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History
(ABSTRACT)

Examining developments in British musical life within the context of the Second
World War, this thesis chronicles the emergence of the Council for the Encouragement
of Music and the Arts (CEMA), the first body offering state-supported funding for art
music activities in Great Britain. Focusing on Britain's musical life during the war
demonstrates that the preservation of Britain's "cultural” heritage (of which music was a
part) became a rationale for the beginnings of state-supported arts funding. By
studying CEMA and its effect on Britain's musical life, we reexamine how art music
experienced growth during this period. CEMA's work of providing concerts in factories,
shelters, and the countryside, transformed the ways the British public experienced art
music. This thesis examines the process by which the organization evolved into the
Arts Council of Great Britain and set the future course of arts funding for most of the
organization's history. CEMA's story offers insight concemning the function of arts
funding, as well as illustrates the effects that public support of the arts can have on the

artistic life of a modern Western society.



TABLE OF CONTENTS

ABSTRACT ... ettt n e aees i
ACKNOWLEDGMENTS.......cooiiiii e er e e iv
INTRODUCGTION. ...ttt et e e et e e e e e s s s ane e e e e e e e s nns 1

CHAPTER ONE:

"... how rare was good music ...":

Emerging British Musical Life 1870-1939...........ccccoiiiiiiiiiiicccee e 9
CHAPTER TWO:

"Beauty is stirring ... good ... out of evil":

Forming CEMA ... e v nnnsenaees 25
CHAPTER THREE:

" ... from the towns, from the shires, from the churches and from the factories;
'Give us more music' ":

CEMA at WOOTK.......ooiiiiiieeec e e e e e e e e e e 47
CHAPTER FOUR:

" ... what an important thing has happened":

Enter Keynes: CEMA Becomes the Arts Council..................cooeeeeeiinnn. 78
0701103 I U ES] [0 ], O 104

BIBLIOGRAPHY ... ..ottt e ereae e e s e e e e annne e e e e e e e e e eans 108

LY 1 7 SO 112



Acknowiedgments

In the tradition of Rose Rosengrad Subotnik, a scholar whose "raging
humanism" | respect and admire greatly, | hope to make my acknowledgments
interesting, somewhat anecdotal, and if nothing else, lengthy. To begin, | wish
to thank those directly involved with making this thesis a reality. A big thank you
is due Christine Parker and Anne Rush for making my research trip to London so
enjoyable. | will be forever grateful for the kindness shown to me by Anne during
my stay in Hampstead. Thanks is also due the staffs of the Public Record Office
and the Archive of the Arts Council of England for their assistance in securing
documents for my research.

Back on this side of the Atlantic, | wish to thank Dr. Randy Shifflett, Dr.
Larry Shumsky, and Dr. Kathy Jones for their support and encouragement during
my graduate experience at Virginia Tech. | learned and benefited from my
experiences with these individuals, both in and out of their classrooms. Special

thanks to Dr. Jones for her efforts on behalf of Tech's History graduate students



and for allowing me to assist her (if only a little) in the completion of her book as
a research assistant.

This thesis benefited from the work of my committee members, Dr.
Thomas Howard, Dr. Amy Nelson, and Dr. Peter Schmitthenner. A great deal of
thanks is due Peter Schmitthenner for agreeing to serve on my committee in a
difficult year for him. His cordiality and personal warmth was greatly
appreciated, as were his helpful comments about my work. Since the day |
stepped into her graduate claés in August 1994, Amy Nelson has offered support
and encouragement for my academic endeavors. She put up with my presence
as a classroom student, in independent work, as a graduate assistant, and as
her thesis student. Her confidence in my academic capabilities at times belied
belief and | will always appreciate her advice and suggestions concerning my
work and future. | hope she never forgets her own tangential link with British art
music and my part in it. Tom Howard has also supported me during my two
years at Virginia Tech. He exhibited enormous patience as | continued to
change research topics and this did not go unnoticed (or unappreciated). His
helpful comments in all of my stages as a graduate student will not be forgotten,
nor will all of our enjoyable "chat" sessions in his office. His efforts as advisor,
thesis co-chair, and friend serve as an example for many academics.

Many other people deserve mention here for their support of my academic

and personal growth. Raye Curry supported me as my "soul" mate during my



experience abroad as an undergraduate and probably understands better than
anyone else why | even care about British history. My FSU School of Music
buddy, Brad Franks, offers support through his championship of Vaughan
Williams and Britten, and by his continual ability to make me laugh at life's
absurdities (the Carmina Burana recording?!). Another FSU friend, but whose
influence goes way back, Dawn Clement, deserves thanks for her efforts in
supporting my research trip to London and for her friendship as | struggled to
finish my thesis. Marion Frazier, my long-term Blacksburg roommate, deserves
a note of thanks for her friendship during our graduate experiences at Virginia
Tech. Jennifer Hargon, my jetty cohort, has a special relationship to my
research topic and | hope she never forgets the magnificent glory of the back of
the Hapsburg Palace in Viennal!

| would definitely be remiss if | did not thank my closest friend Dan Cox for
all his support of my academic and personal endeavors over the past eleven
years. His friendship and intellectual companionship, much in the
Isherwood-Auden tradition, is a source of great comfort at the many times |
doubt my own personal strength. His unfailing friendship is a testament of why |
continue to believe in the humanistic capabilities of human beings.

Special thanks is due my family, Nancy and Bill, Kimberly, Douglas, and
Michael. | thank my siblings for their love and support during what was a

relatively enjoyable growing up experience. | thank my parents for not instilling



"values" into me, but rather allowing me to seek out the "values" | felt were
important. By supporting my decisions throughout my life, they have contributed
a great deal to my intellectual curiosity. A large amount of my successes
(meager as they may be) have benefited from the self-confidence I've acquired
through their love and support. A special thanks goes to my mother, Nancy
Allen Sheridan, for all her super-human efforts in supporting the Sheridan clan
over the years.

Finally, | wish to say a few words of thanks to two special individuals in
my life, members of my own "spiritual aristocracy" and whose influences on me
are immeasurable. To Scott Richard Lyons, | owe a great deal of thanks for
being the most true, loyal, and honest human being I've ever known. The words
of Forster's epigraph to Howards End, "Only connect", surely apply to our
experiences. Scott understands my academic journey to graduate school and
offers support for my decisions, even when they aren't always exceedingly
rational. For our friendship, | am eternally grateful. To Anne-Elizabeth Wohicke,
| owe gratitude for her support of my thesis. From its very inception, she served
as a sounding board for my ideas and offered suggestions and comments until
the very end. By giving of her intellectual talents, she drastically improved my
work, prodding me to consider new questions and criticizing my tentative

conclusions. Her personal support of me, as an individual and a student,



illustrates that even in the most difficult situations, human relationships are of

the utmost importance. The /lark ascends, along the Thames ...



Introduction

The Council for the Encouragement of Music and the Arts (CEMA),
established in late 1939, was the precursor to the Arts Council of Great Britain,
the first state-supported arts funding program in Great Britain. CEMA's work
was extremely popular and effective, helping keep alive Britain's musical life
("the things of peace") during the Second World War. Public response to
CEMA's activities illustrated that many Britons desired more exposure to art
music and proved governmental support of the arts was worth the expense. The
Second World War, with its many horrors, also created the possibilities for some
positive changes. In the area of music, specifically, the war helped precipitate a
livelier and more inclusive musical life for Great Britain. Whether listening to
Myra Hess in the National Gallery, a famous singer in a factory canteen, or a
pianist playing a run-down piano in a bomb shelter, the British public interacted
and participated in art music activities in ways unaccustomed to them before the
war.

Historians concerned with musical life in Great Britain during the twentieth



century maintain that music rose in prominence during the Second World War
and a thirst for art music became apparent. Influential music critic Percy
Scholes stated that the Second World War "saw an increase in musical
appreciation. The public for orchestral concerts, in particular, was enormously
enlarged ... . [There was] a blaze of new interest in orchestral music."' Kenneth
Morgan supports this idea in The Oxford lllustrated History of Britain stating,
"... music was one art form given a powerful stimulus, especially through the
patronage of the wartime creation of CEMA."> Other scholars echo this refrain,
but rarely address how CEMA's work helped stimulate and illustrate the new
interest.

Most traditional studies discussing art music, composers, and British
musical life fail to even address CEMA at all.®> However, studies concerning the
Arts Council and its predecessor do exist. Most recently, Andrew Sinclair's Arts

and Cultures: The History of the 50 Years of the Arts Council of Great Britain,

! Percy Scholes, The Mirror of Music 1844-1944: A Century of Musical Life in
Britain as Reflected in the Pages of the Musical Times, Vol. II (London: Novello and
Oxford, 1947), 901.

2 Kenneth O. Morgan, "The Twentieth Century 1914-1991" in The Oxford
Illustrated History of Britain, Kenneth O. Morgan, ed., (Oxford and New York: Oxford,
1984), 564.

: For instance, Henry Raynor's Music in England (London: Robert Hale, 1980)
Peter Pirie's The English Musical Renaissance (London: Victor Gollanz, 1979) and
Robert Stradling and Meirion Hughes' The English Musical Renaissance 1860-1940:
Construction and Deconstruction (London and New York: Routledge, 1993) fail even to
mention CEMA. E. D. Mackemess' A Social History of English Music (London:
Routledge and Kegan Paul, 1964) does discuss briefty CEMA's role. Though it can hardly
be argued that the main focus of any of these studies was to address specifically musical
life in the Second World War, it is surprising that so little was written about CEMA.
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chronicles the Arts Council and includes a chapter on CEMA, but does not fully
discuss how the council changed British musical life and helped make publicly
funded arts programs a continuous reality after the war.* Prominent theorist
Raymond Williams wrote about the Arts Council as well.® In his article "Politics
and Policies: The Case of the Arts Council", Williams rightly explores, if only
briefly, the differing visions and intentions plaguing CEMA and the Arts Council.
He points out the effects of limiting funding to the "fine arts exclusively" and the
exclusionary tactics of "standards".® Williams stresses John Maynard Keynes'
impact on the council, but fails to address how some of CEMA's earlier members
opposed the ideals that eventually formed the crux of the Arts Council's work.
Music formed the largest portion of CEMA's work. In this thesis, |
examine the story behind the perceived rise of serious music during the war by
studying how the demand for it increased and by discussing the new
opportunities CEMA offered the British public. The creation of concerts for the
British people, most specifically Britons unaccustomed to experiencing art music,

characterized CEMA's war-time work. The democratization of this music, in the

form of factory concerts and musical activities supported and assisted by

¢ Andrew Sinclair, Arts and Cultures: The History of the 50 Years of the Arts
Council of Great Britain (London: Sinclair-Stevenson, 1995).
3 See his "Politics and Policies: The Case of the Arts Council” in his The Politics of
Modernism: Against the New Conformists, Tony Pinckney, ed., (London and New York:
Verso, 1989) and "The Arts Council” in his Resources of Hope: Culture, Democracy,
Socialism, Robin Gable, ed., (London and New York: Verso, 1989).
¢ Williams, "Politics", 147.
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roaming musical ambassadors, The Music Travellers, is also a legacy of the
Council's musical activities.

| center my study around the musical activities of CEMA for two reasons.
First, the majority of the Council's work dealt with supporting and funding
musical activities. Secondly, CEMA's work transformed Britain's musical life
more than it did the other artistic activities (art and theater) within the Council's
scope in Great Britain. This thesis is therefore in no way a complete study of
CEMA. | discuss CEMA's work in other areas besides music only when it is
relevant to the overall work of the Council. For that matter, this study does not
discuss all of CEMA's musical work. Little is said about the training college
concerts given by Dr. Reginald Jacques early in the war, nor do | discuss
CEMA's work providing music for Allied troops stationed in Britain during the
latter part of the war. This study does discuss, however, the National Gallery
concerts organized by Myra Hess. Though not a part of CEMA's work, their
popularity helped convince the early organizers of CEMA that musical life
needed and would be receptive to active support. They are, therefore, relevant
to this study.

| concentrate on the areas | feel are the most significant portions of
CEMA's work, areas which most altered Britain's musical life during the war and
reflect a wider debate regarding the purpose of the state funding of music.

During the war-time experiment of CEMA, a debate crystallized which to this day



plagues supporters of state-funded art in Great Britain, and in countries not
addressed in this study. Should the government, through its funding, establish a
"national” (but usually based in metropolitan centers) artistic heritage reflecting
the highest standards or should the purpose of arts funding also include and
support large groups of people by assisting and cultivating amateur arts
projects? This debate can locate some of its modern origins in Great Britain's
CEMA experiment.

A few words about terms used in this thesis will clarify my intentions to the
reader. Throughout the work | use the term "art" music to describe what is
normally know as Western orchestral, chamber, and vocal music often referred
to, incorrectly, as "classical" music. Though harboring my own personal
reservations about the term "art” music, | use it because it is the most common
term in musicology, music history, and historical studies which examine these
types of music. Occasionally, | interchange art music with the terms "serious" or
"good" music. In this thesis, these terms are synonymous with art music and are
used following a quote containing the term or for the sake of variety.

| consistently use the term "musical life" throughout the thesis as well.
This term refers specifically to art music concert life and art music-making
activities throughout Great Britain. This includes public concertizing in London
and the countryside, broadcasting of concerts by the BBC over the wireless, and

art music activities by amateurs in various choral societies and music clubs.



Since my work focuses on art music, | have not examined the role of other forms
of music found in music halls, pubs, or other public places in Great Britain.
When using the term musical life, | am specifically referring to changes and
developments in Britain's art music realm.

| also use the word "amateur” to describe individual music-makers and
consumers with little or no formal music training, in contrast with professional
musicians. All musicians affiliated with CEMA, including members of the Council
and the musicians hired (such as the Musical Travellers) were professional
musicians. When using the word "amateur,"” | refer to those receiving more
exposure to art music through the work of CEMA's professional musicians.

One final term used throughout portions of this study is the word
"populist." | acknowledge | am borrowing from Andrew Sinclair's use of this word
in his Arts and Cultures.” | use the word to describe the intent and vision of
certain members of CEMA who wished to spread the influence and outreach of
art music to the British people, including the middle and lower class members
who were not previously involved with art music. These members, though nearly
all professional musicians and composers, believed the role of CEMA was to
make music-making activities available to all people, not set up metropolitan
musical powerhouses with the "highest" standards of performance. They

believed in the importance and relevance of music in the everyday life of

7 Andrew Sinclair, Arts and Cultures: The History of the 50 Years of the Arts
Council of Great Britain (London: Sinclair-Stevenson, 1995).
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"common" people and sought to further the greater population's experiences with
art music, including interaction with professional musicians and with their own
amateur music-making activities. Therefore, | feel populist is an appropriate
term to describe their interpretations of the purposes of public arts funding.

To properly understand why CEMA's work was necessary as well as
understand changes brought about by its musical activities, it is important to
acquire some general information concerning the state of musical life at the
outbreak of the Second World War. Chapter One serves as a general
introduction to British musical life during the early part of the twentieth century
before 1939. Chapter Two examines the effect of the war's outbreak on Great
Britain's musical life and discusses the British music community's reaction to this
event, with the creation of the National Gallery concerts and eventual creation of
CEMA. Chapter Three discusses the vision of CEMA's early members as well as
the specifics of CEMA's musical activities including the Music Travellers, factory
concerts, and concerts in bomb and homeless shelters. This leads to Chapter
Fqur, which analyzes internal shifts in CEMA's vision, created in part by the
appointment of John Maynard Keynes to the chair. This event led to a change in
CEMA's activities and directly affected the ethos of the newly created Arts
Council in 1945.

CEMA's musical story is important because it sheds light on the further



acceptance of art music in twentieth-century Great Britain. It is also significant
because the developments within CEMA during the war had a great deal to do
with the evolution of the Arts Council of Great Britain and the course of
state-supported arts funding throughout the second half of the twentieth century.
As CEMA changed forever Britons' experiences with art music, the
organization's direction, during its formative years, changed the course and

nature of Great Britain's twentieth-century experiences with publicly funded art.



Chapter One
"... how rare was good music ... "'
Emerging British Musical Life 1870-1939

Two concerts in London's St. James' Hall during May and June of 1899
serve as landmark events which ushered in twentieth-century British musical life.
The concert on 30 May promoted the music of British composer Frederick
Delius, who later established himself as a significant international composer.
Less than a month later on 19 June 1899, Edward Elgar's Enigma Variations was
first performed.’ This concert premiéred a work which became the first
significant British contribution to the Western art music canon since the time of
Henry Purcell. These events brought British art music into the twentieth century.
In this century, Britons embraced what they previously considered a "foreign" art.
As a result, Great Britain experienced a rise in concert life, performance
opportunities, and significant native-born composers. By 1945, Great Britain
initiated state-funded arts programs, subsidizing concert halls and individual
orchestras. An activity once considered the property of elites became a part of

‘the twentieth-century British historical and social experience.

1

Lewis Foreman, From Parry to Britten: British Music in Letters 1900-1945
(London: B.T. Batsford, 1987), 5.
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Many scholars have chronicled the noticeable rise of art music in
twentieth-century Great Britain.? While the nature of this renaissance is still
open to debate, historians agree on a number of points. One of these is the
emergence' of art music as an acceptable activity for middle and upper class
Britons.

British Victorians placed a low emphasis on art music and it remained for
the first forty years of Victoria's reign a primarily "foreign" art associated with
Germans.® However, during the late 1870s, Britain's musical life witnessed a
slow growth. This period saw the creation of leading musical institutions, most
specifically the Royal College of Music (1883), Trinity College (1875), and the
Guildhall School of Music (1880).* The rise of these music schools prompted
educated Victorians to gradually accept music as a proper university subject.’

The growth of music in university settings, led by late nineteenth-century British

2 See Frank Howes' The English Musical Renaissance (London: Secker &
Warburg, 1966), Peter Pirie's The English Musical Renaissance (London: Victor
Gollanz, 1979), Michael Trend's The Music Makers: The English Musical Renaissance
Jfrom Elgar to Britten (New York: Schirmer), 1985 and Beta Karoyli's 7he Second
English Musical Renaissance -- From Elgar to P. Maxwell Davies (London and Toronto:
Associated University Presses, 1994). A more ambitious and controversial work offering
a reappraisal of the renaissance is Robert Stradling and Meirion Hughes' The English
Mousical Renaissance 1860-1940 (London and New York: Routledge, 1993).

: Stradling and Hughes, 11-15.

4 E. D. Mackemess, A Social History of English Music (London: Routledge and
Kegan Paul, 1964), 196. For a good discussion on the Royal College of Music's origins,
see Stradling and Hughes.

3 Jeremy Crump, "The Identity of English Music: The Reception of Elgar
1898-1935" in Englishness. Politics and Culture 1880-1920, eds. Robert Colls and Philip
Dodd, (London: Croom Helm, 1986), 165.
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academics and composers Sir Hubert Parry and Sir Charles Villiers Stanford,
brought about what Jeremy Crump calls, "the establishment of music as a
legitimated occupation for the English middle class." "The establishment of
music" still had a long way to go, when considering Frederick Delius was
strongly dissuaded by his wool-merchant father from pursuing a career in music
during the 1880s. Only after his failure as a businessman did the young Delius
secure his father's approval and set out composing full-time. On the whole,
however, music made strides both as a profession and activity worthy of interest.
This growing acceptance of music led to the creation of more
music-making opportunities, including the advent of new symphony orchestras.
At the turn of the century, five orchestras existed in Great Britain. These
included the Hallé in Manchester, the orchestra at the Crystal Palace under the
direction of August Manns, the newly founded Queen's Hall Orchestra under the
direction of Henry Wood, and the Bournemouth Symphony Orchestra under the
direction of Sir Dan Godfrey.” In Scotland, Sir George Henschel conducted the
Scottish Orchestra, begun in 1893 to provide art music for Scotland's two largest

cities, Edinburgh and Glasgow.® By the time war broke out in 1939, Britain's

6 "Ibid".

7 Reginald Nettel, The Orchestra in England: A Social History (London: Jonathan
Cape, 1948), 190-216 and 230-42. In their work, Stradling and Hughes incorrectly assert
only three orchestras (not including the Bournemouth) existed in England at the turn of
the century.

5 Michael Kennedy, 7The Works of Ralph Vaughan Williams (Oxford: Clarendon,
reprint 1992), 10.
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musical scene was vastly changed from its Victorian state. Britons could now
boast of new orchestras, including the London Symphony Orchestra, the London
Philharmonic, Liverpool Philharmonic, City of Birmingham Symphony Orchestra,
BBC Symphony Orchestra, and the Northern Philharmonic.® These orchestras
not only provided art music to Britons, but were also a tool for the growing group
of British composers, including those who eventually took their place in the
canon of important twentieth century British composers such as Edward Elgar,
Ralph Vaughan Williams, Gustav Holst, William Walton, Michael Tippett, Arthur
Bliss, Arnold Bax and Benjamin Britten." This growing group of composers,
many educated at the new musical institutions, ushered in not only a new
prominence for art music in Britain but for art music by British composers
internationally.

Along with the growth of musical institutions and composers, Great Britain
continued its tradition of music festivals during the late nineteenth and first half
of the twentieth century. Composers attended these music festivals held in
provincial cities. The festivals grew in popularity until the First World War's
outbreak." The most established of the festivals were the English cathedral

festivals, held in various cathedrals throughout the country. The oldest and

? Nettel, 243-92.
10 Trend, xv.
Foreman, 8.
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perhaps most prestigious, dating from 1729, was the Three Choirs Festival."
This festival rotated between the three cathedral cities of Gloucester, Worcester,
and Hereford. The Three Choirs Festival served as a backdrop for much of
Edward Elgar's music and it was here that his music was first performed as he
launched his compositional career (Elgar was from Worcester)."* Other
provincial cathedral festivals included those at Norwich, Chester, Peterborough,
and Lincoln. Festivals also took place in commercial and industrial cities, such
as Birmingham and Leeds."

Besides being large social gatherings, these festivals served as places
where Britons could hear and perform both sacred and secular art music. The
festivals were important centers for British art music because the world
premiéres of works by British composers were often performed. For instance, in
1907, the Leeds Festival launched the premiéres of Ralph Vaughan Williams'
Toward the Unknown Region, Rutland Boughton's Two Folk Songs with
Variations, and Granville Bantock's Sea Wanderers."”> Composers premiéred
these works at regional festivals before they brought them to London for

performance by one of the capital's orchestras. In this way, the festivals helped

2 Mackemess, 112.

v Francis Routh, Contemporary British Music: The Twenty-Five Years from
1945-1970 (London: Macdonald, 1972), 4-5 and Percy Scholes' The Mirror of Music
1844-1944: A Century of Musical Life in Britain as Reflected in the Pages of the
Musical Times. Vol. 1 (London: Novello and Oxford, 1947), 120-6.

" Scholes, 150-63.

1 Kennedy, 97.
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introduce works by British composers and established their reputations as
serious composers. Though the festivals suffered with the outbreak of the First
World War and did not retain their previous luster, they still functioned as
important centers of music-making throughout the first half of the twentieth
century. One example of a festival making a significant contribution to Britain's
musical life is the Norwich Festival of 1930 (see program note on p.15).

The Norwich Festival premiéered two works now in the canon of
twentieth-century British art music. On the night of October 22, British composer
(and later Director of Music of the BBC) Arthur Bliss premiéred his grand choral
symphony, Morning Heroes."® The "Great" War, of course, not only changed

Britain's musical life but also the men who fought in the war. Bliss, who was
wounded on the Somme and exposed to gas at Cambrai, wrote this extremely
personal work dealing with the experience of war. He conducted (as did most of
the composers at these festivals) the premiere of this epic work which utilized
texts of Homer, Walt Whitman, Li-Tai Po, Wilfred Owen and others.

The very next night featured the premiére of Ralph Vaughan Williams'
epic Job."” This music, written to accompany a ballet (or as Vaughan Williams
preferred "masque"), drew its inspiration from William Blake's //lustrations of the
Book of Job. Vaughan Williams conducted this first performance of music which

became known as one of his most inspired works, now often performed as a

16 Foreman, 140-1.

7 Kennedy, 201-4.
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: NORFOLK AND NORWICH THIRTY-THIRD

Triennial Musical Festival 1930

-

Wednesday Morning, October 22nd, at 11.30 a.m.

*GOD SAVE THE KING.”
Audience, Chorus, Organ, and Orchestra.

1. APOSTLES we e eee . Elgar
THE BLEsSED VIRGIN Miss ELSIE SUDDABY
I'HE ANGEL )}
MARY MAGDALENE ... Miss MURIEL BRUNSKILL
St. JoHN ... i ... MRr. Francis RUSSELL
ST. PETER ... ... Mg, FRepERICK WOODHOUSE
Jupas ... MR. HORACE STEVENS
JEsus .. MR. ARTHUR CRANMER
2. SYMPHONY No. 3 in F Brahms

(Conducted by DR. HEATHCOTE STATHAM )

Wednesday Evening, October 22nd, at 8 p.m.

1. SYMPHONY FOR MIXED CHORUS,
ORCHESTRA, AND ORATOR  Arthur Bliss

“ Morning Heroes'
ORATOR MR. BasiL MainNk.

[ (WRITTEN FOR THIS FESTIVAL AND CONDUCTED
BY THE COMPOSER.)

2. CONCERTO in A Minor ... ... Sainl-Saens

For Violoncello and Orchestra. -

SIGNOR ARTURO BONUCCI.
-3. SEA DRIFT SO .. Delius

For Baritone Solo, Chorus, and Orchestra.

SoLo BaritoNeE ... ... Mgr. Rovy HENDEKSON

4. CONCERTO No. 2 in C Minor ... Rachmaninoff

For Pianoforte and Orchestra.

MISS MYRA HESS.
5. THREE SPANISH DANCES ... Granados

Norwich Festival program from Arthur Bliss' premiére of Morning Heroes
Myra Hess, future organizer of the National Gallery concerts and
CEMA member, performed that evening.
from Lewis Foreman's From Parry to Britten: British Music in Letters
1900-1945
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concert-piece itself. Music festivals like this one provided and created musical
experiences for Britons by utilizing Britain's leading composers and musicians.
For instance, the Norwich program shows Myra Hess, future CEMA member and
organizer of the National Gallery Concerts during the Second World War,
performed the night of the Bliss premiére. Though they all did not last until the
outbreak of the Second World War, these musical festivals were centers of
musical activity outside of the capital. While people outside of London still found
limited opportunities to hear and participate in art music, these festivals
significantly added to their musical experiences.

Perhaps this period's most famous musical development occurred in
London, the Henry Wood Promenade Concerts. On Saturday 10 August 1895,
the twenty-six year old relatively unknown conductor Henry Wood stepped on
the podium and conducted the Queen's Hall Orchestra in Richard Wagner's
Rienzi Overture. Robert Newman, manager of the Queen's Hall, offered the
young conductor the opportunity to conduct a ten-week season of concerts in
which audience members could move around (hence "promenade") at an
affordable price (between 1 and 5s.). For the price of just one shilling,
concert-goers purchased standing tickets for a night full of music, much of it light
orchestral pieces. A variety of Londoners participated in the musical
opportunities offered by the "Proms". Various social orders enjoyed the musical

experiences at the Queen's Hall (though more affluent Londoners sat in the
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Balcony or Grand Circle).” Little could the organizers have realized that the
concerts would become an institution themselves, a significant and important
part of Britain's musical life even today, over a century after their inception.

One important result of the Proms was that the concerts provided quality
art music for a new public audience. Wood's conductorship of the Proms, lasting
until his death in 1944, brought a higher level of performance to a country not
known for its musical tradition. Wood intermingled light ballads and popular
pieces with serious works. His diverse programs had the dual effect of both
building a greater audience for art music and exposing this audience to the
"latest" art music. By the turn of the century, Wood performed symphonies by
Sibelius and Mahler before they were given on the continent, played the music
of Schoenberg and Scribian and presented the first all Bartok orchestral music
concert.” As Sacheverell Sitwell commented, "It is probably difficult for us to
have any conception how rare was good music [in Britain] before Sir Henry
Wood made it his business of his life to bring it before the public."

Though not a financial success, the Proms provided concerts for the first
quarter of the new century. In 1927, the Proms' originator Robert Newman died

but the concerts were saved by the intervention of the BBC. With the BBC's

18 Barrie Hall, The Proms (London: George Allen & Unwin, 1980), 32 and Norman
Lebrecht, Music in London (London: Aurum, 1992 ), 5-6.

it Lebrecht, 6.

2 Ibid
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Future CEMA member Ralph Vaughan Williams conducting
at the Proms.
from Peter Pirie's The English Musical Renaissance
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support, Parliament ordered the Proms to assume an educational role and
enlighten the public. Thus, less serious works were now shelved in favor of
more "high-brow" music. Another prominent change to the Proms took place
when the BBC took over financial backing and broadcast the concerts to the
British public. Although many supporters of the Proms feared radio broadcasts
would ruin concert attendance, the broadcasting of the concerts actually
stimulated concert-going and British musical life in general.?’ The Proms
concerts continued as an active presence in British life until 1939, with the
admission price staying constant for the nineteen years before the eruption of
the Second World War.2 Offering a variety of art music to middle and upper
class patrons, the Proms played an important role in the emergence of Great
Britain's musical life throughout the first part of the twentieth century and beyond
(see picture on p. 18).

The BBC played a role in bringing art music to a larger number of Britons.
The British Broadcasting Company (as then known) first went on the air in
November 1922.2 Under the leadership of John Reith, director of the BBC until
1938, radio grew from a small phenomenon to a truly national one, with over
nine million license-holders and its popularity rivaling that of film when Reith

retired.* In 1923, Reith appointed the composer Percy Pitt as musical advisor.

n Hall, 79.

z Ibid., 105.

B Stradling and Hughes, 84.

# D. L. LeMahieu, A Culture for Democracy: Mass Communication and the
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