930. The stone memorial reads ‘around lie the remains of more than 22,000 people’.

* Some authors add further dates of 1777 and 1785 as festivals but it is debatable they are oratorio festivals in
the true sense. See Michael Kennedy, The Hallé Tradition: a Century of Music (Manchester: Manchester
University Press, 1960), 3.

*7 Pritchard, ‘Liverpool and Manchester Festival Programmes’, 1.
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ordinary open space into sacred ground, a place where blood
had been spilt in the struggle for democratic rights.’ 0

This ‘sacred ground’ was to become not only the site for successive Free Trade Halls and
their associated activities but also a place where oratorio festivals and workers’ choral

meetings were patronised by the people of Manchester.

3.2.3 Manchester Free Trade Halls

In 1840 an enormous wooden pavilion, on a vacant plot on Peter Street, was built in haste to
hold the monster meetings of the Anti-Corn League. It was a vast 150 feet in length and 105
feet in breadth, covering a space of 15,750 square feet, and its size exceeded Exeter Hall,
the largest of London’s public meeting places of the time.”' A gas-lit display above the
speaker’s platform formed the single word ‘Justice’. By 1842, this was replaced by another
vast building, the first ‘Great Free Trade Hall’ built in brick with a slate roof. An imposing
gas candelabra, dubbed ‘League Lights’, provided lighting for the hall. The crowds and the
panache of the events held there made it an integral part of town life. From the beginning,
this hall for the people was filled with music — an oratorio festival was held there in 1844,
Mendelssohn conducted his Elijah there in 1847, and later Jenny Lind sang in Elijah in the
hall in 1849. As the Manchester Times reported of this performance:

The tones of Jenny Lind were first heard in the double quartet,

“For he shall give his angels,” but her power first made itself felt in

the scene between the widow and Eljjah. Here it was the listener

was convinced of how little of the spell by which she rules all

hearts 1s borrowed from dramatic costume and scenic effects,—

how even her magnificent voice, pure and pealing as it is, is only
one item in the complex tonality of her greatness.”

% Terry Wyke, The Hall of Fame: The History of the Free Trade Hall (Manchester: Radisson Edwardian
Manchester Hotel, 2004), 6.

5! Exeter Hall was the site of anti-slavery meetings and could seat 4,000. It was also where many dissenting
religious groups assembled, including the Sacred Harmonic Society which was instrumental in organising the
Handel Triennial Festivals (see Chapter 5).

52 “The “Elijah” at the Free Trade Hall’, Manchester Times, 10 February 1849,
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was the only hall in Manchester that could hold grand assemblages. Within its precincts
Dickens gave public readings, Gladstone and Disraeli delivered political speeches, David
Livingstone related his travels in Africa, and the Hallé orchestra performed oratorios.”* In
fact, the Hallé Orchestra was to be intimately linked with the history of this hall until as
recently as 1996. It is ironic that today all that remains of the historic and majestic Free
Trade Hall is the facade, which now provides a shell for a luxury Radisson hotel, hardly a

suitable monument to the site of the Battle of Peterloo.

3.2.4 Oratorio festivals and performances in Manchester

Gentleman’s Concerts provided the foundation for these early festivals in Manchester, and
one lasting three days in 1777 was organised by Sir Thomas Egerton (1749-1814). ‘Ladies
and strangers’ could accompany a subscriber to the early festivals, with tickets costing four
guineas, according to the scanty records.” The festival of 1777 included an oratorio
performance that was unnamed in the programme’ ® Michael Kennedy states in Manchester
Sounds that the second festival eventuated in 1785, but Pritchard correctly documents an
earlier festival between 19 and 21 September 1781, which included the performance of
Judas Maccabaeus and Messiah.”’ The festival between 21 and 24 September 1785
included performances of Samson and Messiah, and at the festival between 19 and 21
September 1792, a performance of Messiah was given. Kennedy considers the full
performance of Haydn’s Creation in 1801 a remarkable feat of ‘great enterprise’, with its

premiere in Vienna only two years earlier.”®

5% See Kennedy, The Hallé Tradition, 33-66; and Robert Beale, Music, Money, Maestros & Management: the
Hallé, a British Orchestra in the 20th Century (Manchester: Forsyth Brothers, 2000).

55 Michael Kennedy, ‘Manchester 2°, in New Grove (15), 722-5.

%6 For programme details see Pritchard, ‘Liverpool and Manchester Festival Programmes’, 15.

57 Michael Kennedy, ‘Manchester before Hallé’, Manchester Sounds, 1 (2000), 5; Pritchard, ‘Liverpool and
Manchester Festival Programmes’, 15.

58 Kennedy, ‘Manchester before Hallé’, 6. Susan Wollenberg indicates that Oxford also held a performance of
The Creation on 16 June 1801 conducted by Dr Crotch. See Wollenberg, Music at Oxford, 147.
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In the peaceful 1820s, after the events of Peterloo, Manchester held a four-day festival in
1828 that included Messiah, Part 1 of The Creation, and a ball. The grand scale of these
performances is evident from advertisements in other towns, such as the one placed in the
Liverpool Mercury (see Fig 3.12), which also offered accommodation assistance for
‘strangers’. The ‘band and chorus’ numbered over 400 and were drawn from every part of
the ‘kingdom’ for the performance held in the Collegiate Church (as the advertisement
stated).

A report of the 1828 festival, given for the benefit of public charity, has fold-out
pages and diagrams of the halls, detailed comments on the concerts and lists of the names of
the 400 players, patrons and committee members.” The opening night was attended by
2,524 subscribers, and 5,000 tickets sold to the fancy dress ball.*’ Cabinet Minister Robert
Peel, who donated £500, and attended the festivities including the gigantic ball in official

dress, expressed himself highly satisfied and delighted

by the excellence of all the arrangements, and by the
unparalleled magnificence of the scene ... Nothing indeed could
surpass the splendour and brilliance of the scene ... Every part
of the globe and every period of the world appeared to have
contributed its costumes and its characters to complete the
motley collection. Such a number of beautiful women were
never before collected ... The gentlemen in general were
elegantly and richly dressed; and though some of the characters
partook rather of the ludicrous, they were on the whole well
supported.61

Although ‘our Liverpool friends and our neighbours in Yorkshire smiled at the idea of a

s 62

bl

Musical Festival amongst those who they designated as the Cotton Fuzz Lords

Manchester reigned supreme with cheaper tickets for their festival which produced an

% An Account of the Manchester Musical Festival, 1828, ... with a description of the characters who attended
the Grand Fancy Dress Ball (Manchester Musical Festival, 1828).

60 ‘Manchester Musical Festival’, The Hull Packet and Humber Mercury, 7 October 1828.

8! Jackson’s Oxford Journal, 19 April 1828. The general language in which visitors to these events tended to
describe them was full of superlatives as this quote illustrates.

62 Kennedy, ‘Manchester before Hall¢’, 10.
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incredible profit of £5,000 for charity.” These truly were festivals for the people, with the
promoter attracting attendance of the people of Manchester who had not had the opportunity
to experience culture in this way. Manchester was making its mark in the kingdom and with
superb results.

It was the ‘Grand Musical Festival’ of September 1836, again in the Collegiate
Church, which left an indelible mark on future festivals in Manchester. The unfortunate
demise of one of the principal singers, the mezzo-soprano Madame Maria Malibran at age
28, (see Fig. 3.13) mid-way through the festival is recorded in dramatic detail in numerous
periodicals and newspapers of the day. She became a legendary figure after her death, and
was celebrated with poetry, a death mask and busts, numerous biographies ® and, more

recently in 2008, films and touring displays.®

% The Morning Chronicle, 28 November 1828.

% Vittorio Paliotti, Maria Malibran: Casta Diva Scandalosa (I Libni di Bron, No. 10; Rome: Pagano, 1992);
Patrick Barbier, La Malibran: Reine de I’'Opéra Romantique (Paris: Pygmalion, 2005); April Fitzlyon, Maria
Malibran: Diva of the Romantic Age (London: Souvenir, 1987); and Howard Bushnell, Maria Malibran: A
Bzography of the Singer (University Park: Pennsylvania State University, 1979).

* Several films depict the life of Maria Malibran: Maria Malibran (1943) directed by Italian director Guido
Brignone and starring Moldovan-born Austrian soprano and actress Maria Cebotari; La Malibran (1944)
directed by French auteur Sacha Guitry starring Géori Boué, celebrated singer of the Opéra de Paris; The
German filmmaker Werner Schroeter made a film about her: The Death of Maria Malibran (1971) starring the
trans-gendered beauty queen Candy Darling. A copy of her death mask was exhibited in a display at the
Barbican in 2008. Opera star, Cecilia Bartoli had a travelling monument of Malibran’s memorabilia, which she
toured around Europe, making thirty-three stops in twenty-five cities in 2008.
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[Malibran] had made her appearance in the early part of the
evening, but it was evident that her indisposition was
momentarily getting worse, and assuming a more dangerous and
decisive character. In the canon from Fidelio, her exertions were
prodigious, taking a fearful shake at the top of her voice with
her customary daring enthusiasm. The storm of cheering which
followed the stupendous essay was still unabated when the
unfortunate idol of an enraptured audience, who but a moment
before was lighted up with fire and animation, sank in an
exhausted state under the effect of her excitement. Medical aid
was reported to, and she was bled in the green-room, and, after
the performance was over, was removed in a chair to her hotel.
On the following morning, it was announced the Madame
MALIBRAN was somewhat better, but had passed a dreadful
night. Her shrieks and groans resounded through the hotel. The
melancholy event brought a great damp over the proceedings of
the festival.”

Malibran’s subsequent death, burial in the church where she was performing in Manchester,
and later exhumation and transportation to Brussels left a ‘great damp’ on future oratorio
festivals there.”' Other dampeners were authors such as Pastor William Gadsby (1773-
1884), a Baptist minister in Manchester, who made biting attacks on the morality of the
twenty or so clergy who attended the festival. He sold over 1,500 of his Sunday School
dialogues directed at the inappropriateness of holding such a festival in a church.”” With
little formal education, he was a prolific author of theological pamphlets, and one of his
articles was even praised in the Gospel Magazine, a predominantly Church of England
magazine at a time when Dissenters were usually despised.”” Even six years after this
festival, advertisements for the sale of this text, now in its third edition, appeared in the

Manchester Times and Gazette:

cheque for £400 for her fee to her husband who supposedly returned it with a note saying he would have ‘all
the £600 or none’.

70 <A Week at the Great Manchester Musical Festival’, The World of Fashion and Continental Feuilletons, 1
October 1836.

! Malibran’s husband later had her body exhumed and reburied in Laken Cemetery, Brussels.

7 William Gadsby and Richard Parkinson, Musical Festivals and their Patronizing Clergy dissected by the
knife of God'’s Truth ... together with a letter to the Rev. Richard Parkinson ... and a few thoughts for the
consideration of the evangelical clergy (4th edn.; London /Manchester: R. Groombridge and Son, 1846).

”® B. A. Ramsbottom, William Gadsby (Harpenden: Gospel Standard Trust, 2003), 80. Dissenters or Non-
conformists were English Protestant Christians who separated from the Church of England in the 16th, 17th
and 18th centuries. They did not support the involvement of the monarch in the established church and
originally did not conform to the wearing of vestments. The Baptist denomination is one of several Protestant
denominations that stem from this time.
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The Manchester Festival and its Patronizing Clergy, and all
such like, Dissected by the Knife of God’s Truth, in Four
Dialogues; wherein the worship of God is shown to be Spiritual
and the Awful Mockery of uniting it with Fancy Balls pointed
out. To which is added a letter to the Rev. R. Parkinson M.A’.
Fellow of the Collegiate Church Manchester, and author of a
sermon delivered the day after the Public Funeral of Madame
Malibran, the Festival Singer. Third edition with a New Preface
and containing a few thoughts for the “Evangelical Clergy”. By
W. Gadsby. Price 3d.7*

Contrary to Percy M. Young’s claim that the Free Trade Hall was used for oratorio
festivals, investigations have shown that it was more generally used for the Hallé concerts,
which included numerous large-scale oratorio performances but only a few festivals. It can
only be conjectured as to whether the dramatic events of the 1836 festival influenced future
decisions to host oratorio over one or two nights and not to stage longer festivals of three or
four days, or whether the writings of Gadsby were influential. The next two-day festival in
1843 in the Free Trade Hall, as reported in the press, consisted entirely of ‘native talent’.”
There was no fear of a foreign prima donna having to be exhumed and transported to
Europe at this festival. Another two-day performance was held in Easter 1844, described in

the poster reproduced in Fig. 3.14.

" The Manchester Times and Gazette, 23 July 1842,
75 “The Musical Festival’, The Manchester Times and Gazette, 16 September 1843.






97

The conductor was Sir Henry Bishop, the first musician ever to be knighted.”” Again all
aspects of the festival were reported in detail in the press.”® Over two thousand attended
each night, Henry Bishop conducted in his academic dress, the violinist Herr Ernst, recently
arrived from Europe, was a major attraction and the contralto Miss Hawes was stung by a
wasp at rehearsal after hitting a piano key.

One of the many other uses of the Free Trade Hall was for massed singing classes for
workers (see Fig. 3.15). Both John Hullah and Robert Weston held classes and concerts for
workers using a fixed doh method to read music rather than singing ‘by ear’.” The
popularity of this system and the tonic sol-fa not only ensured a substantial number of
proficient amateur singers in festival societies but also created larger and better-educated

audiences.

7 Henry Bishop is mainly remembered today for his songs, Home Sweet Home and Lo! Hear the Gentle Lark
and has had some attention in recent scholarly literature. See Wollenberg, Music at Oxford, 203-6.

78 <Manchester Easter Grand Musical Festival’, Manchester Guardian, Wednesday, 10 April 1844.

7 See correspondence collection entitled ‘Lancashire and Cheshire Working Men’s Singing Classes’ held at
Manchester Local Studies and Archives, GB127.M400/1-95.
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poor man, who, while his voice is attuned to melody, feels the
chords of his heart moved by the finest of music of the universe
— peace and good-will to all that breathe.”’

While these words did not reflect the reality of living conditions of Manchester’s working-

class, Friedrich Engels’ book of the same year describes Manchester as ‘a Hell on Earth’:

[I]nstead of being exaggerated, it is far from black enough to
convey a true impression of the filth, ruin, and
uninhabitableness, the defiance of all considerations of
cleanliness, ventilation, and health which characterise the
construction of this single district, containing at least twenty to
thirty thousand inhabitants.**

Despite the realities of the working-class poor, choral societies were promoted by the
middle classes in many towns for the moral and social advancement of their workers. The
Hargreaves Choral Society was established in Manchester in 1841 as ‘an ornament to the
town and a benefit to the rising generation, as a school for musical instruction’.*> The choir
performed various oratorios in the Free Trade Hall, including the first unabridged version of
Israel in Egypt in 1841. ® 1t had been common practice previously to omit choruses and
replace them with other selections by the same or even different composers. As The

Manchester Times reported with considerable insight:

The consequence has been that the oratorio [Israel in Egypt], in
its entirety, has been a sealed book; and many of its best and
quite difficult choruses have been quite unknown, even to the
professional musicians. The attempt to grapple with the
difficulties attendant upon the production of the whole oratorio,
with the comparative short time for the practice of the
choruses, of which many of the orchestra had not even heard
before, was considered to be a most arduous one, and at least a
partial failure was confidently predicted. The style of Thursday

81 ‘Great Choral Meeting of the Lancashire and Cheshire Workmen’, The Manchester Times and Gazette, 8
June 1844.

82Friedrich Engels and Florence Kelley, The Condition of the Working-Class in England in 1844 (London:
George Allen & Unwin, 1892), 45. This description of this ‘single district’ refers to a concealed section of the
‘Old Town of Manchester’ behind the ‘decent’ Millers Street and accessed through numerous passages.

8 ‘Hargreaves Choral Society: Annual Meeting of Members’, The Manchester Times and Gazette, 3
September 1842.

8 Concert listings, programmes, word books and press cuttings are held in the Henry Watson Music Library,
Manchester.
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night’s performance completely negatived [negated] the
prediction.®

Regular profitable oratorio performances continued with reported takings of over £1,000
most years. Of particular interest is the performance of Mendelssohn’s Elijah in 1847,
conducted by the composer (see Fig. 3.16). It had been commissioned and premiered at the
Birmingham Triennial Festivals only in the previous year and was performed at Exeter Hall
London with the same principal vocalists a few days before the Manchester performance. In
revisions after the Birmingham premiere, the composer made ‘many new movements, as
connecting links ... to render the dramatic story more clear and attractive’, all added for the

1847 Manchester p‘erformances.86

8 The Hargreaves Choral Society’, The Manchester Times and Gazette, 12 March 1842,
% <Musical Intelligence: Rehearsal of Mendelssohn’s Elijal’, The Morning Chronicle, Saturday, 24 April
1847.






102

The principal vocalists on this occasion when Mendelssohn was engaged to conduct his own
work in Manchester were of ‘metropolitan talent’ and included Miss Birch, Miss Dolby, Mr
Lockey, and Mr Phillips.* These singers, well-known in their day, were a selection of those
who featured at performances of Elijah in London’s Exeter Hall some days earlier, with
Mendelssohn conducting in the presence of Queen Victoria and Prince Albert. The tenor Mr
Lockey appears to be the only singer present in Manchester who had performed Elijah at the
Birmingham premiere the previous year. Local vocalists in Manchester that were called upon
to augment the performance included Miss Kenneth, and sister Miss Susan Kenneth, Mrs
John Wood, and Messrs Clough, J. Isherwood and Mr Sheldrick, all listed on the right hand
side of the poster. No records could be found that indicated what roles any of the singers
played. The chorus master of the local Hargreaves Choral Society, Mr John Waddington
often had Jnr attached to his name in advertisements in Manchester Times in years previous
to 1847. Mr Seymour’s name is found in numerous advertisements around the country as
either a leader or a rank and file violinist in festival orchestras, indicating he travelled the
oratorio circuit.?’ Perhaps the best remembered musician today on this poster, apart from
Mendelssohn, is the contralto, teacher and composer, Charlotte Sainton-Dolby (née Dolby)
(1821-1885) who has her own entry in New Grove.”®
Mendelssohn was lauded by the Manchester public, held aloft and praised as a genius:

‘So then that mysterious potency which we call genius 1s not dead; does not even sleep! 2l 1t
can be seen that the combination of the idolised composer Mendelssohn with the breadth of
subject and grand orchestration of his religious music Elijah, performed within the

spaciousness of the Free Trade Hall, created a contemporary musical monument. The

88 ‘Mendelssohn’s “Elijah”: Hargreaves Choral Society’, The Manchester Times and Gazette, 23 April 1847.

8 Mr Seymour is mentioned as playing violin in oratorio performances in London, Gloucester, Edinburgh,
Hereford, and Bradford in various newspapers.

% Nigel Burton and Sophie Fuller, ‘Sainton-Dolby [née Dolby], Charlotte (Helen)’, in S. Sadie and J. Tyrrell
(eds.), The New Grove Dictionary of Music and Musicians, 29 vols. (2nd edn., 22; London: Macmillan, 2001),
114. The authors state ‘[Mendelssohn] wrote the contralto part of Elijah with her [Dolby] in mind.’

9 The Manchester Times and Gazette, 24 April 1847, 50.
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massive assemblage of the people of Manchester on the ‘sacred ground’ to worship
Mendelssohn’s sacred oratorio, melded with the majestic Free Trade Hall erected as a
moral symbol to ‘democratic rights’. The symbiotic relationship of these factors reflects a
monumental ideology of the time that promoted such festival performances.

The legendary Charles Hallé was involved in the 1847 Manchester performance of
Elijah and, later, more oratorio performances held in the ensuing New Free Trade Hall as
part of the Orchestral Concerts Series. The Hallé Orchestra, established in 1858, has been
well documented and generally overshadows all other musical interests of scholars writing
about music in Manchester.”> Every year, Hallé held a number of oratorio nights within his
concert series. Thousands attended, as Fig. 3.17 illustrates. Handel’s Judas Maccabaeus
made an annual appearance — perhaps because it was the most profitable and most popular
work in the repertoire at the time.”?

There was never to be another fully-fledged festival lasting three or four days, after
the one of 1836 at which Malibran died of ‘over-exertion’. The grand New Free Trade
building where large-scale oratorio performances survived in a different format was also to

become a monument to Manchester’s history.

2 Numerous texts show how central the Hallé Orchestra was to Manchester’s musical history including:
Kennedy, The Hallé Tradition; C. B. Rees and John Barbirolli, One Hundred Years of the Hallé (London:
MacGibbon & Kee, 1957); and Beale, Music, Money, Maestros & Management.

%3 Kennedy, The Hallé Tradition, 41.
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3.3 Birmingham Festivals

From the beginning, these festivals were inextricably linked with Birmingham’s General
Hospital, which commenced in 1766 and soon ran up an enormous debt.” As the institution
was a charitable one, doctors offered their services gratis. A festival in 1768 culminated
with a performance of Messiah which ‘met astonishingly with the most distinguished
applause’ in St Philip’s Church at a time when acclamation, especially in a church or
performance of religious music anywhere, was regarded as highly irreverent. The profits,
including the proceeds from two balls, amounted to £299 and were donated to the General
Hospital. Another festival followed ten years later, but it was not until the festival of 1784
that the Birmingham Triennial Festivals were established. These festivals were a source of
charitable funds for the General Hospital for over a century until their demise in 1912. Of
particular interest are the vast festivals held in the grand Birmingham Town Hall erected in
1834, just three years before Queen Victoria ascended the throne.

Unlike that of most other towns investigated in this dissertation, the history of the
Birmingham Triennial Festivals has been recorded by a number of writers.”® Joseph
Sutcliffe Smith divided ‘The Great Festivals’ neatly into the following four time spans:
Part I 1708-1800. The building of the General Hospital and the beginning of Joseph
Moore’s activities.

Part II 1800-1850. The building of the Town Hall, Mendelssohn’s visits, and the first

performance of Elijah especially commissioned for the festival.

% For the very early intimate relationships between music festivals and the General Hospital see the writings
of John Thackray Bunce, The Birmingham General Hospital and Triennial Musical Festivals: a series of
papers from ‘Aris’s Birmingham Gazette’ ... with additions. (Birmingham: Benjamin Hall, 1858).

® The list includes: Charles Pye, A Brief Account of the General Hospital near Birmingham, together with the
Musical Festivals Celebrated for its Benefit (Birmingham, 1820); Lowell Mason, Musical Letters from
Abroad, including detailed accounts of the Birmingham, Norwich and Dusseldorf Music Festivals of 1852
(Boston, 1853); William Charles Stockley, Fifty Years of Music in Birmingham: Being the Reminiscences of
W. C. Stockley from 1850 to 1900 (Birmingham: Hudson & Son, 1913); Joseph Sutcliffe Smith, The Story of
Music in Birmingham (Cornish Bros.: Birmingham, 1945); Margaret Handford, Sounds Unlikely: Six Hundred
Years of Music in Birmingham, 1392-1992 (Birmingham: Birmingham and Midland Institute, 1992); Anne
Elliott, The Music Makers: a Brief History of the Birmingham Triennial Music Festivals 1784-1912
(Birmingham Library Services, 2000); and Antje Pieper, Music and the Making of Middle-Class Culture: A
Comparative History of 19th-Century Leipzig and Birmingham (Basingstoke: Palgrave Macmillan, 2008).
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Part III 1850-1885. The achievements of the chorus and orchestra under Sir Michael Costa
and Dr Hans Richter.

Part IV_1885-1912. The English conductor Sir Henry Wood and a central position given to
the music of Sir Edward Elgar.

While it is impossible in this dissertation to examine all the festivals between 1784
and 1912 or even just those of the nineteenth century, several will be selected as focal
points to show how these festivals developed into a long-standing monument in the majestic
Birmingham Town Hall. The large-scale celebrations of the festivals fitted hand in glove
with the spacious building that reflected a Victorian civic pride and the ideals of the local

populace.

3.3.1 The First Triennial Festival of 1784

This festival is a good starting point to examine how the Birmingham festivals developed
into the grand events inside the town hall in the following century. As stated previously, the
specific focus of the festivals was to raise money for the General Hospital, and the 1784
festival, directed by Viscount Dudley, was no exception in that it made a profit of £703 for
the hospital charity. 1784 was also the year of the epic centenary celebrations of Handel’s
birth in Westminster Abbey, where thousands of performers assembled, as documented by
Burney.”’ By the time of the Birmingham Festival that year, the ‘large double drums’ used
at the Abbey had been requisitioned and used in St Philip’s Church.

These early festivals were not without incident: a quarrel with the proprietor of a hall
used for the Miscellaneous Concerts in 1787, a cancelled festival when another hall was
burnt down in 1793, the use of the vigilante group ‘Birmingham Association of Infantry’ to
keep at bay the pick-pockets who ‘infested’ the town when the music meetings were on, and
the starving buckle-makers, perhaps with some inciting by pick-pockets, setting upon the

shoe-lace clad patrons attending the festival in 1796. John Bunce reported on the situation:

°T Burney, An Account of the Musical Performances in Westminster-Abbey, 1784, xi-xxxviii.
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We are sorry to record the circumstances that the town was
infested with numerous pick-pockets, who came down specially
for the Music Meetings, and of whose depredations the
newspapers of the day made serious complaint. To effect their
fraudulent designs the thieves made use of an ingenious device.
Shoe-buckles were then going out of use amongst fashionable
people, in favour of shoe-strings, and Birmingham being the
great manufactory of buckles, the wearers of strings were
decidedly unpopular. Taking advantage of the local feeling, the
thieves hustled the wearers of shoe-strings, denounced them as
unpatriotic despisers of fine old English customs, and in tumult
which naturally ensured contrived to reap a good harvest™

Joseph Moore (1766-1851) was a successful businessman, and the driving force behind the
growth of the festivals in the early nineteenth century. He selected music, engaged principal
singers and orchestral players, and when St Philip’s Church became too small for the
triennial festivals, was a strong proposer of a town hall with an organ. He also travelled to
Berlin to visit Mendelssohn, who (as is well known) later wrote and conducted several
commissions for the Birmingham Festival.”

Messiah was a popular choice at the early festivals and was featured on the last day (a
Friday), usually to sell out audiences.'”® Each festival aimed at outdoing the previous one,
and was to be on a ‘more extensive scale’.'”! The size of the ‘band’, the audience and the
profits grew dramatically with each successive festival. Overall, the festivals had raised a
total of £5,461 by the turn of the century, which liquidated the hospital debt.'®* From 1805,
Messiah with Mozart’s additional accompaniments and using a ‘bigger band’ was the norm
and the festival expanded further to four days by 1820.

By 1816, the Birmingham Oratorio Society and the Festival Committee drew up a

legal agreement that enabled rehearsals to be held in the interval from one festival to the

% John Thackray Bunce, 4 History of the Birmingham General Hospital and the Musical Festivals
(Birmingham: Cornish Brothers, 1873), 88.

9 Qee Table 3.2: Works commissioned for the Birmingham Triennial Festival (1834-1900).

"% Messiah performances were first held in the Theatre Royal and later in St Philip’s. Newspapers also
reported of these early festivals ‘Balls at the Hotel each night’. See The Times, 16 August 1787.

Y The Morning Chronicle, 9 June 1817.

192 For detailed figures see Pye, 4 Brief Account of the General Hospital near Birmingham, together with the
Musical Festivals Celebrated for its Benefit.
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next, thereby saving the expense of engaging chorus members from distant towns. As

William Bennett explains:

The agreement which stated the rate of pay for the choristers,
contained a long list of rules ... It was signed with the
autograph signature of 22 trebles—any members under age
were signed for by their parents or guardians—17 Male Altos,
22 Tenors and 24 Basses, one Bass being unable to write made
his mark — an X — which was witnessed by the Steward of his
section of the Choir.'®

It is apparent from such an agreement that big business, music and the law had joined forces
as early as 1823 in Birmingham to produce profitable oratorio festivals.

With these further savings, the profits between 1802 and 1829 reached a staggering
£38,100. Provincial Birmingham was outdoing the metropolis and it was reported that the
1817 Birmingham meeting attracted musical talent from all parts of the United Kingdom,
with the biggest sum of money ever collected since the ‘great meetings of Westminster
Abbey’.'® Even the onlookers became excessive in number and caused havoc at the 1823

festival:

Such was the anxiety to have a peek at the ‘great folks’
yesterday that several hundred feet of the posts and railings in
the church-yard were broken down, and it became necessary
this day, when they were replaced, to support them with strong

1
spurs. '

While the chorus members were now all local, the band was still imported with ‘all the
great talent of the kingdom’ (some even from Paris) and was assembled to produce ‘the
finest musical effect’, as claimed in an 1823 advertisement of the ‘scheme’ [programme]

printed in Jackson’s Oxford Journal and included at Fig. 3.18.'%

' William Bennett, Birmingham Town Hall Centenary, 1834-1934 (Birmingham, UK: City of Birmingham
School of Printing Central School of Arts & Crafts, 1934), 8.

1% The Morning Chronicle, 27 March 1820.

195 The Morning Chronicle, 11 October 1823.

106 ‘Birmingham Musical Festival’, Jackson’s Oxford Journal, 13 September 1823.
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The performance was on a grand scale in Birmingham and the crowds that reverently
purchased tickets and flocked to attend Messiah were enormous. Thousands also purchased
prints of Messiah copied from a painting held in Magdalen College Chapel, Oxford (see
Fig. 3.19). Newspapers as far afield as Edinburgh reflected this fascination with festivals in
lengthy reports, with the Caledonian Mercury commenting: ‘The church was crowded to
excess this morning to hear The Messiah, which has been so frequently performed as to
render it unnecessary to enter into a lengthened detail’.!” A London newspaper provides a

more graphic description of another performance:

Saint Philip’s church was this morning crowded at the early
hour of ten o’clock; hundreds were sent back from the doors,
yet the naves, the galleries, the staircase and indeed every part —
however — inconvenient for sight or sound were thronged even
to suffocation. The great object of attraction was the Messiah,
which, far from a novelty to English ears, is yet the most
popular Oratorio ever composed.'o8

The prowess of the city to have organised on the ‘grandest scale’ the best chorus and
orchestra possible is apparent at all these festivals, as described by Antje Pieper.'” She
compares and analyses the ethos and organization of Birmingham’s Triennial Festival and
Leipzig’s Gewandhaus, providing insights into the architecture and interior design of the
buildings, specific musical traditions, performance practice and reception and attitudes
towards composers and conductors. Such aspects and attitudes of the ethos and organization

of the festivals contributed greatly to an overall monumental ideology behind the festival

movement.

107 ‘Birmingham Musical Festival’, Caledonian Mercury, 16 October 1826.

108 ‘Birmingham Musical Festival’, The Morning Chronicle, 7 October 1826.
19 The ethos and organisation of the Birmingham Triennial Festivals by the town’s emerging middle-class has
been well documented and contrasted with Leipzig in Antje Pieper, Music and the Making of Middle-Class

Culture.
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BIRMINGHAM MUSICAL FESTIVAL,

FOR THE-BENEFIT O

THE GENERAL HOSPITAL,
OCTOBER 1, 8, 9, § 10, 1823.

PATRON,
HIS MOST EXCELLENT MAIJESTY.
PRESIDENT, THE RIGHT HON. THE EARL TALBOT.

ViCE-PRERIDENTS, ]
THE NOBILITY AND PRINCIPAL GENTRY OF THE COUNTIES OF WARWICK,
STArF¥ORD, WORCESTER, AND SALOP.
]

OUTLINE OF THE PERFORMANCES.

‘ ORNING.

Oa TUESDAY, October 7, FULL CATHEDRAL SERVICE, us chanted st Westminster Abbey,
will be performed at S7. PaiL1e's CuUNCH, and & SERMON preached for the Benefit of the Charity by
the Honoursble and Right Rev. the LORD BISHOP of OXFORD. In the course of the Service, some
of the tinest Anthems will be Introduced, and the whole strength of the Vocal Body will assist in the
Perfommance. : |

On WEDNESDAY, s GRAND S8ELECTION of SACRED MUSIC, in the course of which will
be introduced o NEW Sacnen Drana, the Music selected from Winter's colebrated ¢ Trmoreo,” the
Poetry by the Reverend Gentleman to whom the last Meeting was indebled for the new Transiation of the
Omtorio of the Sexsons.  ‘The performance Will commenee with ENYVETT’S ** CORONATION Axtnes,”
and will comprise part of the “ UIEM" of MozanT ; & Selection of concersed Pieces from Hawnez,
Havow, PEncorest, L£o, MauCELLO, CROFT, and others, interspersed with favourite Songs by the

el o8 . "
" Onp'.'ll‘H RSDAY, the Sacred Oratorio of the * MESSIAH,™ in which part of Mozart’s Accompani-
ments for the Wind Instruments will he introdnced. )

On FRIDAY, s GRAND SELECTION, in which will be includod * 8rnIvo and SuMMENR,” from
Hayidn's Oratorie of the « SEASONS," the new words to which were adupted for the laat Meeting, and
were so favourab'y received. ‘The repetition of this beautiful compasition will detive increased effect from
the superiority of the Band selectod for the present Meeting, as well as from the absence of those imper-
fections Inseparable from the first performance of 5o leatned and difficult a pisce of Music. The Seloction
will also comprise part of & ¢ Celebrated Mass,” written by MozaxT expressly for Pestival Oceasions, and
one of his 'andm warks ; parts of a Masa of IoMELLY, of the Oratorios of ** IsnaeL iz EsYPr,”
% Jupan,"” &c. and o variety of favourita Airs by the most eminent compasers.

. EVENING.

On TUESDAY, WEDNESDAY, snd FRIDAY, GRAND MISCELLANEOUS CONCERTS

will be performed at the THEATRE RoYAL, consisting of the finest Symphonies, Overtures, and Con~

certuates of the Mausters; Cancersos by the principel Instramental Performers: Songs, Duets, and
Gleeu, by the principal Vocal Performess ; Scenea and Finales from the Operss of Roxind, Mozart,
&c. and from other emirent Works. . :

On THURSDAY Kvening, s GRAND DRESS BALL will take place at the TueaTag, which will
be splendidly illuminated, and the ares of the Pit, in sddition 10 the full extent of the e, which bes
been greatly enlarged, will be clegantly and appropristely fitted up as an Assembly Room. The celebrated
FRENCH BAND, cmp(l:ged at the balls of the Nobility, and st Almack"s, in London, urder the direction
of Messre- BIICHAU, COLLINET, sl MUSARD, is engaged for this occasion.

- - PRINOIEAI}J YOCAL PERFORMERS. ' . e
MADAME CATALANTI,

MRS. SALMON, and MISS STEPHENS,
MISES TRAVIS, MISS SYMONDE, MISS FLETCHER, MISS HREATON, &0. &C.

Mr. BRAHAM axD Ma. VAUGHAN,
SIGNOR PLACCI,

Messrs. EVANS, GOLDING, WHALL, T. GREATOREX, GATTIE, BLACKBOURN,
AND, THORNE, ‘. . .
Mn. KNYVETT awp Mn. BELLAMY.

The INSTRUMENTAL BAND containg all the talent of the kingdam that could be cbiained,
and its narmerical strenpths is fully adequate to produce the very finest musical effects.  In the Jist of Vielin
and Viols Performers, thirty-one are from the King's Coneert, Philharmonic, and. King’s Thentve, four
from the Constrvatoire at l‘nﬁstand the remainder are Leaders of Concerta from various large towns.  Among
the other Instmments, there is scarcely one individual who is not eapnble of most respectably aking the
Tead in his own particular department of the Orchestr,

" Messni. CRAMER and MORI are appointed Lesders of thic Band; and Mr. GREATOREX, the
Condueior, will preside at the Organ and Piano Forte.
i —

The Scheme contains mony new and difficult pleces, some of which have never before been performed
in this country, and as they cannot foll to be executed by such o band with the preatest precision and cor-
rectneys, it moy be jusdy oxteuul, tha; the present Pestival will prove anc of the most perfect tnusieal per-
farmances ¢ver lfiveu in the kingdom.

The CHORUSSES will be upon the same grand seale as at the Isst Festival; but as the Binningham
Oratorio Charal Society now enjoys all tho sdvanteges o be gained from great experience and cnnmmeprac- |
tice, and a the additional voices requived have been sedected with the greatest care, o much higha dugme of ‘
petﬁ;c]:i:n D:;ny be ’;‘3"’"‘1 in tbi:h d - u!:nc]cm t}:{ﬂ}?au evgihhhgm been attatned.

. rs {0 be opencd at tha h ot Half-past Nine iscly, end the P i
Eleven ; at the Theatro, to open at Half.past 8ix, and the Peﬂ‘mnags’ to begin ﬂu}ﬁﬁ“:? Sg:’n@“ o

& The Box Book will be opened at the Bl'ne Coat Charity 8choal on Saturday the 4th of October, at
'I‘enn;g’el:ek in the moming, for m{!-nz l;hw; in t]he Bf;ns Ft:;r Tussday and Wednesday Evenings ; and
on Monday moming st the sume hour, to take places for Frig ine. .
opening of ae b?logm desrmin dhai prioly of Sl by balloy, 5 T Persond present at the

> Families desirous of engaging Aportments during the Festival are requesied to mnake applicati
the office of the Birmingham Guzete, where the Register of Ladgings may be Inspocied. . A Comnehtes
has this year been eppointed to superintend that part of the arrangements, and Visitors applying will find
that smple tipn.has been provided upon reasopable termis.

ATia :

Figure 3.18: The ‘Scheme’ for the 1823 Birmingham Triennial Festival.
Source: Jackson’s Oxford Journal, 13 September 1823.
The ‘Scheme’ is the word used for the programme at this time.
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The 1829 festival saw the introduction of the Grand Operatic Selection presented in full
costume at the evening concerts, yet another ploy by Joseph Moore to keep the profits
coming in. Fig. 3.20 shows a ticket for one of these operatic concerts. It was remarkable that
opera with its immoral overtones would be included in a festival with oratorio, which was
widely regarded as ‘the noblest of musical genres’ and which was associated with religion,
morality and self-improvement. This festival also saw the first appearance of the Italian
Michael Costa, as a nineteen-year-old singer, who was later to become a celebrated
conductor of this festival and many others around England.

William Bennett in his booklet, Birmingham Town Hall Centenary 1 834-1934,
identifies the competitiveness of other towns’ festivals and the need for a town hall n

Birmingham to keep the festivals profitable.

The great success of the Birmingham Festival had, however,
caused the directors of the Three Choirs Festival to make
strenuous efforts to secure musical supremacy and Moore was
forced to the conclusion ‘that if he could not raise a finer and
better room (than St Philip’s Church) for the morning

performance, the Festivals would soon become unprofitable’.' '

Chapter 7 explores more fully the civic competition between the towns in this study.

U1 Bennett, Birmingham Town Hall Centenary, 1834-1934, 9.
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3.3.2 The Birmingham Town Hall

With pressure from Moore, the Festival Committee and the rate-paying public, the idea for

a town hall took hold with the Street Commissioners (the body of unelected men that served

113

as Birmingham’s only form of local government at the time). ~ An Improvement Act was

passed in 1828 with the clause ‘That the said Town Hall ... for the space of six weeks before
the day appointed for any Musical Festival ... be under the control of the Governors of the
General of the General Hospital’, supposedly for the staging of oratorio festivals.'"*

With a concrete vision for a town hall, The Times launched a design competition that
resulted in 67 entries. Joseph Hansom, probably better remembered today in connection
with the famous cab of that name, and Edward Welch were the selected architects. Unlike
other town halls of this era, chambers for an emerging city council were absent, and the
building was to be solely a venue for public gatherings, performances of music and political
speech making. Regarded by many as the first substantial example of nineteenth-century
Roman Revival architecture in England (see Fig. 3.21), the building was described by the
architects as ‘a simple Corinthian temple closely modelled on the Temple of Castor and
Pollux in the Roman Forum’.'" Disastrously, Hansom went bankrupt and the building was

still being completed a number of years after the first festival. This newspaper description

from 1834 provides a clear idea of the grand exterior of the imposing building:

The building itself, the new Town Hall — the pride of
Birmingham, and an ornament to England — is well worthy of
the admiration bestowed upon it. Standing on the brow of one of
the steep ascents from the great high thoroughfare of the town,
and elevated again, considerably above the street level, by a
rustic basement of massive and rock-like masonry this noble
edifice rises like the Parthenon on the summit of the Athenian
Acropolis; and being an oblong, peripteral building, with a fine
Corinthian colonnade, running all round its exterior, with a
chastely-proportioned pediment, and fine entablature and frieze,

113 Street Commissioners or Improvement Commissioners as they were called in other towns looked after
street paving, drainage. lighting, cleansing, dealing with public nuisances, and providing watchmen. They
were funded by ratepayers in 1828.

114 Bennett, Birmingham Town Hall Centenary, 1834-1934,9.

15 Andy Foster and George Demidowicz, Birmingham (Pevsner Architectural Guides; New Haven: Yale
University Press, 2005), 55-7.
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[ The exterior of the Building is of Anglesea White Marble
Extreme length 266 feet Length of the Hall 140 feet
~——breadth 104 — - Breadth— ———- 65— -
———height 83 — —— Height - ————-65- —

The Building is intended to celebrate Musical Festivals — the Hall for the purposes of

Town’s Meetings will contain upwards of 8,000 persons

Upon its opening in 1834, visitors to Birmingham Town Hall were awestruck not only by
the building’s impressive Roman revival architecture which dominated the city centre, but

also by the grandness of the interior and its specially commissioned organ:

If the exterior of the edifice was imposing, its interior was even
more so; ... The noble proportion of the vast unbroken space
with its ample roof and ceiling supported by beams reaching
entirely across the whole building, without the aid of buttress,
arch or pillar, filled the beholder with surprise; while the
gigantic organ towering with its clusters of gilded pillars like
the hollow masts of some large ship of war, from the orchestra
to the roof, begot impressions of force and power not easily to
be surpassed;'"®

Focusing on the power of the organ and other instruments, The Times stated that

this enormous organ is furnished with a stop, called a posaum
[posaune], or trombone, which you meet with the organ at
Haarlem, and of such calibre and force, it seemed to tear up the
orchestra. The metal pipes are 40 feet high and 20 inches in
diameter; but on the left side of the organ stood the ophicleide,
an instrument just tmported from abroad; it stood up made of
shining brass, and looked very much like the chimney of a
steam-vessel.'”

18 ‘Birmingham New Town Hall during the Musical Festival’.
119 <Birmingham Musical Festival’, The Times, 8 October 1834.
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Supposedly, other competent judges described the power of the organ as ‘equal to a band of
two hundred additional performers’.'*® Such hyperbole was common in journalists’
treatment of festivals, and a feature that seemed to catch the readers’ imaginations. Not only
was the ‘stupendous’ organ aurally impressive, it was also immediately and visually
impressive to those first audiences because of the size of the pipes that were incorporated
into decorative case fronts, something not seen in England before this time (see Fig. 3.22).
A precedent was set for other towns such as Liverpool and Leeds, which would later build

enormous organs with decorative case fronts.

120 <Birmingham Musical Festival’, The Derby Mercury, 18 June 1834.
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3.3.3 The Birmingham Triennial Festival in 1834

Some doubts existed as to whether the 1834 festival would be held in the unfinished Town

Hall. By June, however, newspapers all over the country were announcing that

the Birmingham Musical Festival will take place under the
especial patronage of their Majesties, in the second week of
October next. We are informed, on authority, that the spacious
Hall, in which the performances are to be held, is rapidly
finishing; and that the arrangements for the meeting, are making
on a scale of magnificence far surpassing all former precedent.
The Hall will undoubtedly be one of the finest and best adapted
rooms in Europe for the production of grand musical effects.'*'

This was to be a grand occasion of ‘the most perfect displays of musical excellence that the
kingdom affords’, conducted by Mr Knyvett with assistant conductor Mr Muden.'** An
impressive orchestra of 400 players assembled from around the country and it included the
spectacular contra-bass ophicleide, which was previously unknown in England.'* Henry
Harris depicts the interior of the hall at the opening festival in a drawing (see Fig. 3.24).
There were over 200 chorus singers drawn from the Birmingham Choral Society to perform
Handel’s Messiah and Israel in Egypt, Spohr’s Last Judgment and a specially
commissioned oratorio, David by Sigismund Neukomm. As was customary, Israel in Egypt
was performed on the last day, though one London reporter (amongst others) was bluntly
critical of the ‘selection’ system:

We expected, from a first glance at the [word] books, that we

were to have been gratified with hearing the entire oratorio, for

in such terms it was announced; and it was no small

mortification to find some of its noble choruses and almost all

its few songs and duets cut out, while others, unconnected with

the work were inserted. It was a Brummagem Israel in Egypt
and not the sterling and genuine work.'**

121 Originally reported in London’s Morning Chronicle and quoted in Jackson’s Oxford Journal, 31 May 1834;
Preston Chronicle, 31 May 1834; and Belfast News-Letter, 6 June 1834.

122 Quoted from Aris’s Birmingham Gazette in the Derby Mercury, 27 August 1834.

123 <A brass instrument apparently 12 or 14 feet in length and of corresponding diameter. In its compass it
descends considerably lower than any instrument hitherto known’. See ‘The Birmingham Musical Festival’,
The Morning Chronicle, 8 October 1834.

124 ‘Birmingham Festival’, The Times, 10 October 1834.. The term Brummagems’ is a historic term that dates
from the Middle Ages Brummagem ware or the colloquial ‘brummy’ was the term used for cheap shoddy
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Neukomm’s new oratorio David had by far the best attendance of any event, with a crowd
of around 4,000. Not all were impressed by the local zeal for the Birmingham Festival,

however, as the following report attests:

It is somewhat ludicrous to hear the terms in which the
inhabitants of this town express themselves when speaking of
their festival and everything that belongs to it. But such is their
usual custom. They believe that they accomplished the Reform
Bill — they believe their member Attwood, to combine all the
requisites of a statesman and an orator — and they believe in the
absolute and entire perfection of all and every arrangement,
plan, and execution of their musical entertainment. Any doubt
or hesitation on this point is the unpardonable sin. And like
parents who doat [dote] on the most puny of their offspring, this
oratorio is the especial favourite of the Birmingham people. It
was written ‘to order’ — to their order, and therefore must be,
not only a good, but the best oratorio that ever was heard. We
have been repeatedly told that it would supersede and eclipse
the Messiah and the vocabulary of the compliments and
commendations have been exhausted in its praise, even before it
was rehearsed.'?®

While this London reporter is rather sarcastic about Birmingham’s apparent sense of
superiority of their festival, his quotation catches the very essence of an ideology existing
all around England, not just in Birmingham, that underlay the earnestness of expansion and
civic competitiveness to produce something bigger and better. This was the case not only
for a broader vision of society, but for a specific vision of the various aspects of oratorio
festivals and their buildings, as the quotation pointedly illustrates. Today, the oratorio
David and its composer are all but forgotten, but this was not to be the case with the

festival’s next commission.

3.3.4 Mendelssohn at the Birmingham Festival and the premiere of Elijah
At the request of Joseph Moore, Mendelssohn first appeared at the Birmingham Festival in
1837. The composer was met with immediate acclaim after conducting a performance of his

oratorio St Paul, and performing as soloist in his second piano concerto that had been

126 ‘Birmingham Festival’, The Times, 10 October, 1834.
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commissioned by the festival committee. Mendelssohn was revered and placed on high with

the ranks of Handel, as expressed in this acclamation:

Mendelssohn was greeted with reiterated plaudits, which lasted
for several minutes. I repeat what has already been said in The
Chronicle, that St Paul, in all probability will become the most
generally and permanently popular oratorio that has been
produced since the days of HANDEL. 27

Mendelssohn wrote in a letter dated 4 October 1837, ‘I had such brilliant success ... The
applause and shouts at the least glimpse of me ... really made me laugh’.128 Mendelssohn
recorded his visit in a number of pen-and-ink drawings; one of the Birmingham Town Hall

is included as Fig. 3.25."”

127 ‘Birmingham Musical Festival’, The Morning Chronicle, 12 September 1837.

128 Bunce, 4 History of the Birmingham General Hospital and the Musical Festivals, 40.

129 For an explanation of the various cryptic details of the sketch see Felix Mendelssohn Bartholdy and Felix
Moscheles, Letters of Felix Mendelssohn to Ignaz and Charlotte Moscheles (London: Treubner, 1888), 210.
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Mendelssohn’s absence from the 1843 festival resulted in a drop in income with fewer
tickets sold, so the Festival Committee commissioned a new oratorio from him for the 1846
festival. The result was Elijah — ‘a grand cause for excitement’. The performance was an
outstanding success with eight numbers performed as encores, and it remains today one of
the major events for which the Birmingham Triennial Festivals are remembered. The Times
(and dozens of abridged versions of this article reproduced around the country) recorded

every detail:

We said the streets were crowded yesterday; today they were
dammed up; there was no road for foot passengers; the whole
length of New-street from Hen and Chickens to the Music-hall
was lined on each side, with a dense mass of human beings,
eager to behold the visitors as they made their way to the
building. The tops of the houses and every window, from garret
to ground floor, were covered and crowded with spectators ...
The first view of the hall, as we entered the great gallery to find
what standing place we could — for the London press was not
accommodated with secure places — was altogether dazzling.
Every nook and corner was alive, not a vacant spot was to be
seen. The orchestra was quite filled with executants, and the
immense organ with its thirty-two-feet pipes, looking like
gigantic rolls of oil-cloth, rose up from behind until its head
touched the roof, like some vast animal of mysterious form.
When Mendelssohn, the master spirit that was to direct this
multitude, stepped into the conductor’s rostrum, and gave one
rapid glance at the brilliant company who had come to listen to
his favourite work — for Elijah is the child of his adoption, the
composition he prefers to all he has written — the forms of
etiquette were unanimously laid aside, and one loud and
universal cheer acknowledged the presence of the greatest
composer of the age.

The last note of Elijah was drowned in a long continued and
unanimous volley of plaudits, vociferous and deafening. It was
as though enthusiasm, long checked, had suddenly burst its
bonds, and filled the air with shouts of exultation. Mendelssohn,
evidently overpowered, bowed his acknowledgements and
quickly descended from his position in the conductor’s rostrum;
but he was compelled to appear again amidst renewed cheers
and huzzas. Never was there a more thorough and speedy
triumph ..."%°

1% <The Birmingham Festival’, The Times, 27 August 1846.
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While deafening cheers greeted the adored Mendelssohn, the whole event created a vital
visual and musical spectacle in the majestic Birmingham Town Hall. The oratorio’s
enduring success is indicated by the 1896 Novello publication of a Victorian textbook
giving an extremely detailed account of Elijah, including a description of its premiere and
reception history."*!

Mendelssohn’s scoring of Elijah for large orchestra, in itself, could be seen as a
musical monument. With its huge gamut of instruments, including two ophicleides as the
cornerstone of the brass section, the score vividly illustrated the intensely dramatic biblical
story of the prophet Elijah. Episodes included the resurrection of a dead youth, the bringing
of rain to parched Israel, the contest of the gods, and the bodily assumption of Elijah on a
fiery chariot into heaven, all making an immediate impact on the sentiments of Victorian
audiences. Mendelssohn’s first autograph score used at this performance is now held in the
Birmingham Archives."””> Musical Example 3.1 illustrates the grand scoring that brought to
life the words of Chorus No. 38, ‘Elijah the prophet break forth like a fire’, in a powerful
climax of the work."*® This type of scoring is very similar to Costa’s arrangements of

Handel’s oratorios, which will be discussed in Chapter 6.

B g G. Edwards, The History of Mendelssohn’s Oratorio ‘Elijah’ ([S.1.]: Novello, 1896).

132 Eor more details about this manuscript see Elliott, The Music Makers: a Brief History of the Birmingham
Triennial Music Festivals 1784-1912, 9-10.

133 Felix Mendelssohn Bartholdy, Elia: ein Oratorium nach Worten des alten Testaments: Op. 70 (Bomn: N.

Simrock, 1847), 332.
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Elijah was so successful that it was performed at the opening of every subsequent triennial
festival and was often referred to as the ‘immortal’ Elijah. More recently in 2008,
“authentic’ performances of Elijah drawn from the original score have been recreated in the
newly refurbished Birmingham Town Hall."*® It was impossible to recreate the 60 male
altos and orchestra of 125 as at the premiere of 1846. The town-hall organ is now tuned to
concert pitch and for the performance it was replaced by one at Mendelssohn’s original
pitch. However, the effect today, of the world’s only contra-bass ophicleide and use of
strings, woodwind, and other brass instruments of the nineteenth century still captured the
heroic grandeur of this celebrated Victorian oratorio. The marriage of the hall, the revered
history of the oratorio Elijah, the score and the ‘genius’ composer, and the event of
Mendelssohn’s bicentenary still create a grand monument today. Such recreation allows
modern-day observers to see the relevance of such first performance in the development of

a musical canon.'>®

3.3.5 Michael Costa’s Eli premiered at the 1855 Birmingham Festival

As mentioned previously, Sir Michael Costa first appeared at the Birmingham Festival at
the age of 19 as a solo singer. He was to become the Birmingham festival’s long-term

137 e -
He was commissioned to compose two oratorios

conductor, presiding from 1849-1882.
over this time, Eli in 1855 and Naaman in 1864. Both were initially popular, especially his
traditional Victorian inclusions of a ‘March’, which were released in tonic sol-fa edition for

choral societies.'*® A favourite airs edition for pianoforte was also published.””” A musical

example of Costa’s grand style of arranging and composing for large orchestra as seen in

135 Jeffrey Skidmore conducted the Orchestra of the Age of Enlightenment with large choir, using Derek
Acock’s recreated edition of Elijah (based on the original of the 1846 premiere and never heard until today) on
18 October 2008.

136 For further discussion on the musical canon see Nicholas Cook, Music: A Very Short Introduction (Oxford:
Oxford University Press, 2000), 29, 38, 98; and Lydia Goehr, The Imaginary Museum of Musical Works: an
Essay in the Philosophy of Music (rev. edn.; New York: Oxford University Press, 2007), 245-53.

137 He also conducted the Crystal Palace Great Handel Triennial Festivals as well as the Leeds Festival and
others.

13 1t was common for contemporary Victorian composers to add a “March’ to the oratorio genre.

139 Sir Michael Costa, Philistines, Hark! Solo and Chorus (Popular Choruses in Tonic Sol-fa 4; London: J.
Williams, 1896); Michael Costa, Eli: Favourite Airs for Piano (London: Joseph Williams, 1884).
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Eli is included and discussed in Chapter 6 (Musical Example 6.1).'* The programme cover
1s shown as Fig. 3.26. Numerous periodicals and newspapers described Costa as a ‘genius
composer’ after the premiere of Eli and refrained from making any criticism of the work as
it was received with such awe, but this quotation must surely have proved to be the most

insightful and accurate:

The reception given to it [Eli] by the audience is unparalleled
even in the biographies of our most eminent composers. At the
conclusion of the oratorio, the cheering was vociferous; and the
waving of hats and handkerchiefs — in which the band and
chorus enthusiastically joined — must have been peculiarly
gratifying to the composer. The Times’ correspondent, after
speaking of the great difficulty of criticizing the work when
such praise had been bestowed on it by the public remarks,
“Truth does not depend upon the mere caprice of an hour, and
we shall state our impressions without hesitation. E/i is a work
of great cleverness, displaying a large degree of musical
knowledge and experience, a thorough acquaintance with the
resources of orchestral instruments, a command of voices, and
of the art of writing for them in parts, which some
acknowledged composers might envy — a certain flow of
elegant, if not very original, melody, and considerable fancy in
the arrangement of detail. It is not a great work; it 1s not a work
of genius, nor one that has the chance of enduring after the
popular influence exercised by its composer shall have departed
with himself”.'*!

How true this music critic’s rhetoric proved to be — Eli, like the hundreds of other festival-
commissioned works not mentioned in this dissertation, quietly disappeared into oblivion

with the death of the composer, and remains unheard of today.

140 1t should be noted that Costa did conduct some historically informed performances of Bach’s religious
music in his later years, according to Peter Holman (RMA/SMI Conference Dublin, 2009). However, one
Victorian journal states that a performance of the St Matthew Passion by Costa with some original instruments
(including viol de gambas) was because there was not enough time for the conductor to write the usual
‘additional accompaniments’. See ‘Bach’s “Grosse Passion Music™’, Athenaeum, 2375 (3 May 1873), 574-75.
It has also been noted recently that this performance of the St Matthew Passion was the first complete
rendition since Bach’s death. See Katharine Pardee, ‘The Earliest Complete Performance of the St. Matthew
Passion?’ Riemenschneider Bach Journal, 40 /1 (2009), 80-1.

141 ‘Birmingham Musical Festival’, The Leeds Mercury, 1 September 1855,
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The oratorio upon which Mr Gounod has been at work for
nearly ten years will, we have not the least doubt, add greatly to
his fame. It is entitled The Redemption and is a special
commission for the forthcoming Birmingham Festival.
Birmingham has done noble work on behalf of good music, and
the liberality displayed in the present instance is truly
magnificent. Four thousand pound for the copyright of an
oratorio is not bad for a nation of shopkeepers.'**

Of this big festival, the profits for charity, the fees of the soloist, and the copyright fees are

all described as ‘magnificent’, here with a jibe referring to international competitiveness.'*

The Redemption was a sold-out performance in the renovated town hall, now

equipped with electric lights. As The Times reported:

A more imposing spectacle of its kind has seldom been seen
than that presented this morning by the magnificent concert
room of the Town-hall crowded by a dense throng of eager
listeners who filled not only every available seat, but every inch
of standing room in passages and corridors. Gounod’s new
oratorio The Redemption, whatever its permanent artistic value
may turn out to be has, at its very birth, received all the marks
of attention and enthusiasm generally reserved for masterpieces
of the highest kind."**

Reporters from other provincial towns such as Bristol, which were next to host a

performance of the work, keenly observed of the Birmingham premiere that

[t]he application for seats was unprecedented, and hundreds of
persons were unable to gain admission. The work, which
severely taxes the power of the orchestra, was admirably
rendered; and the eminent composer was enthusiastically
cheered.'*

Others spoke of the quality of the work:

142 «Gounod’s Oratorio’, The Era, 22 July 1882.

143 The phrase ‘nation of shopkeepers’ was used by Napoleon as a disparaging comment, and referred to the
unpreparedness of the British for war. It was used previous to this by Adam Smith, An Inquiry into the Nature
and Causes of the Wealth of Nations (2; Dublin: Printed for Messrs. Whitestone and 19 others, 1776), Book
IV, section vii. c.

144 “The Birmingham Musical Festival ‘, The Times, 31 August 1882.

5 The Bristol Mercury and Daily Post, 2 September 1882. Redemption was due to be performed at the Bristol

Festival in the coming month.
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Gounod’s oratorio was really a trilogy of The Creation, The Promise and The Redemption,
fully explained in a detailed, sophisticated programme commentary, as was the case when it
was performed in Bristol and elsewhere (see Fig 3.39 below). Perhaps such detail was
provided because many musical experts regarded Redemption as a complete departure from

the traditional sense of oratorio. A correspondent from Leeds pointed out that

[tlhe Redemption might have been better called a symphony,
with vocal accompaniment ... As to whether the orchestration in
[sic] its greatest strength also constitutes its greatest weakness is
a question for the musical critics to decide. The work is in its
deliberate formulation a distinct departure from the time-
honoured form of oratorio writing, while there is no denying the
fact that the scoring is never trivial and often superb in its grip
of conscious power. The choral-writing often approaches the
archaic, and to any but an organisation of the most perfect kind,
the work, though not impossible, would be, in a word, a failure.
It requires a large chorus and a colossal orchestra for anything
approaching a satisfactory rendering.'*®

Even an Aberdeen periodical took a keen interest, adding: ‘The die is now cast and it
remains for the musical public to record their votes as to whether this is to be the style of
the “oratorio of the future’”."* According to Dr Francis Hueffer, music critic for The Times,
Gounod’s oratorio ‘marked a new departure in the history of sacred music in England’."*°
The Birmingham festivals moved into a new period with Sir Henry Wood and Hans Richter

becoming the conductors, and the music of Elgar and other English composers taking a

central position in the commissioned works.

3.3.7 Elgar’s Dream of Gerontius at the Birmingham Festival of 1900

While not a success at its first performance, the Dream of Gerontius is a high note on which

to conclude this survey of Birmingham’s nineteenth-century oratorio festivals. This work is

148 ‘Birmingham Musical Festival’, The Leeds Mercury, 31 August 1882.
19 ‘The Birmingham Musical Festival: M. Gounod’s “Redemption”™, Aberdeen Weekly Journal, 31 August

1882.
150 ‘Birmingham Musical Festival: Meeting of the Festival Committee °.



136

central to the oratorio canon today, although it was generally referred to as a cantata in its
earlier performances. Fig. 3.28 shows a copy of an autographed programme by those
involved in the premiere in 1900. Signatories that can be deciphered include the composer
Edward Elgar on the bottom of the second page (contemporary composer C. Hubert H.
Parry was present in Birmingham for a performance of his De Profundis in the evening
concert, and has signed his name slightly above Elgar’s indicating that he must have present
at Elgar’s morning premiere). Female soloists Mme Albani, Esther Palliser, Evangeline
Florence, Marie Brema, Ada Crossley, and the very florid ‘Clara Kennerley Rumford née
Clara Butt’ were all signatories to the programme. Male vocalists Edward Lloyd (in his last
festival appearance), Ben Davies, William Green, David Bispham, Harry Plunket Greene,
Andrew Black, and chief conductor, Hans Richter have also autographed the programme.
Only two signatures remain elusive — the very tiny signature inserted inside the ‘C’ of Clara
Butt’s name and on the other page, the signature starting with the initial ‘S.” (perhaps Mr

Stockley the chorus master?) under Mme Albani’s autograph.
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Henry Wood said of the music that ‘the choral idiom was so new, so strange, and so
excessively difficult for a chorus brought up to the Elijah style of writing, that at least six
months of choral preparation would not have been too much’.'** Critics generally praised
the work but were appalled at the performance of the 500-strong ensemble, as The Pall Mall

Gazette reported:

This morning Mr Edward Elgar’s new work The Dream of
Gerontius, composed of course to Cardinal Newman’s words,
and therefore most appropriate to Birmingham, where Newman
lived so many years, and where he did so many good deeds, was
produced for the first time. I am about to speak words which
seem exuberant and enthusiastic; but I have thought over them
carefully before setting them down for the public eye, and I will
venture to say that, since the death of Wagner, ... no finer
composition has been given to the world. I am proud that Mr
Elgar is an Englishman, for he has justified Purcell’s early
career; 1n a word, he has produced a genuine masterpiece.

The performance of the work, I regret to say, did not, by any
means do justice to its beauties. The chorus, to be perfectly
straightforward, ought to be ashamed of itself. In the most
critical moments of the first part it was difficult to sit quietly
and histen to the delicate harmonies, mauled and mangled by
voices of singers who scarce knew what tune was. Over and
over again this almost criminal offence was repeated. '

Numerous reasons were put forward for the poor performance and reception, including: the
sudden death of the chorus master, Dr Swinnerton Heap; the replacement, Mr Stockley,
who was unsympathetic to Elgar’s style of writing or Roman Catholic sentiment;'** lack of
rehearsal time, with the score available to the conductor Hans Richter only ten days
beforehand; the opinion of many that Edward Lloyd, who sang the role of Gerontius, did

'3 the Roman Catholic theology of the libretto which

not suit the role despite his fine voice;
may have upset some listeners and performers; and the difficulty of the music, as Henry

Wood observed (see above). One newspaper stated that ‘a lack of young voices’ was a

132 Sir Henry Joseph Wood, My Life of Music ([S.L.]: Gollancz, 1949), 249.

133 “The Birmingham Musical Festival ¢, The Pall Mall Gazette, 4 October 1900.

'3 Elliott, The Music Makers: a Brief History of the Birmingham Triennial Music Festivals 1784-1912, 21.
155 Smith, The Story of Music in Birmingham, 45.
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factor in the poor performance.'’® Conductor August Manns reportedly cancelled the
scheduled performances at the Crystal Palace after the Birmingham premiere. "’

While Elgar was given several more commissions for the festival, including The
Apostles (1903), The Kingdom (1904), and The Music Makers (1912), times were changing,
and on the eve of the Great War, the festivals were discontinued. The Birmingham Triennial
Festivals were a remarkable institution in that they survived for so many years and their
phenomenal financial success allowed the commissioning of dozens of new works. Several
of the oratorios survive and are still performed today. Yet fiscal viability was not to be the

case with the Bristol Festivals.

1% ‘Musical and Dramatic Notes: the Birmingham Festival *, The Leeds Mercury, 12 October 1900.
' “Birmingham Musical Festival’, The Graphic, 6 October 1900. ‘Its intricacies [Dream of Gerontius] ...
induced Mr Manns to strike it out of the programme of the coming Crystal Palace concerts’.
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3.4 Bristol Festivals
Like many of the towns investigated in this study, Bristol had an early history of English

oratorio performance. It is reported that Bristol had performances of Messiah while Handel
was still alive, in 1756, 1757, and 1758."*® A notorious early performance of Messiah took
place at the Theatre Royal in Bristol where actors traditionally doubled as singers for the
oratorio. The féted castrato Tenducci failed to appear and the replacement, Rauzzini,
managed only one solo in the whole work.'> The resultant musical shambles is humorously

related in the Bonner and Middleton Bristol Journal:

Songs — duets — choruses were omitted — the audience disgusted
— and the band thrown into confusion. — The first violin led off
one air, while the violin-cello had began the accompaniment of
another.

The chorus singers were continually at a loss whether to stand

up or keep their seats; and Mr Rauzzini had almost trampled

Miss Storer to death, in endeavouring to sing from Mr Corfe’s

paper, instead of his own, which neither himself nor the

conductor of the band knew anything of.'®
Oratorio, festivals, and selections of sacred music continued to be performed regularly in
various churches, Assembly Rooms and the Theatre Royal in early nineteenth-century
Bristol. In April 1811, ‘Three Grand Performances of Sacred Music’ were given in St
Michael’s Church. While not advertised as a festival, these performances, covering a wide
selection of composers, were given over three consecutive evenings, with the second night
being devoted to Handel’s Messiah as well as a composition by a Dr Harlington.

In 1814 at St Paul’s Church, the ‘Bristol Grand Musical Festival’ was presented with

three morning and three evening performances between 14 and 17 June. Some concerts

were held in the Theatre Royal. The performance on 16 June consisted of Handel’s Messiah

158 Cecilia, ‘Handel’s “Messiah”: When First Performed in Bristol?” To the Editor of the Bristol Times and
Mirror, 3 November 1890; Felix Farley's Bristol Journal, 3 February 1757. The New Grove article on
‘Bristol’ states that the 1758 performance is important because it was the first performance of Messiah in
England in a church after the Foundling Hospital chapel performances.

159 Kathleen Barker, The Theatre Royal, Bristol, 1766-1966: Two Centuries of Stage History (London: Society
for Theatre Research, 1974), 54.

10 Bonner and Middleton Bristol Journal, 30 March 1782.
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in St Paul’s Church. The remaining performances were in two acts and combined selections
from Haydn’s Creation (14 June), Beethoven’s The Mount of Olives (a Bristol premiere on
17 June) and a ‘grand selection’ from the music of Handel, Haydn, and Mozart, all for the
benefit of the infirmary. A programme cover for the performance of The Creation is
reproduced as Fig. 3.29. The prospectus and programmes provide detailed information
regarding the vocal and instrumental soloists and include a list of the orchestral ensemble,
led by Mr Loder and conducted by Sir George Smart. These documents also provide full
listings of those involved in the organisation of the festival, including the President, Patrons,

and Director.'®!

Vocalists included Madame Catalani, Miss Nash, Master G. Stansbury and
Mrs Salmon, Mr Braham, Mr Magrath, Mr Garbett, Mr Hodges, Mr Lacy and Signor Naldi.
To date, no record has been found of the numbers present or the size of the performing
forces. In 1999, a text was published detailing the amounts of money derived from
subscriptions to the Bristol infirmary, but no reference is made to any donations from

. . 2
oratorio festivals.'®

Such festivals in other towns traditionally raised considerable sums for
local charities, but Bristol was a different case.

The programme cover (Fig. 3.29) and inside of the Book of Words (Fig. 3.30) is for
the 1814 Grand Bristol Festival and is held in the Andrew Ashe Collection in the Bodleian
Library, Oxford. Andrew Ashe took part in this festival as a flautist, and so the annotations
are probably his.'® It is likely Ashe did a ‘scissors and paste’ job on this Book of Words in
order to provide the printer's text of the programme for another concert. The ‘new’
programme featured Part 1 of Haydn’s Creation, with at least one Handelian interpolation,

clear from the first remark, evidently to the printer: ‘Take all from this so far as marked and

according to your bill of fare’. It was probably a concert Ashe himself organised, with Mrs

' British Library, Grand Musical Festival, Bristol (1814) Case 61.g.4.

162 Martin Gorsky, Patterns of Philanthropy: Charity and Society in Nineteenth-Century Bristol (Royal
Historical Society Studies in History; Woodbridge: Boydell Press, 1999).

163 Bodleian Library, Andrew Ashe Collection, Vol. 5, Ref. 17405.d4.10.
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Ashe one of the designated singers.'®* The red marks on the programme appear to be from
sealing wax, used to adhere any alternate wording, arias or recitatives. One attachment has
fallen off, exposing the red wax. One inspirational oratorio performance in the ‘wedding
cake’ church — referring to St Paul’s — led to another, such was the popularity of oratorio

performances. 165

164 The actual later programme may well be somewhere in the seven volumes of the Ashe collection; quite
possibly it was for one of Mrs Ashe’s annual charity concerts at Bath, which turned some oratorios into
incredible hodge-podges, replacing many arias with ones by different composers.

165 gt Paul’s has been referred to by locals as the ‘wedding cake’ church with its unusual tiered tower and

Georgian architecture.
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By 1858, the singing in the Bristol Cathedral was regarded as being of a better standard than

elsewhere, with Samuel Sebastian Wesley writing in a letter requesting repairs to the organ:
“The music too at Bristol, was much better performed than I am accustomed to hear in
Cathedrals, and this would favour any effort in support of choral matters, no doubt’.'%’
While there must have been some fine voices in Bristol, it was not until 1873 that the
conductor Sir Charles Hallé established a four-day triennial festival when he travelled from
Manchester with his orchestra to conduct it. However, before the Bristol festivals are
investigated, it is necessary to provide some background to the Colston Hall in which they

were staged, in order to show how both the grand new building and the huge triennial

festivals combined to create a musical monumentalism.

3.4.1 The Colston Hall
The site on which the hall stands was originally built as a priory of the Carmelites in 1267.

At the dissolution of the priory, the site was acquired by Sir John Young who built a ‘Great
House’ in which he entertained many royalty of the day. It eventually fell into disrepair, and
was then used as a sugar refinery before being purchased in 1707 by the Bristol
philanthropist Edward Colston (1636-1721). He adapted the house to found a boys’ school
‘to educate in the principles of the Church of England, and to maintain and clothe a 100
poor boys, and to place them out to apprentice’.'®® As the size of the Great House proved
inadequate, it was removed in 1861, and the property was purchased for the possible
erection of a public hall. With the formation of the Colston Hall Company, the hall opened
on 20 September 1867. Colston has been immortalised not only in the construction of this
hall, but in a number of other buildings and monuments around Bristol, and a celebration of

Colston’s Day occurs every 13 November.'®

157 This letter is transcribed in full by Joseph Graham Hooper, ‘A Survey of Music in Bristol’, 1963), 273.

18 The Colston Hall, Bristol (Bristol: Harvey Barton & Son, 1903), 13.

169 Today Colston is perceived as a controversial figure because of his support of the slave trade. The Bristol
trip-hop band, Massive Attack refused to play in Colston Hall and Colston’s statue has been repeatedly
vandalised with red paint trickled at his feet.
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No civic competitions were held for the architectural design of this impressive hall erected
in 1867, as had been the case with all the other halls examined in this dissertation. The
architectural firm Foster and Wood was commissioned to design the building somewhat
after St George’s Hall in Liverpool (which, as it will be recalled, was designed for the sole
purpose of housing oratorio festivals). Even the complex ventilation system seems to be a
copy. However, the hall in Bristol possessed some original features, with its distinctive
Bristol Byzantine style, and it was one of the first large buildings constructed from the hard
and very resistant catty brock bricks. These bricks were available locally and were a good
economic choice, being easily transportable with the extension of the railway to New
Passage.172

There was no grand opening ceremony of the building; the newspaper extract refers
to a missionary meeting as the first event. The hall was to prove ideal for massed oratorio
performances, with the first performance of Messiah with Mozart’s additional
accompaniments held on Boxing Day of 1867, the inaugural performance of the Bristol

Philharmonic Society and the first use of the ‘new and handsome’ organ. The advertisement

for the performance stated the society’s aspirations in one lengthy sentence:

The ample dimensions of the noble Hall, whilst admitting a
larger number of Band and Chorus than usual in provincial
cities, will, from 1ts extensive Auditorium, afford the committee
the much-wished-for opportunity of fixing the prices of
admission in so moderate a scale that the musical public may be
confidently appealed for their support in establishing this
society on a permanent and successful basis.'”

Despite the ambition of the Philharmonic Society, triennial oratorio festivals did not begin
until 1873, with the founding of the Bristol Musical Festival Society in that year. The
Festival Society organised the training of a “Voluntary Choir for the efficient performance

of Choral Music of the highest class’.'”* Hallé’s band travelled from Manchester for the

12 Gomme, Jenner, and Little, Bristol: An Architectural History, 372.
'3 The Bristol Mercury, Saturday 14 December 1867.
17 Bristol Triennial Festival Programme, 1896.
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performances, and he directed the triennial festivals until his death in 1895. The festival was
abandoned in 1899 because the building was destroyed when a fire broke out in the
adjoining clothing factory, gutting the inside of the hall and leaving only the walls and the
facade standing. In all, ten triennial festivals were held between 1873 and 1902, some of

which will be discussed briefly.

3.4.2 The first Triennial Festival in 1873
Twelve thousand people attended the first four-day festival in Colston Hall, which had been

extended with extra galleries in order to accommodate the gigantic audience (see Fig. 3.34).
Oratorio performances included a premiere of Macfarren’s St John the Baptist, as well as
the usual mainstays — Messiah, The Creation, Elijah, and Rossini’s Stabat Mater — all
scheduled in the mornings. The programme cover for this first festival is included as Fig.
3.35.

Hallé’s orchestra, which consisted of 84 professional players, gave symphony
concerts in the evenings.'”> The rationale of the promoters of the festival (given inside the
first programme cover) included, besides the desire to raise much-needed funds for Bristol’s

local charities, educational concerns and the competitive influence of other towns:

They claim the sympathy and support of the people of Bristol,
Clifton, and the neighbouring Counties, not only on the basis of
their efforts to extend sound musical knowledge, but also for the
sake of that charity which is a distinctive characteristic of our
social and national life. To institute periodical performances of
music of the highest class, and to raise a fund for the support of
our principal Charities, is the declared aim and purpose of the
Festival Committee; and they deem it incumbent on them to
point to the gratifying success which has attended the efforts of
those who have led the way in other Cities, as an
encouragement, nay even as a command, to the citizens of
Bristol to “go and do like wise.”!"®

175 The orchestra included an ophicleide, kettle and big drum, and a harp. Bristol Mercury, 4 October 1873.
176 pristol Triennial Festival Programme, 1873. The internal quotation is a biblical reference to Jesus showing
mercy to others (Luke 10: 37).
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In spite of guarantors promising huge sums, the overall profit for the first festival was a
disappointing £272 that was donated to charity.'”” Musically, the festival was a success and
a permanent festival choir was formed under Mr Stone, the chorus-master. The first Bristol
Triennial Music Festival was reported widely in the press, with a Glasgow correspondent
writing that ‘the Bristol festival has a band and chorus fit, like Wellington’s peninsular
army “to go anywhere and do anything™’.'®® The variety of musical works in the ensuing
festivals, especially in Hallé’s popular evening concerts, appears to substantiate this

statement to some degree.

3.4.3 The second Bristol Triennial Festival 1876

Because the first festival had a problem with inappropriate applause (even London
newspapers reported on it), the second festival programme printed the direction in bold type
‘It is requested that no expression of applause be attempted at the Oratorio Performances of
the Bristol Musical Festival’ in every word-book.'®' The notice must have been heeded

because one Cardiff newspaper reported:

Some surprise seemed to be created, especially on the part of
Mdlle Albani, at the seeming coldness and want of appreciation
of the audience; but it is explained it is not the custom of Bristol
people to be demonstrative in their agaplause in listening to
representations of sacred compositions.'®

The singers employed for this festival included Mdlle Titens, Madame Tribelli-Bettini,
Madame Edith Wynne, Mdlle Albani, Madame Patey, Mr Cummings, Mr Edward Lloyd,
and Herr Behrens; they were described as a ‘strong cast’ in the press.183 While the leading

tenor Sims Reeves was not present that year, Madame Albani, another esteemed soloist,

17 The Bristol Mercury, 6 December 1873.

180 «Bristol Musical Festival’, Glasgow Herald, Wednesday 22 October 1873,

81 Tt can only be speculated why at the first festival there was so much inappropriate applause: perhaps the
large country audience were not aware of the social conventions of no acclamation at the performance of
religious music, or perhaps the new secular environs encouraged acclamation at a performance, or perhaps the
audience was so enthused, they deemed it appropriate to respond to the magnificent soloists, or perhaps it was
an element of all of these suggestions.

182 “The Bristol Musical Festival’, Western Mail, 18 October 1876.

183 “The Bristol Triennial Musical Festival’, Daily News, 21 October 1876.
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3.4.4 The third Bristol Triennial Festival of 1879
By 1879, the choir increased in size to 350 and with the death of the founding chorus-

master Mr Stone, a new choral director, Mr D. W. Rootham, was appointed. The likelihood
of the postponement of the 1879 Bristol festival ‘owing to the prevalent depression’ was
reported around the country.'®® The committee increased the number of guarantors from 300
to 400, however, and pushed ahead with the festival.'®® Guarantors received first selection
of seats and as a result, a pull-out section giving the gallery plan now became a feature of
the programmes. No doubt, the economic climate prompted the organisers of the Bristol
festival to follow the example of the other provincial festivals; they presented well-known
works such as Samson, Elijah, and Messiah to attract a bigger audience. Even Hallé’s
evening concerts featured standard popular items such as Beethoven’s Choral Symphony.

The Examiner commented rather unkindly on this state of affairs:

For the sake of the charities they benefit, we may heartily wish
these Festivals all possible success; but for the sake of the Art
they profess to foster and encourage so much, we really
beginning to think — judging by 1879 — that it matters little
whether they continue to exist or not."®’

Interestingly, this festival proved to be one of the few with a decent profit, which resulted in
the division of £500 between the two local medical charities that were described with
considerable hype in every festival programme. Bigger profits, more guarantors, larger
choirs and bands, and more seats for sale were the rationale that drove the festival

movement forward.

185 Glasgow Herald, 7 February 1879.

186 <Bristol Musical Festival Society’, The Bristol Mercury and Daily Post, 7 February 1879. Guarantors rather
than subscribers were used to back the Bristol festivals, with members being ‘called on’ if a loss was made.

187 “Music’, The Examiner, 18 October 1879.






158
3.4.5 The fourth Bristol Triennial Festival of 1882

Another aim of most provincial festivals was to give a musical education to the public, the
benefits of which have been discussed previously. The festival programme tells of the

committee’s efforts in this regard:

The diffusion of sound musical education amongst the people
being also one of the objects of the Society, self-supporting
singing classes, under experienced and well-qualified teachers,
were established in every district of the city of Bristol, where a
sufficient number of pupils offered themselves. The fee charged
in order to place these classes in the reach of all was fixed at 3d.
per lesson. The Committee is able to report that in every respect
the experiment was highly encouraging. During the winter
seasons of 1880-1, 1881-2, the classes included 794 students of
whom 260 successfully passed examination and obtained
certificates for proficiency in singing at sight, in time and in
tune.'®®

Apart from extensive lists of all the choral works performed by the Society included in the
programme, detailed musical examples are reproduced and analysed in the word-books to
help educate the public. Many explanations were quite sophisticated such as the one from

Gounod’s Redemption shown in Fig. 3.39.

188 The Fourth Bristol Triennial Festival Programme, 1882.
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3.4.6 The fifth Bristol Triennial Festival of 1885

Before the fifth Bristol Triennial Festival, the press reported the upcoming celebration of

Handel’s bicentenary thus:

Associating the Bristol festival with the honour now being
readily given to the illustrious Handel in the bicentenary
celebration, the committee gladly welcoming the opportunity of
their triennial gathering, occurring in the bicentenary year of his
birth, [to] both open and close the festival with the great
master’s works.'”

The festival opened with Handel’s Belshazzar and closed with Messiah. Agamn, no
‘novelties’ were attempted this year as there were no funds available to commission a com-

poser. The ‘heat and turmoil of parliamentary elections’ was blamed for the poor

191

attendance. = With vastly diminished attendance figures in 1885, the five hundred

guarantors were ‘called up’ after the event to pay £1.11.6 each, to cover the deficit that

resulted. The Times made the following insightful suggestions:

To stimulate general interest in the festival and thus place it on a
popular basis, should be the first endeavour of those interested
in the musical future of Bristol. A change for the better is also
needed in the internal arrangements of the concert hall. It has
previously been pointed out that the tenors and basses are
placed in side galleries, and in singing address each other across
the platform, instead of the public. At Leeds, where the male
voices are, if anything too sonorous, this would not be a very
serious drawback; here, where the volume of sound is not
naturally very powerful, the balance is completely upset. By
way of remedy, the platform should be brought forward into the
auditorium, so as to make room for the entire chorus, at the
sacriﬁclcge2 even of one or two rows of too frequently empty
chairs.

Bristolians, not to be deterred, organized massed performances for the ensuing celebrations
in 1887 of Queen Victoria’s golden jubilee and the celebrations in 1888 for the completion

of the western towers of Bristol Cathedral. A band and choir of 700 performed Elijah and

19 «Bristol Musical Festival’, The Bristol Mercury and Daily Post, 20 June 1885.

191 «Bristol Musical Festival: First Day’s Performances’, The Bristol Mercury and Daily Post, 21 October
1885.

192 <Bristol Musical Festival’, The Times, 23 October 1885, 8.
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3.4.7 Bristol Triennial Festivals of 1888, 1890 and 1893

The sixth festival presented the two revered classics of Elijah and Messiah once again, but
also included works of English composers such as Mackenzie’s Rose of Sharon and
Sullivan’s Golden Legend. The local paper commented: ‘The inclusion of such works as
these, leaves no room for the complaint once made against the local festival that the English
music in it “amounted to no more than two or three insignificant songs, squeezed into a
corner like poor relations.””'*

In another change, local musicians were included in Hallé’s visiting orchestra, which
had now grown to 96 players, no doubt to quell frustrations of locals who saw the festival as
‘a house divided against itself’."** The festival ‘voluntary choir’, which had no paid singers
as in other towns, had expanded to 400 singers. The festival ran at a loss with attendance
even lower than the previous year. Once again, the guarantors were called upon to cover the
loss.

Rivalry and comparison with Birmingham’s festival is very apparent in press reports
of the time. The immense competition between towns will be discussed more fully in
Chapter 7. Not until its seventh year did Bristol move its festival forward a year so as not to
compete with Birmingham and the Three Choirs. The Bristol festival which was ‘last and
latest of the provincial festivals’ hoped to gain a financial advantage by not having to

compete in the same year for patrons. No better explanation can be made of this change

than that made in this evocative newspaper excerpt:

The theory of musical intervals receives a new application this
week ... The explanation is that the great Midland festival,
hitherto filling the dingy Birmingham Town hall during the
sunny days of August, is henceforth transferred to a more
bracing October week. The Midland auld body with proportions
suited to the growth of nearly a century and a quarter, could
hardly find room for her slim young Bristol sister — only a sweet
seventeen — to walk abreast in the 1dentical month out of 36, so
the junior smartly solved the difficulty, by arrangement to walk

193 “Bristol Musical Festival’, The Bristol Mercury and Daily Post, 27 August 1888.
19 While some supported Hallé, there were many who did not wish to import the Manchester orchestra for the
festivals. ‘The Bristol Festival’, The Bristol Mercury and Daily Post, 23 October 1888.
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a year in front. This harmonious arrangement of the calendar
was preferable to none ... '

Despite the fact that the 1890 Bristol festival had now been moved forward a year, that the
unsecured tickets were halved in price from 6/- to 3/-, that some concerts were moved to the
weekend, that one less concert was scheduled, and that a novelty by local Gloustershire man
Hubert Parry was included, attendance was down. Heavy rain and fog at some performances
did not help attendance either. However, a loss does not seem to have been incurred.'®
Although the 1893 Festival was considered ‘more successful musically’, in part
because it featured a Wagner concert, this festival suffered a disappointing overall loss of
£1,923. This was a result of poor attendance with an average of 600 vacant seats at every

197

performance. =’ Messiah, customarily featured on the closing day, had by far the best

attendances.

3.4.8 The ninth Bristol Triennial Festival of 1896
George Riseley, organist of Bristol Cathedral, who had participated in the festivals for many

years, became the festival conductor after Hallé’s sudden death. Riseley further expanded
the chorus to 500 and the orchestra to 100 players, with one instrument especially made and
imported from Vienna for the Wagner pieces.””® Elijah was well attended on the opening
night, but inclement weather the remainder of the week led to decreased attendance.'®”
While festival attendance and profits did not equal the record year of 1876, guarantors were

not apparently called upon to meet the shortfall.

195 ‘Bristol Musical Festival: First Day’, The Bristol Mercury and Daily Post, 23 October 1890.

19 A donation of £74. 6s. 1d. to the Bristol General Hospital is recorded. Ibid. 27 December.

197 “Musical Festival Society: Meeting of Guarantors’, The Bristol Mercury and Daily Post, 15 December
1893.

198 Various selections of Wagner were performed by the distinguished prima donna Friulein Malten (described
as a ‘Bayreuth apostle’ in the press) in the evening concerts. Extra horns, tubas and trombones were added.
One man was to play ‘a special instrument made in Vienna for this Festival’ to achieve the effect as scored by
Wagner. See ‘Music in Bristol’, The Bristol Mercury and Daily Post, 15 September 1896.

19 The weather gets an unprecedented amount of press at the Bristol Festivals and seems to have quite a
dramatic impact on attendance. Most transport from the surrounding countryside would have been by horse
and buggy to the Colston Hall at his time. Women’s weighty costumes often heavily lined with muslin and silk
and with thick starched petticoats in the 1890s, crinoline that was easily crushed, and highly trimmed hats
must have been a problem in wet weather too.



164

A contemporary explanation pre-empting recent studies in urban history, of why the

Bristol festival committee, but not those in other cities, struggled financially appeared in a

local newspaper:

A very modest guarantee fund is asked for in Bristol, for n
Leeds the guarantee amounts to no less than £27,000, but then
in the famous Yorkshire town with its splendid choir and Arthur
Sullivan as its conductor, there has never been a call. But the
Leeds festival is a Yorkshire festival, and the people pour in
thousands from all parts of that great county upon that great
triennial celebration. Birmingham is similarly fortunate in
having large centres of population just outside it but, with the
exception of Bath, which might be drawn more closely in than it
is at present, Bristol has nothing but an agricultural district to
look to. In the case of the Three Choirs Festival, which has a
somewhat similar territory, 200 stewards subscribe £5 each, and
so raise a guarantee fund in hard cash, or else these small
cathedral cities could never hold the gatherings they do. The
effect of our argument is that the terms and conditions of the
Bristol festival are no fault of the committee, but are prescribed
by the geographical situation.?®

Whatever the lay of the land, the Bristol triennial festivals were shortly to be no more. On

1 September 1898, a fire that started in an adjacent clothing factory gutted Colston Hall

bringing a spectacular end to a monumental building (see Fig. 3.41).*°! The planned tenth

Bristol Triennial Festival of 1899 was cancelled.

The conductor Riseley, when told of the destruction of the organ, was quoted in the

press as stating he felt as if he had ‘lost a life-long friend’ > The ‘Musical Notes’ in the

local paper also reported that the burning of the Colston Hall would ‘knock the last nail in

the coffin’ for the Triennial festivals.’”> How true this proved to be with only intermitten

festivals held after the hall was rebuilt. It can only be admired that the triennial festivals, of

200 vThe Musical Festival’, The Bristol Mercury and Daily Post, 18 January 1896.
201 peece Winstone, Bristol As It Was, 1845-1900 (Bristol: R. Winstone, 1983).

202 < A fier the Fire’, The Bristol Mercury and Daily Post, 3 September 1898.

203 «The Talk of Bristol’, The Bristol Mercury and Daily Post, 8 September 1898.
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3.5 Liverpool Festivals
On 30 April 1766, only seven years after the death of Handel, Liverpool saw its first festival

with a performance of Messiah in St Peter’s Church. Dr Hayes from Oxford conducted an
orchestra of London musicians for the occasion.?** It was not until 1805, however, that a
musical festival was undertaken on a grand scale ‘commensurate with the opulence and the
importance of the place’.zo5 Coupled with middle-class concern about social conditions,
further festivals were held in 1813, 1817, 1823 and 1827; some were very successful in
raising enormous sums for charity. Newspapers far and wide reported on these successful

quadrennial festivals. In 1827 it was reported in the North Wales Chronicle:

We hear that it is in contemplation to hold the Liverpool
Musical Festivals, in future, every three instead of every four
years, as heretofore. The gross receipts during the last Festival
exceed, we understand, £9,000. The expenses, it is expected,
will be above £4,000. The sum, therefore, which the committee
will have to distribute among the Public Charities, will, it is
probable, amount to £5,000.>%

The profits donated to charity regularly appear to have been between £3,000 and £5,000. Sir
George Smart, who was the conductor between 1823 and 1836, was responsible for
popularising the ‘grand manner of performing Handel’ at <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>