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Dreface to the Garland Edition

Frederick Delius (1862-1934) is widely regarded as a leading figure of the
English Musical Renaissance, which began inthelate nineteenth centuryand has
never looked back. His most characteristic works are often described as the
musical quintessence of English impressionism, yet they belie a much more
cosmopolitan influence.

He was almost certainly among the earliest European composers to absorb the
varied influences of American music during the last quarter of the nineteenth
century, including negro spirituals, black-and-white minstrelsy, as well as the
incipient strdins of early jazz. This work discusses those influences in detail for
the first time and traces their origins in Delius’ style back to the musical
experiences of his youth in Bradford during the early 1870s and his first
American visit to Florida and Virginia between 1884 and 1886.

A reconstruction of his tone poem American Rhapsody for Orchestraof 1896
is also included. The incomplete manuscript of this work, housed in the Delius
Trust Archive in London, was missing some eight measures of music. By careful
scrutiny of Delius’ score it was possible to provide the missing music and
orchestration as the composer intended.

The American Rbapsodyis unique in Delius’ output as it is a direct expres-
sion of his assimilation of popular American musical idioms of the late nine-
teenth century filtered through the minstrel shows, the format in which he first
encountered them. It is a single-movement work, 190 measures long, which
begins and ends quietly in a manner typical of the composer. The core of the
work is a theme and loose set of variations with a lively, jazz-like working out
of Dan Emmet’s Dixieand the evergreen Yankee Doodle, the whole giving more
than a passing nod forward to the Charles Ives of General Putnam’s Camp.
Delius subsequently took the American Rhapsody theme and expanded it into
the choral and orchestral Appalachia in 1902.

Finally, the thesis traces these American influences through a number of the
composer’s works from Florida Suite (1887) to the Violin Concerto (1916).

Since completing the thesis in 1981 several sections of it have been con-
densed and published as articles in Musical Timesand the Delius Society Journal
and have also provided scripts for several music talks on BBC Radio Three. The
full score of the American Rhapsody was published by Boosey and Hawkes, Ltd.
in 1986, orchestral parts were prepared and the work was given its world premier
by the London Philharmonic Orchestra, conducted by Edward Downes, at the
Royal Philharmonic Society concert, Royal Festival Hall, London, in December
1986. During that month, too, it was comercially recorded by the Slovak
Philharmonic Orchestra, conducted by John Hopkins, in Bratislava and is now
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available on comapct disc (Marco Polo 8.2220452).

The publication, world premier performance, and recording caused some
controversy which was reported in the British press in December, 1986. Dr. Eric
Fenby, Delius’ amanuensis between 1928 and 1934, felt the work should not
have been completed nor performed as it was not one of the works Delius
himself would have sanctioned for publication. Dr. Fenby is generally of the
opinion that a number of works from Delius’ early years should not be
performed for this reason. It must be stated, however, thatin 1896 Delius hoped
a performance of the American Rhapsody would take place in his native
Bradford, butin the event it failed to materialize. An American premier was also
contemplated slightly later, as it was scheduled for inclusion in the programs for
his American tour in spring, 1898, by the conductor Anton Seidl, but his untimely
death prevented any performance.

My subsequent Delius research has included work on his father Julius and his
roots in Bielefeld (NordRhein-WestFalen) and the North of England, Delius’
career as a student at Leipzig Conservatory of Music, and, in conjunction with a
neurologist colleague, an examination of Delius’ fatal illness. Current projects
include the editing of further unpublished early works and a book on Delius’
early music to 1899.

Philip Jones
Keele
July, 1988
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JACKSONVILLE

It may be a purely romantic notion to assume that when Delius
first came to northern Florida he was settling in a region at the
outposts of civilised society, totally devoid of all human contacts
with nothing but the 'sights and sounds of nature' to comfort him.
Solano Grove was, and still is, in a very remote area. Eric Fenby's
account of his visit there certainly strengthens this opinionl but
the Grove and its environs were hardly as remote even in the early
1880s, as some of Delius's early biographers seem to have supposed.:
Although the cottage Delius occupied was on a very ample parcel of
land, albeit somewhat wild in appearance,3 the area south of Jacksor
ville was already well developed. The Land Mortgage Bank of Florida
Ltd. had recently conducted a mos: effective promotional campaign ir
England with the result that Delius found himself among settlers in
in a small English community on the banks of the St. John's River al
hoping to make their fortunes as Zarmers in the expanding citrus
industry.4

If records of the time are anything to go by, Delius must have
arrived at the peak of citrus production in the area. Although that
part of Florida is now very much outside the main commercial citrus
belt, the risks of winter frost being too great to warrant develop-
ment on a large scale, in the early 1880s, oranges were the prime
crop in the north eastern part of Florida, certain to provide a sure
source of wealth and prosperity for all those who entered into the
hard-working spirit of the industry.

Delius, of course, assured his well intentioned father of his plan
to make his fortune in Florida. Early biograpphers of the composerS
have shown how far away from the truth this actually was. Those earl
business trips, so called, for the family firm should have convinced

Julius Delius that Fritz's latest venture in commerce would come to
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nothing, but, perhaps like others since then, he assumed that Solano
Grove was far too remote from any civilised society for his son's ears
to be ensnared by the seductive sounds of music.

How wrong he was and how many times he must have regretted giving his
wayward son his head! The bustling city of Jacksonville was some forty
miles north of Solano Grove, close enough, and riverboats numerous
enough and with regular schedules to make getting there an easy joumey.
Fenby describes the hopelessness of the situation staring Delius in the
face when he first set foot in Solano Grove6 and his mind must have
retumed quickly to Jacksonville, through which he passed on his
Joumey south, as a lively haven from their newly found paradise and
more important, as an immediate centre for supplies.

It is the purpose of this chapter to discuss the importance of
Jacksonville to Delius at the time of his residence in Solano Grove.

In it will be cited a brief history and development of the city along
with a close examination of the contemporary society Delius might have
encountered. Fundamentally, it will be shown how important a place
music held in this society, and this was something which could not
fail to make, and leave, a lasting impression on Delius's young mind,
impressions which over the ensuing years found expression in his music
on many occasions.

At the time of Delius's arrival in the area towards the latter part
of March 18%, Jacksonville was experiencing a lively period of rapid
growth and redevelopment in the era known as the Reconstruction after
the destruction of the American Civil War. Almost immediately
following the end of the war tourisis started retuming to the city,

attracted by the wamm southem climate. In the early 1880's,
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Jacksonville is reported by Branch Cabell as having

"possessed a population of approximately

15,000 people ... but its forty hotels

in addition to yet many more boarding

houses entertained annual%y some 75,000

patrons from the North",
Contemporary newspapers and tourist accounts give a vivid picture
of the active sea and land traffic which played an important part in
the eérly life of the city.8 Naturally, the rapid growth of a city
of this size affected the cultural life of the residents.

* ¥ *

Despite an early settlement of uprooted French Hugeunots led by the
celebrated Laudonniere, who landed nearby, Jacksonville was founded
shortly before the 1775 - 1776 War of Independence. At that time it
was an Indian village, known as Wacca Pilalka situated at a fording
point for cattle crossing the St. John's river. During the rest of
the 18th Century until 1822 Wacca Pilalka became known as Cow Ford,
the Indian name having been altered by Erglish soldiers and travellers.
In 1763 Florida was ceded from Spain to England and English soldiers
then built a road south of St. Augustine, the old Spanish settlement
on the coast south of Jacksonville, to Georgia. The logical crossing
point of the road over the St. John's river was at Cow Ford but the
only inhabitants at this time were war parties of English soldiers
enroute for St. Augustine.

The first settlers were Robert Pritchard and his wife who had been
granted 450 acres of land by the Spanish authorities. Spain regained
control of Florida from England before the whole state was ceded to
the United States in 1821. This opened up the region to other

gsettlers all of whom used the 0ld King's Road which eventually

brought them to the Cow Ford settlement no matter what their final

destination was. One of the more recent settlers Isaiah David Hart




persuaded several others to donate land for the founding of a major
city. The area was surveyed in 1822 and named Jacksonville in

honour of the territorial govemor Andrew Jackson. Although the
population at this time was only fifteen, in the year 1832 Jacksonville
received its charter and has grown ever since.

Within less than a decade of receiving its charter, Jacksonville's
first newspaper was founded and from that time it is easy to see from
the newspaper advertisements how important a role music played in the
day to day lives of the inhabitants. Early advertisements include,
among others, sales of instruments. One edition of The News in 1853
carried the notice that

"Professor Folson will sell instruments, music

and will offer instruction in the 01d and New

Notation".
Once again, it is easy to define the comparative importance of music
as a social priority for with a population of about 3,000 in 1856
Jacksonville contained many merchants who sold musical goods among
their other wares, and there were also at least three piano tuners
operating through the agencies of the merchants.

Jacksonville grew very quickly. Its population increased from 6,912
in 1870 to about 15,000 in 1883 - 1884, but an annual influx of winter
visitors estimated at 49,000 in 1883 - 1884, 60,000 in 1884 - 1885,
and 65,000 in 1885 - 1886, provided a tremendous stimulus to 1:1:21!:13.9
Professor William Randel, in his article on Delius in America,1o has
written an interesting account of the city at this time:

"In those days ... Jacksonville was enjoying its
heyday as 'Winter City in Summerland'. The

St. James, National, Duval, Everett and Carleton
were all substantial and justifiably porular

rotels. When the St. James was built in 1869
it was dubbed the "Fifth Avenue Hotel of Florida';
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in 1883 it boasted the first electric lights
anywhere in the state - eight in the lobby
and eight outside. The Sunnyside azd Grand
View followed suit in January 1884. By 1885
a second generator was built in Jz:xkxsonville
to supply the lighting for bazaars., curio-
shops and stores along Bay Street z-=d the
next year a third generator was exzending
current to private houses and more of the
hotels. Streets were of sand, seventy to
eighty feet wide, bordered by walks of bricks
or planks and lighted by gas until conversion
to electricity began in 1885. The greatest
attraction was the abundance of live oaks with
their far-spreading branches and cense shade.
Horsecar lines connected the railrcad depots
and made a circuit past the chief =otels and
fine mansions. Drinking water wzs abundant
and of excellent quality. The St. John's
river, which made Jacksonville tke major
port of a vast trade region, was :tleasing to
look at and, conversely, the view of the
thriving city from the numerous sight-seeing
steamboats was exciting. Visitors may not
have been greatly interested in tte five
lumbermills and the two brickyards that

were kept busy by the expanding cczstruction,
or the fourteen cigar factories or the
wholesale food distributors, but ... they
were tangible proof of solidity. This was
an Eden ... with a productive caracity of
its owmn and a promise of wealth fcr men
willing to woxk".

Far from going to an alien world, Delius could find much in
Jacksonville that was not too different from society life in Bradford,
although both were naturally tinged wit: their own local colour. The
glittering description above of this trcrical city contains much that
must have been immediately attractive toc Delius and there is little
wonder, therefore, that he soon became involved in the musical life
of the city.

Following strongly in the established tradition of the time, Delius,
shortly after his arrival, advertised his talent as a violin teacher in

the local newspaper. William Ra.ndel11 gives full details of this




advertisement:

"F, Delius - Teacher of the violin,
Stephen @ Sessar - Teacher of Foreign
Languages, Bingham House, comer of
Julia and Forsyth Streets, Jacksonville,
Flor."

The notice appeared in the_Florida Times Union from 9th July 1884

until the issue of 16th August. It is possible that Delius had moved
permanently by then from Solano Grove to Jacksonville.

Mugic, at that time, occupied an almost Cinderella-~like position in
formal educational patterns, fully in keeping with the contemporary
'Genteel Tradition'.12 The state school system in Florida was
established by 1852 and up until then schooling had been carried on in
private academies., There was a marked difference in attitude towards
the education of the two sexes. It was fimmly believed that only boys
were fitted for college education or for entering professional life
studying Philosophy and the Sciences as well as Classics. Girls, on
the other hand were thought suited to a more general education with
a stromg bias to Classics and the the domestic arts. Music was thus
considered a particularly apt subject for girls and contemporary
evidence shows that they pursued this study most actively.

This accounts then for the popularity Delius attracted from the
young ladies throughout his sojourn in the States. He was quick to
establigh himself as a teacher in Jacksonville and later in Dlanville,
and as Europemn music teachers were a prime commodity it can be correctly
assumed that the city's matrons flocked to the recently arrived teacher

with their eager and doting daughters.13

Christopher Palmer argues quite clea.:t‘ly14

that the key to Delius's
entire musical personality, to his spiritual and emotional constitution,

is to be found in thecse first few weeks after his arrival at Solano Grove,
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where he communed with the oft-quoted 'sights and sounds of nature'.

Palmer goes on to write -
"For ... it was in those days ... while alone with
nature in the wilcemess that he first experienced
the creative urge. For every artist a period of
withdrawal from the world is a necessary preliminary
to the proper maturation of the creative faculty.
Delius found himself in Florida to a large extent
cut off from human companionship of trhe sort to
which he had been accustomed, and ... in a setting
of phenominal natural splendour, Here for the first
time he responded fully to the potency of natural
beauty and to the terrible reality of its
impermanence."

The absolute integrity of descriptive passages such as this, with
which Delius literature abounds, cannot be doubted as the composer
himself made the facts clear on several occasicmsl.15 Yet, as has
previously been propounded, this romantic view might disguise other
contributing factors equally as important as this. Educationalists
believe that environment and experience govem attitudes and nownere
can this be seen more clearly than in the composition of music. Fowever
deeply Delius was indebted to his environment at Solano Grove his past
awareness and love of life would surely have drawn him to Jacksonville.
It then becomes increasingly more difficult to argue that Delius was
completely cut off from the outside world. Almost certainly the 'sights
and sounds' of Jacksonville were equally attractive as those of Solano
Grove.

As far as is known to-date, Delius was attracted to the city for its
rich musical life but apart from the many varied concerts there were a
host of other more indirect sources of musical diversion and knowledge
to stimulate his interest. Much of this appeared in the local newspapers.

For example, news was often given of European virtuosi visiting America

and the names of Ole Bull, Catherine Hayes and Jenny Lind crop up

o e e
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frequently. The fact that the citizens of Jacksonville took more than ’
a passing interest in music is demonstrated by the numerous articles

about composers in the press, Haydn, Liszt, Rossini and Offenbach being

v

special favourites. As well as these, items appeared discussing the
most recent developments in instruments and, for the younger readers,
the latest craze in dancing. In addition, many local pericdicals

published a musical pull-out in every edition. From 1835 to 1850 six

.

magazines were offered for sale through the columns of the local press

QTR

and all of them contained the music supplements. Such editions were

very prevalent from the City's early days when local stores had little

sheet music in stock throughout the whole latter part of the nineteenth

century. 2Refore 1849, when Jacksonville's first shop was opened, this

was one of the few ways in which local inhabitants gleaned musical tit- i
bits. Writing in the Florida Times Union on 5th March 1884, A.B. Campbell,

who owned a large store in the City, wrote of the increasing number of

pianos and organs sold and of the increasing desire for classical

music despite the influx of "the cheap five cent editions of music."

Once a week in the latter part of the century a full piano score was i
printed of a waltz, polka, march or some similar sort of light musical

diversion, In fact Delius's first published composition the polka

'Zum Cameval' was first printed in Jacksonville in 1892 (although

Beecham gives the date as the beginning of 1885)16 by the same

A.B. Campbell, presumably as one of these musical supplements. Of course,

Delius had left the locality long before 1892 so the actual date of

composition is open to question. William Randel links its publisation

with that of a similar sort of piece by another local composer of

Europemn extraction and friend of Delius, William Jehn, the piece's

10



dedicateeﬂ Zum Cameval certainly seems more fluent in style than the

more characteristic pianistic awareness demonstrated in the songs

Over the Vountains High and Eochgebirgsleben, both written in 1884,18

so it could perhaps come from the later period, yet it is more feasible
that Delius was captivated at the time by this Jacksonville tradition
and turred his hand to writing the piece, which was then kept in abeyance
by Camptell, who seems to have been the main publisher of these pieces
until a suitable time occured for publication. This would then partly
link up with the erroneous Beecham date.

»o»on

Withcut having,at present, hard facts to go on there is a wealth of
evidence to indicate the many different types of entertainment available
to Delius in Jacksonville. The task becomes easier, and the social
pattem <hus presented becomes clearer if these are examined from the
city's early days. This will eventually enable direct parallels to be
drawn with the known facts as they stand.

Jacksonville's early concert life took place in what was little more
than a frontier environment. Far from being cosmopolitan the city as yet
welcomed few visitors from Europe or even from the North. This lack of
visitors meant that there was little influx of new musical entertainments
which usually followed such human migrations. Nor had the city experienced,
as yet, any great religious.revival bringing evangelistic music-making
in its wake. Thus as an important flourishing city, Jacksonville was
still wzy behind other communities such as Boston, Charleston and New York
which hzd established concert life since 1731, 1732 and 1736, respectively.

However, it is possible to highlight certain musical traits which
were as ruch a feature of daily American life as they were prerequisites

of the early citizens of Jacksonville. Music was one of the most

11




important elements in social gatherings and patriotic functions,

Visiting circuses made great use of bands, wind bands being especially
popular although they sometimes contained strings as well. Whenever a
circus was in town, its band would be paraded in front of the citizens,
drawn by a2 horse and carriage. In the absence of these, the local

journal The News of 18th June 1847 advertised steamboat excursions on

the St. John's River, balls and Spanish dances. The steamAboat trips

were extremely popular at the time. Wine and music flowed freely on

board as the boats sailed up and down the river, the music usually
consisting of visiting brass bands, playing old-time waltzes and the
dances ruch popularised by the Cotillian Balls. At the time of the above
advertiserent no theatres or brass bands had been set up in Jacksonville
so the rrovision of music for dances was supplied by visiting musicians
Reference can be found19 to one such musician, the 01d Spanish Negro,
¥arcellini by name, who provided a bow and fiddle accompaniment at many
dances. Although the Scotch-Irish culture, as implied by this curious
figure which is discussed elsewhere, was very strong at the time the
predominant rusical influence in this rart was provided by Spain. Early
accounts cfien mention girls being serenaded by men with guitars and the
many balcornies coverhanging the oaklined streets of Jacksonville must

have readily lent themselves to this old remnant of the Spanish cccupation.
This influence soon declined in favour of the American forms of expression,
particularly of the bastardised Europemn dances such as the Scottische,
lanciers, waltizes, quadrilles and reels. In addition camping outdoors

on the river tank, a sport known as marooning became very popular and rusic
was often at hand being provided by people playing suitars out on the

river in small boats, scmething Delius must have heard quite often.

12
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During the late 1840's a large number of private schools came into
being and these provided fer the first time, suitable places in which
concerts could be held. The first recorded concert in Jacksonville
was a song recital on 11th November 1852 held in the Female Academy
and was given by a Mr D.D. Griswold. According to local sources his
third recital there held on 10th March 1855 contained English, Irish
and Scottish songs and ballads. The significance of this is also
discussed elsewhere. Apart from these fommal events, impromptu
concerts were often given at social evenings in the houses of loczal
citizens.

Cther concerts soon followed but were given for the most part by
local amateurs although later on some were provided by visitors.

For example, Thomas Ward, Delius’s mentor during his sojourn in the
vicinity visited Jacksonville for health reasons, staying from the
mid 1870's until 1887, was most active in the city's musical circles,
participating in various tenefits and musicals. His name often crops
up in local news items aprearing as solo pianist, accompanist, sinzing
teacher and organist.2o The size of Jacksonville during the periocd
prior to the American Civil War naturally deterred many famous
professional artists from perfomming in the city. The only recorced
concert of this type chronicled in the local press was that given

by the Camcross Troupe wrhc perfommed 'popular numbers' on 3 and 4
March 1854.

It is easy to realise from the above few paragraphs that the taste
of Jacksonville audiences at this time was far from profound and
there was evident a definite leaning towards the less serious side

of music. Such a situation was common throughout the States as

13




indeed it was to g slightly lesser degree, perhaps, in Zurope, The
predominent taste was for Vaudeville and for anything that was slightly
off-beat. Zvidence of this is found in a concert gziven by a five- ear

s

old boy, who, in a ctrilliant Zlstlay, managed “o combine Gtoth his talerts

on ~ipe ard drum, &

Minstrel shows were very pozular throughout trhe rhole of the Zastern
United Stztes during tﬂe 19th Century, as they were in ZInsland at thre
same time, Chapters 2 and 2 trace their importance in the American
musical scene and their possitle importance ard influence on Delius,
The 'Zthiopian Xelodists' have their first concert in Jacksonvillz in
Fecruary 1345 and the 'Harmonic Nirnstrels' visited the city on
> September 15332,

“re 3in:sing Schools were of tremendous importance in the social life
of 1>th Century America., .very winter brought tre zrrival of an
sirgirg school' teacher. He served as importznt = function 2s tke
visiting circuit grescrer for he encouraged bvetter singing in the churcres

and 25 such was a creat contrizutor to the city's social 1lifs A

frofzssor Folson established tre first singirg scrool in Jacksonville in
~- 4 22 ’ P A .
1853, A.A, Ochrus, a renowned local zusician for zany y2ars, arrivad

. 23

the same year in Jacksonville a:xd by 1854 ha® 2lso zstablished a school.
Along with nis son, J.H, Ochus, he contributed to the clty's musical 1ife
for over 25 years, 3Zefore the Civil War he was regarded as the lzader of
cacksonville's zusical life as nhe formed the nuclesus of more rusical

entertainments than any other local musicien. After the Civil Var, in

which h2 fought, he retired to nis music store leaving his son to cary

ol

-~ -

on his teaching Zuties and according to 'ebb's Jacxsonville Tirectory, ©
he was still active in 1576, This directory also lists many other rusic

teachers but it may safely be zassumed that there were several others who

14
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id not advertise in this manner,

Unfortunately, there are no records in existence to docurent the .m-act

of music in the churches of Jacksonville »rlor to the Civil Var,

* % x
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During the Civil War years Jacksonville was occupied four times by
Federal Troops with disastrous results. However, within five years of
the end of the war in the era known as the Reconstruction, the city
made a rapid recovery and had even surpassed its fommer glory.

Concert life returmed almost immediately war was concluded and the
singing schools, notably under the direction of J.H. Ochus, were soon
making a valuable contribution to the new life of the city. However,
concerts were still few in number and this was not to change for a few
years until the tourist trade was well under way. From this period
onwards loccal records indicate the importance of music to the various
city churches. Literary Societies and social groups such as the
Thespian Society, the Ladies of Jacksonville and the Jacksonville
Literary Association put on musical benefits in aid of local churches.

During the early post Civil War period the first instrumental srours
were set up in the city. These brass bands constituted a most
important element in the growth of American music and have remained so
ever since. By 1884, when Delius arrived the bands were well establisked
and back home in Bradford the local band tradition had already given
him an inate understanding of the medium as the orchestrations of many of
his subsequent works show, So here was an obvious link between home
and the New World which provided a further stimulus to the composer's
early experiences. During the Civil War brass bands had been a common
sight among the marching armies and it was these which created a wide
interest in the medium as a means of providing social entertainment.
The silver cornet bands were widely used as a stimulus at political
meetings, a feature which has again become an important part of the
razzle-dazzle accompanying present day American political conventions.
Other factors which contributed to the great popularity of the brass

band during the early Reconstruction were the glamour of the band

16
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uniform and the fact that some brass instruments were comparitively
easy to leam to play. One of the earliest references to brass bands
in Jacksonville was in 1865 for a 4th of July celebration but the first
main event was when a local band played for one of the ever popular
steamboat excursions organised by the Board of mrade in May 1868.

Bands often sponsored such trips themselves and used the proceeds to
buy instruments, music and uniforms. In general, therefore, the bands
at this time did not play in concerts oT straight cultural hapvenings
but were used at social occasions where music was needed to stimulate
the event. FEowever, the Jacksonville bands were still in their infancy
and did not reach their peak of perfection until the height of the

tourist era, the exact time when Delius was a visitor to the city.

17




The years 1870 to 1910 saw the most active period in the development
of Jacksonville. This was primarily due to the fact that the city
became one of the most popular holiday resorts for Northemmers
wishing to spend their winters in wammer climates. The local citrus
industry which expanded tremendously during this period also ensured
a steady influx of visitors to the city. Thus it was that Delius
came to Jacksomville at the height of its development and consequently
savoured many of the delights it had to offer.

Reconstruction came to a close in Florida in 1877 with the
appointment of George F. Drew as Govemor of the State. Previous
State officials had protracted Reconstruction proceedings unnecessarily
and the State was generally rife with corruption and mismanagement.

In spite of this Florida soon retumed to a nomal healthy routine of
government. Many former Federal soldiers stayed to famm in the South
and many more followed from the North, with the result that before
long Jacksonville had overtaken Key West as the main city of the State.
Land agents began to promote the city all over America and even in
Furope and it was one of these advertisements in a Bradford newspaper
which attracted Delius's attention, as a possible haven from parental
wrath and the drudgery of the family business. In 1882 alone, about
17,000 visitors entered the city by rail and sea. Such large numbers
were accounted for by the increasing interest among Northerners in their
health and leisure and the cold winter months in the North drove them
in their thousands to Southerm sanitoriums and to several Southem
cities for their winter playgrounds. Jacksonville and St. Augustine
attracted the most visitors.

The Southern musical culture of this period has been described as

being 'in the artistic doIdrums',25 but Jacksonville and Florida in
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general soon grew to cater for tourism. This brought along with it a
flowering of the musical trade to Jacksonville. The Florida Times-
Union compared the city favourably on 23 February 1884, just prior te
Delius's arrival, to other cities such as Charleston, Macon, Savannan,
Augusta, Richmond, Raleigh and Atlanta as a musical centre. The
establishment of publicly financed school systems brought an end to
the private academies but music still played an important role in
these new institutions. Nusic sellers began to increase their stocks
of sheet music and gradually rendered the old magazine supplements
obsclete. Titles such as 'Goodbye, My Honey, I'm Gone', current hits
at that time, could be given quite a Delian slant when considering the
final reroration at the conclusion of 'Appalachia'!

Newspaper articles about music and musicians still appeared very
frequently. Pride of place was naturally given to some of the great
opera singers of the 19th Century, especially Adelina Patti, but short

biograrhies of composers also appeared quite regularly. The Florida

Times-Union printed an article about Beethoven on 30th December 1884, an

article which Delius may well have read. Johann Strauss was one of

the idols of the age and the columns devoted to music were often filled
with accounts of aspects of the composer's life, large space being

given to a description of his nicotine poisoning. In addition, interest
seems to have been growing in early church music, among the joummalists
at least, and also in the emotional power of music. Other articles
appeared in 1885 describing the popularity of the violin, something
which Delius must have helped to promulgate as it was his favourite
instrument, stating that this instrument was closest in quality of
timbre to that of the human voice and that it might in time even replace

the piano in popularity. Finally, the activities of the American
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conductor Theodore Thomas were widely followed by Jacksonville's
public through the many newspaper columns devoted to him.
Throughout this pericd, Jacksonville's music stores continued to
be an adjunct to the city's cultural life as they provided suitable
venues, naturally limited in size, for the staging of small rusical

events,

It was a feature of the era, not only in Jacksonville but throughout

America, that the public had simple tastes, and this has already been
noted above. The years of the great tourist boom indicate that these
tastes had not changed since “efore the war and indeed the activities
of these vears seemed to confimm this tendency. Tastes still leaned
towards a desire for novelty and the most ropular musical events must
to-day seem little more than the antics of circus clowns. For example,
the virtuoso violinist who performed with his Instrument reversed and

with only one string played to a full house. Tre Florida Joumal in

its columns on 5th June 1884 described how an organ was brought to
Jacksonville just to promote a forthcoming performance of "The Pirates
of Fenzance" to be held in July of that year. The organ in question
was a replica of the one used by Gilbert and Sullivan for the first
American performance in New York and A.B. Campbell's music store was
the venue for the event. Promoters of this period were quick to grasp

the importance of selling zrandiose exhibitionistic showmanship to

impress the relatively naive svirit of a young country, so far unfettered

by tradition.

The rapidly expanding tcurist trade brought with it a boom in
Jacksonville's building trzde as many new hotels svrung up all over
the city to accomrodate the new influx of winter visitors. By 1880

about 40 hotels, among thker the St. James, Everett, Carleton, Windsor

20

R

B

BRI EY

TSI

T T WA

g

P I ASARIIIOAN

15 i



g

and Duval and as many boarding houses were built to shelter the

75,000 tourists a year , and it was these people who influenced the
make up and character of Jackscnville more than any other contrituzery
factor. As well as accommodating their guests the hotels underteck

to look after all their needs and this meant providing entertainment.
In this respect local talent scon gave way to entertainers as something
a little more professional was now needed. All of the main hotels
employed band directors mainly from the North, Indeed the St. James
Hotel had one as early as 1876, whose resrons:bility it was to ernzage
band musicians, train them and tc present them as required, whether

it be for aftemoon salon zusic or for a full-scale evenirg ball.

Many of these groups, once they had teen formed, stayed together
throughout the year, that is through the off-season, retuming North

to play there during the summer mcnths. This gave the band directors
a“gooc ooportunity to collect new material, usually the currernt popular
songs which they would arrange to suit their own groups and thren
present in public on their retum to Jacksonville, for the winter season.
In addition, hotel patrons were often entertained by a quartet of
Negro waiters in true 'barbersrop' style while relaxing in the hozel

lobbies. An interesting notice appeared in the Florida Times-Unicn

and the Florida Daily Times on 21st November 1884».26 It described how,

on 20th November, some 30 peovle were present at the St. James fcr

an impromptu soiree. Signor Strini, a celebrated local musicien,
albeit an immigrant, who was prominent as conductor of the Jackscrnville
Fhilkammonic Society founded in December 1884, planned the programme
and sang in 3 duets from well known opera. To start off "Mr. Fritz

Delius" played 2 violin works Raff's Cavatina and Schurann's Romanza.
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The climax of the evening came when a male 'barbershop' quartet,
consisting of Messrs. Burbridge, Delius, Paine (presumably of Nerriday
and Paine, the Jacksonville music store) and Signor Strini. It is
reasonable to add that Delius may well have played a part in the
founding of the local Philharmonic Society although no records have

yet been traced of this,

The whole of the review for the above concert is quoted as it

appeared in the Florida Daily Times:-

T™e Florida Daily Times (page 3 ) 21st November 1884 ;
(tnder Title: Pleasant NYusicale (Given?)) 6

A very pleasant affair was the impromptu rmusical
soiree at the St. John's Fouse last evening under
the direction of Signor Strini. About 30 people
were present among whom the reporters noticed

Dr. Neal Vitcrell, Dr. Stout, Rev. W.K. Tully,
Mr, and ¥Mrs. R.E. Ccoley and Dr. VMarx Moses.

The music was of a high order, as the following
programme will witness:-

Violin Solo - (a) Cavatina, Raff, (b) Romanza, Schumann
¥r. Fritz Delius

Tuett -"Barber of Seville" - Rossini
Miss Lena Jones & Signor Strini

Solo Basso - "A Father's lLove" - Fallace
¥r. S.P. Strini

"Rondo Don Pasguale" - Donizetti
¥rs. Phena Love

Liberty Duett - "Puritani" - Bellini
Mr. S.P. Strini & Signor Strini

Solo - "Echo Song" - Eckert
Miss Lena Jones

Duett - "L'Elisir d'Amore" - Donizetti
¥rs. Phena Love and Signor Strini

Male Quartet - "The Soldier's Farewell"
“'egsrs. Burbridge, Delius, Paine & Strini

Accompaniments were played by Miss Lettie Ranscm
who received wamm commendations. The whole ﬁfa.ir
was in excellent taste and highly snjoyed.'
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The main function of the various hotel music groups was to provide
a service for the hotel patrons and also for Jacksonville's public
who were invited to some of the ccncerts the hcotels organised. Delius
rrobably attended these or any other of the musical attractions
available at the time, on his frequent trips to the city. It must
be assumed, taking the above newspaper notice as evt‘idence, that Delius
did in fact visit Jacksonville regularly as he must have been more
than just a mere passing acquaintance to be invited to perfomm with
such well known local artists as early as November 1884. The
musicians in the hotel bands were all extremely versatile, doubling
up on several instruments as well as making the cccasional vocal
contritution. During the aftermoons the hotel tands would alternate
in the local park bandstand and in the evening tre hotel doors would
often te thrown open to the general public as the bands frequently
gave ccncerts in the hotels when not required there for duties.
These evening concerts were very popular among tte local residents.
Prograrmes consisted of operatic selections from the French and Italian
repertcire of the day. Favourites were Verdi, Donizetti, Rossini,
Von Flozow, Ambroise Thomas, Sullivan, Le Cocq, Auber and Planquette.
The musical highlight of the week was the 'sacred concert', so-called
because they were given every Sunday evening. The programmes contained
no 'sacred' music as such but contained the usual light operatic
fare. A programme of one of these events was listed in the Florida
Times-Union and it is one which is quite typical of all the hotels

during this period:-

Overture - Raymond Thomas
Polish National Dance Scharwenka
Dream - After the Ball Boustet
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Minuet Paderewski

Selection 'La Fille du Regiment Donizetti
Overture - The Far West Koppoloz
Reverie for Violin & Piano Vieuxtemps
Overture-Semiramide Rossini

The 'cacred concerts' always contained an item for solo cormet. The
instrument really came into its own during the two decades after the
Civil War and it bacame very popular as a reinforcement for the melodic
line in symphonic and operatic selections. Typically popular wcrks

for the comet in this vein were the Inflamrmatus and Cujus Animam, the

goprano and tenor solos resvectively, from Rossini's Stabat Yater, and
of course Sullivan's The Lost Chord.

¥any of the hotels were adjacent to the city or to vrivate parks
where the bands gave afternoon concerts so this light operatic musical
fare was an everpresent part of Jacksonville's activities. A4s such the
bands played an important role in the community. The St. James crchestra
often provided music for the steamboat excursions. The Florida Times-
Union revorted one such event on 24th ¥arch 1884 when the bard rlayed on
bcard the steamer Cysnus for an excursion iIn aid of the Confederate
Disabled Veterans Association. The report added that about a thcusand
people attended and that t-- boat wazs lit by 'electric candles'. The
same band had also played in the St.Patrick's Day celebrations ard its
members were often solecists in the local church services, a feature
which still remains in American church services to-day.

The hotel waiters, esprecially the Negro waiters, often provided lisht
minstrel-type programmes in the lounges. Cne of these entertainments is

is reported to have been given by waiters of the St. James at the local
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skating ring and it was directed by a certain George Lodbill, a veteran
member of the California Minstrels. According to the revort it contaired

a "laughable plantation scene".28 It has been shown that Delius himself

tock part in a similar 'barbershop' group and it is almest certain thz%,
along with the more characteristic Negro spiritual singing, this is the
type of minstrel singing he would have associated with the Black Arerizans
at this time. This is discussed in greater detail in Chaoter 3,
In addition i- has already been stated that members of the hotel bands
often doubled up as vocal quartets.

Thus, the hotel musicians strengthened social relationships within
the Jackscnville community. They were versatile groups taking their
music all over the city and there is little wonder that the various hez:zl
managements often opened the windows in the evening to enable the strzins
of music to float out to thcse passing by outside. This is an interes:ting
point to ponder when considering the numerous references in Delius's =orks
to music heard from afar.

The period after Delius's denarture from Jackscnville, and eventua ly

from America, saw the introduction of more sericus music into the rrczrammes

of the hotel bands or orchestras as they had tecome by then. During the

18%0's, it was quite common to see the occasional movement from a Fayin

string quartet or Beethoven symphony and the slow movements from the il
standard violin concertecs prcgrammed. For example on 16 Jznuary 18S3
it was reported that the orchestra of the Everett Fotel played the

Cverture to Don Giovanni. Delius may well have heard concerts of this :vpe

on his second visit to Jacksonville from January 1897 until the summex
of that year as he probably stayed a short while in a Jacksonville hczel
before proceeding to Solano Frove, although William Randel is scepticzl

of this.??
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One of the most popular pastimes of Jacksonville's tourists ancd
residents alike was indulging in the river-boat excursiocns. These had
always been widely patrcnised sirce they began and many civic and
fratemal organisations took advantage of this pooularity by sponsoring
trips as charity benefits or fund-raisers. The steamship owners found
it w-rthwhile to employ musicians to play on board. (n soft, wamm winter
nights as the steamboa:s moved along the river between banks overgrown
with hitiscus, lilies zn¢ sweet groves, the visitors thought they were

30

in a reaven on earth. The boats rarely had their own full-time bands
but cne, the Anita, did boast its own 'Italian band'.

These excursions could be divided gernerally into two groups. The
first grouv consisted cf the short eveninz zruises which were orzanised
on a resnlar besis., The hoats cruisef just for a few miles up or down
river and then returned to port while the passengers danced to the light
music of the band. Ihe second category consisted of the 'Dawn to Dusk
Cruises'. These were all-day outings as the title implies in which the
vessels sailed to a cestiration some 40 miles or so from Jacksonville.
There all the passengers disembarked and the ship's orchestra, =which
had meanwhile been previding background rusic throughout the journey,
provided them with a concert. These were of a similar nature to the
hotel Sunday 'sacred concerts' in programme content. Sailing north of
Jacksonville, the boats made for the ports of Femandina and Maypert
and sailing south of the city they may well have docked at Picolaza tre
riverside landing for Sciano Grove, so Delius may have enjoved 211 the
merriment accompanying these excursions in his own back yard so-zo-speak,
and in his article "illiam Randel makes a similar suggestion. The

'Tawn to Dusk' cruises vrovoked an atmosphere of great mirth in
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Jacksonville on the allottec day. 3Before the boat embarked the old-time
American marching bands would process through the city streets leading
throngs of vleasure seekers to the wharf, Cn boaxd ship music was a
continucus part of the entertainments and once the dancing subsided the
activity zave way to the meore relaxed promenade, afternoon tea and
cookies served to a backgrourd of soothing music. Settlers on the river
banks often gained tremendous enjoyment from the music on board as tre
ships passed by and one cld resident of St. John's Bluff is revorted <o
have remarked,"There was usually a musical concert aboard ship zs the
vessels vassed New Berlin and we enjoyed gathering on the bluff and

B2 3% the steamers i

listering to the music as trhe liners went by".
not ster off at Picclata then Delius must have heard the musical strzins
wafting across the river from the boats as they rassed the bluff on
which Sclano >rove stood.33

The Jacksonville rail-road companies also crganised excursions in a
similar vein but these were not nearly so well suvrorted because they
were thysically cramped anc¢ thus allowed little rcom for complete
relaxation such zs could be enjoved on board shic.

During the yvears 1888 to 1893 Jacksonville was the site of the
Sub-Trovical Exhibition. Although Delius was in Zurope at this time
it is, nevertheless, necessary to mention this in passing as it adds <o
the general picture of the city's cultural environment. In any case, it
is known that Delius maintained his ccntacts with some of his
Jacksonville friends after he had departed from A:nerica34 so he may
presumably have heard about it through his corressondence. This would
also link up with his experiences at the Paris Exhibition of 1889.35

The Sub-Tropical Exhibiticn was the high point of the city's tourist
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entertainment. It was a huge exhibit to promote Florida as a state and
to advertise its success as a producing area, but other states were
also encouraged to exhibit. Throughout its successful early years until
1891 and ité eventual collapse over the years 1892 and 1893 rusic was
considered a major part of the exhibition. As well as using local bands
and choirs the organizers made a big feature »f bringing in famous
American bands. The Exhibition was mainly suprorted by the thoussnds of
tourists from all over the United States so the music presented reflected
the zeneral tastes of the nation. As already seen, the preference was for
the lighter side of music so the concerts consisted of the usual tvpe of
popular band music of the day with the customary comet and vrcal solos.
The iccal Philhammonic Society also contributed several light operatic
performances. Fowever, the Exhibition eventually collapsed and the site
was sold and tumed into a zoo.

k11 these main tourist attractions, the excursions and the Exhibition
concerts were also enjoyed by the residents. The hotel concerts and the
rark prcmenades were 21so open to them but the vear round main musical
attractions were really zeared towards them. ! ost of these were held in
the city's concert halls. Before the war Jacksonville contained no halls
which were used specifically for musical entertainments. Instead private
school halls, restaurants ard music stores were used. The Reconstruction
Era saw the building of several halls which Delius must have visited -on
numerous occasions. Metrovolitan Fall was built in 1874 and became the
main music hall but was built mainly fer military balls and hops, although
churches, literary and social societies also neld their functions there.
Delius may well have attended the Yacht Club 3all held there in June 1885
according to an advertisement in the Florida Times-Union on 31st MNay 1885.

Concert selections were rixed up with dances on the programme which
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consisted of:-

Cverture - Pret and Pezsant Van Supoe
Serenade Schubert
Selections from Mascot 4'Alord

Waltz - Girofl€ - Girefla

Lanciers

Waltz - The Blue Danute Joharn Strauss
Overture - Robert le Diable YV ererheer
Selections frem Fra Diavolo Auber

Waltz - Peek-a-boo
lLanciers - Saratoga

ratinitza

Selections from I1 Trcvatore Verdi
Selections from The Bohemian Girl Balfe
Selections from Carmen Bizet

It was there Delius would have been particularly tleased to hear the
last item, according to Clare Delius's —:—ccoun’c.36
The lLibrary Fall was the frequent setting for small functi-ns. It

sea“ed atout 300 and was popular for musical perfcrmances by church ard

social ~roups and also for student recitals. In 1225 Delius vprobtably

attended the extremely popular ccncert by the blind Yezro pianist 3Iind Tom.

Polk's ¥z2l1l was a very vopular verue for events in the 1880's. The city's
music s:tores still served as useful additional ccrcert rooms although their
rather small space limited their use to chamber ccncerts and rscitals.
Shortly before Delius's arriveal in Jackscnville the Park Cpera Fouse
first ovened its doors on the day celebrating George Washington's birthday,
.22nd February 1884. It was ideally situated, oprcsite two of the city's
largest hotels and seated 12CC. The Opera House was packed for its first
night and congratulations were sent from all over the United States as
it meant that Jacksonville cculd present large-scale musical and dramatic
productions for the first time, an important national event in such a
thriving tourist resort. The first half of the orening night consisted

of the usual 1Sth Century operatic arias sung by members of the ccmpany

but the second half was given ~ver to a complete performance of Act 1
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only of Gounoud's Faust, starring Minnie Hauk, not the whole opera, as

William Randel staten.37

The second night was climaxed by Act 1 of Cammen,
preceeded by the usual fare and it is a pity that Delius had not quite
arrived to enjoy it. Both evenings were a great social and financial
success and put Jacksonville on an even footing with other Southem cities
of -he same size, Charleston, Atlanta, Macon, Augusta, Raleigh and

Richmond. Fowever, Delius may have been there to hear the performance

of Donizetti's La Fille du Regiment and would certainly have beer in the

city for the local performance of The Pirates of Penzance, given in July

1884. The Park Cpera House eventually changed cwnership and was
destroyed by fire in May 1887 so when he retumed to Jackscnville in 1897
Delius would have seen arnd perhaps visited the new brick Opera Fouse.

At the height of each tourist season a local trass band played on the
balcony overlocking the Cpera Eouse's main entrance and serenaded the
arriving audiences.

Finally, brief menticn must be made of the Skating Rink which was used
as a suitable venue for a concert which was expected to attract an
especially large audience.

It was doring the tourist period that local music clubs and
organizations began‘to flourish and hecome mcre than just temporary
features as had previously been the case. The first society had teen
established in Cctober 1874 and was held at Cchus's store with the aims
of developinz 'home musical talent and form a tasis for social
intercourse, elevation ard enjoyment'.38 A second meeting was held dut
all subsequent meetings failed to bte reported by the local press. A
group of 'educated coloured men' formed themselves into the Jacksenville

Troubacdours in 1882 and were followed shortly after Delius's arrival in

1884 by the 3ird Minstrels.

e
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The Apollo Club was formed in October 1883 as a vocal cuartet and socn
developed into a large ensemble of men's voices unlike several othker
choral unions fcrmed at this time which failed cwing to 2 lack of =chesicon
among their members, and tl'e unsuitability of nrogrammes. The histery
of music in Jacksonville was cefinately against madrizal singing!

Celius probably had quite a lot to do with the founding of the
Jacksonville Philharmaonic Society in December 1884 if any credit zan
be attached to the report, quoted above, which appeared in both the

Florida Times-Union and the Florida Daily News on 21st November 18&4.

At the recrorted event Delius was verfoming in the same comrany as
Signor S.P. Strini, an Italian who in the following month, beczme <he
founding director of the Philkarmonic Society. The success of the abeve
event in all prebatility rrompted Signor Strini to invite Delius tc join
with kim tut there is no documented evidence tc supgort this rrorosizion.
The first perfcrmmance it gave under the banner of the Philhammenic

Scciety was 2 repeat perfcmmance of The Firates of Zenzance in Jaruary

1885. Tre Society's second arpearance was on 17th April 1885 at the
Tark Cpera House when it presented a formmal ccncert of choral ard

overatic selections including the Bridal Chorus frem Iokenzrin and

The Yeavens are Telling ‘rom The Creation. It says much for tre

professicnal capabilities of the Society that it was able to vre:z=nt

Planquette's rpopular coredy cperz The Thimes of Nommandy in iay 15E5.

Unfortunately Signor Strini éied in June 1885 and was revlaced by the
self-styled Professor Carl vzn Weller. FHe turngd out to be nothing
but a fake and with his sudden departure amateur music-mak ‘ng in
Jacksonville virtually ceased. Eowever, the Society was fimrly re-
established by Davenport Kerrison in 1888 and continued to flourish in
tre city for many years.

There is no doubt that during the early tourist period the lccal trass
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bands were acong the most colourful ard versatile grouvs in Jacxsonv'lle.

(1
(2]

Above all, they served the commurity in what trhey did for they led zara::

ssrenaded visizors, zerforzed for funerals and helped local dusinecszs

to increase trade and at other fu.ctions., In fact brass bands were comz.on
211 over Zuro:e, especlally in —opular rezorts or workirg-clazz cltiss,
such as raiford, during tze latter part of tre nineteenth ecuriury.

In 1276 Jzcisonville had two bands, the Zurexa and the Union 2nd it is

irterasting o note trat tre xzembership of both was totally l.esro. na

Silver Corret Zand ~as esizzlished in 1182 2rd by the suarmer of 1ic.

(&

w23 playing 2 whole series of promerade concerts in the city's main

sariz, 2t was & iccal tragition in Jacksonville that the bands =zarcrei
regsularly thrcugh the clty streets or else they -assed trrough in norse-
drawr. czrriages. There czn 92 ro doubt trat Celius was greatly atirzciled
By thess Azerican irass canis as bands like this were prozatly a fazlilfar

sight 2t nome in radlord. Trus his early sxperiences of tris t se

of rusic were s:trencthensd Ty his contacts in Azerica. Howsver, trhis

S

is Ziscussed more fully ir Crhazter ¥, The Jacxsonville bands usually

tre average. They
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corntaired ztout 10 to
schieved their haisht of cezularity in the clty during the tourist era,
but trey £i2 so .unsrally et this time throughout the United States.
The .rass banis of this reriod were of terrific significance to American
culture and zaies -ossible the f.ture davelopzents of such zen as Sousz
and Zarding.

The zany churchazs in Jacxsonville, like all other asjects of tre cociziyr,

S +

cade scectacular use of music oy using trass bands in their services.

two ‘reat 'sthodist Revivals in America, the Great Awakening of the 177°C!

1]

b

and the 3scord Awakening or reat Revival lasting from 1600 until about 1270,
had created z copular jemard for lively zusic in the church service, = {.ature

which tie chu:ch2s were anxicus to 'reserve. ne wonderful work of

San:ey znd Moodsy throughout America and 3ritzin
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in the 1870's did much to maintain this tradition: another chapter
tries to suggest the imvortance of these two evangelists to an
understanding cf Delius's style.

However, one of the fundamental reasons for the lavish use of mucsic
in the Jackscnville church services was, of course, to attract the
tourists. Crdinary Sunday Services always had soloists and a choir,
usually with organ accompaniment. Cften an instrirental soloist weuléd
provide ~usic as well. It is interesting to note that this pattem hzs
survived in American churches to-day. The major church festivals, such
as Christras and Easter, still have a wealth of varied music in the
serv’ices using vocal groups, btell choirs, skiffle zroups and all manner
of chamber music.

¥ost Sunday evenings the 'Sacred Concerts' were held so called rot
because the programmes contained sacred music, quite the opposite in
fact, but recause they were merely held on a Sundzy evening. As nozed
earlier, this same practice took place in the ho:els. The general
pattem for these events was the usual -peratic s=lections interspersed
with various readings. The tremendous increase ir Jacksonville's
population brought about a comparable boom in the tuilding of churches
and all of these put on concerts, usually to provide funds for the
installation of an organ. Cnce this had been done a dedicatory recital
was given. This was usually light in nature with the customary soloists
and operatic arranzements. In addition musical entertainments were held

to raise money for other operations undertaken by the church, such as

missionary work.
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It is known, especially from the various examples already cited, that
Delius eventually set himself up as a music teacher in Jacksonville before
he left for Danville.39 It may therefore be of further ‘nterest to
briefly examine the state of school music during the tourist years.

The Jacksonville Conservatory of Music was the first school devoted
exclusively to music and also one ~hat had more than two teachers. It
was founded mid-June 1875. Unfortunately, no records exist of any local
corcert work undertaken by students but it appears that several of the
teaching staff perfommed regularly. In 1878 J.H. Ochus left his store
and this was the last reference to him and to his family which had served
Jacksonville for over 25 years.

~t this time plans were made to found what might have been an
outstanding southem centre of music., _The Vew South published full
proposed details of the new school, even gZoirng so far as to name the
becard and the faculty members.4o Fowever, in spite of being well vlanred
the venture remained a castle-in-the-sky and the school failed to
materialise.

From all accounts the period of Delius's residence in Jacksonv:lie
seems to have been guiet on this front, at least if newspaper references
are any yard-stick. In fact, not until 1889 was Davenport Kerr‘scn's
Southem Conservatory orened with a staff of seven musicians of s-me
local repuie.41 As such it prospered and zrew until it became kncwn as
the Jacksonville Conservatorr of Music and 4rt in the early 1%00's.
Following its success, sesveral other music schcols opened and likewmise

prospered.
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There can be little doubt then that during the so called 'trurist
reriod' music vlayed a very irvortant rcle. Althcush ke settled for
the majority of his time in the region a little distance away from the
city, Pelius cannot have failed to have hsen imbued with its cclourful
concert life, For the most part it has beern shewn -hat Jacksonville's
audiences preferred to re entertained by zen=ral light-overatic
selections and most of these concerts w=re, therefcre, of a very sircle
nature. Solo recitals were rare and by no means as popular as the
cencerts in which a group of musicians were takinz part.

The erd of the Reconstruction veriod brought with it an increase in
crosrerity due to the rise in trade. This, naturally, brought with it
improvements in the standard of living and an avaricious desire for
entertainment. On the oth-r hand the more localised work by veople such
as the Cchus family ensured higher musical standaxds.

Throusrout Telius's stay 'tenefit' concerts were an extremely rorular
entertainment and at one, given to suprort a returm journey to Italy by
the two '"izlionico brothers, 2 ver- rorular local pair, the comvposer's
mentor Thomas F, Ward., played a piano solo. Cther vovular events were
the musical evenings put on ty the local Celtic Associations. It is
highly probable that these en*ertainments would have strenzthened
Delius's inate deep attraction to the Scotcrh-Irisn folk rusic, a
tradition so much a part of American music and inceed of Telius's music.
For example, the Scottish Associztion gave a Burns Evening in August
1884, not too long aftef the composer's arrival wshich contained the usual
sort of lighter entertainment but with a Scottish slant. The prowramme
ran as fol:ows:-

Violin solo with piano accompaniment Scottish Airs

Reading
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Piano Solo Tam O'Shanter

Reading

Vocal Solo Flow Gently, Sweet Afton
Reading

Double Sextet*e lassy's Confession
Reading

eading & Vocal Chorus Green Grow the Rushes
2eading

Instrumental Tuet 'The Mocking Bird!

42
‘zriations

The Hebrew Association held similar evenings, but presum=zbly with a
different slant on 27 ard °¢ Jaruary 1885. The latter date was, of course,
the com-oser's birthday but there is no evidence to supvort the conjscture
that he celebrated the event by attending this zathering.

A main event in Jacksorville's musical histery was its first creratic
venture. 'The Pirates of Fenzance' was nerforred in the Park Crera Zcuse
in June 1884, arnd followed by ¥.M.S, Pinafore in Autumn 1885.

Touring artists and non-resident concert comvanies started visiting
Jacksonville in the early 1870's, and predictably the 1880's witnessed
a trerendous influx of rusicians of every %“ype. ¥innie Hauk visited in
February 1884, shortly befcre Delius arrived, <o oven the Park Opera Fouse.
In April 1884 Belle Goléern =nd her trcupe verfomed a cut version cof 'la
fille du Regiment'. The IZcal Cpera Company of Yew York appeared 2% the

Park Opera House in January 1885 and zave a series of favourite lisht

operas:-
The Rohemian Girl Balfe
Martha Von Flotow
Fra Tiavolo Auber
Patience Gilbert & Sullivan
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H.M.S. Pinafore Gilbert & Sull‘ven
The Pirates of Penzance " "

The Sorcerer u "

Mascott Ferbert
Gircf1é-Girofla Lecoca
The Queen's Lace Fandkerchief J, Strauss, the vounrcer

In April 1885 Adelaide Randall's Bijou Opera Company visited Jackscrville
and cave several performances of 'Olivette' by Andrau and of the above
mentioned 'tiroflétirofla'. This vital interest in cpera continued for
many vears so strengthening the general preference for light overzatic
music.,

R1ind Tor was a favourite visitor to Jacksonvil e ard he zave kis
first notable piano recital while Delius was in the vicinity on 2€ January
1885, Although a fine performer he tended to rely on the usual Zesire cn
the audience's part for spectacular display to ensure their zaccevtancy.
Accordingly, one of his favourite party-pieces was to play Yarkee Tcodle
in the left hand and the Sailo¥s Fornpipe in the right hand! Terhaps it
was this experience which prompted the first version of 'Apvalachia'l
Other visitors included Emma Thursby, Frofessor 7itals and Edouard Zemenyi
the Hunzarian violinist who Brahms accomranied in his youth. FHowever,
although welcome, the latter was not really very attractive to Jackseonvillie

audiences.
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It has veen the ourpose of this chanter to provide a g2nsral musical
background against which Delius's stay in Jacksonville can be studizd. In
most . -ys it reflescts thes -onular eastern American and Zuropean musical
pattern of the e2nd of the 1S5th and teginning of the 2.th Centuries, an era
in which the music-hall tradition wa.. firmly estavlished in neople’s zinds.
It was this colourful tradition into which Delius was born in 2rz2ifo::Z arnd
one in which nh2 grew up, 'iIs sojourn in America strengthenad this but zlso
~ave it a resh Izpetus and his experienc.s in Leipzig and later ir Fzris
2lso contrituted to tris,

Surerficially it coul:d oe said that this has 1ittle to do with Delius's
zusic., Zarly nisces which re wrote in the mid ‘o late 188.'s would ce:talnly
irdlcate this yet throughout tre rest of his 1life Delius never Torzot :he
irpact of Ame:Icz, an impact which he iever failed to capture in sound

ard which rezain.d with hic right up to his {inal work. Tiis sicde of

(6]

Telius's exrerience zust rnot be overlooked as certain elezents xce
recurrirg througrno t his entire outnut,

Crhanter ? 2xvlores the zzny more facets of Azerican life which were
to fird an outlet in Del’us's music., However, what is certain is that

~elius was not reazlly aware of the rationzal

*4y

efirition of what he

f

zxrerienced In Azerica and, 2s Christopher Palzer writes,

‘What more natural :hen that Delius, retaining in his
unconscious zemory certzin distinctive characteristics
of music indissolubly zssocieted with momentous events
in his spiritual and ezotional develo-ment should
automatically reproduce trem _n @is own zusic which ...
was gensrated in whole or in part, by recollzaction

of these svents? (42)
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THE MUSICAL LIFE CF BRATFCRD : 1862 - 1884

TART I

The musical life of Bradford during the years 1862 to 1°84, esvecizlly
the latter half of that period, was the most forrative time in Delius's early
rusical education. The most reliable original socurce of general background
material for this time is Clare Delius's biograchv of her brother1 published
in 1935, the year after his death. The earlier original source, Feter

Warlock's Frederick Delius . contains very scant information about these

years, presumzbly culled frem conversations with the older composer, ard
can be sz2fely overlooked. FEowever, although Clare's biogravhy contains
many fascinating accounts of the Telius family life at that time, it
vresents little material which indicates the many musical exveriences of
the yourng Fritz DeliusB.

The main sources of this information are threefold, as follows:
1. Tre excellent collection of the Bradford Observer in the Local S*tudies
section of Fradford Public I_ibrary,d

2 . The booklet Musical Reminiscences of Bradford bv Charles Cudworth published

in 1885 and

3. The booklet Phases of Bradford Life by James Rurnley published in 18716.

Before examining these, however, it is necessary to list the references %o
the musical life in Bradford and in the Delius family home found in the first
three Chapters of Clare's tiograrchy:

paze 16 — A description of music in Bradford and of Mr. Julius Delius

Undirected and uneducated though their taste might be,
the people of Bradford had a real love for music.

Long before Sir Henry Wood, with the magic of his
baton, was to create, through the medium of the Queen's
Fall, a real taste in music among Iondoners, and to
demonstrate to the world the truth of what seemed an
arazing thecis, that concerts of classical music
cculd be made to pay, Crarles Ealle - not yet Sir
Charles - had made an immense success with his
orchestra in which his wife, the famous violinist,
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M¥adame Normann-MNeruda, took her part, in Bradford.7...
In the towns and villages of the Vest Riding, the main
relaxation of the people ®as music. A concert, however
poor the talent, was a never-failing Z2raw. There was
a remarkable develcmment, too, in the growth of local
bands, some of which were to become famous througrout
the »orld in years to come. Tt was verhaps the only
feature of life in Bradford with which )Mr. Delius, 8
pledged to the propagation of wealth by the purchase
and sale of wool from Australia, found any sympathy.
Though he did not know a note of music himself, he
could, curiously enough, play anything by ear, and
from the first inauguration of the Ealle concerts,

le was a memter of the Cormittee of Management. (9)

page 20 - A description of the -usic room in the Delius farily hcuse

... The original front door of the first house was
converted into a conservatory, which led into a
very fine room which was used as a rusic room.
“ere the musical evenings, <o which my father wzs
devoted as a recreation - wool cccupying his more
serious moments - were held. ts chief feature

3 was a “rocadwood grand, which I believe was the
first zrand ever seen in 2radford. (10)

We children, Fred inciuded, had to be content
with an Frard upright in the schoolroom.

vage 29 - A description of the oldest Delius child Ernst and a

rezular Christmas musical event in the hcusehcld

) Iy brother Emst ... was also very musical, and &
played the 'cello and piano entirely by ear.
Every Christmas moming the boys roused us out of
bed at half-past five, and with Fred with his
violin and Zrnst with his 'cello and the rest of
us piping up with our voices, we assemblsd at
our psrents' bedroam door o give a rendering
of Christians Awake...

pages 40 and 41 contain descriptions of family visits to the circus
and pantomime at the Theatre Royal, Manningham Lane, Bradford where music
would certainly have been performed.

page 44 — A description of the Delius sisters singing trios

A ridiculous episode lingers in my mind. I relate
it merely for the purpose of building up a victure
of Fred as a boy. Our governess would insist on
myself and my sisters singing trios. She was so
pleased with our prozress that she sent for Fred
to come and listen tc our perforrance... F

2 ORI PR
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pages 46 to 49 - A long descrivtion of the young Fritz's musical abilities

In only one thing did he differ from the majority of
boys. FEe was intensely musical. In later years he i
remarked reminiscently in my presence, "I can't:
remember the time when I began to play the piarc, '
but I must have been very small." From babyhocd -
a’most literally from babyhood:- he played by ear,
and used to be brought down after dinner to verfomm
to the guests. When he had given a rendering cf
scme of his stock pieces, my mother would say,
Mfake up something,Fritz," and he would then improvise.
As far as I can ascertain, this must have haprened
before he mas seven years of age. (12)

The violin for a long time was the instrument he
studied and was taught. When he said that he wanted
to learn the violin, papa, laughing, asked him =mhat
he thought he could with the instrument.
"I can play it," Fred answered simply.

Trobably with the idea of reproving this corplacency
and conceit, my father sent for a violin and put it
into Fred's hands. To his utter astonishment, Fred,
though it was the first time he had ever handled a
violin, did play.(13) So rapidly did he master the
instrument that at the age of twelve or thirteen he
was raid a simal honour. Joachim and Piatti, then
the sreatest violinist and 'cellist in the world,
were to have given a perfommance of a trio {14) =zt
one cf my father's musical evenings at Claremont.
Tre third performer, however, was absent through
iilness, and Fred was called in to take his p.ace.
) So perfectly did he play that both Joachim and Fiatti
were loud in praise of his skill. (15) Trhough he made
such remarkable progress in the study of the violin,
ne zave up the instrument entirely shortly after attaining
the age of thirty. (16)

Fred's musical genius - I write with submission -
seems to me in looking back tc have developed from the
contacts he made with life. Cheerfully sregarious, he
made the acquaintance of a young sailor, to whose s*ories
of his adventures on the Seven Seas he listened rungrily,.
I think his desire at the time was the natural reacticn
of a healthy boy - to imitate those adventures and to
tagste the jioy of those experiences, which thrilled him
to the marrow. But being baulked of any chanze of doing
this, he found a vent for his feelings in that medium to
wnich he turned more and more, until it becare his chief
form of emotional expression. Xe would rush back from
one of thrse intimate talks, his eyes shining, straight
to the schoolroom. There he would seat himself at the
Erard =rd begin to improvise, (17) turning all those
adventures he had just heard into music. And such
wonderful music - so it seemed to us at any rate! T ~ar !
see him seated on the stool, turning round occasionally
to us, and saying breathlesslv, "That's a wood, hanging on i
the shore of a coral island ... That's where the river 1
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meets the sea ... That's a bird ... This is the sunset in
the tropics. Tris is the dawn ..." (18) He held us all
entranced with these first essays in music roems.
Throughout all his schooldays, his createst joy was

zoing to concerts. (1°) No matter how classical they
were, or how bored a great vart of the audience might be,
Fred was always lost in a trance of bliss. He had a great
and abiding admiration for Chopin. I recall him telling
me how when he was ten years old he heard one of papa's friends
play the posthumous valse by Chopin, in A minor, and how
as he listened he seemed to undergo an emotional release. 0)
It was actually the first time he had heard Chovpin vlayed,
and it ovened up for him an entirely new world. After he
had heard it performed twice, he was able to rlay that
rarticular valse by heart without a mistake. ( 21)
It se-ms amazing to me that the family did not recoanise
the budding musical genius of a boy of ten years of age
who could perform such a feat!

till devoted to the violin, Fred used to play duets
with my eldest sister, Missie, (22) who accompanied him
on the piano. The o’d schoolroom at Clarement comes back
to me very clearly no~ as I write. I can see Fred's bovish
fizure with the violin nestled under his chin, his handsome
face entranced, filling the room with beautiful sounds.
Very often they were summoned to the morning room, there to
play for papa, who was never to listen to one of Fred's compositicns
when he had become farous in the art, of the practice of which
he studbernly disapproved to the day of his death.
Culzured critic though he was, papa never had anything
but the warmest praise for these performences.

pages 4 ard 50 contain two musical anecdotes of Delius's youth
concerning pranks with an old clergyman who lived oprosite the Delius
“amily and helping Clare with the extracticn of a tooth!

ra~e 30 - A descrivtion of Fred in the countrvside

{ften I went on lonz walks with him. T can remember
a trick he had which ruzzled me intensely at the time, of
pausing every ncw and azzain to listen to some natural sound,
such as the rustling of a tree or the singing of a bird, or
the rurur of a moorland brook. FHe would stand quite still
as if drinking something in, his expression becoming quite
wrapt and attentive. The next moment he would be walking
along, laughing arnd taiking as usual, rnever explaining even
to me what it was that had held his attention for those
trance-like moments. A friend relates how, when Fred was
a bov, he was walking with him one day across the moors.
Accompanying them was Fred's deg, which was running about
barking haprily, after the manner of dogs. Suddenly there
broke upon their ears the exguisite note of a singing
bird. TFred instantly stopped, and picking up the dog in
his a2mms so that it stcpred its barking, stood perfectly
still for several minutes, listening to that song. €3)
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pages 50 and 51 - A descrivotion of viano lessons

Though he was such a brilliant musician, he was, in
a sense, almost wholly self-taught. There came a time -
it must have been when he was about thirteen - when the
parental edict was issued ordering him to learm the piano
cerrectly. Up to the aze of fifteen or sixteen, I remember
him telling me, the succession of masters under whom he was
placed tried to teach him scales and exercises for oractice.
Fe hated them, and though he made a show of doing what he
was told, his efforts were alwavs very faultv. Then onne
day re heard Thopin's funeral march. (24) Tn a very agony
of emotion he caught hcld of the man who had played it,
and besought him to teach him music, especially that viece.
The man kindly cecnsented, and never after that did Fred
rlay a scale or an exercise. He learned various vieces of
rusic, and in an incredibly short time he could read perfectly
at sight. From then on, if he were not doine lessons or reading
2 book, he was reading music at the piano. (29

page 52 - A descrivtion of Fritz's music-making at the International

College, Isleworth

... Fred svent the whecle of his time at the viano in one

or other of the music rooms. Sir Fred ¥oore has told me

how my brother used to waylay him in the pas<ase, and dra=
him into the music rocm and rmake him sing for him. "It
didn't matter whether I had the music or not. TIf I knew
the words ard tune, that was enough. Fred would make uv

the most wonderful accompaniments, full of the marvellous
karmonies for which vears later he was to become so celebrated."
Vor was Sir Frederick's exverience unique. Any btov with any
sort of voice at all was oressed into the services of the
future composer, ard btesged to sing so that my brother micht
have the opvortunity of improvising an accompaniment.

vage 53 - A descrivtion of Fred's first comvosition, a song

It was towards the end of his schooldays at Isleworth
that he composed his first song, bringing it home with
great pride for me to sing. It was much tooc high for me
in those davs, but Fred insisted, and I did my best. I
remember it began '"When other lips shall speak," and was
in two parts, the first for a man's voice and the second
for a woman's. I was expected to sing both parts. I
remember I tried to leave out the high notes, but to this
Fred would not agree, and I had to do my best with results
which, from an artistic standpoint, I cannot help thinking
must have been disastrous. (26 )

page 54 contains a musical anecdote about Fritz's improvisation after
dinner at the home of the Rev, ¥r. Kennion, vicar of All Saints Ckurch,

Little Forton Green, Bradford.
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pages 58 and 59 - A description of Fritz's comvlete boredom with his

1 new commercial life in his father's firm during the veriod 1872 to 13§427

and his thorough vre-cccupation with music

{
I Fe tried, honestly, to make himself an efficient wool merchant.
Fortunately he tried in vain. The world of music was there, and
it was always calling him, 7Try as he might, he could not shut his
ears. I,myself, think it is a great testimonial to his character
| that for clese on four vears he stuck manfully to his utterly
| unconzenial task.
| But if he did his duty, he hated the life. I can remember
so well his returm each evening from business., Lile someone
[ who was famished, he would rush straight to the school-room
! and seat himsrlf instantly at the piano. There until dinrer
| time, he would stick improvising the most beautiful harmonies.
I can see him now on one memorable evening, before going to
the pviano , posins himself in front of the fireplace and
addressing my sisters and my sisters and myself on the subject
of his future. "Girls, T loathe this business, but I'm going
to give it a fair trial. If it fails, I'll defiritelyv devote
mv life to music, no matter what happens, and some day I'll
meke the name of Delius known all over the world."
| 2y now, Fritz's love of music was absolute and he took
every opvortunity of involving himself in it whenever he was
away from Bradford. During the period 1880 to 1884 he revresented
his father's fimm in Gloucestershire, Germany, Norway and France.

vaze 60 - A descrivtion of his visit to Stroud

Tred, finding himself with so much money in his pocket,
) took to making rushes up to London, which wzs only a
hundred odd miles awvray, to attend concerts. e made a
voint of always returning the same night, and late though
the hour was, he would seat himself at the piano and reveat
for the benefit of ¥r Eaxter's household the whole of the
performance to which he had listened. (28)

vage 61 — A description of his visit to Chemmitz , Saxony

| Ee ceased to remember that he was there to learn how

il to represent Julius Delius, wool merchant of Bradford, efficiently.
The more opportunities he had of listening to zreat music nobly
presented, the more that important side of his nature was

j developed, until everything else was excluded. Ee rushed to

El Dresden, to Ieivsig, to 3Berlin, eager to hear everything there

%3 was to hear. Ue was ravished by Soldmark's K8niszin von Szba

At Tresden, ard thrilled to his inmost soul listening to

Tagner's Y'eistersinger at Berlin., Greiz too, and Chorin

made the intricate mysteries of textiles seem as remote a sutjiect

of interest as the Flocd.
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PART II

It must be remembered whern reading Clare's account of music in the
family home during her brot-er Fritz's early life *hat she is writing for

the most part of a veviod when she herself was vers voung. She was tom

on 22 February 186629 and would hardly have reremtered many of the events
about which she writes in her book. These arecdotes were nrobatly ccllected

2rd enlarged upon far later cn in her life from cenversations with her

brother during her visits to his home at Grez-sur-lLping. They are fairly
accurate as far as certain events are concerned and scme of these can
be verified br creoss-referencing in other sources such as the collecticn
of local new:papers.4

Yr~gever, Clare's bock must be regzried as the basic source for
information of Fritz Celius's early life. lorecver, tne first few
chavters of the torck -oint tec the tremendous am-unt of rusical entertainment
taking vlace in Sradford at that time.

In the midéle of the nineteenth century, Rradford wzs in its heydav as
a centre of national irportance in the pro uctiorn of =ool. Along with

the other four great northern towns }anchester, Leeds, Fuddersfield zrd

Yalifax its fame as an iniustrial zentre crread througtcut the Zrizish
mmpire. Bngland was then the —anufacturing centre of the morld and tre
West Riding of Yorkshire and Lancashire were its carizal.

Throughout the century Brzdford grew at a tremendcus rate and br 1850
it had a population of nearly 1C4,CC0. Asa 3Brigss, in his book Tictorian
Cities cdescribes Bradford at this time as follows:ao

... industry reigned supreme, al‘hcugh the mercentile side
of the tex-iles industry - the side represented by maritets
and wmarercuses - was of particular imvortance as the city
grew. "The colossal sreatness" of Bradford, =mrofe its first

historian Jares in 1857, was dep=ncdent cn the invention of
the steam engine. There had been one mill in Zradford in
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1801 and in 1841 there were sixty seven. "The manufacturers

are removing to Bradford as fazst as they can get accomrodated

with rooms," the 3radford Cbserver noted in 1836. A decline

in the number of mills during the decade after 1851 was a

sign that Bradford's role as a mercantile centre was being

strengthened. In 1815 there were only two stuff merchants

in Bradford; by 1830 there were twelve or fourteen ard in

1893 there were 252.

Briggs goes on to give other interesting statistics.31 In 1827 there
were no foreign merchan-s in 3r=dford; ten years later there were seven
in Leeds and eight in Sradford; ten yvears later still there were seven
in lLeeds and 234 in Bradford. By 1861 there were only three in Leeds and
65 in Bradford. !ost of these im-igrants were Germans and the vlace where
nearly 2all of them had their warehouses btecare known as "Little G=rmany".
The first of these settlers was Leo Schuster who came to 3rzdford in 1836.
Jacob “enrens, a distinguished name in 3radford's history, came over from
ILeeds, where he had settled in 1832, in 1838, Names like Flersheim, “urst,
Gimpel, Fertz, Maver, Schl:ssinger, Sichel, Z-ssenheim and Yoser czn be
found in Itbotson's 1845 Directory of ﬁradford32 along with zood cld
Yorkshire names like Zrigzss, Bradley and Wilkinson. Many of the immigrant
Zerman vopulation became kmown zivic leaders with great records of public
service; in 1864 2radford had its first foreign-bom Mayor, Charles Semon
from DPanzig.
Julius Delius, and ris brother Emst, were among those early Gemrmans

who settled in Bradford, Julius was settled in 3radford by 1831, coming
from Manchester where he probably went in 1846 from Rielefeld, the centre

33

of the Prussian linen weaving industry. Julius soon establisked himself
and it is known, from Clare's book, that he became one of the leading
members of Bradford's German community.

It is true that Bradford would not have been as cultured a city as it
was in the latter half of the nineteenth century without its German

cormunity, nor as econcmically successful. They were prominert in the

founding nct only of the Zradford Chamber of Commerce but also of culturzl
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institutions such as the Liedertafel in 1846 ard the Schiller Verein in
1862, %
The Liedertafel was a male-voice choral grour very much in the Serman

tradition and was established in 3radford shortly after the first wave

ey

of immi,ration, Cudworth's lusical Reminiscencss has this to say o

the group:

Trhe Zradford Liedertafel was formed in 1346 by a
nuzber of German residents in this town, includirg
vessers. Schlesinger, lDelius, (35) Philipp,Hoffman,
Yurter, Viechers, Fiedlasr and Sveyer, the latter
gentleman, who was a first-rate -~ianist, acting as
conductor. Tor many years tne practice of German
~art-songs for male voices was carried on, z2nd every
winter a concert was given in th2 room over the old
Zxchange - the present Post Cffice - in conjunction
with the members of the lManchester LiIedertafel, Tre
—~eculiar charm produced bty the blending of the voices
a:d the great nurber of sterling comositions by
lenislssohn, Zollner, Xreutzer, Silcher and many others
which were performed, always made these corncerts very
2rjoyatle.

The rotice in the Bradford Ctserver of ) Fetruary 1863 reporting thre
first anniversary festivities of the founding of the Schiller Verein sets
out tre objscts of the society in its first parasra-h:

Annual Festival of tre Schiller Verein

The Schiller Verein is a litsrary institution formed
by the German rssidents in Zradford for the benefit of tn
younger mecbers of that part of our commurity who have no
corzestic relationships in the town, It takes its name from
Schiller, the greatest and most popular of German poets:
ard while as a ratural consequence tre literary and artistic
element is pra-eminent, It comiines the social at-ractions of
a club. The main features ar: a reading room and circulating
library on the one hand and a glee club arnd dedbating soclzsty
on the otner. The dedating society has for its object to
promote cdlscussion on literary, artistic a:d scientific sunjscts
and lectures on zeology, history etc. have already .een
given. The institution has been in existence exactly ons
year and the members resolved to celebrate the anniversary
by a public entertainzent.

(47}

In July 1€62, some six months after the founding of the Schiller
Verein, a rnotice avpeared in the issue of the Bradford Observer dated

10 July 1862:
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Welcome the coming, sveed the varting suest

tn Tuesday evening Dr, Johamn Fink, late head master of
Bradford High School (36) <gave his farewell lecture on
"Schiller" in the lar=ze re~dine-room of the Schiller Verein,
Tyrell Street. A verv numerous audience of German ladies
and sentlemen was present to listen to the very ably written
paper on that great and favourite roet. At the conclusion
the lecturer said that Schiller's ideal of man strivine in
all his works for the highest in humanity and benevolence
had not been lost in educating the character of the German
nation in ~eneral, nor of their representatives in this
town in particular. All the charitable institutions of
Bradford were largely supnorted by Germans, and one
institution especially, (the Eve and Ear Infirmary)owed
its origin to his own countrymen, and vas most effectually
and sratuitcusly conducted by one of them.

It is clear then that the Germans plaved a tremendous role in the
develooment of the cultural life of Bradford. Merreover, with their great
rusical heritage they were resvonsible for promoting most of the high
qualitv music - making that went on in the citr. MNuch chamber rusic was
presented in public performance by German citizens and many of the wealth-
merchants frequentlv held chamber-music evenirgs in their homes; Julius
Delius often held such musical evenirgs in his home.

Most imvortant of all, rowever, were the Pradford Subscription Concerts
ziven by the ¥alle Crchestra from Manchester. The history of these
concerts is clecsely connected with that -f St. George's Fall and, in
earlier years, the 3radford Festival Choral Society. In 1851 the Mavor
of Bradford, Alderman Samuel Smith, sugrested that the "subscribers to
the Infirmary" (the Germman comrunity) should be responsible fer the
erection of a building suitable for use as a public hall., A separate
comrany was formmed and a site acouired. Tre foundation stone was laid by
the Mar~uis of Zetlard on 22 September 1851 and the hall was ovened on
31 Cctober 1853. Queen Victoria and Prince Albert were the Patrens of a
three-day musical festival with the then Earl of Haremood as Fresident.

Two other festivals were held, in 1856 (leading to the formation of

Bradford Festival Choral Society) and in 1852, Financial losses on th se
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concentrated events led to the project of spaced cencerts during the
winter months and to the formation of the Subscriction Concerts in 1805,
An extract from the vpapers cf Sir Jacob 3ehrens reads:
The Subscription Concerts owe their incection to

the chance of my sitting one evenirg at the St. George's

Hall next to my friend Zeorge Addison and Mr. Clliver,

The latter, as Secretary of the Hall Companv, expresced

his regret that owing to constant losses his Comvany

were on the point of being comrelled to zabandon their

concerts. The suggestion that a guarantee fimd should

he raised and an incevendent Committee formed was

favourably received, and the continuance of tre concerts

sas thus assured. (37)

Tetailed vprogrammes of the Falle Orchestra's cocncerts in St. George's
Y221 will be documented later on, tut throughout ¥ritz Delius's early
vears in Bradford they leaned very heavily on the zreat talents of
Sir Tharles Yalle both as pianist and conductor. Crchestral and vocal
items on the procrammes were nearly always intersversed with piano solos
‘rom Falle to the delicht of the audience accord’ng to contemporary reports
in the 2radford Cbserver.

Talle was bormn Carl Ealle in Zagen, westphaliz on 11 April 1819, Fe
studied in Darmstadt and Paris ard cam= to Manch=ster, via London, from
Paris in 1848 having been forced to leave as a result of the Revolution.
'n addition to his piano teaching Ealle was scon cifered the ccnéuctersrip
of the 'Gentlermen's Concerts'. These were forced to come to an end in
1857 whereupon Falle decided to fcrm his own orchastra ard put on concerts
at his own risk. Falle's fzme soon spread and it is really hardly
surnrising that Bradford, =hich had so much in ccmron with “anchester 2%t
that time, should engage Fzlle and his orchestra for a series of ccrzerts

38

in St. Georre's Eall. Sir Charles Falle, in aidition to appearing =s
solo rianist seventy-five times, introduced Bradford auciences to a wice

range of orchestral music for the first time, including all the “eetioven

symphonies. ‘'endelssohn and meber were popular: the last three
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symphonies of ozart, the 'Unfinished' and 'Great' 7 maior -f Scru-ert.
and the first -hree symphonies of Brahms were 211 »laved. The works of
#alle's close friends “erlioz, Liszt, Cherin and Wagner were frequently
heard.39 Halle was knigh-ed in 1888 and became the first Princivple of
the Royal Manchester College of Music in 1893, Fe died in 1895; his
life-work has lasted ever since and has had <“:e most far-reaching effe-t
upon the cevelopment of orchesrral music and standards in Zritain., 4s a
rroad-minded pioneer and efucator Zzlle remains unegualled in the rhistory
of Zritish musiczl life.

Talle also initiated a series of chamber-rusic concerts in !"anchester
which were very well patronised. As soon as ccncerts began in 3radfoxd
“alle included chamber-music recitals in St. Jeorze's ¥all aleng =with
such distinFuished artists of the period as Emst, 'oliocue, Szirton,
Vieuxtemps, Piatti and Jcachim. Ecvever, it is true that there =~as already
a well-established tradition of chamber-music concerts in 3radford *»efoe
Falle's time.

ince Fandel's day the Choral tradition hzd been a bastion of nglish

(2]

rusic-meking. Fis rarticular brand of croral -riting, esvecially tre

craterios Messizh, Judas Xaccataeeus and flexancder's Teast wmere very

vorular in the nineteenth century when choral societies proliferated all
cver the country. The tradition was strengtrened then by corposers such
as Spohr and }encelssohn who were prarticularly influential in Victerian
England. Nowhere w2s this tradition stronger than in the industrial
North of Imgland.

Charles Cudrorth's Yusical Reminiscences of Bradford5 gives a Fetailed

account of all the music-making that took -lace in the area throushcut the
nineteenth century, at least up until 1885, the time of writineg. In 1821 the
first music society was formed in the tewn and was called the 3radford

Yusical Friendly Society. One of its objectives seems to have been to

verform the ever-popular croral works cf ¥zrdel vying for success with
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the Yalifax Choral Society formed a few vears earlier. Cud-orth incliudes
a very interesting observaticn of Falifax in the late eighteenth century
bv Charles MNibdin of London:
This town is said tc be the most musical spot for

its size in the kingdom ... and there Mr., Bates has so

planted a veneration for the works of Fandel that the

very children lisp 'For unto us a child is torm', and

the clothworkers, as they come sweating under their

loads to the Piece Eall, roar out, 'For Fis voke is

easv, and Fis burden is light'. I have beern assured,

too, for a fact that more than cne man in Eziifax can

take any part in the chorus<s of the Messiar. and go

regularly through the wnhole oraterio by heart! Indeed

the facility with which the com~on people join together

throcughout the greatest part of Yorkshire ir every kind

of croral music is truly as:onishing; yea, even men,

women and children being all alike musical,and as some

say, the latter even 'syuall in tune' as socn as they

are born, just as naturzlly as ne-roes swim. 40
This descrivtion wculd be art tec describe the area at any reriod cf its
musical history since then and is still relevant today!

The vrincipal object of the Friendly Society was, as Cudworth =writes,
"to c-ncentrate the musical talent available witrin a reasonable ¢ s:ance
for the regular rrzctice by amateur practitioners of the hisher class of
rusical cecmrositions." Fe gces on to write that the performers may be
descrited in the language of the cveriod as "vocal and instrumental" as
the term 'orchestral' was then (1821) known to only a very small nurher
of musicians in the area.

Other musical institut.ons soon came into teing in Bradford and the
role of the conductor ~egan to take on its modern memning. The 3rzdford
Philharmonic Society began in 1831, the Nusical Friendly Society charzed
its name to that of Br=dforé Croral Society in 1€43 and the Fr.lharmonic
Society collapsed in 1844. Around 1848 the adjective '~1d' started to te

used in cornection with the Choral Scciety and in 1856 it became the Cld

Choral Society, when Bradford Festival Choral Society was inauzurated.
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The reraining groups included the following: The Church Croral Scciety
(1844), the Gentlemen's Glee Club (1846). ire Bradford Society of
Classical “amonists (July 1854), the St. 3zorg-'s "all Farmonic Society
(established and distanded 1854), the ®rzdford Choral Undon™ (Fehruary
1855), the ®radford Amateur Musical Society (1856), the Bradfard Vacal
Association (January 1860), the Bradford Crzhestral Societw (1R60), +he
2radford usical Union (December 1865). the =r=dford New Prilharmenic
Societv (Aate unknown), the Manninrham Vecal Un:'Lon‘12 (1R70), +the ®r>Aford
Slee Tmion (1875), the U'ndercliffe Glee "nicn (1881) and the Bradford St.
Ceclia Srciety (1882). A1l of these ~rcirs were rehearsing ard ziving
nublic verfermances regularly from the da-es they bhegan and zontinued
througbout the time of DNelius's vouth.in Prziford., Tris will cive scme
idea of the arount of music-making 'zoing on <here at this time.

Cud~orth ~ives fully comprehensive nistories of all these societies ard
in snome cases gives accounts of vrosramres tne societies gave. For *he
rost part, they were chcral croups formed for the verformance of coratorio,
in the case of the lerger societies, or vrari-songs, sacred music, overatic
evcerrts, ballads and the like, in the care cof the srmaller socircties,

Trey were all, of course, amateur musical societies but some of them
attracted the rest orofessional artists of tre time to rerform with them
as soloists. Mention has alreadv been mace of such eminent musicians as
Clara Schumann, Joachim and Piatti. C(thers =ncluded the violinist-
composer Vieuxtemps, who visited Bradford throcughout the 1R60's;

Thalbterg, the pianist-corposer and Parisizrn =ival of Liagzt, first nlayed
in Rradford at the Exchanse Buildings in “ovecber 1837 and ~n this
occasion Sudworth says, "one of Erard's rew t:z:ent grand-piano-fortes was
brouzht exvressly ‘rom London for M. Thalbers's use"; he visited Bradford
3

regularly until his last verformance on 17 Decamber 18634 3 Carl Reinicke,
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conductor of the Leipzig Tewandraus Crchestra and Principal ~f tre
Leipzig Conservatory, gave a piaro recital in the Saloon of St. George's
Fall cn 22 April 1870, and he returmed for a second c-ncert on 14 Avoril

187‘1:‘14

the young Fritz was vrobably at home from Isleworth for the
oreat Anton Rubinstein's second recital at St. Georze's Yall on 23 Aoril
1377 ard was certainly workirg fer his father's fimm at tre time of

45

Rubinstein's next recital there cn 4 Xay 1881, Cther well-known
instrumentalists who pla-ed in Sradford during the 1860's and 1870's
included Eans ven Pﬁlow, the viclinists Madame Nommann-Neruda, la .er

to hecome Charles Falle's second wife, Ferr Becker, Monsieur Sainton.
Yonsieur Yoligue and the local Mr Zarrcdus, the 'cellist Eerr Louis
Lubeck ‘rom tre Leipzig Gewandhaus Crcrhestra, the great double bass
rlayer Fottesini, the flautist de Jong and the ctoist Lavisne. Fowever,
the meost nrted visiting verfommers were urdoubtfedly the sirgers who, for
the most p=rt. were merbers cf the Italian Tvpera at Covent Garden. I*re
following list of singers arpeared rezularly in Zradford at this *ire:
\il:-s, Afdelina Patti, Pareva, Ti<jens, }Marie Crivelli?sEneouist, Jenny
l.ind, Sauermeister, Scalcri, J-se Sherrington, Christine Nilsson,

Mmes. Sainton, Dolby, Lemmens Sherrington, Louise Vinnirg, Gaussier,
Tesmaire, Trebelli, Vanzini, Sgnri. Zossi, Bettini, Folli, Botterini,
Campi, Della Rocca, Tagliafico and the English singers Miss Louisa
Pyne, Miss Susan Pyne, Miss Poole, Nrs. Sunderland, Mr. Santleyv,

Mr, Patey and Mr. Nelson Varley. A Gemman singer by the name of Herr
Stockhausen also seems to have been a favourite.47 Another favourite
in Bradford throughout this period was the great English tenor Sims

Reeves who first appeared there on 30 March 1848 remairing popular until

the early 1870's.
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The young Delius wou’d, no doubt, have heard many of these sincers
performing with the local choral societies. The finest of these mas,
and still is, Bradford Festival Cknr2l Societv whose —usical verfor—ances
will serve to typifv the best of Victorian music-making in the town.
Sewell's book about the Society48, along with the concert advertisements
and reviews in the Bradford Observer provide a thorough account of tre
Societv's achievements during these years.

Sewell's book documents the early history of Fneglish music festivals,
the first Bradford festival taking place at the varish church, now the i
Cathedral, in .Tune 1802. Fowever, the first major Bradford festival which
was regarded as 'epoch-making' by the author wmas in 1853. The choir was
drawn from Pradford, lLeeds, K2lifax, Fuddersfield, ¥anchester znd ZLondon
and the festival committee wzs presented with a 'S Credo' by Yendelssorn
whizh received its first performance at this festival. The second
festival took place in 1856 the most important result of this beinz thre
desire to set up a remarent choral association with regular rmeetings

\ and rehearsals which '.,.. would be rendered much more efficient than if
it were re-assembled after an interval of three years'A9. The 3rzdford

Feztival Choral Society wzs established in November 1856 and still

remains an outstanding crhoir. The 1859 festival proved to be the lzst =2s
it was felt that the Choral Society could not rerform to the same high
standard every evening throughout the course of the festival and that it
would be far better to atandon this idea ard give choral concerts 2t
regular intervals. It is interesting to note that in the lists of the
choristers at these two festivals there was a far greater number of male
altos than contraltos; there is no indication when this practice ended.

From the outset, the Society performed with full orchestral accomvaniment
at most of its concerts a>though it regularly save concerts of part-songs

and mad-izals when only the org-n and piano were used. In the earlv rears
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of the Society concerts were given in coniunction with the Rradford

. - 50 ;
Orchestral Society, leader Mr. Seorge Faddock” . Fe continued to surrly
the orchestr> until 1371, After the inauguration of the Subscriv-ion
Concerts in 1865 the Festival Choral Society tcok a rezular nart in the
concerts until the 1914 - 18 War wade it imvracticable. hroughout
Delius's early vears in Tradford Charles “alle always coniuczed the
charal Subscription Concsris. Tor other concerts the Scciety's
conductors W, Jackson, J. 3urton, J. Broughton and R.S, Turton were in
cnarge and either used the local arateur semi-professionzl orchestra or
=lse enzzged Falle's Band, as it was then %ncwn. During the young
Delius's early vears in Brzdford (1862 - 1884), the Socie-y verfomed
tr= following works:
Tandel's “essiak was given 23 %‘mes, alternating each yezr frem 1367
with the Subserivotion Concerts rerformance corcduzted by Falle. ’‘essiah
was, ard still is, almays terfecrmed just btefore Christras. At that tire
“=zndel wa- the most vopular corrtoser: ~ther wor¥s perfor-ed includec:

Judas 'faccabeus - 5 verforrances

Tsrzel in B-/ot - 3 verfermances

slexsréer's Feast - 2 ver’ommarnces

Samson - 2 rerfermrances

Dettingen Te Teum - 2 terfommances

Joshua - 1 rerfommance
Solomon - 1 verfomance
Jentha - 1 nerformance

bcis ard Galatea - 1 perfcmmance

Vendelsscrn w2s the next ~cs®t zevular corroser:
%liiak received 6 verformarces

St. Pa2ul - f nerfrrmances
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Athalie - 2 perforrances

Midsurmer "icht's Pream - 2 revii vovgea

Tsalm 55 - 1 rerfommarce

Tsairms (“iscellaneous) - 1 merfor-anrce

i As the ¥art Ponts - 1 nerfarmance

Tealp €5 - 1 nerformance 1
tntizone = 1 nerformance s
[} I ——— i E
“irst ¥almursis “izht - 1 perferrarce :

Lauda Sien - 1 rerformance
Favin'c por s as follows: i

Creation - £ cerforrances

Seasons - 3 -erforrances
“ass Y0.1 - 1 nerformance
Zeethoven's works 2s fcllows:

Yinth S'mvhonv - 2 verferrances

) iass in © - 2 rerfermrances (first ziven at t e “eethoven Zertenarr

concert en 5 Tecerber 1570)

ecunt of Cl‘ves - 1 verformance

Fossini's works as follows: 3
Stabat Yater - 3 verforrances

Yoses in Ecvept - 1 verforrance

other works rerfecrred nciuded

2 verfermances of Tre Darnation of Faust by 2erloiz

Requier (Verdi) #

Requier (*ozart)

caradise and tre Peri (Schumann)

2 works by Niels Gare: Srrinds Message and Psvche

2 morks tv Sterncdale Benret: The WNeman of Samaria and }av Sueen, writTen

specially for the Society
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The lLast "rdeement (Srohr)

The Lickt of the World (Sullivar) .

Passiop Yugic (?) (2ach)

Refemn+ion ("‘,and\

The Towr of the Rell (2 rerfomarces)

ard The Transient and the Ztermal (Zcmhere)

“arvest Yeme (A1len)
St. Petar (Renedict)

S+, John tre Pantist (*cFarren)

JTason (Yeackenzie)

Thra Telivyerance of Tsw2el (W, .Tasz'scr - the Scciety's first c~néuctor)

Tre roung Telius would "ave nac 2 monderful introductien to Tusic
fer larce choir ard crchestira and, zlthough there are no facts to sive
concrete sunrort teo his having a*<erded some of the chove nerforrarcesg,
(his faztrer did serve on the new cormttee formed in 1R80) it is
arsnlutelv certain that rte =ould kzave done so. 7t was at these concerts
that he vrobably cained his earliss< knowledze of the sound tr be
rroduced bv a larese ctoir, 2 scund =nich remaired firmly imrrinted on
his mind's éar througrout ~is life. To %wmentieth-centurr chnirs t-e
vrograrmes mav seem tradfticnal zmd s-mewnat cuaint but as these ve-rs
were early days in the develorment nf lzrgze chorzl sncieties scme of the
productions must be rerardsd zs irrcrtant everts. Tor examrle, it was a

great achievement an the vart of “2lle and the Choral Societv to rerf~m

such works as Berlioz's The Damnai‘~n of Faust, Reethoven's Yinth S-mrkonv

and the Verdi Renuier, the last cne cnly a few vears after the date of
corpositiern,

The other mairr musical vroductions of the voung Delius's wvouthk were
the regular concerts ziven by Charles Halle ard his orchestra for the

Brodferd Subscription Conzerts inm St. George's Pall., The earlyv ristory
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of these concerts has already been d:scussed and it is the columns of <he

51

Bradford Observer® which rive full details of the proerammes ~iven

during these years.

The secord chapter of James Burnlev's book Thases of 2radford Lifes,

from vages 13 to 22 is entitled 'At a Subscription Concert' and gives a

colourful account of the fifth concert in the 1869 - 1870 season on

Friday 18 February 1870 at St. George's Fall. Talle conducted his own

orchestra ard the soloists were the soprano Miss Xatherine Povntz, the

r

violinist Madame Normann-Neruda and Falle himself at the piano. T e

trogramme appeared in the Bradford Cbserver or Yonday 7 Februarv and was

| as follows:

Cverture: QCheron Weher

‘ria: Porgi Aror (¥ozze di Figaro) Mozart

2 movements from Violin Concerto Vieuxtemps

Air: Hush ve vretty wmarbling choir Fandel

Symorony ¥o. 5 in C minor 3ee thoven
) * O %

Cverture: Die Zauberflote Mozart

Rondo Zrilliante in B minor fer piano and

orchestra Yendelssohn
Song: Where the bee sucks Sullivan
Solo Violin: Suite in D Rust
Air de Ballet in G (Rosamunde) Schubert
Two Pensées Tugitives for riano and violin Feller

and Fmmst
Tedding March from a Midsummer Mizht's Dream Vendel ssohn
Z z
This long vrrogramme is very tvovical of the concerts in those early

ears arnd of the period, and Pumlev's amusineg account of it carn de fourd
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in Aprendix A.

These orchestral concerts. with those of the Choral Society,

undoubtedly formed the backbtene of the -roung Delius's musical exneriences.

Cn vare 11 of her booksg, floria Jahoda states tha® Julius took his
family to hear Falle's concerts but, although this seems a natural thirg
to do, there is no evidence that Julius Delius dié take his family. AlZ
the orchestral concerts follcwed the above pattem. In his early teens
the voung Delius no doubt bezan te take more no:ice of the music being
rla-e®. The following programmes, taken from the 3radford Cbserver,
meve miven as the ninth series (1873 - 74) of the Subscrirticn Concerts
in St. George's Eall:

1 Fridav 31 Cctober 1873

Soloists: Charles Yalle - ctianc

Mr. Santlev - haritone

Festival Cverture in C Zeethoven
Concertstuck for piano in C R. Velkmarn
Seetch S'myphony Vendelssohn
» ¥ »
Cverture: Murmahal Sctontini
Piano Solo: Yoc*turne in E Chorin
Spinnerlied wamer / Liszt

Scherzo from Symphony in C minor Miels Tacde
Cverture: Le Pont du Diable Auber

The above items were interspersed with scngs ané airs from Mr. Sartley

2  Triday 27 Yovember 1873

songs, ballads, oreratic ensembles ané wiano srles by a vocal
. . . o — (L]
quartet with the eminent Geman nianis< Dr. Fans von Fulow

(making bis first apoearance in Bradford)
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3  Monday 15 December 1873

Bradford Festival Choral Scciety

“alle Orchestra

1 _’,ﬁ
i and Scloists

Yandel's
! i Yessiah

4  Priday 23 Januarvy 1874

i Soloists: "adame Patey - sorr~no

: Charles H2lle - piano

; Octet in E flaz Tendelssorn

;? Thantasiestuck Schurmznn l
%g Grand Trio in = flat Schutert

| Sonata in C Or. 352 (Taléstein) 3eethoven

S e

The 2bcve items mere intersrversed wi*h varicus congsz from CRfare Sacer

5 Triday 20 Fetrmiarry 174 :
Symrhony Y, 3 in ¥ flat 3eethoven ?
) Sinfonia Concertante in E flat Fozart
Overture: The Fehrides Yendelssohn ;
Mrerture: Preciosa “'eber :

The ahove items were interspersed with sorss and vpiano solos.

(oY

Friday 13 »arch 1574 e

Bradford Feszival Zhorzl Societr.
Falle Crchestra i3
ard Solcists %

St. Paul Yendelssokn

Turirg the early eavs of these corcerts so—s financiz2l losses were

rartially recouped % exira concerts at which sinmers from the Italian
Crera, Covent Garden. and artists such as Tizisns ard Sims Reeves, arpeared,

The e~vhasis on v~czl rusic ~zs very aronounced ard one or more vocalisis,
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or groups of Slee Singers, were héa:d at every conz rt. Treir repertoires,
as will be seen from the above, ranzed from the rost ordinarv ballads to
overatic items, chiefly from Italian operas. So rcvular did Italian =irzexs
and music heccme that at a ccrcert held during the third sezscn on

24 January 1°68 even the vrogramre was in Ifalian with the twmo halves
desimated as 'Farte Frima' and 'Parte Seccnda', Instrumentalists from

tre orcresira often vlayed fantasias on f:vouri‘e songs 2rnd overatic arias,
and on cne octasion Halle himss=1lf rlaved Thalberg's variaticns on '"ome,
Sweet Frme",

n the other hand, it will be seen from the above, that sore corce 'ts
were devoted to chamber music. Since 1848, when Georze Taddock had been
instrumenzal in orzanising the first chamber music concert in Jradford, =
sreat followming had develoved for it in the town. This was encouraced by
t~e Temzn imrizrant merchants who often kad rezitals in their homes:
Julius Zelius was vrominent ir this respect z2s noted earliersB.

T e 3radford Cbserver documents that in the early 1860's Jorn Zurien,
wro was trhen vrianist and organist of the Festival ZTroral Society and wro
became *heir second conductor on the death of William Jackson in 1866,
orgzanised a series of chamber rusic concerts which wmere held in the Salonn
of St. George's Fall. These continued througiout the 1860's. Cn
6 February 1867 a great musical event took vplace in St. George's Fall with
a programme of chamber music. The visiting trio consisted of Clara Schumann -
piano, Ferr Joachim - violin and Senr. Piatti - 'zello and they were
assisted by the soorano Miss Louisa Pyme. The prozramme, which must have
teen a confused occasion judging by the list of performers, was as follows:

Quartet in A 0v.18 ¥o0.5 Beethoven

Sorng: The Cloud Osborne
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Sonata in A for 'cello and piano Boccherini

Song: Rese seoftlv tlooming Svoohr
Piano solocs: Le lac Sterndale 3enneft
Zur Guitarre “iller
Scher~o in 3 minor Cropin
“arcarolle and Schevzo for violin ard piano Brnohr
Song: Batti, Zatti Mo~art
Trio in C minor Vendelsseorn

“n Mecsmber 1868 Ferr Sustav Wolff, a respec-ed member of tre 3radford
Termar communitv, zave the first in his series of chamber music zoncerts
which lasted for eizht sezsons until Octeber 1876. Ferr W~1¢f1c sancerts

fey -rears with Jobn 2urton's ~encerts until the lz-*er's

W

~c~rveted “or
desth in *arch 1772, but 2t least this competition must have ensured a
bich standard »f rerformance from both par-ies. Tt would zobrear <ra*
Ferr Wolff was 2 verv fire a2r-ist judzing by the celebrated rerfrrmrers who
armenved with h'm., Te usually nromoted *hree crncerts Aurines the minter
~onths of tre srncert seascn, but in his fifth season (1872 - 72" ra only
rroroted “wo. The colums of the Sradford Obse:ver disclose Tzt Yafame
Nemrann-teruda, Terr Jeoachim and Senr. Piatti tlzed with him Auring *his

season the presrarres of =rich are ziven b=low:

4 11 December 1872
Sonata for Piano 2nd 'Cello R, dstoldi
Vielin Scle: Three Yun=arian Dances Qrakrrs/Tozchim
Piaro Solo: Traumeswirren Schurarn
V2lgse in ¥ minor Charin
* * *
'Zello Snlo: Sarabende and Courante “rom Suite Mn.6 Rach
Piano Sclo: Variations serieuses “endelszohn
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Serenade for Piano, Violin and 'Cel’o F. Filler

2  Thursé=v § March 1873

Piano fuartet Or. 16 Reatrcven

Violin Solo: Abendlied Schurann
Ie trill du Diable Tartiri

Piaro Soclo: Tarartell Mo. S5 in E minor S. Feller

* *»

Trio Reetreven

'"ello Sole: Rondo on a theme bv Moligue Yumrer

Tric Co. RO Seturarn

On Thursday 24 Sevotember 1874 the Bradford torm rianist *r Saruel
Vvidelev =zve his first recital. Then aged 25 (bom 22 December 1249) ke
had just re-umed from a year's study at the Roval Conservatorv of Music at
leivziz, There he studied with C-rl Reinecke, tre distinruished vianist
wno succeeded Yendelssokn as Director of the Conservatory ard c-rduc*or of

the Newandrzus Crchestra., Fis autobierraphr My 70 Vears - Musiczl ‘‘emories

(1860 - 1‘3'50)54' makes excellent reading and contains fascina-ing insishts
into tre musical life of Bradford at this tire as well as interssting
infermation about Midglev's own musical life and accomvlishments. Fe was
evidently a very fire musician and spent his life teaching in Zrzdford but
also undertook a large amount of zccomranving, working with all the
distinguished visiting artists such as Jcachim, Fiatti and Normann-Neruda.
Fe mas aprointed accompanist to the Bradford Subscrintion Cecncerts “uring
the 1877-78 season, 'as the committee thought Mr. Falle was overworked'.
The third chavoter in his book deals with his vear at Leirziz “rom
Easter 1877 to May 1874 and from it a glimpse of Telius's own two vears
there (18R6 - 188R) may be perceived. Leinzigz was really the focal noint

of musical zactivities during the Victorian era. S%ronz commercial ard
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cultural ties were fostered fairly early on in the nineteenth century
especiaily 2fter Queen Victoria's —arriarse tn her first cousin Prince
Albert of Saxe-Coburg in 1240, “eendelssokn was a creat favourite of tre
Roval Family ard recornition of this soon snread throughout Englard. Tn
the industrial North of Pnegland, esvecially Yarchester and 3redford, the
innumerable ferman immigrarts encsured hir povrularitv, and the Romantic
salon stvles in which he ccmposed and his cvreference for larese cror=1
writing soon won him an important position and larese following in earl:-
Viztorian times. It was only natural, then, that Leivzig, where
endelssohn lived and worked, should teccme the most important rusiecal
centre in Furope in English eves.

Samuel Yidglev knew Delius ard nis farily ard in 1921 Delius sztayed
»ith the Mideleys when visiting Bradford to at:end the verformance of
Sea-Drift given by the 01d Chcral Society. 2% the end of his bo-~k, “idgley
ircludes 2n apvendix which contains letters frem various musical
versonalities; one of there is from Trederick Delius thanking *he idsleys
fer their hosritality during his visit., Yidzley introduces the letter,
"Tre fourth is from Fritz (as we always called him) Delius ... T 'mew rim
as 2 hoy, being friendly with the family and , in fact, teaching r~re of
kis sisters."55 Midgley mekes other references to Delius: on page 30,
in a paragravh about contervorary Ihglish comovesers, he writes of him:
'Telius seems to be much rore at home outside ™rgland than in his native
country,' and coes on to write

The career of Telius drives home yet another consideration.
7our composer must be cauzht voung. Yo doubt, like the
voet, he is rcrn. not made. Yet, if rusiczl training be
rezlected until years of maturity are reached, the dice

are loaded acainst him. If there be a ncticeable defect

in Delius's rusic, which rilitates azainst his being
accevpted as an individual composer, it is that his delicate

fancies and beautiful ideas are not always Telicitously
exoressed. UVis stvle at times falls below the level of
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his vpoetic and musical thought. The verdict mav be given
in a sentence - a work cf art should te tre rerfect
expression of a fine concer-ion: and these ccrnzerntions

of our <ifted countryman, roetic and romartic though

they bhe, somehow fail to re=zch tris verfectior.

“hratever Mideley thought cof Delius's music he irncluded some of tis

songs in his “irst programme of his free ch=mbe~ cercerts in 3radford in

6

S : i
10607 ©, On vace 98 of his be~k he actnowled-es Delius's masterr:

Tn the later *orours of ... Delius, the -rele country
takes a vride. thcough it has to he acknowled=ed that ...
it needed 211 Sir Thomas RBeecham's devciicn ard enersy
to ~onvinze us of the merits ~f "The 7illaze 2omeo 2and
Tuliat" (sic) ard "The Mass of Life" (sic).

21thcugh Saruel Midgley started his musical 1life in 3radfoxd as 2 seolo
rianist, ne wrote, 'Soon ~2fter my return from leir~iz, T decided to sive

tno0 charher ccncerts 2 vear in Zradford,-nd %o include irn the pr-~ -rarmes

-+

as rany Enclish merks as possible,' for as ke wrote later ~n in the terk,..

'there was cne devartment of the art =rhich was very irregularly arnd

57

irsu“ficiently represented - I refer to that of charber rusic.'-

—_——— L'ﬁ‘:

first season “e~an -n ¥-nday ® Yovember 1875 2% tre Church Instituze,

“orth Parace when the fcllowins rrcrrarre was ~iven:

Senata in 5 Q0r.13 Rurinstein

'Cello Seclo: Sarahande and Tavot-e Top-er

Piaro scio: Craconne “anfel

Trio in A Cv. 26 S-erndale Zenrect
Introduction and P-lecnaise for 'nello zré piano Tra=in

Violin colo: Prelude, indante and Zavetie Rachk

Tric in T flat Cp. 1 Qse -+ arran

Turir> the l2tter nz2rt of Delius's *ime in Tr=dfeord " if~ier =~ - ~"arad
melish music 2rd always inzluded a work b zr Trn~lish cornoser in ris
otherwise fraditional proesrammes. &t ris third concert, on %ednesdar

15 Moverter 1876 ke pla-ed Sterndale Fennet:z's 2~rdn Tiacevrlas (-, 28:
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for his fourth concert he gave the first verfommance of the Yiglirn Sapats
58

by 5.F. Fatton”"; at his fifth concert he nlayed Neorse A. Macfarren's

Violin Concerto and Remnnett's Sorata for 'Cello and Piaro; at his sixth

cencert on Monday 7 January 1878, he gave the first performance of

A.C. Mackenzie's Piano OQuartet in E flat and received a very wamm letter

from the composer which he included in his book. In subsequent tro~rammes
he included Bzlfe's Trio in A and a sorata by the pianist/corposer
Aanes 7imn'er'man59. sbout this time Midrley —as introduced to the -usic

of Parry and Stanford by Zbenezer Prout and irmediately orogrammed Pzrrr's

Trio in ¥ miner on 5 Decembe~ 1879 and Stanford'- first 'Cello 3-rata

in A on 12 Yovember 1880. btoth of wrich Delius could have heard.

“e certinued nis policy of prormoting *nglish music and in 1907 he
manazed to persuade Fradford City Courcil to suppert a series of crarber
rusic concerts to which the public would receive free admission. 2t tre
first of trese re included some of Delius's songs as noted earlier. These
centinued unt’'l Midgley's retirement fror tre concert vlatfomm in {¢24,
azed 75.

Throughout Telius's ycuth and early adulthood in Bradford he had very
many opportunities to listen to a large body of the standard chambter rusic
rerertcire and also to hear contempoary Inzlish music. It is z2lso clear
that Bradford was well served with cheral and orchestral music. For 2 city
of its size, Pradford contaired a large number of theatres on tre siz~es
of which every ccnceivatle tvpe of dramatic art was presented. The ~ost
prpular Bradferd theatres during Delius's childhood and yout: wers the
Alrambra !'usic ¥all, Rirrell's Diorama Theatre, St. George's ¥all, the
Coliseur, (ddfellows Fall., tre 0ld Theatre Roval and the Palace Trea-re
but none was more vovular than the Mechanics' Institute, Frinces' Theatre.

Pullman's Music “all and the Theatrs Royal and Cvera Fouse. -t ig -re
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latter institution e wtich Zlare refers on vpare 41 '2:
The zrnual montomine at %he Theatre Seoval —as
another ~olAdun e-icode of Fred's life as a crild.
Orn tha ~reat do- » cmsgifaraplae nort ~f the frnt
ram ~f the dress cirnle “sed it~ “e oceunied ot
little TNeliuces,

The first crarter in Smle's book is suntitled 'Seeir: tha Tar{i~ina!
ord is alros* cevtninlv -~ desavirtier ~f cme of hese ~rnrval everss ~-

e ™Meaire Pornl, Tomnxds the ond of ite choniew, on pr~a 8, ha mriiss

~a "alire

the “nllo—i~~ linesg wrinh seem <0 be a rer“ect descri~tion o7 <
familivr ~% the "eatr> Pov2). ~upreriiv- Clare's ctatement 2>nvn,

"ile “h'e snene '~ “einT en-cted. Lot ne rezcke rirmel €,
004 rtunio. *o the ¢ress circle, ard trere otserve ihe

Ao — 4 R . 0 3 vt o
SernrTerne an SORTEN rT ehe %8

-~

—aa wmw

Tipsm ~Arsgr tredelatne —w Patige 3
1 [ - 1 3 3
. the %ewmar sm=rchant, —=ho has bre

*n =itregs 2rd enior onr Fr~lich narncemimes

Sinravg, wwag-apatig Yings ord eagw diTenticr wRva
norticed 4a malta him 2 haweer —ar [ At beart be ie a-

he kod npever rceen ar heam

v =iwaTcs an~1inicand,

Af IfTa<asT sndll % bie

s eantwa Bacral, alme =itk §t, GQepwmala Fall, Prinnes! Traatys axd

*~g Yacrarine! Traiifiize R-s-ed rfeitine avera chmnonieg thonu~tent e
=iih the 1neal communitr and the yieitine carmanies, ine udinc~ +the

I~rdon Grord n~=Tizh “nawa Commanv, Covert Garder, *he Howval Traliar O-ewa,
Turand's “rard Tnelish Mmara Commarr. the Roval BRiltaroric N-eva “eufe
Company, Carl Rosa's “r-lick Crer~ Commar:r, Sime~r Cornnhellnrt~ Tialiam
Crera Comnany, South!'s Orer~ Commarr, Mr, ‘anlefon's Crrnlete C-rrant fvrm
Uer ajaest-'s Theatre, Sirmor ™rico Corani's TI*alian COrnera Comrar-,

DUP-rTor Cortalg Jorharsr,

Yr, J.°. Tevermer's T™h-~lick Cnera Commany, Rickard

the %rard Comie Qnera Crmnary, the Roval "nelich Cpreva Comrany ard

e, T.F. Priend's ™~lish Cpera Comrany. TPradford audiences heard =2 variet:r

2 2
of oreras hut the most mamula> corroser mas B-1fe 6 mhose omeras The

Pokemiar Tirl, The Rose of C=stile and Satanella —ere frequertly rerfomed,

AT
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Other operas verformed “uring these rears included Lucretzia Ror~in,

T1 Trovatore, Iurline, Don Giovanni, Riroletto, Jucia di Tammer—ncr,

Paust, Mari<snz, Tre Crocwm Niaronds, Tinorab, Torra. Martha, Tin Zallo in

Yogchera, ¥ra Tiavole, la Sonrnambula, The Barber of Seville, Zirnderelln,

. 5 . @ ",
The 7r-nd Duchess of Gerolstein, The Princess of Trehizande, DNer ¥reicnhui~

. o\ a 5 » P -
The 3eau*iful Talatea, L~ Belle Helene, L':fricaine »nd ''he Marriare of

2 ~m

Fiparo 2s mell as hurlescue operettas ard these br Gilbert and Sulliren,

™urine this imnortant era in the history of <he citv, ®radford =ns verr
mell served =wizh many different kinds of serious musical cctivi-zies teking
nlece. The wounes Delius had access to all of “hese ard no douht —eceived

a *rned musical exrerience during his early 1ife there.
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Althouch

the

vouth nlared an

serious music that Delius heard in 3radferd durine his

importart rart in his ~us’c21 backeround there mas “tre

~t er side.
usic ¥all,
rzrt in ris

stimulus of

i

tre

the

light musical ertertzinment of the dar, as seen

which, in retrcs-ect. sesms te have nl2ved a- enua’lvy immoriant
earlv rusical develo-mert, especizall in cmrection with the

the Amevrican vears.

n the falloming oft-quozed lines Telius describes *he sintinz of the
Yerroes:

e.. 2nd thev shomed a irul- monderful sens= of rusici=n
ard haronic resource in the ins=-irnctive wav in which ther
_treated a meledr, and, hearine fheir singing ‘n such
vomantic surroundines, it was then and there that I firss
“2lt the urse *n express myself in nusic.

These mords d=ascrihe Delius's first musical and erctional axperisnce at
Snloro trewe in 1584 shorily afier ris arrival fro~ “radferd ard ever
since, tis exverience haz tean inter-reted as his firzt conmtact with tre
music ¢of the Amerigan Merro.

This was, h-wever, far fraom the itruth, Throuskout Delius's wout,

ty

“radford mas abscrbed in the aztivities orn the other side ~f #the &*lantin,

‘merica was toth a market for zoods mzde in Pr=dford and also a sur-lier
of raw material used in seme of *the ~ills, cnttor, so i%f =as cniy n-turral
that more than a nas%ing interest —as %zken in the affairs -I -~hat cowrir,
esrecially during the early 1260's, the ye-rs of the American Civil .ar,
Turing the n'neteenth cerfurr American entertiziners were verr rcnular

Cn 0 Jaruarr 1%62 *he folle-ins

in *r=lard, esnecially

adveriis=mert z2pmearsd in the “radford Cbse~re-:

Troupe cof the Viorld ard Fenvle's F-vouriies ~ill oren
thony Cahinet of Curiosities as ahove an T T70FIY TFT

Cu .
arusing 2nd delizhtiul Voveliies, rom

75




performed for the first time by this accomplished 2and
of Artistes, well known a2s Harry Temnleton's AF=ICAN
VINSTRELS and STFIOFIL RURLFSOUE CPERA TROUPE, the
most corvlete orgsanisa*ion of Performers, Singers and
usicians; being eminerntly origiral in all they do,
entirely different from all otker Rands: correct ard
faithful DELIMEATCRS COF MIGRC LIFRE as well as the
CVLY ETVICPIAN ZURIESRTE OPFRA TROUPE in tke ‘orld.

Such entertainments were ver- porvular in Zradford and the Delius crildren
atterded verformances. Cn tzge 45 of her hiosrarhy Clare wrote the
following:

Sir Francis “atson has resurrected for me from the
shadens of the past sore episcdes from Fred's boyhood.
Fe recalls how he and ~Is trothers, tcrether with

sore of treir friends. =zot up a Christie Minstrel
nerformance at “red's ins<izaztion.

te would te expected, Gloria Jzhoda exvands rather locsely on zhis
epicsrde in Clare's version =ithout any suptorting facts to vrove her voirti:

“ne k-1liiay aftemoon *rizz and Clare and "ax[?ritz's
vounrest tretrer, who survived infancy, was torn 1
“overter 1764 2nd died@ in “ontreal, probably in 1905]
nad reen mer~itted to ztiend a Rradford verformance

of the Thristy Yinstrels, an American troire of singers,
The Yinstrels were whi<e men who had hlackered their
faces *o look like Mesr-es, =2nd they d2nced out what

the pvosram caid were Y==ro songs or "Ethiopian
melodies".

wheel abouz, I -um about,
do just sc!

‘nd every tize I tumm about,
I jump Jim Crow!

4t

A srvectacle such as this -as trobably the younz Delius's first centact

with the 'music' of the Zlack americans, one <hat probably made cuite a

. : 32 . €0 — < o1 . :
vrofound impression on him. “ilbert Chase and Eileen Soutrern = describe

heow 'Plackface YVinstrelsy' zs a fomm of theatrical perrormance, ermerged
during the 1820's and reached its zenith during the yerrs 1850 to 1870.
Zssentiallv it ccnristed of the exploitatien of the slave's sivle of ~usic

and darncinz by wnhite men =hc tlzckened their faces with burmmt cork ard went

[97]

en the stare *o sirg 'Wecro Scnes', to verfomm darces derfved frem the
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slaves and to tell iokes based on slave life. Two hasic tvres of slave
impersonations were develored: one 'n caricature of the rlartation =l-wve
with his rac-ed clothes ard thicr Ai=lect: the ~ther rortravine the citv
s:ave, the dondv dressed in the latest fashion. who hoasted ~f »is exvloits
arong the 12dies. The former was referred to as Jim ZTrow an? the lat*er

as Zip Zoon,

So-called '"Wegro Bongs' htad heen in circulaticn in T -tord s s =S
eighteenh century; they were rerformed on the corcert staze ard -uhlished
in sonz collections. In Arerica contemvrrary scurces revorisd the sincing
nf "“Wecreo Sones'! as early as 176°. These scnes were 21so sirz in Vew
Vork concer*s during the vears 1798 to 1R00. ‘&Env were nublicned in
American collentione ard cenerallv rortraved the hlack mar smrathaticzily
25 eithar 2 traric or vitiful fiecure,

Turine tre second decadje of the ninetfeenth centurv., song-wmriters ard
ertertainers hesarn to treat the hlack man as a c~mic firure, L2%er an,
bl=ckace =2cts were included in theatrical rerforrances., where darnes »-d
songs were tvnicallv rerformed between *re acts of niavs. Fr-or these
rerinnines emerced the minstrel shaw which caugr-t on with the —ublie ard
develoned int~ an Arerican institution. The first orsanised full-lerocth
minstrel show was produced in 1843 in New York by Daniel Derz-ur Tmme®t
and his Virsinia Vinstrels. Amoneg the m~st successful of the =lackfacne
entertainers, all of them white. wer=s Teorge Vashineton Diver, Thomes
Michols, Dartmoutr Rice and E.P. Christy.

To obtain material for their shows, white minstrels visited -lant=tions
then attemnted to recreate rlantation scenes on the stare. Trev listened
to the songs of the slaves as they sanes at work in the cotton =»d susar
cone fields, on the steamboats and river docks ard in the toracco facteries.
The melodies they heard served as hases for minstrel songs, and they

adanted *he darces they saw to their own needs. The musical instrurents
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orizinally associated with vlantation 'frelices' became 'Zthinrian
instruments' - banios, tambourires, “iddles ard bone castarets. In i%s
sstablished form, the minstrel show consisted »f two varts: the first
contained songs and inkes and the second comoprised a varietv of acts and

erserble numbers known 2s 'Fthicpian Creras' wizh such nares as “one

slard uba , e RBlack Zunid and Rone Sru=2gsh TMiavnln , Fssentially,

2s *he farous minstrel ®,P, Thristy s2id, =hi-e minstrels tried'"*n
rerrnduce tre 1li“e of the nlantation Aarky" ard to imitate "the Yerro
reculiarities of song".

trericzn minstrel zroups received intermaticnzl acclaim ard first
visited Tnzland in the 1240's, tegirning a steady stream of visitirg
troupes w izh l2sted almost until the end ~f *re ~entury.

re music of minstrelsy reached.its zerith in the work of its zwo
nuzstandine ccrorsers Nan Immett arnd Stephen Frster., Hmmett is rememhered

-

s teinz the corposer of Tixie , a song which nzs hecome more fzrous

than the man rho wrote it (Telius used this sonz in the first version -f

R

nrzlachia, written in 1896). The createst of <he white minstrel co-rosers
#2s Stevren Toster (1826 - 64). 1In his wvoutk in Pittsburgh he care into
nc~zact with black music for_a female familv se—rant rezularly took him

it~ Yesro church services. When he tegzan tc comreose 'Ethiopian seongs' in
1845 re consciously hased seme of his sorzs on —unes he k2d heard sung by
tlack veovle. In later -rears Fosiler rad other covvortunities tn hear tre
singing of blacks, esrecially hlack stevedcrres o-n the wharfs of Pit*sturgh.
The songs of these workers remained with him, exerting treir influsnce

P

on his best-k~own minstrel sonzs: v 0ld Yentusv Yore, C-r-tawn

The Cld ~“olks at Fome and “av Towvmn Uvron tre Swarn=e River. Scme of *is

sergs were tzken up by E.F. Thristy and were wiZa2ly popularised by h's

Thristy Minstrels.
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Blacks sang the minstrel scnss just as did the whites and thus nrecduced

a curious kind of interacticn. Tre minstrel songs, originally inrpired

by cenuine slave sones. were altered and adapted by W' te rnstrels tc

the taste of white Americars in the nineteenth tenturv, and then were

taken back again by btlack ceoprle for further adaptation to Me~ro musiczl

-

Thus the scngs passed back into the folk tradition IZreom

taste.
trey kad crme.
strel i

After the American Civil ar wrich ended in 1865, real “egro Mi-

~'muanies were fommed, usuzlly with smhite manacemen‘. The minstrel

show had come

ntertairment

to reoresent imerica's unique contribution to the

stage and during the l2st third cf tre nineteenth centurr

tctk nlack =2nd white troures enjoved intermational success. 4 —instrel i

~
ire

show cf this period lasted for an nour and forty-five minutes.
ver‘ormers crmprised the bandsman, wno sat on an elevated platferm con ~he

staze ard., before them sat the prerfcmmers in the traditicnal sermi-

circular fermation, sr~lois:s in front and suppertirg cocmoany hernind.

Imnediately after the curtain rose, the company nurst into song.
nmaster of ceremcnies would then ccme out to the front and
stars of the show which then tock tre format outlined ezrliier. At tre erd
of the second part of the show the wnole corpany came cn stzze feor the
finale.

Minstrel songs generallvy “ell ‘nto trree categories: bzl =2ds, comic
Tn addition, apirituals ard other religzious ron=s

songs and svecialties.

2s well as overatic airs were used. The roles of the singers were fixad

by tradition. It was the task of the tenor. “or exarple, tc sire ballads

that "jerked the tears", to the coredians were ziven comic sornzs ard %o
the rich, deep bassos, specialty numbers. The minstrel repertoire included

a wide varietv of works currently in voesue. Refore ar evening show there

was often 2 parade and an outdoor concert at wrich marches and pepular
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rmelodies, includings =elections n® Stevhen Toster tunes, were rl=ved.
Since black *rouves mlaved 2 rast evelusivelwr in the 2outh. the harde
alpavs nlared ™iv'e , the faveuri‘e ture nf 23ll seoutremm auderces, The
lagt th+ee decafes of the nineteerth centurv cam the minstrel choms
develor into kuse tourinz sx*rzvacan-as rrovidins one biT erectaculav
ayent after anctker. 211 *rased on tte nld “~mmiula ~f the 'Zthionian Ore-a',

“rrouskout the 1260's, 1870's and earlv 18RQ's ®radford ~as 2 verv
~onular centre for *hese tourinz trounpes ard wshenever thev visited the
tomn *tev had ruce followings, everv perf rrancs being sold cut. Th=
~ost morular ~roup ‘n the 1%60's were Christs's Minstrels mho —eneived
“reo follorines notice in *re edition of the =radfecr® (Observer on "ew
“ear's D=v 1%673:

T-ig mest rerular tro.ne of coloured minsirels zave

their entertainment to 1a~~< audiences ir St. Georee's

“all on Tuesday ard 7edresdav evenings., Several

novelties mere introduced zand the corvary zprears '

‘n some resrtec*s to hte more efficient than we h-ve

ever 'mowm trer - the greatest merrirent =was excited

hy the hurlesrue revresentatinns ard we should ‘udge

rat all went 2way well =s-tisfied ard ~erzainlv rone

the morse for the ehullition of laughter that -as

zxakened.

™n March 1863, a local sroup, the Bomwline Zoloured !‘instrels nrectadlv
established in the wake cf -he Crristr Minstrels' success. zave =
rerformarce which comprised ' a selection of the mest popula~ Mesro meledles
in character ard sceres of Yezro life in Dixev's land.' The revi=w» s*a<ed.
'the programme corrrised a n mber of the recst avrreved Megro s-ongs with
chcruses, cenriderably sticed wmith "farkie" comedv. The cherus of native
te ent 4id not rival Crristy's in harvony and exrression.' (Rradford
Chserver Trursdav 26 Yarch 1863).

n 1864, tre Christy Minstrels avvearad in Seviember ard received T e

“217owinz review:
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fn Saturday evening this highlv vopular troupe of cnlrursd
artistes cave their ertertainment of vecal and instrurental i
music. The evenine's entertainrent was commenced with an
sveringe chorus ertitled "Coon “unt" bv the companv, ~hich
mas well ~ur~, ¥Mr, A, Youn- (ternr) mas well aroreca%sd

in tre songs of Srow "hite Rlossoms and Annie Lisle, the
latter teing enc-red with loud anplause, In the secord

vart of the procramme a “urlesnue Polka was darced bv ‘esse~s.
T, Ma+thers and C. Reckett, with enceores. after ~hich =2
Surlescue Ttalian Onnr:tlc Txtravasanza mas nroduced,
mat rit+h Aecided success, the characters heing sustained -

T essevrs. Yatthews, Ycun= and Beckett. The 211 was wel’

f:lled, the ~reat ~allery and area beingz crowéed to =xcsess.

The ev-nirz's enter-ainment closed with the zelebrazez

wall round entitled "The Rockv koad to Dixr". The audience

secmed to te well satisfied with the evenir‘s sn<=erta‘rment,

ahich concluded at 1C o'clock. (3radford Chserver-7?2 Szrierher 18c4d’

Tre Thristv Vinstrels arreared again in 1865 and 1866, scmetimes on

three zevarate occasions dur‘ng tre yezr and s-aying fer ur o a2 =eek,

such wzs treir rovularitv. Also ‘n 1566 aprearzd tre Gre=t irerican Sizve i

Troupe w-o, stated tte advertisement, kad all been slaves rriaor to Jure {

wre =

1£65.,

Tomardis “re ené cf the cecade the zre t vopularity of the ~instrel

sroures seered to ircrease. Tn 1£68 four different ~rouns arteared, s~re

semprea

of ther on rore than one nccasion. Tvo cof these were loczl a-zteur srouvs,
tre Zoxlirz Ccloured '"irstrels ard the Csrelina »instrels. the lztter

teing described as 'Gentleren Amateurs'., Trhe Thristy Mins<trels anreared

again a-¢ also tre Gecr~iz Minstrels who were advertised in “he “radferd

Ty

Cbserver cn 16 Tuly as follows:

Girartic %“merican Slsve troupe 2nd R®rass 2z2nd
Teteran "instrel Mr, Sam “z2~ue. late of New York:
the oarizir2l ard enlv cortination of ~enuire black
verfemmers in -xistence!l ;
Six<een real Verrces, wro, rrior tc Jure 1865 !
mere slaves on tre tlantations of f&rerica. Cn this !
cccesion they will introduce an entirely new 2and
origiral preo-ra—me crrsisting in rart ~f Surlescuer,
2cts, v ontation scenes, sones ard darces. Yegro h
Tecti als and holiday sceres, new and cha*ﬂiup
tallads (corrosed evnresslr for tris Brou§9),
comic “itties, ard bario rusic, Adivercified by
ke rztural “roll=ries, wittic’sms and ecreniricities
characteristic of their r-ce.




Trhe Chmisty lMinrtrels continued to aprear several times ezch ves» il

Delius hirself left for ‘rericz, Cther ~rou~- o anrear ¢u
intervenirz -ears ‘ncluded the folvoing: Srith and Tz:Mor's “ew Yer-
“instrel ard Burlesgue Commnany, the Alzbzra Tinstvels (miving theirp
th'rd Fnrlish tour in 1870), the 2ueen's Vinstrels, the 7irrinia Terae
Christies (from “ew York', 3utterwortt's Crristy “tinstrels (-rrbarly an
“nrlish rrouv stealing the name), the Prince of W=les's i“nstrels, the
Mew York l'instrels, the Great and Crizinal A-evic n Vinstrels {“rom ew

York), tre Court instrels, Matthew's instrels. *he Sreat ius<tralian
TUinstrels, Yarilton's Black and ‘hite instrels, the Imveri=) Chxigty
Yinstrels 2rd Mo~re and Burress's }instrels - the list ‘s a rost srdlese,
In 1F8C and 1872 Faverlv's United !"astoden Mirnstrels v sited r=dfnnd.
Trhis trouve rad as one of its members one of the zreat Ne~ro mins-rel
corrosers, Jemes 2land (1764 - 1911 who subsenuentlv becare krown 2s
'2rerica's 2lack Troubadour' =nd was in everv wav a wcrthy ruccesszor to

Sterrer Fester. Fe was advertised as "The Torld's “reatest Vivstrel

an" 2rd "he Id0l of tke Music ¥alls". Fis sonss were sung Ty all tre

rinstrels - tlacr a-d white - »v ~ollege studerts ard hvy tre -~erican

reovle in treir homes and on the streets. The 1882 visit by Faverl-'s

trouve was advertised as 'derictine, tv Tortr 2eal Ilacks. the rrishkt

side of Yecro life in

tmerica =as

it now

exists since the Arolisrment of

"Slavery Tavs",

the musical nro-ress of

tre ¥esro since ris

freedem nas

been attaired and his elevation to tre crncert sta~e.!

This then, was the young Delius's first contact with the music of re

[N

Black Americans, a contact which wezs to rake a deep imvression on him an
e echced in so many of his later works. <t was th's music-hall etvla
which mas his first musical contact, but he had to wait until 1°°4, until
he was on his own planzation, to be able to -ut this musical =¥yvrerience

into cortex:, stirulated by the rew emoticral ard sviritual release
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ne found there.
Apart from # e mingtrel ~=-=e, 4rers mas anather verv i-nortant musi~nl
~edium threuver <hich the wnun= Nelius econlld somorerend *he —ugis of the

ar

n
or
13
L
v
3
4
)

Nelius's wniers

‘merican Ye~rces:
ros% Zivil War -rearz mas nuite Aifferent fro~ ~ha* thev r=d reart 0 the
elaves, T»2 cori~'ne of the g-irituals ear re fawnd in the srar~arze nf
inda=arcant Ya-rmn churcheg, ognecially the Mathadict Chuvar whink r-d
rea larcact black memherstin, tomards the end of the ei-t<esrth nanurr,
™o Yarra T-tirech hecame the centre of 1life for tre 2lazk Americars whe
vere deniedq aryg =-articination in the sociz2l, ecrnoriec ard -nlitical life

Af *ra =rite caprunitr, The Crurch was at mnrce 2 relizious fernle, 2

"
i
i
)
3
Q
4
o)
e ]

schenl far arildren ard adults, 2 sacial centre, a trairin

~Atar~+is] leaders ard a —a*rorn of *he arts, esrecially —usiz., The first

T1-ak Vetrodigth Frmn-2nck crmriled hy Richard Allen, apreared in 1301, ard,

irs*tead nf »asing it on the official ethadist hvrnral, he collected »vrns |

trat weve old faveurites of imarican Yesroes, The hymn-hcol drewm heavily
~r tre collections of Dr, Tatts ard the Wesleys 2rd also incluijed vorular
=ar=ict hyrns ard even scre for zhich fllen =rrte the ~usiz =zs well as
*ra wnards.,

Texts mere chosen verr carefully ard in marv cases 2lzered sn that their
meBning would bhe more clearly avrarent to the congre~ation, Traditicral
hym-tunes were used but folk-sones 2nd norular sonss ma2te treir way inte
the hymnal.

Turinz the early nineteenth century the carm meeting =was an 2American
rhenomen~n that evelved at the same time as the "Second :w2kening", the
s-cord -rezt revival movement which dominated tre relizirus life of
Arerica's “rentier ermmunities at th's time. Relizicus meetinzs which

care to he YVethodist dorinzted, drew thousands of rarticivants ard were

interracizl institutions. It was a% these mectinss that 2 new *trre of
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hymn develoved. There were no hvmn books 2vailable for the manw thousands
who attended arnd so the campers had fto sing from memory or else learn
songs in the meetings. !ore Vesroes usually attended the meetinzs than
white people and as a recult the pr-ctices of the Mesro Crurch were
adorted. Song leaders zdfed choruses and refrairs to the officizl hymns
so that evervone could ioin in with the sinrirg. They introduced new <ones
with reretitive nhrases 2rd catchy tunes. Spontaneous songs were corrosed
on the svot, often started bv some evcited minister and develoved bty the
crowds who shouted '"Halleluizh" and similar wcrds and ohrases heiween
“re minister's lines. These new scngs were called "spiritual sonzs" to
distinguish ther frem hvrns 2rd psalms. Although this term had z2lreadv
been used sirce Zihlical “imes (see St. Paul %c Colossians - Chapzer 32,
verse 16). It was now used to designate the revivalistic camp-reeting
hymn. The features of these h'mns were the chorus, the folksonz-stile
relodies and the rough ard irregular couplets that referred to sririwual
concerts and everyday excveriences. ‘anyv of these were collected and
eventually cutlished, thus, 2lmecst standzrdising the form.

After Tmancivation in 1265, the stirituals emrl-yed the old rusical
forms but reflected tre different circurstances of the singers, znd it =as

these songs that *he voung Melius heard in Rradford. Although the sorazs

=N

of the Negroes degan to zvrear in rrint ezrly in the 1860's the scrzs =ere
unknown to most white Americans. It remained fer a zroup of younz *lack
singers to orirg the songs to their attenticen and eventually to =z =ier,
Turopean audience.

These singers were s*tudents at the newly estzblished Fisk Universitv in

e

Nashville, Tenressee, crered in 1866 for the education of youns *

esrees.,
Cne of the tsachers at the Universitr, Georze L. Yhite, was acked v the
University's adminisirater to d=vote his spare time to the teachirz of —usic,

“hite undertook this task zrd in addition ~ave a trorough musical -rairirz

to selected studen*s who showed oromise. Fe let them sing thelr owm Tus'e
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as well as the standard part-scns revertoire. In 1867 the s*uderts
rresented a cconcert to the Mashville nub’ic under "hite's Yeaderskin and

xere well received: this vromrted “Tite to take trem on visits %o nearhv

towns. In 1871 he had the idea of taking the sirgers on 2 tour ir «xder

tc raise morney to heln with the tuildirg of Tisk Tmiversi<v mhich was in
financial diffculzies 2t trat time. This was nect ar ezsyv des sion tn
rmake 2s the American vublic had never heard the relisious rusic ~f *re .
claves ard moreover thev were used to the artics of the minstrel shews:
trese voung singers included ro ickes, no dan~es 2rd no norulzr tures cn
their »rosr-rres, orly their omn sericus rusia, b

mitially *ke groun encountered difficulties Tecause o tre hi-h !

ircifZerce of racial pr-ciudice *ut their prerforrz-ces were ~-clairad

~rarever they went. Ther scon d=cided tc give thergelves a »are. 7ar ronv

ezrg tre gl=ves had talked zheout freir'vear of “u-ilee' -ker gl-=verrs

=n111% re aholisked, and sc thev corceived the nare 'Fisk Jutilee Si~~emel,

Treir story is %t0ld by J.,2,7, "arsk ir his heolk The Stowv of the Junllee
) &2
Singers: ith treir Sornzs , vhich includes 2r 2rrensix of the rusic ard

~Arter

Treir “irst two camrzimms were hichly su-cceszful and thev raised

thcusand dollars towards a new bu’ldinz in the University whick mas -0 e

called the Jubilee F2il. In the srrinz of 1872 they undertook = tour of

nie tcour that

the Nerth of England and of Scotland, and it was <uring th
they visited Br-dfoxd for the firs%t tire. Irn the Bradford {hserver af
22, 24, 25, 26 and 27 Noverher 1372, their secord concert in the temr or
Thursday 27 Yovember, was advertised as follomws:

St., Georze's Wall - The Jubilee Singers, ex slzve stucerts

fror Tisk University, askville, Tenressee, 7.F.A., will

mive a service of scnz, c-nsisting of slave rhyrns ard
melodies.
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Cn Friday 28 Movemher 1872, the Przdford (bserver carried the followirz
review:

The .Tubilee Sirzers at St. Teor~e's Yall

“here was a verv larze andience 2t St, Teor~e's Wall
vesterday evening tn hezar the Jubilee Sirgers. every
rart of the house, #ith the evcention, =me are ashared
to s=v, of the stalls, beines cromded. !''r Fdward West
brieflv irtrrduced the sincers to the audience wro
received them warmlv. The nreo~ramme o-rmed wiik PS+oa]
a=ar to J =sus" “ollowed hr the "Terd's Trarer" sung in
2 sjnw. measured chzrnt, with verfeci enurciation,

Thev also ~2ve "G0 de=m Yages" ard "Tuwn *rack Pharoh's
tr—v" gith thrillinz effect. the latter noncludirz

tha firgt nart ~f t-e pro~ramme. Tn th= cecond part
caye~gl =nios mere sun?, a son= Ry *ige Vahel lemig,
entitled "Mapo Tate" *einc encored., Tre melodv of the
niene 223lled “n *he rrasrarme "artha ard Yavrr! kit
whinch =monld he more ez2cily Sdentified »r the refrain,
"2ire those chaminT Zells", wmas thorou~hlv apnreciater

cue demarnd for a reretition,

ard -rrdticed =2 rant:

™urinz -+e evenine 1< was arnmrurced -kat €150 ha2d heen
r2iged hr the e nnert riven at the achznier! Trgtitute
1n2e4 =eolk ard that <-e succeses mhich r2@ attenderd tha
affarts ~f tre einrers in 2r-7fn~d h=d induced them to
rive arother gorcert next Thursdsv meek, when it is
hared that not only the area ard ealleries hut the
s*2l%g =ill =l<o be =2rarmed.

) tivertisemerts for treir -ext concert ~n Trursdav 11 Tecember 1873 z2pre
n t*he Zradfard Cbserver on 4, 5, 2, ¢, 10 and 11 Decepbe~ ard the ssg
of 12 Mecerber carried trh2 followinzg revort:

The Juhilee Sincers szave treir second serrice of sacred

song in St, George's Fall vesterdar, Owirg, no Foubt,

to the uninviting chzracter of the wezirer, there was

not such a larre atterdance as on their otrevious anvearance,

but their sineineg of several of <hreir vlaintive sones

mas most warmlv received.

(2v-endix C cortains a rro<osr=th of St, Gecrse's Fall with a hrardirsz

ire the Jub‘lee Sinsers' Corcert,)

bfter these corcerts The Jubilee Singers visited Newcastle-on-Trme
where thev collahorated =i<h the Are~'cazn evarsalists Sarkev and Yeodv,
Cf co'rse. the Jubilee Sirze-s' srirituals were well suited *n the

revivalistic work of the Itinerant evancelists, as thev hoth shared 2
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common origin in the camp meetings. ard their singing was warmly received.
“he Singers visited several ccher ftowms in tre countrv ard alse teured
South Wales. Thev wetumed to Vashville in tire for tka gtart of re

new Univers®iv vear in Sentemher 1874, taking with them €10,CCC rzicsed

v their concerts in Great 3ri-ain.

Tn 1875 the Juhilee Fall was cemnleted and cmenad ard Tisk 'miversite
sraduated i%s first students. 7Irn 'ay 1875 the Singers wder:ook arctrer
cverseas tour “ut this time o a far more extended nature visi*tin~
Z61lard ard jemary as well 2s Grez~ Pri-ain, Thev vigited Ppadferd
acain o» -mo occasions «ivirs corseris at St. Teorze's Zall or Tlarday
and Taesdav. 10 ard 11 Jaruar- 1876 ~hen the “radfomd "bs-rver o

4 Taruary stoated:

£11 the nr-ceeds of these corncer®s, above sxrences, will
he devo+ed +o the educztion cf the freed si-ves at Tisk

inmiversitv, 7. S. A.
The s-cond ard last -cczsion of *reir visi= was on 1¢ ard 21 Taruary A~
(2r=dforé Observen=>rnday 31 Decerrer 1877).
The vounz Nelius would wvrohrably have =2ttsnded c-e or rore nf trese

rrerts n Yryamre-~ 1572 ka2

]
.
3]
]
B
o
2

corcerts. A% *he time of *h=i
—ouid hzve heen 11% vears cld and on the occasion of thelr su-senuent
viri*ts he would hzve “een alrmost 14 in Jznuary 1876 and al-ost 16 in

S

JTznuary 1878, although he mav well hsve just ~cre rack: to cchoel

[

Tsleworth in the latter case. So =n
tr *he music of the ®lack frevicans mas mo-Scld: fiwsily throug- he
hackfane minsirelsv, musically enshrined hy the senms ~f Starver
and, ~ater, Jores Pland, 2nd secorély, throucth the nolisked, ~orrnert

rerfamarces ~f srirituels h- ihe Tigk Jubilee Sinwers, heth very —uch
rer ar.ces sriri ls b = L ce Ters, t

sec~nia=r seurces, far removed frem the true Zlack *mericen wav e~m-~s,
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“n@ever, i% was trere navmTawiced ghrieg that had cuch A -rofeund a2fent
on ris rusiec,

ig jrterest ir ireriza wos rrobz~lv siiruizted hv a nurter of ~* er
ever-s whi-~h tonk rlaze ir Pradfori duringz his yea's there, ‘lth~urh re
~ould hrve heen too vore %o arnreciate it, the Zradfard Chserver,
trrougrout the early 1760's, 3lr2vs ccntaired detailed reports of the

rariong fatt G

(]

es ard rolitical intrisue ~f the irerican Civil
Aankt, thig and +ke issue ~f slavery mas 2 too'c ¢of convers-=ion in he

“eline “oueernld =zt that ti~e. 2%t *he echanics' Tnetitute on Sazurizv

T Tagemrer 1R63 a3 r .7, Convay, a slaverclder v hirth mho freed his
sizves 24 =was *r‘ven from +is nztive Tirvirnia, vave a talk enti:led

"he ‘rerigan “ues-ion: Fresdéom Tersus Slavery (Tradfrnd Chserver.?
“ecemher 1763, The ‘mevican Sircus ard Fipoedrome visited the Ievn In
Tazcter 17544 ruting up their tents in Vicar Izne (Fradford Cheserver-12
“ntorer 1664': an 23 *"arch 1°65, the Freefren's iid Scciety held a rukliz
~eatirs on renalf of the deserted ard refusee slaves of Yor-h fmerice
{Zrzéford (Observer-23 Jarch 1865); slavery =was still 2n issue in 1873 zs
an an-i-slizverv —e=ting xas reld in ST. &
1271 (2radford Chserver?eond-y 27 Jzruary 1873): on 20 Januarr 1674 2 lec

=as ziven in the school-rocm of Fallfield Crapel by R. Godd~ard *so.,

s fields fer "nelish

W

entitled The Western States of America censidered
erizration (Bradford Crtserver-Thursday “C Jaruarv 1874): frem I'endev 10
furust 1874 the “reat !rerican Parcrama: Cver #re Pacific 2ailway *o
California was showing 2t tre echarics' Tnstitute for 10 davs (Tr-dfe-d
“bserver-"ednesday 5 fuzust 1874): on Monday 1 September 1879 the Rev.
J.F. Carpbell D.M™., the 'ccloured bishor'. gave a lecture in S+, Teorge's

on 'the Verro' (Bradford Cbserver-hursdzy -1 *uzust 187°); or

'
R
o
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Mcenday £ V-v-rber 1882 Jary Ziai's 'ideal "Urcle Tom's Zabin" ' -as

88

T

reor~e's Fzll on Friday 3?1 Jaruary

ure

e




vroduced at S*. Teorce's ¥Wall *v his entire American Cornanv for six
nichts and intrcduced the onlx traired American "lco'hound in Furove!
(Rradford Ohserver-Sa‘urday 4 “-rvanber 1882),

Althcugh ke would onlv have teern ijust over five years old, Delius's
varents may well have taken him to see the incredibly rrodizious feasws of
the Yeoro hov pianist Blind Tem (184¢ - 1008) who a2vveared at the
"echanics' Tnstitute throushcu: the week of 11 Fetruary 1867. Te was
blind Trom birth and had been scld as a slave with his mother to a
Colonel Rethune. Although he ®2s ziven no musical instruction he ras
-iver free access to a vpianc zré soon cdevelorved a.larre rervertoire of
classiczl ard vcopular music and also comvosed his own vieces. Fis musiczl
mernry was so nighly devel-pei inat he could rlav eny viece he heard after
only cne rearirg, The vouns trodigzy was continually subjected to rigorcus
<ests of his unusual ~ift. EXis concer®s comorised the standaréd rianistic
rerertoire nf -he “ay inecludinz variations on ropular hallads arnd overatic
airs =21leowming him *o demonstrz<e his i~precvisational skills, Cver the
vears his owrers made a feoriune out of his vhenomencl ahility =hich

cortinued unt‘l his death. Fe visited 3radford in February and .T 1v 1°67.

Tre Frzdfrrd Obse-ver of 7 Tebruary 1867 carried tre following advertisement:

2lind Tom at Mechanics' Institute all week - entertairment -
ciano solos, Beethoven. Zzch, }ozart, Vendelsschn, Chovin,
Tiszt, Thalberg - Tom irvites ary memher of the audience

to play any viece ard ke %ill repeat it aiter one hearirs
ard will analvse zany chord nlayed on the viano standing

at a distance and will rroduce three different airs at

the same time, one with tne riont hand, one with the left
hand and will sing one, and wiil imitate a2 ~usic box,

2 violin, a hand oreg-n, zzz-pipes etc.

A revort after the event stzzed trat 3lind Tom wzs indeed a remar-able
Merro zenius: Crherles Halle hzd improvised ard Tom had carried the
improvisation far more accurziely than Kalle had done and in addition

John 3urton. the orzanist of lLeeds Farish Church 2nd conducter nf the
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Bradford Festiv-=1l Choral Society at

Tom copied perfectlv.
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NOTES

Clare Delius Prederick Telius: VYemeries »f mv
hrother —= vublished »v Tvar Migkaleen
ard Warser T+d.. London 1935,

P~-exr "arleck Predericlk Melius — muinlighed hr e
Bnadlev Fead, Tordsn, 1C23; warieced
editiar 1CRD armatated »wv nhart Tnec,

PNaline nsed his haptised name Trifr un+il his marmisc~e in 1007,

N>-ai~xue refererce: BN72 - MRS, Incal Studies Tepamtmert,

Aradford Puhlic Tikrarr,

Crarles Tud-orth Yygice2]l Feminigecances of Fradfard -
ruhlished ", Tvlag ard Semg, 37radfard
1R85,

James Pumiev (Saunterer) Thases nf Bradfa=d Iife: 1 Seriac AF
Ten and Trk Ste<creg - ruhlisked by
Simrkir 'a-shzll ard Cn., Tondon =d
T, ®rear, Srad~~3, 1871

Mha arenine of St. Georze's Fall, Pradéford, ar 31 Octaber 1833 waos

ceierrated mith a three-dav wusic festivel, Two firther fastivals

collomed in 18546 (leadineg te the formatien of Pradford Festival

Croral Societv) ard in 1850, Tinancial lrsses -~ these corcentrated

events led to *he nroiect of spaced eorcerts durirzg tre minter months

un+il t-e formation of Pradford Suhseripian Crrcevts in 1965, Thevles

“alle. whn First visited 2radford in 1854 as solo niarnist mith *re

Colarme Creoral Trmien and who had brought his crchestra to Pradfori in

1958, alvready had a first-rate orchestrz in Varchester. and *-e

Committee, formed in ®=radford for the vromotion of sericus corcerts.

tumed to him for assistarce. Tre fir=t concert %ock rlace in
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10

11

13

14

15

St. %eorse's ¥all on 24 Nnvember 1265 and the Tz2lle subscrintion
concerts in Pradfnrrd »ave certinued ever sirce.

Yr. TR, Datius Mmoot .1, Melins 2s he is some*imes 221led) fa<har
of ¥Frederink Melines,

™1is 1-»st statement is iraccurate. Julius Melins merved as =
Cemrittee member ~f the 2r2dfoxd Suhrerivtion Concerts fram 1570 to

1RCY ard net from 1865 25 Nlare sugr-sts, See ‘ist ~n rz-e 11 AF

“radford Subscrintion Conser-s 1865 - 1064.4 Tetrosvect nr Jaslk

“rlrate, ~ublished “nr the 1664 - 1665 Centenary Season.
“his statement must he stretching the truth!

See names 2% tc 34 in Part IT af this cranter.
e -

Tlere Delins Is =riting about a reriod s~~e 35 ve'rs eariier when
cshe w~uld hava heen te*-een 2 2rd 3 vears old (she mas ke ~n 22

Fetrvarv 1566}, so her ‘rowledze ard recrllection of thes. even-s

See 2"~ve rote 10, This ~ust he streiching the trutk once 2zz°n!

urely =ith a riarist, not with 2 violinist as Clare imnlies

“brouzh *he concert zdvertisements in the Bradford Chserver "= ‘s ;
vosritle te -ut scre sort ~f dzte on this event, frr these colimns
give notice of Joachin's and Pf2iti's apreararces in Zredfard.

“hey were beth fre~uent visitnrs ‘hroushout the 1ate 1R60's ard 1370's

rlayine as sclois*s with *he ©alle Crchestra or ~lse in the =isht

2n*ual series of sharher rusic concerts vut on hy TFerr fustsy TAIFF, S
. . . X . ﬁ

~ res’dent ~f Rradforé. Fowever, they first arneared in St. “e-zza's 3

“all on b Fedbruarv 1867 in a riaro trio with Clara Schumarn. -

A

D
1=

"

v that they visited the Delius hore at trat time, and n

aryv case Fritz would orly have been 3 vears old, -resumahly mnahla
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as vet, to derutise with them! Wolff's first sa=san af charber nucic
concerts began An 1 Tecember 1R6f ard scems to "2ve con*inued urtsl
22 Cctober 1276: ris advertisemants do not cuhseguen*ly =rrear.

etruarr 1572 ard

Jezehim and Piat*i first zv eared with Welff or 24
27ain or 16 Pelruary 1874 and 25 Fehruary 1875. ™hev zlso a-neared
“~res er as artists in ar extira concert cof cra~her wusie -~roorisad
v the Torrit-ee of the Subsa~intion Coarceris o~ 2 Arnril 1772 2-d

21s0 on 17 “arch 1879, Ry the lat-er dzte, h~-ever,

tave hreen 17 wvears old ard ~as nrorably amar 2t the "Tnteraticral

Tnllere 2t Tsleworth, So, it is rossible to nlace thfg r=lenratzd
evert in the Nelius farmily armund 4rree veossikle drotes: ¥ irril 1977,

16 Tehruawr 1874 or 25 Felriarr 1575, I7 we zacert

‘was tvelve or t-irteen rezrs ald tre

=2t it <ork place vher

1-7 A=2-= ¢ca2n he ruled out. ‘“he event —ust tren rave *="en »7-ne

around 16 Pebruarr 1774 cr 75 Tehruarr 1875, Tirally, e Tirgiiowd
Theg mRap evaygs e an 3 Tebhouary 1375, Fer= 1P, he viamiet

was ur2hie % vley due to a 'rzainpril ‘erestic -~ flicticon! ard <rat

e

»ic place was *tgren hy a V'r, Fecht from !archester, the c-niducter ~f

[

thre Manchester ILiedertaffel., Joachir 2nd Tizt=i rlaved =he violin

and 'ecello resvectively and tre third member of tre
Clzremont would surely h=ve heen the rianist., ~Zlare s-2tes that the
third performer was =2btsent ftrroush illnscs and
called ‘n to tzke his place. These f2:ts could irdiectte k=t tre
avent took nl-ce arourd 25 Fehruary 1275 2rd tat Fri-z mas celiled
‘n tr "erutise at the vizro. (Clare's merory of these even-s ‘n 1875,

nd of phrt instrurents zerstizute suck a ftrio, would ksve heen havy

sixtr rears 1loter in 1¢35.)
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hity ¢}
A

16 This would be after 1867 “ut seems strerese -s *he next “ew rears sa7

the comrosition ~f several works in the medium: *he earl: Scna-a ‘n

f R (1802 2 3-'n~ Quor-et (1862 - 03), tre I-wende in ¥ “lat for
= o2, ) (18¢ 03)

l violin and orchestra (1807 - 05) and other works ‘us+t hef-rs <he
|

Suite for violin ard orchestra (1PRR) and an earlier Strin~ Quar-et

i (17887,
{
»i 17  Ar ezrlv indication of the i~provisational style of muck of his ~usic,
i no doubt =2 techknigue stimulated bv his father's ability.
7 Tescrintive music thet founé outlets in several su-secuent comnositions:

Paris, Avpnalacria, 'ass of Life, ete.

1¢  Tor ex rnles see Fart TT hetween vares €2 and 70
20 Clare is mistzven. .his is Chopin's Z minor *el%z (r. nosth.)
~% 1230, -ublished in 1%68. The date ~f this con-er+t was 11 Tecerrer
1577 and -as the Tirst of Gustav Wolff's fifth season cf crarter
music concer-s. See page 66
29 Trig is -rotably ~uite untrue. ;
| ) i ) :
P 7? Yigegie was the family nicimame for Elsie !"aria Anna Telius, the g
) cldest daurh-e~ arnd second child of Julius a2rd Tlsie Melius., She =as é
% *ern on © Ccicber 185C, ;
“3 Trese earlv evveriences of nature made a2 precfound —ark on Telius. .E
o
‘roressions of hird-sonz —ake their way intn se mary ~f the comroser's %
f works. .
| 4
i ?4  Probably at tre recital civen by *he great Russian niarist Anten :

Rwbinstein 2t St. George's 211 cn Mornday 23 Aoril 1877 =wren Delius
would hzve heen an impressionable 15 :-ears old. The Brzdferd Ctserver
states *hat as well as rlaying the B flat minor riaro scrata Cv. 37,

which contains 2s its third rovement the funeral march hy C-opin,

Rubenstein played works bv Faydn, Bach, Reethoven, !"endels~orn,

Schumann as well as b+ himself. s
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25 At the time of writing, research has not uncovered the names of Melius's

viano teachers at that time nor the vianist of the Chovnir.

ny
o

Cn pare 53 Clare notes that rer “rother's last temm at Tslewortk was
in the last winter of 127% hut tre serterce is ambizuous and it could
mean that the 1sst term was the summer temm 1R7S, which is mcre
likely to be correct. This would date the song, Delius's first
comnosition around the sorirg or ezrly surmer cf 137G not ca. 1880 as

is stated on pacre 88 of Rotert Threlfall's A Catzlczue of the

Comvositions of Frederick Nelius: Sources and References, oublished

by the Delius Trust , London 1977. At the t'me of writing her
biosraphy Clare could not find <re manuscript of th's song: it is now

ceclared missing. Gloria Janecdz in her bock The Zecad te Samarkard,

“rederick Delius and ¥is Music. rubiished by Scritner's, New York 1646¢C

states on page 30 that the words are by Alfred “unn and ccme from his

libretto for Balfe's opera The Zchemian Girl of 1843, 2alfe (1808 -

1870) composed 29 overas feor the London staze, the most pooular of

which was The Zonemian Girl which achieved widesoread ropularity in

the prrvinces.

Tt was perfommed at lezst 15 times in Rradford during Fritz's time
trere from 1862 to 1884 on the following dates:

4 12 Cctober 1863, between 3 znd 17 December 1866 and between 26
December and 8 January 186¢. 211 at St. feorze's Fall by the
trand English Opera Comrany,

2 12 April 1872 at the Treatre Royal br Dowlzand's Overa ~roup.

3 Cn 23 September 1873, 2¢ Jaruary 1874, between 21 “evtember and

5 Cctober 1874 2nd on 17 Decsmber 1875. all at St. Georre's Fall
by tre C=rl Rosa English Orverz Comrvanv.

4 Retween 3 and 10 Sevtember 1877 at Princes' Theatre bv the Rrse

95




and continued fo be a favourite drawing-room song, along with

I “reamt that I d+ellt in lMarble Falls.

27 It was at, this time it ceems that the Telius children made treir

rublic debut in a small concert they sa2ve while on holiday mith
the fpark family. A hand-written covy of *he nro-ramme avrears nn

nare 6 of Telius: A Iife in Tictures hy Tionel Carley and Hobert

Threlfall nublished bv 0. U. ®., 1977. ™e rrogremme is subtitled
'Summer Fnlidzy debut in 187Q' ard is set out as follows:
Part 1
Fiano Muetr COverture Stradella Flotow
Yisses Delius
Son=: Ferw fair thou zar "eidl
Yr, T. 3. Spa¥k

Senz: Tch Venn!' ein fuze da2s is mild Reicharit

Yiss Minnie Delius
Fiano Solo: T2 helle canricciosa Fummel
Viss Zdith Spark

Scng: Three Sailer Zoys T™, !arzials

™uet (rinafore) Sullivan

* * *
Part 7
Fiano Solo: Thdme Varid Yozart
Miss Edith Spark
Song: The “erman Tatson

Yr, B, Spark
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Seng: Ich ar Rehrard Schlossrann !
| Vigses Telius i
Tiolin Solo: Cavatina Taff
Serata Ties g
Yr, Fritz Delius . |
S-n=: Sweet Svirit, Fear my Frayer 2llace
*‘igs Sverk ;
Tizno Duet: Fanfare *'iliaire I, Archer
“'isses Delius
“- ¢s vosrible that the Sparks were
rp celebratsd LeeCs or~anist.
28 the meolend aftermoon corzerts a* the Crrstal
Tzlaga, Stroud is on the rair Faddircten ie Gletinester line
=3 +ad » hetter cerrice ‘rer, thar no-,
ec  Darister of Bentisme, #11 Sairts Crurch, little Tertwm, Pradfari,
I  Tie=erizn fities hw tsa Priges - nhlighed Ochers Prage T*4,,
» ~~Ann ‘IC63 - =2~ 12C,
21 tzz Swirgs = IYid, - 2eve
22 “iweciorr of Brzdford hy “theisen, runlisted 1345, Sradfi~m
tuniie Lihrary, local Studies Tepartmer®,
31 Tre Delius Firthrlace - & Solution by Fhilip Jores - ~uhlichked
T™e “usical Times, London, lecerbter 1C€7C - wolume cX¥, ro. 1642
o, cco - ccp
14 ‘et in 1856 and 1759 rasnectively as dAsa “rizes nrites nr TaTe
131 of Victorian Cities. The dates of 1746 2rd 1862 =re veriried
\,
nr nare A% of Cudmorth in the case of the Liedertafel ard tre
. icsue of tre Bradford Chserver of § Februiary 1863 =mrick ircludes
1
{
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2 rotice of the first arniversarv celietrations of tre forndirn=
of the Schil er Terein in Jaruary/Fevruary 1862,

35 Tt seems wliikely that Julius Melius mas invelved in *re
formation of tre ~rour in 1F46 2s ke h=d o-lv just arrived ir
T'anchester. Fe war alrost certainly 2 member of tre Marckesie-
Iiedertafel whick ofter collarorated with the =radfeord ~roup
Tiving foint concerts in “-~+th fome, See note R3,

e nrorahly icired tre ®radfard ~rour rvhen he set*led trere,

26 Yot to be confused with ®r2dford Ararmar Scheol, at-ended hv

Pritz Delius, wkich was in a verv bad state in the earlv 1260's.
“radferd Hich School mas founded ty Sir Jacob “ebrens ard o+rer ,!
“erran Pradferdians and =ackieved bhish educatioral s*andards.

37 J. Felzate - 3rzdferd Sutscrivtion Cencerts 1865 - 1664 -

A Tetrosvect virl, 164 -.4

3R The *utehiograrhy of Chzrles Falle, edited by M'ichael Xennedy -

oublished Faul Flek “ooxs Ltd., Iordon 1C72,

L

3¢ 7. Foleate Ibid. - r.5
ac Se= note 5 ztove - auoted in Cudworth ».2
41 A male-voice <zheir, estatlished as a result of the corcert '};

7iven by the Colozme Croral Union (vianist, Charles Falle® 3

in May 1854,

42 Manningham is a suturb of Zradford.

43 As advertised ‘n the editions of tre Pradford Observer dated
19 Movember and 10 December 1f63. *n emstatic reviem arveared
in the edition dated 24 Dacsmber 1063,

44 Advertised in the 2radford Chserver on 7 Aprril 1870. ard on 8

and 14 April 1871,
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45

46

A8

AC

50

51

Prograrme advertised in the “raé¢ford Ohserver of 27 ‘farch 1977 ard
April 10 1884,

Vavie 7rivelli is ~rarahlv 'Crivelli, tre celerated sirger, 2ftervands
Vicomtess de Vicier,' referred *o tv Clare Nelius on vaqe 10 nf ber
hacl, She was evidently a riece of Christian ?rgnig, father of

Tlice Melius (meother).

The names are taken from soncert advertisements sprearing in tre
=radford Observer trrougrcut the veriod.

A Tistory of the Pradford Festival Croral Society fr-m its feunfatien
in 1856 to its Jubilee ir 1906 by +.F. Sewell - rubl’shed bv

5.F. Sewell, 2radford 1°07.

Sewell - Tbid. vase 44

neorge Faddock was Fritz Delius's first violin teacrer. Fis first
vieit to =radford was in 1845 wren he played 2t a cercert in YVirkeate.
Tn 1847 he left his home in Leeds and tocr up residence in Qradferd,
which re thought offered a tetter ovrening for *is vrofessional sewrices
(Alan Jefferson on vage & of ris bork Nelius in the Yaster "'usicians
Series published by J.¥. Tent ard Sons Ltd., London 1672, is mistaken
in his version of Melius's violin tutors). ¥ere he assisted in
forming tre Rradford String Nuzrtet Farty and zzve tre first charber
music concerts in Pradford in 1B48, (Sewell, Ibid. paces &1 and R2Y,
Clare hints on page 130 that her father took the Yerkshire daily
papers so it can probably be safely assumed trat the Bradford Ohserver
was =mong them., This newspaﬁer was founded as a weekly Tiberal jourral
bv ®illiam Byles con 6 February 1834. It became a dzily cn 5 Oetcher
1868, the delay here being due to the absence of competition in
Bradford. Three rival Liberal pavers apreared in the city hetween

1858 and 1872 but none seriously threatened the Observer. It -ontinued
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uﬁder this nare until 18 Yavember 1001. shortly after the death of
Julius Delius (3 October 1001} mhen it became the Yorkshire Daily
Observer. Trese cetails =re found on page 137 of Alan J. ILee's hork
The Origins of the Popular Press 1855 - 1914 rublished by Rowan ard
Littlefield, Totowa, “ew Jersev ard Croom Felm Ttd., Iordon 1976

and ve~ified by the holdirgs of *he 3rzdford Cbserver in Bradford
Public Library, Iocal Studies Devartment.

52 %loria ."ahoda - ITbid. page 11 - also the Treatre Zoyal mertimned is
in Manrinecham Lane, Pr2dford znd not in lLeeds. Th-=ce ar- two cevara‘e
thea*res and the Deliuses “reguented *tre one in Rradford. Tn fact.
Gloriz Jaboda's bork is very inaccurate in facts and treir interr-et-
2tion, hut she does rake sore interesting chservations of Delius's
Armerican vears. Fer main source of inforration was tre late Marzaret
Vessev, tre daughter of Clare DNelius, who must also be recarded 2s ar
tn-eliable source.

53 Sloria .arcda - Tbid. - pase 11 ex=zr~erates somewhat when she w~i‘es

cf Julius Delius, "B+ the time his son Fritz was born he was =hle
to hire mwhele nrchestras for the el:zborzte evenirg parties e and
clise ra'e at Clarement for the rest of 3radford's tvcoons ard their
rives." There is no evidence trat he ever did tris ard, in anv case,
kis hcuse in Claremont, although larse, =as rot at all biz srcush to
house 2 'whole orchestra'. Fer statement rust be resarded as zomvleie
fabrication.
54 Samuel Yidesley ¥y 70 Years: Musical Uerories (1860
1?705 rudliched by V~vello ard Mo..
Ttd., Londen. (Mo date of

rublication g¢iven, but refare

Nelius's death in 1074Y,
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55

56

N
!

60

61

62

Tris ~as nrobahlv ane of Frit-'s aldest siszers. Elire Y2ri= inra,
known 2s ‘iscie o> Terrine dlhertire Clara. 'nomm as YMinrie, tut nf

tra -ma, it woas rreaheblv Tlica " aria Apva who us A Lo ageorrartr cwifT:

see 2bove rare 16 =27d note 77,

M{Axlavy - Thid., rzce 4

videlaw — Thid.

races 73 a~d 41
idazlew — Thid. mame "3 '73,F, Tatton (sor ~f J.T. Tagtond. 2 cenn-

‘raplling shroad. “e wmas nours piarizt o i-

had met while

3
&
V)
£
)
F

cre af tre smaller Gerran cvrircinalities, ard dabrled ir nrmrpefticors,

. wawer arkiayed arvering drpert -t

trainir= ard lived -ear>r al] herx

7
9
&
e
[}
3
3
g

Rar= ir Oalasme, huT wacs

< h =
n Treolard,

America'es Yusic - ~ublicked *v

Plkawrt race
Yafrag—=i1l o0k I-mrarv, Tre,
Naw Vawr 1C55 _ fhenters 13 ard 14

Tileen Soutrem™m The Yicia of =S1-fl Arericarc:

8 Vietarr — rubliched »- 7.7,

Mamtan ard Jormrvarny, in

[¢]

1071,

Mho Ctayrr ~f +-a Juhilas Qirse~-e:
Witk thoir Gavrme o~ vublickad her
Gavmhton 19 F7in and Cn,. Zaston

18R4 Rerrinted YVemrra miveredin:-

Tewm York 1€6C,
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CHAPTEFR 3

AN EXAMINATION OF THE MAIN TYPES
OF INDIGENOUS AMERICAN MUSIC WHICH

INFLUENCED DELIUS'S STYLE
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AN EXAMINATION OF THE MAIN TYPES OF INDIGENOUS AMERICAN MUSIC
WHICH INFLUENCED DELIUS'S STYLE

Part III of the chapter devoted to the musical life of
Bradford: 1862-1884 established that there were two main types
of indigenous American music which profoundly influenced the
mature compositional style of Delius's music: minstrel songs
and spirituals. These were, of course, influences of the
composer's youth and when he ultimately reached America he
experienced these rather popularised forms again, but in a new
context and added to these experience of the American marching
bands, negro work songs and, almost certainly, an awareness of
early forms of jazz. All of these 'types' are evident in
Delius's compositions so some musical examination of them will
prove valuable.

* * *

It was the popular music of nineteenth-century America
which found its way into the minstrel show. These songs were
originally written for a variety of purposesl : some were
meant for préctical use on the stage or in church, some to
promote interest in a cause or current event, as in the patriotic
and war songs, and some were simply intended for entertainment
such as the ballads and comic songs. Many of the songs themselves
experienced a variety of changes and came to serve several
functions. Songs originally intended to be sung in religious
meetings became favourites in the front parlour and those intended
as parlour songs were widely used in Sunday School and church
services. Songs of the minstrel stage were used as political and

military propaganda and even became state anthems.
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Whatever their origins these songs were widely disseminated

in sheet-music form and reached huge audiences through live

performance, and the most important of these were the blackface
minstrel shows. These travelling troupes were always eager for g
new music, composers were equally keen to provide the music and
publishers were most eager of all to churn out these new hits

most of which had some sort of legend on them saying that they

were performed by the most popular groups of the time. Thus was
established the formula which has made the American popular music

business the success it is.

The American Civil War provided a huge stimulus to the
popular music trade. It created a market for the songs associated
with war, marching songs, patriotic songs and those used for
propaganda purposes. These in turn were taken up by military and
civilian marching bands, sung at all sorts of meetings, religious
and otherwise, they were performed on stage, used as the basis for
more elaborate compositions and found their way into the American

home.

It was this type of song that was at the heart of the
minstrel show and through this medium had a strong effect on the

young Delius's musical sub-conscious.

Three songs have been choser for examination in the first 4

instance, Marching through Georgia, Dixie's Land (Dixie) and

Yankee Doodle, mainly because elements of these three songs

subsequently appear in Delius's compositions and one of them -

Marching through Georgia - could almost be said to be responsible
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for creating a characteristic melodic figuration in the composer's
work. Above all, it is songs of this type which formed the basis,
along with other folk elements, of so much that is melodically

most characteristic of Delius's music at its best.

Marching Through Georgia (Example 1)

This song was written in 1865 by Henry Clay Work and is
typical of that type of melody produced by the Civil War song-
writers. In fact it was written to celebrate the Day of Jubilee,
or the end of the American Civil War which resulted in emancipatio
for the slaves. Georgia maintained its popularity for many years
after the Civil War had ended and this was partly due, as
Richard Jackson notesz, to Work's device of 'framing the
historical event as a kind of flashback'. He continues by quoting
from George F. Root's autobiography of 18913 (Root was another
songwriter typical of the period; his firm, Root and Cady, first

published Marching through Georgia in Chicago 1865) as follows:

Marching through Georgia is more played and
sung at the present time than any other song

of the war. This is not only an account of the
intrinsic merit of its words and music, but
because it is retrospective......

Marching through Georgia is a glorious
remembrance on coming triumphantly out,

and so has been more appropriate to soldiers'
and other gatherings ever since.

Jackson further comments that Work's song makes a mockery of the
actual events that took place on 'Major General Sherman's

famous march from Atlanta to the Sea' as the cover proudly states.
This march took place virtually at the end of the Civil War as
the result of personal self-glorification on Sherman's part

rather than for military expediency. However, this was no concern

of Work's, he merely proclaimed the glory of the Union cause

107




Example 1

SONG AND CTHORUS,

In lonor of Maj. Gen. SHERMAN'S FAMOUS MARCH ““from Atlanta to the Sca.”
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and casts a completely naive haze over the event: the marauding
Union soldiers are seen as 'Sherman's dashing Yankee boys', the
desperate Confederate Georgians are glibly seen as 'saucy rebels'
and the violent theft of food is lightly brushed aside as 'How
the turkeys gobbled which our Commissary found'. Reality
disappears in the distance as a 'glorious remembrance' by the

soldiers in the first verse as they march along.

Although Work was best known for his Civil War songs he
was closely associated with American minstrelsy and in particular
with E.P. Christy, selling some of his songs for performance
by the Christy Minstrels.4 Although the War song ' Marching

through Georgia' was not one of the songs he sold to Christy,

:?i
|
}i‘

it is almost certain that Christy would have used this song
during his group's visits to Bradford after 1865. As time
progressed it was, no doubt, taken up by other Minstrel groups
and even by indigenous English groups. Thus, as George Root
acknowledges above, it became one of the most popular songs

of the post-bellum period, a song which the young Delius
probably first encountered in Bradford and subsequently met

again in his new American surroundings.

Robert Threlfall,in his article 'Late Swallows in Florida' 5,

writes about a melodic fragment, so characteristic of Delius,
which appears fairly regularly in his music, expecially those

works set in an American context. This melodic fragment is guoted

below:
o == f
563? 3 Im ___;Zd:;____
T 1 1L
& b= b ~———— i
EXAMPLE 2
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as it appears in the third movement, Sunset, of the Florida

Suite6 played by the oboe. Mr Threlfall goes on to quote
precedents for his article in the books on Delius by Eric

Fenby (Delius as I knew him), Peter Warlock (Delius) and

Beecham (Frederick Delius) in which each author acknowledges

Delius's characteristic trait of using similar musical material in
'passages associated with similar ideas or emotions in different

works of different periods', as Warlock puts it.7

Taking the melodic fragment quoted above Mr Threlfall expands
on this 'hitherto-unremarked example' of this characteristic
musical reminiscence. This is traced through the opera Koanga
(1895-97) where it appears in the Prologue played by the 'cellos

in the following form:

—s = i o J = -
b i 1 P
A J l
= e e e
T | — i — 172
EXAMPLE 3

It returns several times throughout the opera leaving 'no doubt

in the hearer's mind and memory of its significance to the author’

10

It appears again in the American Rhapsody of 1896 and also as

part of the composite Appalachia theme in the great tone-poem of

1902 played by the 1lst horn as follows:ll
A
o ) I~ >
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ésgéiffé { [@)
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EXAMPLE 4
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Mr. Threlfall, however, has not noted that the last five notes
of the above fragment are at the heart of the stirring pentatonic
outburst from the horns, 'cellos, bassoons and bass clarinet at

letter D in the introduction to the same work:

-
~
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jasil

(
N

Q

EXAMPLE 5

and which later appear rhythmically transformed with Scotch-Snap
rhythm, as the last great closing chorus in F major at letters

Ee 13, given below. (Example 6).

Peter Warlock's statement, quoted above, is given further
support on examination of later works. For example, in the
Songs of Sunset of 1906 to 190814, a setting of words by Ernest
Dowson for soprano and baritone soloists, choir and orchestra,
the fragment, quoted above as Example 4. appears during the
memorable passage beginning 'By the sad waters of separation’',

quoted below. (Example 7).

Although it appears specifically at the words 'the sound
of the waters of separation surpasseth roses and melody', the
following outline of the first four notes of the fragment appears

throughout the Songs of Sunset passage in the accompanying wood-

wind solos. In the second version of Appalachia, 'the mighty
river', with which this melody is associated , does indeed stand

for separation so it seems natural in the later work that

114




M <& 1[N It I
-l < | m4.. q um m” .WJ A..
M -« a ’
1Y ] .# ] mm &“v“ f )
i | 3¢ |1 51 il (Rl
/.u i STRI AL
Y 9 d
n.n..w. R S il ﬂ gL A mm 4,.\_ !
% Bl g 1% 4 mm i Lu,v |
EE Ll i
H y | |
I > il g i '
i A
\.f Ww 1,__;‘ o I8
: S il f <l | Il W)
% ..__, i/ T“r‘
1 N qll] 2% 8 1] g
/“ m. \ ..M -or mk. .- m.._.\ m
\| ) . ol
o : i UEH o1 :
£ 8 i’ i 411 W | Y ..
m & ' ' e | -w Q. .m .v mTLx. q 5 a
m e P 8 ™ |Him i 1 54 sL)f 37
g * i LA SN IV S
@S] ol ) g 1 1 # Em
k- “180! 2 .3
3 8
‘a W ! <
a Mﬁ _v.mu Av- V i rn..m : . J.
. “ ““
1 i -
i3 [ Time Lo &
. , ki i
=] jjEatie i i memr U RS
3 -+ h : B e ehi R v S 4 ' F A owE
/A'... wnm L AuMw . Tﬂ n...w\ln- Awkmu A._qu\ R B Rl < : Ni 4‘% F
- ——— ————— l\mu\l( p um . .
B % Sa i =9t T s a3 4 8 i zs
m m Wu 8 a = M g ¢ m snwomd 5 £ -

109

115



110

~

its. —f-
Litam ;é'
Obsoe yLn
Lutawm =
s
cnaes BLE
v
Cits.1al '(“:‘
ia Bb GX 12
j U
Base Cit. é‘-’
Ia Bb &3
J
1an ¢
Boss.
mapa(f 3§
=
r"
tan (s
v .-
Nus.ta? \[}
r §— =
m ==t Z 2D
i
Nes.ta 7
5 senga sord.
ven \I£
é .
i fu
Tots. (e C é‘
Tan T
B4
Ve
& T
Barplall ,é]; 1
Y
4 | A & 2
i— g} > 3 =F— P —
s ey e s — = ; = I =
4 Bigh,. asd you'll fizd me e-ver a - wait - iug, Heigh - Ba,. . ... Hewgh «
- kehr,. wad (cA  bMef - de ¢ - wig detm.. ... He - do He -
8 -
1= e —— — e '_‘!—..‘r“;.—a_—_:x—_ NP
R ey e i Sl ey B
= Ll = . r
4 2 For the dawn will socou be bnﬂ-ug,.. - the ra- diaat morn [t}
{ a3 Dean Aom-men wird der Tug der fro - Aen Wie - der -
i = /‘\dh_‘] . — A
; M === e e a e et _‘b:’,: =
i T b 4 T = . .
the ra- diaat morn 1] Bigh,. .. and you'll fiud me e-ver a .
i der fro- Aes  Wis - der - hehr, ... und ich  blei - be e - wig
. . =Nz -
8 i = =S S
1 \ For the dawn will soon be
Dern Aom - men wird der
Via.1
Via. il
Via,
Celle
& De.

Ban avn

116




11t

Ly B . : Lo, E_f
Fite. "{ﬁ{ = T T + = S 3
Luam -@;
a- P a a
Oboes ~é1 - T T z T == : T
Liam gfir :
1.8 £ a- r =
HA : — 2= ==
Cit.1a Xb A S - = 3
v
ﬁ g a2 p’ 2 P3 A 3 2
cite.1am f "‘:‘ £ — :
is B} 1 +
Bass Clt.
is Bb
1411
Bazs.
11aD.Bss.
Has.ta P
Lutay
Tyts.la C
Linam

Tromba.
1an

e == - t——
Earp lall é‘ TREN RS H.._f

Hi
1
]
n
i
++ ‘h
bn
| ﬁ’
1

s. T z - =i
Heigh « ho, Heigh < bo, aad you'll find me e-ver.. a -
He - o, He - Ao, und icA Ulies - b» . - wig
. bl b v AA b
A. = s Sotrr =: e ? T
r— T T 5 T T %
and you'll find me e-ver & - wait - jog, aodyoull fiad me e-ver.. a-
E wnd (ch blel - be ¢ - wig dain,........ und 1cA  blei - de e - wig
= M’T
© - p—p—rp
T. = == e =y
Heigh - ho, and you'll ficd me e-ver.. a-
He - ko, und fcA  blai - ba . - wig
o —
gx. E £ e X 1.
B. e e £ —
P e e .
morn is oigh, .. andyou'll find me e-ver... a-
Wie - wnd dch  bled - be ] - wig
y 2. 2,0, fa, g2, £ Efa
' 2 e e e e e i e sl
Via.1 égf-}a:r: i si ey P st by =22 ===E==:
: 4 i = fa e 22 L‘é ff ’u o
via.n @t —=g3: 2.4 Tr i A E At T Pt T P P
3 . . FX g =y
% 1.5 T *
< ia m:m_"f:g?'&t:;':g- T S e
3 4 == FRE R i oG = s ST T 2
] > e > > E E
o =TT r. ceioit S for
T T : et

aDps ?E BT =5
!

117




112 .
/BE £ g o &t .. B B & r &
Tits. Y‘c t = T + 1 ¥ + + T T 1
Liiem 3 -
ad £ _a lg F g 3
Obees b= = = = £ =t ——13 — ==
L.llalu . T 1 - —— # "
¥ - Pan—— = i S —
Citla B g L = 2 i — t 3 I=—{—F—x
o L — ]
a2 £ > = = >
cuetan ol g 1= “=1f P £ 1 =3 i =
s B) }-—-1 ¥ i § = i :
Bass Cit, !’_ = j»-_—'a; S e e | T
Ty 1 3> B — ==
J\ =2 Vg marcalissimmo i
= + ‘;41:__4: o —
tan s‘; %j—ﬁlf 3 P =" =
=5 o
——
Bams. :0; marcalisssmo
nap ...l X, = — - =f—F S e— ;
X O i, *
) il 1 marcatizsimo 1
tanm Séf’_’ = —T= = ,i;:r ‘ ;
= v —_—
sty ) S v.ﬂ" 2
UL iy m
v "Vl( 2‘ = == EE rd=—a]
3 g I = S [ v g,
1 n s 1LI1a2 1y ! = AJ 2o
s 5 EE P e e e =
Lan o A= Al p— -
¥l ey |
s s 4 > ———— -1
tan Ex":_'g\‘__——__: =g} ! = ) =%, 2 B
ki - ===
Tremls. § i I —— -q ’
e L—-.-.FJ___'*___._._ —_--_4__—:&:1——
mann (TS =k a=—o : —F=tp==t ——
feEEEfe Peefebey
I R o g B e i e e e By B B e R
Barp 1a N _xég:_[. - -:T'E_f ﬁ L_; 23! _.3:*'"
Py ey
Ve . i ’ ._{_;‘ a g 'ﬁ——‘ﬁz_—_n"\ﬁ' !
.. f:[,',l»_f"——i ey e e e e =1
e T T + v
- wail - 1ng, my oeau sweet Nel - ly Gray! Lala ta lala lala la la la. la Ia la
dan,... ds av-as¢ Ned - ly Grayl leils la laita lala la s Is. ']
==t + T T s " T A =T et —y
A. é -ﬁ.:d_—:ﬂ::j:;—,}_—:jig—:r:}n:‘;?:fﬁ_{:lg:;-"_ = = s e
- Yonan s ing, my ewn sweet Nel - ly Gray! And you'll fiod me e-ver a - wail - isag, my
5 darm, dw -850 Nol - Iy Grayl Und ich  blas . be ¢ - wig dem,....... dw
. gioslocedl o—r = N Se— =
WS e e =
Y eant- g, my own swest Nel - ly Gray! Kud you'll find me
dein, du aw Nel - Iy Graoyl sch  blel - be
I P 2 _a P & - _I‘_L__,
W 2E;Tf=ﬁi;j:#_;-§_t{ === == ?
N - want-ing, my own sweet Nel - Iy Gray! And yeu'll find me e-ver a - walt - Ing, my
das,.... '™ - 828 Nel - ly Groy! Usnd sch  bled - be ¢ - wig dein, ..nes de
Via.l
Yia.n
Yia,
‘Celle
4Dy

118




{
— U3
a) 4 E ela at a — EE
ald . 2e E EE kN = [ 2
L.inam g1
2 a
Obdees T T =3
Loal T +
» o 4 - = = .
Cit.1a Kb e S e
—q
e Ae
Clts.1411 T =t XX s
ia Bb
Bass Clt. s —F : =
By LA T
I un.lt: ﬂﬂ’f.‘l \ ‘l ‘I » ‘l
tan e :_ === = 3=
g < ! '
Beas. o molto mare.
114 D.Bea S £ :
Inal!o mare,
T =4 -7 ——
tmaarv( 2 == >——4 ——y %
E J - 1<
Maslap a2
varvi == ——{ T F
- = 4 o & & -
v v
- A% e ;Ti LV' T Y o g R . Tl
l’-‘l‘l‘:‘ﬂf é s_r-_.?—{-_x?-_’ :, . — E]'A ;’3‘ ’.T—';:Irz‘——r“'!:—-_!l—&'I;f - = il o
31 —fp ' nin
oLy I 4. z ¥ —p : o
ran (5 -Epf;-a"__.—:’—“ e et S z X
== =t * T i
\ Trembds.
} 1118 Teda
Barp 14 11 E
——
Y — T g lo o . e "? =i L .
5. s}:::;g:}:?‘ .r_jégziq ;@Lﬁ.ﬁ@%%
la Ia 1a ia Iafa 1a Jata la iala fata la 13 la_.. Ialala Ia la. “T'ords the
la la la fta la la la fala la Ja la la la la {a ls. la la la la la.. . Siugt oin
L oo = ‘4,13'_-';;4 e D
A. éﬁ——iz; Hemg A e g
-
2 own swerl Nel - ly  GCray! laja 1a lala Jalala Ia Ia
g 8¥ < ese Nel - Iy Gray! la la lalu la la la la le ia laiz la la
s o e IR A T SRR 0. SO wn it
T 315 e e e ESES RIS R
own sweet Nel - Iy Oray! Lafa Ia Iaia lalala In ta_.. Ialals Ia la.
4% - sse Nel - ly Grayl Lale la lalu lala la Ja la.... lalala laia.. Siagt ein
r—T — r menn B e . Y T 7 —
A-po-m =, % - e ey
s ‘ﬁ =f _-_J%Eggﬁtﬁir:b:r{twrrﬁm:ﬁ
\ owa sweet Nel - ly Gray! Latla 1a lalala la la Ia la ... falala la Ia Tords the
4% - ase Nel - Iy Grayl/ Lala la lalu la la lu la la ... lx tala le la .. Siagt ein
E 2. s R T o
=i £ E FFE fr = ]
3 Va1 ——y e j— e e e g ot & > > e o L
} —
' vie.nt 55}-:
g vie.
{
& ‘Caile
& Dv.
i

119




I 1
LR &8 i “
fi
b E!
1
|
i ¢
{ b
i §
4 5,
¥
o £ (
T
114 rall. - - . ¥ - & & & . molto - & . atempo i
ol . - Ff S B R
. a o a 7 a a é =
Fitg Qﬁg g £ ;E £ F 3 = E.a zL: £ t FE E E = go!
Luam = = = = - = 7.2 z
Vaa T g, ' Lo mare: ; > = .4 > >|o
i Obocs 6; s - o— - S o T =5
i Luau — = : T = p—
| ! ! ! _}‘ marec. J——
i1 ! AI5—T = — ===
i | [SINTE T T2 = — : T frxc = :
i | < = YA
i i a2r—3= ——— > > >, > >
iyl i ffm B e e ) - 1| a = 2a o o
| M == = E = : ==
™ marc. ————
4 Bass Cit, KA —
H fa Bb £ = - = = = o :
| 0] - o ‘zil‘ P HZ 113 — oy
1 T
! 1an (E5=4 : =: g —he———— =
i i | — — o
I | v P ——————
| it P = e
} o
H alllla2 : L ' —_—r——— g
| T %
| i Lnurary (L{‘ = F 3z — = X ww xx v
iy “lvaz = s & F be . &% =
\ | 2 2 - ]
i o I £
3 A ————
A > a_a 13 » - 2! a s a
B 1 1 7 Y ———> = =
: (i s = = E c
. Du.nc (f§ ——— ol 5
i —7r e T T
oau { —z 37 T g —oo- % u: — X =
—é T 3 2 ; Y — a
b - A . " —
i —r—nx 2 |
s e (B2 = = ———
18 Trembe, $ R e | =
me e (25— — — Sx = ™
& z 3 = 3 3 = =
) ) e 3 b3 0§ 13 bE__Z__ =
§ 5 —— — 3
3 Timp. = x =: : |
ﬁ T — :
4 2.2 = a
i A | P T =8 = = @ 4 .
e ————— = & £
~ -
Sarplan ; a i 2 |
A 4 N a 55 = I —— 'mJ' i
T — 55 7T & (
 ad ; 3 33— — — =<
o \
Y a ) ‘L - - =t g\ o\‘ o‘- P = s
s o—t F - P | B
3 — y— S — = = s T 3
morn-ing ft 2 veice  let  tle scroted weods re-joice, and achoes swell a-crocs the mighty alream.
Jrok - If-ches Lied, dca dem Wocid durch - zieAf, wad wi-der-Aull’ e3 avf demwei-fem  Strom/
: 9
— X ~ — 3 Se
 EEEEEE S e ase e e £
y - o eRem &
- mora-iag IIft a4 voice let the scected woods re-joice, and echoes s:»ll :cr:u the mighty siream,
ruk - Ui -cAes Lied, das den Hu{d \d-:th - «1eAl wnd w1 -drr.Aall’ es avf demwei-iem Strom/
A g > P 2 2 & . > . -
= T 7
T. P& r— — e =
v mora-iog lift  a voiwce let  the scented woode re-;otce, aad  echoes swell a-crossthe m:ghty stream,
JroA - li.ches Lied, das dem Wuid \d-r\ch - wnd wi-der.Aall’ es uvf demwei-tem Strom/
A '3
, i — — Ar— — )
i Ll === — A =S o 3
\\ moro-iag lift & voice et the sCecled woods re-joice, echores swell a-cross the mighty stream,
i'i JSrok - li-ches Lied, das des Wold durcA - zieAf, wnd i -der-kall’ es avf demwei-tem  Stroml
] - - - - - - - . - . -
14 2 l',il_l.l.._,ﬁ — _ "Ff : . molto ;1 s % a tempo
13 . g——— 2 = . 2
gg b & Eg E & o L& wyS fE E EE F E =
{4 LT Z 2= = = EEr——— e
I ! o Z 1 l A
i f X e | -
{ A s i 4 =y > a 2o ~ = e
{ @ Yia.ll = —C et oy Sl = = & —
i = ‘ = 3174
s —— S i 5 A
.. ‘e a 2 i = ] = > | o
ey — 3
| Via. N — - e -
i | < T —— Wl
b 4 ‘Celle TR
& Dv. == == re e e ———
= o

120




; Example 7
With quiet movement. 31
[ Y
/g fre £ra
y e o o o i & = ¥ e
r.L SR SERE S S —tt=% &
¥4
£ — e=atry
) 4 T o
Oh' I~ T [.l
ap
FA- = Tt
gngl.H. ¥ ey e s =i
P — NS
M T
s w Py iy o Tl —
Clar. L _{Sx’_u [SST=S2 EES= =S et 7§ h. 13Tt
? — o~
Z A 3 ». 1 5.9 P e, 8
Eor— T T T = = o S w AP T e Je T AR
Bar. 2 t e 61 F—— . e S S E ! 17 =
golo = 1 — ==t Tt — 11 T—=t T
Byﬂm sad wa -ters_— of se-pa-ra-tion wherewebavewanderedby di - vers ways. I havelutthe
AnderTren - nung trau - rigenWas-sern.da-hin uns verschie.de -ne We - gege-fihrt élabtmirnurder
N\
2 E_ £ __, £ T e
P a———t: ! ; F=—F = B —
ECNIT PP TP —— + P
vV.L sordini_ o a
+ L
7 :
3 :
+ x —+ e AT +—
r L = = = == X‘ T [' Z—ick 3 == p—
- T T "3 =4 nf mp— =—— P
B ~—t®
t T T Tt
— — . H=F T
= == —g > 1
= WiE] L
1 1 L > L™y >
% = o PP = T4 - — — ]
> o < oz T T s e —— b 3
—tt+= = — : — 2 n o
Yiolas. ———— r3 pip T —— P
— —= t—t—r : e = = =
= = F— ==z — O—p £ RSt
z 2 —_— |y T p__ = ~
. o ~ »
= Ze =
i = T < = 2 >— > ey
SEUIL = t ==t r—+ T
Cellos. sordia 2 et mp = P
O P 2 — : z — : =
: T < 4 :— : ﬂr T = z 7= —t- Lr .
”,ﬁ 2 —_— — Yy
& 2" {8} hiives ar'y
C.B. - i
T T
\ senza sordinl >
% e 29
z! i d
\ LI 1 S — > &
/ L) nf
L]
Ob. =
K
£-§
Engl. H. oy = =
J =7 ™
g ~ * .
e
Clar.l. [ e T
oy =t rs —
i v np i §
: 40 (R —
Horms.I. JFdy o — —
ps = —t— 7
&
: e T B S—— 2 a - ; bod o 24
#3010 Bar. |FF—FL T I Ty omis iy e e e e e e ey e p e e =
3 t——— + ¥ T T —1 X T = T ===
sha-dow and 1-mi- ta-tion of the old me - mo-ri-al days. In music I have nocon-so - la -tion. no
Schat-ten, das mat-te Ab-b3ld der al-tengiick-se-li-gen Zeit.. Melo-dienbringen mir kei-nen Trost k=i-ne
— "\ e
£ +—1 -+ ¥ £ Z _a -
%—‘- > —— t > z =
: —= o A — o
b = 2 T + -
= =
o J—
t ng
1
4 + T T s ; < 2. T -
; = F== e F=r == " ==
k-4 i g np
a—.
o
T = >
my __——oy
+ T > e —tgt
;f = . £ . ! eu o —+ s
P L i — F=mp
%
3 X e : ——
g - o T
s P e P et
= = : = =
Ak 7 e s = T “ F—
P R S i b — i
f —!
b
m,
Fop— T » s T T — - F
— = + e T T =% T T T * T
e f = Y —rr Yor——g + 3 Yrr
\ e = T
V. E.CL.6738

121




& ®
/oy 2
Engl.H. 5 =
i gs
p—>Nog b :
Horns. 3_&— — { 3 X %
i1 J dol
i pdolcissimo
] —c——— CTESC. - - .
| . . Y
| Sole Bar. [P —t——f+—pF Pyt : e e = == o= | ;
1 ’;‘ { ru-sesare pale enough for me; the sound of the wa-tersof se - a - ration sur - pas - ‘seth ro - ses and
h Ro.se ist dlaf genug [fir mich; das Rau-schender trax-ri-gen W% Iw(ﬁg%-btr -t6 - nel KRosenuxd Mu-
! I s L~ [ b be b&be babe N f> ba
{ 1 tt o ot | — s i >e T +—F T T—t =+ F—1—F— Es
! (= = =1 ===
{ ] ¥ ¥ — crese. - - —_—
#! V.1 I[ 1.} bid " .'W S /'“bl ana
#t ~ A = + ey : =  —_ s — = 7 T—1
| Iy = == Tt : — — ie— 7 ]
B I pp [~ T —_— =p cresc. - o o T ———— 7
?‘. H Lo} D B re— .
B g e e : = —— P i — T
i 53 s — T = T 1 : f } 7 e
i \ V.. ? ‘. id il il — p crese. - | - f ¥ —
| = T T T v
; 5 == f— 53 et e T — &
{ l“';_*——;_i/. % —_— crese. - .\}f —* ——
T,‘ﬂ’_‘;‘ . & z
52 = — + ns > 2 T T+ >
=== = : 5 TS :
i Violas. Vi —_—— np cresc. - - 7 p—
! " — : — : —— = et
] e = = .; b LT S z 77 s e . > L~ —
h rp———rt— ~ I e crése. - - f —_—
i =F e == == = .
i oo ¥ Lot e T T T ;
) Cellos. A‘;\—"“ —— [mp crese. - - f e
{ =2 ‘ ———t——— —
i e 1 @ >~ . - XX
i A Z_ b7 E 3 —
i N— S e —
i P=——= |erewe. . i :
! C. 8.
ba
drlrss ;
i @ 3 ) S I f
Ll - = e et > X
‘ 0% i } z : —¥
) TR dolcissimo \PPP =
i J 43 L —Se2a_lzel < ~
5 - & to2f D T =
] Engl. H —— Nap T e
il B ?— — - = —+ = + e e
p— s === )
{ A I
, N: 2 =
t b - - e > 4
Clar. 3 ",! IP}’ I
u.m.) 5-_’ == T — =
= — = = 3
[ O, | o %
£ L2 ;
(IR A 1= T - 4
T For 18] T o 5
Horns. 51l A | P S P 9
i v oy — = r ¥ : t
B J = = o= = L
[ o o PR S AN .
i} ¢ T =
i Yo mbal g NN, ba b, 2 o — % °dn
; " Yo T —= e o B = Ty
Salo Bar. |2 ¥ s 1 == Y = —F > == T == D T o e —— !
! me - lo.dy. By the sad waters of se.psration di_r_r\-l)" 1 hear from an hid . - . ienriacelhe
s, An den traurigenBassernder Tren - nung Adrichnurschwachk aus ver.bor - - genem Urt das . .
i _5__’?0 = .
i 4 fr—
v.1 W P
A== e =
| = —
f Lg—= T
== = ==
VoIL N L
3 & = == —
| 3 f S
{ S = ! : —
Violas. ( F » P N
| =5 ) R
=2 = = = —
FA— PEs
| S——— 4 N v X & g
R Cellos. i 4 4 i
¥ =
; = e | > Sm— 12 ST -
$ P P e 7
s :
c..8. = >

7.E.C.L. 8738

122




383
Ay it. atempo @ ﬁz?

rL.I P(s*ﬁ = = i+t
$ e by |
0b. L_g:r = = —: »
s Fani 2 £ aj
carl. [th= == e
At :
N _— ot ~— ca3d PEEY N
sote Bar. |EF= = e e e == |
: - - : p— =
sich  ofmine an<cient a-do - ra - - tion: Hardly can i rememberyour face. .
Sexfsenderver-lo - - re-men Lie - - e Fast ver-ges - senAad’ich desn  Antlits.
eenlord./’m l"l.'.-,g’r—\‘, a.temgo
o L e E ErClon, v e gE#&_ parf ix - senzasord. _——
(_J —F — e g e =R T L
e ) S o & ) S—ues 2
A T 1
V.I n 17 — )
o o e e— Eree e
v e — Pyt
" P — ——
= T T t T T T
oh—3 = = X — S—F
VI Y FP —_— 7 — = T
i 7= c:
~——— | - -
—c——1
L £r —_— o non dlv.
— a: = oo .
Violas. gl —_— ¥ T $ T
Vs === = S ==
S — ¥ S ) A
rr — 1 B~ 3
T : : T et
- — e 5 xt R e
Cellos. Joid —_— P st
=g
- L2 A—F = = T
— — 14 balves only —T
c.B. 2 et
= o
’\ T P =
/y £ @
Fl.L is’ ¥
) .} P *a ]
ob. T T
) P4
| 0 ¢ »n/
—£-¢ + =
EnglB. BNt e o
dﬂnm 7 —_— I
Clar.1. Rfe—e—"F
S
yo) =1 1/_1—1 T +
L. (E—= T Ty —F e s
™ — tg 4 — g~ = 3
Horns. ’)'I r\L&L——r I
ey (= I .
2= = 3 = = —
lflﬁr r\L ==y" — S—— B
' A LCp
Tenar Tramb 2 e
y | I—T__tepr-
P ~
. y— : : [ Merers N - heidet o e ca 0w
o Bar. 7 — z B S S— — = 3T e — > T o i = — e —_—
- — ¥ T = —F = i . < —+ - T = —+
If you be dead no proola-ma - tionsprangtome o - ver thewastegray sea: Livingthe
Bisf duschontot Kes . ne Bot - achaftd % - berd XMeer: Led tdg'
/-r\ & wﬂ-"‘ - - eraas g"ﬂ“- [ 4 eer: €09, «,800
4 S 8 TS e
-— —p e : - —
ey = = e = i e £
V.1 -‘_  ——] my . ;‘zf g o
A== = T e — i :
& = : : E— = S L T
4 - = ontne bridgt _ ordirary
% E —= : s XX o — — < = ——t=
; -IL K0 . ontkebridet 7Y il 3 i Loz B
b iﬁé-— jm s < = X J; = 7 = 5 : ==
v [ SPp— = § — — w;
vo (b7 ] e
Vi = non div. — -~ . ] ba b bs T o
olas.  fe ; St = = =
bl = z =7 | ! =f——" = T Zz—
¢ - T - v | iep
iwd X ul < > -~
Callos. = S S n = o - - p ]
Foye 44 i a7
= - . -
g S F 2 = — =
B bw- £ T mf ~— I o - -
C.B. g3 T ¥
R——‘#._{.T = = roemsrm T30 > - wrt F = = =
5 F—— 7 E.C L.6786¢

123



@ o z 3 3 54 A
T e q Q¢
i Bl i ] i
I ™ M- s \ - : H R il S
¥ 4 : ' -.. N \N»JT .r: ﬁ”. \A, 1
L 1 ) O
La HL T 0T &«
TR T
4 L R i m..m Ao m9 Ng Aa-
\ \ 24 mw R /m» /M /vm I
Alle glle it ERC il SIS IS .,n S
p L 941 ¢ ' ' .
IW.H. «.m.”f lf ] .
3 T Ui il Ll e
. 4 H o
o] a un. ‘ i m m m m m
Il SIS Ml IRl alll & g s lllled Y <
® o ‘4 41
R O A A =
M HHET (NS (e s WE e
@ H gﬁ ERd L B} i R M.u.
(L .lr 1 ".. °
\ 3 nrnl ;n..ﬁ M ﬁ | m ik
- ‘R 1 i1 o
|| o NS MRS LS 11K o
4 “
I wE =
s H h; ' ! . .
Rl ".m L H J Bl 1R
AR
(J R 1 S 1 O i
il
a % !
1] .m “ n . T 't N 1 HY
0. WD e D
u fe i R ! y
| @ ” || v L X' L .
| PM AJA ?m < s lécn. K §
\ O 1 7 | -3
il rJ..u ﬁ.‘i lm ﬁ -
1 R b ' T g T
....u 13 b m-m ..“.“ xn._v-v H lL g.i‘ v H #
J.J n 1T £y itd f
H K ] 4% Wil n R4 H
i il e a qam -«
e Hen  Heh e N Tk b b d i L Wp i il
N ; ———— m T —~———— ——————
] S-SR I - B S BRI A e
A s ] 5 H s £ ¥ é : o ¥ 5 3 i
2 8 $ u




85

LY EE I
T I T I B DT ]
4 a CAl L
s el® o, Y R ! Nitiin 11[¢ LT i f 54
B 1
L]
! ERAT \9 L \a I [HIME
Al AR, : i 21, liol[B, L] .{r.v..n_ m ﬁ f\ i gl
1.“ 1”4 Il ™ H o W Wl N g Al = ..‘-l
" i AR | _ﬂ o SR ot [l A i F.i; ’ \f Lﬁ,w
Ll J LMN .ﬂ 1] m Tyl Ju ~d E_rﬁ. JA“r
-H Hd i ] H [ 1381 H
IR T-: » TR ] AR T [y ’ .A - —WH
/ gﬁ e e e /! iR
Lt

the

dArend die

§
11
F‘
rpP
|\ PP
rr
s
PP
.
o4
o
z-
rrp
i sad
frau
——
£
2
&m?a_ﬁ\p
828
I
=

©
— ] 'Y
J 0 SRRl
0 i
H ! aﬂ m__um TIH|& | LRSS -
(9]
Aq _," & ]
-] Hie . . :
i . [HY w111k °
h_ o nilX all=14 H .
@ — J.M m Pil. Pil. 1 N ~
| 13 ! 1 Rt H L
£ N § f " w.
ﬁ =8 K H e ﬁ L
mb H m il -NIl o H n 114 |4
JiER
2 otd
- ~
e || il il
=)l | |
1NN il ECR I:| I
11153
&
33 I b g E B
H A . o
LY
10 1 v &g |4 ]
sd 9 [lﬁ N
p - &
1 19 1 N § ..m...m A | Jf J. R
W A n»nv tH H : .m._.r.m. A" 1] Anﬁr. M AT
| ) i1+ ) .in_.v 1) - ﬁ R ( % |
e ml Fe o aN N P S e & o o o) N O B R )
N ] L g d h : 4
. II\I\.’\ /I\ll\n'\ m Ls.u m .
: 3 2 g : 5 g & 5 g P § £ 5 3 ] r
= a B - t = =8 B B _m a g I - = 2 S 9
- < ) g ] S ] v 2 a e e e c 3 p
& L] ° @ L] = & -m a 2

)

1l M1 T MMMy 7MY A”-G I . 2 .

L /ATTTT 2JTTTT 7ITTTT STTTTT =TTm




36

slower. @

enT

G, 5 K Sied s 41 KM o e WE, e 44 444 L
= ey _ _
S R N
uv _»\ uuﬂ uv
1
a,
) w\m w.rm W uvm p
b, A \
‘mﬁ ) :
iy b 13 0D p
i HL
1n i »
,T | n 1_n ¥ Hp w
_ M
puil Il ) e llE > |lllp
TN
.-ﬁr 11 ‘
fr
4 W \} 0. Jo p
)l b ¥
HH 7 3 .Jb o TTHP P
\
H Lo & ) - Tl
.- gm0 (B K KL .
-5 22 ]1[p " M= 1THP  5|||[P
IEE
l- .m..lu
H B ¥ hed
b N N b Ib ML i3 b |lBl sl
ﬁx ...m_m ~tsrih ) I8
e < 9 hﬁl P.l R
_ I 1 ol At - bl |
o _w .m m -F m S m; i I noum J41TT |.ﬂ u ,N ._er IM rr
_ ] il m ANH it d 118
, i o Sy
p it/ \l3 : : : 10 T i/ etk 1
i : _ U o9 - -HHs LI 3 |
E % o | i
o N b K = a A sws we il ek Nk wmon o
” S —— ——————” S —— ~——
= = 5 > 2 5 E c = 4§ E = m ] ; ; v ;
= E 2 A 5 H g = = a g a 3 @
m o S @ ® S Tm m m > ..m : U

FECL 6738

126




L]

HH

Ml

HH

fifl

" N

[l

1
LU

M‘l

I

Il

M

]

e

(il

e

Hil

vl

il

te B

il

Delius should link a similar emotional theme in music.

: ¢ pplD
Taking this one step further, the opening of Sea Drift™~,
(written in 1903 but first performed while Delius was working on

the Songs of Sunset), a work which once more explores the eternal

human tragedy of loss and separation, displays this descending
melodic shape in the woodwind, but it appears in a new guise,

both in terms of rhythm and pitch: (Example 8).

After Appalachia, Mr Threlfall completes his article by

quoting the final version of the melodic fragment as it appears in

the String Quartet of 191616, having been synthesised by the

operas Koanga and The Magic Fountain on the way:

a e e iy, Feessmws s oS Ew = !

! 1
gh?bh, . vl 1 18 1|
bl 7 A" | 1 1 " &
@f U 1 : L‘} S gt

EXAMPLE 9

'Herein,' Mr Threlfall writes, 'all the separate
elements of the above excerpts from Florida, The
Magic Fountain and Koanga have coalesced to form

one sweep of passionate melody very different from
its context and from other works of that decade.
Inevitable as it sounds, we now know that this
sentence, for all its beauty, is in fact synthetic;
but now we have traced its origins we also realize
how special was the meaning it must have had for its
author comprising as it does elements from the most
emotional moments of several of his Florida-based
works composed over 20 years before. Who shall say
what memories conjured up to the composer these few
bars, being as they are 'a backward glance o'er
travel'd roads'? Roads from that place where,
seated like Buddha beneath the great tree, he first
saw life clear; and realized as in a prospect before
him how his life was to be that of a creator of
beauty in music.'

This final version of the melody is in fact synthetic as
Mr. Threlfall writes, but even more so than he assumes in his

article. By comparing all these passages quoted above with the

copy of Marching Through Georgia, it can immediately be seen
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that the first two bars' introduction to this song are the

real original source of Delius's inspiration. Mr. Threlfall,
however, 1is not alone in missing this source as Christopher
Palmer, in the chapter devoted to America in his book Delius:

Portrait of a Cosmopolitanl7, also misses the original source.18

Herein lies the evidence needed to support the belief that
Delius's genius was not just sparked off by the 'sights and sounds
of nature' but that its roots lie in the American popular, or

synthetic 'folk' music of the last half of the nineteenth century.

The next two songs to be discussed, Dixie and Yankee Doodle

are included because their melodies form a substantial part of

Delius's unpublished Appallachia (sic) - American Rhapsody for

Orchestra of 1896, a work crucial to the understanding of Delius's

work at this time, discussed in Chapter 4.

Dixie, or Dixie's Land to give its full title, was composed
by Daniel Decatur Emmett for Bryant's Minstrels, New York, in
1859. It is one of America's most famous songs and was written at
a politically active time in American history. The words of the
song, although expressed in rather humorous dialect, make it clear
that the Black American, just prior to the Civil War, was resigned

to his lot in 'Dixie's Land', the deep South.
Musically, the song is typical of the many 'walk-rounds'

Emmett composed for Bryant's Minstrels between 1858 and 1866.

It contains thirty-two bars, alternating a soloist with a small
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chorus followed, according to custom by a 'fiddle tune' of
eight bars' length with a half-close in the middle. Emmett
wrote the following about his 'walk-'rounds':

'In the composition of a 'Walk-'Round' (by this

I mean the style of music and character of the
words), I have always strictly confined myself

to the habits and crude ideas of the slaves of
the South. Their knowledge of the world at large
was very limited, often not extending beyond the
bounds of the next plantation; they could sing of
nothing but everyday life or occurences, and the
scenes by which they were surrounded.' 20

In his book on Dan Emmett, Hans Nathan describes the

‘walk-'round', a popularised version of the Negro 'shout':21

'The whole minstrel company attired in varied

costumes, such as one might have seen on a southern
levee, assembled on the stage ... in a semi-circle.
Near the footlights were a few comedians who became
active during the first part of the walk-'round.

They alternately stepped forth and sang a stanza,
interrupted by a brief, pithy passage of the entire
group. Then everyone on the stage sounded the final
chorus which followed immediately, and to the
concluding instrumental music, the solo performers
began to dance in a circle with boisterous and
grotesque steps and rowdy gestures. They were prcbably
joined by the rest of the company in the background,
who had previously furnished the percussive accompaniment
by clapping their hands - sometimes together over their
heads, sometimes against an elbow... or sometimes on
their knees - and stamping the floor'.

The solo-ensemble aspect of the ‘'walk-'round' is
immediately recognizable as an acceptable Negro element, a
fact Delius clearly realised when composing the closing chorus

of the 1902 Appalachia.

Dixie (Example 10) soon became one of the greatest song
successes of the 19th century being taken up all over America
and brought to England by the visiting American minstrel troupes.

There can be no doubt whatever that the song would have been in
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the standard repertoire of these troupes performing on the various
Bradford stages of the late 1860's, 1870's, and early 1880's,
synonomous as it was with the Confederate behaviour which the
minstrel shows were trying to parody. Proof of its appearance in
Bradford minstrel shows of this period can be found in the edition
of the Bradford Observer dated 22 September 1864, already noted

in Chapter 2, page 79. A report of a performance by the Christy
Minstrels in St. George's Hall noted:

'The evening's entertainment closed with the celebrated
walk round entitled The Rocky Road to Dixy'

Although this is not the corrected title of the song it is certainl:
Emmett's I wish I was in Dixie's Land; the 'Rocky Road' probably
corresponds with the last line of the fifth verse 'To Dixie Land
I'm bound to trabble', expressed, of course, in parodied Negro
dialect. It was in the context (not at the performance,but

surely at performances in later years) the the young Delius no
doubt heard it for the first time and must have been overwhelmed by
it during his American visit in the mid-1880's, if its appearance

in the American Rhapsody is anything to go by. Yankee Doodle

(Example 11)

Both the words and melody of the above song are evidence
enough of the tremendous variety in the settings of the tune
Yankee Dooble. The history of the song has been extensively
researched and chronicled in what is still the most authoritative
document produced on the subject, Oscar Sonneck's Report on the

Star-Spangled Banner, Hail Columbia, America and Yankee Doodle.23

Writing this report in 1909, only some 13 years after Delius

used the melody in the American Rhapsody, Sonneck says:
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0ld Missus marry ‘Will-de-weaber,
Willium was a gay deceaber;
Look away! &e_
But when he put his arm around’er,
He smilled as fierce as a ‘forty-poundéer.
Look away! &c_
Chorus— Den I wish I was in Dixie, &c_

3.
His face was sharp as a butchers cleaber,
But dat did not seem to greab er;
Look away! &c_
Old Missus acted de foolish part,
And died for a man dat broke her heart.
Look away! &c_.
Chorus_Den 1 wish I was in Dixie, &c__

4.

Now here's a health to the next old Missus,
An all de galls dat want to kiss us:

Look away! &c_
But if you want to drive 'way sorrow,
Come an hear dis song to-morrow.

Look away! &c_

Chorus__Den I wish I was in Dixie, &c_

5.

Dar’s buck-wheat cakes an ’Ingen'batter,
Makes you fat or a little fatter;

Look away! &ec—
Den hoe it down an scratch your grabble,
To Dixie land I'm bound to trabble.

Look away! &c_

Chorus__ Den I wish I was in Dixie, &c_
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Yankee Doodle 383
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7 It scared me 80, I ran the streete,
Nor stopped, as I remember,
Till1 I got home, and safely locked
In granny’s little chamber, Cho.

8 And there I see a little keg,
Its heads were made of leather,
They knocked upon’t with little sticks,
To call the folks together. Cho.

9 Apd there they'd fife away like fun,
And play on corn-stalk fiddles,
And some had ribbons red as blood,
All bound around their middles. Cho.

H
L 4

g0 The troopers too, would gallop up,
And fire right in our faces;
It scared me almost half to death
To see them run such races, Cho.

11 Uncle Sam came there to change
Some pancakes and some omions,
For 'lasses cakes ta carry home
To give his wife apd young ones. Cho.

13 Bnt I can’t tell you half I see,
They kept up such a smother;
So I took my hat off, made a bow,
And scampered home to mother. Cho.
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' "Yankee Doodle" is sometimes called a national

song - incorrectly so, because with a now practically
obsolete text or texts, it is hardly ever sung, but
merely played as an instrumental piece. Though no
longer a national song, it is still a national air
and second only to "Dixie" in patriotic popularity.
For one hundred and fifty years "Yankee Doodle"

has appealed to our people, and the tune shows no
sign of passing into oblivion.'

He goes on to write:
'It may be added that the air has found its way
with more or less effect into the works of 24
modern composers as Rubinstein, Wieniawski, Schelling.'
Had he known Delius's 1896 version of Appallachia he might
even have included his name! It is important, then, to recognise
the element of association which this melody has as an expression
of things American. Puccini's use of the leitmotvic Star-

Spangled Banner in Madama Butterfly of 1904 is another example

of such musical association.

Sonneck acknowledges that it is virtually impossible to

identify the origins of Yankee Doodle but states that the tune

was known as a Lancashire hornpipe as early as 1658 basing this
date on the words 'Doodle...Dandy' which appear in the play

The Witch of Edmonston by William Rowley, Thomas Dekker, John

Ford, etc. Sonneck supports his statement by writing that the

23 The history of

stresses of the words seem to match the melddy.
both words and melody of this song are indeed tortuous and it
seems almost impossible to give a precise dating for their

origins, especially the melody. However, Sonneck seems to be
most convinced by the theory that the tune had its beginnings
with British soldiers in the American colonies around 1750.26

Since that time it has been absorbed into American Folk-melody and
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has taken on the appearance of a national air. Whatever its
origins , what is certain is that Delius would probably have
had his knowledge of it strengthened during his 1896 visit

to America by the almost 'official' version of the melody which

Sousa published in his National Patriotic and Typical Airs of

all Lands in 1890, although Delius's use of the tune in the
first version of Appallachia bears more resemb lance to earlier
versions published in 1798 by G. Willig, Philadelphia and by
Raynor Taylor in Martial Music of Camp Dupont, also published in

Philadelphia around 1818.27

These three American melddies have been chosen because they
were an obvious musical incarnation of what America meant to
Delius in the 1890's and, presumably, because of their musical
potential as Delius realised when he combined them towards the

end of Appallachia as shown below:

EXAMPLE 12
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Although these tunes stood out in Delius's mind they are

only a symbol of the musical melting-pot that he experienced
in late 19th century America. Some examination of his likely
musical surroundings at this time is necessary then to grasp
a fuller understanding of what is probably the most important

ingredient of Delius's formative years.

This most important ingredient was the popular musical
idiom, both sacred and secular, of that great sentimental age,

the last half of the 19th century.

It is the music of Stephen Foster which characterises the
music of the 'genteel folk' so typically. Although he wrote
several songs for use in the minstrel shows, mostly in a
characature of negro dialect, by far the greater proportion

of his two hundred compositions are songs written for home

consumption, not even salon songs but parlour songs written purely

for private, family gatherings around the piano in the front

parlour. These parlour songs, about 150 in number contain music

well-known virtually since they were written, and they were

certainly a formidable part of the 'genteel sort of musical

29

edification in the bosom of the home' in 19th century America

and England.

3 5 30
One such parlour song, Hard times come again no more~™ ~,

will serve as an example. (Example 13)
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% ‘ There’s a pale drooping maiden who toils her life away
With a worn heart whose better days are o'er:
. Though her voice would be merry, tis sighing all the day_
f{ Oh! Hard Times, come again no more.
4548 Chorus. Tis the song &¢
ad 4
i 2
g Tis a sigh thatis wafted across the troubled wave,
"Tis a wail that is heard upon the shore,
"Tis a dirge that is murmured around the lowly grave,—
Oh! Hard Times,come again no more.
Chorus. Tis the song &€
Hard Times Come Again No More 47
]
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The text, as Wiley Hitchcock states31, is one step removed

from American speech and has about it a rarefied atmosphere of
cultivated gentility. Although not heavily sentimental, Foster
is commenting on what was a very real and immediate concern

at that time, the poverty and 'hard times' of the black
American people, something with which he came into contact when
visiting negro churches as a boy with black family servants.
Musically, however, this is a song which owes nothing to the
music of the black Americans. Its roots lie undoubtedly in

the English ballad-style of the 18th century, the Anglo-Irish-
American, otherwise called Scotch-Irish, traditional songs and
in the more contemporary gospel songs, especially in the
evangelical-sounding chorus. Most interesting of all, however,
especially as far as Delius's style is concerned, is the opening
pentatonic two-bar phrase, which could so easily have found
expression in some work by Delius harmonised, admittedly, in a
more densely chromatic idiom, as Foster himself indicates in

the following two bars, possibly as follows:

g;fkb S | P M f I
b 14 3 7 i = 1
[ o P o ™
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EXAMPLE 14

This fragment is indeed not far removed from the following quotati

from Over the Hills and Far Away,32 and to return to the opening

argument, the pentatonic fingerprint from Marching Through Georgia

(see p.106) is also present in this quotation, at bar 138 in the

first violin and is echoed in the first and second horns at bar
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139. (Example 15).

Another example of this same stylistic trait can be found

in what is perhaps Foster's best-known song, 0ld Folks at Home33

of 1851, a real 'Ethiopian' melody (Example 16). An Ethiopian
melody was a typical pentatonic song with simple accompaniment
and somewhat sentimental in nature of which Foster's 0ld Folks
at Home is a fine example. It derives its name from the
Ethiopian Opera (see Chapter. 2 , page 74 ), the title often
given to minstrel shows in the nineteenth century. As this type
of song was an important feature of the minstrel shows it seems
logical that it should be called an Ethiopian melody.

Textually, the song deals with the almost familiar Delius theme
of loss and separation, characterized in this song by the
deracinated negro situation. In its celebration of the good life
among the old folks far away, Foster conjures up a stereotyped
southern setting with its yearning hints of the River Jordan
and the Promised Land. The song was, of course, written by
Foster for Christy's Minstrels, not, as the legend states,
written by Christy himself. Although it was quite specifically
written for the minstrel stage, it has music in common with the

previously quoted Foster song, Hard times come again no more:

a persistant I-IV-I chordal framework, an almost exclusively
pentatonic melodic structure and the Scotch-Snap rhythmic
figuration, the last two musical characteristics being at the

root of so many typical Delius melodies, for example, the

Appalachia melodyll + 13, the glorious modal melody quoted below

from A Song of Summer of 1929 o
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EXAMPLE 17

and the nostalgic middle section of the second movement of

the Third Violin Sonata of 1930:
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EXAMPLE 18

The pentatonic, modal and Scotch-Snap ingredients in these
melodies, to quote but a few, draw attention to the folk-song
elements in Delius's work, depending on whether such elements
as in the above quotations, are considered 'folk' or not. If
basic Americanism is accepted as fundamental to Delius's style,
then a Scandinavian influence must also be similarly acknowledged.
3y incorporating such melodic material full of spiritual
association into his music Delius was only carrying on in the
footsteps of the Norwegian nationalist composer Edvard Grieg,
who taught him at Leipzig from 1887 to 1888, carrying on, that is,
the tradition fundamental to Grieg's style, that of a
miniaturist exploiting the pentatonic and modal nature of
Norwegian folk-song along with a highly developed sense of colour
and atmosphere in his chromatic accompaniments. Christopher
Palmer has pointed out36 the similarity of Delius's basic harmonic,
melodic structure to that of Grieg. In works of both composers
the top and bottom voices define the main lines of progress acting

almost as a sop to the highly chromatic inner parts. Delius
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built firmly on the principles Grieg established.

In an article 'Delius and Folksong'37, which is paraphrased
38

in his book Delius, Portrait of a Cosmopolitan~™ , Christopher

Palmer questions the origins of these folk elements in Delius's

style. Palmer quotes Eric Fenby's account of Delius, in later

life, enjoying records of Ol' Man River sung by the Revellers39.

He continues by pointing out that QOl' Man River is itself a

stylized representation of a negro worksong incorporating these
Delian melodic characteristics of pentatonic scale and Scotch-
Snap, familiar ingredients, he states, of negro folk music of

the pre-jazz era. However, 0l' Man River itself can hardly

have been an influence on Delius as it was composed by Jerome Kern
to words by Oscar Hammerstein in 1927, and first introduced in the
musical Showboat. It is then hardly pre-jazz, but very much an
artefact of the jazz age. Mr Palmer further confuses the issue

by stating that 0l' Man River shares these musical features

with Anglo-American folk-song, one of the prime contributors

to the formation of the negro folk idiom in 19th century America.
This is, of course, true in a very roundabout way but very
misleading and fails to pinpoint the real source of origin.

0l' Man River is in a direct line of descent from Stephen Foster's

0ld Folks at Home, written some 76 vears earlier; it is certainly

a stylized song, hardly representative of the negro worksong but
rather lies completely within the tradition of blaqk—and—white
minstrelsy. Mr Palmer asks the question what could be more
natural than that Delius should seek to reproduce, consciously
or unconsciously, certain idiomatic features of the actual music

which had stimulated his creative urge. The answer is, of course
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could be more natural but Delius's own rather

that nothing,
romantic notion that the sights and sounds of the indigenous
black folk of Florida acted as the stimulus must surely not be
taken too seriously. The real subconscious creative urge was
provided by the music of the blackface minstrels heard as a
exotic environment,

youth in Bradford, and again heard, in a new,

in the music-halls of Jacksonville. In later life, then, it would
be very natural that Delius should take so readily to Jerome
Kern's recent composition and that it should remind him,
subconsciously, of his youth. In spite of many interesting
insights into Delius's Americanisms in his article Mr Palmer
concludes by making the wrong assumption and, thus, completely
misses the crucial point. In his book, written some five years
after his article, Mr Palmer has still failed to tackle the real

source and take the issue any further.

If the argument is returned to the 0ld Folks at Home, it

needs very little skill to turn the opening into what is passable

Delius pastiche, 1896 vintage:
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and it is interesting to note that when Delius was writing
his first works influenced by music such as this in the mid-
1890's, Dvorak set this very song for solo voices, chorus and

orchestra as a gesture of affection for his temporary home.

Another example of Foster's lasting influence on parlour

music-making is provided by his anthology of instrumental

40

music The Social Orchestra of 1854. It included a number

of his own works, some arranged from songs but others originally
intended as instrumental pieces. The anthology is, as H. Wiley
Hitchcock puts it in his introduction to the recent edition,
a collection of songs, dances and opera airs popular among
genteel music-lovers in pre-Civil War America; as such it is a
revealing historical document of the musical taste of the time.
Indeed, in some of the programmes in the chapter devoted in part
to the musical life of Jacksonville during the period that
Delius was resident there, the similarity of musical material
is immediately apparent. Foster arranged many popular melodies
of the day for solo instruments, duets, trios and gquartets,
mainly for combinations of string instruments but the gquartets
also contain parts for flute. In the words of the publishers
the material is

'suitable for serenades, evenings at home, etc.

Having long noticed the want of such a work, they

have determined to issue one that will meet with

general approbation and have accordingly confided

the task of selecting and arranging the melodies

to a gentleman of acknowledged musical taste, and

composer of some of the most popular airs ever
written in this or any other country...'

The publishers were gquite accurate in their assessment of

The Social Orchestra for the volume was a considerable success
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and continued to sell well past Foster's death in 1864 and on

into the late 1880's and 1890's. In fact it can hardly have
escaped the young Delius's attention in the many front parlours
he visited as a very welcome overseas member of Jacksonville

and Danville society.

This is, then, the main case for presenting the music of
black-and-white minstrelsy of the 1870's and 1880's and
the popular parlour music of the same period as being the
most important American musical influences on Delius's style.
These, however, were not the only American musical influences.
Delius certainly was aware of the 'sights and sounds' that

surrounded him especially those of his musical environment.

It is very difficult, if not impossible, to ascertain to
what extent Delius heard indigenous Afro-American music while
resident in the U.S.A. during his two visits to the country.

It is certainly easy to understand that Delius could have
misunderstood the nature of minstrel music, if indeed he thought
about it. During the last quarter of the 19th century genuine
Negro minstrel companies were organised, and there were even
mixed companies, the first half of a performance being presented
by whites and the second half by Negroes.41 The music used by
the black and mixed troupes was typical of the earlier blackface
minstrels, and included ballads, comic songs and specialities
such as spirituals, other religious songs and operatic airs.
Eileen Southern states42 that the songs of Stephen Foster were

very popular and the bands accompanying the black minstrel troupes

since they played most of their engagements in the South, always

played Dixie, 'the favourite tune of all southern audiences.'
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Towards the erld of the century accompanying bands could number

as many as 30 to 40 and the whole presentation became extremely

well organised entertainment.

Looking back to the minstrel troupes which visited Bradford
during Delius's early life there (see pp.78-80) it can be seen
that both white and black troupes appeared in the city, that is,
if the advertisements and reviews in the local press of the time
can be taken as being totally accuracte. For example, Christy's
Minstrels, performing in Bradford around Christmas 1862 are
described in the Bradford Observer as being a 'troupe of
coloured minstrels', yet a local group, the Bowling Coloured
Minstrels, are clearly blackface minstrels as were indeed
Christy's Minstrels when originally formed in the early 1840's. I
all probability, however, the description of the 1862 Christy
Minstrels as being 'coloured' is misleading as, of course, there
were no black troupes before 1865. Certainly then, it is very
feasible that the Georgia Minstrels, appearing in Bradford during
July 1868 were exactly what they were described as being (see p.7°%
. )

'gigantic American Slave troupe... the original

and only combination of genuine black performers

in existence ... sixteen real Negroes, who prior

to June 1865 were slaves on the plantations of

America'.

The young Delius would have been six years old when this
troupe visited his home town. They may well be the 'Christie
Minstrel [ﬁ] ' referred to by Clare (See p.74 ) as this title
could have been used by her as a generic title for all minstrel
shows. Anyway, some further comment on the Georgia Minstrels

is appropriate at this point. According to Maud Cuney—Hare43,
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quoting from various contemporary American reviews, they were
the 'masters of minstrelsy' drawing larger audiences than any
white troupes. They were formed immediately at the end of the
Civil War in 1865 and consisted of twenty-one Negro performers,
many of whom were trained to a high level of musicianship and
performed outside the theatre, entertaining in church concerts
and private homes. Their performances were described as

'excellent; their puns, jokes and stories,

fresh and laughable... The performances of

the troupe have happily filled a void which

existed in the amusement field.'

Miss Cuney-Hare quotes another review saying that the Georgia

Minstrels' entertainment is novel

'from the fact that it is native and

not imitative, commendable because it is
wholly refined, and most pleasant because
it is always artistic.'

A note of caution must be added to this last item because no
'native' performance was ever 'refined' however 'artistic' \

it may have been, as will be shown later in this chapter.

In the chapter devoted to the musical life of Bradford, {ﬁ
it was shown that endless numbers of such minstrel troupes i
appeared in Bradford throughout Delius's youth (see pp. 78-8C).
What is certain, is that they all shared similar musical material

with a strong predilection for the sentimental, Scotch-Irish

AR

e

plantation-style ballad of Stephen Foster and his imitators,

strongly pentatonic, slightly modal, spiced up with a tinge of

e = R

late 19th century chromatic harmony, and these are the basic

I nh

ingredients of Delius's early musical idiom.
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So, in a sense, the young Delius would see troupes of
'genuine Negroes' such as the Georgia Minstrels as being
highly indigenous as he would have been totally unaware, even
for the rest of his life, of the history and implications of

minstrelsy.

Forgetting, then, this as being his first contact with
the so-called music of the American Blacks, let the argument fﬁi
return to his own well-known description of his experiences

of Negroes singing in Florida and Virginia (see p. 73):

'...they showed a truly wonderful sense of
musicianship and harmonic resource in the
instinctive way in which they treated a melody,
and, hearing their singing in such romantic
surroundings, it was then and there that I

first felt the urge to express myself in music.'

It is impossible to know exactly what Delius heard at
Solano Grove in 1884 from the above reminiscence of a later date.
It is possible, however, to come as near to the true picture

as present-day scholarship will allow.

It cannot be denied that Delius heard certain musical
figurations totally alien to the rather genteel minstrel music.

His Florida Suite of 1886-1889, particularly the third movement

Sunset contains obvious evidence. The first hint of Delius's

long association with Marching through Georgia appeared in

the little pentatonic oboe phrase in this movement as noted
earlier (see p.109). Just before this, after a lengthy
introduction at the beginning of the movement, a passage begins

at figure 3 marked Danza.44 (Example 20).

164




Example 20 !

74

-y e e e e |
Obee 1 12 I—Xfx 4
L i
i
p—tp gy L —3— f
ca b == =
P — » ——
Sb§ +
1 Sir—v — o — =
g 1 % ,‘ P
—
Olts P =
Iaa
B:b b —_ —— i
1 _@th_? ~E et 4
s §
# \_—>— ’ p— |
i
P W e . i
1 s ==iZ > T -
+ + T .3 O
P — y —
Beas
R e} —
u =5 = = 23
P —— P —
- e e e e e

/'&T"_—Q':.—_tq:;}!:r_-!'.—-zﬁ.—::;— IS e Eon EEl ST EE = ES SIS ES E
%:ln, 5 —¥ =¥ T4 —= P <]
Barp
SR | M=t =il fis__g-1 _ . | = -} .
I e P e e e P S s SeelSaas
g f ol E % bt
N
- R ———r— — E———
viat §E§r—=&ﬁg—tu_—.‘é:(% e T g__%.? S==
= [ = dim ;!b [
fro——r = =+ £~ — + = — s
vie.ul Y e e et e e e e
§ g i F' = (34—
— dim L c o -
P
—————— = ——Eﬁ:ﬁ—%a — S — .
™ E ﬁkg — }!3:;'}5@' g v 23F e L4 3 + m—
dim P v »
et ce ) te ol b gl e ol jo el Amlmm)
‘Calle —L“—‘F_—Q—A‘-ﬂ'j .'FF 2 _hb—ltﬂ P_L:l‘ :L&_ TR ﬂ'ih_}—h 3:——3'“—‘3 :ﬂ:—ﬁ;{i—
dim »
Fo—cprs e —de-——e ——te——p-——|o = P L————~ o =
ve B e e e e e e s Ay A Ao gy
14 720 7 V7 y v !_ v e
. L)

B &H 18482

165




e

S o

76

u}
i}

1
W
H ot o s g e g e e ==
| Ovoa I — =
Lt = < >
% il i [ p— i
£ i
i o f.——x ——r =
: il li Ca g (==
i sl -~
5 i }
| {hb = =57 ——
§ s 1 3% — ==
i ! ! Cite Ly ——
4 1a A
i [ - - —=
1 i 1 gg—————— S e T e S e e
il 54
1l " b g
! {
R Y e . . T Trany. PUDSS———
| 1 Vir——a = ===k —
P =
Bas
n = e e & = e
— v La
. -T—

el P e =l et e
5= E?!:frf rz—fL:‘z;]

—

N Ve == o—sre=-r === }"ﬁ‘:.‘"‘::fﬁ‘::.:.‘“.é—gf:'i‘
A R R E R I e e E RS

i 4 Via,
.= _
can ST
e gt e s e S ==
Dh \}F‘!:‘\._ e LI T e L e = =i

B &H 15e02

ot

166




1L
N (Tee ‘71 .1. bl u Y %ﬁ !
| n J IhA R Ihg » L]
w .&L T -u- u %Lﬁ. ......”. Amm i m.ﬁ ._..._
i I 14 {He - mf m P 2l
| I af afl B b
| 1LY I N N B |
ﬁ o E Dﬁ ) O | |
il il Il :
' el i
t H “ . 7. O il 114
.A% ﬁ;..d Jz | M - A w r.u',> Mi m{ 1. _ —
| 11! | m _n ) m i J 1) il /|
;_,_ Ink ‘ﬂm_ i IS i " f.uf mﬁm“. 1]
- * | o el B wdl W
| - ] ¥
: | i P O s
NM m nw ..onrr Mm- u.v mu"u ! M (o]
a< ﬁ ﬁi mm. e ._.... l., pil ﬂ% ﬂ.‘ HL ".. u ﬂ; MM. ; L. m ﬂ.r Hm #‘-Dlm”.jn “ —
= £ R [ il (ol E
1 | : BEE
J 4 x i b o e s bad A -4 pd =t ..
Ul / \.Z .L},i M I 0 - u,o ih ﬁﬂ R et wl f,‘ M Rt il ,.m.
LT TT T T R g 1
canljllx e mm,., SeH|RIR cqilli& il 6 |af® clglls clijivh cith/s asslllle G| [SeulllIs cdlers |4 ¢||FF
mw o AE 7
i\l > BRI
_F FMV A _ _f i d N N ! (an ¥ i )| B
=M o M i ) o H ! Bt N
s -l O Aa% g AN ﬂ. ﬂ.\ A e ﬂ umv ufu km ﬂ mmH\
N Nt — o ————rt N~ —

D T S



73

$-1 4

Bsse.

Sl —

. v

v

=

ig
T
v

—

ig
iz
e B e I

173

2= = ==

j——1

FESTEES:

I
=

FEP= = L

=+

e

ix
EEPS =
-
mp
dlv.
"mp

— =

D=

168

e s |

1R t ik I

A A lm.m

B.& B. 184b3

1

— R e e — o

{=sirsca:

==

-

e el sl el e Sl e R

—E
M /m

-

E

T

i

v

> —3
——b

e

l—r 3 —m2
rmm=r =

a—i»—;‘ﬁ;ﬁ@;

et

=
T

st

<

===

1=

e — = ——3

——fx-——g—t—g-—gt——A

R=—f=x1§

E=
B

Yia l

Yia.
‘Celle
DB

Harp

B




SO T Y T Bt A Derprsemate

The negro-minstrel banjo accompaniment in the lower strings

is interesting enough but what is more important is the
structure of the melody it supports in the violins. First of
all, the melody itself is totally pentatonic, complete with a
Scotch-Snap figuration but, even more fascinating is the
emergence of the 'blue-note' G sharp (enharmonic A flat ) at
the cadence point in F major in bar 6, page 73, of the above
quotation and again the 'blue-note' C natural appears in its

A major context in bar 18 on page 74.

This points immediately to what Delius must have meant by
'the instinctive way in which they treated a melody'. The
adjective 'instinctive' in this context hides, rather
euphemistically, what is now accepted as a pure jazz cliché but
in the 19th century must have appeared strange and wonderful

to the ears of musicians brought up in the genteel tradition.

Interestingly though, such mystified descriptions freguently
occur in the writings of those 19th century Americans involved
in plantation life. Perhaps the most important of these are
William Frances Allen, Charles Pickard Ware and Lucy McKim

Garrison whose book Slave Songs of the United States45, published

in 1867, presented one of the earliest and most significant
collections of Afro-American songs. Of course these early
ethnomusicologists only heard songs the blacks wanted them to

hear, as Bernard Katz has pointed out46

, but because they were
tentatively counted as friends they heard more than the slave
owners and overseers had heard. However, there were many songs

they never heard. Although this collection is an important one,

169




it is necessary to note that it was the first attempt to
'gg notate the highly improvisatory style of singing complete with
'blue' notes and all the other musical trappings of the idiom

and as such it is hardly adequate, as W.F. Allen noted in the

introduction,

'I have never felt quite sure of my notation
without a fresh comparison with the singing and
have then often found that I have made some errors.'

He adds the following in support of this inadequacy:

'The best that we can do, however, with paper

and types, or even with voices, will convey but

a faint shadow of the original. The voices of

the coloured people have a peculiar quality

that nothing can imitate; and the imitations and
delicate variations of even one singer cannot

be reproduced on paper ... There is no singing

in parts as we understand it, and yet no two appear to
be singing the same thing - the leading singer starts
the words of each verse, often improvising, and

the others, who "base" him, as it is called, strike
in with the refrain, or even join in the solo,

when the words are familiar. When the "base" begins,
the leader often stops, leaving the rest of his

words to be guessed at, or it may be they are taken
up by one of the other singers. 2Ind the "bkasers"
themselves seem to follow their own whims, beginning
when they please and leaving off when they please,
striking an octave above or below (in case they have
: pitched the tune too low or too high), or hitting some
3 other note that chords, so as to produce the effect

i of a marvellous complication and variety, and yet with the

most perfect time, and rarely with any discord. And
what makes it all the harder to unravel a thread of
melody out of this strange network is that, like
birds, they seem not infrequently to strike sounds
that cannot be precisely represented by the gamut,

el and abound in slides from one note to another, and

il turns and cadences not in articulated notes.' "It

i i is difficult," writes Miss McKim Lucy McKim Garison
e "to express the entire character of these negro
ballads by mere musical notes and signs. The odd turns

’”«h, made in the throat, and the curious rhythmic effect

gl produced by single voices chiming in at different
irregular intervals, seem almost as impossible to place
on the score as the singing of birds or the tones of

; an Aeolian Harp." There are also apparent irregularities
% in the time, which it is no less difficult to express
il accurately...'
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Allen continues,

'Still, the chief part of the negro music

is civilized in its character - partly composed

under the influence of association with the

whites, partly acutally imitated from their

music. In the main it appears to be original

in the best sense of the word, and the more

we examine the subject, the more genuine it

appears to us to be.'

This whole tradition is essentially an oral one and,
therefore, any attempt to capture it on paper is surely to do
it a grave injustice and when so many of these songs have
reached down to the present day in sentimentalized arrangements
from the turn of the century there can be little wonder that
the true character of the original tradition has been lost.
Mr Allen comments that the majority of the songs in his anthology
were collected from slaves working in plantations on the
Georgia Sea Islands. This is an area off the coast of South
Carolina and Georgia only some 60 miles from Jacksonville. In
the present century the primitive methods of notation used by
Allen, Ware and Garrison have been superseded by the use of
tape-recording as an almost fool-proof system of protecting this
music for posterity. In a remarkable recording, Georgia Sea
Island Songs47 made in 1960 (see Appendix G) Alan Lomax j
recorded the singing of black Americans living on these islands
which he is convinced is a totally accurate representation of
plantation singing about a hundred years previously. In an

article accompanying the recording Lomax has summarised his

reasoning behind the music's authenticity.

'On these islands, remnants of past ways of life have
lingered on into the present. 0ld English dialects

and ballads survive... and the blacks of the Sea Islands
of South Carolina and Georgia remember the speech,

the tales and the music that their ancestors developed
on their encounter with Europeans. Through the Sea
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Island lore runs the positive, life-giving
current of black style, for in these
communities the African cultural heritage
was least changed.'

Lomax continues by citing the evidence of Colonel T.W. Higginson,

an officer in the Union army stationed on the Sea Islands during

the Civil War. He heard his black recruits singing and noted what

is now recognised as a style characterised by constant over-lapping,
part-crossing and polyrhythms between leader and chorus, by clapped
accompaniment, by improvisation, syncopation and shifting vocal
gualities. This style flourished after the Civil War, on throughout
the 19th century and into the preéent century in a remarkably pure
form on the Sea Islands, because at the end of the War much of the
land was turned over to the ex-slaves. They preferred to remain in
their own communities, where traditional folk customs arbitrated

by community elders settled their disputes and governed their 1lives.
Thus, these recordings made by Alan Lomax on the Sea Islands
represent black American folklore of the latter part of the 19th
century in its pristine state. The relative proximity of the Sea
Islands to Jacksonville, as noted above, encourages the strong
belief that this music would have been identical in style to what
Delius himself heard around Solano Grove and later in Danville,
Virgihia. The music as heard on disc certainly accords well with
his statement describing the 'instinctive way in which they treated
a melody.' One can well imagine, for example, that something like
Carrie Belle, with its onomatopoeic stroke whether chopping, pullinc
or rowing was probably sung by the free blacks working in the
Jacksonville area at-the time of Delius's visit, sung by them either
as a hoeing chant in the plantation fields, as a stevedore hauling

chant on the wharfs

172




and levees of Jacksonville or else as a rowing chant as they
travelled across the wide St John's River at Solano Grove. Thus,
the work of Allen, Ware and Garrison along with the modern
methods of Lomax, although separated by a hundred years, presént
a scholarly, reliable and aural account of what Delius must have

heard.

An avid interest in the music of the black Americans had
been initiated in 1861 by James Miller McKim, father of Lucy
McKim Garrison, when he visited the Sea Islands off South
Carolina on behalf of the Port Royal Freed-men's Association
of Phildelphia. He presented a paper before the Association

4
which was later published in Dwight's Journal of Music in 1862'8.

McKim notes that,

'It is almost impossible to give an idea of the
effect of this or any of their songs by a rnere recital
or description. They are all exceedingly simple,

both in sentiment and in music. Each stanza contains
but a single thought, set in perhaps two or three bars
of music; and yet they sing it, in alternate
recitatives and choruses, with varying inflections

and dramatic effect, this simple and otherwise
monotonous melody will, to a musical ear and a heart
susceptible of impression, have all the charm of
variety.'

Two years later, Henry George Spaulding, a member of the
U.S. Sanitary Commission during the Civil War, visited the
South Carolina Sea Islands and wrote in an article entitled !

Under the Palmetto which appeared in the Continental Monthly

of August 1863 that

'the tunes to which these songs are sung, are some

of them weird and wild - 'barbaric madrigals' -

while others are sweet and impressive melodies. The
most striking of their barbaric airs it would be
impossible to write out, but many of their more common
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melodies are easily caught upon being heard

a few times. The music of the negro shout opens

a new and rich field of melody - a mine in which

there is much rough quartz, but also many veins

of sparkling ore.'
He also makes a most interesting additional point,

'A tinge of sadness pervades all their melodies

which bear as little resemblance to the popular

Ethiopian melodies of the day as twilight to

melody. The joyous, merry strains which have been

associated in the minds of many with the Southern

negro, are never heard on the Sea Islands. Indeed,

by most of the negroes, such songs as 'Uncle Ned'

and 'O Susanna' are considered as highly improper.'
Spaulding then completes his article by referring to what must
have been one of the first performances given by 'genuine'
negro minstrels, the Charleston Minstrels, mostly still domestic
slaves, and comments on the pathetic nature of the negroes
presenting a caricature of those who were really caricaturing

them.

Many more articles appeared throughout the rest of the 19th
century all commenting on the 'wild beauty and impressiveness'
of negro singing in its indigenous context, however, it becomes
clear that the impact of the indigenous style was losing ground to
the much more organised minstrel show which was now hugely
popular among Americans. It was obvious that this would happen
as the black Americans were no longer in bondage and had become
concerned with new problems facing them, of keeping body and soul
together in a free society. It was left to black musicians to develo
their own musical idiom into the blues and early jazz at roughly

the same time.
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It is unlikely that Delius was directly inspired to
imitate the indigenous singing of the black Americans; that
stimulus came through the Scotch-Irish/Minstrel tradition, but
he was emotionally inspired by the new geographical and social
context in which he heard it. He would certainly have recocgnised
certain musical elements in common with both stvles, primarily,
of course, melody. Any analysis of the 19th century anthologies
of slave-songs will reveal a strong pentatonic flavour with
the occasional incorporation of the flat seventh in the minor
mode. In the collection by Allen, Ware and Garrison it is only
the outline of the melodies, as heard by ears brought up in a
Europeanised society, which were notated, there being 'no
singing in parts' as Allen stated, and indeed the recording of
the Georgia Sea Island songs supports this view. However, the
late 19th century desire to spread the message of the evils of
slavery to a wider audience meant that these Europeanised
melodies had to be presented in a manner in which this could be
accomplished. Hernce, all the wonderful improvisatory quality
was lost when they were turned into art-song with late-19th-

century harmony, as in Dvorak's New World Symphony, the 'American'

Quartet and the Quintet, and also in the works for male-voice

choirs of his pupils Arthur Mees and Harry T. Burleigh, or else
as concert-versions of the spirituals, with which Delius was

familiar as a young man.

The most famous group of black concert artists in the 19th
century were the Jubilee Singers of Fisk University in Nashville
Tennessee. Their visits to Bradford in Delius's youth have

been described in an earlier chapter 42 and the biography of the
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singers by J.B.T. Marsh has also been notedso. It is of great

interest that in this book is included the music for 112 Jubilee
Songs from which the Juldilee Singers drew their repertoire.

These were notated for the group's first concert tour in 1871

by Professor Theodore F. Seward. As stated on pp.83-85 they visite
Bradford on several occasions during Delius's youth in the city
and he almost certainly would have heard their performances,

if Clare Delius's account of his interest in the geography and
inhabitants of foreign lands is to be believedSl. Some analysis

then of this music, as the young Delius is likely to have heard

it, is required.

First of all, it is worth quoting from Professor Seward's
preface to his notations as it gives an interesting insight
into the performance of the Jubilee Songs and supports much of
the information given in the contemporary writings already

noted above:

'Their origin is unigue. They are never

"composed" after the manner of ordinary music

but spring into life ready made52, from the white

heart of religious fervour during some protracted
meeting in church or camp. They come from no

musical cultivation whatever, but are the simple,
ecstatic utterances of wholly untutored minds.

From so uncompromising a source we could

reasonably expect only such a mass of cruidities as would
be unendurable to the cultivated ear. On the

contrary, however, the cultivated listener confesses to
a new charm, and to a power never before felt, at least
in its kind. What can we infer from this but that

the child-like, receptive minds of these unfortunates
were wrought upon with a true inspiration, and

that this gift was bestowed upon them by an ever-
watchful Father, to quicken the pulses of life,

and to keep them from the state of hopeless apathy

into which they were in danger of falling.

A technical analysis of these melodies shows some
interesting facts. The first peculiarity that strikes
the attention is the rhythm. This is often complicated,
and sometimes strikingly original33. But although so
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new and strange, it is most remarkable that
these effects are so extremely satisfactory...

Another noticeable feature of the songs if the
rare occurence of triple time, or three-part
measure among them. The reason for this is
doubtless to be found in the beating of the foot
and the swaying of the body which are such frequent
accompaniments of the singing...

It is coincidence worthy of note that more than

half the melodies in this connection are in the

same scale as that in which Scottish music is written;

that is with the fourth and seventh tone omitted.

The fact that the music of the ancient Greeks is also

said to have been written in this scale suggests

an interesting inquiry as to whether it may not be

a peculiar language of nature, or a simpler

alphabet than the ordinary diatonic scale, in which

the uncultivated mind finds its easiest expression.'

Examples of these are taken from the programme given by
the Jubilee Singers at their first concert in St Georges Hall
in Bradford on Thursday 27 November 1873 (see p 84 and
Appendix B). The well-known spiritual 'Steal Away' contains
all the musical characteristics noted previously: a total use
of the pentatonic scale and a strong sense of syncopation and
the rhythmic Scotch-Snap device, especially in the music for
the verses. It also follows the leader-chorus pattern, a

fundamental characteristic of Afro-American music. The pentatoni

flavour is also present in Go down, Moses, but here the 4th and

sharpened 7th, more common in minor-mode songs are present.

Turn back Pharoh's Army is, however, completely diatonic in

character, and shows the influence of revivalist hymn-tune
writers such as, for example, Sankey and Moody in the 1870's.

The review states that Martha and Mary with its 'ring those

charming bells' chorus produced a rapturous demand for a
repitition. Looking at the music, it goes with a real swing

and when accompanied by hand-clapping, feet-stamping and finger-

v
\
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clicking and sung in a much more 'improvisational' and
'wilder' style than the notated version indicates, it must
indeed have produced a very exciting result.

In his biography of Constant Lambertss, Richard Shead tells
of the tremendous musical stimulus Lambert experienced when
hearing Will Vodery's Plantation Orchestra play at the London
Pavilion in 1923. The young Delius must have experienced a
similar sort of music stimulus on hearing the Jubilee Singers at

St George's Hall, Bradford, fifty years earlier.

In the mid-1870's the Jubilee Singers came into contact
with the American evangelists Sankey and Moody during one of their
British toursss. These charismatic figures spent two years in
Great Britain, from 1873 to 1875, spreading the revivalistic
message with great success. Moody's theatrical qualities, noted
by Marsh, immediately attracted him to the Jubilee Singers and he
invited them to join in his London prayer-meetings. Sankey and
Moody's work had been extremely popular throughout the country
during their visit and on their return to America published a
collection called Gospel HXEESS7. The first book of 1875 was
followed by five more over the next twenty years and the whole

collection symbolizes the gospel-hymn movement of the latter

part of the 19th century.

In his book on Delius, from which much has already been
commented upon, Christopher Palmer sets great store by guoting
Constant Lambert's learned belief that Afro-American harmony

originated above all with protestant religious music58. This is,
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of course, very true, but they were not influenced, as Mr

Palmer implies by quoting Lambert's reference, by the hymnody and
sentiment of such Victorian composers as John Bacchus Dykes

and Joseph Barnby, but by an earlier strain of church composers.
Delius responded favourably to such music because he experienced
it first-hand as a youth in the Victorian family parish church of
All Saints in Bradford, and this music's 'juicy harmony', as Palme
calls it , would have appealed directly to him. Mr Palmer goes

on to imply, mistakenly, that the thick harmonic writing so
characteristic of Delius as, for example, in the closing chorus
from Appalachia, is directly indebted to these Victorians
filtered through the medium of the black Americans. This has

an element of truth in it for, as with Grieg's music, Delius was
attracted to music with strong harmonic colouring, but is was

not filtered through the Afro-Americans. The harmonic movement
in this music is extremely slow and virtually completely diatonic.
Thick chromaticism is certainly not a stylistic trait of Afro-
American music of the period in question; any of the Jubilee
Songs or the recorded Georgia Sea Island Songs will give ample

proof of this.

This quality of slow diatonic, harmonic movement is,
however, a feature of the hymns of Sankey and Moody. Their music
is predictable, easily singable and contains smooth, simple
harmony of the school of Lowell Mason quite often laced with a
mild chromaticism, presenting it very much as the religious
counterpart of the parlour songs of the same era. It is this
quality which is also at the heart of some of the music in Delius':
early American works as in the following example from QOver the

Hills and Far Away, already partially quoted abovesg.(Example 21) .
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. ! Sankey and Moody's gospel hymns were originally products
of the northern, urban revival meetings of the early part of
the 19th century, just as the spirituals were also born and
developed in the same tradition of the southern rural camp-

130
BEii ] meetingsso. It was in this geographical region that the

S7i0]
%% ] Scotch-Irish people had established their tradition at its 3
ifg?. strongest. The point to make, then, is that the Afro-Americans

gig borrowed heavily from both the urban north revivalist hymns of
;;}'é Sankey, Moody and others and also from the earlier southern
313 § Sacred Harp tradition with its strong Scotch-Irish tradition.
;% The points of contact were the rural camp-meetings in the South

and the evangelical revival meetings of the urban North which

BREa T black Americans attended in almost as great numbers as the whites.
s

Essentially, the musical structure of both traditions was

the same, especially when considering that the northern strain

developed from the earlier rural form. Melody was derived from
Scotch-Irish pentatonic/modal figuration and accompanying harmony
! developed from the simple camp-meeting formula of tonic, sub-
ﬁ,j;f dominant and dominant chords, itself derived from the Fasola

folk singing school traditions of the 18th century.

{1 é? The versions of this music which the Afro-Americans developed
és : in the spirituals, gospel songs and work-songs were constructed

£k 35 basically along these simple melodic and harmonic lines hardly
%.ik identical, as Mr Palmer implies, with the harmonic language

of the late Victorians.

One final criticism of Mr Palmer must rest with his

misleading implication that the American negroes were responsibie

E | 184




ny

for exploiting to the full an inclincation towards strong
chromatic harmony, thus influencing the impressionable Deliussl.
The basic richness of negro voices improvising in song cannot
be denied, as the recording the Georgia Sea Island Songs will
demonstrate. There is no reason to doubt that these recordings
are an accurate example of black, rural Americans, roughly from
the area which Delius visited during the mid 1880's. At this
time, negro music showed no signs of any deeply-structured
sense of chromatic harmony. Their art was improvised and the

chromaticisims which did find their way into their music were

purely vocal, melismatic embellishments.

The last important American influence on Delius's style is
one that is, perhaps, peripheral and has previously received
no comment in spite of its obvious presence in some of the

earlier works, particularly Appalachia 1 and 2. This influence

came from the American concert bands as exemplified by those of

Patrick Gilmore, John Philip Sousa and Arthur Pryor.

Band concerts have been one of the most popular aspects of
American musical life from the time of the Civil War.62 In
most communities bands took the place of the large civic
authorities' expensive orchestras in addition to those organised
by various businesses, schools, police forces and military
establishments. The best of all these were the large, privately
run professional bands, which attracted the best players,
obtained the most lucrative engagements and were conducted by
nationally-known figures, such as the three mentioned above. Band:

were popular because they offered the public one of the few ways

of hearing large instrumental groups.
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The era of the private, professional band began in 1873

when Irish-born Patrick Gilmore became leader of the band of the

22nd Regiment New York State Militia. This military connection
was purely tenuous as it soon became known as the Gilmore Band.
Gilmore soon established a tradition of performance and
repertoire which totally eclipsed all previous efforts. His
work paved the way for the next generation of which Sousa is

the most famous. The work of these two men overlapped and was
certainly at the height of fashion during Delius's first visit
to America in the mid 1880's and by the time of his second visit
in 1897 the Sousa Band was the most popular concert band in the
United States. A predominant characteristic of band music at
this time was its spantaneous and sincere displays of patriotism
by incorporating national airs into many arrangements, such as

Sousa'a own version of Yankee Doodle of 1890, as noted earlier

in the chapter, and this American patriotism is most definitely

at the heart of Delius's American Rhapsody.

It was all these musical forms, so characteristic of late
19th century American life that captivated Delius's fertile
mind from 1884 to 1886 and again in 1897. They all went into
the melting-pot of his musical mind and helped to produce a style
that is unique in the history of music. How this style emerged

forms the basis of the discussion in Chapter 5
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CHAPTER 4

APPALACHIA - THE FIRST VERSION
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APPALACHIA - THE FIRST VERSION

The most important work of Delius which gives an
illuminating example of the American influences on his formative

compositional style is Appallachia - American Rhapsody - for

Orchestra of 1896. The curious double 'l' spelling is

Delius's own, as it appears on the first page of the manuscript
score. This work which will now be referred to as the

American Rhapsody, has received no critical comment from past

commentators so it seems appropriate that it should be given a
detailed examination in the light of the argument contained in

this thesis.

The Autograph Score (see Appendix D )

Th s

RIS

The Manuscript of the autograph full score of the

American Rhapsody is in the possession of the Delius Trust and

is stored in its London Music Archive of which it forms part of
the ninth volume, where it is found between folios 44 and 72
along with the first and second manuscripts of the fantasy

overture Over the Hills and Far Away with which it is rouchly

contemporary. It is available for study on spool 5 of the
Trust's microfilmed holdings, a copy of which is lodged at the

J. B. Morrell Library of the University of York.

Full details of the condition of the manuscript are given
in Rachel Lowe's cataloguel; a summary of these is included

below.
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The cover title-page and second title-page, folios 44

and 45 a, give the title and date details already noted above.

i i
i_ The second 'l' in the title has been inserted in pencil; the

rest is in ink. Delius gives his first name as Fritz, the

name given him by his parents at birth and used by him until

ﬂi his marriage in 1903.

Folio 49a contains a rejected two bars leading to the first

Allegro. This has been re-written as the first three bars of

]
f
ol
;jj. The score begins on folio 45b and continues until folio 72.
1]
i
!

H folio 49b.

Page 15, between folios 58 and 59 is missing.

1 The condition of the microfilmed version of the manuscript

is excellent and renders study of the score an easy task.

4)‘ Preparation and edition of the manuscript autograph full score

e

{ HUE It has been necessary to edit the manuscript full score 2

of the American Rhapsody (see Appendix E) and prepare a fair

copy which could be used for performance. The work is scored

RN R A

for piccolo, 2 flutes, 2 oboes, 2 clarinets, 3 bassoons, 4

'g horns, 2 trumpets, 2 cornets, 3 tenor trombones, tuba, timpani,

percussion, 2 harps and strings.

Changes to the manuscript score

It is written in the key of D flat major so the horns

and trumpet parts are written according to the practice of the

.! £ latter part of the eighteenth and the nineteenth centuries of
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notating them in C major and prefixing them with the

instruction to play 'in D flat'. This is, of course, something
of a curiosity as.the D flat horn crook was a rarity 2+ 3 and
there was no such thing as a natural trumpet in D flat or a

D flat trumpet crookz. This shorthand for the horn and trumpet
parts remains in the attached edition to facilitate score-
reading. In the manuscript the first bassoon is notated in
the tenor clef; in the attached edition this remains for the
most part but bass clef has also been used at the beginning.

The second bassoon alternates staves occasionally in the
manuscript; this facilitates score-reading, expecially where the
third bassoon is not in use and the second bassoon has a
prominent part so this also remains. Three tenor trombones
are specified; the first and second are notated in the tenor
clef, the third is notated in the bass clef. This remains in
the attached edition but a substantial portion of the first

and second trombone parts has been re-notated in the bass clef,
especially where the first trombone in any given passage does
not exceed the pitch of high tenor F. Some uncertainty exists
in the percussion writing on folio 66, page 23 of the manuscript.
It appears that the triangle and bass drum staves have been
interchanged for no reason; it is somewhat unclear on the
microfilm copy but it would appear to be confirmed by the style
of the part writing. This has been corrected in the attached
edition (see page 466 ,bar 151, four bars after letter L). The
side drum part seems a little heavy-handed at times, especially
on folio 63 page 20 (see page 434, and har 132, six bars afterlette

Jd, attached edition) but this remains in the attached edition.
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Delius's indication 'cymbals' at the start of the score means,

in fact, one suspended cymbal with a hard beater, as is clarified
by his instruction on folio 57, page 13 of the manuscript.

There is no indication anywhere else in the manuscript that
clashed cymbals are intended and the instruction to 'trill'

(tr. in the manuscript) in the cymbal part on folio 63, page 20
confirms the belief that a suspended cymbal is intended
throughout, although the harsh effect of a suspended cymbal roll
with hard beaters could be questioned at this point in the score.
Delius's indi ation of 'big drum' in the manuscript has been

changed to 'bass drum' in the attached edition.

Corrections to the manuscript full score

The manuscript is very clear and is virtually free of any
major mistakes, a good indication of Delius's professional approact
to and understanding of the orchestra at this stage of his career.

The mistakes that exist are few and are as follows:

1. The uncertainty in the harmonic progression at the beginning
of folio 59, page 16 of the manuscript produces some odd
part-writing in the second violin part especially when comparing
this whole section with the much more liberated expansion of

the material in the 1902 revision quoted below  as Example 224.

This remains unchanged in the attached edition in spite of the

somewhat uncertain harmonic flow of the opening four hars of
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folio 59.

2. Bars 6 to 7 of folio 59 present an interesting problem.
This concerns the harmonization of the familiar cadential tag

in its F minor surroundings:

<
.
oy

! @
EXAMPLE 23
Delius's solution in the manuscript obviously caused him some
trouble. In his score (see Appendix E, page433), the second
violin part (or alto voice in this short-score arrangement) is
most unclear and the whole seems to have been unsatisfactory
to Delius who sketched in an alternative harmonization three

staves above as the following facsimile of the sketch shows:5

& —;‘b“_.. —-— y fammeadabiadie -_-L - —:
i e’ ~'n *
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EXAMPLE 24

This does present an attractive variation on the original, but
it was clear to Delius that this particular harmonization could

not go any further. The original harmonization (Example 25 below)

(O™ =
) e |~ i
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EXAMPLE 25
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is somewhat weakened by the poor approach to the second inversion

plagal chord and added sixth in the middle bar. It would be
slightly improved by the following version:

I ]

=; .
FFFF"I*QQ_

H - IQ s
|

EXAMPLE 26
but this is not what Delius intended and so his rather

unconvincing harmonization remains.

3. on folio 61, page 18 of the manuscript full score, in
the last bar the second trombone has G flat notated. This

should be G natural.

4. On folio 62, page 19 of the manuscript full score, the
cello part should still be notated in the tenor clef in the
first bar. Delius has incorrectly notated this as it sounds in
the bass clef for one bar only. In the second bar he reverts
to tenor clef notation for the next two bars until the bass

clef sign returns.

5. On the same folio, in the fourth bar, Delius has

momentarily forgotten that the bottom note of a bassoon is the

B flat an octave and a ninth below middle C. He has written,

by mistake, a low A flat for the third bassoon. However, in the
next bar, he is clearly aware of the bassoon's compass as the
third bassoon part leaps up a minor seventh to avoid exceeding
its range. 1In the attached edition these two bars have heen
rewritten so that the second and third bassoon parts double

each other at the unison (see attached edition bars 125 and 126,

page 462. This also ensures a better 'line'’ within the part.
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s On the same folio, in bar 5, the trumpet part, here

notated in C, has B natural on the last crochet beat.

This should be B flat.

6. On folios 65 and 67 Delius has not put in 'arco' after

pizzicato passages in the strings.

9. on folio 72, page 29 of the manuscript full score, in
the penultimate bar, the second harp part has a low B flat and
G flat notated. This is at variance with the octave arpeggio

passage before and would appear to indicate that Delius really

meant to write octave G flats and has merely missed a line out

by mistake.

Completion of the score

On page 47 of her book Rachel Lowelnotes that page 15 of
the manuscript full score, which should come between folios
58 and 59, is missing. She continues by stating that the
missing page may have been rejected and never replaced by the
composer but that, judging by the material on either side of it,
it should have been a semi-quaver treatment of the marching
songs leading in some way to the meno mosso four-part string

treatment of the main theme which follows on folio 59.

It seems unlikely that Delius should reject this page as the
whole passage from which it comes, the last bar of folio 57 to
the end of the missing folio, is virtually identical with a

previous passage, the last bar of folio 51 to the first bar of
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} folio 54, both in terms of musical content and its orchestration.

This missing folio has been reconstructed between bars

90 and 98, on pages 12 and 13 of the attached edition. The only

alteration necessary has been to the first harp part which has

i needed to be very slightly filled out. All that remains to be
added are the two middle C anacrusis semi-quavers at the end

of bar 97. These then provide the link into the F minor treatment
of the main theme. If a slight break is taken after the D flat
major chord in bar 97 it might ease the transition to F minor

but, in any case, the ear perceives little conflict as the

‘4 middle C anacrusis has a pivotal function, as leading-note in

D flat major as well as dominant in F minor. These missing
eight bars would fit onto one page of Delius's manuscript and
this supports even further the belief that the missing music is

identical with the previous passage.

-

In this way it is possible to complete the score of

Delius's American Rhapsody with the conviction that it is as

MR the composer intended.

i On folios 52 and 58, pages 8 and 14 Delius has sketched the
b following into the second violin part with an indication that
it should fit into the viola part in the seventh bar on folio 52

and, presumably into the seventh bar on folio 58:
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EXAMPLE 27

This quasi Scotch-Irish melcdic fragment, somewhat reminiscent

of Comin' thro' the Rye, has not been included in the attached

edition. It is most interesting that Delius should have heard
this melodic fragment at this point but it clearly seemed to be

ultimately irrelevant to him in this context.

APPALLACHIA - AMERICAN RHAPSODY - FOR ORCHESTRA

AN ANALYSIS

Previous references to American Rhaosody

It is surprising that, whatever the overall artistic merits
of the work, such an important piece in terms of Delius's style
and the role it played in his development as the American
Rhapsody, has been previously overlooked by virtually all of
Delius's biographers to date. The fact that the score has
remained in an incomplete state has obviously prevented any
performance and this may have acted as a barrier. It is
understandable that the early biographers should overlook what
may have appeared a relatively trite and unimportant work.

Peter Warlock's book6 makes no mention of the American Rhapsody

but Hubert Foss's appendix to the revised edition mistakenly
lists the work under the year 1896 as

Appalachia : variations for orchestra (first version)
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Clare Delius 7was probably unaware of the work and concentrates
her attention on the larger work of 1902. Eric Fenby8 has

never thought even Appalachia to be among Delius's better works.
The following quotation from pages 60 and 61 of Delius As I
knew Him, reporting a conversation with Philip Heseltine,

make this quite clear:

'It must not be imagined that I have been a

blind admirer of Delius's music .... I agreed

that Sea Drift and A Village Romeo and Juliet

were great masterpieces but I would not have placed
Appalachia in their company; not could I understand
his enthusiasm for a comparatively poor piece like
the Air and Dance for Strings.

(I remember how, after a.performance of Appalachia
at the Delius Festival later that year9, we were
coming down in a lift together at the Langham Hotel,
after having escorted Delius safely across from
Queen's Hall, and Heseltine saying, "Well Fenby, what
do you think of it now? Wasn't it magnificent?

It's a superb work! "

"I'm sorry", I replied, " but I think the opening

is slovenly, and, if I may say so the whole work
much too long. The amazing thing to my mind is

that some of the best variations are as fine as

they are, when one considers the rather silly

tune on which they are built.")

Apoalachia has never been a particular favourite of
mine.

It is quite clear, with this attitude, that Eric Fenby would not

have much time for the American Rhapsody even with the open

access he had at this time to all of Delius's manuscripts.

Arthur Hutchings, too, found weaknesses in Appalachia, when

writing his book on Delius in 1948.ll

The only critic who has provided any real comment on

the American Rhapsody is Sir Thomas Beecham in his biography of

\
é His remarks have probably been responsible for the

1959.1
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work's obscurity ever since. He wrote the following: "

....... towards the end of the yearl3 he had
begun his first version of Appalachia, to be
completed in the early part of 1896. It is
quite a modest effort if compared with the
splendid achievement of 1902, from which it
differs widely in thematic material. Some i
features there are in common, notably the use i
of the cow-hornl4 in the Introduction and the

tune upon which the variations in the later version
are founded, and which here is taken along
occasionally at a very spirited tempo. We have

also liberal doses of both 'Dixie' and 'Yankee-
Doodle', so that the general effect is one

of light-hearted gaiety. But compared with

the eventual Appalachia it is of slight dimensions,
the score consisting of less than thirty pages.l5

If the later version were not so well known and
remarkable it might be just possible to give

the earlier one a hearing; but on the whole it may be
more judicious to forget that it was ever written.

In the light of the last statement it is not surprising

that all subsequent biographers fail to mention the work.

Lionel Carley, in Delius - the Paris Yearsls, states that

Delius finished the American Rhapsody in 1896 and that first

indications in Bradford were that the work might be performed
there before long. This information is taken from an undated
letter Delius wrote to Jutta Bell-Ranske, a friend from the
days of his first visit to Solano Grove. Although undated it
was written in Claremont, Bradford,probably sometime in

December 1896 while Delius was there for Christmas before

returning to Florida in January 1897. Unfortunately, for

Delius, the American Rhapsody, was unperformed. An unpublished

letter dated April 21, 1898, from Victor Thrane, Director of
Distinguished Artists' Concert Tours, New York, to Delius at his
¢ Paris address,33 rue Duccuedic, indicates that he had arranged

for the 'rhapsody' to be played by the conductor Anton Seidl and
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his orchestra on his American tour in the Spring of 1898.
SR
‘ { Seidl's untimely death prevented this. Thrane continues by

E R saying that he would 'endeavour to have same performed soon'.

+ Bilig Alan Jefferson only includes the work in his chronological j

gf ; ?; catalogue of Delius's compositions in appendix B of his book.l8

Christopher Palmer mentions it only in passing, finding it a

'strange fact that Appalachia when it started life

was little more than a lively fantasy on Yankee Doodle

i and Dixie, bearing little or no intimation of the

1 o dramatic denouement or the haunting evocative nature-
music that we admire in it today.1

I Needless to say, there is no mention of the American Rhapsody

in any journal or magazine article to date. The general tenor

of informed criticism about Appalachia concerns its waywardness.

In this respect the American Rhapsody seems positively succint

.i H ; in its expression.
jEE Y |
N
“% i35 An analysis of the score
il
g 'One can't define form in so many words,
but if I was asked, I should say it was
] nothing more than imparting spiritual
i unity to one's thought. It is contained in the

thought itself, not applied as something that
already exists.'20

,ﬂg, As Delius himself implies in the above quotation it would be

highly inappropriate to examine the American Rhapsody, and many

other of his compositions for that matter, according to any
existing or predetermined analytical method. This approach has
e given rise to such statements as:

it 'In fact...the intellectua%lcontent of Delius's
i music is perilously thin.'
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and

'For Delius, admittedly, form was unimportant'.22

These statements only serve to give proof of the lack of
understanding of those who wrote them and add weight to the
belief that it is necessary to regard the form of each work by
Delius as appropriate to its musical content as Eric Fenby

acknowledges in Delius as I knew Him:

'It has always been my opinion that Delius had

a well-nigh perfect sense of form for what

he had to say.

..... and in the sustained intensity of the

rhapsodic flow of his music the decorative detail

is caught up and transformed into the framework

of his own particular sense of architectural design.

I cannot see how he could have said what he had to say in
any other way than the way he chose.'

The American Rhapsody is free in form but is a perfect

example of what Delius wished to express in the work and
demonstrates how clearly Delius has captured the mood of America,
from minstrel show to marching band, and yet expressed it in his
own unmistakable manner. It is a one-movement work yet contains
four very distinct parts which could be given the following
sub-titles: Introduction, Negro dance, Theme and variations

and Coda.

(See Appendix E)

1. Introduction :- Bars 1-22

this can be further sub-divided into 3 sections:
roughly of 7 bars each as follows: bars 1-7, 8-13 and

14-22.
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bars 1-7 consist of a held D flat tonic pedal in

cellos, basses and 3rd horn, over which the first horn
call is announced - this ends with a built-up dominant

ninth chord in the wood-wind, over the tonic pedal D

flat.
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EXAMPLE 28

bars 8-13 establish a dominant seventh over a dominant
pedal after a two-bar link and the introduction of the
second horn call which Beecham calls the 'cow-horn'
implying that it is identical with the initial horn-call

in Appalachia. This is not the case:
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EXAMPLE 29
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bars 14-22 - after another two-bar link, (which, with the
two-bar link noted above, bars 14-16, is lifted out of the
opening to the second song written by Delius, the first

one which exists in manuscript, Over the Mountains High

(1885); this is unpublished), the dominant ninth harmony
returns over aninsistent pedal A flat in the basses with
shimmering, muted bowed tremolandos in the upper strings
above which soft clarinet and flute with harp produce
fragmented dominant ninth arpeggio melismas, bird-song like
in character leading to the following passage ending with
the characteristic ascending triplet figure 'x' - the
harmonic scheme of this passage could be understood as an
added 6th on chord IV in D flat sounding against the

dominant pedal A flat:
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EXAMPLE 30

This leads directly to the next section

Negro dance :- Bars 23-97

Although it does not have a name in the manuscript full
score, it seems appropriate to call this section Negro Dance as

a sub-title, in a similar manner to the Danza section in the
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third movement Sunset of Florida Suite. It is ternary in form,

its three sections being bars 23 to 55, bars 56 to 65 and

bars 66 to 97.

bars 23 to 55 - the dance tune
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EXAMPLE 31

falls into a natural 8-bar form and is of course derived
thematically from the synthetic 'Appalachia' theme
discussed in the previous chapter and which appears later in

this section and also as the central section of this work:
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EXAMPLE 32

the dance-tune is presented in the first instance by first

harp and pizzicato cello, producing an almost banjo-like



'finger-pickin' style, over an open fifth drone

accompaniment in basses, violas, third horn and

third bassoon as follows:

_E

EXAMPLE 33

in the following eight bars, Delius repeats the melody

but places it in the relative minor, B flat minor,with

chromatic bass and syncopated accompaniment in the

upper string parts
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EXAMPLE 34

but this soon returns to the D flat major cdance tune

at letter D, bar 39. This time,
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Appalachia theme (see above, Example 32) is combined

with the dance tune. At bar 52 the Marching through

Georgia fragment from the end of the theme

Appalachia
is repeated by the first trumpet and first cornet set

against finger tremolo upper string harmonies
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EXAMPLE 35
bars 56 to 65 : letter £ to letter F

Ten bars of very reflective,molto tranguillo music that

is 'pure' Delius, almost as can be found in his 1later

more mature works. The viola melody, Example 36 below
is set against muted bowed tremolo harmony in the other
strings. The rising triplet figure noted previously as 'x'
in Example 30 at the end of the Introduction appears at the
beginning of the new phrase and gives rise to imitative
answering phrases at bar 62 and bar 63 in the clarinet and
oboe. The section ends with a bar of music previously

found in bar 22 at the end of the Introduction.
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bars 66 to 97: letter F to before letter G

66 to 72 the dance tune above returns in B flat minor with

fuller orchestration in the winds.

73 to 80 This is interrupted by 8 bars based on the following

melodic fragment in the strings.
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EXAMPLE 37

against B flat minor accented chords in the winds and

a D flat timpani roll.

81 to 97 The dance tune returns in D flat major and receives
exactly the same musical treatment and almost identical
orchestration as in bars 39 to 55 complete with

the Apwalachia theme

This completes the section subtitled Negro Dance and leads

directly to the next section.

Theme and Variations : Slave song and marching songs

bars 98 to 159 : letter G to 1 before letter M
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98 to 105

105 to 113

113 to 121

The Appalachia theme returns in F minor in Violin 1

with characteristic harmonization from the other

strings.
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EXAMPLE 38

This acts as a 'theme' for the two variations which
follow. Variation 1 is set in wood-wind in F major
to contrast with strings in F minor. The Appalachia
melody is played by first clarinet while bassoons,

second clarinet and oboes provide gently moving harmony.

very typical of the composer.
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EXAMPLE 39
Variation 2 remains in F major. The melody is taken
by the violins in octaves. Against this two other
melodies are set in counterpoint, the verse music of

Dixie 1in the brass and Yankee Doodle in the violas

and cellos.




non_ )

121 to 159 The Variation idea is now abandoned and the rest
of this section consists of a 'working out', hardly
a development, of the verse and chorus music of

Dixie in combination with Yankee Doodle. The music

is continuous in style and forms the climax of the work

At letter L, bar 147,Yankee Doodle is presented in a

very direct and brash manner by the full orchestra
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EXAMPLE 40

and continues at bar 151 with a very snappy,

syncopated, jazz-like accompaniment.
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The music reaches another climax at bar 156 and then
subsides as this section comes to a close at bar 159

and this leads directly into the final section :
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i Coda
bars 160 to 190 : letter M to the end
7
: 160-167 The coda begins quietly on a chord of G flat in the
ﬁ ﬂ strings. Over this the oboes, clarinets and cornets
E play a gentle, cadential version of the verse music
“ i
i of Dixie.
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This is immediately answered by the strings at bar

163 by a marvellous phrase, so highly characteristic

, i of Delius
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%; ! 168-179 At bar 168 the viola melody, example36 above, from the
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‘% : % reflective, middle section of the Negro Dance returns
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184-190

here and is now doubled by the second violins.

This draws gently to a close at bar 179.

and is followed by this haunting flute melody with

descending chromatic accompaniment which is answered

by the first clarinet with the opening horn call
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The rhapsodic, rising triplet figure

IXI

in example

30 above appears in the upper strings at bar 184.

The work ends on a sustained added 6th chord in G flat

in the strings against which the first bassoon intones

the following solo:
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45

The solo creates somewhat unusual harmony, even for Delius, with it

added 7th,

and added 9th over an added 6th chord and Delius

probably meant it to be in the bass clef, having forgotten to
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indicate the change of clef in the score. This would also

explain the presence of the C flat in the bassoon in bar 186.
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EXAMPLE 46

Correspondences between the American Rhapsaly and Appalachia

Rachel Lowe notes in her Catalogue of the Music Archive

of the Delius Trust:

'The opening of this early Appalachia is the

same as that of the 1902 version, subtitled
"Variations on a Slave Song". There is even the
same use of the cowhorn motif. The main theme

of the later work is also the central point of

this version, but Yankee Doodle and Dixie combine
with it. There is no use of voices, but the

'a capella' setting of the slave song, which is the
highlight of the 1902 Appalachia is anticipated here
by a setting in four-part harmony for strings alone
as relief to the brash 'busyness' of the marching
songs. Apart from this, and the opening, the two
versions have little in common. The whole tempo
and style of the first is lighter and quicker.

It is also a great deal shorter than the completed
version of 1902'.

At face value the above statement is reasonably acceptable
but the correspondences between the two works are perhaps far

deeper than Miss Lowe implies. In a sense, even the overall

forms of the two works are identical; both follow the broad




o TN

\ pattern of Introduction, Dance, Theme and Variations and a
Finale. This will, therefore, be an appropriate form to take

in which to make an assessment of the correspondences.

Introduction

Rachel Lowe states that the openings of the two works are
identical. Appendix F contains the Introduction of the 1902
Appalachia &4 so it is now possible to make a direct comparison.
Although both openings show clear similarities, they are

certainly not the same. Appalachia is set in E flat major, a

tone higher and a much more considerate key than the somewhat

gloomy D flat of the American Rhapsody. The orchestra has also

been expanded in the later work to include a third oboe and cor
anglais, E flat and bass clarinets, contra bassoon an additional
) two horns and an extra trumpet as well as the choir and baritone

solo.

Both have the same 'molto tranquillo' atmosphere at the

opening but the musical material is different. The horn pedals

and solo at the start of the American Rhapsody find no

expression in Appalachia although the dominant seventh woodwind
chords at bars 4 to 7 in the Rhapsody are expanded at bars 9 to 12
from the opening of Appalachia and later at 1 bar before letter

A to 3 bars after letter A. The rather crude transitions at

bars 8 and 9, 14 and 15 in the Rhapsody have also disappeared

from Appalachia. Most interesting of all is the early versicn of

Beecham's 'cow-horn' motif which begins Appalachia but in the

American Rhapsody appears as the second main horn solo at bar 10.

D"
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It is also notated differently in the second bar of the solo
where the interval of the perfect fourth in the Rhapsody is
refined to the minor third in Appalachia, thus giving far

greater shape and distinction to the melody.

The melismatic, bird-like, flute and clarinet solos
beginning at letter B, bar 16 in the Rhapsody do not appear in
Appalachia but the accompanying harp arpeggio is a feature of
both works and is greatly expanded in the later work. This gives
rise, in bar 20 of the Rhapsody to the repeated four-note
semiquaver figure which is treated so magically in Appalachia.
Here one crotchet beat of the semiquaver figure is taken and
developed as a feature on its own against the wonderfully
evocative ponticello bowed tremolando in the strings. This can
be seen easily by comparing pages 449 and 475 etc and especially b:

20 of the American Rhapsody with pages 2 and 3 of the published

score of Appalachia in Appendix F. The basic harmonic scheme

is identical in both passages but, as would be expected,
Appalachia is much more supple and malleable in its expression.
The bird-song idea of the Rhapsody also finds a place in
Appalachia on page 4 in the descending arpeggio figures passing
from the flutes to the clarinets which also takes place over a ped
bass. Example 30 above contains the rising triplet figure 'x'
which first appears at bar 22 in the Rhapsody, then at bar 65 and
finally in its new form at bar 184. It is in this latter form
that it appears in Appalachia, still over dominant harmony, on

pages 4 and 5.

From this point onwards the Introduction of Appalachia shows
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considerable expansion over the same section in the American
Rhapsody. 1In Appalachia, in the last bar of page 5, the harp
arpeggio figure continues, accompanying the ascending triplet
motifs in clarinet and oboe in exactly the same manner as in the
Rhapsody at bars 62 and 63. This motif has, of course, been
developed from Example 30x,and is the only material to ke used
in Appalachia from the Negro Dance section in the American
Rhapsody. At letter B in Appalachia this is marvellously
expanded and combined with Example 30 itself, after which the

first part of the Introduction draws to a close.

The next section to follow in the American Rhapsody is the

Negro Dance at the conclusion of the Introduction. This plan
persists in Appalachia but is still within the Introduction

in that work. Page 9 of the published score is undoubtedly a
native dance in the same tradition as that at letter C of the

American Rhapsodv. The musical material is totally different

yet the unmistakable banjo style is fully evident. This leads
into the E major pentatonic passage derived from Marching

—_— <

through Georgia (see Chapter 3 page 111) at letter D in

Appalachia which is present to a certain extent in the Rhapsody

in the cadential tags noted above as Example 35.

The final section of the Introduction in Appalachia is
from letter F to letter G which anticipates the beginning of the
next section, the Theme and Variations in a much more symphonic

manner than in the Rhapsody.
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Theme and Variations

This is, of course, central to both works but where in the

American Rhapsodv, only two variations follow the theme which

in turn are followed by the 'working-out' of Dixie and Yankee

Doodle, the theme in Appalachia gives rise to 15 variations,
some directly dependent upon the theme, others more loosely

| i
igj' derived, both containing references to the marching bands.
|

The likely origins of the theme have already been

discussed in Chapter 3 (see page 109 etc.), and it appears for

LNV TABI S IO T

the first time in the American Rhapsody in combination with

the Negro Dance at bar 42, and then as the theme at bar 97.

It is interesting to compare the differences in notation between

the same themes in both works. In the American Rhapsody it

appears in the Negro Dance and as the theme as follows:
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and in Appalachia at the start of the Theme and Variations as

: 25
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EXAMPLE 48 (cont).
The Appalachia version is much more Scotch-Irish American in

shape than that in the American Rhapsody. Particularly
notieeable are the changes in the seventh and eighth bars.
The rather four-square notation in Example 47 has vielded to
the Scotch-Snap notation in Example 48 which sounds far more

authentic but is another sign of the synthetic quality of the

melody.

It could be argued that what appears to be the F minor

appearance of the theme in the American Rhapsody at letter G

is in fact the first variation as it appears below in
Appalachia as the first variation, the theme having already been
given in the Negro Dance. (Example 49).26

Whichever way the terminology of the American Rhapsody is

argued the similarity between these two versions cannot be denied
although the choice of harmony and manner of expression are

different.

The second variation in the American Rhapsody, at least as

it appears in the analysis above, in F major beginning at bar
105,would appear to have no counterpart in Appalachia. This is a
fair, initial comment, but the style, if not the content, of the
fifteenth variation on pages 105 and 106 given below which

comes just before the closing peroration by baritone soloist and
choir, is very similar. L (Example 50)

Both are for woodwind and the legato line is common to both. The

keys, however, are quite different, F major in the American

Rhapsody, A flat minor in Appalachia.
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so there can be little wonder that Appalachia is a much more

mature work than the American Rhapsody. However, those critics

who carp at Appalachia are hardly likely to be less charitable

when surveying the American Rhapsody.

It is fascinating to compare the two works for, in many

ways, the American Rhapsody has more to offer the student of

Delius's early life and compositional style. By 1902 Delius had
expunged from his style all references to the direct musical
influences on his work, and from that time onwards composed music
which presented a total, yet subtle assimilation of these
influences. Hence those musical Americanisms which influenced

him so profoundly in his youth, the minstrel shows, which find

an outlet in the American Rhapsody in the use of Dixie, Yankee

Doodle and Marching through Georgia, no longer appear in

Appalachia, a work which hides Delius's true identity and for this
reason is regarded by some as an unsuccessful work. The American
Rhapsody is then much more of a successful and meaningful work
and divulges many exciting insights into the compser's musical

outlook.

The comparisons between the American Rhapsody and Appalachia

have now been made and it is possible to establish that there
is much music in the earlier work worthy of a hearing. There
is no doubt that the Introduction of Appalachia is far finer than

that of the American Rhapsody, the only part of both works which

have the most in common. It is the Introduction in the

American Rhapsody which is its weakest part, unlike that of

Appalachia which is almost as evocative and stirring as anything
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Delius wrote. The Introduction of the American Rhapsody is but

a reflection of that in the later work.

The Negro Dance music in the American Rhapsody does not hold

a particularly high place in the list of Delius's creations.

The pentatonic 8-bar melody, derived from the Appalachia

theme, which forms the main part of this section has been

clearly written in imitation of banjo music. Delius has written
this melody over a drone bass which gives the atmosphere of a
'plantation dance', basically derived from the Scotch-Irish
tradition and also an important feature of the minstrel shows.
Delius's melody is simple and almost artless yet its appearance

in this work supports the case for the important role played by
the minstrel shows in influencing Delius's early stvle. The melody
first appears in :he tonic key of D flat major and then is played
in the relative minor , B flat minor where it receives a

typically Delian, descending, chromatic accompaniment, particularl
in bars 35 to 38. It then returns to D flat to accompany the
Appalachia theme at bar 42 in the manner of a simple ternary

dance form. The most interesting feature of this little dance

is the four-bar cadential tag from bar 52 to 55 derived, as

noted earlier, from Marching through Georgia taken from the

end of the Appalachia theme, with its almost cloyingly sweet

accompaniment in the high tremolando strings.

The central, reflective section of the Negro Dance, which
appears at letter E, bar 56, in the attached edition, is pure
Delius, and contains many characteristic features: a soaring violea

melody over a pedal bhass, bowed tremolando in the upper strings,
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a first horn solo as counter melody and the characteristic
clarinet and oboe ascending triplet figures at bars 62 and 63.
The whole only amounts to ten bars but the composer's identity g

could not possibly be in any doubt.

The dance returns at letter F in B flat minor with slightly
fuller orchestration and the curious eight-bar passage from
bar 73 to 80 which seems so reminiscent of film-music written
to accompany an Indian war dance. The music returns to D flat
and the Appalachia theme returns as counter subject. The missing
page of the manuscript autograph full score has been completed

in the style of the opening section of the dance.

Both the Negro Dance and the Introduction do not contain
any great music by Delius's standards, with the possible
exception of the central section in the Dance, yet both are
fascinating because of the way in which the Introduction of the

American Rhapsody was expanded into that of Appalachia and to ‘%

the many insights contained in the Dance.

Ao Yesers A

When the Appalachia theme appears in the American Rhapsody

at letter G, bar 97, it is handled in a most characteristic

Rt A o

manner by the composer, although by placing the melody in the

first violin, that is allowing little timbral contrast between

the melody and its chromatic accompaniment, Delius does not make as
much impact as in the comparable passage from Appalachia where,

in the first variation, the melody is given to the first horn.
Similarly, the second variation for the woodwind at bar 105 in

the American Rhapsody is highly characteristic of the composer's
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chromatic style. The importance of Dixie and Yankee Doodle which

subsequently appear at letter H, bar 113/114, their combination
with the Appalachia theme and their 'working-out' and the

power of the brass in this section are strong proof of the
minstrel-show influence and that of the American marching bands.
It cannot be denied that it sounds rather brash and crude at times
but there is no doubt that Delius captures the spirit of late
nineteenth-century America with an almost Ivesian naivety. Here,
minstrel show and marching band combine in a most colourful
display which forms the climax of the work and therefore leaves
the strongest impression, however trite and contrived it may at

first appear.

It remains for the Coda, from letter M, bar 160, to the end,
to provide some of the most memorable moments in the entire work.
The reflective remembrance of Dixie in the oboes, clarinets and
cornets over the familiar tonic pedal and tremolando upper
strings accompaniment finds such a wistful echo in the strings at
bar 163, and the candence into letter N is yet another purely
Delian moment. The rest of the coda is symphonic in the sense thea
it recalls previous moments in the work, with the exception of
the flute motif at bar 180 and the first bassoon solo at bar

186, and draws the American Rhapsody to a fitting conclusion.

The appropriateness of this coda creates a far more satisfyinc
unity of the work than that created by Appalachia which always
seems to leave an unfulfilled feeling after it. The American
Rhapsody makes no claims to lofty pretensions yet is perfectly

satisfying as a work and logical in its content and expression.
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Its place should be acknowledged in the gamut of Delius's

one in terms of his total achievement.
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THE ASSIMILATION OF DELIUS'S AMERICAN INFLUENCES AND THE GRADUAL

FORMATION OF HIS STYLE

PART I - THE AMERICAN WORKS

Chapter 3 analysed the main types of indigenous American music
which influenced Delius's compositional style and Chapter 4 examined

the unpublished American Rhapsody in an attempt to demonstrate how

Delius used these influences in a very direct manner. This chapter
will try to demonstrate how these Americanisms were gradually
assimilated by Delius and how they emerged in some of his mature
compositions.

It is necessary to start this study at the beginning of Delius's

career as a composer with Florida Suite and then trace his

development through the works specifically associated with America,

The Magic Fountain (1897) and Koanga (1895-1897). 1897 roughly marks

the end of Delius's first period of composition and the above works

show the American influences in a very strong and direct manner. The
remaining works of this period are unpublished and in manuscript, and
for the most part more Scandinavian influenced, less directional

and convincing than the American based works. It is these American
influenced works which show the development of Delius's style

¥

&

most clearly. ¥
x k% §
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Florida-Suite for Orchestra

In an article, 'Delius and America' 1, Zric Blom states that he considers
the orchestral suite Zlorida an immature piece of music, However lmmature
the work may be it im, nevertheless, a rezarkatle achievement. It vas
comnleted in 1687 while Delius was studying with Grieg in Leipzig and was
given its first private performance there early in 1888. In 1889 Lelius
revised two of the movements. The published score contains movements 1,

2 and L of the original version and movezent 3 of the revised version. It

is a recarkable achievement because it shows not only tremendous inftuitive
flair in its zusical content but also an assured grasp of orchestral
techni.ue, It is even more remarkable wrer considering that the years of
corposition, 1886 - 1887, came only two years after he first set foot in
Florida ard began his very basic course of study in harzony with Thomas

wvard. A tpical nage from Delius's exercise ook, with numerous alterzticns,
oresumably by Ward, is inclu‘ed as Exacple 52.2 t is almost increditcle

that Delius could produce such an accomplished score as the Florida Suite

in such a short time.

The published score of Florida Suite contains several glimpses of
Acericanisms which would be expected in a work written so soon after his
return from Florida. The opening oboe solo of the first movement Laybrezk,
although highly reminiscent of Smetana's Moldau, contains a pentatonic

triplet figure 'x' of doubtless folk origin, which in this context sounds

more Grieg-like than American:
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XANPLE 53
The second section of Daybreak (Zxarple 54) ras a decidedly 'Americsn' ~n-:

about it and is particularly similar to Dvorak's Symphony [o. 9, Zrem

the New .orld, written six years after Florida Suite, particularly thre otoe

solo which is very reminiscent of the trio scction of the _ew world's

Scherzo movement,

(Exam-le o4 )

The dance-like ternay section which follows (Ixample 55), again nentatonic
in character, is more reminiscent of a Lorwegian folk-dance than anything

cerican, especially if imagined over 2 drone-bass,

H 2 2
# - tr i - =2 T4l o
C{\"\/ = =l..l. 4 = | i1 el g <& [
Q¥ T l—_l_
= §
ZXAMPLE 55

Perhaps the most American aspect of Daybreak is its final dance zection
which has subsequently become known as La Calinda. There is, however, nothing
that is particularly American or :egroid about it excent, perhaps, tre
syncopated rkythm which runs virtually throughout tne piece. Ctherwi.se it
sounds in places like a folk-dance written by any typical central-Zuro-e=n
rationalist composer of the nineteenth century. It is important to note

3

that this rather extended dance did not start life as a Calinda”. Pelius
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Example 54
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merely used this music from Dayzreak in Floride Suite as the basis for cuch

of the music in Act II of one of his'American' operas Koanga, It canrot,

therefore, be regarded as an ethnic American negro dance. “hat is more

probable is that when Delius composed Florida in Leivziz during 1866 and

H 1887 he wrote it with a Zuropean audience in mind, hence, musically, it is
very much a stylised folk dance, merely a representation of what :ight pass
as a.regro dence to untutored Zuropean ears accustomed to the Slavonic
rhapsodizing of a Smetana or a Dvorak., At the beginning of Act II of

Rf'§ ‘? Koanga where the negro slaves are celetrating the birthday of Don José and
§ ,

the wedding-day of Falzyra and Koanga, they are probably parodying thre

social dances held by their masters; this was a customary practice among
slaves at this time, 7hat then could be more approprriate tham that Delius

should take his extsnded Zuroreanized folk dance from Florida Suite and use

it in these new surroundings. ZEric Fenby's concert version La Calinca

haz only served to confuse the issue even further. Trere is very little

rusicel content in this folk dence from Daybreak that has any Acerican
significance,

The second zovement of Florida Suite, By the River, otviously zn allusion

to the 3t. John's River at Solano Grove, gives no sign of any American
influence. Its ABA ternary form cortains some highly lyricel rusic and
disvlays all the hallmarks of the :elodic beauty of the Tchaikovsxy of

Swan Lake /1676), It is highly probable, although supporting research

material is not yet to rand, that some of the Swan Lake music was given In

the Gewanchaus during late 1886 and early 1887 and this was the period just
prior to Tchaikovsky's successful Zurorean tour in 1888, Delius seems to rave
cantured his style zost convincingly. There is no evicence of Pelius's

own personality in the music. as there is, to a certain extent, iIn the first
movement, except, perhaps, for the first indication of his love of the

viola section as orchestral soloists when they play the following melody,
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XAVPLE 56
Sunset, the third movemenz, is the most interesting. Crce again, i1t is

:n ternary form, with a negro dance, already described in Chapter 3, as

its central part and this is the most American aspect of the ertire work,

s §

»

The pentatonic and Scotch-Irish aspects of the melody have already tee

noted as has the decidedly 'blue' harmory and the tanjo-like accomgpanizent.

-+ is here, too, hat the Marching through Georgia fragment anpears for tre

) first time. Thus the pentatonic aspects of minstrelsy and folk-sorg

(negroid in this case) comtine in this movement at a very e=rly stage In
% Felius's career. Fowever, it is very naively and directly expressed and it
continues to play a major vart in the movement as the following exaczle

shows: (Example 57)
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