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WELCOME
Dear Delegates,
Welcome — to the beautiful city of Canterbury; to Canterbury Christ Church University; and to the twelfth
Music in Nineteenth-Century Britain Conference. We hope your time here proves to be stimulating, enjoyable, and refreshing.
History, it has to be said, is one thing Canterbury does very well. The wise visitor will dive into the side
streets oﬀ the beaten tourist path, or wander around the remnants of the city walls, to ﬁnd a palimpsest of
the centuries which have made the city what it is today. Inevitably, the old and the recent rub shoulders:
even in the midst of the post-WWII new build, a twelfth-century clock tower reminds us that St George’s
Church once stood there, long before the shopping centre and the bus station colonised the area. Dominating
it all, of course, is the mighty bulk of the Cathedral. Presently encased in four years’ worth of scaﬀolding
cloaking the west end, it serves as a reminder that heritage needs to be cared for with great energy and commitment, and the 40 papers you could hear in this conference are – to our immense credit, I think – doing exactly that. Scholars from all over the world will share their work, in the unending quest for the wisdom of
the ages. We’re delighted you have chosen to join us for these few days of that journey.

CONFERENCE COMMITTEE
Professor Rachel Cowgill
Rachel Johnson
Dr George Kennaway
Dr Christopher Price (Chair)
Dr Paul Rodmell

ACKNOWLEDGEMENTS
Grateful thanks and enormous appreciation to Christina Papaspyrou, Leila Clark and the Events Team and
Conference Administrators at Canterbury Christ Church University

SPONSORSHIP
The Conference Commi.ee would like to express their grateful thanks to sponsors of MNCB 2019:
Boydell and Brewer have very kindly sponsored the wine reception on the evening of Wednesday 3 July,
and will have a stand for delegates’ perusal in Daphne Oram throughout the Conference.
Routledge have set up a 20% discount – code S083 – for Conference delegates. This discount can be claimed
across the entire Routledge portfolio and is valid until the end of 2019. Please note that this discount cannot
be used in conjunction with any other oﬀer or discount and only applies to print books purchased directly
from www.routledge.com.
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CONFERENCE PROGRAMME
Wednesday 3 July
9.00

Registration & Coffee [Daphne Oram]

9.45

Welcome & Orientation

10.00

Keynote 1 [St Gregory’s Centre]
David Wright: What sorts of students studied at the early Royal College of Music (1883–1914)?

11.00
11.30

13.00
14.30

Refreshments [Daphne Oram]
Session 1a: Regional Concerts [Pg06]

Session 1b: Socio-cultural contexts [Pf06]

Mie Othelie Berg: ‘A Moral Weapon’ – Social
ambitions & the civic organ in the Black Country

Helen Barlow: ‘Rugby or Revivalism’: the secular
turn in Welsh congregational singing

Michael Busk: Manchester’s First NineteenthCentury Musical Festival, 1828

Danielle Padley: The female voice in Anglo-Jewish
worship: Home, Holy Days and Holidays

Rachel Johnson: The Hargreaves Choral Society’s
Programme Notes

John Ling: Harmony and parsimony: middle class
attitudes towards music in elementary schools
after the 1870 Education Act

Lunch; own arrangement
Session 2a: Star performers [Pg06]

Session 2b: Aspects of Instrumentation [Pf06]

Therese Ellsworth: Louise Dulcken: A Pianist on
Tour through the British Provinces in the 1840s

Sarah Kirby: Unheard Melodies: Representations
of the Past and the Reception of ‘Ancient’
Instruments at Late 19th-Century British
International Exhibitions

Hanna Winiszewska: Princess Daisy von Pless’s
Musical Career: a Case Study
Paul Watt: Marie Lloyd and Biographical
Constructions of the 19th-Century Female
Superstar
16.00
16.30

17.30

James B. Kuykendall & Elyse Ridder: Pirating
Pinafore: Sousa’s 1879 orchestration
Paul Britten: Quadrille Bands and Musical Life in
19th-century Brighton

Refreshments [Daphne Oram]
Session 3a: Aesthetics [Pg06]

Session 3b: English Music Matters I [Pf06]

Deborah Heckert: “Dance to the Music of Time”:
Historical Dance and Iconic Mode in Music and the
Visual Arts, 1880–1920

Dr Bruno Bower: Musical Polymathy: the
Contributors to George Grove’s Dictionary of
Music and Musicians

Alexander Wilfing: The First Aesthetics of ‘Absolute’
Music? Adam Smith’s Essay on the ‘Imitative Arts’

Peter Horton: Frederick Ouseley, A.H. Mann,
King’s College Cambridge, and the revival of
composition for double choir in the 19th and early
20th centuries

Wine Reception [15, The Precincts, Canterbury Cathedral]
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Thursday 4 July
10.00

Session 4 [St Gregory’s Centre]
Historical musicology
Leanne Langley: Berlioz, 1851 and the New Philharmonic Society
Rachael Cowgill: Pantheon Redux: Situating Opera in the Regency Development of London's West End,
1811-12

11.00

Refreshments [St Gregory’s Centre patio]

11.30

Keynote 2 [St Gregory’s Centre]
Dr Paul Rodmell: In Defence of Cosmopolitanism

12.30
14.00

Lunch; own arrangement
Session 5a: English Music Matters II [Pg06]

Session 5b: Receptions [Pf06]

George Kennaway: The music archives of Burton
Constable: highlights of the collection

Judy Barger: Theresa Beney on the Bench:
Unnamed but not Unnoticed

Douglas MacMillan: The recorder in the long
nineteenth century

Barbara Haws: An American in London: Ureli
Corelli Hill’s Impressions of the London Music
Scene, 1835-37

Russell Burdekin: Howard Glover’s Ruy Blas:
harbinger of English Romantic Opera’s demise?
Chloe Valenti: Freaks and Jokes: The Problem of
English Serious Opera in Britain and Abroad

Rosalia Polo Cal: Enrique Fernández Arbós: Half
a Century of Music in the London Press
(1891-1939)
Bradley Hoover: British Delsartism: François
Delsarte’s Influence on Musical Culture in Britain.

16.00

Refreshments [Daphne Oram]

16.30

Session 6 [St Gregory’s Centre]
Panel: Music, society, and politics in Britain, 1800–1850
Oskar Cox Jensen: Buffalo Gals comes to Britain
David Kennerley: Voicing radicalism: Chartist choral aesthetics in William Jones’s Immortality
Eamonn O’Keeffe: Regimental repertoires: the manuscript music books of Napoleonic-era British
military musicians

18.00

Presentations end

19.30

Conference Dinner: An Evening with the Canterbury Catch Club
Café du Soleil, 5 Pound Lane, Canterbury CT2 8AA
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Friday 5 July
9.30

Session 7 [St Gregory’s Centre]
Lecture Recital
Inja Stanovic: Maiden Lane Treasures: G&T piano recordings and their legacy

10.30
11.00

Refreshments [Daphne Oram]
Session 8a: The English Glee [Pg06]

Session 8b: Analysis [Pf06]

Karl Traugott Goldbach: Louis Spohr and the
Glee – a German perspective

Benedict Taylor: Symphonic Poetry, 1914: Musical
Form, Programmatic Paratext, and the Problem of
Authorially Informed Analysis in Parry’s From
Julia Hamilton: Convivial, Yet Political: Two Glee
Death To Life
Settings of Cowper’s The Negro’s Complaint (1788)
Christopher Redwood: The Roothams of Bristol
Chris Price: What Henry Farrow didn’t tell the
and Cyril Rootham’s 1914 setting of For The
Dean: a Lay Clerk pleads poverty
Fallen
Tadhg Sauvey: Alexander Ellis, the Scales of
Various Nations, and the Chord of Nature
12.30

Lunch; own arrangement

14.00

Session 9: Music & Theology [St Gregory’s Centre]
Phyllis Weliver: ‘The Light of the World’: Music, Faith & Liberalism in Robert Elsmere and
The Commonwealth
Bennett Zon: Science Parry-phrasing Theology

15.00

Refreshments; business; final farewells [St Gregory’s Centre Patio]

16.00

All depart

5

CAMPUS MAP

St Gregory’s
Centre for Music via
North Holmes Road

MUSIC
ROOM

GATE 1

L
RAMSEY

L

POWELL

L

MAXWELL
DAVIES

GATE 2

Goods
inwards

THORNE
&
FYNDEN

GATE 3

L

ST AUGUSTINE’S
PEDESTRIAN
ENTRANCE

NEWTON

SOMERVILLE

NORTH HOLMES ROAD

L

INVICTA

L

L

LAUD

ERASMUS

L
POND

POND

GATE 4

ANSELM

SECURITY

CHAPEL
CHAPLAINCY
CENTRE

HEPWORTH
BOOKSHOP

L

FISHER

SPORTS
LAB

NORTH HOLM
ES ROAD
BECKET

ANSELM
STUDIOS

FLEMING

MOORE

CAD

NO ACCESS
TO CAMPUS
FROM TOSH

St Martin’s Priory,
Priory Cottages,
Glebe House & A257

L

Platform lift

Lift

EET
TR
YS
ER
ST
NA
O
M

E LL

WAL

K

SHUTTLE
BUS/DROP-OFF

57
A2

L

RT
PO
NG
LO
Sports Centre
& Polo Farm

ENTRANCE
CLOSED

VISITOR
RECEPTION

OLD
SESSIONS
HOUSE

CAR PARK
CLOSED

Refreshments

L

i-zone

Main entrance
(non-accessible)

Accessible entrance

TOSH walking route

DEVELOPMENT
SITE

OHN

FORENSIC
WORKSHOP

S IR J

L
VISITOR
RECEPTION

Augustine House, Students’ Union,
Rochester House & City Centre via A28

DAPHNE ORAM
BUILDING

L
JOHNSON

G REEN

N

COLERIDGE
HOUSE

POSTERN
GATE

Pedestrian
only

TON’S

EE
TTON’S GR
LADY WOO

OO T
LADY W

Students’ Union, Rochester House,
Augustine House &
City Centre via Lower Chantry Lane

6

7
GE

DO
LD
VE

R
WE
LO

VER

O
RR

RE

AD

TO DOVER A2
TO FOLKESTONE A260

NG

RTH

G AT

E

(Visitor Reception)

OLD SESSIONS
HOUSE

N

RT

E

GR
ST

OR

3

EG

RT

ROCHESTER HOUSE

PO

A28

Y’S

R
SP

IN

G

AD

ST

D

M A RTI N

’S HILL

ST MARTIN’S PRIORY

ST GREGORY’S CENTRE
FOR MUSIC

SPORTS CENTRE

TO POLO FARM SPORTS CLUB

TO SANDWICH
A257

GLEBE HOUSE,
PRIORY COTTAGES
& ST MARTIN’S PRIORY

4

(1 mile)

ROA

1

STURRY ROAD
PARK AND RIDE

RY
STUR

CANTERBURY
INTERNATIONAL
PATHWAY COLLEGE

RO

ST GREGORY’S CENTRE
FOR MUSIC

8

DEVELOPMENT
AREA

NG

SPORTS CENTRE

LO

A2

OAD
ARY R

DAPHNE
ORAM
CANTERBURY
CHRIST CHURCH
UNIVERSITY
NORTH HOLMES
CAMPUS

N
LA

MILIT

TON
TTING
T
REE
T
KS
HAV E LOC

RU
OLD

2

NO

LADY
WOOTTON’S
GREEN

LA

PO

RY
NT
HA

LO

STREET

21 NEW DOVER ROAD

C

RO

(1/2 mile)

ST

EE H
T

DO

NEW DOVER ROAD
PARK AND RIDE

ROCHESTER
HOUSE

9

E

B R CH
E R STR URC

W
NE

AD

ST GEORGE’S CENTRE & STUDENTS' UNION

8

W

CE

10

AUGUSTINE
HOUSE

ID
R BR

LO

G
ID

ET

LADY
WOOTTON’S
GREEN

ST PAUL’S HOUSE

ST GEORGE’S
6
CENTRE &
STUDENTS’ UNION 7

UPPE

O

AUGUSTINE HOUSE

R

N
S TOW
H O D AU

EET

LA
’S P

1 Parham Village
2 Lanfranc
3 Holmes Court
4 College Court
5 Pin Hill
6 St George’s and
Students’ Union
7 Dover Street
8 Vernon Place
9 Oaten Hill
10 Petros Court

AY
GE

STUDENT
ACCOMMODATION

LL

STR

OR

CANTERBURY
EAST STATION

HI

D’S

GE
ST

1

(1/2 mile)

N

UN

CATHEDRAL

DIG

N
TATIO
ET
BUS S
STRE

T

5

DANE JOHN GARDENS

EE

WINCHEAP
PARK AND RIDE

PI

RA

TO MARGATE A28
TO HERNE BAY A291

AD

Recommended
walking routes

AP

WHITEFRIARS

T
REE
ST R

CHE

P

ST

’S

W IN
A28

R’S

GE

Park & Ride bus stop

A28

TO ASHFORD

TE

R
EO

RO

Disabled car park

PE

E

SIDNEY COOPER
GALLERY

LAN

EET
G

H

(pay and display)

ST

LA

CE

PO

D
UN

TR
HS
ST

H

Car park

A2/M2

TO LONDON

A290

TO WHITSTABLE

CANTERBURY
WEST STATION

HIG

KEY

SIDNEY COOPER
GALLERY

(1 mile)

HALL PLACE
ENTERPRISE CENTRE

R H E I M S WAY

SW

T
SS
EET
RT

ES

ON

IM

ER’
TR
DS
NO

M
OL

M

E
RH

PET
OA

OAD

BR

BR

ET

ST
AD

Y

T

RE

RO

ER

NS
T
SS

U
EL

AS
T

DU
’
AN

TO
RT

EET

ST

AD

STR

RO

E

M

E

PA
A
RH

LAN

OUR CITY LOCATIONS

TOWN MAP

7|

GENERAL INFORMATION
Rooms and AV requirements
The presentation room is provided with audio-visual equipment; the easiest way to access this is by means
of a USB stick. If you wish to run your presentation from a laptop or MacBook, please bring the necessary
connectors.

Catering
Refreshments will be provided for all delegates in the breaks in the morning and afternoon sessions; lunch is
by delegates’ own arrangement. The cheapest and nearest option will be the University Food Court, which
will be serving a range of refreshment options throughout the day.

Wi-Fi Access
Delegates can access Wi-Fi during the conference by connecting to Eduroam, the world-wide roaming access
service developed for research and education. More information can be found at the Eduroam website. If
you do not have access to Eduroam, your delegate pack contains information on how to log on to CCCU
wiﬁ.

ATM points
In addition to the ATM on site (in the main foyer opposite the Food Court, to the left of the doors to Anselm
Studio 1) there are many located around the city. Please be aware that some ATMs will charge you for withdrawing money – do check this before going ahead with your transaction.

Photocopying
Please speak to the Conference Assistants about any photocopying needs.
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BIOGRAPHIES & ABSTRACTS
Keynote 1: David Wright
What sorts of students studied at the early Royal College of Music (1883–1914)?
Until relatively recently, musicological custom and practice – because of its concern to historicize the lives
and works of composers belonging to the high art tradition – worked against a rounded understanding of
late nineteenth-century British musical life. The traditional historical narrative of this period (together with
its a.endant English Musical Renaissance trope), was established by writers determined to treat British music’s high art aspirations on a diﬀerent level from other sorts of contemporary compositional endeavour,
while ignoring musical practice completely. The artiﬁciality (as we should now see it) of this interpretative
basis, was compounded by biographers’ refusal to situate their subjects within the social, cultural and ﬁnancial circumstances that made British musical life so singular. The resulting decontextualization signiﬁcantly
misrepresented the reality of what was a vibrant and participative British musical culture. British musical life
(as George Grove observed in his Dictionary’s Preface) was fuelling signiﬁcant economic growth in music
publishing, instrument making and the demand for skilled teachers, while Oscar Schmin, in his infamouslytitled book The Land Without Music, observed that British audiences consumed more foreign music than did
audiences elsewhere.
It is perhaps not so surprising that British variance with European musical practice should have also extended to the sphere of professional training. In 1866, the Society of Arts Report comparing the state of musical
education between the Britain and in Europe drew a.ention to the gap between the quality of systematic
musical training oﬀered by representative continental conservatoires and that of the RAM. And when, eventually, the RCM was established in 1883 (part of the new wave of music colleges set up across Britain around
that time), there was the impetus to establish it along rather more professional lines than its historical predecessors. But for various strategic and diplomatic reasons (one of which was establishing the joint College and
Academy examining board, the Associated Board of the Royal Schools of Music), it became more expedient
to mask, rather than to proclaim, the signiﬁcant diﬀerences between the musical scope and educational quality oﬀered by the RCM and that of the RAM and the National Training School for Music. But this blurring of
the RCM’s radical nature also underplayed the impact on British musical culture that its early generations of
students made in all sorts of areas, not just composition. We therefore have much to learn by discovering
what exactly motivated early College students to study at this new institution; whether their decision to do
so was ﬁnancially rational; and what sort of professional and personal objectives the RCM opened up for
them.
The insights opened up by investigating these sorts of themes helped shape my approach to writing a history of the RCM. I have treated the College rather as one would a biographical subject in order to represent the
institutional personality in diﬀerent phases of its life, and in a way that makes its work and character intelligible to the general history reader, as well as a music specialist. My account seeks to capture something of
the RCM’s multiplicity and diversity, strengths and shortcomings, while indicating how the institution’s musical values were directly mirrored by the professional training it oﬀered. This contextualizing focus diﬀers
from some more traditionally-wri.en histories, whose primary purpose has been to present as complete a
record of institutional-centred ‘facts’ as possible, but with comparatively li.le reference to exactly how the
institution under discussion related to its wider environment (a form of historiographical treatment with
parallels to the musicological practice described earlier). My own concern has been to situate the College
within a broadly conceived frame of reference through the making and explaining of connections (just as one
would do with a biographical life), thereby requiring a close reading of contexts as well as of archival materials. Accordingly, I hope that the resulting portrayal of the RCM will contribute towards a more rounded understanding of some important aspects of British musical life.
Drawing from my archival research of the earlier RCM, today’s paper explores some of the characteristics of
the College’s student body in its ﬁrst thirty years, before the format and a.itudes of Victorian and Edwar9

dian society were ruptured by the First War. It is revealing to consider aspects such as the musical and social
implications of the diﬀerent scholar and fee-paying student constituencies; the signiﬁcance of the ARCM and
the types of candidates taking it; and also, the question of student standards (this la.er is particularly interesting, given that there was then no entry exam for fee payers). In the process, I shall talk about the types of
musical experience that the College oﬀered its students, and how these help to explain why it was possible
for the RCM to establish its reputation within such a relatively short time.
David Wright David Wright has wri.en on a broad range of British music subjects, from the culture and
economics of Victorian music publishing to the entity and repertoire identities of the London Sinfonie.a, and
recently completed a history of the Royal College of Music (The Royal College of Music and its Contexts: An
Artistic and Social History) now in the process of publication by Cambridge University Press. His book
about the ABRSM (The Associated Board of the Royal Schools of Music: A Social and Cultural History, Boydell, 2013) investigated the ways that its grade music exams established and helped to deﬁne British musical
taste; with Nick Kenyon and Jenny Doctor, he co-edited The Proms: a new history (Thames & Hudson, 2007),
contributing the chapter about the Prom seasons of William Glock and Robert Ponsonby. David Wright
helped convene the ‘Music in Britain’ seminar held at London University’s Institute of Historical Research
while working informally (though formatively) with the late economic and social historian, Cyril Ehrlich.
From 1997–2010, he was at the RCM, ﬁrst as Head of Postgraduate Programmes and then as Reader in the
Social History of Music. In 2019, he returned to the College as a Research Fellow.

Keynote 2: Dr Paul Rodmell
In defence of cosmopolitanism
There is nothing remarkable about the observation that British musical culture in the nineteenth century
and ex post facto assessments of it were for a long time undermined by the perception that Britain was ‘das
Land ohne Musik’. This thesis has been comprehensively disproved over the last three decades or so by extensive research undertaken by a diverse range of scholars, many of whom have been regular contributors to
the Music in Nineteenth-Century Britain conferences. Although we have substantially succeeded in revising
that perception in scholarly circles (the audience beyond the academy remains a much tougher nut to crack)
there is still, perhaps, a lingering sense that while there was a rich and vibrant culture of art music in nineteenth-century Britain, the very cosmopolitanism of that environment inhibited British composers in developing a distinctive and easily recognisable ‘national style’ until the end of the nineteenth century and, due to
that, a tendency to express tacit regret for that internationalist approach to music consumption. Casting a
glance at the turbulent times in which today’s conference delegates ﬁnd themselves, I want, in this paper, to
re-examine that apologetic tendency and suggest that the cosmopolitan spirit of elite musical culture in nineteenth-century Britain is not something to be embarrassed or regretful about, but something to be
celebrated.
Paul Rodmell is Senior Lecturer in Music at the University of Birmingham. He is the author of monographs
of Charles Stanford and Opera in the British Isles 1875-1918, and has contributed chapters to a variety of
books and periodicals on Edward Loder, Joseph Holbrooke, Anglican church music and aspects of nineteenth-century Irish musical history. He is currently completing a monograph on the Reception of French
Music in Britain 1830-1914, to be published by Routledge.

Judy Barger
Theresa Beney on the Bench: Unnamed but not Unnoticed
Theresa Beney (1859–1945) ﬁrst came to the a.ention of the musical press as a nameless organ student at a
private recital that Frederick Bridge gave in August 1879 at Westminster Abbey, where he was organist.
Bridge was assisted by two of his pupils. The ﬁrst, his ‘clever young assistant and pupil’ Mr W. A. Collard,
played Wagner’s ‘Pilgrims’ Chorus’ from Tannhäuser as a duet with his teacher; the second, ‘a young lady’,
gave an ‘eﬀective’ performance of Mendelssohn’s Organ Sonata No. 2 in C Minor. Given that Beney was a
pupil of Bridge at the National Training School of Music, where he taught, and that she programmed that
same sonata on future recitals suggests that she was the unnamed young lady organist. One must wonder
whether by oversight or by intention the Musical Times review of the event failed to mention Beney by
10

name.
Beney did not remain nameless, however; her musical activities as organist, pianist, accompanist, conductor
and composer were followed in the press through the end of the century, eclipsing the coverage of Collard,
whose name did not appear past the 1879 recital. Beney’s career, on which this paper focuses, oﬀers a window into the life of a talented keyboardist determined to make a career for herself as a professional musician
in late nineteenth and early twentieth century England. There may have been ‘no more sympathetic accompanist on the concert platform’, according to an excerpt from the Lady’s Pictorial that appeared in the
Morning Post in April 1899, but a beneﬁt concert ‘complimentary to Beney’ given by her musical colleagues
in 1893 suggests that despite her diverse talents, Beney did not always ﬁnd it easy to make her way ﬁnancially in the competitive world of music making.
Judy Barger is an independent scholar with PhDs in both musicology and nursing. She is the author of three
books: Elizabeth Stirling and the Musical Life of Female Organists in Nineteenth-Century England (Ashgate
2007); Beyond the Call of Duty: Army Flight Nursing in World War II (Kent State University Press 2013) and
Music in The Girl’s Own Paper: An Annotated Catalogue, 1880 – 1910 (Routledge 2017). Her current research
is on the role of the nurse character in opera, and she continues to pursue her interest in British women
organists in the long nineteenth century. Judy lives in Li.le Rock, Arkansas.

Helen Barlow (Open University)
‘Rugby or Revivalism’: the secular turn in Welsh congregational singing
By the mid-nineteenth century the Welsh had acquired a reputation for innate musicality and in particular
for choral singing. Perhaps the most signiﬁcant and characteristic manifestation of this was the cymanfa
ganu, the congregational hymn-singing assembly, which was so overwhelmingly popular that hardly a single Welsh chapel was uninvolved.
But by the end of the century Welsh ‘congregational’ singing was beginning to be identiﬁed as much with
the rugby ground as with the chapel. Newspaper reports increasingly commented on the impassioned
singing of the Welsh supporters, especially prominent in whose repertoire were ‘Mae Hen Wlad Fy Nhadau’,
the ‘Welsh national song’ (not yet described as the national anthem), and ‘Sosban Fach’, which became wildly popular in the 1890s, to the extent that it rivalled ‘Mae Hen Wlad’ and was widely considered by Welsh
supporters and opponents alike as the ‘Welsh war cry’.
The Melbourne newspaper The Australasian put its ﬁnger on the nature of this phenomenon when it reported on the 1905 victory of Wales over the New Zealand All Blacks under the headline ‘Rugby or Revivalism’.
This game was arguably the decisive moment in the development of the Welsh rugby match as a kind of secular cymanfa ganu. The All Blacks performed the haka, the Maori challenge, and the Welsh team responded
with ‘Mae Hen Wlad’, to be joined in the chorus by tens of thousands of Welsh supporters.
As The Australasian’s reporter recognised, there was a link between the singing of these rugby crowds and
the musical culture of the Welsh chapels, particularly in light of the religious enthusiasm stirred by the 1904
Revival, and this paper will consider the evidence for the development of Welsh rugby singing and its roots
in the Welsh chapels.
Helen Barlow is a Research Associate in the Music Department of The Open University and a member of the
Listening Experience Database project team (h.p://www.listeningexperience.org/). While her academic background was originally in literature and art history, her research interests have since expanded to include music iconography, and the social history of music in nineteenth-century Britain (Wales in particular). Her publications include Music and the British Military in the Long Nineteenth Century (Oxford University Press,
2013), co-wri.en with Trevor Herbert, and Listening to Music: People, Practices and Experiences (The Open
University, 2017, freely available at h.p://ledbooks.org/proceedings2017/), co-edited with David Rowland.

Mie Othelie Berg (University of Birmingham)
‘A Moral Weapon’ – Social ambitions and the civic organ in the Black Country
“As a Board it was their intention to use that instrument (…) as a moral weapon, and they were a stronger
11

body that day with that instrument (…)” These words, spoken by a local politician at the opening of
Wednesbury Town Hall in 1872, are part of a notable musical movement of the 19th century – the practice of
organs and organ recitals in public buildings, highlighting a largely secular organ music. Following the
opening of Birmingham Town Hall in 1834 and the establishment of a series of aﬀordable public organ recitals aimed at the working class, many towns throughout the Midlands were inspired to build their own
halls and organs, hoping to emulate the success. Balancing between the wish to provide recreation for the
working class and to draw them away from other, more ‘vicious’ and immoral forms of entertainment, the
building of these organs reveal something about the communities for and in which they were built; their
views on leisure and art; the social, moral, political and religious ambitions of the local governments, as well
as a belief in self-improvement and the ability of music to inﬂuence the listener.
In my paper, I will explore this tradition through looking at the building of the civic organs in Wednesbury
and West Bromwich, two towns where there is signiﬁcant evidence of the thinking of the local government
and the political aspects of the instruments.
Mie Othelie Berg is a second-year PhD student at the University of Birmingham, where her project is
looking at the civic organ tradition in the Midlands, 1834-1914. Prior to this, she trained as an organist at
NTNU Institu. for Musikk in her home country Norway, and at the Royal Danish Academy of Music,
Copenhagen. She is also the current Dame Gillian Weir Organ Scholar at the Royal Festival Hall in London.

Dr Bruno Bower
Musical Polymathy: the Contributors to George Grove’s Dictionary of Music and Musicians
George Grove’s A Dictionary of Music and Musicians was published in four volumes between 1879 and
1889. Inspired by his extensive editorial involvement with William Smith’s Dictionary of the Bible, and
drawing on the programme notes he wrote for the Crystal Palace Saturday Concerts, Grove produced a reference work covering a huge number of musical topics. Expanded through subsequent editions and now
hosted online, it has become the most important reference work in English-speaking musicology. Scholars
have produced valuable studies of the history of the Dictionary and selected aspects of its content, but the
original version remains surprisingly under-examined.
One aspect in particular requires fresh a.ention: the list of contributors. The ﬁnal volume from 1889 listed
120 authors, including clergymen, doctors, barristers, history and art professors, scientists, and politicians, as
well as a substantial number of women, alongside the names that we now associate more exclusively with
music. The musicians who contributed entries also covered an extremely wide range, including conductors,
performers, critics, pedagogues, librarians, archivists, and instrument makers, to say nothing of the other interests these people held that are now less well-known. The breadth of the contributors and contributions
suggests that our current understanding of the Dictionary as a purely musical text needs reconsidering, and
that we would gain some important insights by considering it as a polymathic document instead. As well as
a new perspective on the contributors, content, presentation, and the readers of the Dictionary, we could also
begin to see the impact the Dictionary had on the increasing specialisation of academia happening through
the later nineteenth century.
Dr Bruno Bower studied at Oriel College, Oxford, Birmingham Conservatoire, and King’s College London,
and completed his PhD at the Royal College Music in 2016 with a thesis on the programme notes for the
Crystal Palace Saturday Concerts. He has wri.en on Gilbert and Sullivan for the Cambridge Companion to
Opere.a, and has produced critical editions of music by Peter Gellhorn and Norman O’Neill, published by
RCM Editions. He is currently lecturing on ﬁrst and third year modules at Brunel University, and giving tutorial supervisions at Cambridge University on ﬁrst- and second-year analysis and 19th-century history.

Paul Britten (Open University)
Quadrille Bands and musical life in 19th-century Brighton
The Quadrille was a very popular dance form in nineteenth-century Britain, particularly amongst the upper
classes. It originated in France and was introduced to Britain in the second decade of the nineteenth century,
remaining popular into the early twentieth century. At the height of the main season in the 1830s and 1840s
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in Brighton, for example, known then as the Queen of Watering Places, there were sometimes one or more
balls and several private parties with Quadrille dancing every week, each of which required somebody to
provide music.
This paper will look at the ways in which local musicians took advantage of the opportunities created by the
introduction of the Quadrille dance and the types of band they oﬀered. Brighton will be the focus of the paper since there is a lot of information on musical life there during the nineteenth century both in local
newspapers and books about the town. Two musicians, John Weippert, harpist to the King, and John Kirchner, pianist and later music dealer were initially very active in the provision of Quadrille bands in Brighton
but other people gradually became involved, most of whom were local music dealers. In time, the Quadrille
band inﬂuenced more widely the development of music provision in the creation of the town band and military Volunteer band, and ultimately creation of the municipal orchestra.
The paper will argue that the Quadrille bands represented a new approach drawing on commercial practices
with the products of the new industrial processes. It resulted in bands eﬀectively becoming branded commodities which people could borrow for their evening’s entertainment. Whilst this worked well where people were organising balls or parties, it will be shown that it did not work as well when it came to local government wanting complete control on a limited ﬁxed budget.
Paul BriMen is currently a second year part-time postgraduate student with the Open University studying
for a PhD. He is conducting research on music in British municipalities in the 19th and early 20th centuries
examining the factors which gave rise to municipal orchestras and their ultimate demise. In 2016 he obtained
an MA in Music from the Open University and in 2013 a BA Honours degree in Humanities with Music from
the Open University. His most recent paper was on British Municipal Orchestras given at an Open University Research Day in March 2018.

Russell Burdekin
Howard Glover’s Ruy Blas: harbinger of English Romantic Opera’s demise?
In 1834 English Opera (i.e. opera wri.en to an original English libre.o) received a new lease of life with the
re-opening of the English Opera House. This phase, sometimes entitled English Romantic Opera (ERO),
mainly used a dialogue and song format. There followed a sporadic series of more than 70 English operas essentially ending when the Pyne-Harrison company went out of business in 1864. Several factors contributed
to ERO’s demise: social changes, audience and entertainment fragmentation, a lack of new composing talent
and the more vigorous and gripping continental opera. This paper explores various aspects of Howard
Glover’s opera Ruy Blas that encapsulated ERO’s inability to meet these challenges.
Glover was a multifaceted musician: orchestral player, impresario, teacher, journalist, composer, conductor
and, in this instance, libre.ist. Ruy Blas, his only opera, was premiered on 24 October 1861 by the PyneHarrison company at Covent Garden. The subject was surprising, perhaps trying to reﬂect changing audiences’ tastes. Not only had Victor Hugo’s play, Ruy Blas, had a tricky time with the censor but it was the
type of complicated, implausible but full-blooded plot associated with Verdi rather than the simple melodrama suﬀused with mild Romantic sentiments typical of ERO. Uniquely within ERO it did not have a happy
ending. The opera was a moderate success. Amongst the critical responses was a perceptive comment from
the Morning Post that “a grand serious subject like that of ‘Ruy Blas’ loses by the interchange of media”, i.e.
the move back and forth between dialogue and music, because it interrupted the concentration. The paper
considers whether the opera’s failure signalled the split between serious, through-composed, opera, the
main model for English opera when it re-emerged in the 1870s and lighter opere.a, musicals and comic
opera that retained dialogue and song.
Following retirement from industry, Dr. Russell Burdekin completed a BA(Hons) in Opera Studies at Rose
Bruford College and an MA in Music at Oxford Brookes University, for which he wrote a dissertation on
“The Failure to establish English Opera in the 19th Century”. Since then he has continued to research aspects of Victorian theatre as well as running the www.victorianenglishopera.org, www.victorianoperanorthwest.org and www.donize.isociety.com websites. He has published articles on "Pepper's Ghost at the
Opera”, Theatre Notebook. 69.3 (2015): 152-164 and on “Darkening the Auditorium in the Nineteenth Centu13

ry British Theatre”, Theatre Notebook. 72.1 (2018): 40-57.

Michael Busk (Open University)
Manchester’s First Nineteenth-Century Musical Festival - 1828
According to Stanley Sadie, ‘Manchester's concerts in 1744-5 were [held] on a quarterly basis, and as many as
181 subscribed in the winter.’ This is the earliest known record of concert life in Manchester. There was then
a Choral Service and Ball ‘upon the plan of the Meeting of the Three Choirs’ in 1758, and music meetings of
two or more days’ duration subsequently occurred in the town several times between 1770 and 1793, the majority of them being organised by the Gentlemen’s Concert (a musical society, not an event). Whilst musical
festivals continued to develop in other towns and cities in the late eighteenth and early nineteenth centuries,
no more extended events took place in Manchester until 1828 when a cohort of residents put together a musical festival on a scale worthy of national a.ention. This paper will investigate why it took so long after 1793
for another multi-day musical festival to be staged in the town, and question whether the form of municipal
administration of Manchester, which had barely advanced since the sixteenth century, was a signiﬁcant factor. Sneeringly described by outsiders as ‘Co.on Fuz Lords’, did the prominent residents of Manchester possess the sense of civic pride that might be deemed a prerequisite for the staging of a major musical festival?
The paper will then investigate the identities and motivations of the people who made a Grand Musical Festival a viable project for Manchester in 1828 and examine the ways in which they worked to accomplish their
goal.
Michael Busk’s ﬁrst degree, in 1967, was a B.Sc. in mathematics from the University of St Andrew's, and this
was followed by almost thirty years of teaching. Since taking early retirement from the teaching profession
in 1995, he has taken both a B.A. and an M.A. in music with the Open University. He is now in his ﬁfth year
of part-time PhD research at the Open University, working on a project entitled 'Early Nineteenth-Century
Musical Festivals, with Particular Reference to Manchester', and anticipates submi.ing his thesis by September 2020.

Rachel Cowgill (University of Huddersfield)
Pantheon Redux: Situating Opera in the Regency Development of London's West End, 1811-12
Curtis Price's in-depth work on the Bedford Estate papers in the late 1980s uncovered a campaign for the establishment of a court opera in the name of the Prince of Wales at the Pantheon on Oxford Street in 1790-91,
in direct competition with the beleaguered King's Theatre in the Haymarket. The project ended in a conﬂagration, however, amid suspicions of arson, and the right to perform Italian opera in the capital returned to
the King's.
The Prince's continuing interest in the plan is suggested by a revival of opera at the Pantheon when he became Regent in 1811. With the support of the Lord Chamberlain's oﬃce, the Pantheon was reﬁ.ed and
launched as an Italian opera house by a consortium of businessmen and proceeded to oﬀer burle.as, or oneact comedies in Italian with music, singing, and minimal staging. Indeed, the managers' ambitions for something more substantial is suggested by their programming of the ﬁrst two acts of Mozart's Le nozze di Figaro
as a burle.a in 1812 - the ﬁrst production in London - amid protests from the King's Theatre that they were
exceeding the terms of their licence.
Surviving archival documents, including the Lord Chamberlain's papers and a newly discovered cache of
papers at Woburn Abbey, enable us to piece together behind-the-scenes machinations that led ﬁrst to the
reestablishment of the Pantheon as an opera house, apparently at the Regent's behest, and then to its systematic undermining and dismantlement, leaving lost fortunes, hardships, and ethical concerns that would be
debated in Parliament over the years that followed. As this paper argues, the fate of the second Pantheon
opera house needs to be understood in relation to the transformation of London's West End at that time,
speciﬁcally the laying out of Regent Street, drawing on recent scholarship by Leanne Langley and Michael
Burden, as well as Jane Moody's work on the organisation, transformation, and political signiﬁcance of London's theatres in the early decades of the nineteenth century.
Rachel Cowgill Rachel Cowgill is Professor of Musicology and Head of Music & Drama at the University of
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Huddersﬁeld. Her research interests include British music and musical cultures, Mozart reception, opera
studies, music and commemoration, digital musicologies, and music, gender, and sexuality. Among her current projects are monographs entitled Music and the Military Body in London's West-End Nightclubs,
1912-1919 and John Foulds’ A World Requiem: Music, Modernity and the Rituals of Armistice Day, and with
Derek B. Sco. she has co-edited Music and Ideas of North, due out this year from Routledge/Ashgate. Recent publications include The Arts of the Prima Donna in the Long Nineteenth Century, co-edited with Hilary Poriss (Oxford University Press, 2012), and a chapter on Mozart and the construction of musical prodigies in early Georgian London, in Musical Prodigies: Interpretations from Psychology, Education,
Musicology, and Ethnomusicology, edited by Gary E. McPherson (Oxford University Press, 2016). With Byron Adams and Peter Holman, Rachel co-edits the book series ‘Music in Britain, 1600–2000’ for Boydell &
Brewer.

Therese Ellsworth
Louise Dulcken: A Pianist on Tour through the British Provinces in the 1840s
Recent scholarship on music in the British provinces has expanded our knowledge of London musicians and
international artists who concertized outside the capital. Studies of touring women soloists have tended to
focus on singers, who comprised a greater percentage of female soloists than did instrumental performers.
Louise Dulcken (1811-1850) exempliﬁes a woman pianist who took advantage of the huge growth in rail service during the 1840s to extend her appearances to small towns and large industrial cities.
Dulcken began to perform in public from age ten, often with her brother, violinist Ferdinand David, and
thus was already a seasoned performer by the time she arrived from Germany in 1828 to se.le in London.
This enterprising musician launched a successful career in the capital earning a reputation as one of the city’s
ﬁrst-tier resident pianists and teachers. From 1836, she embarked on short trips to Bath, Canterbury, and
Brighton and to cities like Liverpool, Manchester, and Dublin.
Her tours expanded as the railway system developed throughout Great Britain, resulting in trips that might
last for up to ten weeks and include appearances in the West counties to Aberdeen. Dulcken’s tours comprised a ‘concert party’ that she organized for generally six musicians, instrumentalists and singers, including the popular ballad singer John Parry. A further audience draw occurred with the addition of a local professional to either sponsor or to perform at the event. Additional beneﬁts derived to both Dulcken and to the
community when she accepted resident pupils to teach during her stay. This research into Dulcken’s provincial tours contributes to our understanding of concert life outside London as well as the life of a professional
female pianist during the early Victorian period.
Therese Ellsworth earned a Ph.D. from the University of Cincinnati Conservatory of Music for which she
wrote a dissertation “The Piano Concerto in London Concert Life between 1801 and 1850.” Her research interests focus on nineteenth-century London concert life, in particular women pianists. She is the co-editor
with Susan Wollenberg of The Piano in Nineteenth-Century British Culture (2007). Other publications include book chapters in Musicians of Bath and Beyond Edward Loder (1809-1864) and His Family ed.
Nicholas Temperley (2016); Jan Dussek (1760-1812): A Bohemian Composer ‘en voyage’ through Europe, ed.
R. Illiano and R.H. Stewart-MacDonald (2012); and Instrumental Music and the Industrial Revolution, ed. by
R. Illiano and L. Sala (2010). She has presented papers at conferences in North America and Europe and
taught at universities in the United States. She is currently an independent scholar living in Washington,
DC.

Karl Traugott Goldbach (Spohr Museum, Kassel)
Louis Spohr and the Glee – a German perspective
”It‘s the only national music the English have,“ Louis Spohr reports in a le.er to a friend in 1820, ”but it
doesn‘t seem to be very important here and I have always been looked at in astonishment when I talked
about it with rapture“. The sources of Spohr‘s encounters with the ”glee“ on his travels to England in 1820,
1839, 1843, 1849, 1852 and 1853 clearly show that his enthusiasm for this genre has persisted over the
decades.
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However, Spohr‘s interest in the ”glee“ raises intercultural problems:
1.

Spohr himself could not speak English. He was dependent on interpreters for all his stays in England. In
addition, many of his usual German behaviours in London were irritating and he himself always judged
his observations from his German point of view.

2.

The term ”glee“ cannot be adequately translated into German. Thus, the paper gives a brief overview of
how German literature used the term ”glee“ in the 19th century, but also which German terms were
translated into English as ”glee“ at that time.

3.

Spohr‘s statements about the ”glee“ must be placed in the context of Spohr‘s thoughts, both in his observations of folk music in Swinerland and Italy, and in his views on German compositions for male choirs.

Karl TraugoM Goldbach studied composition and electroacoustic composition at the university of music in
Weimar, where he also received a PhD in musicology. Karl also helds a master‘s degree in library and information science from the Humbodt-Universität zu Berlin. Since 2008 he has been director of the Spohr Museum in Kassel.

Julia Hamilton (Columbia University)
Convivial, Yet Political: Two Glee Settings of Cowper’s “The Negro’s Complaint” (1788)
Looking back on the abolition of the British slave trade in 1808, Thomas Clarkson recalled the importance of
William Cowper’s poem, “The Negro’s Complaint,” in circulating abolitionist ideas through song. According
to Clarkson, Cowper’s poem “found its way into the streets, both of the metropolis and of the country, where
it was sung as a ballad.” Literary scholars have taken up this quotation, recognizing that singing was an important way of sympathizing with the enslaved narrator of the poem. Yet these scholars have limited their
discussion to Cowper’s ballad se.ing (to the tune of “Hosier’s Ghost”) at the expense of eight other musical
se.ings that were published in Britain from 1788 to ca. 1815. Composed in a variety of genres—ballads,
songs for domestic consumption, glees, and cantatas—these se.ings raise genre-speciﬁc questions about
how enslaved African people were represented musically in the period as well as how ordinary Britons engaged with politics in their homes, at inns, and at public concerts.
This paper explores these questions through a close reading of two glee se.ings of the poem by John Danby
(ca. 1790) and Joseph Mazzinghi (ca. 1815). Contrasting their alterations to Cowper’s poem, I show that the
composers promoted distinct, historically-speciﬁc views of the nation: while Danby’s pre-abolition glee blatantly shamed Britain for its involvement in the slave trade, Mazzinghi’s post-abolition glee relocated the nation’s guilt onto unspeciﬁed “Tyrants.” Turning to the music, I show that both composers utilized various
textures, from solos to groupings of two to four voices, to foster a sense of communal sympathy with the enslaved, in a way that was not possible in solo vocal genres. Finally, I situate the act of collectively singing
“The Negro’s Complaint” within the convivial atmosphere of the glee club, arguing that these glees sat uneasily within this apolitical musical culture.
Julia Hamilton is a PhD candidate in Historical Musicology at Columbia University, where she is working
on a dissertation entitled “Political Song in Polite Society: Singing about Africans in the Time of the British
Abolition Movement, ca. 1787-1807.” Before coming to Columbia, Julia took an MA in Eighteenth-Century
Studies at the University of Southampton and a BA in Music and English at the College of the Holy Cross.
When she is not working on her dissertation, Julia enjoys singing with Columbia’s Ars Nota, a study group
in historical music notation.

Barbara Haws
An American in London: Ureli Corelli Hill’s Impressions of the London Music Scene, 1835-37
In 1835 the American-born violinist Ureli Corelli Hill made his “greatly wished for voyage across the
Atlantic“ to gain a be.er understanding of the music scene in London, Kassel, and Paris. While on his trip,
Hill, the ﬁrst American musician to travel abroad, kept a diary of his experiences. Hill spent two months in
London before departing for Kassel, Germany where he studied violin with Louis Spohr for nearly a year.
He returned to London June 1, 1836 and for the next nine months he a.ended concerts, visited with local
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musicians and played in the pit orchestra at the Drury Lane Theatre. After his return to the United States,
Hill, as one of New York’s top concert organizers, called a meeting of the local musicians who voted to create
the Philharmonic Society of New York and Hill its President.
My presentation will focus on Hill’s accounts of London, his comparisons with the music scene in New York,
and discuss how this journey inﬂuenced the founding and early years, prior to 1850, of the New York
Philharmonic.
After 34 years with the New York Philharmonic, Barbara Haws was named Archivist and Historian Emerita
of the Orchestra. In September she matriculated at New College, Oxford for a research DPhil in Music, her
thesis is on Hill’s European journey and its inﬂuence on the early years of the New York Philharmonic. As
well she is preparing for publication an annotated version of the Hill Diary. An essay of her work on Hill
was published in American Orchestras in the Nineteenth Century, edited by John Sptizer, University of
Chicago Press, 2012. She is the founder of the Philharmonic’s Leon Levy Digital Archives which, among
millions of other music documents, makes available online every printed Philharmonic concert program
since 1842.

Deborah Heckert (Stony Brook University)
“Dance to the Music of Time”: Historical Dance and Iconic Mode in Music and the Visual Arts, 1880 –
1920
A common topic for visual art during the Victorian and Edwardian periods is that of a historical dance scene.
Works by Burne-Jones, Walter Crane and others present tableaux of “olden-time” dances, open to the spectator’s gaze in a way impossible when the dance is in action. Works in this vein seek to make everything viewable by stopping motion so that history can be explored at leisure. Whether focusing on a large group or a
single dancer, these works are intent upon making an imagined history visible through their representation
of dance.
Some issues involving temporality are unique to the problems of presenting the passage of time in the visual
arts. But is it possible to theorize an analogous musical moment to the “frozen” moment of a visual artwork
that opens up a space for the contemplation of history through dance? To what extent do aspects of nostalgia
and historicism overlap in the spaces of music and the visual arts? Whether in opere.as, art songs, masques,
or the like, how does a dance cue a reﬂection upon history?
My paper will investigate the resonances between late Victorian and Edwardian art and music that allow for
the visual and sonic exploration of historical dances, with the goal of theorizing such moments as particularly addressing issues of temporality, historicity, and nostalgia. At its heart will be a consideration of the role
of historical tableau – visual and musical – and how tableau projected “stilled,” “framed” versions of history
for contemplation and consumption. Music by Denis Browne, Edward German, and Vaughan Williams
among others will be used to provide case studies of historical tableau in music, set against paintings and illustrations by artists named above, to explore a complex group of issues surrounding the uses of history in
the arts during the period.
Deborah Heckert is a lecturer at Stony Brook University and Brooklyn College-CUNY. She has published
and given papers on the role of history in the identity politics of the English Musical Renaissance, British
modernism in the early decades of the twentieth century, and the intersections between British music and
the visual arts. She is the author of Composing History: National Identities and the English Masque Revival,
1860–1925. She has contributed essays to British Music and Modernism 1901–39, Elgar and His World, and
the forthcoming Oxford Handbook of Music and Medievalism. She is a recipient of the Ralph Vaughan
Williams Fellowship and a fellowship at the Yale Center for British Art.

Bradley Hoover (New College, University of Oxford)
British Delsartism: François Delsarte’s Influence on Musical Culture in Britain.
Camille Saint-Saëns once wrote that “the name of Delsarte should never be forgo.en.” Since the 1970s in
America, and 1990s in Europe, scholars have been slowly piecing together the story of this inﬂuential artist,
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music historian, and philosopher that history itself almost forgot.
An opera singer and teacher of declamation, François Delsarte (1811-1871) lectured publicly on the “Applied
Aesthetics” of operatic performance in Paris from 1839-1859 but failed to publish his work owing to an untimely death, hastened by his displacement during the Franco-Prussian War. Most of his papers were then
shipped overseas by his only American student, Steele MacKaye, thus leading to what one scholar aptly
named the outbreak of “Delsartmania” in that country.
Although it has been estimated that almost half of Delsarte’s students were English – and said to include
William Macready and The Duchess of Newcastle – the extent of his inﬂuence in Britain is as of yet
unknown.
This presentation will focus on two authors: Rev. J. Edgar Foster, and Rose Meller O’Neill. Foster, a former
student of Delsarte, published numerous treatises in Britain during the 1890s on various aspects of his teachings, most receiving three or four printings, including the only full-length vocal treatise for singers known to
be extant. O’Neill, who began her career as an actress on the London stage in the 1890s, became a Delsarte
teacher at the Royal Academy of Dramatic Arts as early as 1913. She published numerous articles on Delsarte’s method in the journal “Focus,” and a major work entitled The Science and Art of Speech and Gesture
(1927) – this last work having a curious connection to composer Richard Wagner.
Bradley Hoover is a DPhil student in Music at the University of Oxford, with research interests in opera
studies, ancient music and philosophy, Greek Tragedy, history of music theory, history of vocal pedagogy,
performance studies, and aesthetics. He completed an Hons. B.A. in Classical Civilization at the University
of Toronto, and an M.A. in Theatre History at the University of Victoria. Bradley is also active onstage, having performed roles with Paciﬁc Opera Victoria, Hart House Theatre (Toronto), Toronto Opera Repertoire,
and the Centre for Opera Studies in Italy (COSI).

Peter Horton
Frederick Ouseley, A.H. Mann, King’s College Cambridge, and the revival of composition for double
choir in the 19th and early 20th centuries
Although the practice of antiphonal singing, whether in the psalms or se.ings of the canticles, was characteristic of Anglican choral services from the earliest days, it was not until the 19th century that composers began
to develop such writing to its logical conclusion – the use of a double choir [NB: The author would be glad to
hear of earlier examples of the use of the double choir]. This paper will explore the gradual emergence of
double choir composition in the work of S.S. Wesley, T.A. Walmisley (whose Magniﬁcat and Nunc Dimi.is
in B ﬂat of 1845 was the ﬁrst double choir service), and Frederick Ouseley, who, with a total of eleven anthems and two services to his name, make him the most proliﬁc exponent of the genre. It will conclude by
considering the hitherto unremarked role of A.H. Mann, organist of King’s College, Cambridge, from 1876 to
1929, in encouraging composition for double choir and thereby initiating a tradition which would lead to the
double choir writing of Charles Wood and, in the early 20th century, W.H. Harris..
Peter Horton has recently retired as Deputy Librarian (Reference & Research) at the Royal College of Music,
London, where he worked for over 30 years. His research interests are centred on British music from the early 19th to mid 20th-centuries, particularly the life and music of Samuel Sebastian Wesley and William Sterndale Benne.. His publications include Samuel Sebastian Wesley: A Life (OUP, 2004); a 3-volume edition of
Wesley’s anthems for Musica Britannica and book chapters ‘William Sterndale Benne., composer and
pianist’ in The Piano in Nineteenth-Century British Culture, (Ashgate, 2007); ‘The British Vocal Album and
the Struggle for National Music’ in Music and Performance Culture in Nineteenth-Century Britain (Ashgate,
2012); a new edition of Vaughan Williams ﬁfth Symphony (OUP, 2008); and editions of anthems and services
by Benne., Smart, H.C. Stewart, Walmisley and Wesley for the Church Music Society. His article ‘An Obsession with Perfection: William Sterndale Benne. and Composers’ Block’ was published in Nineteenth-Century Music Review, 13 (2016). His current research projects include an edition of Benne.’s piano concertos,
book chapters on British organ music in the 1830s and 40s and mid-19th-century British music criticism, and
research into the introduction of German song into early 19th-century London.
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Rachel Johnson (RNCM)
The Hargreaves Choral Society’s Programme Notes
The Hargreaves Choral Society was formed in Manchester in 1841 to promote high-quality performance of
choral music with orchestral accompaniment. It gave six successful concerts each year until it disbanded in
1849, one particular highlight being a performance in April 1847 of Elijah conducted by Mendelssohn. The
society’s archives are particularly rich, including minute books, programme collections, a detailed membership register and assorted press clippings, providing a valuable opportunity to explore the inner workings of
an early-Victorian provincial music society. Particularly notable were the early and detailed programme
notes the society produced from its very ﬁrst concert in 1841. These notes, often in the region of two thousand words per oratorio or equivalent large-scale item, were wri.en by the Manchester printer and music
critic Charles Sever with the input of a number of his friends and fellow Hargreaves commi.ee members.
This paper will explore the content of these notes, considering the networks of musical knowledge they indicate and the ways of listening to and understanding the repertoire their authors were aiming to encourage in
the audience. An educational function to the society was explicitly stated at its foundation, inﬂuencing the
preparation of these notes. Equally striking is the volume of press commentary concerning the Hargreaves
and its concerts. Newspaper reviews often quoted from and discussed the programme notes at length, expanding the audience which they reached. The notes and their dissemination have interesting implications
for the diﬀusion of musical knowledge in the new industrial society.
Rachel Johnson is in her ﬁnal year of a PhD at the RNCM, supported by an AHRC NWCDTP Studentship,
researching musical networks in early-Victorian Manchester. She is using a series of case studies relating to
musical entrepreneurship, glee clubs, choral societies, civic institutions, and philanthropy to explore how
music shaped and was shaped by the new industrial society. Rachel is supervised by Prof. Richard Wistreich, Prof. Martin Harlow and Prof. David Day. Her ﬁrst article has recently been published in the eBLJ and
she has provided research consultancy in relation to her PhD area to this year’s Manchester International
Festival.

George Kennaway (University of Huddersfield)
‘The music archives of Burton Constable: highlights of the collection’
Burton Constable is a country house in East Yorkshire some ten miles north-east of Hull. In 2017 its curator
contacted several institutions with a view to encouraging research in its large music archive, comprising
some 4,000 items (printed music both loose and in bound volumes, and other works in MS copies) accumulated throughout the 19th century by members of the family. Lord and Lady Cliﬀord Constable were well
connected in musical circles beyond the immediate locality, and the collection includes items dedicated to
them and supported by their subscriptions. Several items appear to be unique examples of publications not
otherwise represented in UK libraries. There has been li.le work on this particular archive since Caroline
Wood’s ‘Music-making in a Yorkshire country house’ in Nineteenth-Century British Music Studies I (1999),
although Jane Troughton’s recent PhD (York, 2014) on music in other Yorkshire country houses provides
much wider contextualisation. This paper looks at the Burton Constable music in more detail, in terms of
both performance practices (Huddersﬁeld University’s Meiningen Ensemble will perform at Burton Constable using its 1875 Erard piano) and bibliographical study, suggesting further routes for research.
George Kennaway is a cellist, conductor, teacher, and musicologist. Born in Edinburgh, he studied at the
universities of Newcastle and Oxford, the Guildhall School of Music, the Salzburg Mozarteum, and the University of Leeds. He is now Visiting Research Fellow at the universities of Leeds and Huddersﬁeld. He was a
member of the Sco.ish Chamber Orchestra and the Orchestra of Opera North for 30 years, and now regularly appears as a soloist and chamber music player, on modern, 19th-century, and baroque cello. He was a
member of the CHASE research project in 19th-century music editions at the University of Leeds and Director of Music at the University of Hull. He is a member of the Meiningen Ensemble, a chamber group which
explores practical applications of historical research to the 19th-century repertoire. He has published a
monograph on 19th-century cello performance practice, and articles and book chapters on textual and theoretical aspects of 19th-century performance research. He is also the leading British specialist in the art and
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music of the Lithuanian M.K. Čiurlionis (1875-1911), publishing and picturing on this topic in the UK and in
Lithuania. He has taught at the Royal Northern College of Music, the Lithuanian National Academy of Music, and the Jeune Orchestre de l’Abbaye de Saintes, and has lectured at the Sibelius Academy, Helsinki.

Sarah Kirby (University of Melbourne, Australia)
Unheard Melodies: Representations of the Past and the Reception of ‘Ancient’ Instruments at Late Nineteenth-Century British International Exhibitions
International exhibitions were monumental sites of Victorian modernity and some of the most signiﬁcant
cultural phenomena in nineteenth-century Britain. Yet, in their eﬀorts to display ‘progress’ and ‘invention’,
these events sometimes also engaged vividly with the past. At exhibitions held in London in 1885 and Edinburgh in 1890, such projects resulted in striking exhibits of ‘ancient’ music. These displays included instruments, scores, and other musical objects from the twelfth to the nineteenth centuries, with some objects notable for their age and construction, and others for having once been owned or played by important
composers, European royalty, or famous historical ﬁgures.
These displays were received in contrasting ways. One reading saw these displays through a developmentalist paradigm, believing them to demonstrate progress over time to the increasingly ‘perfect’ instruments of
the present on display elsewhere in the exhibitions. In opposition, a Romantic interpretation considered historic instruments to represent an idealised past, imbuing them with a heightened sense of cultural signiﬁcance that was seen to be lacking in in the nearby displays of newly manufactured instruments. Through an
analysis of the diﬀering critical interpretations of these exhibits, this paper argues that the display of ‘ancient’ instruments in blatant contrast to the exhibitions’ theme of modern invention reveals a conceptual
breach between past and present. The conﬂicting reception of these musical objects reveals larger trends in
the late-nineteenth-century’s ambivalent relationship with the past.
Sarah Kirby recently completed her PhD at the University of Melbourne. Examining music and international
exhibitions in the late-nineteenth-century British Empire, this work received the Melbourne Conservatorium
Director’s Award for ‘Exceptional Doctoral Research’. She both lectures in and coordinates the undergraduate nineteenth-century music history programme at the University of Melbourne, and has recently published
on a variety of topics including Victorian Britain, women in music, and cosmopolitanism.

James Brooks Kuykendall & Elyse Ridder (University of Mary Washington)
Pirating Pinafore: Sousa’s 1879 orchestration
Before he was America’s “March King,” John Philip Sousa was a jobbing musician like so many others of his
generation. From 1876 to 1880, he picked up a series of engagements as director of music for a company in
Philadelphia, Pennsylvania managed by John Ford. At the same moment, Gilbert & Sullivan’s successful early shows were appearing in pirated productions in the United States. Sousa orchestrated The Sorcerer and
HMS Pinafore for Ford’s productions.
Sousa’s score of Pinafore survives incomplete in the Library of Congress, but an intact set of band parts
copied in Philadelphia in June 1879 was sent to Australia early on, and continued in use in productions there
for decades. (Those materials reside now in the State Library of New South Wales.) Together these manuscript sources have enabled a reconstruction of Sousa’s scoring that had been regarded unrecoverable. The
restored orchestration is not hackwork: Sousa employed his creative faculties to construct an idiomatic
score, rather than a mechanical transcription merely reallocating the piano accompaniment among the players. In particular, Sousa adds new obbligato ﬁgures in the woodwinds—something that would later become
a trait of Sullivan’s scores.
Our paper compares Sousa’s imaginative product with the original full score that was never available to him.
Sullivan, who a.ended a performance of Ford’s production in November 1879, “thought the orchestration
excellent”—or so Sousa recalled. This unique musical text oﬀers a particularly vivid snapshot of American
Pinafore-mania from the hand of someone destined to become a national musical icon.
James Brooks Kuykendall chairs the Music Department at the University of Mary Washington (Fredericks20

burg, Virginia). He has published on the works of Arthur Sullivan, Charles Villiers Stanford (including a recent critical edition of Songs of the Sea and Songs of the Fleet), and William Walton; his blog on musical texts
is www.se.lingscoresblog.net.
Elyse Ridder is a senior music major at the University of Mary Washington. A violinist and violin maker,
she has edited a hitherto unknown work by Aaron Copland from a manuscript at the Library of Congress,
and plans to pursue graduate study in musicology.

Leanne Langley
Berlioz, 1851 and the New Philharmonic Society
Links between the Great Exhibition of 1851 and the founding of a 'New Philharmonic Society' in 1852 have
been suggested but never explained. Hector Berlioz's presence in London - as a jurist on the Exhibition's
musical instrument panel and then as conductor of the new orchestra, brieﬂy - could be relevant. At the
same time, other narratives report the New society as being set up chieﬂy to oppose London's older one, implying a musicians' or subscribers' breakaway from the original Philharmonic Society (founded 1813), with
Berlioz simply a catalyst and the Exhibition itself unrelated.
This paper will explore the key partners in this enterprise to understand 19th-century London orchestral
concert-giving more clearly. Berlioz and his friend the publisher Frederick Beale, the aspiring music professor Dr. Henry Wylde, and their group of industrial sponsors each played a part. All parties held contrasting
visions of what they were trying to achieve, however, and each vision depended on circumstances beyond
any one person's control; success was far from guaranteed. In the beginning Berlioz delivered astonishing
performances. These in turn helped to inspire some of the most potent cultural advances of the century - a
major new London concert hall, a year-round modern orchestral series at a second venue, and, through the
New Philharmonic's revelatory performances of Beethoven 9, a whole industry in British music scholarship.
The hope vested in Berlioz's leadership had not been misplaced. Yet the New Philharmonic itself gradually
declined, despite novel strategies for reinventing itself. In retrospect, the paper will ask where both the hope
and the reinvention may have migrated.
Leanne Langley is a social and cultural historian, and Lifetime Fellow in the University of London. Her
work includes revisionist studies of the (Royal) Philharmonic Society; George Grove's Dictionary of Music
and Musicians; Henry J. Wood and the Proms; Sir Thomas Beecham; the artist John Singer Sargent; British
Berlioz and Schubert reception; music publishing; and the history of music criticism. She is currently writing
a monograph on orchestral culture in 19th- and early 20th-century London, centring on Queen's Hall.

John Ling
Harmony and parsimony: middle class attitudes towards music in elementary schools after the 1870
Education Act
In spite of frequent calls from the music community for music to be ﬁnancially aided by central or local government, throughout the nineteenth century there was only one ﬁeld in which provision for music received
substantial state support: elementary education (what we would now call primary education). However, critics diﬀered widely over whether the outcome justiﬁed the expenditure. State-funded music provision was
limited to class singing, which could be by ear or from notation (most often tonic sol-fa). Many commentators regarded singing by ear as worthless; others had a similar a.itude towards tonic sol-fa. Calls were made
for music education be placed on a ‘proper’ footing, with specialist teachers and inspectors, but people with
ﬁrst-hand experience of schools and teachers regarded the schemes put forward as hopelessly unrealistic,
and defended the value of what was actually being achieved. Much of the criticism of the provision revealed
a class-based a.itude: resentment that public money was being spent on the working classes and the poor –
and, in the critics’ view, spent ineﬀectually. However, Arthur Somervell, appointed chief music inspector in
1901, articulated a mystical vision of life responsive to the rhythm of the universe and saw school music as
an engine with which to transform the national character – a character whose deﬁciencies he held to be in
stark contrast to the unanimity shown by the Japanese in their war against Russia.
John Ling was a late entrant into musicology, having pursued a career in mathematics education as teacher,
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curriculum developer and local education authority adviser and inspector. Having his interest stimulated by
a fellow choral singer who was on an MMus course at Royal Holloway, he decided to apply for the course
himself as a part-time student. This was in 2004. He found the experience so rewarding and intellectually stimulating that he signed on to do a PhD, supervised by Paul Harper-Sco.. His thesis is entitled ‘The debate
in England on the progress and regress of music: 1888–1907’. He was awarded the degree in 2014 and has
since been working on expanding the thesis into a book (whilst continuing to work as a consultant in his other professional ﬁeld of mathematics education).

Douglas MacMillan
The recorder in the long nineteenth century
It is widely believed that the recorder ceased to exist during the nineteenth century but the examination of
historical recorders and reports of contemporary exhibitions and performances, my paper will show that this
assumption is unfounded.
I will brieﬂy examine the reasons for the decline of the recorder in the late eighteenth century, whilst highlighting the continued use of the instrument, and present organological evidence for the continued manufacture of recorders in early nineteenth-century Britain.
The major section of the paper will focus on the revival of the recorder in the late nineteenth and very early
twentieth centuries. I will outline the terminological confusion regarding this almost-unknown instrument
before noting the discovery of the ‘Chester’ recorders in 1882 and the early a.empts to perform on these instruments. The International Inventions Exhibition of 1885 featured copies of recorders made by Mahillon
and I will note the critics’ adverse response to this performance. The re-discovered recorder was introduced
to the public at exhibitions in the 1890s and I will comment on the observations (some now known to be
erroneous) made by contemporary scholars.
Two names stand out as being of particular signiﬁcance – Arnold Dolmetsch and Francis William Galpin.
The work of these two pioneers of the recorder revival diﬀered, and neither has been placed in their correct
historical context, a ma.er which I shall address. In order to place the nineteenth-century recorder in a
wider context, I shall make brief reference to the place of the instrument in continental Europe.
In summary, my paper will demonstrate that the recorder maintained a shadowy existence in Britain during
the long nineteenth century and its revival at the end of the century was stimulated by the growing interest
in the music and the instruments of the past.
Douglas MacMillan is an organologist, music historian, and recorder player. His PhD (‘The recorder 1800–
1905’) was awarded by the University of Surrey. He was one of the ﬁrst organologists to study the history of
the recorder in the nineteenth century, publishing his initial work in The Consort in 1983. Subsequently he
has developed his work on the nineteenth century recorder and has given conference presentations and published several articles on the subject in peer-reviewed journals: his monograph The Recorder in the Nineteenth Century was published in 2008. His thesis ‘The ﬂageolet in England 1800-1900: the instrument, its music, and social context’ was accepted for the DMus at the Royal College of Music, and he gained his DPhil
(Oxon.) for work on ‘Octave ﬂutes in England 1660-1800’. Douglas’s current research interests lies in the ﬂageolet (on which he has published extensively), the nineteenth-century recorder, the English small ﬂute concerti, and the bass recorder. He is a member of the commi.ee of the Galpin Society, a member of the Dolmetsch Foundation, and of the American Musical Instrument Society.

Danielle Padley (University of Cambridge)
The Female Voice in Anglo-Jewish Worship: Home, Holy Days and Holidays
Synagogue practice in nineteenth-century Britain was predictably male-dominated – from the ancient liturgy
and law prescribed by past rabbis, to synagogue cantors, ministers and wardens, to the musicians involved
in the new choral movement which developed in the mid-century. Women were generally prohibited from
participating actively in services, with very observant congregations entirely forbidding men from hearing
kol isha, the ‘voice of a woman’. However, such historic rules came under scrutiny from key members of the
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Victorian Jewish community, who sought to connect their religious identity with their social and cultural
sense of ‘Britishness’. Despite the dominance of male-voice choirs in Anglican worship, emancipated Jews
who participated in amateur and professional music-making and who wanted Jewish repertoire to be appreciated alongside the Anglican canon turned their a.ention to the question of whether synagogue music
could, and should, be wri.en to include female voices.
This paper explores the use of the female voice in three discrete areas in which Jewish music was heard: the
home, where musical endeavours (including parlour worship) were primarily undertaken by female family
members; during Sabbath and Holy Day services, where the desire for high-quality music in the synagogue
was often undermined by poor standards of singing among boy choristers, ultimately leading to the employment of female singers in some synagogues; and during celebratory or State occasions and holidays, in
which female soloists and choir members were more readily accepted by the wider Jewish community. In
particular, it will examine repertoire which spanned these three spheres, highlighting the tensions between
private and public, and religious and cultural uses of the female voice in nineteenth-century Jewish music.
Danielle Padley is a PhD candidate in Music at the University of Cambridge, supervised by Dr Benjamin
Walton. Her research focuses on the development of Anglo-Jewish choral music in the nineteenth century,
particularly exploring its shared history with the music of the Anglican church, and the eﬀects of Victorian
cultural inﬂuence. Danielle’s work has been well-received across Jewish, interfaith and nineteenth-century
studies, featuring on Radio 3’s Easter Sunday programme ‘Symphony of Psalms’, in a video documentary by
the Woolf Institute, Cambridge, and as an article forthcoming in Nineteenth-Century Music Review. She is
also Musical Director of Kol Echad, Cambridge’s Hebrew Choir.

Rosalía Polo Cal (University of La Rioja)
Enrique Fernández Arbós: Half a Century of Music in the London Press (1891-1939)
The violinist, conductor and professor Enrique Fernández Arbós (1863-1939) is one of the most important ﬁgures in the history of Spanish music. Internationally applauded performer, and having been trained in
Madrid, Brussels, Berlin and Paris, he began his London career in 1891. He was introduced to the British
public accompanied by two other musicians of international status: the Spanish pianist and composer Isaac
Albéniz and also the Hungarian violinist Joseph Joachim. Between 1894 and 1915, he worked as a violin and
viola teacher at the Royal College of Music. His link with the British capital lasted between 1891 and 1939.
In this paper, we propose to carry out a study of the professional trajectory of the Spanish violinist. From the
references in the press, we will analyze the artistic projection of Arbós and his professional development, alluding to the idea of William Wordsworth, that the artist needed to create the taste that the public could later
enjoy. As William Weber points out, the musicians’ individual initiative is the starting point of their professional career, of which the press is a fundamental testimony.
On the one hand, we will establish a calendar of concerts (dates, spaces), the list of works performed and a
classiﬁcation of said repertoire. On the other hand, we will oﬀer an analysis of the reﬂection of all this in the
London press of the time, deepening everything related to the professional assessment of the musician. In
particular, we will focus on the aspects that help us understand the way in which the press participates in
the construction of Arbós' professional life in London.
Rosalía Polo Cal was born in 1975 and started her music studies at the age of eight. After doing her general
basic education she completed the higher violin degree and the college degree in History and Music Sciences. She has worked as a music teacher in secondary education and is currently an education inspector.
She has been working for 4 years on her PhD about the professional life of Spanish musician Enrique Fernández Arbós, through the London press at the University of La Rioja, in Spain, under the supervision of Professor Teresa Cascudo.

Chris Price (CCCU)
What Henry Farrow didn’t tell the Dean: a Lay Clerk pleads poverty
In 1867 one of Canterbury’s cathedral lay clerks, Henry Farrow, was deputed by his fellow singers to repre23

sent them in a meeting with the Dean to discuss their pay claim. In a gesture which is eloquent testimony to
the awe in which such distinguished churchmen were held at the time, Farrow decided to write down what
he wanted to say rather than risk speaking extempore. In the Church of England Records Oﬃce, in a ﬁle
bursting with details of over a century’s worth of lay clerk’s pay claims, this le.er survives. In exquisite detail, it sets out the case for a rise: the salary of a lay clerk, Farrow argues, is inadequate for the maintenance
of a household. It’s a fascinating glimpse of mid-Victorian family ﬁnances: the weekly cost of bread, ﬂour,
grocery, chandlery, meat, coals, and wood is shown to be two shillings and fourpence less than he’s paid for
singing twice a day, every day, in the cathedral—and his calculations do not include rent, clothing, shoes,
education (for his ﬁve children), medical expenses, or the cost of death. How, he asks, does a lay clerk manage to get along at all?
This paper will set this le.er in the broader context of ecclesiastical history, exploring both the reality and
the perception of the cathedral salaries which so distressed the singers—but it will also show that Henry Farrow was being somewhat disingenuous in his representation to the Dean and Chapter: the late nights and
“extraordinary exertions” he claims are necessary for a living wage had for decades included activities
which his cathedral employers would not have deemed quite so respectable. The sociable music-making and
lively concert life of the city had always oﬀered the gentlemen singers of cathedral choirs an additional
source of income, but Farrow was perhaps wise to underplay the more convivial aspects of that concert life,
for reasons this paper will make clear.
Chris Price is a Senior Lecturer at Canterbury Christ Church University and a tenor lay clerk in the cathedral
choir. His book, The Canterbury Catch Club 1826: Music in the Frame, was published in January.

Christopher Redwood
The Roothams of Bristol and Cyril Rootham’s 1914 setting of ‘For The Fallen’
In the second half of the nineteenth century the name Rootham was synonymous with music in Bristol. Two
brothers who had been choirboys at Cambridge had moved westward to become lay-clerks at the Cathedral.
Daniel Rootham (1838-1922) became conductor of the Bristol Madrigal Society for ﬁfty years as well as directing the chorus for the Triennial Festival. Despite the quantity of music on oﬀer in what was then Britain’s
second-largest city, audiences were unsophisticated, arriving late and leaving early, while before Rootham’s
time the chorus would talk and look around the auditorium rather than at the conductor. Even festival performances were disturbed by the stewards talking. (Was this common elsewhere in those days?) Early Festivals brought the Hallé orchestra down from Manchester, sometimes without having rehearsed the whole
programme and there were reports of tricky passages being ‘scamped’.
Dan Rootham’s son Cyril (1875-1938) returned to Cambridge to read classics, then music, before joining the
staﬀ, eventually becoming a Fellow of St.John’s College. One of his greatest achievements was being the ﬁrst
to set Lawrence Binyon’s poem For the Fallen, only a month or so after WW1 started. Elgar later set it, leading to a lasting dispute between the two composers, though neither was guilty of starting it. The Rootham is
ﬁve minutes longer than the Elgar, the diﬀerence being largely due to a three- and-a-half minute orchestral
introduction, opening with drum-beats that almost become an ostinato, clearly representing the sound of
guns. It is for choir and orchestra alone while Elgar makes eﬀective use of a soprano soloist. Rootham conducted his se.ing in 1919 despite an innate modest in relation to his own compositions.
After graduating from Trinity College of Music Christopher Redwood spent sixteen years as a secondary
school teacher before becoming a headmaster. On taking early retirement he was appointed an external tutor
for the University of Bristol, where he subsequently took a PhD on the music of the under-rated British composer William Hurlstone (1876-1906). This was published as a book in 2016. Christopher also teaches singing
privately and has for the last ﬁve years been Chairman of the south-west branch of the Elgar Society.

Tadhg Sauvey (University of Cambridge)
Alexander Ellis, the Scales of Various Nations, and the Chord of Nature
English scientist Alexander Ellis (1814–90) is best remembered for his tonometrical work on Asian and Middle Eastern tuning systems, culminating in an 1885 essay “On the Musical Scales of Various Nations”. Nu24

merous musicologists have cited this paper’s conclusion—that “the Musical Scale is not one, not ‘natural’,
nor even founded necessarily on the laws of the constitution of musical sound, so beautifully worked out by
Helmholn, but very diverse, very artiﬁcial, and very capricious”—as evidence of a shift from the doctrine of
European tonality’s natural origin (and thus pre-eminence) to awareness of its cultural contingence. Others,
however, argue that Ellis was merely aﬃrming claims previously advanced in Hermann von Helmholn’s
Lehre von den Tonempﬁndugen (1863), which Ellis had translated into English. My paper aims for greater
precision by specifying Ellis’s departures from his great predecessor, largely revealed in the extensive notes
to his second translation of Tonempﬁndungen (1885, coeval with “On the Musical Scales”). These suggests
that Ellis’s tonometry was a direct response to some of the contradictions in which, I argue, Helmholn’s gestures towards cultural relativism remained mired. Though Ellis never pursued his ﬁndings to a constructivist music theory either, they did prompt him to quietly reject certain features of Helmholn’s account (notably the theory of melodic aﬃnity). His essay disturbed younger contemporaries including Carl Stumpf and
especially Hugo Riemann, even though they already knew Helmholn’s work, but found favour with comparative musicologists of a later generation such as Erich von Hornbostel and Jaap Kunst. I conclude that
claims of Ellis replacing chord-of-nature theory with cultural relativism are misleading, but that unwi.ingly
he did lighten the task for those who would later undertake it.
Tadhg Sauvey is writing a PhD thesis on French religious music of the late nineteenth and early twentieth
centuries at the University of Cambridge, where he also took an MPhil in musicology in 2018. He is also active as a cellist and is a graduate of the Royal Conservatoire of Scotland.

Inja Stanović (Leverhulme Early Career Fellow, University of Huddersfield
Maiden Lane Treasures: G&T piano recordings and their legacy
The Gramophone Company was founded in 1898 by William Barry Owen and Trevor Williams in London,
England. The company’s ﬁrst recording studio was set up by Fred Gaisberg, a famous producer and recording engineer of the time, in Convent Garden’s Maiden Lane. Through the ﬁrst years of the twentieth century,
this studio was a place where many famous performers of the day recorded performances using the most
progressive mechanical recording technologies of their time. In 1900, soon after company’s founding, it was
re-named Gramophone & Typewriter Ltd., and is now popularly referred to as G&T. Many of the recording
pianists were signiﬁcant musicians of the late nineteenth and early twentieth centuries, including: Vladimir
de Pachmann (9 titles in 1907), Landon Ronald (5 titles in 1900), Natalia Janotha (4 titles in 1904), Cécile
Chaminade (7 titles in 1901), Ilona Eibenschün (6 titles in 1903) and Wilhelm Backhaus (9 titles in 1908).
This lecture-recital focuses upon late nineteenth-century pianistic practices, with particular reference to G&T
piano recordings. The presentation is divided into three parts: part 1 brieﬂy considers mechanical technologies on gramophone record in context of G&T. Part 2 considers various G&T piano recordings made between
1900 and 1908. Analysis of these recordings is a part of the Leverhulme-funded research project “(Re)constructing Early Recordings: a guide for historically-informed performance”. A range of the nineteenth century expressive pianistic techniques, performance styles and practices are then showcased in Part 3, through a
performance which clariﬁes and contextualises central points of this lecture-recital.
Provisional programme:
F. Chopin: Etude Op.10 No.1, Etude Op.10 No.12, Etude Op.25 No.9, Fantaisie-Impromptu Op.66; D. Scarla.i: Sonata in E, K20; J. Brahms: Ballade Op.118 No.3; F. Liszt: Paganini Etude No.3 and Liebestraume No.3;
and F. Mendelssohn: Song Without Words Op.67 No.4.
Please note that, due to timing, some of the compositions will not be presented in their entirety.
Inja Stanović is a Croatian pianist and researcher, born in Zagreb and currently residing in Sheﬃeld, UK. As
a pianist, Inja has performed in Croatia, Australia, France, Germany, Italy, Slovenia, Mexico, the United
Kingdom, and the United States. She ﬁnished her PhD at the University of Sheﬃeld, focusing on nineteenthcentury performance practice relating to the work of Frédéric Chopin. Besides being an active pianist, Inja
has published articles in HARTS and Mind Journal, Swedish Musicological Journal, and Nineteenth Century
Music Review. The Digital Humanities and the Study of Nineteenth-Century Music. Inja has held various
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academic posts, including research fellowship at the Sydney Conservatoire and visiting lectureship at the
Birmingham Conservatoire. Most recently, she has won the Leverhulme Trust Early Career Fellowship, hosted by the University of Huddersﬁeld. Inja is conducting a three year research project under the title
“(Re)constructing Early Recordings: a guide for historically informed performance”

Benedict Taylor (University of Edinburgh)
Symphonic Poetry, 1914: Musical Form, Programmatic Paratext, and the Problem of Authorially Informed Analysis in Parry’s From Death To Life
From Death to Life, dating from the autumn of 1914, is both Parry’s last major orchestral work and the only
such example expressly designated by the him as a symphonic poem. Parry was not generally drawn towards the Lisztian model of the symphonic poem and From Death to Life might appear at face value anomalous within his oeuvre in suggesting an aﬃliation with programme music rather than the more traditional
genres with which he had primarily been concerned, most evidently the post-Brahmsian symphony. Such a
clear-cut distinction between programmatic and absolute music, unsurprisingly, proves on closer investigation to be anything but watertight, for the composer’s preceding symphonies had already been heading in
this less abstract direction. From Death to Life in fact provides an ideal opportunity to explore a cluster of
important themes in Parry’s musical aesthetics, the history of the genre, and at the broadest level, the relation of formal analysis to programmatic hermeneutics. Wri.en in the opening months of the First World
War, the expressive import of the work may obviously be related to the European conﬂict which was just beginning, but this piece further provides rich ground for interrogating the broader aesthetic relation between
more abstract or ‘purely musical’ values and questions of expressive meaning. Speciﬁcally, the current paper interrogates Parry’s stated views on instrumental form and the relation of form to expressive content,
particularly as these ma.ers relate to the congruity or otherwise between the relatively straightforward design of the work and the programme provided at its première – a feature which allows a partial reassessment
of recent analytical theories of musical form and meaning stemming from James Hepokoski.
Benedict Taylor is Reader in Music at the University of Edinburgh. His publications include the monographs Mendelssohn, Time and Memory: The Romantic Conception of Cyclic Form (Cambridge, 2011), The
Melody of Time: Music and Temporality in the Romantic Era (Oxford, 2016), Towards a Harmonic Grammar
of Grieg’s Late Piano Music (RMA Monographs, 2017), and Rethinking Mendelssohn (forthcoming from
Oxford in 2019). He has been the recipient of fellowships from the Alexander von Humboldt and Andrew W.
Mellon Foundations, the Jerome Roche Prize of the Royal Musical Association, and is currently co-editor of
Music & Le.ers.

Chloe Valenti (University of Cambridge)
Freaks and Jokes: The Problem of English Serious Opera in Britain and Abroad
When, in 1923, the German musicologist Alfred Einstein described Gustav Holst’s opera The Perfect Fool as
‘an artist’s freak or “atelier” joke’, he cemented a view of English opera that had been in place for several
decades. While it can be tempting to frame such negative criticism from the continent as patriotic bias, the
broader picture is more complicated. As Richard Greene has noted, many British musicians in the early
twentieth century, including Ralph Vaughan Williams, were also highly sceptical of English serious opera,
and there was li.le support for it in British opera houses. These views prevailed despite the eﬀorts of earlier
composers such as Ethel Smyth and Charles Villiers Stanford to promote their operatic works in Britain and
abroad.
Through an examination of musical practices and performance culture this paper seeks to unpick the complicated cultural, musical and ﬁnancial factors behind the struggle to establish English serious opera in Britain
and abroad at the end of the nineteenth century. These include the dominance of Italian and German opera
in the few British houses licensed to stage opera, and the comparative popularity of English opere.a and
lighter musical genres. Even British composers who were well established in other musical genres often
struggled to a.ain similar support for their operas. Both Smyth and Stanford had trained in Leipzig, and in
some cases had greater success in ge.ing works staged in Germany than in Britain. Yet in the scores and the
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reception of these operas we can see a mirroring eﬀect between the two musical cultures: the inﬂuence of
Wagner and other continental opera composers on English opera, and the often mixed responses the operas
received in Germany oﬀering li.le encouragement to the composers, or to British audiences to oﬀer greater
support to English opera in their own houses.
Chloe Valenti has held various positions at the University of Cambridge since 2010, including Visiting Lecturer, and Director of Music, Director of Studies in Music and Supervisor of Studies at several colleges. She
has published on Verdi reception in Nineteenth-Century Britain, and also works on music and health, with a
particular interest in opera singers. Her book chapter on vocal health and the British pitch debate will be
published in Symphonism in Nineteenth-Century Europe (Brepols) in 2019. She will also be contributing
topics on opera and popular vocal music for The Palgrave Encyclopedia of Victorian Women’s Writing.

Paul Watt (Monash University)
Marie Lloyd (1870–1922) and Biographical Constructions of the Nineteenth-Century Female Superstar
Marie Lloyd (1870–1922) was a vocal superstar of the late nineteenth century. With tens of thousands of ardent followers in Britain and America—and an income that eclipsed even what Adele Pa.i and Nellie Melba
earned—Lloyd was a vocal sensation. Biographers of the prima donna, the female vocal celebrity, are often
quick to aﬃx a label to their subjects’ voices, such as ‘The Swedish Nightingale’ (for Jenny Lind), ‘The Queen
of Song’ (Adeline Pa.i), and ‘The Voice of Australia’, in the case of Nellie Melba. Marie Lloyd was also bestowed a title, ‘Queen of the Music Hall’, but this did not describe her voice, rather the institution for which
she worked. This article thus probes the varied reasons – and ambiguities – of this appellation in biographical constructions of Lloyd and a.empts to explain why Lloyd’s biographers have virtually nothing to say
about the extraordinary range and versatility of her voice. With the aid of historic recordings it is possible to
ﬁnally make an estimate of Lloyd’s technique, and the results are surprising: her vocal dexterity and acting
ability encompassed a range of techniques ranging from eighteenth-century melodrama to early twentieth
century sprechtstimme. This paper argues that compared to opera singers that are often portrayed as otherworldly, ethereal and occasionally angelic, depictions of Lloyd tended to be cast on her physical, sensual and
worldly a.ributes, which illustrates some diﬀerences between biographical constructions of operatic and
music-hall singers.
Paul WaM is Associate Professor (Musicology) at Monash University. His recent books include The Regulation and Reform of Music Criticism in Nineteenth-Century England (2018) and Ernest Newman: A Critical
Biography (2017). With Sarah Collins and Michael Allis he is editor of the forthcoming Oxford Handbook of
Music and Intellectual Culture in the Nineteenth Century and, with Michael Allis, is editor of The Symphonic Poem in Britain: Texts and Contexts, 1850–1950 (Boydell & Brewer, forthcoming). Paul is currently
working on a new monograph, Music, Morality and Citizenship in the Nineteenth Century.

Phyllis Weliver
‘The Light of the World’: Music, Faith & Liberalism in Robert Elsmere and The Commonwealth
As Whyte’s Professor of Moral Philosophy at Oxford from 1878 to 1882, T.H. Green so popularized liberal
concepts of self-help, minimal state intervention, and a relational sense of self-fulﬁlment that his social theology was debated alongside J.S. Mill’s and Karl Marx’s theories well into the twentieth century. Notably,
Green compared consciousness of faith to music; both were non-verbal, non-factual, but sensually there.
Such ideas became part of a politically liberal social narrative found in literary publications – as reﬂective
emblems of and didactic tactics for amateurs of all classes.
This paper investigates nested discussions of faith, music, and liberal ideals in ﬁn-de-siècle Britain. It begins
by connecting Green’s philosophy to Holman Hunt’s painting, The Light of the World (1853–4) and a group
of Greenian disciples similarly named (Lux Mundi). Next, it explores two case studies that reveal how music’s direct appeal to the feeling individual was considered to be a means of realizing a politically liberal
‘best self’ (pace Ma.hew Arnold) and to enacting a tangible faith in national progress and in the divine. The
ﬁrst exemplar, Mary Augusta Ward’s best-selling novel, Robert Elsmere (1888), ﬁctionalizes Green and imagines his ideas as enacted in London slums alongside the awakening of Elsmere’s violinist sister-in-law. The
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second, The Commonwealth: A Christian Social Magazine, was established in 1896 by the Canon of St Paul’s
Cathedral. Like Robert Elsmere, the magazine suggests practical applications of Green’s philosophy in se.lement projects, but with more explicit linkages to music’s role in ameliorating physical and moral squalor, as
seen in articles, poems, ﬁction, sheet music, printers’ ornaments, and reviews of concerts and music publications. A contextualization of the abundant musical material in the magazine’s early volumes brings this paper to conclusion, including an explication of connections to Hubert Parry’s presidency of the People’s Concert Society.
Phyllis Weliver is a Professor of English at Saint Louis University working on music and Victorian literature.
Her monographs are Mary Gladstone and the Victorian Salon: Music, Literature, Liberalism (2017); The Musical Crowd in English Fiction (2006); and Women Musicians in Victorian Fiction (2000; 2016). She has also
edited The Figure of Music in Nineteenth-Century British Poetry (2005; 2016) and, with Katharine Ellis,
Words and Notes in the Long Nineteenth Century (2013). Current projects include co-leading two suites of
digital resources (Tennysons Archive and Sounding Victorian), and writing a monograph, Music and the
Liberal Vision, from which this paper is drawn.

Alexander Wilfing (Austrian Academy of Sciences)
The First Aesthetics of ‘Absolute’ Music? Adam Smith’s Essay on the ‘Imitative Arts’
In the wake of increasing criticism towards the lack of deﬁnite conceptual content, the early 19th century
brought about a ‘new’ view of music that replaced music’s supposed purpose to imitate and arouse emotion
with a view that considered instrumental music as suﬃcient in its own right. The origins of this signiﬁcant
re-thinking of music’s essence is commonly a.ributed to German romanticism and to debates surrounding
Eduard Hanslick’s On the Musically Beautiful – a treatise that is frequently regarded as the ﬁrst theory of
‘absolute’ music, i.e. music without programs, literary titles, or texts. The view that music is complete in itself and that it is in no need of mimetic elements or appeals to emotion, however, was formulated well before
Hanslick’s ‘formalism’ as part of Adam Smith’s li.le-known essay On the Nature of that Imitation which
takes place in what are called The Imitative Arts (1777/1795). For Smith, ‘pure’ music presents “an object …
so great … that alone, and without suggesting any other object, either by imitation or otherwise, it can occupy … the whole capacity of the mind.” This paper will explore those aspects of Smith’s essay that anticipate
the ‘new’ view of music as well as those notions that foreshadow an aesthetic approach as late as that of
Hanslick. This close reading, however, will be supplemented by questions of cultural transfer and will thus
also reﬂect on the reception of Smith’s essay in the German-speaking world on the basis of an early translation of this text in Karl Adolph Cäsar’s journal Geist der neuesten Philosophie des In- und Auslandes (Spirit
of the Newest Philosophy, Domestically and Abroad) in 1802, edited by one of the most important exponents
of the ‘new’ view, Christian Friedrich Michaelis.
Alexander Wilﬁng is postdoc scholar at the Department for the History of Art and Musicology at the Austrian Academy of Sciences and editor-in-chief of Musicologica Austriaca – Journal for Austrian Music Studies.
His research is focused primarily on Eduard Hanslick and has been presented at conferences such as AMS
Annual Meetings, MPSG London, or the Biennial Conference on 19th-Century Music. His publications encompass a monograph on the Anglo-American reception of Hanslick’s aesthetics (Holliner 2019) as well as
multiple peer-reviewed articles and contributions to conference proceedings. He is currently editing two international anthologies on Hanslick for Böhlau Vienna and Routledge.

Hanna Winiszewska (Adam Mickiewicz University, Poznań, Poland)
Princess Daisy von Pless’s Musical Career. A Case Study
Daisy Hochberg, Princess of Pless (1873-1943), born as Mary Theresa Olivia Cornwallis-West at Ruthin Castle
in Denbighshire, Wales, was a famous society beauty in the Edwardian era, the author of renowned diaries
portraying the life of the European aristocracy at the turn of the century. After her marriage to a German
prince she became the member of one of the wealthiest families in Europe. Less well known is the fact that
Daisy, appreciated mainly as a social reformer and a charity activist, was also professionally trained to become an opera singer. Her marriage ruined the planned career, so she limited her concert activity to charity
performances. In her castle in Książ near Wałbrzych (German Waldenburg) she performed in her own con28

cert hall and recorded a disc (the incomes were allocated to the poor; the disc has not been preserved).
This paper will discuss Princess Daisy’s training in singing (that included training in the signiﬁcant centres
in France and Italy) and the professional possibilities she was oﬀered in her era. She will serve as an example
of talented and musically trained women who were forced to limit their artistic ambitions in order to observe
the conventions of an aristocratic lifestyle.
Hanna Winiszewska holds a PhD in musicology, MA in Polish philology (specialisation in linguistics and
academic publishing), Assistant Professor (Adjunct) in the Institute of Musicology (Department of History)
at the Adam Mickiewicz University in Poznań, Poland. Her research interests focus on the history of music
in the 18th and 19th century, especially on the history and genology of opera and the history of vocal performance. Her research interests include also issues from borderline areas between musicology and other disciplines, especially medicine, sociology and linguistics. She has published many articles and the book Dramma giocoso – między opera seria I opera buﬀa (Dramma giocoso – between opera seria and opera buﬀa)
devoted to the genre of dramma giocoso.

Bennett Zon (Durham University)
‘Science Parry-phrasing Theology’
Science and religion meet in this paper exploring the hidden theological underbelly of C Hubert H Parry’s
evolutionary pronouncements on music and human sympathy, drawing upon comparative analyses of contemporary scientiﬁc and religious debates. Music is commonly referred today as the mouthpiece of theology
(Chua, Resonant Witness), but for EMR icon and apologist Parry it was more; music was not only an organ
of religion, it was also the emphatically rational voice of science. Parry is, in fact, indicative of a whole generation of musical thinkers expressing – even suppressing – religion through science, eﬀectively ‘Parryphrasing’ theology through science.
This paper introduces key debates between Victorian religion and science expostulated through the frequently divergent and often self-conﬂicting opinions of Herbert Spencer and Charles Darwin, then situates
their arguments in the context of late nineteenth-century musical criticism. A main section follows, interrogating Parry’s concept of sympathy as the same kind of back-door theology as Spencer; a conclusion tracks
the loss of sympathy’s status, as it loses sympathy and progresses towards empathy amongst later generations of music critics.
Spencer claims that ‘music is the chief media of sympathy … it arouses in us [those] vague feelings of unexperienced felicity . . . those indeﬁnite impressions of an unknown ideal life which it calls up, may be considered as a prophecy, to the fulﬁlment of which music is itself aids’ (1857, ‘Origin and Function of Music’). Applied to Wagner, for Parry musical sympathy gives ‘men trembling on the very of materialism a new
revelation of spiritual possibilities and extinguish pessimism by giving a new meaning to life.’ (Parry, Style
in Musical Art). This paper exposes the very crux of Parry’s living contradiction: using the vocabulary of science while speaking the language of theology.
BenneM Zon is Professor of Music, founding Director of the Centre for Nineteenth-Century Studies and cofounder and Director of the International Network for Music Theology. He is founder and General Editor of
the Cambridge journal Nineteenth-Century Music Review and Routledge book series Music in NineteenthCentury Britain, and co-founder and co-owner of Nineteenth-Century JISCmail. He is an Editor of the Yale
Journal of Music and Religion; the Congregational Music Studies book series (Routledge); Nineteenth-Century Contexts; and the Hellenic Journal of Music, Education and Culture. Recent publications include Evolution and Victorian Musical Culture (CUP, 2017) and Evolution and Victorian Culture (CUP, 2014).
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Panel: Music, society, and politics in Britain, 1800–1850
After many years spent at the margins, music is becoming increasingly central to the work of historians (i.e.
scholars in history departments, as opposed to historical musicologists). A growing fascination among historians with non-textual modes of communication has, in recent years, begun to branch out from visual and
material artefacts to include the seemingly more evanescent and intangible sonic dimension of experience.
This panel showcases new work by three historians working on the history of music and musical life. Collectively, our papers consider a range of questions centred around how to account for music’s place in social,
cultural, and political life. We are interested in how music acquired, retained and shed particular meanings
for contemporaries. Furthermore, we ask to what extent and how these meanings are shaped by the form
music takes, alongside the kinds of meanings generated by performance contexts.
Aside from our shared methodological interests, our papers are connected chronologically through a focus
on the ﬁrst half of the nineteenth century, and thematically through our interests in politics, in both the formal/constitutional, and the micro/everyday sense of the word. Indeed, music’s ability to link together these
two levels of ‘political’ activity is a particularly exciting line of inquiry. Our papers consider music as both a
tool of, and a challenge to, power. We consider music as a powerful, but also ambiguous, representative of
the state, examined here through the explosion of military bands during the revolutionary and Napoleonic
wars, which left profound legacies for working-class musicianship and the musical repertoires of subsequent
political movements, both conservative and radical. The complex intersections between nineteenth-century
discourses of race and gender are highlighted through exploring multiple iterations of a blackface minstrelsy
song, ‘Buﬀalo gals’, thereby uncovering new reasons for its popular success with nineteenth-century audiences. Finally, we explore a newly-discovered example of working-class choral composition, wri.en for use
in the Chartist movement in Leicester, a remarkable phenomenon which raises important questions about
how class and democratic ideals might ﬁnd expression in music. Collectively, we hope to generate an interdisciplinary conversation around the multiple connections between music, society and politics which we
hope will prove mutually enlightening to speakers and a.endees of the panel alike.

Oskar Cox Jensen (Queen Mary University of London)
‘Buffalo Gals’ comes to Britain
One night in November 1847, Inspector Campbell of the Dublin police was patrolling the banks of the Liﬀey.
On passing the Ha’penny bridge: ‘The Inspector said his a.ention was drawn to the bridge by rather unusual
sounds, and on approaching “loud resounded mirth and dancing.” . . . on closer examination he discovered
the tune to be “Buﬀalo Gals won’t you come out to night?”’ The inspector broke up the meeting, and
charged three ‘persons’ with selling whiskey. Yet this was only the ﬁrst in a series of encounters between
‘Buﬀalo Gals’ and the law, in which the song quite literally enjoyed the last laugh.
This paper considers the famous 1840s blackface minstrel song ‘Buﬀalo Gals’ and its reception in nineteenthcentury Britain, combining a close reading of the song’s musical and textual qualities with a focus on instances of its performance, in order to uncover a remarkable story of provocation, contestation, and doubled
prejudice. Advancing compelling cultural rather than racial arguments for the astonishing success of blackface songs in the mid-century, I analyse a series of occasions where performative license to articulate and enact racial discrimination in song was repurposed to channel extreme, even violent misogyny, under cover of
discourses of ‘fun’ and ‘high spirits’ enabled by the song. ‘Buﬀalo Gals’, one of the simplest – and catchiest –
hits of the century, proved to be a dangerous beast indeed.
Oskar Cox Jensen is a Leverhulme Fellow in History at Queen Mary University of London. His ﬁrst book
was Napoleon and British Song, 1797–1822 (Palgrave, 2015); his second, in peer review, is The London Ballad-Singer. He is the co-editor of Charles Dibdin and Late Georgian Culture (OUP, 2018) and the author of
numerous articles and book chapters. Oskar is currently working on a new collection, Music and Politics,
c.1780–1850, and his third monograph, When London Cried, which examines the lives of street-workers in
late Georgian and Victorian London.
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David Kennerley (Queen Mary University of London)
Voicing radicalism: Chartist choral aesthetics in William Jones’s Immortality
This paper has been prompted by the discovery of a fascinating and potentially unique artefact: a choral
composition by the Leicester Chartist activist, William Jones (ﬂ.1840–1855). Thanks to the work of Timothy
Randall, Kate Bowan and Paul Pickering, scholars have been aware for some time of the presence and signiﬁcance of music within radical political culture and Chartism in particular. But it has always been assumed
that the Chartists borrowed their music from elsewhere—from elite genres such as opera and oratorio, or
from popular song—and gave new words, and new performance contexts, to these existing tunes as part of
politically-charged strategies of inversion and disruption. The discovery of an original musical composition
by a Chartist, however, opens up new avenues for research into the Chartists’ engagement with music. Most
obviously, it raises intriguing practical questions about how a working-class glove-maker from Leicester
could acquire the necessary education to compose music of considerable complexity. It suggests the possibility of uncovering a group of working-class composers to match the be.er-known working-class poets with
whom nineteenth-century scholars are familiar. But it also opens up questions regarding Chartist musical
aesthetics: To what extent and in what ways did Jones think of composition as a political activity? How does
Jones’s composition compare to existing forms of contemporary choral writing with which he was familiar,
such as church hymns or secular glees? Most challengingly, can we trace aspects of Jones’s politics in his
compositional style? This paper seeks to address these and other questions in the light of recent debates between musicologists and historians over methodologies for relating music and politics, and to oﬀer some
tentative ideas about Chartist musical aesthetics from the perspective of a historian eager to hear what musicologists think about how best to interpret this intriguing and rare artefact.
David Kennerley is a Leverhulme Fellow in History at Queen Mary University of London. His doctoral
work, completed at the University of Oxford in 2014, and currently under review for publication as a monograph, explored sonic aspects of gender, vocality and femininity in early nineteenth-century Britain. He is a
co-editor of Charles Dibdin and Late Georgian Culture (OUP, 2018) and a forthcoming collection of articles
on ‘Music and Politics in Britain, 1780–1850’. At Queen Mary, he is currently working on a project entitled: ‘A
sonic history of Chartism: Music, sound and politics in mid-nineteenth-century Britain’.

Eamonn O’Keeffe (University of Oxford)
Regimental repertoires: The manuscript music books of Napoleonic-era British military musicians
Although the army was the single largest employer of professional musicians in nineteenth-century Britain
by a country mile, its contribution to musical culture remains underappreciated. Mass mobilization during
the French Revolutionary and Napoleonic Wars created unprecedented opportunities for plebeian Britons to
develop musical skills, while military ensembles were also sought-after sources of instrumental entertainment in both British and colonial garrison towns. This paper explores martial music-making during the
'French Wars' by analyzing manuscript musical collections compiled by military ﬁfers and bandsmen. These
sources range from 1/34th Foot ﬁfer John Bu.rey’s thousand-tune compendium and the partbooks of Galway Militia musicians to the rather less inspired compositions of West Monmouthshire Local Militia DrumMajor Edward Graham. Research into the backgrounds and service records of their owners oﬀers crucial
context for interpreting these collections, while also providing illuminating case studies of military musical
careers. As these manuscripts reveal, the repertoires of martial musical ensembles ran the gamut from regimental marches and patriotic di.ies to Jacobite ballads, country dances, hornpipes and oratorios. Close
scrutiny of these collections also oﬀers insight into contemporary networks of composition and transmission,
as military musicians drafted original scores, copied from printed musical collections and poached melodies
from other regiments, armies and cultures. But despite the diverse origins of military repertoires, a clear case
can be made for the existence of a common martial musical culture, promoted by the circulation of printed
publications and the mobility of regiments themselves, and exported to overseas colonies. Throughout, investigation of these manuscript collections demonstrates that military music-making never stood apart from
the civilian musical scene, but instead drew upon and in turn profoundly enriched wider British musical
culture.
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Eamonn O'Keeﬀe is a DPhil student at the University of Oxford researching British military musicians during the French Revolutionary and Napoleonic Wars. He is a Council Member of the Society for Army Historical Research, one of the world's oldest military history societies, and recently edited the memoir of a
Napoleonic-era Coldstream Guards sergeant, Narrative of the Eventful Life of Thomas Jackson.
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